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Nota sobre el uso del lenguaje.  

 

Sobre el uso del lenguaje no sexista y de género en la tesis. 

Entendiendo a la academia como un espacio de construcción de 

conocimiento dinámico y respetuoso, que busca una transformación 

social significativa –aunque paulatina–, esta tesis doctoral ha 

procurado hacer un uso inclusivo del lenguaje (especialmente en las 

secciones en castellano). La intención es evitar –en la medida de lo 

posible– reproducir y continuar normalizando sistemas de 

dominación y/o marginación, especialmente en relación con las 

mujeres. Comprendiendo a “la lengua como realidad cambiante, que 

evoluciona en cada época para responder a las necesidades de la 

comunidad que la utiliza (…) conviene que la lengua como producto 

social refleje esa igualdad” (Marçal, Kelso y Nogués, 2011:36). Por 

esta razón, la presente tesis se redacta en base a dos principios: 

1. El uso de un lenguaje más inclusivo que evita el uso del 

masculino genérico. En este ejercicio, se incluye 

deliberadamente pronombres y/o artículos tanto femeninos 

como masculinos, apelando a un lenguaje que no sea sexista 

(ej., las y los artistas.)  

2. La incorporación del nombre de las y los autores que se citan 

dentro del texto de la tesis. Así mismo, la incorporación de 

nombres y apellidos en el apartado Referencias de la 

memoria. 

En línea con el decálogo para la incorporación de la perspectiva de 

género2 en el grupo de investigación JOVIScom (UPF), esta tesis 

procura, especialmente, incorporar una paridad en la citación, el uso 

de un lenguaje inclusivo y no sexista, y realizar un análisis sensible 

al sistema sexo/género en todas las fases de la investigación y 

transferencia de resultados.  

 
2 Disponible en: upf.edu/es/web/joviscom/igualtat  
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Así mismo, comprendiendo que “[E]l desequilibrio de género que 

existe en el sistema de ciencia y tecnología puede combatirse 

adoptando una perspectiva de género” (CCS, 2020:6), esta tesis sigue 

las recomendaciones de Marçal, Heura; Kelso, Fiona y Nogués, 

Mercè (2021), especialmente con respecto a: 

▪ El uso de la palabra persona, con un adjetivo o con una frase 

subordinada que la califiquen (ej., la persona beneficiaria – en 

lugar del beneficiario, las personas mayores – en lugar de los 

ancianos)  

▪ Utilizar palabras colectivas o construcciones metonímicas 

para designar [a esos] grupos (ej., la población inmigrante – 

en lugar de los inmigrantes, la juventud – en lugar de los 

jóvenes) 

▪ Mantener las formas enteras alterando el orden entre 

femeninas y masculinas a lo largo del texto (ej., madres y 

padres; actor y actriz) 

▪ Incorporar formas abreviadas donde se escribe entera la 

forma masculina y, a continuación, separada por una barra 

inclinada, la terminación femenina (ej., alumno/a) 
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“Who cares if one more light goes out? In a sky of a million 

stars, it flickers, flickers. Who cares when someone's time 

runs out? If a moment is all we are. We're quicker, quicker. 

Who cares if one more light goes out? Well, I do” 

One more light. Linkin Park. 
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“La música no nace en una torre de marfil, sino que 

produce, reproduce y contesta al mundo. Y el mundo es 

sexista”  

(Ramos López, 2003, p.107) 

 

 

 

 

 

“En la industria de la música, todo es mentira” 

 

(René, Residente, 2020) 
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Abstract 

 

This research uses mainstream music scenarios in Spain to explore 

its representations and problematize them from a critical gender 

perspective. Structured by four items, this work 1) situates 

mainstream music within the postmodern scenario of neoliberal 

narrative; 2) explores the configuration of femininities and 

masculinities, from what is established as gender stereotypes. 

Furthermore, 3) it analyses the construction of sexualization 

concerning racial phenotype bias. In this exercise, this research 

problematizes how, while some sexual representations echo greater 

individual agency, historically marginalized individuals or groups are 

continually subjected to pejorative representations. Finally, 4) the 

role of music due to the COVID-19 lockdown is critically explored, 

as this phenomenon ran through the research process itself, 

highlighting once again the importance of music, and the arts in 

general, within individual and social life, especially in times of crisis. 

The main findings of this research argue that representations of 

mainstream music in Spain continue to sustain the hegemonic, 

heteronormative power/domination structure that primarily panders 

to the male gaze of the music industry. In doing so, traditionally 

marginalized social groups continue to serve as a convenient fantasy 

or cliché for the capitalist world-system. Finally, the importance of 

music as an 'antidote' for times of uncertainty, such as the one we 

experienced during the 2020 pandemic, is highlighted. 

Key words 

Mainstream commercial music, gender studies, intersectionality, 

content analysis, well-being, identity, cultural studies, decoloniality, 

sexualization, racialization.  
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Resumen 

 

Esta investigación utiliza el escenario de la música mainstream en 

España para explorar sus representaciones y problematizarlas desde 

una perspectiva crítica de género. Estructurado por cuatro ítems, este 

trabajo 1) sitúa la música mainstream en el escenario posmoderno de 

narrativa neoliberal; 2) explora la configuración de las feminidades y 

masculinidades, desde lo establecido como estereotipos de género. 

Además, 3) analiza la construcción de la sexualización con respecto 

al sesgo del fenotipo racial. En este ejercicio, esta investigación 

problematiza cómo, mientras algunas representaciones sexuales se 

hacen eco de una mayor agencia individual, los individuos o grupos 

históricamente marginados son continuamente objeto de 

representaciones peyorativas. Por último, 4) se explora críticamente 

el papel de la música debido al confinamiento de la COVID-19, ya 

que la pandemia atravesó el propio proceso de investigación, 

destacando una vez más la importancia de la música, y de las artes en 

general, dentro de la vida individual y social, especialmente en 

tiempos de crisis. Las principales conclusiones de esta investigación 

sostienen que las representaciones de la música mainstream en 

España siguen sosteniendo la estructura de poder/dominación 

hegemónica y heteronormativa que satisface principalmente a la 

mirada masculina de la industria musical. De este modo, los grupos 

sociales tradicionalmente marginados siguen sirviendo de fantasía o 

cliché conveniente para el sistema-mundo capitalista. Por último, se 

subraya la importancia de la música como "antídoto" para los 

momentos de incertidumbre, como el que hemos vivido durante la 

pandemia de 2020. 

Palabras clave 

Música comercial mainstream, género, interseccionalidad, análisis de 

contenido, bienestar, identidad, estudios culturales, decolonialidad, 

sexualización, racialización.  



xviii 
 

Resum  

 

Aquesta investigació utilitza l'escenari de la música mainstream a 

Espanya per explorar les representacions i problematitzar-les des 

d'una perspectiva crítica de gènere. Estructurat per quatre ítems, 

aquest treball 1) situa la música mainstream a l'escenari postmodern 

de narrativa neoliberal; 2) explora la configuració de les feminitats i 

masculinitats, des del que s'estableix com a estereotips de gènere. A 

més, 3) analitza la construcció de la sexualització respecte al biaix 

del fenotip racial. En aquest exercici, aquesta investigació 

problematitza com, mentre algunes representacions sexuals es fan 

ressò d'una agència individual més gran, els individus o grups 

històricament marginats són contínuament objecte de representacions 

pejoratives. Finalment, 4) s'explora críticament el paper de la música 

a causa del confinament de la COVID-19, ja que la pandèmia va 

travessar el procés de recerca, destacant una vegada més la 

importància de la música, i de les arts en general, dins de la vida 

individual i social, especialment en temps de crisi. Les conclusions 

principals d'aquesta investigació sostenen que les representacions de 

la música mainstream a Espanya continuen sostenint l'estructura de 

poder/dominació hegemònica i heteronormativa que satisfà 

principalment la mirada masculina de la indústria musical. D'aquesta 

manera, els grups socials tradicionalment marginats continuen 

servint de fantasia o clixé convenient per al sistema-món capitalista. 

Finalment, se subratlla la importància de la música com a "antídot" 

per als moments d'incertesa, com el que hem viscut durant la 

pandèmia del 2020. 

Paraules clau 

Música comercial mainstream, gènere, interseccionalitat, anàlisi de 

contingut, benestar, identitat, estudis culturals, decolonialitat, 

sexualització, racialització. 
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THESIS REPORT | MEMORIA DE LA TESIS 

Chapter I: Motivation and context  

 

“Vivo por ella que me da fuerza, valor y 

realidad” – Vivo por ella, Marta Sánchez y 

Andrea Bocelli, 1997 
 

It was 2017, I had just arrived in Barcelona, and I was living with two 

flatmates, all three from Latin America. One night we went to a party 

and a Spanish guy came up to me and asked me to dance. As a good 

fan of tropical rhythms, I danced energetically. Suddenly, this guy, 

out of the blue, tried to kiss me. To this day I still don't recall why 

but, instead of getting angry, I started a sort of interrogation to try to 

understand what was going through his mind! His answers turned out 

to fit the stereotype of the Latina woman that I had heard about but, 

until that moment, I had not experienced it first-hand. At that time, 

narconovelas and narco-series were all the rage, so I began to ask 

myself several questions, including what does a Latina woman look 

like in the eyes of a Spaniard? how are we being represented? 

It wasn't until the Gender and Media class, in the Master's in 

International Studies, Media, Power and Diversity (UPF) that I had 

to position myself as a feminist without understanding what it meant. 

After a short time, I not only felt that I was discovering myself as a 

feminist, but that there was an opportunity to try to answer the 

questions I had asked myself that night of the party. 

It was in a conversation with Brunella Tedesco, about how 

romanticism had permeated us to the core based on the music we used 

to listen to when we were young, that I began to reflect that, for 

example, I used to be ashamed of the music I liked because it was 

labelled as "simple" or "tasteless". I remembered following the 

musical imposition of my partner at that time, during my first year of 

university, because he also found my music to be somewhat "basic". 
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I tried by all means to overcome the spiral of silence (Noelle-

Neumann, 1991) but I could not. That is how music started to become 

a refuge that helped me – sometimes secretly, sometimes loudly – to 

try to understand myself.  

Can music be an element through which ideas have conveyed and 

impact the understanding of what, for example, a Latina woman is? I 

thought to myself. If we have come to recognise ourselves as 

"hardcore romantics in process of deconstruction", I reflected with 

Brunella, what role can representation in music videos play in today's 

youth? No, I thought, even earlier: how are these representations 

configured, who does it serve and who is affected by them? 

In 2006, Juan C. Calvi argued that both the offline and online music 

market still follow an oligopolistic structure that concentrates most 

of the cultural musical productions on very few labels. In so doing, 

these giants not only generate most of the profits from the revenues 

but also take an important role in the so-called digital revolution. The 

core problem is not only the dynamics of power over the production 

of music but the continuum of portrayals that mainly pleases men's 

views and reinforces ideas and stereotypes, especially concerning 

women. Based on the relationship that music labels have with 

different brands and companies, to increase their revenues, the 

videoclip has acquired an even more relevant role than the one the 

world experience from MTV in the 1980s. Jon Illescas (2015) argued 

that music video has become the most consumed cultural product. 

According to the author, youths elaborate their vision of the world 

from the images facilitated by the videoclips and find a sort of 

ideology that incorporate into their lives, especially due to the over-

idealization they make from the artists.  

When it comes to music studies, most of the works analyse the 

audience's perspective to dig deeper into their preferences and ways 

of life. However, there is a gap related, for instance, to the 

construction of stereotypes and roles among the most popular 

videoclips. Precisely Jon Illescas (2015) has developed a set of types 

of videoclips – majority and minority – that detail some of the 
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features that the music industry incorporates in each. However, there 

is no further debate on the relationship between the artists and 

participants in those same videos. Furthermore, some works related 

to stereotypes among music representations have been carried out 

from a feminist perspective (Guarinos, 2012), although most of them 

were focused on the role and representation of women, leaving 

behind the role of men and masculinities in this regard. Nevertheless, 

and even though there is a problematization about some of the 

constructions of such portrayals, the gap in the features and 

characteristics of gender stereotypes -that allow rapid identification 

and help to establish processes of reflection based on education to 

turn them down, is still a work in progress.  

Amid this gradual reflection process and information, I came across 

some works on cultural production that are inserted into the "western 

world". The sexualisation of culture (Attwood, 2006, 2009) has 

probably been the subject that attracted my attention the most, 

precisely because a large part of the stereotype associated with Latin 

women has to do with their sexualised idea of them. This 

representation, within the saturated spectrum of contemporary sexual 

images (Mcnair, 2009), tends to be problematised alongside the 

general sexualisation of women. However, are we talking about the 

same sexualisation?  

Rosalind Gill (2007, 2017) critically discussed how different 

elements (e.g., sexualisation, confidence, self-determination) are 

echoed in contemporary representations of women, especially 

alluding to what feminism and empowerment mean. Indeed, as the 

author argues, these elements are inserted into what she calls 'the 

postfeminist sensibility’ and have come to establish a certain norm 

that is in line with the neoliberal production in which cultural 

products are embedded: 'it instantiates a common sense that operates 

as a kind of gendered neoliberalism' (Gill, 2017:606).  

If the idea of deregulation runs through current cultural production, 

then it is quite possible that, as with market liberalisation and 

privatisation, there are still inequalities around who and how certain 
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representations are created. In my investigation, I link them to 

mainstream music. 

 

“All I can see is just a yellow lemon tree” – 

Lemon tree, Fools Garden, 1995 

 

To think about how representations are constructed in mainstream 

music led me to reflect on identity. Much of the work that examines 

representations, particularly concerning music, focuses on the 

consequences that such images might have on a cognitive and 

psychological level (e.g., Illescas Martínez, 2014; Ward, Hansbrough 

y Walker, 2005; Vandenbosch y Eggermont, 2012). The main 

concern revolves around seeing and evaluating representations as 

'good' or 'bad', and their effects on some audiences. Few discussions 

problematise them furthermore. This is not to say that it is not 

important to consider the impact of representations on audiences – 

indeed, that is part of the driving force of cultural studies – but are 

we really stepping out of the comfort zone when we look at 

representations in mainstream music?  

Stuart Hall (1996) answers the question Who needs identity? from 

two considerations. The first is from the understanding of identity 

due to a deconstructive approach, where he moves away from 

essentialist notions (although he considers them relevant for the 

formulation of new key concepts). The second is related to 

understanding identity as a discursive practice, involving agency and 

politics. In this practice, the subject is thought of as a new, displaced 

or even decentred position. From these considerations, identity is 

connected to the concept of identification, as part of the attempt to 

articulate the subject with discursive practices in the postmodern 

scenario. In his own words: "[Identification] is drawing meanings 

from both the discursive and the psychoanalytic repertoire, without 

being limited to either" (Hall, 1996:6). In this sense, the discursive 
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perspective understands identification as a constant process of 

construction: 

Identification is, then, a process of articulation, a suturing, an 

over-determination not a subsumption (…) since as a process 

it operates across difference, it entails discursive work, the 

binding and marking of symbolic boundaries, the production 

of ‘frontier-effects’. It requires what is left outside, its 

constitutive outside, to consolidate the process (Hall, 1996:7)  

According to Stuart Hall y Paul Du Gay (2003), identity (and 

identities) cannot be consolidated in a single model because, even 

more so in the time of late modernity, they are constantly fragmented 

and constructed in different ways, through both practices and 

discourses. “Las identidades (…) se constituyen dentro de la 

representación y no fuera de ella”3 (Hall y Du Gay, 2003:18). In this 

sense, if we want to problematise identities, we may well begin by 

understanding how certain representations are constructed. 

In postmodern cultural production, the representation of sexuality has 

been widely discussed in different scenarios (e.g., from traditional 

television, series on subscription platforms, and social media, to 

music). Sexualisation, especially since the rise of feminism, has often 

acquired a vindicatory and almost revolutionary meaning. In fact, in 

the mainstream music scene, it is possible to establish a before and 

after by the representation of Madonna (Bennett, 2001). From there, 

feminism and gender studies have embraced many of the 

representations of mainstream artists, who advocate greater sexual 

agency as self-determination synonymous (e.g., Beyoncé). However, 

Eva Illouz (1997), for example, in her work about the utopia of love 

and the cultural contradictions of capitalism, refers to sexuality as an 

element that is equally subordinated to the social discourse of self-

fulfilment, hedonism and self-knowledge (which is also transversal 

to love). In this sense, because they are conditioned, sexuality and 

 
3 Own translation from Spanish: Identities (...) are constituted within representation 

and not outside it. 
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sexualisation – as the most recurrent representation – can vary 

according to certain characteristics with which they are accompanied. 

This invites me to think that not all sexualisation should be 

understood in the same way.    

Thus, I contextualise the scenario of my doctoral work in the 

representations of mainstream commercial music, also considering 

that “la representación siempre se construye a través de una 

<<falta>>, una división, desde el lugar del otro”4 (Hall y Du Gay, 

2003:21). This "division" or difference is explored precisely through 

gender perspective (McRobbie, 1991; Gill, 2017), intersectionality 

(Cho, Crenshaw and McCall, 2013) and decoloniality (Lugones, 

2008; Quijano, 2011). I am interested, not only as a female academic 

but as a Latin American researcher, in identifying the social and 

cultural elements that accompany mainstream music representations. 

Furthermore, I want to explore how femininities and masculinities 

are constructed within its portrayals, especially when these are linked 

to elements of sexuality, which advocate for a greater agency – in the 

case, above all, of women. I strongly believe that facilitating the 

reading of these products, especially considering such a complex 

cultural production (because of the power relationship that is 

established by the music industry over the artists), can also mean 

elaborating new resources that can be implemented in critical and 

reflective learning processes. 

Chapter II: Introduction, theoretical framework, and 

methodology 

 

“En la sala de un hospital, a las 9:43, nació 

Simón.” – El gran varón, Willie Colón, 1989. 

 

 
4 Own translation from Spanish: “Representation is always constructed through a 

<<lack>>, a division, from the place of the other” 
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Over the years, art and popular culture have been analysed from 

various perspectives and with special interest regarding the 

relationship they weave in society. According to the sociology of the 

arts (Acord y Denora, 2008), cultural and artistic products can be 

understood as communicative objects loaded with meanings that 

influence human behaviour and structure experience in social 

environments. This can be translated into two possible scenarios: On 

the one hand, there is the influence of art, either positively or 

negatively. About the positive, an example is found in the association 

with religious music or sacred art, especially because of its spiritual 

connection. Its antithesis, the negative influence, is associated for 

example with the effect of media distortion (sound alterations or 

manipulations). On the other hand, in the second scenario, artistic 

objects or products can be understood as social texts that evoke 

values and beliefs shared by a group. In this way, artistic works can 

be interpreted and through them, one can also understand one's 

society.  In this sense, and especially when considering art as a 

commodity, art studies allow scholars to measure the impact of social 

organisation on cultural systems. Here, for example, sociologists 

examine tastes and lifestyles around art forms and the complex 

institutional networks involved in the formation, production and 

dissemination of cultural artefacts. Thus, the sociology of the arts 

encompasses a broad understanding of art and its engagement in the 

cultural domain with other human values and variables, through 

which it is possible to gauge the impact of social organisation on 

cultural systems, such as lifestyles, tastes, and practices, among 

others. 

The analysis of music as an artistic and cultural product – this is, as 

a social object and/or text – has been present in studies that connect 

with preferences, tastes, and identity construction (e.g., Schwartz y 

Fouts, 2003),  as well as the analysis of messages and their 

repercussions on different audiences (e.g., Rich et al., 1998), and the 

connection of music with revolutionary ideals (Guerra, 2020). 

Likewise, music has been studied concerning the representation of 

sexuality (e.g., van Bohemen, den Hertog and van Zoonen, 2018), 
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including a gender perspective (e.g., Araüna, Tortajada and Figueras-

Maz, 2019) and intersectionality (e.g., Schaap and Berkers, 2020). In 

general, the discussion around how music constructs and reconstructs 

society, and how it connects with culture and the different existing 

subcultures through lyrics, rhythms and, above all, emotions 

(DeNora, 2003), continues to capture the interest of the scientific 

community. Precisely, far from reaching a consensus on the forms of 

representation and their different meanings, music studies continue 

to scale other levels and spaces where freedom, consumption, social 

identities, and individual and collective emotions play a 

transcendental role.   

