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Abstract:

For young people, music is not just meaningful as an
object of aesthetic consumption; it also has a social func-
tion to which they attribute different values that influence
their identity and social relations. Thus, the aim of this ar-
ticle is to evaluate how their musical preferences are struc-
tured and what differences exist by gender and age range,
as well as studying what stereotypes they associate with
the styles they listen to most in comparison with these
variables. To do so, an updated and adapted version of the
questionnaire by Cremades et al. (2010) was used. This
was answered by 1020 adolescents from a district of the
city of Madrid: 540 female (52.9%) and 480 male (47.1%)
aged between 12 and 20. The results reveal which styles
of popular urban music young people prefer, with older
ones listening to a wider range of styles than the younger
ones, and female respondents favouring mainstream music
and Latin music. The stereotypes they most associate with
their preferences are “generation”, “personality”, and “be-
haviour”, something that is related to the development
of the adolescent’s own identity. Therefore, starting from
knowledge of the meaning young people attribute to music,
it is necessary for music lessons to improve their listening
and critical capacities, as a way of creating competent lis-
teners, with sufficient musical and social knowledge of the
music they prefer.
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Resumen:

Para los jovenes, la misica no solo es un objeto de con-
sumo estético; también cumple una funcion social, a la que
atribuyen diversos valores que influencian su identidad y sus
relaciones sociales. Asi, el objetivo de este articulo es evaluar
cémo se estructuran sus preferencias musicales y qué dife-
rencias existen en funcion del género y del rango de edad,
ademas de estudiar qué estereotipos asocian a los estilos que
mas escuchan seglin dichas variables. Para ello, se utilizd
un cuestionario actualizado y adaptado de Cremades et al.
(2010), al que respondieron 1020 jovenes adolescentes de
un distrito de la ciudad de Madrid: 540 mujeres (52.9 %) y
480 hombres (47.1 %) de entre 12 y 20 anos. Los resultados
ponen de manifiesto qué estilos de misica popular urbana
prefieren los jovenes. Asimismo, que los de mayor edad es-
cuchan un rango mas amplio de estilos y que las mujeres se
decantan por las tendencias musicales y la miusica latina.
Respecto a los estereotipos, «generacion», «personalidad» y
«comportamiento» son los que mas asocian a sus preferen-
cias, lo cual se relaciona con el desarrollo de la propia identi-
dad del adolescente. Como conclusién, creemos que, a partir
del conocimiento sobre el significado que le dan los jovenes
a la msica, es preciso potenciar su escucha y capacidad cri-
tica desde el aula de musica, como una forma de construir
oyentes competentes, con conocimientos musicales y sociales
suficientes de la musica que prefieren.

Palabras clave: preferencias musicales, estereotipos socio-
culturales, adolescencia, nuevas generaciones.
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1. Introduction

Music can be considered as one of the main refer-
ence points for young people in cognitive terms (com-
prehension of musical elements and their structure),
emotional terms (the feelings it conveys), and social
terms (social acceptance of individual musical taste),
as every day they are exposed to sound stimuli that in-
fluence their intellectual, social, and personal develop-
ment (Hallam, 2010). Different authors (Hargreaves
et al., 2012; Evans & McPherson, 2017; Symonds et
al., 2017) have studied the effects that the approach to
certain musical styles has on the individual, how they
relate through them, and what value they place on the
musical experience.

Hargreaves et al. (2006) proposed a reciprocal
feedback model that explained how the individual
processes and relates to music. This model considers
not only the musical elements and the choice that the
listener makes of what to listen to but also the setting
in which it occurs (what the authors call the listening
situation), as, in it, the listener can express and share
his or her musical preferences with other people. In
the same vein, Megias and Rodriguez (2003) had al-
ready pointed out that listening to any type of music
is a personal and voluntary act in which, beyond the
perception of musical elements (such as rhythm, mel-
ody, or lyrics), the listener associates listening with
different aspects that are personal (memories, feel-
ings, or emotions), but which, at the same time, unite
them and they like to share. These ideas point to-
wards the close relationship created between the per-
son, the music, and the social context. That is, young
people identify with music for what it contributes
to their lives, giving a meaning more related to its
social function (Bonneville-Roussy & Rust, 2018;
Hargreaves et al., 2015; MacDonald et al., 2017,
Morrison, 2017).

This social function becomes more relevant in
adolescence, a period of change when individuals find
themselves searching for self-affirmation of their per-
sonality and identity (McLean & Thorne, 2003). On this
changing path, peers constitute the reference group
that influences an individual’s development, given that
a vision of one’s own identity can be projected through
the group (Knifsend & Juvonen, 2014). With the peer
group, they share musical preferences, as well as par-
ticular values, cultural patterns, habits, lifestyles, fash-
ions, or stereotypes, among others (DeWall et al., 2011;
Lonsdale & North, 2017; Marin-Liébana et al., 2021,

.i Reeves et al., 2015).

DeNora (2017) states that identity formation could
be regarded as a dynamic construct in constant change.
Such construct creates new spaces for social grouping
through different external agents, among which the
internet is the medium most followed by young people
(Pedrero-Esteban et al., 2019). In fact, the media influ-
ence of platforms, social networks, and apps such as
Spotify has increased their dominance in shaping the
musical preferences of present generations, something
that has involved a reduction in their range of listen-
ing (Werner, 2020). On the opposing side, the styles of
music they hear in music lessons are the ones they rate
lowest. These lessons often still encourage listening to
musical styles that differ greatly not only from current
sounds, but also from the social meanings music has
for new generations. Therefore, music teachers should
focus their content on fostering critical thinking about
the music that young people prefer in order to favour
the development of their musical identity by expand-
ing the range of musical styles they listen to (Thomas,
2016).

2. About musical preferences

Research into musical preferences is a line that has
been brought up to date with new studies in different
national and international contexts. In a study carried
out with a sample of British adolescents (n = 278),
Hargreaves et al. (1995) used a list of twelve musical
styles that were analysed according to age and gender
variables. The styles included were rap, house, reggae,
blues, heavy metal, jazz, classical, country, pop, folk,
opera, and rock. In their conclusions, they note that
age significantly shapes the approach to styles of music
known as popular at the expense of serious music. In
addition, women preferred a wide variety of styles and
were closer to serious music than men, who were more
focussed on popular music.

Rentfrow and Gosling (2003), in the United States,
designed a short test of musical preferences (STOMP)
comprising a list of fourteen musical styles, which was
answered on a seven-point Likert scale (1 = Not at all, 7
= A great deal). The exploratory factor analysis grouped
these styles into four dimensions: (1) reflective-complex
(blues, jazz, classical, and folk), (2) intense-rebellious
(rock, alternative, and heavy metal), (3) upbeat-conven-
tional (country, soundtracks, religious, and pop), and (4)
energetic-rhythmic (rap/hip-hop, soul/funk, electronic/
dance). To design the questionnaire, they drew up an
initial list of eighty styles and sub-styles with the help
of a panel of five experts. They then performed a pilot
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study with thirty participants. Of these, only 7% knew
all of the sub-styles included in the study, while 97%
knew all of the styles, and so it was decided that the test
would solely comprise the most listened-to styles.

Following this model, Colley (2008), with a sample
of young British people, centred her analysis on iden-
tifying these dimensions, but went a step further and
grouped them by gender. Accordingly, she obtained four
dimensions for women: sophisticated (comprising clas-
sical, blues, jazz, opera), heavy (rock, heavy metal), re-
bellious (rap, reggae), and mainstream (chart pop, folk,
country); and four for males: sophisticated (classical,
blues, jazz, opera), traditional (folk, country), heavy
(heavy metal, rock), and rebellious (reggae, rap).

Later on, Rentfrow et al. (2011) identified five di-
mensions: (1) mellow (pop and R&B), (2) unpretentious
(country and rock and roll), (3) sophisticated (classical
and jazz), (4) intense (heavy metal and punk), and (5)
contemporary (rap and electronic). Lorenzo-Quiles et
al. (2021) used this classification, which they adapted
by including Brazilian styles in a sample of 940 young
Brazilians aged between 14 and 20.

In Spain, one of the first studies on musical tastes
centred on adolescents and young people was the one by
Megias and Rodriguez (2003). The sample included 1900
participants from around the country aged between 15
and 24. The questionnaire had various sections, one of
which contained a list of the following musical styles:
pop, dance, Latin, singer-songwriters, electronic music,
balladeers, rumba, flamenco, rock and roll, hip-hop/rap,
alternative rock, grunge, indie-rock, indie-pop, alterna-
tive pop, traditional or regional music, reggae, ska, eth-
nic, heavy metal, classical, progressive rock, punk, new
age, jazz, and folk. The last eight styles were the ones of
which young people were least aware. According to the
authors, the principal listening styles brought togeth-
er styles close to pop, which are the ones that took the
top places in sales lists and chart hits. On the next step
were those that were listened to in nightclubs, while the
styles that young people listened to least were the ones
adult generations preferred. The questionnaire also
included a section on stereotypes associated with mu-
sic, from which the authors concluded that the group
of young people used them as a way of forming groups
and, at the same, distinguishing between peers.