The starting point of this investigation is situated in the field of 

cultural studies, specifically in mainstream commercial music, 

understood by Jon Illescas (2015) as a dominant cultural product that 

combines music with sex and spectacle. To understand the term 

"mainstream", the author goes back to Antonio Gramsci's concept of 

hegemony, which establishes a vision of power relations and cultural 

representation based on elements of class, ideas, and individual and 

collective values. In this discussion, the argument made by Stuart 

Hall (2011) is pertinent: it is itself a process and not a permanent state 

of 'being'. According to Stuart Hall (2011), this process entails 

possible confusion when it comes to giving meanings or explanations 

in a given context. This relationship responds, among other reasons, 

to the constant insertion of hegemony in the discourse of the 

neoliberal system. It is in this sense that neoliberalism, according to 

the author, becomes a hegemonic project where the representation 

that shapes mainstream music favours, in a special way, the dominant 

structures of the capitalist "world-system" (Illescas, 2015). Hence, 

problematising how these representations are constructed contributes 

to the debate on the relations of power and domination that tend to be 

replicated through the media. Here we also find the “common sense” 

– generally racist (Hall, 1990) that demarcates some representations 

from others. In other words, something that distinguishes them but 

does not deeply question their reason.  
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The present research is inserted in what is known as the postmodern 

(Hall and Gieben, 1992), or late modern (Giddens, 1997) scenario, in 

which the construction of contemporary cultural representations is 

problematised. This timeline and space entails a set of elements, 

practices and reflections that “altera[n] de manera radical la 

naturaleza de la vida social cotidiana y afecta a los aspectos más 

personales de nuestra experiencia”5 (Giddens, 1997, p. 9). At the 

level of cultural studies, the elements that constitute postmodernity 

are problematised above all in their role in the construction of 

identity. For Jean-François Lyotard (1987), for example, 

postmodernity has to do with art and culture that exalts, among other 

things, individualism. Hence, this doctoral thesis picks up the 

postmodern scenario to relate it to the neoliberal rhetoric that 

embraces several societies – especially Western ones – and marks a 

way of life.    

Going further, especially when establishing the elements to be 

analysed within mainstream music, the postmodern scenario and 

neoliberalism, the work made by Adrienne Evans, Sarah Riley and 

Avi Shankar (2010), is relevant. The authors discuss the 

configuration of neoliberal discourse (e.g., in the case of women and 

sexualisation), as how consumer practices have catapulted the 

existence of always-ready femininity, willing and able in terms of 

sexuality. It is precisely in this sense that this thesis builds up the 

neoliberal rhetoric and threads it throughout the argumentation in the 

publications presented here. Thus, following closely also to Ana De 

Miguel (2019:10) it is considered that: 

“[E]l neoliberalismo económico encuentra, en la desigualdad 

de género y el ‘neoliberalismo sexual’, una importante fuente 

de legitimación del núcleo de su discurso: todo tiene un 

 
5 Own translation from Spanish: “radically alter the nature of everyday social life 

and affect the most personal aspects of our experience.” 



11 
 

precio, todo se puede comprar y vender. Eso sí, con el 

consentimiento de las implicadas”6  

For this reason, when trying to make sense of what is happening in 

the field of mainstream music and its relation to the elements 

mentioned above, we might have the idea that the neoliberal scenario 

confronts traditional society by presenting new forms and conditions 

for self-determination of the individual or social group, to the extent 

that some traditional lines of taste and class within cultural 

production are blurred. However, is this the case? 

Pierre Bourdieu (1988) referred to the popular spectacle as the 

facilitator of individual and collective participation that turned the 

social world upside down by overturning conventions and 

conveniences. In his definition of the popular, the author referred to 

dominated social groups as those who, based on their different 

lifestyles and social signs, were distanced from the dominant elite. 

Therefore, class, which is a key factor in this social distinction, was 

based on the way of creating and using symbolic goods, especially 

those considered attributes of excellence. In this sense, tastes would 

obey what would demarcate these differentiating and often 

aspirational patterns and characteristics. However, nowadays, and 

especially within music studies, talking about what is popular has 

become more complex because its concept has intertwined with 

"pop" and its meaning is rather determined based on the popularity 

that is linked to the dominant and hegemonic industry (Illescas, 

2015). Thus, what we call popular today is interrelated more with 

commercial aspects – within the postmodern and neoliberal rhetoric 

scenario – than with the characteristics or social revolutions referred 

to by Bourdieu (1988). Nevertheless, this does not detract from the 

importance of pop music within the social sphere, since, as we will 

explain throughout this thesis, being a majority and often hegemonic, 

 
6 Own translation from Spanish: “economic neoliberalism finds, in gender 

inequality and 'sexual neoliberalism', an important source of legitimisation for the 

core of its discourse: everything has a price, everything can be bought and sold, 

with the consent of those involved.” 



12 
 

its role in the individual and social spheres is equally relevant, as it 

can expose social themes (e.g., the song "El apagón" by Bad Bunny), 

generate debates on gender representations (e.g., the song "Tous Les 

Mêmes" by Stromae), subvert norms regarding appearance and the 

body (e.g., the song "About damn time" by Lizo) and accompany 

processes of change and revolution (e.g., the song "Latinoamérica" 

by Calle 13). 

In this thesis, I dialogue with the work of Pierre Bourdieu (1988) to 

understand the role that cultural and economic capitals play in the 

definition of social classes and, above all, in the patterns that are 

framed by taste. I bring these elements to the late modernity scenario, 

discussed by Anthony Giddens (1997) and Stuart Hall (1992), to 

understand what changes exist in the current social context, and to 

estimate how they may impact the individual and collective, 

problematising above all the construction of the 'self' from a gender 

perspective (Skeggs, 2004; Butler, 2007, Gill, 2017). Furthermore, I 

incorporate the intersectionality argued by Kimberly Crenshaw 

(1989) to further the discussion of how each level of difference (e.g., 

gender, race, social class) condition the basis on which each 

representation in mainstream commercial music is defined and 

affirmed, and which are central to reinforcing certain conveniences 

towards the neoliberal system and its spheres of power. To this end, 

I position the cross-cutting analysis of the research in the postfeminist 

perspective of Rosalind Gill (2017), also incorporating a discussion 

from the decolonial perspective by María Lugones (2008), towards 

the end of the research. 

To sum up, this thesis seeks to elucidate some complexities and 

contradictions that are present in mainstream commercial music (Gill 

and Scharff, 2011), that connect with the elements of post-feminist 

sensibility, critically discussed by Rosalind Gill (2007, 2017). In so 

doing, the study focuses on three key elements: 1) sexuality, 

considering gender roles and stereotypes, as well as attempting to 

draw a line between the sensual/sexual subject and the sexual object; 

2) wellbeing, connecting to emotions and music, particularly in times 
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of lockdown; and 3) racialisation, as one of the levels of 

intersectionality that moderate sexual representations in mainstream 

music. 

The thesis is constructed with three academic publications and one 

academic communication. The first publication: "Rosalía's 

kaleidoscope in the crossroads of late modernity" sets the stage for 

the research work. Here, the article identifies late modernity not only 

as the context of cultural production but also argues how it dialogues 

with elements of gender, class and cultural memories through the 

case study of Rosalía. 

The second publication: "Evolution of heteronormativity through a 

categorization of gender stereotypes. Analysis of the most popular 

music videos” builds up on various works on gender roles and 

stereotypes to problematise how representations are constructed in 

mainstream western music, while opening the debate on 

heteronormativity as a transversal ingredient in contemporary music 

production that still pleases, above all, the male gaze of the music 

industry.  

The third element corrersponds to the communication "Entre sujeto 

y objeto sexual: Un análisis decolonial de la sexualización y el 

fenotipo racial en la música comercial más escuchada en España", 

opens the debate on sexualisation and racialisation. In this exercise, 

the communication begins to establish a theoretical line between 

sensual subjects and sexual objects. This publication explores the 

level of intersectionality (racialisation) from a decolonial 

perspective, considering, precisely, the power relations behind 

neoliberal representations within mainstream music. 

Finally, the publication "Music to Face the Lockdown: An Analysis 

of Covid-19 Music Narratives on Individual and Social Well-Being", 

was born due to reflection about music in times of lockdown due to 

the pandemic of SARS-CoV-2. This article is not only part of the 

adaptation that COVID-19 meant both in my research project and in 

our lives around the world, but it is also a way of acknowledging 
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music holistically as an element that made a difference regarding 

well-being, especially during the first months of the pandemic in 

2020, in Spain and for Spanish-speaking countries. 

Theoretical framework 

 

Identity, postmodernity, and representations 

 

“Construiste un mundo exacto de acabados tan perfectos, 

Cada cosa calculada en su espacio y a su tiempo, 

Yo que soy un caos completo, las entradas, las salidas, 

Los nombres y las medidas no me caben en los sesos” 

Pies descalzos, sueños blancos – Shakira (1995) 

 

The popular spectacle discussed by Pierre Bourdieu (1988) is seen as 

a space that achieves the individual and collective participation of 

those who seek to be represented after being displaced from dominant 

discourses or representations associated with class and taste. In this 

sense, counterculture seeks representations and vindicatory practices 

that precisely confront the traditional and generally bourgeois 

discourse within society. In this regard, John Fiske (2014) argues that 

culture is centrally involved in the distribution and redistribution of 

various forms of social power that are challenged from the stage of 

popular culture. However, this challenge and the very distribution of 

power, representation, and identification seem to blur from 

modernity onwards. In line precisely with the intrinsic 

multidimensional characteristic of modernity, four irreducible 

aspects are drawn to understand the passage from modernity to 

postmodernity: 1) capitalism, 2) industrialism, 3) the centralisation 

of administrative power based on surveillance, and 4) military power. 

Precisely concerning postmodernity or late modernity, Stuart Hall 

(2011) refers to neoliberalism as a hegemonic project that is 

transversal to the current cultural production. In this context, the 
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author problematises the so-called crisis of identity, which refers to 

the decentralisation and fragmentation of identity in late modernity: 

A distinctive type of structural change is transforming modern 

societies in the late twentieth century. This is fragmenting the 

cultural landscapes of class, gender, sexuality, ethnicity, race, 

and nationality which gave us firm locations as social 

individuals. These transformations are also shifting our 

personal identities, undermining our sense of ourselves as 

integrated subjects (Stuart Hall, 1992:275)  

Stuart Hall (1992) distinguishes three conceptions of identity: the 

enlightened subject, the sociological subject, and the postmodern 

subject (see Table 1). Thus, the linkage of the project of hegemony 

discussed by the author relates to the postmodern subject/identity, 

which varies and is constructed based on representations in cultural 

systems. 

Conception Principal features To build identity 

Enlightened Unified and centred 

individual, having the 

capacity for reason, 

consciousness and action.  

Its inner core emerges at 

birth, unfolds and 

remains the same 

throughout life.  

Individualism. 

Generally in 

"masculine". 

Sociological The inner core is neither 

autonomous nor self-

sufficient but is formed in 

relation to others (values, 

meanings, symbols, 

culture, etc.). 

Interaction between 

"self" and society. 

Bridging the gap 

between "inside" and 

"outside". 

Postmodern The unified and stable 

identity becomes 

fragmented and 

composed of several 

It is not fixed, essential 

or permanent. 

It is formed and 

transformed from the 
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(even contradictory) 

identities because of the 

structural and institutional 

change of postmodernity. 

Identification becomes 

more open, variable and 

problematic. 

representations in 

cultural systems, 

historically. 

Table 1: Hall's conceptions of identity (own elaboration based on: Hall, S. 

1992:275-277) 

Here is where the work of Beverley Skeggs (1997) becomes 

particularly relevant. In her book Formations of class and gender, the 

author not only places herself in the postmodern setting to discuss the 

aspects of class and taste with a group of white working-class women 

but also integrates the gender perspective that remained the 

"unfinished business" in the discussion about identity: 

The women produce themselves as particular sorts of 'women' 

in relation to public narratives of what it means to be a 

working-class woman. Their subjectivity is dialogic. It 

requires a knowledge of where they think they should be, 

where they think they can be, of that which they can conceive 

and see as plausible and how they are positioned. They do not 

produce themselves in relation to individualistic narratives. 

They feel their lives are very public, very social and hence 

open to scrutiny. (Skeggs, 1997:162) 

In this sense, the author agrees with Stuart Hall when he argues that 

the individualistic project of the "self" is, rather, of the western 

bourgeois type – generally masculine, and legitimises the discourse 

and representations of its power groups. Indeed, several of the 

identity and differentiating elements that are created, to a large 

extent, in subordinate groups of society, tend to also serve the 

economic interests of the dominant group (Fiske, 2014). Thus, even 

though some artistic expressions seek to unite and consolidate 

identity elements, the dominant group can use them to its advantage. 

Think, for example, of how the musical genre of Rock n' roll, initially 
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African American, was appropriated by the music industry and 

consolidated in the figure of Elvis Presley (Bennett, 2001). A similar 

exercise is that of the appropriation of twerking – initially African, 

problematised through the figure of Miley Cyrus (e.g., Gaunt, 2015; 

Zink, 2017). More than a question of taste, then, we could anticipate 

that the connection of mainstream music with neoliberalism, in 

postmodernity, has to do with economic interests and the dynamics 

of power and domination. 

Returning to Pierre Bourdieu (1988), when the author refers to the 

consumption of genuine cultural goods as a case that obeys more to 

the logic of supply than to the logic of demand – and that implies a 

work of appropriation, we understand that popular culture tries to 

make meanings, pleasures and behaviours fit within the dynamics of 

power, resistance, discipline, and social order (Fiske, 2014). In this 

sense, whoever establishes such social order and discipline will be 

the one with the most power, in the case of this research, the music 

industry. 

If we reflect on how mainstream music tends to favour the dominant 

structures of the "world-system" (Illescas, 2015), we understand why 

the relationship of the music industry (and within it, its production 

and representations) responds to economic interests, even though a 

segment of commercial music7 can still be understood as 

countercultural, that is, as a space that resists the hegemonic project 

of the mainstream. Andy Bennett (2001:30) argued that “la clave del 

papel de la música en la ideología contracultural fue su poder para 

transmitir un sentido de ‘comunidad’ entre quienes la escucharon y 

entendieron su mensaje”8. However, the characteristic elements of 

the subordinate group also serve the economic functions of the 

 
7 Commercial music does not necessarily mean mainstream music. Jon Illescas 

(2015) proposes a classification of "mainstream and minority" (mayoritarios y 

minoritarios) music videos, where it is possible to identify commercial tracks that 

do not necessarily meet the characteristics of mainstream music as defined by the 

author. 
8 Own translation from Spanish: “the key to music's role in countercultural ideology 

was its power to convey a sense of 'community' among those who listened to it and 

understood its message.” 
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dominant (Fiske, 2014). Indeed, these contradictions are 

characteristics of the postmodern scenario and the neoliberal 

discourse that increasingly delimits them. It is precise because of the 

constant neoliberal narrative and representation that the postmodern 

music industry has received so much criticism, especially when 

music videos are considered "la mercancía cultural más consumida 

por la juventud global "9 (Illescas, 2015:21).    

Because identity is a process of identification (Hall, 1996), any 

element that can be appropriated for the representation of that identity 

will be loaded with a meaning that is interpreted as authentic (on the 

individual level) and assumed as valid (on the group level). In the 

case of mainstream music, the number of elements of identification 

would seem to be increasingly broad, especially since much of the 

industry not only set the most popular discourses and trends but has 

provoked a saturation effect of representations convenient to the 

capitalist and neoliberal system (Illescas, 2015). If we add to this the 

fact that young people, during the formation of their identity, can 

move away from interpersonal intimacy or, on the contrary, throw 

themselves into acts of intimacy that are promiscuous (Erikson, 

1994), we understand why there is an increasing concern (or over-

concern) about what is obtained from mainstream music. 

Young people use music to resist authority at all levels, assert 

their personalities, develop peer relationships and romantic 

entanglements, and learn about things that their parents and 

the schools aren’t telling them (Lull, 1987:152)  

However, before entering the debate on the impacts (or possible 

consequences) of mainstream music, I must point out that 

understanding music beyond the realm of entertainment is possible 

thanks to the educational practices to which it has been subjected. 

Many of these practices evidence reflection, education and learning 

processes due –among other reasons– to the elements of 

 
9 Own translation from Spanish: “the cultural commodity most consumed by the 

global youth” 
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identification that are present in different music genres. Thus, for 

example, work has been done on anti-racist attitudes (e.g., Deepak y 

Biggs, 2011), social justice (e.g., Hall, 2016), international relations 

(e.g., Rösch, 2018), from a sociological perspective (e.g., Ahlkvist, 

1999), and even in the field of criminology (e.g., Lamphere, 

Shumpert and Clevenger, 2015). 

Moving forward, Virginia Guarinos (2012) argues that “la influencia 

de la canción de consumo10 en la educación y la formación de 

personalidades no es ninguna afirmación descabellada, menos aún en 

los tiempos que vivimos”11 (p.298). Nevertheless, the over-concern 

for certain representations in mainstream music sometimes overlooks 

the fact that much media content (including music videos) serves as 

a source of information from which both children and young people 

are able to distinguish and make judgements (Fernández Cavia, 

2005). 

Mainstream music has been problematised in terms of the bias that 

some musical genres receive from the media, particularly when these 

genres are associated with marginalised social groups. In this sense, 

for example, Christopher J. Schneider (2011) analyses the media 

construction of rap music and discusses how a deviant (even 

aberrant) idea is constructed towards this music genre and its 

followers. A similar exercise was carried out by Dulce Asela 

Martínez Noriega (2014) about the reggaeton music genre and its 

fans in Mexico. According to Néstor García Canclini (2001:39): 

“diferentes estructuras del campo artístico, y a veces sus vínculos con 

la sociedad, engendran interpretaciones diversas de las mismas 

 
10 The term “canción de consumo” coined by Virginia Guarinos is applied 

alongside this thesis to refer to comercial manistream music since the author had 

analysed some of the videos that Emanuel Illescas (2015) classified as both 

majority and hegemonic.  
11 Own translation from Spanish: “the influence of the consumer song on education 

and the formation of personalities is not a far-fetched statement, especially in the 

times we live in.” 
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obras”12. However, it is also pertinent to question why a 

representation either lyrical or visual is problematised in certain 

musical genres, while others that construct equally or even more 

controversial imaginaries (e.g., rock or pop) are excluded, nowadays. 

In fact, this discussion has taken place from an analysis of the racism 

in Spanish society concerning the musical genre of reggaeton (e.g., 

Por qué criticar el reguetón puede ser racista – Carne Cruda #1034 

[Podcast]). 

Going further, and underlining the importance of approaching the 

analysis of music in general, and the most listened-to music in 

particular, about the way they construct their representations among 

both lyrics and videos, the underlying problem (or as I call it, the 

constant concern) continues to lie in the accompaniment that can be 

given to the audience: 

It is important that such learning take place at an early age so 

that children, adolescents, and young adults are learning 

rather than unlearning healthy messages about gender and 

relational functioning. Therapists who are working with 

adolescents may use popular music messages to help 

adolescents deconstruct messages inherent in media. As a 

therapist, one can assist adolescents to critique media they are 

inundated with and decide which messages are congruent 

with their values. (Bretthauer, Schindler Zummermann and 

Banning, 2006:47) 

I have already said that identity is a process in permanent 

construction. Moreover, it is not unified but constantly fragmented. 

Thus, identities multiply through discourses, practices and positions 

of difference (Hall, 1996). In this sense, thinking in the realm of 

mainstream music within postmodernity, each fragmentation of 

identity could well be linked to a particular musical genre or song. 

This effect could also be replicated in group identities. These ideas 

 
12 Own translation from Spanish: “different structures of the artistic field, and 

sometimes their links to society, engender different interpretations of the same 

works.” 
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have been explored from what is known as cultural omnivorism 

(Villarroya, 2007; Doma, 2017), which corresponds precisely to this 

fragmentation of tastes and consumption between so-called highbrow 

and lowbrow production. “Music listeners gravitate to particular 

kinds of music because they have particular personality  

characteristics, issues, and/or needs that are either reflected in the 

music they choose or that the music satisfies” (Schwartz y Fouts, 

2003:206). 

In this sense, identity and identification take place at the individual 

and group levels (Taylor, 1996), fluctuating their tastes and 

preferences among the multitude of choices available in the industry. 

Mainstream music, in this sense, becomes an additional element in 

the construction and differentiation of identity; an element from 

which many others are derived with fashion labels, clothing and 

accessories that accompany the followers of a certain star or music 

group. Furthermore, styles – such as hairstyles and make-up – are 

assimilated, which even included cultural elements (e.g., the 

relationship between Reggae and the Rastafari community), where 

links and stereotypes are established and impregnated in the social 

imaginary in a historical manner (Bennett, 2001). 

However, despite the variety that could ideally be found in music, the 

mainstream does not seem to have finished including new 

representational options within its products. Perhaps, in this sense, 

the most interesting twist has come from the rise of feminism, where 

commercial artists have been closely linked to some social groups, 

among them, the LGBTIQ+ collective (e.g., Lady Gaga) (Guarinos y 

Sedeño-Valdellós, 2020). 

While the postmodern neoliberal music scene would suggest a wider 

range of options and representations, its rhythm of production seems 

to be marked, to a large extent, by the same parameters and 

characteristics that reproduce hierarchies of power: 

En pleno siglo XXI, muchos estereotipos siguen estando 

presentes en la música, particularmente en géneros musicales 
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como el rap, el trap, el reggaetón, entre otros. Las referencias 

en las letras de las canciones a la apariencia, a las 

características físicas y al sexo se han vuelto más explícitas 

en las últimas décadas.13 (Soler Campo y Oriola Requena, 

2019:26) 

In this sense, gender becomes the way in which social practices are 

organised. In Raewyn Connell's (2005:71) words, gender is “the 

reproductive arena”. The author points out that gender intersects and 

interacts with factors such as race and class, not to mention the 

constant relationship it also maintains with nationality and world 

order. In this sense, it is possible to find in mainstream western music 

both practices and relations that share similar patterns of masculinity 

(e.g., male dominance over women; heterosexual male dominance 

and homosexual male subordination) and femininity (e.g., 

subordination and care) mean, which are sustained in the limited 

representations of the postmodern mainstream music scene. 

The scenario presented by mainstream music in the postmodern 

context tends to incorporate elements of consumption promoted by 

artists in their representations (Evans y Riley, 2014). From these 

elements, the audience identifies and incorporates some of them into 

their way of life, even at an aspirational level (Illescas, 2015). Much 

of this dynamic underlies what Max Weber (1978) would define as 

social status, this is the connection of social value and economic 

value as an integrating element of identity.   

When Charles Taylor (1996) talks about identity and recognition, the 

author argues that the former is defined in the horizon of the moral 

world that is known, this means, what is or is not important (e.g., 

good or bad) for the person who is defining his or her identity. 

Drawing on Taylor's work, José Francisco Zárate Ortiz (2015) argues 

that identity allows the person to choose the elements of social 

 
13 Own translation from Spanish: “In the 21st century, many stereotypes are still 

present in music, particularly in music genres such as rap, trap, reggaeton, among 

others. References in song lyrics to appearance, physical characteristics and sex 

have become more explicit in recent decades.” 
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narrative. “[L]a identidad social está conformada por el autoconcepto 

general, que se desglosa en la valoración que un individuo realiza de 

los distintos roles que ocupa en un determinado contexto”14 

(Etchezahar, 2014:130). Precisely, the social and group context is of 

greater relevance than the personal choice within the construction of 

identity as they are what make intelligibility and personal narration 

possible (Zárate Ortiz, 2015). Hence Pierre Bourdieu (1983) insisted 

that what marks social status transcends economic capital, as both 

cultural capitals and social connections play a fundamental role in 

shaping it. 

If we go beyond, for example, in the case of feminine identity in 

postmodernity, this usually coincides with the superficial image of 

irresistible, uninhibited beings who enjoy buying clothes, fashionable 

shoes and going to parties (Elizalde, 2015). Precisely, Linda Alcolff 

(1988) argues that feminism – within cultural studies – has given 

continuity to the definition of women given by the male gaze. 

These discourses participate in the forging of a new 

relationship between femininity and discourses constituting 

the neoliberal subject (…) femininity is simultaneously being 

recoded and reworked along familiar tensions, contradictions, 

and ambivalences. (Gonick, 2006:3) 

It is precisely concerning the innumerable contradictions of the 

representations of mainstream music in the postmodern scene that the 

consumer mode steals the limelight. But, is this consumption 

inclusive? Is it one in which everyone can participate? An additional 

element that not only participates in these identity-forming dynamics 

but is associated above all with consumption and social status, is 

objectification, particularly linked to ostentation and sexualisation 

(Wang and Krumhuber, 2017), which are typical characteristics of 

mainstream music videos (Illescas, 2015). 

 
14 Own translation from Spanish: “Social identity is made up of the general self-

concept, which is broken down into an individual's assessment of the different roles 

he or she occupies in a given context.” 
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Gender, sexuality and well-being 

 

“El mejor gancho comercial apela a tu liberalidad, 

toca tu instinto animal, rozando la brutalidad. 

Te lo encuentras en la pared, en el anuncio de un licor, 

pegado en un mostrador, gritándote a todo color… 

Sexo compro, sexo vendo, sexo arriendo, sexo ofrezco” 

Sexo, Los Prisioneros (1984) 

 

How gender hierarchies are central to the patriarchal system has been 

discussed in various contexts. Gwen Hunnicutt (2009) highlights the 

importance of considering elements such as age, race, class, 

sexuality, religion, historical location and nationality as mediators of 

the initial gendered states that will determine the variables of social 

value, privilege and power that each individual will have, especially 

as they are grounded in a hierarchy within social systems and 

arrangements that reinforce domination (Thomas y Davies, 2005). 

Thus, intersectionality (Crenshaw, 1989) – with its principles of 

selection and exclusion that constitute the abstract representation 

constructed among members of society even without being stated 

(Bourdieu, 1988), plays a fundamental role when analysing the 

consumption of a cultural product as diverse as the music.   

Carrie Paechter (2007) argues that the binary division of what it 

means to be male or female – namely masculinity and femininity – 

becomes the fundamental basis for the operation of contemporary 

societies. Precisely, “la constante promoción del determinismo 

biológico amenaza con ocultarnos la verdadera diversidad de 

hombres y mujeres”15 (Walter, 2010:245). Indeed, for Carrie 

Paechter both power and knowledge are grounded in the importance 

of gender. And, because masculinity is generally more highly valued 

 
15 Own translation from Spanish: “the constant promotion of biological 

determinism threatens to obscure the true diversity of men and women.” 
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than femininity, masculinity requires more evidence to be affirmed 

(Paechter, 2007). 

Knowing one’s sex, and having others know it, places a 

person immediately in a power/knowledge relationship in 

which many other things are implied, in terms of that person’s 

potential to operate in the world in particular ways (Paechter, 

2007:18) 

As Gwen Hunnicutt (2009) suggests, a critical theorisation of the 

patriarchy can help to understand the images of gender hierarchies, 

dominance and power arrangements that are shared as normalised 

rules within most societies and thus present in their cultural products. 

This suggests that we can speak of a culture that responds to a social 

organisation where its signifiers and meanings cut across class strata 

and promote male superiority over women. Going further, patriarchy 

also imposes differences and oppressions on men, so the discussion 

from this point is to talk about power, which in a certain amount and 

in a certain way, is what opens the inequality gap within society 

(Hunnicutt, 2009). 

Masculinities and femininities are influenced by the mass 

media, popular culture, other local and wider masculinities 

and femininities (among other) and the interaction of the 

members of the community with any and all of these. 

(Paechter, 2007:25) 

Nevertheless, and as a continuum reflection of the many differences 

that our societies have concerning gender norms and roles, Alicia 

Puleo (2005) argues about the patriarcados del concentimiento16, as 

the many different forms that patriarchy acquires among the so-called 

developed societies. According to the author, since modernity, 

coercion opens the door to incitement. Therefore, it is possible to 

understand patriarchy as a metastable system of domination, this 

means that its different exercise and stamped by the “players” may 

be adaptable to historical, economic, and social organization, 

 
16 Own translation from Spanish: “consenting patriarchies” 
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maintaining at its core the exercising power that aims the recognition 

among peers 

Pilar Ramos López (2003), for example, highlighted the struggle and 

the great absence of a historical role for women in music, not only as 

performers but also as composers. If we think of the music industry 

as the organisation that it is, gender is not so easy to perceive if all 

that predominates is masculine (Acker, 1990). Hence, for example, 

several studies argue how, in the 1980s, Madonna becomes an icon 

of a semiotic struggle between the forces of patriarchal control and 

femenine resistance (Bennett, 2001; Arrizón, 2008; Fiske, 2014; 

Tortajada, Araüna y Willem, 2017). A similar situation occurs when 

Beyoncé enters the scene and opens an opportunity for not only 

women but especially racialised representation, especially in the 

United States (Durham, 2012; Halliday y Brown, 2018). 

However, as far as mainstream music is concerned, it still seems to 

be sustained by the heteronormative and binary structure established 

by the western understanding of the world. Returning to Natasha 

Walter (2010), the problem is that the uncritical transmission of skills 

and characteristics associated – exclusively – with either men or 

women, may well reinforce the stereotypes that have conditioned 

(and continue to condition) behaviour and relationships in society. 

The author argues that there are two major threats of stereotypes: 1) 

they affect behaviour and 2) influence individual (and I would argue 

even collective) capabilities and aspirations. Going further, Anthony 

Giddens (1992) argues that the sexual revolution involves two basic 

elements: on the one hand there is female sexual autonomy and, on 

the other, homosexuality, both female and male. For this reason, “una 

vez que la sexualidad ha llegado a ser un componente ‘integral’ de 

las relaciones sociales (…) la heterosexualidad ya no es un modelo 

para juzgarla”17 (Anthony Giddens, 1992:24) 

 
17 Own translation from Spanish: “once sexuality has become an 'integral' 

component of social relations (...) heterosexuality is no longer a model by which to 

judge it” 
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In their book Technologies of sexiness: sex, identity and consumer 

culture (2014), Adrienne Evans and Sarah Riley map the cultural 

conditions that promote sexualisation as a recurring theme in 

feminine identity.  

‘Sexiness’ has become a consumer good. It is packaged to the 

female consumer through discourses of ‘choice’, ‘autonomy’ 

and ‘liberation’, creating a new female sexual subjectivity 

that celebrates female agency and empowerment through 

consumption. (Evans and Riley, 2014, p. 1) 

The authors argue that there are three key elements from which the 

gender relations that exist today made sense: firstly, there is 

neoliberal subjectivity; secondly, the consumer society; and thirdly, 

post-feminist sentiment. It is the latter that Angela McRobbie (2009) 

has argued has become the basis for understanding femininity today, 

from the combination of neoliberal ideas of the subject that is 

generally focused on consumer practices. Angela McRobbie analyses 

this composition from feminism: 

The demand they make [third wave of feminism] is for it to 

be legitimate for feminism to have a particular style of 

femininity folded into it, and as such for femininity to become 

a cause for celebration, not a mark of subordination, 

enjoyment of feminine products moreover isn't shorthand for 

'we've been duped'. So the desire is to feel able to wear as 

much make-up as they like, and to wear sexy underwear, 

without feeling the disapprobation of this older generation of 

women whose underwear choices, it is assumed, were more 

sober. (McRobbie, 2009, p. 157)            

In this sense, sexualisation (among other recurrent practices in 

contemporary media representations) can be understood as a strategy 

of self-determination, especially vindicatory. In the field of 

mainstream music, John Fiske (2014) argues that: 

The provocation offered by Madonna to young girls to take 

control of the meanings of their femininity produced a sense 
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of empowerment in one of the most disempowered of social 

groups that may well result in political progress in their 

everyday lives.” (9-10) [...] The sense of empowerment that 

Madonna offers is inextricably connected with the pleasure of 

exerting some control over the meaning of self, of sexuality, 

and of one's social relations. (Fiske, 2014:102) 

Precisely, several studies place Madonna as the female figure in 

mainstream music scenario who builds a sense of empowerment that 

has an impact on her young audience and how they might understand 

the world. Thus, the queen of pop contributed to the transformation 

of the role of women (Ramos López, 2003). However, Madonna not 

only belongs to the mainstream music industry, but the latter 

generally tends to pander to the heteronormative male gaze. In this 

sense, within the neoliberal system that promotes self-determination 

and self-fulfilment, gender roles remain the focus of debate. 

Sensuality and sexual attractiveness have become a commodity, an 

ideal to be conquered, for both men and women. Nevertheless, in the 

case of women, there has been an apparent reversal in the narrative 

of their sexualisation (Attwood, 2006; Aubrey, Gamble and Hahn, 

2016), even though this practice has historically been one of the 

greatest oppressive powers over women by reducing them to an 

artefact, a body or parts thereof (Fredrickson & Roberts, 1997). 

The development of new discourses of empowered female 

and sexual agency has occurred currently with a 

mainstreaming of sexual explicitness for women so that a 

defining aspect of contemporary culture, predominantly 

within postindustrial societies, has been a dramatic re-

sexualization of women's bodies in the media and a 

mainstreaming of pornography in public space and corporate 

culture. (Evans and Riley, 2014:2) 

According to Rosalind Gill (2003a), this increasing tendency toward 

nudity and explicit sex is popularly associated with a demonstration 

of the self as the empowering factor demanded by precisely the 

neoliberal discourse (Attwood, 2006; Gill, 2009). Thereafter, 
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subjectivity becomes self-contradictory because it invites freedom of 

choice while offering a narrow set of pre-established choices as 

appropriate (Evans & Riley, 2014). Consequently, the identities that 

are forged from such choices would not only be based on 

consumption capacity but, by not offering the full range of possible 

options, discourses and representations, it would be restricted to 

certain pre-packaged 'authentic' and 'valid' representations, many of 

which uphold power/domination traditional structures (e.g., 

indulging a male fantasy). Sexism itself contributes to legitimising 

and sustaining inequalities (Bosch et al., 2008) 

In this sense, the representation of the sexualised woman – by others 

or by herself – has encompassed different spaces in cultural products 

and different forms of communication and promotion: in advertising  

(Gill, 2003b, 2009), in sports (Calogero y Jost, 2011), in working life 

(Acker, 1990), and, of course, in music (Kalof, 1999). What is the 

intentionality of these representations? Are they the result of the 

struggle for a more egalitarian and representative space, or, on the 

contrary, do they respond to the economic interests of certain power 

groups? For Linda Alcolff (1988), the representation of femininity 

seems to be compromised and contaminated: 

“In attempting to speak for women, feminism often seems to 

presuppose that it knows what women truly are, but such an 

assumption is foolhardy given that every source of knowledge 

about women has been contaminated with misogyny and 

sexism. (…) The mediation of female bodies into 

constructions of woman is dominated by misogynist 

discourse.” (Alcolff, 1988:405-406) 

Alicia Puleo (2005) also agrees that the representation of femininity 

has a mixture of elements that confront each other, thus creating a 

scenario where, especially women, strive to reach the pre-set goals of 

the system: ideals of beauty, seduction, sexuality, among others. 

Nevertheless, “without a doubt, popular music is a primary, if not the 

primary, leisure resource in late modern society. (...) it functions in a 
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collective level: common tastes, fashion and lifestyle” (Bennett, 

2001:1).  

From these ideas, I will further refer to music based on two 

considerations. On the one hand, in terms of well-being, music has 

been associated with practices of creation and creativity (Lange et al., 

2018), therapy and spirituality (Moss, 2019), community life (Poulos 

et al., 2019), and emotional and musical education (Oriola and 

Gustems, 2015), among others. For Tia DeNora and Gay Ansdell 

(2017) music, in general, carries a power of action, which can be 

understood as an instrument of social order. In that exercise, and 

considering their study Music in action, the authors argue that "[a]t 

any level of magnitude, from face-to-face encounters to mass-

cultural change, if music 'gets into' change, it is because people 

engage with it and draw it into interactive webs of significance and 

practice." (p.143). Hence, the potential of music, and the relationship 

it weaves in society, continue to capture research interest. In fact, the 

work of Jon Cruz (1999) raises it from the sociology of music, when 

he refers to ethnosympathy as a way of creating links while 

maintaining distance from a culturally different group (e.g., the white 

audience and its relationship with black slaves in the United States). 

Thus, “the study of stratification and ethnic relations have benefitted 

from the sociology of music, not when music is treated like another 

form of signification or a vehicle for lyrical expression, but when 

treated as a special kind of activity that people do” (Roy y Dowd, 

2010:34) 

On the other hand, in Andy Bennett's (2001) journey through music 

and its connection with culture, the author presents how different 

generations have connected with various musical genres based on the 

alternatives that music has offered at a certain moment in history 

(e.g., punk and punk rock, reggae and Rasta culture, rap music and 

hip hop, among others). And yet, to a large extent, the most popular 

music genres have been largely dominated by the male gaze or 

masculine protagonism. This is especially relevant when the author 

argues that popular music plays the most important role in 
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perpetuating the sensibilities associated with youth, which has been 

the case since the 1950s. Indeed, throughout the history of music, 

aspects of class and taste have been pitted against each other by 

discourses and positions, to the extent that today music is a resource 

that permeates intensely in intimate, personal and social experiences 

(Clarke, DeNora y Vuoskoski, 2015), providing different forms of 

social agency (DeNora, 1999). 

Following closely the work of Eva Illouz (1997), it is possible to 

assume some elements of romantic love throughout the history of 

music: "the romantic becomes a postmodern emotion only when it 

articulates other postmodern cultural idioms" (p.181), where one of 

these idioms is "the belief that texts and media shape one's romantic 

identity" (p.181). These associations respond to socialising agents 

that attribute, for example, to masculinity antagonistic characteristics 

concerning femininity (e.g., public social life versus private social 

life, power versus submission, etc.). The romantic love model may 

contribute to gender-based and intimate partner violence, and the 

reinforcement of stereotypes based on the myths associated with it 

(Bosch et al., 2008). 

In their work A feminist analysis of popular music, Brook Bretthauer, 

Toni Schindler Zummermann, and James H. Banning (2006) argue 

that sex is found as the main theme in songs by male artists, generally 

associated with the sexual act and not with a relationship, emotions, 

and feelings, or in a context of love. In general, the authors argue that 

"sexuality is given priority over relationship variables such as 

friendship, emotional connection, and equality, sexuality is often 

separated from the relationship as a whole." (Bretthauer, Schindler 

Zummermann and Banning, 2006: 44). Therefore, if we take into 

consideration the postmodern scenario, which I have developed in 

the previous section, the words of Eva Illouz (1997) become even 

more relevant:  

Modernity has brought irretrievable losses in the meaning of 

love, most notably the connection between love and moral 

virtue and the dissolution of the commitment and stability of 
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premodern love, but these losses are the price we pay for 

greater control over our romantic lives, greater self-

knowledge and equality between the sexes. (p. 296) 

To this extend, Anthony Giddens (1992) agrees that this sort of 

relationship transformation is also a response to society's double 

standards. “[L]as mujeres ya no toleran la opinión de que, mientras 

los hombres necesitan variedad y probablemente emprenden 

aventuras extramaritales, ellas deban comportarse de otra forma”18 

(Giddens, 1992:10).  

 

Stereotypes, racialization and decoloniality  

 

“Y fue allí, se reveló el negro guapo 

Tomó venganza por su amor 

Y aún se escucha en la verja 

No le pegue a mi negra” 

 

La Rebelión – Joe Arroyo (1988) 

 

The race is a category historically shaped (Segato, 2007) and 

employed from the definition of otherness (Hall, 1997). This 

category, along with gender and sexuality, forms part of the power 

system that structures relations of domination/oppression against 

socially marginalised groups (Hunt, 2018). From the Spectacle of the 

other (Hall, 1997), individual and social representational practices 

tend to fall into stereotypes. The aspects associated with stereotyping, 

according to Stuart Hall (1997), go through 1) the construction and 

exclusion of the other, 2) stereotyping and its relation to power, 3) 

the role of fantasy and, finally, 4) fetishism. In general, the practice 

of stereotyping divides the individual (and by extension the 

 
18 Own translation from Spanish: “Women no longer tolerate the view that, while 

men need variety and are likely to engage in extramarital affairs, they should 

behave differently.” 
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stereotyped collective) into normal and abnormal, thus maintaining 

the social and symbolic order that underlies power inequalities. 

Power has to be understood not only in terms of economic 

exploitation and physical coercion, but also in broader 

cultural or symbolic terms, including the power to represent 

someone or something in a certain way – within a certain 

‘regime of representation’. It includes the exercise of 

symbolic power through representational practices. 

Stereotyping is a key element in this exercise of symbolic 

violence. (Hall, 2017:259)  

Among the practices of stereotyping, racism is recurrently the basis 

for the construction of these representations. Racism can be 

implemented either as prejudice (intimate personal convictions that 

feed on otherness and difference) or as discrimination (which takes 

place in the public sphere and is conscious and deliberate) (Segato, 

2007). According to Rita Segato (2007), it is prejudice that feeds 

discrimination because it tends to become a habit. Prejudice, 

precisely, is intrinsic to the stereotypes that are created and 

reproduced in different cultural and communicational spaces and 

products, among them, music. 