This review underlines the difficulty of examining
musical styles as a single unit of analysis in order to
classify them, and also considers the current difficul-

ty of categorising songs into a specific genre. Following
this argument, Pedrero-Esteban et al. (2019) focused on
the problem of categorising popular urban music ow-
ing to its current distinctive features. It is a composite
audio experience using advanced technologies capable
of shaping all of the musical parameters of a recording
(tone/voice, pitch/intonation, rhythm/speed) and that
is spread through listening platforms, social networks,
etc. This has involved a process of homogenisation that
hinders a clear distinction between the different styles
and sub-styles of this type of music.

3. Stereotypes in music

According to Kurtz-Costes et al. (2014), stereotypes
are defined as knowledge shared among particular so-
cial groups that might or might not reflect certain char-
acteristics of this group with regards to nationality,
race, social class, sex, age, and occupation, among other
aspects. It is a way of labelling people according to de-
termined values that categorise them ambiguously and,
on many occasions, do not represent them.

In their relationship with music, stereotypes can be-
come visible in external aspects that do not focus on
musical characteristics, such as rhythm, melody, har-
mony, or tone (Susino & Schubert, 2019). Furthermore,
it is important to note that, for young people, the agent
with the biggest influence on how they listen to music
is in the online setting. Through platforms, social net-
works, and user profiles, they are constantly exposed to
stereotyped visions of their body image, how they dress,
their gender, their personality, and their age, among
others (Oberst et al., 2016). Far from contributing to an
equal perspective, the basic aim of companies that op-
erate on the internet is the commercialisation of cultur-
al products to increase consumption and sales of their
services. To do so, they study the recommendations of
users, an algorithmic culture in which we are all trapped
(Striphas, 2015). With regards to music, the main point
of reference for listening via streaming among the
youngest users is Spotify, an app that organise music
in closed categories according to style, sex, race, social
class, and nationality. Musical lists are not structured
at random nor are they shaped exclusively by listeners’
choices. Instead, they are manipulated by algorithms to
make profits, without considering that they reinforce
specific listening patterns that are embedded in or asso-
ciated with particular stereotypes (Werner, 2020).

Regarding stereotypes relating to image and be-
haviour, Rentfrow and Gosling (2007) studied the

<
[
QO
=
(0]
N
>
N
00
N
—
Q
3
o
Q
=
<
=
o
=
N
o
N
Ea
N
w
w
(&)

ej3o3epad ap ejouedsy ejsinay




year 82, n. 287, January-April 2024, 23-36

\E
o11]
o
oo
]

©
()

o
()

o

8
o

=
©
Q.
(7]

L
©
-

o
>
[¢})

o

Roberto CREMADES-ANDREU, Carlos LAGE-GOMEZ, Arantza CAMPOLLO-URKIZA and David J. HARGREAVES

perceptions of fans of different musical styles. The peo-
ple closest to classical music were perceived as friend-
ly, industrious, introverted, intelligent, but physically
unattractive. In contrast, fans of rap were perceived as
extroverted and athletic, as well as being more likely
to use drugs, a characteristic still associated with them
today.

Reeves et al. (2015) studied stereotypes of social class
associated with music. They concluded that people’s so-
cio-economic level determines their listening preference
for more or less intellectual musical styles, creating a
social hierarchy that highlights these stereotypes.

Moreover, it is also necessary to mention studies that
have focussed on assessing the influence of music on per-
sonality development (Herrera et al., 2018). Racevska
and Tadinac (2019) found positive correlations in the
preference for reflective, complex, and intense musical
styles, confirming that their influence is also apparent
in our emotions and is associated with particular per-
sonality traits.

Nonetheless, the stereotypes that have been stud-
ied most in their association with musical preferences
are those relating to gender (Dobrota et al., 2019; Rent-
frow et al., 2011; Roulston & Misawa, 2011). For exam-
ple, an affinity for musical styles such as rock has been
associated with a form of cultural expression typical
of masculine identity, while pop has been considered
closer to feminine ideals (Lorenzo-Quiles et al., 2021).
In this sense, Soares-Quadros et al. (2019) explained
that women identify with styles that have emotional
content, such as dance, or pop, while men prefer more
vigorous, complex, and exciting styles, such as heavy
metal; similar results to those obtained by Dobrota and
Ercegovac (2015).