Another type of stereotyping, recurrent on the stage of postmodernity 

– and often anchored in the feminist movement as a historical 

achievement – is sexualisation. Precisely in the name of subverting 

previous pejorative constructions of women's bodies, sexualisation 

has come to represent ideals of empowerment and self-determination 

(Evans y Riley, 2014). However, considering which bodies do and 

do not participate in this practice, it is possible to identify stereotypes 

that do not comply with the feminist ideal, but rather echo historically 

oppressive structures. This is what Alicia Arrizón (2008) argues 

when she analyses the sexual and sensual stereotypes linked to Latina 

women's bodies. In this exercise, she argues that perceptions, 

prejudices, and understandings of what it means to be a Latina 

woman constitute a space where power is reconfigured. “If musical 

differentiation and hierarchy aligned smoothly with the stratification 
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of society, sociology of music would have little to say about broader 

social distinctions like race, class and gender.” (Roy and Dowd, 

2010, p. 26). Thus, following William Roy and Timothy Dowd 

(2010), we can understand how music sustains and defends social 

stratification when it is used to highlight social distinctions but 

undermines it when it seeks to transcend them.  

It is in this context that decoloniality (Lugones, 2008) opens up a 

range of possibilities to continue exploring the different 

representations in the field of cultural studies, specifically in 

mainstream music. "While colonialism ended with Independence, 

coloniality is a model of power that continues" (Walsh, 2007, p. 229). 

Precisely in this historical continuity that has marginalised the global 

south, many of the prejudices and stereotypes of this other side of the 

world are still present today and perhaps with greater force than we 

can comprehend. Indeed, this happens based on what is known as the 

'coloniality of knowledge', that is, the continued legitimisation of the 

hegemony of Europe (and I include the United States) with respect to 

knowledge, intellectual production, and racial hierarchies (Walsh, 

2007; Quijano, 2011). In this context, this otherness does not receive 

the same rights conferred on white, heteronormative and, above all, 

bourgeois people (Ochoa Muñoz, 2016), and thus acquires additional 

weight: 

‘Other’, in this sense, is not meant to refer to one thought 

more or to the anthropological other of alterity. It is instead to 

bring forward and relate histories, struggles, experiences, and 

knowledges lived and constructed within and marked by the 

context of colonialism and its processes of subalternization 

and racialization. (Walsh, 2007, p. 231) 

In his work Colonialidad del poder y clasificación social, Aníbal 

Quijano (2011) examines the central axes of the pattern of 

domination established by the processes of colonisation, particularly 

since modernity. According to the author, the various identities 

derived from the process of colonization, and the intersubjective 

relations that have consequently remained linked to the market 
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(capitalism), remain under hegemonic Eurocentric domination. That 

is the universe that will be called modernity. Therefore, it is possible 

not only to understand that there are representations – in the vast 

majority of dominant cultural production (e.g., the United States and 

Europe) that replicate certain constructions that can favour the 

capitalist system in which the global south is inserted, and which is 

dominated, precisely, by the global north. In this sense, racialisation 

– or racial phenotyping (Maddox, 2004) – as I will refer from now 

on, is of particular interest in dismantling the elements of 

representations in cultural production. Here is where I return, for a 

moment, to the scenario from which I started: 

“While neoliberal subjectivity offers a way for people to think 

of themselves as good citizens and productive people through 

a process of self-regulation that enables economic autonomy, 

it is based on an ideology that people, like the market, can be 

free, autonomous and independent from state control/support, 

which critics argue renders invisible forms of structural 

inequality, discipline and surveillance” (Evans and Riley, 

2014, p. 8) 

Indeed, neoliberalism, which already replicates and sustains 

structures of inequality in the Western world, adds a new level of 

difference concerning the Global South. However, beyond the 

economic factors, it is the deepening stigmas, prejudices and 

stereotypes that concern us in this bias that Keith Maddox (2004) 

suggests: 

[A] glance beyond the disciplinary boundary reveals an 

existing and expanding body of historical, anthropological, 

sociological, and medical evidence indicating that within-race 

phenotypic variation makes a significant contribution to 

social perception. (p. 383) 

In this sense, the author goes a step further in the analysis of the 

phenotypic bias of race, arguing that it is no longer enough to 

consider only the colour of the skin but also the physical features 
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associated with it (e.g., eyes, hair, lips, body). Going further, as Alicia 

Arrizón (2008) suggests, physical appearance is not the only 

determinant in the conception of what a person or otherness means. 

In this dynamic of signification, qualifiers also play a fundamental 

role: 

The signifier of ‘‘hot’’ or its Spanish translation, caliente, is 

commonly used while referring to women in popular music 

(salsa, rap, reggaeton, ranchera, among others) (…) The terms 

are often employed to objectify women, usually with explicit 

or implicit sexual connotation. However, the markers ‘‘hot’’ 

or ‘‘caliente’’ may also be performed to ones own advantage 

when a body strategically uses its highly ‘‘exoticized’’ status 

in a self- conscious employment of sexuality. (Arrizón, 

2008:192) 

In this way, it is possible to discuss how racial phenotype plays a 

fundamental role, especially from a decolonial and intersectional 

gaze (Crenshaw, 1989) in demarcating the difference between both 

the sensual (Gill, 2003a) and the sexual subject/object (Fredrickson 

y Roberts, 1997). Precisely the fine line between sensuality 

(stimulating the mind, senses and even the soul) and sexuality (sexual 

activity and sexual act or orientation) often overlap and influence 

each other. Nevertheless, this line can also be a starting point for 

exploring their different meanings. 
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An important consideration due to the COVID-19 

health crisis 

 

“Estamos mal, pero es lo normal 

Que esté en la mierda es lo más natural, 

Cervecita, cukileo, chaval 

Si to' este tiempo puedes aprovechar 

'Tonces, no estamos tan mal” 

Estamos mal – Stay Homas (2020) 

 

In a preliminary research plan, this study considered two main phases to 

develop the analysis of mainstream music, its representations, and the 

audience perspective. The first phase consisted of a critical analysis of the 

different portrayals of music videos and lyrics within different variables. 

These variables, precisely, were developed in a codebook for both 

quantitative and qualitative content analysis. The second phase had planned 

both a questionnaire and a set of interviews in Ecuador and Spain to contrast 

different experiences with mainstream music, and how they connect with 

identity and identification processes. These two main phases are well 

documented in the different reports that have been submitted to the Doctoral 

program (UPF) during the development of the research. However, due to 

the COVID-19 affectation halfway through the activities, the adaptation of 

the research plan consisted in postponing any audience study and, instead, 

deepening the critical analysis among the different variables of the 

codebook created. To the latter goal, the codebook was adapted multiple 

times until reaching the phase of coder reliability (that will be further 

explained) and, in so doing, tested within a wider sample than the 

publications illustrate in the different chapters of this thesis. In sum, a total 

of 189 songs were continually analysed (top mainstream music songs from 

the following years: 2007, 2008, 2009, 2017, 2018, 2019). These songs 

were joined in a Spotify list named Flubber19and shared with the 

participants that completed the online questionnaire (still to be explored for 

future research) 

  

 
19 Link for Flubber playlist in Spotify: 

https://open.spotify.com/playlist/3UPmmf86loLD3nf1zOwGwa?si=e47a706d19a

a4bc2  

https://open.spotify.com/playlist/3UPmmf86loLD3nf1zOwGwa?si=e47a706d19aa4bc2
https://open.spotify.com/playlist/3UPmmf86loLD3nf1zOwGwa?si=e47a706d19aa4bc2
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Methodology and objectives 

 

“Where there is desire, there is gonna be a flame 

Where there is a flame, someone's bound to get burned 

But just because it burns doesn't mean you're gonna die 

You've gotta get up and try, try, try” 

Try – Pink (2012) 

 

Research objective 

 

The main objective of this research is to identify how representations 

in mainstream music videos are constructed within the context of 

postmodernity. To this end, the study sets out four specific questions 

which, in turn, correspond to the specific objectives explored in the 

various publications. 

 

Question 1: How does mainstream music represent different 

social and cultural elements in the late modern scenario? 

 

From this question, I contextualise the scenario of the research by 

developing a case study of Rosalía. In this exercise, elements of late 

modernity and both cultural and social capitals constitute the 

exploration of how the representation of mainstream commercial 

music is configured. Specifically, this specific objective corresponds 

to SO1: analyse the late modernity scenario and how cultural 

elements and capitals are inserted into it. 

The first objective answers the following research questions: 

▪ How does the postmodern scenario and consumption, 

typically characterized by neoliberalism, dialogue in 

Rosalía's music? 
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▪ What elements does Rosalía incorporate to demarcate her 

musical scene and reach her audience? 

▪ How does Rosalía's music relate to cultural and social 

capitals? 

▪ How does Rosalía represent herself concerning post-feminist 

sensibilities? 

 

Question 2: How are both femininity and masculinity 

represented in mainstream music? 

 

The study moves towards the examination of femininity and 

masculinity. In this exercise, what I seek to identify are the patterns, 

elements and characteristics that are associated with either femininity 

or masculinity, building on other academic work that has studied 

these constructs and, to a large extent, critiqued the stereotypes with 

which they are associated. To this end, I seek to identify whether 

there is a change over ten years among mainstream music videos. In 

sum, the second specific objective is SO2: to examine the 

representations of femininity and masculinity in mainstream music 

and their evolution over ten years. 

The second objective answers the following research questions: 

▪ What characteristics demarcate femininities and 

masculinities in mainstream music? 

▪ How are stereotypes constructed in mainstream music 

concerning both femininities and masculinities? 

▪ Have these representations changed in 10 years? If so, which 

are the main changes among the portrayals? 

 

Question 3: How are sexuality, the self, and racialisation 

represented within mainstream music? 
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The third question of the study attempts to delve into the 

problematisation that other works have presented about sexuality. I 

aim to go a step forward with sexualisation – understood as a practice 

of objectification, to try to weave a way of identifying a sexualisation 

of a priori decision – subjectification. In this exercise, I link the 

variable of racial phenotype bias to examine its relation to certain 

representations. Thus, the third specific objective of the study 

corresponds to SO3: explore feminine and masculine representations 

with the variables of sexuality and racialisation. 

The third objective answers the following research questions:  

▪ How is sexualisation represented in mainstream music 

videos? 

▪ How are people subjectify in mainstream music video clips? 

▪ How are people objectified in mainstream music videos? 

▪ Can there be an unequal relationship in the concept of 

subjectification? If so, can racialisation be the moderating 

element in that distinction? 

 

Question 4: What role does mainstream music play in 

individual and social well-being? 

 

Finally, the fourth research question has at its core the time of 

lockdown of the COVID-19 pandemic. This event – as we can surely 

agree affected society globally and had an impact that generated 

adaptations to the original research plan of my thesis (as explained 

above). Therefore, with this fourth item, I turn my analysis to 

mainstream music to connect it with the individual and social levels 

in times of confinement. Specifically, the last objective of this 

research is SO4: to examine the narrative elements in mainstream 

songs during the lockdown in Spain and their relationship with well-

being. 

The fourth objective answers the following research questions: 
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▪ How are the narratives of the most listened-to music in times 

of confinement constructed? 

▪ What elements are most representative of the most listened-

to music in times of lockdown? 

▪ What contribution can mainstream music narratives and their 

elements make to individual and social well-being? 

The correspondence between objectives, methodological tools 

(developed in the following section) and articles of the compendium 

is detailed below (see table 2): 

Objective Methodology Article/Publication 

SO1: to analyse the late 

modernity scenario and 

how cultural elements and 

capitals are inserted into it 

Descriptive analysis.  

Grounded theory.  

The first item is a publication, 

Catalan Journal of 

Communication and Cultural 

Studies. 

SO2: to examine the 

representations of 

femininity and 

masculinity in mainstream 

music and their evolution 

over ten years. 

Content analysis, 

qualitative and 

quantitative. 

Grounded theory. 

The second item is a  

publication, El Profesional de 

la Información EPI. 

SO3: to explore feminine 

and masculine 

representations with the 

variables of sexuality and 

racialisation. 

Content analysis, 

qualitative and 

quantitative. 

Grounded theory. 

The third item is a 

communication, Libro de 

comunicaciones AE-IC 2022. 

SO4: to examine the 

narrative elements in 

mainstream songs during 

the lockdown in Spain 

and their relationship with 

well-being. 

Content analysis.  

Grounded theory.  

The fourth item is a 

publication: Social Inclusion. 

 Table 2: The correspondence between objectives, methodology and articles. 

 

Methodological tools 

 

This research has been developed employing a methodological 

triangulation, that emphasizes the content analysis as the transversal 
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method employed in the analysis. The content analysis includes both 

the critical qualitative level and the nominal at the quantitative level. 

Figure 1: Graphic of the methodological triangulation with which the thesis has 

been developed. 

 

These methodological tools were chosen based, on the one hand, on 

the insertion of various disciplines within the research – 

multidisciplinary perspective. And, on the other hand, the case 

studies lined up with each objective that each publication represents. 

The methodological tool of descriptive analysis in arts in general, 

and in music in particular (Guerra y Januário, 2016), allows us to 

understand the artistic product as a mirror of society, "at the same 

time a subject and an object of social intervention" (Guerra and 

Januário, 2016:203). Based on this logic, the artistic object undergoes 

a reading and viewing that allows us to discover, as we go along, 

different elements and characteristics that are associated with the 

objectives of the research and the theoretical framework. This tool 

makes it possible to approach both texts (e.g., song lyrics) and fixed 

or moving images (e.g., video clips and frames). 

In the case of grounded theory (Glaser y Strauss, 1967), being a tool 

that facilitates dialogue with the object under analysis, it also 

facilitates – what I call data cleansing when analysing, in this case, 
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music production. Whether an inductive or deductive approach is 

adopted, the logic that is present in grounded theory allows for 

connecting or grouping categories or/and elements that, a posteriori, 

are discussed as results. Furthermore, grounded theory and its 

principles, also helped the development of the content analysis, as I 

will explain in the next section. 

Finally, in the case of content analysis (Krippendorff, 2004), two 

elements constitute its main importance: 1) it allows both inductive 

and deductive approaches so that different variables can be adapted 

as necessary. This is precisely where the principles of grounded 

theory (Glaser and Strauss, 1967; Charmaz, 2006) facilitate a 

continuous reading of the data and literature; and 2) it can combine 

both quantitative and qualitative analysis of the data categorised. 

Qualitative analysis, which is widely implemented in this research 

work, is also suitable for discussion with the results (e.g., from a 

gender perspective and/or from a decolonial perspective). 

 

Content analysis as a research method: The path learned. 

 

In this research, the content analysis methodology proposed by Klaus 

Krippendorff (2004) constitutes a sort of backbone in some of the 

publications of the thesis, as well as in some of the "other publications 

derived from the thesis" that are included in annexes. The main 

reason to follow this methodological approach is that after the 

creation of the coding book for the analysis of mainstream music 

videos and lyrics, it was possible to separate the different variables 

that constitute the whole and published them in sections. Thus, as I 

will explain below, part of this research work was focused on the 

development of the coding book itself. Therefore, exploring its 

construction process may help its replication, although possible 

further adaptation is anticipated due to the particularities that 

different commercial music scenarios may include in different social 

contexts. 
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First of all, it is pertinent to mention that content analysis 

(Krippendorff, 2004) allows us to understand data as a symbolic 

phenomenon loaded with meanings, references, values and possible 

intentions. In this sense, mainstream commercial music, which will 

be the sample and unit(s) of analysis, is not only understood as a 

cultural product but also as the result created by a hegemonic industry 

that loads with both meanings and information that could influence 

the behaviour and ideas of its recipients, including their consumption 

habits (Rich et al., 1998; Roberts & Foehr, 2008; Vandenbosch, 

Vervloessem & Eggermont, 2013; Illescas, 2015). Moreover, the 

empirical orientation of content analysis, its relation to symbolic 

phenomena, and its ability to develop its methodology for research 

purposes make it an ideal mechanism for linking quantitative and 

qualitative elements in mainstream music analysis. 

Within the process of creating the material (book and coding sheet) 

that will be used to carry out the analysis, the study also includes the 

strategies of grounded theory (Charmaz, 2006; Glaser & Strauss, 

1967), due to the usefulness of its principles and practices that 

facilitate the creation and interpretation of the information to be 

analysed. In this study, grounded theory is implemented as a tool for 

evaluating and adapting the content analysis instrument created, 

refining, and contributing significantly to the structuring of the 

variables and subcategories of the study. In the following, I develop 

three indispensable sections for the content analysis: 1. The 

construction of the template; 2. The variables and 3. The inter-coder 

reliability phase. 

 

The construction of the template 

 

For replication purposes of this methodology, I condense the 

different moments of the creation of the template into a single text 

that allows visualising the final result of all the categories and 

sections created. This means that I will not go into detail on the 

twenty-nine (29) draft versions of the coding book. 
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First, it is necessary to enter the general information of the video clip 

– called "technical data" or "technical file", where each piece of 

information that allows the identification of the unit of analysis in 

question is registered. This should include (but is not limited to): the 

unit of analysis code, source name, source link, video title of the 

song, artist name, music genre, record label, release date, encoding 

date, encoder name, and comments/observations (see table 3). 

TECHNICAL DATA 

Unit of 

analysis 

[Code] 

[Write the code assigned to the unit of analysis (each 

song/video)] 

Source 

[Name] 

[Write the name of the source (e.g., YouTube channel) where the 

video is located] [For YouTube videos, the recommendation is to 

retrieve the official video clip, usually accompanied with the 

following symbol ] 

Source [Link] [Copy and paste the link (HTTP) from the source where the 

video clip is retrieved] 

Title of the 

music video 

[Write the title of the song/video as it is indicated in the source] 

Artist(s) 

information 

[Name(s)] 

[Write artist’s names or nicknames] 

Music Genre [Write the music genre of the song/video] 

Label  [Write the name of the music/record label] 

Publication 

Date 

[Write the date when the song/video was launched in the source] 

Codification 

Date 

[Write the date of the codification process] 

Encoder 

Identification 

[Write the information of the encoder] [Alias is recommended] 

Commentaries 

/ Observations 

[Write any additional information regarding the analysis] 

Table 3: Technical data (author’s elaboration) 

When conducting a content analysis, it is important to first create a 

dataset (e.g., from a Microsoft Excel database) where all information 

about each song can be included (e.g., the first column of table 3). To 

assign a code for each unit of analysis (see 'unit of analysis [code]' in 

table 3), as I will explain below, a combination of year and numerical 
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order can be considered (e.g., 2011-001, 2011-002, and so on). 

Alphabetical codes are good options, especially to distinguish, for 

example, the source of the data you are working with (e.g., Spotify 

and YouTube 2011 = STY-2011-001, YTB-2011, 001, etc.) 

The book also includes a "central theme of the song/video" section 

where a general description of the song should be entered. Being 

descriptive, the use of one word or short ideas that could be 

categorised a posteriori is recommended (e.g., love, heartbreak, 

infidelity, consumption, relationship, family relationship, etc.) In 

addition, the coding book also includes the section "type of video 

clip" to be selected. This typology is the one that Jon Illescas (2015) 

20 has developed and includes only those video clips that the author 

categorises as 'mainstream', this is because the focus of my research 

is precisely on these types of videos (see table 4). 

TYPE OF VIDEOCLIP (mainstream/mayoritario) 

[In this section, number 1 must be entered in the box if the description 

corresponds to the type of video that is encoded.] 

a- Dionisiaco: [Continuous apology of the party (includes drugs) 

Emphasizes the enjoyment of sexuality and hedonism. May include hetero, 

lesbian, and orgiastic sex] 

b-Romántico: [Theme related to love. Celebrate love or mourn its loss.] 

c- Coreográfico: [Choreographic dances and steps.] 

d- Afrodisíaco: [Prioritizes the focus on one or several scantily clad women 

and men in an insistent (and aggressive) manner There are extremely rapid 

shot changes and aggressive body fragmentation] 

e- Extravagante: [It takes place outdoors, with a large number of extras, 

and special effects. Sexual provocation is one of its elements.] 

f- Gánster: [It promotes success and money as part of drug dealing or other 

illicit business, with explicit visual references to money as a metaphor for 

happiness. Women appear as sex toys of rich and powerful men.] 

 
20 It should be noted that, although I incorporate in this doctoral thesis some of Jon 

Illescas' observations on the music industry, in general his critique of the messages 

that mainstream music carries, and in particular the categorisation of mainstream 

music videos, I do not share his views on feminism or Marxism. In this sense, I 

will insist that I consider his critical contribution to the very product of the music 

video as a cultural commodity to be valuable, but I distance myself from his 

understanding of feminism and gender studies. 
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g- Trágico: [Usually the ending is unhappy. There may be infidelity. It can 

contain toxic emotional relationships and highlight the impossibility of 

achieving lasting love.] 

h- Elitista: [Greater ostentation of material wealth. Mansions, planes, 

helicopters, yachts and luxury cars. High presence of a multitude of sexually 

young and attractive specimens of the opposite sex to the protagonist. Does 

not refer to the origin of wealth.] 

i- Autobiográfico: [The stars play themselves, show supposedly truthful 

parts of their private lives] 

j- Narcisista: [They focus on presenting descriptions of the star's body and 

face. Sexuality is transmitted more elegantly. It focuses on the beauty of the 

artist's face] 

k- Simbólico: [Greater emphasis on its facet as an artistic product. Use 

poetic language, rich in rhetorical figures, suggestions and evocations.] 

h- Cinematográfico: [It has a classic narrative structure with an 

introduction, middle and end, like a film. The artist does not interpret his 

role as a singer, or does not appear or is present with roles unrelated to his 

status as a music star] 

i- Ninguno de los anteriores [None of the previous options] 

Table 4: Types of videoclip mainstream – mayoritarios (Illescas, 2015) 

Before presenting the variables that constitute the coding book21 as a 

whole, it is important to mention that it includes three levels of 'role' 

within the analysis of the music videos: 1) artist/performer; 2) 

protagonist background.- protagonist(s) / participant(s) other than 

the artists who lead the music video representations, and 3) general 

background.- extra(s) / other participant(s) without relevant role(s). 

Within these roles, the analysis is also divided into the basis of 

women and men variables. Finally, in the case of the analysis of the 

roles of the protagonist(s) and extra(s), there is a filter question (yes 

or no) to identify whether the analysis of these roles is relevant, this 

means, whether there are elements to be analysed. 

Furthermore, when carrying out the coding process, it should be 

considered that it relates to the physical and stereotypical (bodily) 

appearance of the performers, protagonists and/or extras (e.g., when 

analysing racial phenotype). Therefore, elements of nationality or 

 
21 The coding book contains more categories of analysis than those that are 

presented in the various compendium publications. 
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place of origin should be ignored. It is anticipated that instructing 

researchers to do this exercise may provoke some discomfort 

regarding bias and the arbitrary nature of the categorisation itself. 

However, it is precisely this process that will facilitate a 

problematisation of such representations linked to the different 

variables in the study. 

 

Intersectionality and sexuality variable 

 

Under this variable are included the debates on pornography, classy 

sex and intimacy discussed by Feona Attwood (2006), in dialogue 

with elements of the post-feminist sensibility, critically discussed by 

Rosalind Gill (2007, 2017). These debates also consider Alicia 

Arrizón's (2008) differentiation of sensual and sexual 

representations; in addition to Barbara Fredrickson y Tomi-Ann 

Roberts' (1997) objectification theory, which allows drawing a line 

between the sexual object and the sensual subject. On the other hand, 

from the theoretical basis of racial phenotype bias (Maddox, 2004; 

Maddox and Perry, 2018), this variable considers different levels of 

skin colour – including some physical characteristics that are 

typically associated with certain individuals (and by extension, 

certain social groups); in addition to the decolonial theorising of 

Aníbal Quijano (2011) and the principles of grounded theory 

(Charmaz, 2006). Thus, based on these works, the categories of 

analysis were established deductively, as follows: 

Racial phenotype: Consisting of the subcategories: (a) White 

(white and/or Aryan white skin, large eyes usually light coloured, 

blond hair); (b) Black (dark black skin, large eyes, large lips, curly 

(frizzy) hair); (c) Brown/Morena/Mulata (light black skin, dark 

brunette, brunette; large eyes, large lips); (d) Mestizo/Mestiza (mixed 

skin. Latin America. Mestizo white and indigenous); e) Aceitunada/o 

(brown skin with greenish tones, large eyes. Middle East); f) 

Asian/Asiática/o (paler skin, generally straight hair and slanted eyes. 

China, Japan, Thailand); and g) Other (see table 5). 
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Racial phenotype woman  
  

Fenotipo racial hombre  
  

a. white   a. blanco(s) 

b. black   b. negro(s) 

c. brown   c. mulato(s) 

d. mixed   d. mestizo(s) 

e. aceitunada   e. aceitunado(s) 

f. asian   f. asiático(s) 

g. other   g. otro(s) 

Table 5: category of racial phenotype analysis in English and Spanish (own 

elaboration) 

Clothes: This variable is adapted from the theorisation of the 

sexualisation of culture (Attwood, 2006). It anticipates, however, the 

need for options that contrast with the representations of 'nudity' and 

'semi-nudity' (characteristic of pornography) to create scenarios that 

include a different representation in the analysis. For this reason, the 

concept of 'pornography' is combined with 'clothing' to contrast two 

possibilities present in music video representations. In this way, the 

subcategories are established as a) Nude: no clothes; b) Semi-nude: 

underwear, lingerie, swimsuit, bikini; c) Tight clothing: that allows 

the artist's body to be perceived and which leaves areas of the body 

uncovered in a subtle, suggestive and sensual way; d) Loose clothing: 

means of casual clothing of the sporty type, usually represented by 

comfort, looseness and bagginess that does not deliberately mark 

areas of the body traditionally associated with seduction or sexual 

provocation; and e) Informal/casual: comfortable clothing of the 

jeans and T-shirt type, characterised by not following fashion, luxury 

or sensuality trend patterns in a reiterative manner (see table 6). 

Vestimenta mujer 
  

Clothes man 
  

a. desnuda   a. nude 

b. semidesnuda   b. semi-nude 

c. vestimenta ajustada    c. tight clothing  
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d. ropa holgada   d. loose clothing  

e. informal / casual   e. informal / casual 

Table 6: category of clothing analysis in Spanish and English (own elaboration) 

Attitude - sexual/sensual: This variable draws on several of 

the elements of the postfeminist sensibility (Gill, 2007, 2017) and 

debates between sensuality and sexuality (Arrizón, 2008) which, in 

this codebook, also extends to the representation of different 

masculinities, this means as a practice that is not restricted solely to 

the representation of women (or femininity). When coding sexual 

attitude, the options of "romantic" and/or "no/not applicable" 

attitudes are also contrasted for scenarios where the attitude can be 

represented differently. Therefore, the subcategories to be considered 

are the following: a) Provocative/insinuating: corresponds to a 

courtship/ flirtation/insinuation that is primarily aimed at stimulating 

the senses; b) Explicit: corresponds to a sexual act that has taken 

place or suggests that it has taken place; c) Romantic: suggests a ritual 

or existence of feelings that go beyond episodic carnal desire; and d) 

none: when the representation does not apply (see table 7). 

Actitud sexual/sensual mujer 
  

Attitude sexual/sensual man 
  

a. provocativa / insinuante   a. provocative / insinuating 

b. explícita   b. explicit 

c. romántica   c. romantic 

d. no hay / no aplica   d. none 

Table 7: sexual/sensual attitude category of analysis in Spanish and English (own 

elaboration) 

 

Gender stereotypes variable 

 

For the coding of this section, the theoretical concepts of both 

femininities and masculinities, previously discussed in different 

studies (Anderson, 2002; Connell, 2005; Connell and 

Messerschmidt, 2005; Schippers, 2007; Gomillion and Giuliano, 

2011; Poynting, Noble and Tabar, 2011; Bridges and Pascoe, 2014; 

Gill, 2017) are implemented. The intention, as in the case of racial 
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phenotype variable, for example, is to categorise representations that 

facilitate discussion of the problem of gender stereotypes based on a 

duality that, while simplifying, is the first step in addressing 

stereotypical representations of gender in what is known as 'the West' 

(see second publication, El Profesional de la Información EPI, in the 

'list of publications' section. Translated version from the Spanish-pre 

print has been included in annexes). 

 

Consumerism variable 

 

This section is based on the work of Naomi Klein (2001), and the 

contextualisation of consumerism, typically connected with the late 

modern scenario of Anthony Giddens (1997), and also analysed by 

Jon Illescas (2015). In this way, a list is made of products that 

generally accompany the representations of mainstream video clips. 

It should be added that consumption is understood as any product that 

is used, whether as a costume accessory, as well as other products 

such as drinks, which have a significant focus (e.g., a camera shot or 

a shot that allows their identification, as well as a direct mention of 

the brand within the lyrics of the song). Thus, the subcategories are 

set out as follows: a) alcoholic beverage(s), b) branded clothing, c) 

accessories (e.g., handbags, jewellery, earrings, necklaces, watches), 

d) vehicles/cars, e) tobacco or marijuana, f) other drugs, and g) other 

(see table 8).  

Product Brand 

a) Alcoholic beverages   

b) Branded clothing   

c) Accessories    

d) Vehicles / cars   

e) Tobacco or marijuana   

f) Other drugs   

g) Other   

Table 8: category of analysis consumption variable (own elaboration) 
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Variable of intimacy, relationships and love 

 

For the construction of this variable, the concepts of postmodernity 

and intimacy (Giddens, 1992) are used, as well as the adaptation of 

the myths of romantic love (Yela, 1996, 2006; Rodríguez Castro et 

al., 2013). Thus, the subcategories are constituted by: 

Relationship types: a) pure relationships (where possible feelings 

of love, attraction and sexual pleasure are linked); b) episodic 

relationships (generally short, based mainly on carnal desire); c) 

romantic relationships (those where an idealisation of love prevails, 

with a kind of idealisation for the future); d) none/not applicable (see 

table 9). 

Relationship types woman 
  

Tipos de relación hombre 
  

a. Pure relationships   a. Relaciones puras 

b. Episodic relationships   b. Relaciones episódicas 

c. Romantic relationships   c. Relaciones románticas 

d. None/not applicable  d. No hay / no aplica 

Table 9: The subcategory of relationship types in English and Spanish (own 

elaboration) 

Romantic love myths: (a) better half/media naranja (predestined 

partner, the 'other half', the 'red thread'); (b) pairing/emparejamiento 

(a single normative binary couple - universal male and female); (c) 

ownership/propiedad (impossibility of being in love with two people 

at the same time. This includes jealousy as a form of love); d) 

omnipotence/omnipotencia (love is all-powerful, there are no 

obstacles for a couple in love); e) marriage/matrimonio (refers to 

marriage as the ultimate purpose of the couple relationship. Love is 

the reason to marry); f) eternal passion/pasión eterna (the flame of 

passion is to last forever); g) equivalence/equivalencia (love and 

passion are fundamental to the equation of the couple relationship; h) 

dying of love/morir de amor (not being able to live without 'him' or 

'her', without the beloved. It has a positive connotation in the sense 

of idealisation towards the other person); i) falling out of 
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love/desamor (related to disillusionment over a failed relationship. It 

has a negative connotation, of not wanting to know more about that 

person); j) platonic love/amor platónico (an idealised love, without a 

sexual relationship, impossible to achieve) (see table 10). 

Mitos románticos mujer 
  

Romantic myths man 
  

a. Media Naranja   a. Better half 

b. Emparejamiento    b. Pairing 

c. Propiedad   c. Ownership 

d. Omnipotencia   d. Omnipotence 

e. Matrimonio   e. Marriage 

f. La pasión eterna   f. Eternal passion 

g. Equivalencia   g. Equivalence 

h. Morir de amor   h. Dying of love 

i. Desamor   i. Falling out of love 

j. Amor Platónico   j. Platonic love 

Tabla 10: The subcategory of romantic myths in Spanish and English (own 

elaboration) 

And, finally, attitudes of love are incorporated (Hendrick, Hendrick 

and Dicke, 1998), which facilitates a crosscheck with the other 

variables in this section, as follows: a) eros (sexual and physical 

attraction; e.g., 'chemistry', 'for each other', the ideal of physical 

beauty); b) ludus (avoid commitment, e.g., 'he doesn't know anything 

about me' – he doesn't know me, 'he doesn't know about other loves', 

'being with other people', 'the game of love'; c) storge (commitment 

and common interests, e.g., 'our love begins with a friendship', 

'mystical emotion', 'good friends'); d) pragma (loving in a practical 

way, with the head and not the heart; e.g., 'I reflect on my family', 

'you would be a good father/mother', 'I reflect professionally', 

'inheritance and promising future'; e) mania/obsession (e.g., 'he 

doesn't pay attention to me or doesn't take care of me', 'something or 

someone else', 'he ignores me and I seek his attention'); f) agape 

(sacrifice, the 'everything' for the other; e.g., 'I suffer for him/her', 'his 

happiness over mine', 'I sacrifice my own interests', 'everything to see 

him/her happy') (see table 11). 
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Actitudes del amor mujer 
  

Love attitudes man 
  

a. Eros [Atracción sexual y física] 
  

a. Eros [Physical and sexual 

attraction] 

b. Ludus [Evitar el compromiso]   b. Ludus [Avoid engagement] 

c. Storge [Compromiso-intereses 

común]   

c. Storge [Engagement – common 

interest] 

d. Pragma [Amar de manera 

práctica]   
d. Pragma [Practical way to love] 

e. Manía [Obsesión]   e. Manía [Obsession] 

f. Agape [Sacrificio. "Todo por el 

otro"]   

f. Agape [Sacrifice. All for the 

other] 

Table 11: The subcategory of love attitudes in Spanish and English (own 

elaboration) 

 

Sexualization variable 

 

The sexualisation variable, divided into the sexualisation of women 

and men, is established based on objectification theory (Fredrickson 

and Roberts, 1997). This category fragments the body as follows: a) 

head (including face, lips, eyes and hair); b) breast (for women) and 

pectorals (for men); c) abdominals (including waist); d) buttocks 

(and hips); and e) legs (see table 12). 

Sexualization woman 
   

Sexualización hombre 
 

Yes   Sí 

      

Fragmentation of the body     Fragmentación del cuerpo   

a. Head     a. Cabeza    

b. Breast     b. Pectorales   

c. Abdominals     c. Abdomen [cintura]   

d. Buttocks     d. Trasero [caderas]   

c. Legs     e. Piernas   

Table 12: Sexualisation variable in English and Spanish (own elaboration) 
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It should be noted that the analysis of both the racial phenotype 

variable and the sexualisation variable is part of the third 

compendium item included in this research work (AE-IC 2022 Libro 

de Comunicaciones) (see section “List of publications”. Translated 

version from the Spanish-pre print has been included in annexes ). 

 

The inter-coder reliability phase 

 

Within content analysis (Krippendorff, 2004), the inter-coder 

reliability phase is crucial. This phase consists of analysing 10% of 

the sample between two different people (coders) and reaching at 

least 0.80 agreement between them (see Lombard, Snyder‐Duch and 

Bracken, 2002). For this purpose, the content analysis method 

recommends prior training based on the coding book, to become 

familiar with the specifications of the variables and their categories. 

Thus, coders work on the same 10% of the sample. Once the level of 

reliability has been reached, the process is completed, and the coding 

is considered valid. 

 

Sample study 

 

To briefly explain the study sample, I present below the sample or 

units of analysis considered in each publication of the compendium 

(see table 13) concerning each of the research objectives presented in 

previous sections. 

Objectives and publications Methodology Units of analysis 

SO1: to analyse the late modernity 

scenario and how cultural elements and 

capitals are inserted into it. 

Article: Rosalía’s kaleidoscope in the 

crossroads of late modernity. 

Descriptive 

analysis.  

Grounded theory.  

Case study: Rosalía.  

4 units of analysis 

(music videos)  
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SO2: to examine the representations of 

femininity and masculinity in 

mainstream music and their evolution 

over ten years. 

Article: Evolución de la 

heteronormatividad a partir de una 

categorización de los estereotipos de 

género. Análisis de los videoclips 

musicales más populares. 

Qualitative and 

qualitative 

content analysis. 

Grounded theory. 

50 music videos of 

the most listened-to 

music in Spain in 

2009 and 2019, 25 

per year. 

SO3: to explore feminine and masculine 

representations with the variables of 

sexuality and racialisation. 

Communication: Entre sujeto y objeto 

sexual: Un análisis decolonial de la 

sexualización y el fenotipo racial en la 

música comercial más escuchada en 

España. 

Qualitative and 

qualitative 

content analysis. 

Grounded theory. 

50 music videos of 

the most listened-to 

music in Spain in 

2009 and 2019, 25 

per year. 

SO4: to examine the narrative elements 

in mainstream songs during the 

lockdown in Spain and their relationship 

with well-being. 

Article: Music to Face the Lockdown: 

An Analysis of Covid‐19 Music 

Narratives on Individual and Social 

Well‐Being. 

Qualitative and 

qualitative 

content analysis. 

Grounded theory. 

13 music videos 

were promoted by 

the UN during the 

lockdown.  

Table 13: Correspondence between objectives, publications, methodological tools 

and study sample. 

 

Chapter III: Results 

 

List of publications 

 

“One dream, one soul 

One prize, one goal 

One golden glance of what should be 

It's a kind of magic.” 

A kind of magic – Queen (1986) 
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This research is part of modality B of the UPF Communication 

Department thesis' by compendium/publications. This modality 

establishes as requirements (among others) a total of 4 items, two of 

them academic articles published or accepted for publication. The 

characteristics of the items that make up the doctoral thesis, whose 

first author is, in all cases, the PhD student, are presented below (see 

table 14). 

Title of the 

publication 
State Journal Language Index 

Rosalía’s 

kaleidoscope in the 

crossroads of late 

modernity. 

Published 

Catalan Journal 

of 

Communication 

and Cultural 

Studies 

English 

Scopus (Q2 – 

Cultural 

Studies) 

Evolución de la 

heteronormatividad a 

partir de una 

categorización de los 

estereotipos de 

género. Análisis de 

los videoclips 

musicales más 

populares. 

Published 

El Profesional de 

la Información 

EPI 

Spanish 

(pre-print 

translated - 

annexes 

section) 

Scopus (Q1 – 

Cultural studies 

and 

communication) 

Entre sujeto y objeto 

sexual: Un análisis 

decolonial de la 

sexualización y el 

fenotipo racial en la 

música comercial más 

escuchada en España. 

Accepted 

for 

publication 

Libro de 

comunicaciones 

AE-IC 2022 

Spanish 

(pre-print 

translated - 

annexes 

section) 

  

Music to Face the 

Lockdown: An 

Analysis of Covid‐19 

Music Narratives on 

Individual and Social 

Well‐Being. 

Published Social Inclusion English 

Scopus (Q2 – 

Social 

psychology) 

Table 14: Description of items - compendium publications. 

  



58 
 

 

Publications 

 

Alvarez-Cueva, Priscila & Guerra, Paula (2021). 

Rosalía’s kaleidoscope in the crossroads of late 

modernity. Catalan Journal of Communication and 

Cultural Studies. 13(1), pp. 3-21 

https://doi.org/10.1386/cjcs_00036_1 

  

https://www.ingentaconnect.com/content/intellect/cjcs/2021/00000013/00000001/art00001;jsessionid=ana3lom9nq7cd.x-ic-live-01
https://www.ingentaconnect.com/content/intellect/cjcs/2021/00000013/00000001/art00001;jsessionid=ana3lom9nq7cd.x-ic-live-01
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Álvarez-Cueva, P., Figueras-Maz, M., & Medina-Bravo, 

P. (2021). Evolución de la heteronormatividad a partir de 

una categorización de los estereotipos de género. Análisis 

de los videoclips musicales más populares. Profesional 

De La información, 30(5).  

https://doi.org/10.3145/epi.2021.sep.01 

 

 

https://revista.profesionaldelainformacion.com/index.php/EPI/article/view/86451
https://revista.profesionaldelainformacion.com/index.php/EPI/article/view/86451
https://revista.profesionaldelainformacion.com/index.php/EPI/article/view/86451
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Alvarez-Cueva, Priscila (2022). Entre sujeto y objeto 

sexual: Un análisis decolonial de la sexualización y el 

fenotipo racial en la música comercial más escuchada en 

España. VIII Congreso Internacional de la AE-IC. 

‘Comunicación y ciudad conectada’, Barcelona del 28 de 

junio al 1 de julio de 2022. 