On the other hand, it is important to note that, be-
yond the musical taste reported by men or women, the
sexualisation found in music videos from mainstream
music continues to offer a vision that clearly objectifies
women. Even in videos by female artists, their naked-
ness often contrasts with the dominant position of the
man and these images can be very harmful for minors
(Gutiérrez & Ubani, 2023). On the same line, Werner
(2023) notes a majority presence of black, brown, and
Latino masculinities performing styles such as rap, trap,
and reggaeton in the charts of European countries. She
also analyses the female image in different music videos
by male and female artists. They contain a positive im-

.i age of women, extolling their friendship, personal and

financial independence, professional skill, strengths,
and understanding. However, at the same time, with
commercial aims, they show them in revealing clothes,
in stylish outfits, wearing expensive accessories, beauti-
ful, desirable, and twerking, something that continues
to transmit a sexualised image of women.

Following the review of literature relating to this
work, its main aim is to establish a grouping based on
the preference for musical styles that a cohort of young
people from Madrid listen to the most. As secondary ob-
jectives, it seeks to study the differences between these
dimensions by age and gender variables, and to evaluate
the relationship between these musical styles and the
sociocultural stereotypes that young people associate
with them.

4. Method

This article uses an ex post facto study following the
designs found in the research works included in the lit-
erature review.

4.1. Participants

The participants in this research were secondary-
school students from a district located to the south-
east of the city of Madrid ,where there are six publicly
run schools and seven state-funded private and private
ones. The sample comprised 1020 participants, 540 fe-
male (52.9%) and 480 male (47.1%), with ages ranging
from 12 to 20 and a mean age of 15.18 years (SD =
2.12). Owing to the spread of their ages, we decided
to group them by cumulative percentage into four age
ranges, that is: 12 to 13 years (n = 237, 23.3%), 14 to 15
(n =332, 32.5%), 16 to 17 (n = 301, 29.5%) and 18 to 20
(n = 149, 14.6%). The groups of students in the sample
were selected at random, choosing one class from each
year in the secondary schools with the aim of them be-
ing representative of the group in question.

4.2. Instrument

Taking into account the different questionnaires
available to obtain information about musical prefer-
ences (Hargreaves et al., 1995; Rentfrow, et al., 2011),
we used the “Music styles listening preference ques-
tionnaire” (Cremades et al., 2010), which we adapted
to the characteristics of this study. To do so, the list
of musical styles was updated and, at the same time,
a section on sociocultural stereotypes was added. This
list took shape around the styles to which the partici-
pants feel closest, with the aim of not dispersing the re-
sults in music listened to only by a small minority or by
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nobody. The items on this instrument were answered questionnaire in a session that lasted approximately

using a five-point Likert scale (1 = Never, 5 = Always).
The final questionnaire has a Cronbach’s alpha relia-
bility coefficient of .787. For content validity, we used
the expert judgement technique, a process involving the
participation of ten specialists and researchers in music
education with extensive experience in this field, who
reported on the pertinence and relevance of the pre-
pared questionnaire.

4.3. Process

Before carrying out the data collection for this study,
we requested the agreement of the management teams
of the participating centres and sought informed con-
sent from the students and their families, who we no-
tified of aspects such as the fact that they could aban-
don the study at any moment and that their anonymity
would be preserved. The questionnaire was adminis-
tered by the researchers in person so that its comple-
tion could be supervised. The students completed the

twenty minutes.

5. Results

The analyses centred on the musical styles with the
highest mean scores in order not to disperse the results.
Following the procedure of the studies cited in the theo-
retical review, we used an exploratory factor analysis so
that, on the basis of the dimensions obtained, we could
analyse the differences by the age range and gender of
the participants using parametric tests. Finally, we ap-
plied a Pearson’s correlation analysis to establish which
stereotypes the participants in this study associate with
the styles they listen to most.

5.1. Dimensions of musical preferences and their
differences by age range and gender

Table 1 shows the descriptive statistics for the styles
listened to most by the participants in this study.

TaBLE 1. Descriptive statistics for the styles listened to most by participants.

Musical styles n Minimum Maximum X c

Pop 1020 1 5 3.66 1.282
Rap/Hip-hop 1020 1 5 3.35 1.220
Reggaeton 1020 1 5 3.28 1.500
Trap 1020 1 5 3.11 1.561
Electronic music 1020 1 5 2.82 1.359
Rock and roll 1020 1 5 2.56 1.314
Techno 1020 1 5 2.35 1.279
Phonk 1020 1 5 2.29 1.244
Bachata 1020 1 5 2.26 1.325
Dance 1020 1 5 2.25 1.302
Flamenco 1020 1 5 2.13 1.352
Dembow 1020 1 5 2.12 1.214

Note: 1 = Never, 5 = Always.

As Table 1 shows, the styles with the highest scores
were pop, rap, reggaeton, and trap, with the lowest fig-
ures being for dance, flamenco, and dembow. Taking
these styles, we used the Bartlett test and the KMO
(Kaiser-Meyer-Olkin) measure, which gave a value of
.71 (Bartlett’s test of sphericity * = 2965.32, p <.000).

This result was higher than the reference value of .6,
thus indicating that this type of analysis is valid. So, we
carried out a factor analysis using the principal compo-
nents extraction method with Oblimin rotation, giving
five factors that explained 69.57% of the total variance
(see Table 2).
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TABLE 2. Structure of musical preferences.

Components
Dimensions Musical styles
1 2 3 4 5
Rap/Hip-hop .876
Urban music Phonk .652
Trap 464
Dembow .826
Latin music Bachata .647
Reggaeton .639
Pop Ny
Mainstream music
Dance .703
Flamenco .829
Musical fusion
Rock and roll .808
Techno 913
Technological music
Electronic music .876

As Table 2 shows, each dimension comprises relat-
ed musical styles and is named after the specific char-
acteristics they share: (1) urban music: this includes
rap/hip-hop and the sub-styles phonk and trap; (2)
Latin music: this includes sub-styles of Latin origin
such as dembow, bachata, and reggaeton; (3) main-

flamenco and rock and roll, which share processes of
evolution with the fusion of diverse styles; and (5)
technological music: which includes techno and elec-
tronic music.

We then performed an analysis of variance of the

musical dimensions obtained according to the age range
variable (see Table 3).

stream music: including pop and dance, reference
points in the charts; (4) musical fusion: combining

TaBLE 3. ANOVA of musical dimensions by age range.

()
W
&) Dimensions Age range n X c F P 'I,,2 Post hoc
<
g 12a13(1) 238 2.70 1.01
\‘E N
g” = 14a15(2) 332 2.93 .95
8o g’:- Urban music 6.906 .001* 0.020 4,3,2>1
o - 16a 17 (3) 301 3.00 .93
o
o ©
o 2 18 a 20 (4) 149 3.11 1.01
T ©
8 12a13 238 2.43 96
o~
00
S 14a15 332 2.54 14
|.|m.| c Latin music 2.171 .90
- 16 a 17 301 2.66 1.00
©
i o0
S5 18a20 149 2.58 1.09
Qo
[« SN
12a13 238 2.76 1.07
14a15 332 2.98 1.08
Mainstream music 3.701 .011%* 0.011 3>1
16 a 17 301 3.04 1.03
18a 20 149 3.02 .94
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12a13 238 1.87 .85
14a15 332 1.97 .93
Musical fusion 25.005 .001* 0.069 4,3>1,2
16 a 17 301 2.29 1.09
18a 20 149 2.68 1.17
12a13 238 2.12 1.12
. 14a15 332 2.55 1.18
Technological ; 4,3,2>1
. 23.756  .000* 0.066 »
music 16217 301 2.76 1.13 4>3,21
18 a 20 149 3.05 1.23
*p <.05.

Theresultsshowstatisticallysignificant differences

in “urban music”, with a small effect (y? ~ 0.01);
here the oldest students report listening to this type
of music more than the students aged from 12 to 13

with subjects aged 18 to 20 and 16 to 17 having up-
per means than those from lower ranges. The same
thing happened with “technological music”: the older
respondents score higher than the younger ones, and

do. The same effect size was found for “mainstream
music”, with young people aged from 16 to 17 having
higher averages than those aged 12 to 13. In the case
of “musical fusion”, the effect was higher (np2 ~0.06),

those aged 18 to 20 score highest of all.

Next, we analysed gender differences in musical di-
mensions using Student’s ¢ test (see Table 4).

TaBLE 4. Student’s ¢ test for musical dimensions by gender.