 

https://ae-ic.org/barna/openconf/modules/request.php?module=oc_proceedings&action=summary.php&id=165&a=Accept
https://ae-ic.org/barna/openconf/modules/request.php?module=oc_proceedings&action=summary.php&id=165&a=Accept
https://ae-ic.org/barna/openconf/modules/request.php?module=oc_proceedings&action=summary.php&id=165&a=Accept
https://ae-ic.org/barna/openconf/modules/request.php?module=oc_proceedings&action=summary.php&id=165&a=Accept
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Alvarez-Cueva, Priscila (2022). Music to face the 

lockdown: An analysis of Covid-19 narratives on 

individual and social well-being. Social Inclusion, 10(2), 

pp. 6-18. https://doi.org/10.17645/si.v10i2.4894 
  

https://www.cogitatiopress.com/socialinclusion/article/view/4894
https://www.cogitatiopress.com/socialinclusion/article/view/4894
https://www.cogitatiopress.com/socialinclusion/article/view/4894
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Chapter IV: Conclusions 

 

“First things first 

I'ma say all the words inside my head 

I'm fired up and tired of the way that things have been” 

Believer – Imagine Dragons (2017) 

 

As music is the main cultural resource of entertainment (Bennett, 

2001), especially among youth audiences (Illescas, 2015), critically 

examining its construction becomes relevant from the analysis of 

both cultural and artistic production – as I have presented in this 

thesis. However, the debate and analysis should go further in the 

exploration of the relationships among all the participants in the 

music lyrics or video clips. It is not only our duty to the cultural 

studies field, but we owe a deeper analysis of the historical structure 

of our society, an analysis that also considers the logic behind the 

global power stratification that is still present nowadays (Quijano, 

2011).  

Along this work, the highly contested term of mainstream music 

(Hesmondhalgh, 1998; Chu, 2011) has been incorporated and 

understood as a product that incorporates the following 

characteristics: 1) either with lyrics, video clips or both, it is inserted 

in one of the three giants of the industry: Universal Music Group, 

Sony Music Entertainment, and Warner Music Group. Therefore, 2) 

it is anticipated to pursue commercial purposes. And 3) it reaches the 

top charts either by country (e.g., Spotify classification in Spain) or 

globally (e.g., Billboard, MTV lists), therefore can be considered 

dominant. Far from the understanding of incorporating always sexual 

content (Illescas, 2015), mainstream should not be necessarily linked 

with sexuality, only pop music genres or lowbrow music production. 

Mainstream and commercial, although they may sound redundant, 

sometimes are used together to highlight precisely how the 

combination evokes a force or power that researchers should keep in 

mind when trying to make sense of its role in cultural studies, even 
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though one might not be working with audiences’ perspectives. 

Mainstream music, in this work, is always commercial; although, in 

general, neither commercial music is always mainstream, as well as 

music production does not always have commercial purposes (e.g., 

spiritual music production).    

Reflecting on how mainstream commercial music, among both its 

representations and messages, can impact those who consume it 

(Acord and DeNora, 2008) because it is dominant/hegemonic, the 

discussion of such representations from both a critical postfeminist 

(Gill, 2017; McRobbie 2009) and decolonial (Lugones, 2008; 

Quijano, 2011) perspectives – although the latest one in a less extent, 

opens up the debate on racialisation within cultural production, which 

continues to be an unresolved issue, particularly within the music 

industry. Thereafter, this exploration brings useful tools to explore 

audiences' perspectives concerning mainstream commercial music. 

On the one hand, when talking about the positive side of mainstream 

music, I will refer to its reach capacity. It is undeniable that 

mainstream music reaches you without any real effort to seek it out. 

The viral effect of many mainstream songs can also be seen in digital 

applications and on various social networks (e.g., Spotify, Tik Tok). 

This intrinsic characteristic of the music industry also gives, in a 

certain way and to a certain extent, a mobilising power to the artists 

in the music industry (just like in other areas of art, e.g., films and 

Hollywood). An example can be seen in the repercussions of a tweet 

made by Rosalía or, without going any further, the performances that 

some US artists have given in the wake of the US Supreme Court's 

decision to overturn Roe v. Wade (e.g., Olivia Rodrigo, Megan Thee 

Stallion, Phoebe Bridges). A recent example of this relationship also 

took place in “El Apagón” single by Bad Bunny that denounced the 

social and economic problem that is taking place in Puerto Rico due 

to the U.S. legislation for ex-pats and real state investment on the 

island. The potential that music already has, both to impact on an 

emotional level, as well as on well-being, is increased when the 

mainstream comes into play. Hence, as I argued in the theoretical 
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framework that underpins this thesis, the over-concern regarding its 

representations. However, it is not to be underestimated the 

contributions that come from mainstream music, and here I underline 

such contributions, especially for the Spanish language and for Latin 

American people. 

Precisely, if music facilitates identification options, what it has 

catapulted – especially reggaeton for Latins, regardless of their 

country of origin, is to a large extent a feeling of belonging and 

identity. Within the vindication of women's bodies, which I will 

discuss shortly, there is also an effect of musical hybridisation where 

the production of Latin American artists is no longer in second or 

third place (e.g., Metallica with J. Balvin; Justin Timberlake and 

Romeo Santos; Black Eyed Peas and Sharika). Regardless of whether 

the construction of their narrative is controversial or not, Latin artists 

are more present in the mainstream music industry and that, as I have 

mentioned before, also gives them a relevant power when it comes to 

mobilising their audience towards vindicatory and even 

revolutionary processes (e.g., Residente from Calle 13; Sharika). 

This outreach of music, in the case of the COVID-19 pandemic 

lockdown, also played a key role because due to its characteristics of 

being popular, recognised and being inserted in the music industry, 

both identification and consumption practices did not require 

additional efforts from the audience. Instead, music in general, filled 

many of the spaces of anxiety and frustration with tunes that served, 

as I have mentioned in this thesis, as an antidote to the discomfort 

provoked by the pandemic. Moreover, mainstream music artists were 

able to approach – although virtually –their audiences not only to 

accompany them during the different lockdowns all over the world 

but also to raise money for charity purposes (e.g., such as the USA 

for Africa in 1985).  

On the other hand, to mention the negative side of mainstream music, 

I will use three main points. First, mainstream music simplifies the 

complexity of the world system and, in doing so, not only 

significantly narrows the spectrum of representations with which the 
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audience can identify, but continues to sustain stereotypes that 

undermine the individual and social identity of historically 

marginalised groups (e.g., Latin American people, Black 

communities). 

Second, mainstream music promotes consumerism (Illescas, 2017) 

on a worrying scale, beyond musical genres and generally linked to 

meritocratic narratives (Carbone and Mijs, 2022). This characteristic 

is, to a large extent, the main basis for concern regarding mainstream 

music representations because, in addition, in the midst of the 

consumption it promotes, women's bodies tend to become another 

object of status and exchange. 

Thirdly, in line precisely with this last idea about women's bodies, 

mainstream music commodifies feminism and its vindicatory ideals, 

going so far as to promote certain sexual characteristics as 

'empowering' in its videos and lyrics. This use (and abuse) of feminist 

struggle has been discussed in other spaces of cultural and media 

studies, but in the case of mainstream music, this relationship 

becomes more complex when there is the continued practice of 

sexualisation by racialised participants who, in these representations, 

uphold (perhaps unintentionally a priori) the stigma and prejudice 

that has historically been associated with racialised bodies. 

Given the conditions and requirements of the compendium thesis, as 

well as the four publications that comprise it, some data are still being 

explored and planned for different publications. Nevertheless, after 

presenting the results in Chapter III, I will further synthesise the main 

findings below, in line with the objectives of this research. 

 

Main findings in relation to the research 

objectives  

 

First of all, I want to underline that this research has understood 

mainstream music as a cultural and artistic product. In this research, 

I have analysed the meanings and communicative elements with 
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which mainstream music is constructed (Acord and Denora, 2008). 

In this sense, I have tried to outline how, from the interpreted 

representations, it is possible to understand the society in which they 

are embedded, this is the Western postmodern scenario (Hall y 

Gieben, 1992; Hall, 2011). 

If we consider Antonio Gramsci's definition of hegemony, we agree 

that the representations analysed correspond, to a large extent, to the 

continuity of power relations, especially in terms of class, gender and 

racialisation. The postmodern hegemonic project (Hall, 2011) is 

aligned with mainstream music and the neoliberal discourse that 

favours both the capitalist and patriarchal system (Guarinos, 2012; 

Evans y Riley, 2014; Illescas-Martínez, 2017), by promoting ideals 

of identity and identification based, above all, on the practice of 

consumerism. 

Within this consumption, above all, femininity tends to be one more 

utilitarian commodity for the system (McRobbie, 2009; Gill, 2017) 

and, based on a set of contradictions – a typical characteristic of 

postmodernity, it can be understood as emancipating, depending on 

who performs it. In this sense, it is possible to argue that 

representations of mainstream music are closely related to economic 

interests that respond, in turn, to the dynamics of power and 

domination. 

 

SO1: to analyse the late modernity scenario and how cultural 

elements and capitals are inserted into it 

 

In the case study of Rosalía, two indispensable and transversal 

elements are contextualised. On the one hand, the commodification 

of both cultural elements (e.g., rhythms, clothing, phrases, and 

iconography), and femininity – in particular, the “choni-chic” style. 

And, on the other hand, the musical hybridisation that transcends 

Rosalía, and can be identified in mainstream music in general (e.g., 

Lil Nas X and Billy Ray Cyrus - Old Town Road, 2019). 
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Regarding the practice of consumption, I agree with Jon Illescas 

(2015) that most of the representations allude to youth, especially 

within individualistic and hedonistic performances (e.g., Madonna’s 

representation nowadays). This consumption, as reflected in the case 

of Rosalía, involves the use of certain constructions (which are 

explored in item 2 of the list of publications), mainly based on 

stereotypes and traditionally pejorative patterns (Guarinos, 2012). In 

this exercise, Rosalía – as has happened with other artists in the music 

industry, provokes a kind of subversion of certain characteristics with 

which, in this case, working-class women are associated, particularly 

in Spain. This, because of cultural appropriation and its linkage with 

contemporary figures and characteristics, becomes (and makes 

Rosalía) a world-class musical phenomenon. That means, a star 

within the music industry.   

On the other hand, when I allude to hybridisation as a recurrent 

practice in the music industry, I connect again with the elements of 

individuality and identity. Within the logic of postmodernity, identity 

is fragmented and this, to a large extent, opens up the spectrum of 

creativity within music, reflected above all through cultural 

omnivorism (Veenstra, 2015; Doma, 2017; Weingartner and Rössel, 

2019). In this exercise, the appropriation and use of certain words, 

slang, phrases and ways of referring to certain things or people – even 

in physical aspects (e.g., clothing or make-up), is also understood as 

a strategy that forms part of this contemporary hybridisation. This 

practice, among other things, manages to broaden the spectrum of the 

audience reached by mainstream music (e.g., when Rosalía 

incorporates recognised Latin American figures from the music scene 

into her narrative). 

Finally, and although I have commented on it in the first item of the 

list of publications, Rosalía incorporates several of the elements of 

the post-feminist sensibility (Gill, 2007, 2017) that resonate at a new 

level: that of the working class, in what we have coined as "choni-

chic". This trend has accompanied Rosalía as a public figure, inside 

and outside Spain and, even though it may incur a progressive 
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reading of the choni woman, it also excludes a set of people who, 

especially for economic reasons, will not be able to acquire the 

accessories (e.g., nails, decorations, costume jewellery, etc.) that the 

artist demarcates as part of her consumerist narrative. 

 

SO2: to examine the representations of femininity and 

masculinity in mainstream music and their evolution over 

ten years 

 

After having demarcated the context of my research, and especially 

considering how identity is fragmented and constructed in different 

ways, depending on the context in which it takes place (and the 

elements that are accompanying it), we have proposed eleven gender 

stereotypes that function, in our opinion, as a guide to the 

characteristics with which certain representations are constructed in 

mainstream music. I will not go into detail about each of the classified 

stereotypes, but rather, I will continue to problematise what these 

stereotypes may signify and represent in the social context. 

On the one hand, agreeing with Eva Illouz (1997), it seems that the 

subject empowered by his or her sexuality loses or leaves aside his or 

her connection with romanticism. I am not only referring to the myths 

of romantic love but to love as a concept of partnership, lasting and 

deep. Much of the categorised stereotypes are rather aligned to one 

or several casual partnerships, where the feeling of individuality and 

autonomy is constantly emphasised, especially when it comes to sex, 

sexuality, and sensuality (these two concepts I elaborate on in more 

detail in the next section). Indeed, as Pilar Ramos López (2003) has 

already said, music responds to the sexist world in which it is 

inserted. 

This disproportionate relationship between an emancipatory 

narrative (especially for women) that is distanced from the committed 

couple relationship is problematic. Thinking once again of the 

possibilities that mainstream music provides for processes of 
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identification, not leaving a gap for love representation also 

undermines the ideals of partnership that the audience may have, at 

some point in their lives. Moreover, if these representations are 

pigeonholed into certain bodies, racialized, and stereotyped (e.g., 

hegemonic western femininity), not only is the range of options 

narrowed but in the few identifiable possibilities, racialised groups 

are marginalised once again. Going further, this relationship makes 

even more sense through the lens of decoloniality (Lugones, 2008) 

when we compare historical stereotypes, for example, considering 

the exoticism with which some bodies have been and continue to be 

associated (Arrizón, 2008; Dos Santos Silva and Medeiros, 2021). 

Not feeling love or being unable to receive love seems to be a 

characteristic of racialised bodies. Meanwhile, when it comes to 

configuring representations of "Romeo and Juliet", whiteness and 

heteronormative protagonists are dominant. Thus, behind even the 

subjectification and empowerment of mainstream women artists, and 

a certain romantic subjectification of the protagonist(s), there lurks – 

literally – a set of objectifying representations (Fredrickson & 

Roberts, 1997), especially feminine and, above all, racialised. Love 

thus becomes an attainable ideal – if at all, for mostly white, and 

especially heteronormative, bodies. 

Therefore, I must refer again to the stereotype of "assured western 

masculinity" as the guardian of masculine heteronormativity. It is 

problematic, to say the least, that openly homosexual male artists do 

not make any sexual or amorous representations of their reality. If the 

evolution of representations in mainstream music has proven 

anything, it is that men have to maintain an appearance of the western 

hegemonic masculinity that, among other things, constructs and 

sustains the heteronormative gaze towards this social group. Any 

masculinity that deviates from this construction becomes part of the 

other categories of masculinity that do not give real voice to 

homosexuality. Moreover, in the case of femininities, and here I 

applaud the road travelled by the feminist movement, the category of 

"western pariah femininity" has an important weight, especially in 

subverting the normative conception of femininity. Here, for 
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example, artists such as Lizzo are opening the spectrum of 

representations for bodies that are not only racialised but do not 

respond to the dominant canon of "beauty" that has accompanied 

contemporary cultural production, especially when it comes to 

mainstream commercial music. 

However, these stereotypes, I must emphasise, have two basic 

conditions within cultural studies. On the one hand, through the set 

of identifiable characteristics with which they are constructed and 

categorised, it is possible to build learning processes to both reflect 

and dismantle them, so that identifying each stereotype can lead to 

important processes of subversion for those individuals and social 

groups that have been excluded through their use. And, on the other 

hand, they are theorised from the mainstream music scene, so 

generalising them (e.g., in counter-hegemonic, underground, 

minority music, etc.) could ignore the work that other artists are doing 

in terms of gender representations, especially in terms of masculine 

homosexuality (e.g., Esteman). 

 

SO3: to explore feminine and masculine representations 

with the variables of sexuality and racialisation 

 

This is where I turn my eyes to the debate between sexuality and 

sensuality which, although generally overlapping, can be understood 

in different ways by taking into account racialisation – the racial 

phenotype bias (Maddox, 2004) – as a moderator of such 

representations.  

In line with other works in this field (Hatton y Trautner, 2011; 

Kuipers, van der Laan y Arfini, 2017), I argue that sexualisation, in 

general, continues to permeate cultural production (Attwood, 2009), 

especially concerning female bodies – regardless of subjective or 

objectifying practices. Moreover, mainstream music videos’ 

representations combine elements of the postfeminist sensibility 

(Gill, 2017), with sensuality as a cosmopolitan characteristic 
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(Arrizón, 2008; Regev, 2013). However, and perhaps more 

problematic, representations in mainstream music also include 

elements of social distinction, class, and gender (Skeggs, 1997, 2005, 

2012). Therefore, the characteristics of the neoliberal logic (Evans 

and Riley, 2014) allow reflection on why sexualization remains an 

issue of social class and ethnicity. Therefore, it may not represent the 

same aim for everyone.   

Thus, after considering how the representation between the sensual 

subject (Gill, 2003a) and the sexual object has a variation from 

racialisation, especially in the case of the feminine body, I want to 

discuss a model22 (see figure 2) that facilitates an in-depth critical 

qualitative analysis and problematisation not only regarding 

mainstream music images but also being echoed in other spheres of 

contemporary cultural production. In this sense, I argue that we can 

identify, in these representations, at least three types of constructions, 

as follows: 1) sensual subject – who tends to be located at the centre 

of the images, usually artist(s). In this representation, the 

segmentation of the body does not prevent it from being identified as 

a subject, as it is accompanied by sensual characteristics. 2) sexual 

object – which tends to be a mere filler and corresponds to most 

extras’ participations.  The sexual object is fragmented to the extent 

that only body parts, usually racialised, are seen. Finally, 3) the 

sexual subject – may be the most problematic in the current model 

because it also responds to the many contradictions of postmodernity 

(Hall, 1992; Hall & Gieben, 1992). The sexual subject can be part of 

some representations of protagonists and include representations of 

performers. It is identified by two important differences: i) although 

some of his/hers body parts can be divided, it is still possible to 

identify the individual, but ii) connected to primarily sexual 

 
22 The development and theorisation of this model has been accepted for 

publication and is under review in the forthcoming Handbook of Popular Music 

Methodologies, published by Intellect. The provisional title is: “When mainstream 

music and ‘up for it’ is not for everybody: From a content analysis to a new model 

of analyzing sexualization through decolonial lens.” This chapter has been 

improved thanks the support of the Cultural and Sociology Club at the Social 

Sciences Department of the KU Leuven.  
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encounters (not limited to a single person) and without analogies to 

romantic love. 

 

Subject 

 

 

 

      

      Racialization 

 

Sensual      Sexual 

 

 

 

 

 

Object 

 

Figure 2: subject and sexual object moderated by racialisation. (Own elaboration - 

forthcoming)  

 

Once again, as has happened with the gender stereotypes presented 

in the second item of this thesis, all these representations (categories 

and classifications) can fluctuate from one video to another (as with 

fragmented identity in the postmodern scenario). Thus, as we have 

argued about Lady Gaga, to cite one example, the artist can represent 

herself as western pariah femininity and, in another video, represent 

more of western hegemonic femininity. In this exercise, she can be 

understood as a sexual subject and as a sensual subject, 

correspondingly. 

Finally, this theorization does not consider possible – within the 

model I have briefly presented, the category of the sensual object 

because the very reduction of a person to 'an object' already 

undermines the representation of the individual, whether female or 
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male. Things/objects can be operated by someone and therefore 

acquired any significance that the subject aims to it.  

 

SO4: to examine the narrative elements in mainstream songs 

during the lockdown in Spain and their relationship with 

well-being. 

 

The coined term coronamusic (Hansen et al., 2021) is relevant to 

picture the importance of music during the lockdown due to the 

COVID-19 pandemic. Given this context and building on other 

academic works regarding individual and social well-being, I argue 

that elements such as desires, emotions, people, practices, reflections, 

education and entertainment, and allusions to both war and 

nationalism were crucial to building and reinforcing social networks 

and the sentiments of solidarity and responsibility during the crisis. 

These sentiments, in turn, have a particular role in individual and 

social well-being. While it is true that I do not include an audience 

perspective within the analysis, previous work has already analysed 

the connection of music to well-being. Therefore, out of respect and 

consideration for other academic work – in an attempt to contribute 

to previous discussions, my research identifies the elements with 

which the audience interacted during the time of confinement, 

particularly within the Spanish-speaking context and in Spain. Given 

the performance, discourse, and lyrics of the artist that are part of the 

analysis, I take for granted the relationship between music and 

audiences based on two main considerations: 1. Previous academic 

work in that regard (e.g., Fanian et al., 2015; Oriola and Gustems, 

2015; Kwok, 2019) and 2. the almost homogenization of the health 

crisis that affected all the word, with very small nuances from one 

place to the other. In general, the world had experienced lockdowns, 

close relatives infected, loss of some loved ones, and vaccination 

campaigns, to mention a few. Further work with the audience is 

encouraged, particularly to propose a prevention state where people 

can work their emotions through music, especially considering that 
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the effects of the pandemic are still under revision (e.g., 

consequences of the vaccination) 

 

Limitations and research perspectives 

 

It is undoubtedly the wish of any researcher who, like me, is 

passionate about everything that happens and is represented through 

rhythms and staging, that music studies continue to take place in the 

academy. To this end, I propose three possible scenarios for 

continuing the line of research that I have drawn with this thesis. 