Dimensions Gender n X c Levene's t test d
Female 540 2.90 97
Urban music F=.028 t=.844
p=.868 p=.399
Male 480 2.95 .98
Female 540 2.77 1.06
Latin music F=16.733 t="7.407 46
p =.001 p =.001* )
Male 480 2.31 .92 <
&
Female 540 3.24 1.01 x
Mainstream music F=.110 t =9.562 60 -
p=.741 p=.001*% : >
Male 480 2.63 .96 N 0
0o @
N S,
= (2]
Female 540 2.07 1.04 § &
. . F = .405 t=2.199 m
c
Musical fusion p=52 p=.028" 14 5 =
Male 480 2.22 1.05 < %.
> O
S
Female 540 2.40 1.14 — o
Technological music F=.250 t=5207 33 B C'DU
&t p=617 p=.001* : N e
Male 480 2.79 1.19 - g—
N g
oR
*p <.05. (o'%) o

music” (with a moderate effect from 0.50 to 0.70). In
contrast, men gave “musical fusion” and “technologi-
cal music” higher scores than women did, with a small
effect.

The results of the previous analysis were statisti-
cally significant for the last four dimensions. Women
scored higher than men with regards to “Latin music”
(with a small effect from 0.21 to 0.49) and “mainstream
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5.2. Stereotypes associated with preference for
musical styles

This section starts with an analysis of the descrip-
tive statistics of the stereotypes associated with stu-
dents’ musical preferences.

In this table, higher scores indicate that students as-
sociate their musical preferences with the stereotypes

TaBLE 5. Descriptive statistics for stereo

that relate to their personality, generation, and behav-
iour. In contrast, stereotypes relating to gender had the
lowest mean score.

To continue, we performed an analysis of variance
of the stereotypes that participants associate with the
dimensions by age range (see Table 6).

types associated with musical preferences.

Stereotypes n Minimum Maximum X c

Way of dressing 1020 1 5 2.36 1.229
Behaviour 1020 1 5 2.65 1.249
Personality 1020 1 5 3.19 1.332
Generation 1019 1 5 3.09 1.434
Gender 1020 1 5 1.65 1.110
Physical appearance 1020 1 5 1.71 1.124
Values 1020 1 5 2.46 1.413
Relation with others 1020 1 5 2.43 1.337

Note: 1 = Never, 5 = Always.

TaBLE 6. ANOVA of stereotypes by age range.

Stereotypes Age range n X o F P ’7p2 Post hoc
12 to 13 (1) 237 2.08 1.22
14 to 15 (2) 332 2.34 1.17
Way of dressing 10.506 .001*  .030 4,3>1
16 to 17 (3) 301 2.39 1.26
18 to 20 (4) 149 2.79 1.21
12 to 13 238 2.37 1.23
14 to 15 332 2.68 1.22
Behaviour 7.811 .001* .023 4,3,2>1
16 to 17 301 2.69 1.26
18 to 20 149 2.98 1.24
12 to 13 238 2.84 1.45
14 to 15 332 3.17 1.31
Personality 8.791 .001*  .025 4,3,2>1
16 to 17 301 3.35 1.24
18 to 20 149 3.43 1.27
12 to 13 238 2.76 1.55
14 to 15 332 3.14 1.46
Generation 5.757 .001* .017 4,3,2>1
16 to 17 301 3.23 1.31
18 to 20 149 3.21 1.37
12 to 13 238 1.65 1.12
14 to 15 332 1.68 1.14
Gender 179 .610
16 to 17 301 1.65 1.06
18 to 20 149 1.60 1.14
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12 to 13 238 1.64 1.13
. 14 to 15 332 1.75 1.36
Physical 2.058  .104
appearance 16 to 17 301 1.63 1.02
18 to 20 149 1.88 1.28
1210 18 238 2.08 1.30
14 to 15 332 2.43 1.37
Values 12.892  .001*  .037 4113’ 23>21
16 to 17 301 2.56 1.39 > 9,
18 to 20 149 2.96 1.57
12to 13 238 2.12 1.32
Relation 14 tO 15 332 242 131 " 4, 3, 2 > 1
b others 7.959  .001 .023 $e o
w1 16 to 17 301 2.50 1.28
18 to 20 149 2.77 1.34
*p <.05.

The results were significant for all of the stereo-
types, except for the ones relating to “gender” and
“physical appearance”. Specifically, in the ones regard-
ing “behaviour”, “personality” and “generation”, all of
the age ranges older than 12 to 13 years have higher
means, with a small effect size. With the same effect,
students aged from 18 to 20 and from 16 to 17 scored
higher than those aged 12 to 13 in “way of dressing”.