 

1) To understand mainstream music from the audience's 

perspective 

 

Largely absent from my research thesis has been the audience 

perspective. I must admit that the shift to this research project came 

hand in hand with the COVID-19 pandemic and that, although the 

audience had to wait, it is certainly the ideal further step to take. In 

this sense, I strongly believe that an intergenerational study regarding 

the representations and repercussions of mainstream music on the 

audience has the potential to identify some routes to possible future 

consequences, but, above all, to new learning and teaching processes 

that help us to continue building knowledge from the very act of 

breaking down stereotypes and stigmas. The intergenerational gap is 

particularly relevant since new technologies and different 

representations seem to be changing even more rapidly over the past 

years. To contrast how different groups of age, gender, social class 

and geographical location deal with mainstream music and its 

representations may bring light to the preoccupation with youth 

generations, sexuality, and identity. Learning from history (or life 

stories) might have the potential to suture the intergenerational gap 

that our societies need to face the challenges of a changing future 

that, otherwise, will be even more individualized. Furthermore, 

audience research also opens up the opportunity to explore how 
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mainstream music has impacted, if at all, interpersonal relationships, 

that is, how love, sex or consumerism (to mention a few) are 

conceived through the representations and narratives of 

contemporary mainstream music.   

 

2) To deeper systematise the proposed categories and 

model: searching for the quantitative analysis 

 

Another limitation of this study is the nominal level acquired 

regarding the quantitative analysis. There is an interesting way to 

continue problematising the categories of gender stereotypes, as well 

as the subject-object/sensual-sexual model proposed in this research, 

that comes from the technological value. To systematize the analysis 

in quantitative terms is a viable scenario based on the assignment of 

values and search words (e.g., by algorithms) that facilitate the 

identification of the elements to be analysed, not only within music 

videos but also in other cultural products (e.g., television series). 

Nevertheless, a qualitative analysis should be maintained at the core 

of such reflections because comprehending the social reality requires 

digging deeper into elements that can not only be quantified but 

rather problematized with characteristics, values, and perceptions, 

among others. 

 

3) To explore the effect of the post-feminist narrative of 

mainstream music concerning masculinity and 

interpersonal relationships 

 

Throughout my research, I have constantly wondered about the role 

of postfeminist narratives in women, especially considering the level 

of racialisation. However, in parallel, I have maintained some 

questions about how interpersonal relationships are constructed 

based on the post-feminist narrative, present both in mainstream 

music and every day in society, especially about masculinity. I 

believe that opening up the debate on how men, in general, read 
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feminine representations can be interesting to explore how they 

construct their interpersonal relationships, both emotional and 

sexual. One example of this could also implicate an analysis of the 

social interaction that is taking place among dating apps within music 

as a mediator (e.g., Tuned app23). Gender studies, in my 

understanding, have their work cut out when it comes to analysing 

masculinities and the role of different representations among men. To 

start problematizing this, might also enlighten the path of the kind of 

feminisms (intentionally in plural) we are promoting or overlooking. 
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Annexes:  

 

Compendium articles: English-translated 

preprints from Spanish 

 

• Evolution of heteronormativity through a categorization of gender 

stereotypes. Analysis of the most popular music videos (second 

article’s preprint translated) 

• Between subject and sexual object: A decolonial analysis of 

sexualization and racial phenotyping in the most listened to 

commercial music in Spain (third communication’s preprint 

translated) 

 

Evolution of heteronormativity through a 

categorization of gender stereotypes. Analysis of 

the most popular music videos. 
 

(Pre-print translated from Spanish for reading purposes only. To 

proper cite this article, please use the following reference: Álvarez-

Cueva, Priscila; Figueras-Maz, Mònica; Medina-Bravo, Pilar (2021). 

“Evolución de la heteronormatividad a partir de una categorización de 

los estereotipos de género. Análisis de los videoclips musicales más 

populares”. Profesional de la información, v. 30, n. 5, e300501. 

https://doi.org/10.3145/epi.2021.sep.01) 

 

Abstract 

The representations of masculinity and femininity within the most listened 

to commercial music and its evolution, based on an own elaboration of a 

system of 11 analytical categories of gender stereotypes that explore gender 

binarism, are examined. In so doing, a qualitative and quantitative content 

analysis of 50 video clips of the most-listened songs in two periods of time 

(2009 and 2019) is carried out. From a post-feminist critical perspective 

(Gill, 2007, 2017), the study verifies that gender binarism is maintained 
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over time, although with important nuances in both years. The results 

conclude that the most prominent stereotypes are western hegemonic 

femininity, associated above all with romantic narratives (mainly in 2009), 

and western pariah femininity, which dialogues with elements of greater 

sexualization (especially in 2019). On the other hand, western protestant 

masculinity is present in most of the songs associated with musical genres 

such as rap or hip hop, in both periods; while occidental assured 

masculinity, which is evident in 2019, is associated with the need to 

maintain the heteronormative and hegemonic representation of masculinity, 

even though the artist’s sexuality does not fit into it. The study concludes 

that the dominant masculinity stereotype continues to be the heterosexual 

hegemonic masculinity model, in both the romantic and the sexual context, 

while the representation of femininity shows some confrontations with the 

traditional model. The study is a contribution to other studies on 

masculinities and femininities as it establishes categories that may be 

applied to different cultural products and social realities. 

Keywords 

Binarism; Gender; Gender stereotypes; Music; Masculinities; Femininities; 

Video clips; Mainstream; Content analysis; Categorizations; 

Heteronormativity. 

 

Introduction and theoretical framework 

In the field of cultural studies, music is recognised as the most important 

entertainment product (Bennett, 2001), not only for its versatility in 

communicating different social realities (Álvarez-Cueva; Masanet; 

Cano-Hila, 2020; Guerra, 2019; Silva; Guerra; Santos, 2018) but also 

for its strong links with adolescence and youth, a key period in the 

construction of identity (Erikson, 1994). When considering the dominant 

cultural production scenario -mainstream- (Illescas-Martínez, 2015), 

understanding gender representations is key to making sense of the 

construction of the social imaginary, where both the creation of ideas and 

the reinforcement of behaviours take place (Donze, 2016; Jerald et al., 

2016; Rodríguez-López, 2015; Sabelli, 2011). In this sense, commercial 

music is understood as a cultural and media product loaded with elements 

that dialogue with its audiences in diverse ways, especially within the 

scenario of late modernity (Giddens, 1997). In this dialogue, the video clip 
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is the most consumed product by young people, whose content also tends 

to reinforce the reproduction of cultural and ideological habits (Illescas-

Martínez, 2017). Added to this scenario is the fact that, in recent years, the 

sexualisation of culture (Attwood, 2006; 2009) has become an essential 

ingredient of cultural production and, increasingly, insistently, and 

explicitly, in the field of music, both among its lyrics and video clips. 

According to Illescas-Martínez (2015), the Big Three24 record labels 

control 91.6% of the so-called "dominant" or hegemonic video clips that 

play a key role in constructing common sense (Illescas-Martínez, 2015). 

In his work, Illescas-Martínez (2015) argues that video representations 

have a particular impact on younger audiences, promoting notably pro-

systemic ideological content (Illescas-Martínez, 2017). Added to this 

consideration is the neoliberal scenario in which cultural production is 

framed (Evans; Riley; Shankar, 2010) which can, in turn, generate the 

false impression of greater democratisation in gender representations when, 

in reality, traditional representations tend to keep maintained, although 

tinged with certain slogans that promote pseudo-self-determination (Gill, 

2009; Guarinos, 2012; Masanet, 2016). 

Several studies have analysed the configuration of different violent and 

sexist representations and messages in music video clips (Álvarez-Cueva; 

Guerra, 2021; Hormigos-Ruiz; Gómez-Escarda; Perdió-Oliver, 2018), 

especially in traditionally controversial music genres such as rap 

(Fernández-Llaneza, 2015; Johnson et al, 1995; Mazer; Gelain; 

Guerra, 2018; Schneider, 2011; Smiler; Shewmaker; Hearon, 2017; 

Wright; Qureshi, 2015), rock (Bleich; Zillmann; Weaver, 1991; Dhoest; 

Herreman; Wasserbauer, 2015; Eastman, 2012; Frith; Goodwin, 1990; 

Regev, 2013) and, lately, reggaeton (Araüna; Tortajada; Figueras-Maz, 

2019; Goldman, 2017; Marshall, 2008; Martínez-Noriega, 2014; Thillet, 

2006). 

In commercial music in general, and the most listened to music in 

particular, gender stereotypes continue to be transversally present, as an 

implicit perpetuation of the patriarchal system (Soler-Campo; Oriola-

Requena, 2019). The role of women is reduced to two categories: either 

'diva' or 'accessory', although in both cases seduction and sensuality are 

indispensable requirements (Rodríguez-López, 2015); while masculinity 

 
24 Universal Music Group, Sony Music Entertainment, Warner Music Group 
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transgresses towards representations that relate more to impact and what is 

considered part of the spectacle. Whether as a diva or complement, the 

woman serves as a hook to capture attention (Guarinos, 2012; Ramos-

López, 2003) and the role she plays afterwards becomes secondary. 

This study starts from the premise that the consumption of music videos 

contributes to strengthening gender ideologies and stereotypes, especially 

among adolescents (Jerald et al., 2016), because it articulates the visual 

component that aims to impact the viewer (Pérez-Rufí, 2017). In this sense, 

we understand commercial music and its video clips not only as cultural 

products but also as the result of a dominant industry that loads meanings 

and information that, in turn, impact the consumption habits and behaviour 

of its recipients (Illescas-Martínez, 2015; 2017; Rich et al., 1998; 

Roberts; Foehr, 2008; Vandenbosch; Vervloessem; Eggermont, 2013). 

Therefore, the study suggests that going deeper into the construction of 

different representations could generate processes of reflection and analysis 

that, especially in the case of music, could also function as a tool for raising 

awareness (Hormigos-Ruiz; Gómez-Escarda; Perdió-Oliver, 2018) 

about how we construct the collective imaginary and the implications that 

this may have on the perpetuation of ideas, prejudices, and gender roles. 

For all these reasons, it is considered relevant to analyse what and how these 

stereotypes are, how they are represented and whether they have changed 

over the years. Based on gender binarism, the aim is to determine the 

characteristics that pigeonhole the representations of singers or musical 

groups within the collective imaginary and to explore these stereotypes to 

problematise and deconstruct them. The consideration of the analysis of the 

artist or musical groups responds to the leading role they play in the 

representation among their video clips. 

Method and materials 

The study aims to analyse and evaluate the representations of femininity 

and masculinity, as well as their evolution over a decade, in the most 

popular commercial music video clips. To this end, a quantitative and 

qualitative content analysis (Krippendorff, 2004) is carried out to 

understand the data as symbolic phenomena loaded with meanings, 

references, values and possible intentions. The study also incorporates 

strategies from Glaser and Strauss' (1967) grounded theory, which 

facilitates a dialogue with the units of analysis and the data, so enables the 
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representations themselves to facilitate their reading and subsequent 

classification. 

The empirical orientation of content analysis, its relationship with symbolic 

phenomena, and its ability to develop its methodology for research 

purposes (Krippendorff, 2004) make it a relevant method for linking 

qualitative and quantitative elements that we can identify in music video 

clips. Likewise, the concepts of postfeminist sensibility proposed by Gill 

(2007; 2017) are included as a tool to unravel other present characteristics 

that are interwoven in mainstream discourses, some of which can promote 

patterns, consumption habits and certain behaviours among the audience 

(Soler-Campo; Oriola-Requena, 2019). Thus, this study constructs 

categories of analysis that take as their starting point the two binary 

categories of femininity and masculinity, to which the post-feminist 

perspective is incorporated (Gill, 2007; 2017) and also other expressions of 

femininity and masculinity explored by various authors (Anderson, 2002; 

Bridges; Pascoe, 2014; Connell, 2005; Connell; Messerschmidt, 2005; 

Gomillion; Giuliano, 2011; Parsons, 1949; Poynting; Noble; Tabar, 

2011; and Schippers, 2007). 

For the elaboration of the categories of analysis (table 1), we start with 

Gramsci's concept of hegemony (Illescas-Martínez, 2015) and the gender 

binarism based on emphasised femininity and hegemonic masculinity 

(Connell, 2005; Connell; Messerschmidt, 2005). Employing grounded 

theory (Glaser; Strauss, 1967) the different categories of analysis were 

incorporated, and the same binary logic was applied to them, deliberately 

making sure that one stereotype (feminine) responds to the other 

(masculine), and vice versa. Thus, the following categories of femininities 

and masculinities were established building up the work of Bridges and 

Pascoe, (2014), Poynting, Noble and Tabar, (2011) and Schippers 

(2007), and are pariah and hybrid femininities, and protestant and hybrid 

masculinities, respectively. The last categories, incorporated to include 

other types of stereotypical representations, dialogue with the works of 

Gomillion and Giuliano (2011), and Anderson (2002), and are: dike and 

trans femininities, in addition to sissy, trans and assured western 

masculinities, the latter as a unique case that is identified in masculinity. 

The specific characteristics of the 11 proposed categories can be reviewed 

in Table 1. 

Table 1: Categories of analysis (characteristics) 
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FEMININITIES MASCULINITIES 

 

1. Western Hegemonic Femininity - 

The model depicts a delicate, 

submissive, care-oriented 

heterosexual woman. Situations of 

men or other women dominating her 

may occur (Connell, 2005; Connell 

and Messerschmidt, 2005). 

6. Western Hegemonic Masculinity - 

The toned, bold and aggressive man. 

This is the type of man who appears 

elegant and glamorous, generally 

young, uninhibited, consumerist, 

powerful, narcissistic, happy and 

hedonistic (Connell, 2005; Connell 

and Messerschmidt, 2005). 

2. Western Pariah Femininity - The 

heterosexual woman who is not 

socially desired or is not taken as an 

example to be followed because some 

of her qualities are outside the 

hegemonic and normative framework 

of femininity, either because of her 

skin colour, body shape or unfeminine 

behaviour, such as aggressiveness and 

episodic sexual celebration. 

(Schippers, 2007) 

7. Western Protestant Masculinity - 

encompasses masculine 

representations that: 1. challenge the 

Western hegemonic pattern (working-

class background, ethnicity or 

racialisation) and 2. are associated with 

undesirable social issues. It is a type of 

representation that continues to uphold 

a hierarchy of power, especially 

concerning women (Poynting et al., 

2011). 

3. Western Hybrid Femininity - The 

generally white, slim, sensual woman 

who takes care of her body and 

represents herself as self-determined 

while retaining various patterns of 

idealised femininity (such as make-up, 

perfect hair, dresses, heels and 

jewellery, among others), while 

maintaining, at the same time, a 

generally elegant, jovial and sensual 

demeanour. (Gill, 2007, 2017). 

8. Western Hybrid Masculinity - The 

man who incorporates some of the 

elements associated with marginalised 

or subordinate masculinities and, at 

times, some femininities. This type of 

masculinity unveils a new and positive 

representation that moves away from 

the aggression, brute force, and 

irrationality of toxic masculinity. It 

thus includes masculinity that is 

represented as vulnerable (Bridges 

and Pascoe, 2014). 
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4. Dike (Lesbian) Femininity - A 

woman who demonstrates a 

homosexual inclination in her 

(re)presentation, without relinquishing 

her feminine corporeality. This 

includes representations associated 

with both femme and butch 

(Gomillion and Giuliano, 2011). 

9. Sissy masculinity (effeminate) - A 

man who demonstrates a homosexual 

inclination without renouncing his 

male body (Gomillion and Giuliano, 

2011). 

5. Trans-femininity - A person who 

does not fit into a cisgender identity. 

In their representation, although they 

may share characteristics of other 

femininities or masculinities, the 

difference lies in the fact that this 

woman (regardless of her passing) is 

still defined/differentiated by the 

hegemonic normative discourse as: 

"trans woman". 

10. Trans-masculinity - A person who 

does not fit into a cisgender identity. In 

their representation, although they may 

share characteristics of other 

femininities or masculinities, the 

difference lies in the fact that this man 

(regardless of his passing) is still 

defined/differentiated by the 

hegemonic normative discourse as: 

"trans man". 

A counterpart is not identified in the 

case of femininities because the 

preoccupation with maintaining the 

hegemonic normative canon is 

restricted to the case of mainstream 

male commercial artists. 

11. Western Assured Masculinity - A 

heteronormative representation of a 

man who, despite having publicly 

declared his homosexuality, maintains 

in his (re)presentations patterns of 

hegemonic masculinity (Anderson, 

2002). 

Not Determined' (ND) for cases 

where it cannot be classified under the 

above. 

Not Determined' (ND) for cases 

where it cannot be classified under the 

above. 

(Own elaboration based on Connell, 2005; Connell y Messerschmidt, 2005; Schippers, 

2007; Poynting, Noble, y Tabar, 2011; Gill, 2007, 2017; Bridges y Pascoe, 2014; 

Gomillion y Giuliano, 2011; Anderson, 2002) 

Once the 11 categories of analysis had been defined, inter-observer 

reliability was calculated with 10% of the total sample (Krippendorff, 

2004), obtaining an agreement of 0.80, which indicates a good level of 

reliability (Krippendorff, 2004; Lombard; Snyder-Duch; Bracken, 

2002). 
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As a sample for analysis, the 10 most listened to songs from the three 

platforms/media were selected: 

- Los40Principales Spain (dated 26 December 2009 and 28 December 2019, 

respectively); 

- Billboard (Hot 100 songs [year-end charts] for 2009 and 2019); and 

- Spotify (Top hits of 2009 and 2019), based on their rankings of the most 

popular songs. 

The next step consisted of eliminating repetitions and overlaps between 

them, both in the first and second periods, to obtain the final sample of 

N=50 video clips of the most popular songs in 2009 (n= 25) and 2019 (n= 

25). To carry out the analysis we used the official video clip of the artists 

within the YouTube platform and considered only the representation of the 

lead singer, man and/or woman, as well as duets, groups, or collaborations 

(where more than three artists and/or musical groups are linked and perform 

a joint production in a production). 

Of the total of 50 videos, 15 correspond to women soloists, 9 to men 

soloists, 11 are duets (man-woman, woman-woman, man-man), 5 are men 

groups, and 4 include at least one woman artist. Finally, in what is 

categorised as collaborations, the study counts a total of 3 videos that 

include only men artists and 3 videos of mixed collaborations. 

Analysis 

The first section presents the data from the quantitative content analysis. 

Table 2 (Femininities and masculinities by year and genre of music) counts 

(absolute frequencies) the gender stereotypes detected in each music video 

according to the 11 categories designed. 

Quantitative content analysis 

Firstly, the representation of women is 48.52% (n=33). Of this figure, 

women artist performs as a soloist in 30% (n=15) of the cases, while in 

duets the percentage is 22% (n=11) and, to a lesser extent, she is also part 

of mixed groups with 8% (n=4), as well as in mixed collaborations with 6% 

(n=3). In duets (n=11), 90.9% corresponds to productions shared with a 

men artist (i.e. only one case corresponds to a duet of two women artists). 

In the case of the representation of men artists, their overall representation 

is 51.47% (n=35), which is slightly higher in the cases of women artists. 
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However, men artists are on stage as a soloist in 18% (n=9), as well as in 

all-men groups with 10% (n=5), and all-men collaborations with 6% (n=3). 

To this must be added the values of duets, which, as indicated for the 

representation of women edges, is 22% (n=11), as well as 8% (n=4) of 

mixed groups and 6% (n=3) of mixed collaborations. 

However, when analysing these numbers through the two time-slices, we 

identified that from 2009 to 2019 the representation of women solo artists 

drops by -50% (2009 n=10 / 2019 n=5), while mixed duets increase by 

167% (2009 n=3 / 2019 n=8). The mixed collaborations, on the other hand, 

fall by -50% for 2019, while mixed groups disappear for the same period. 