With regards to “values”, respondents aged from 12 to

13 have the lowest means, while those aged from 18 to
20 score highest of all with a small effect. In the case of
“relation with others”, respondents aged from 12 to 13
scored lowest, with there also being larger differences
for the 18 to 20 range compared to those aged from 14
to 15.

As in the previous section, we carried out an analysis
using Student’s ¢ test to analyse gender stereotypes.

TaBLE 7. Student’s ¢ test for gender stereotypes.

Stereotypes Gender n X c Levene's t test d
Way of dressing = 418 = .829
Male 480 2.37 1.25 p=. p=.
Behaviour - 7392 - 976
Male 480 2.65 1.24 p=. b=
Personality — 154 — 001* .20
Male 480 3.04 1.32 b= b=
Generation — 995 — 001* .23
Male 480 2.91 1.45 b= b=
Gender - 005 - 058
Male 480 1.72 1.61 pb=. p=.
Physical appearance - 031 = 9247
Male 480 1.75 1.19 p=- b=
Values — 065 - 310
Male 480 2.51 1.45 b= p=.
Relation Female 540 240 1.31 F = 2.207 t=.717

*p <.05.
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Finally, we performed a Pearson’s correlation coeffi-
cient analysis between the musical styles from Table 1
and the sociocultural stereotypes included in this study,
the results of which are shown in Table 8.

The previous analysis found significant differences
for personality and generation, with a small effect size;
specifically, female respondents scored higher than
male ones.

TaBLE 8. Pearson’s correlation analysis of preferred styles and stereotypes.

Stereotypes
Musical styles
WD B P GZ G PA \% R

Pop r -.037 .088* .155% 197 .086* -.008 .102* .098*
Rap/Hip-hop - .244* 172% .130* J112* .023 .130* .119* .136*
Reggaeton - -.049 -.115% -127% .339* .092* .082* - 197* -.021
Trap - .116% -.019 -.058 .306* -.029 .092%* -.158% .005
Electronic music . 121 211% 174 .101* .049 137 .137* .122%*
Rock and roll - .135% .179% .199% -.133* -.029 .030 .294* .107*
Techno - 107 .162%* .160%* .132% .072% .164* .155% .109*
Phonk - .210* .175%* 171% .072% .067* .118* .145* .131*
Bachata - .047 .034 .044 .245% .098* .099%* -.026 .068*
Dance - .140* .136* .175% .147* .015 .067* .114% .092%*
Flamenco - .249% .184* A71% -.090* -.015 .091* 272% .153*
Dembow , .035 -.017 -.034 .120%* .045 .076* -.010 -.009
*p <.05

Note: WD = way of dressing, B = behaviour, P = personality, GZ = generation, G = gender, PA = physical appearance,

year 82, n. 287, January-April 2024, 23-36
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V = values, R = relation with others.

The results in Table 8 were statistically significant
for most of the variables analysed, although, using the
values of Cohen, the effect size was not large (r 2.50).
We should note the moderate size (.30 < r < .50) for
reggaeton and trap with the “generation stereotype”,
which, also with a small size, was obtained for bacha-
ta and pop. With a small effect, it is also necessary to
mention rap, phonk, and flamenco with “way of dress-
ing”; rap, electronic music, phonk, and flamenco with
“behaviour”; rock and roll with “personality”; and,
finally, rock and roll, flamenco, and reggaeton with
“values”, although, in this last case, the relationship
is negative.

6. Discussion and conclusions

The results of this study show that the styles that
participants listen to the most are confined to a very
small circle within popular urban music. This is one
feature that differs from previous studies, where a
wider range of listening is displayed (Cremades et
al., 2010), and it highlights, even more if possible, the
importance of the social factor and the shaping of the
identity of young people at present (Bonneville-Roussy
& Rust, 2018). In this way, the data obtained classify
musical styles around the following dimensions:

(1) Urban music: rap originated and evolved in
the outlying neighbourhoods of the big cities, with
sub-styles such as trap and phonk. This last sub-style
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distances itself from more commercial sounds in search
of more DIY productions. Trap is much simpler than
rap, and centres more on experimenting with sound ef-
fects, always giving voice to the everyday reality of life
in neighbourhoods (Werner, 2023).

(2) Latin music: this includes dembow, reggae-
ton, and bachata, styles that are all danceable music.
The first two of them also share a sexualised vision of
the woman, who dances sensually guided by the man
(Oberst et al., 2016).

(3) Technological music: Techno and electronic mu-
sic are based on experimental use of advanced techno-
logical tools to provide a futuristic image.

(4) Mainstream music: even though their musical
characteristics are different, pop and dance are what
adolescents listen to most from the charts, in line with
the arguments of Gutiérrez and Ubani (2023).

(5) Musical fusion: this includes two different styles,
namely rock and roll and flamenco, which perhaps
share the musical mixing of fusion with other styles.
Furthermore, their followers identify themselves with
an image, a way of dressing, and a strong personality
(Morrison, 2017).

Equally, in this grouping, the difficulties deriving
from the fact that artists increasingly compose songs
that fuse elements of different styles has been consid-
ered, coinciding with the ideas of Pedrero-Esteban et
al. (2019). Thus, in this case, this classification has
grouped styles that include exclusively musical aspects
as well as social ones.

The data obtained according to differences by age
range shows that older students have a broader range
of listening than younger ones, with the “musical fu-
sion” dimension standing out in their listening. This
could perhaps be explained by access to this type of mu-
sic, that can be shared in contexts and spaces for young
adults. This access would also explain why they listen to
“technological music” more, which, along with “urban
music” and “mainstream music”, makes up the major-
ity of the sonic landscape of adolescents (Cremades et
al., 2010).

By gender, and in line with previous studies (Lorenzo
et al., 2021; Soares-Quadros, et al., 2019), women pre-
fer the dimensions of “Latin music” and “mainstream
music” owing to their more danceable character, and

because of the meaning of following the trends of the
moment. Meanwhile, men listen more to the styles of
“musical fusion” and “technological music”, which have
a strong identity component, with particular aesthetics
associated in the way of dressing or in the personality
of their listeners.

In relation to the association of their musical pref-
erences with stereotypes, the most cited were those of
“personality”, “generation”, and “behaviour”. Some-
thing that can be explained in that these, in particu-
lar personality, are the ones that most concern ado-
lescents in accordance with the ideas of McLean and
Thorne (2003). In contrast, despite the studies that
show the continued existence of gender stereotypes
(Wener, 2023), participants in this study appear not
to see that they are present in their musical prefer-
ences. With regards to age range, and as in the case
of gender, the older students seem to be more aware
of the presence of stereotypes in music. With the ex-
ception of the “gender” and “physical appearance”
stereotypes, they identify those of “behaviour”, “per-
sonality”, “generation”, and “way of dressing” as
stereotypes explicitly present in the dissemination of
music that they prefer, above all through music videos,
as Gutiérrez and Ubani note (2023). With regards to
gender, female respondents associate the music they
listen to with their “personality” and “generation”,
perhaps because it awakens the emotions with which
they identify more (Racevska & Tadinac, 2019). All
of this has been reflected in the close relationship be-
tween musical styles and stereotypes, which leads us
to confirm the previous arguments. For example, the
correlations between reggaeton and trap with the ste-
reotype of “generation” make clearly apparent that
both styles are present and have greater following in
the present generation (Werner, 2023). This correla-
tion also appears between styles such as rap, phonk,
and flamenco with the “way of dressing”, a stereotype
related to the particular aesthetic of rappers (Rent-
frow & Gosling, 2007).

All of this evidence shows that the participants
in this study are aware of some of the stereotypes
present in their musical preferences, which proves the
transcendent role of urban popular music. This per-
spective casts light on the pertinence of establishing
this type of music as a generative core on which to base
a transversal approach to a wide variety of topics re-
lating to music education in secondary school. In this
sense, it is also advisable to analyse gender stereotypes
of this type of music on platforms or in music vide-

<
[
QO
=
(0]
N
>
N
00
N
—
Q
3
o
Q
=
<
=
o
=
N
o
N
Ea
N
w
w
(&)

ej3o3epad ap ejouedsy ejsinay




year 82, n. 287, January-April 2024, 23-36

\E
o11]
o
oo
]

©
()

o
()

o

8
o

=
©
Q.
(7]

L
o]

-

o
>
[¢})

o

g‘“"’"g

a S|
s

J
34 EV

Roberto CREMADES-ANDREU, Carlos LAGE-GOMEZ, Arantza CAMPOLLO-URKIZA and David J. HARGREAVES

0s. The aim is to provide students with the necessary
tools to recognise them and break with the prejudices
present in this field as a way of building a more inclu-
sive musical identity.
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