On the other hand, men solo artists slightly increase their presence from 

2009 (n=4) to 2019 (n=5), by 25%, as well as in the video clips of all-men 

groups (2009 n=2 / 2019 n=3), which, incidentally, do not have a women’s 

counterpart in any of the periods analysed. Finally, it is also evident that 

collaborations between men artists only take place in 2019, which, once 

again, is an isolated case of men representation. It can thus be seen that the 

representation of women remains a minority in terms of artistic forms 

(formats) (i.e., their presence in all-women duets, groups, or collaborations, 

which generally relegates them to two options: performance as a soloist 

and/or in duets, the latter generally performed with men artists). On the 

contrary, in the representation of men, a greater variety of artistic formats 

is observed, which includes both men-only and mixed formats. According 

to table 2, the total number of stereotypes identified does not correspond to 

the number of units of analysis (N=50) in the study. Instead, a total of 69 

stereotypes are corroborated, of which 47.8% (n=33) correspond to 

stereotypes of femininities, while the remaining 52.1% (n=36) are 

identified as stereotypes of masculinities. 

Regarding the cases identified as stereotypical femininities, the first place 

goes to western hegemonic femininity, with 51.5% (n=17), although it 

shows a decrease of 45.4% in its representation towards 2019. This 

stereotype, however, in both periods, is mainly associated with the pop 

music genre (among all its variants), with an exception with the hip hop 

music genre (3.3% n=1) for 2019. On the other hand, the western hybrid 

femininity stereotype ranks second in the number of identified cases, with 

21.2% (n=7) of representations although it does not vary much from one 

period to the next (33.3%), it falls within the pop music genre. Furthermore, 

18.1% (n=6) of the identified cases of western pariah femininity are also 

associated with the pop music genre, represented by 12.1% (n=4) and, to a 
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lesser extent, with alternative/indie and trap music genres with 0.33% 

(n=1), respectively. Overall, this stereotype shows a 50% decrease by 2019. 

Finally, within the representations of women artists, 9.09% (n=3) were not 

associated with any gender stereotype category. 

Table 2. Femininities and masculinities by year and musical genre 
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Pop 10 5 4 0 3 2 0 0 0 0 0 2 5 7 0 0 0 0 0 0 0 0 0 1 0 2 

Hip hop 0 1 0 0 0 0 0 0 0 0 0 0 1 3 1 2 0 2 0 0 0 0 0 0 0 0 

Rap 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 2 1 1 0 1 0 0 0 0 0 0 

Rock 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 1 

Alternative 0 0 0 1 1 0 0 0 0 0 0 0 1 1 0 0 0 0 0 0 0 0 0 0 0 0 

Trap 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 

Reggaeton 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 

R&B 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 

Total 

stereotypes* 

11 6 4 2 4 3 0 0 0 0 0 3 8 13 1 4 2 3 0 1 0 0 0 1 0 3 

*Does not correspond to N=50 because in some of the videos there is more than one 

stereotype. 

Most of the representations of masculinities coincide with the stereotype of 

western hegemonic masculinity within 58.3% (n=21) of cases. While the 

musical genre most associated with this stereotype of masculinity is also 

pop (33.3%, n=12), this dominant stereotype, unlike femininities, is not 

pigeonholed solely into one musical genre, but is also echoed in the musical 

genres of hip hop, with 11.1% (n=4), alternative/indie, with 5.55% (n=2) 

and rap, reggaeton and R&B with 2.77% (n=1) each. Furthermore, it is 

interesting that the stereotype of Western hegemonic masculinity increased 

its presence from 2009 to 2019 by 62.5%. It is also interesting to note that 

the representation of the stereotype of western protestant masculinity 

increases from 2.77% (n=1) in 2009 to 11.1% (n=4) in 2019 (i.e., it 

increases its presence by 75%, in addition to the fact that its representation 

is linked, especially, to the musical genres of hip hop with 8.33% and rap 

with 5.55%). Regarding masculinities, it is also interesting to see the 0.33% 

increase in the representation of the western hybrid masculinity stereotype, 
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from 5.55% (n=2) of cases in 2009 to 8.33% (n=3) in 2019. To our surprise, 

these representations were found in the music genres of hip hop and rap, 

with 5.55% (n=2), respectively, and only one case concerning the music 

genre of rock (2.77%). Added to this data is the representation of the 

assured western masculinity which in 2019 is evidenced in one single 

musical track associated with the pop genre (2.77% n=1), while the 

stereotype of sissy masculinity is also represented in 2019 with one single 

track (2.77% n=1) although, in this case, the musical genre to which it is 

associated is rap (fused with country music). Finally, as in the case of 

femininities, 8.33% (n=3) of representations of masculinities were not 

associated with any of the classifications. 

If we take into consideration that the first data from the units of analysis 

suggested a greater presence of women soloists (n=15) in comparison to 

men soloists (n=9), the process of analysis makes it clear that the 

representation of masculinity continues to be in the majority since by 

including both groups (n=5) and collaborations (n=3) exclusively with men, 

the representation of femininity is relegated to solo performances (n=15), 

as no women-only groups or collaborations are identified. The only spaces 

where femininities are otherwise present are in performances within duets 

(n=11), mixed groups (n=4) or mixed collaborations (n=3), shared with men 

artists. Thus, if the same duets, groups, and mixed collaborations are taken 

into consideration to also assess the representation of masculinity, it is 

precisely masculinity the one that ends up dominating the different forms 

(formats) of representation in the most listened to music. This consideration 

is relevant when considering that, for example, in duets (which represent 

22% of the forms of representation, both for masculinities and femininities), 

femininity is mostly of the western hegemonic type, while masculinity 

corresponds to western hegemony, giving rise to the relationship that 

Connell (2005) maintains of male domination over women, a relationship 

that we problematise in greater detail in the qualitative analysis section. 

Qualitative content analysis 

In this section of the analysis, the gender stereotypes raised are linked to 

the musical genres and their most salient characteristics. For this purpose, 

some images/frames are taken from some of the video clips analysed and 

included to illustrate the findings. To facilitate the reading of each category, 

the analysis is divided into two parts. The first is dedicated to femininities 

and the second to masculinities. 
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a) Femininities: from the emphasis on submissiveness to the 

masculine-sexual female 

In the video clips analysed, western hegemonic femininity has more 

presence (n=11) in the first period, especially concerning the pop music 

genre. These representations are mainly associated with romantic 

narratives, either celebrating love or lamenting its loss. These data dialogue 

with the study by Illescas-Martínez (2015), in the sense that video clips that 

emphasise western hegemonic femininity are accompanied by a romantic 

narrative that, according to the author, corresponds to the majority of video 

clips in the music industry. 

Although the presence of these representations decreases (n=7) in 2019, the 

existing references still follow the romantic narrative. While this does not 

limit western hegemonic femininity to always be framed romantically, the 

narrative accompanying examples such as Nelly Furtado with ‘Manos al 

aire’, Miley Cyrus 'The climb' and Taylor Swift 'Love story', in 2009; and 

Camila Cabello, with her song 'Señorita' (see image 1) in 2019, as an 

interesting example because it corresponds to the stereotype of the woman 

in love and need of the male figure. 

These constructions of hegemonic femininity correspond to the social ideal 

of desired femininity. Although other studies have pointed out that the 

contemporary hegemonic representation of women tends to be one of 

increased sexualisation, self-determination and the 'up for it' of post-

feminism (Gill, 2009; 2012; Vandenbosch; Eggermont, 2012), this study 

suggests that western hegemonic femininity fulfils its role as a hegemonic 

stereotype to the extent that it fits traditional patterns of socially desired 

femininity, including care, submissiveness and gentleness (i.e., a set of 

characteristics that facilitate male or other women's domination over her) 

(Connell, 2005). 
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Image 1. Music video 'Señorita', by Shawn Mendes and Camila Cabello, 2019 [00:01:05]. 

Western pariah femininity (Schippers, 2007), on the other hand, is 

particularly identified in 2009 (n=4), represented by figures such as Lady 

Gaga with the songs 'Poker face' and 'Bad romance', and Fergie (from Black 

Eyed Peas) with the songs 'I gotta feeling' and 'Boom peeling pow'. In these 

pop music videos, the sexualisation (Attwood, 2007; Gill, 2017) that is 

incorporated is glamorous and youthful, tinged with a constant apology for 

partying (Illescas-Martínez, 2015). In 2019, the stereotypical western 

pariah femininity is identified in the music genre of hip hop and rap (n=2), 

with Ariana Grande '7 rings' song, in addition to Billie Eilish's music video 

'Bad guy', which corresponds to the alternative/indie music genre. 

However, in the case of '7 rings', as it can be seen in image 2, sexualisation 

and provocation are evident, while in 'Bad guy' the reading is more of an 

artistic, social and symbolic claim (image 3). 

 

Image 2. Ariana Grande's '7 rings' music video, 2019 [00:01:43]. 

 

Imagen 3. Videoclip 'Bad guy', de Billie Eilish, 2019 [00:01:29]. 

Following the work of Schippers (2007), our study argues that the 

representations identified correspond to the type of woman who is not 

socially desired or is not taken as an example to be followed, especially 
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because of her unfeminine, liberal and indomitable behaviour. Likewise, 

this femininity often corresponds to song lyrics that mention the words 

'bitch' or 'bitches' as a form of vindication of terminology that has 

traditionally been pejorative. In this sense, we agree with other works that 

analyse the double reading where a certain construction of femininity is 

praised or reproached (Fernández-Llaneza, 2015).  

Western hybrid femininity corresponds to the stereotype that is most 

homogenised in both periods, it does not undergo a substantial change in 

the number of representations.  

 

Image 4. Music video 'Tu x mi, yo x ti', by Rosalía and Ozuna, 2019 [00:02:24]. 

Both in 2009 (n=4) and 2019 (n=3), this category is mostly linked to the 

pop music genre (and its variants: pop country, pop rock, pop Indian), with 

the only exception in 2019 in the figure of Rosalía and her reggaeton (urban 

music) video clip 'Tu x mi, yo x ti', performed with Ozuna. It is relevant to 

highlight the case of Rosalía since, in general, Western hybrid femininity, 

in this study, accompanies the representations of female soloists (see image 

4). In fact, throughout her video clip, Rosalía navigates between western 

hybrid femininity and western hegemonic femininity. The latter, although 

her identification is low, remains connected to the romantic scene in the 

portrayals she constructs with Ozuna. 

The study shows that the slim, young, and sensual body is a common 

element in the identified representations, which corresponds to Gill's (2007; 

2017) post-feminist sensibility, although the key differentiator is that this 

stereotypical femininity does not abruptly break with the social conventions 

of traditional and socially expected femininity (Fernández-Llaneza, 2015; 

Shields-Dobson, 2014). Finally, the study does not identify any dike or 

trans representation within the units of analysis. 
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b) Masculinities: always dominant, either romantic or seductive. 

In this study, western hegemonic masculinity is found in several musical 

genres, including pop (and its variations: ballad, electro or dance), hardcore, 

alternative/indie, reggae, reggaeton and hip hop, although to a lesser extent 

in the latter two. This stereotype, moreover, is present in both periods, as 

shown in Table 2 (2009: n=8), increasing by 2019 (n=13). An interesting 

relationship becomes evident when identifying that when the western 

hegemonic masculinity stereotype is on stage together with a female artist 

- in duets - the songs tend to be romantic. Therefore, the stereotype of 

western hegemonic masculinity is generally in the company of the 

stereotype of western hegemonic femininity. Examples of this relationship 

are the songs by Alejandro Sanz and Alicia Keys: 'Looking for paradise', 

Shawn Mendes and Camila Cabello: 'Señorita', and Bradley Cooper with 

Lady Gaga: 'Shallow'. The only atypical case in this relationship takes place 

with Black Eyed Peas, where the singers' representation corresponds to the 

stereotype of hegemonic masculinity, while Fergie, as previously 

mentioned, rather represents the stereotype of western pariah femininity. 

Here, however, it is emphasised that the group is made up of three men, so 

the romantic figure of the duet could not take place and, consequently, the 

representation may be read as simple 'party buddies'. 

Western Protestant masculinity, on the other hand, is directly associated 

with the music genres of hip hop and rap. This result aligns with other works 

that discuss the construction of negative imagery around these music genres 

(Schneider, 2011; Connell, 2014), especially because of their link to 

working-class scenarios or racialised characters (Poynting; Noble; Tabar, 

2011). Table 2 reflects one example in 2009, while in 2019 this stereotype 

is more prevalent (n=4). A particularity is that this representation is 

performed alone, either as a soloist or in an all-men group. Although there 

is a slight nuance concerning the stereotype of western hybrid masculinity, 

in the song 'Options' by NSG ft Tion Wayne, the protestant stereotype 

continues to be dominant. The music videos in this category are 'Strike a 

pose' by Young T & Bugsey ft Aitch, 'Sicko mode' (see image 5) by Travis 

Scott, and 'Right round' by Flo Rida. 
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Imagen 5. Videoclip 'Sicko mode', de Travis Scott, 2019 [00:02:00]. 

In contrast, the western hybrid masculinity stereotype, as Table 2 indicates, 

is present in both 2009 (n=2) and 2019 (n=3), with an increase in the latter 

period. Milow's video clips 'Ayo technology' and Fito & Fitipaldis' 'Before 

I count ten' are key examples in 2009. While, for 2019, the representative 

music videos are 'Old town road' by Lil Nas X ft Billy Ray Cyrus, 'Ladbroke 

grove' by AJ Tracey and 'Wow' by Post Malone. Interestingly, four of the 

five videos fall into the rap (or rap fusion) music genre. The study argues 

that a key feature to explain this relationship lies in the configuration of 

representation and narrative, as humour, male submissiveness or the 

statement of personal values transforms what might be anticipated as 

hegemonic or protestant masculinity (due to the social connotation of the 

music genre), into hybrid masculinity (Bridges; Pascoe, 2014). An 

example of this reading is in the music video 'Old town road' where, 

between Billy Ray Cyrus' country style, pink denim attire and lounge 

choreography, a representation is woven that differs from the constant 

objectification that the rap music genre usually has as an ingredient of its 

representation. 

 

Imagen 6. Videoclip 'Old town road', de Lil Nas X ft Billy Ray Cyrus, 2019 [00:02:05]. 
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Image 7. Music video 'Tabú', by Pablo Alborán and Ava Max, 2019 [00:02:43]. 

In this same musical theme, we find the only representation of sissy 

masculinity, in Lil Nas X (see image 6), who is transcendental in 

determining the positive representation of masculinity, especially within a 

generally controversial musical genre such as rap. Trans-masculinity is not 

identified within the study.  

Finally, one case of assured western masculinity is identified, which 

corresponds to Pablo Alborán and Ava Max's music video 'Tabú' (see image 

7). Although the news and publication of his homosexuality took place in 

2020, the case of Pablo Alborán is still relevant insofar as he has sought and 

maintains today a representation that fits the patterns of hegemonic 

masculinity. The video clip 'Tabú' is not only relevant in the composition 

and role of the hero he plays with Ava Max, but in the final fight, the 

elements of sexualisation and corporeality typically normative of 

hegemonic masculinity are brought to the fore. The case of Pablo Alborán 

is like that of other artists in the music industry who, despite having 

declared their sexual orientation several years ago, have not allowed 

themselves to represent or allude to it in their music videos (e.i., Ricky 

Martin or Adam Lambert) 

Discussion and conclusions 

This study presents two types of analysis, quantitative and qualitative, 

based on a system of categories that explore the binarism of gender 

stereotypes to problematise these representations in the production of 

commercial mainstreaming music, specifically in the video clips of the most 

listened to songs in two time periods (2009 and 2019). With this objective, 

the categorisation of 11 gender stereotypes has been designed, among 

which the following stand out: Western hegemonic femininity, Western 

hybrid femininity and Western pariah femininity; in addition to Western 
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hegemonic masculinity, Western protestant masculinity and Western 

assured masculinity. 

Within the quantitative analysis, the study identifies 69 gender stereotypes 

in the total number of video clips in the sample (N=50). It is observed that 

the representation of masculinity encompasses more forms of artistic 

production and creation, since it is transversally present both as solo artists 

(18%), in duets with other artists especially women (22%), as well as in 

groups (10%) and collaborations (6%) only with men, and groups (8%) and 

mixed collaborations (6%), either with women artists or with other musical 

groups. In contrast, women's representation is limited to solo performances 

(30%) or duets (22%), mostly with men artists. Therefore, the 

representation of femininity encompasses even fewer options and forms of 

artistic production (Ramos-López, 2003). 

The study points out that the first place of stereotypes of femininity 

corresponds to that of Western hegemonic femininity (51.5%), generally 

associated with the pop music genre and in two key formats: as a solo artist 

or in a duet with a man artist. The second stereotype of femininity is that of 

the Western hybrid femininity (21.2%), which is pigeonholed into the pop 

music genre. In third place, the study identifies the stereotype of Western 

pariah femininity (18.1%), associated with the music genres of pop, 

alternative/indie, and trap.  

In the case of masculinity stereotypes, the study highlights that most 

representations correspond to the stereotype of Western hegemonic 

masculinity (58.3%), mainly associated with the music genre of pop 

(33.3%) but which, unlike femininity stereotypes, is also identified in the 

music genres of hip hop (11.1%), alternative/indie (5.55%) and the genres 

of rap, reggaeton and R&B (2.77%). A noteworthy fact about this dominant 

stereotype is the fact that its presence increases by 62.5% in 2019. 

Similarly, the study notes a 75% increase in the representation of the 

Western Protestant masculinity stereotype in the same year, linked above 

all to the musical genres of hip hop (8.33%) and rap (5.55%). The 

stereotype of Western hybrid masculinity, which also increases slightly in 

2019, is in turn associated with the musical genres of hip hop and rap 

(5.55%), as well as a rock (2.77%), although to a lesser extent. In fourth 

place, the study highlights the stereotype of assured Western masculinity, 

which is identified only in 2019 and is associated with pop (2.77%). Finally, 
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the stereotype of sissy masculinity, with one case in the same period (2019), 

is associated with the rap music genre (in fusion with country). 

It is therefore concluded that there is an evolution in the representation of 

stereotypes of femininity and masculinity in mainstream commercial 

music. It is identified that the representation of women is more closely 

related to traditional social connotations and, in this exercise, largely 

complies with hegemonic norms and standards. Western hybrid femininity 

dialogues with elements of Gill's (2017) postfeminist sensibility and is 

framed in a discourse that is vindicatory - especially of sexuality - yet, at 

the same time, contradictory (De-Miguel, 2019). On the other hand, the 

stereotype of Western pariah femininity is misaligned with the normative 

framework of traditional femininity and is not represented romantically. On 

the contrary, the stereotype that accompanies the sentimental woman 

continues to be mainly the hegemonic one defined by Connell (2005) as 

emphasised femininity, which requires or allows someone (especially a 

man) to take care of her, save her or dominate her. In this sense, an example 

of evolution highlighted by the present study is Lady Gaga, because in 2009 

her stereotype corresponds to Western pariah femininity, while in 2019 in 

a duet with Bradley Cooper, it shifts to the Western hegemonic type. In 

short, it seems that female autonomy and freedom are not compatible with 

love. 

In the representation of masculinity, the study argues that masculinity is 

still centred on the hegemonic heterosexual male canon, both romantically 

and sexually. This does not exclude, however, the increased presence of 

other types of masculinities in commercial music, especially in historically 

controversial music genres such as rap or hip hop. Despite this, the 

problematic and socially criticised man of Western protestant masculinity 

does coincide with these music genres, which also corresponds with its 

representation in other current music genres considered misogynist, such as 

reggaeton and trap (Guarinos, 2012; Martínez-Noriega, 2014). However, 

it should also be noted that a racialised musical genre is not always 

synonymous of misogynist content (Araüna; Tortajada; Figueras-Maz, 

2019). In this sense, hybrid masculinity opens a new mode of representation 

within the aforementioned music genres, hand in hand with sissy 

masculinity. Finally, the stereotype of assured Western masculinity is key 

when it comes to problematising the low presence of homosexual 

representations of men, not only in the context of the music industry but in 

media production in general. 
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This reflection goes in line with other works that put into context how 

women's homosexuality continues to satisfy men's fantasies (Bourdieu, 

2000; Gill, 2009), which reinforces the conclusion that the representation 

of hegemonic masculinity is still strongly present. It is relevant to mention 

that when gender identities are studied, the problematisation of stereotypes 

continues to respond to the characteristics of the social imaginary promoted 

especially by the media (Schneider, 2011). Therefore, each category 

presented responds to the stereotypical characteristics of femininities and 

masculinities, and this is relevant especially concerning trans femininity 

and trans masculinity, because it allows, on the one hand, to identify the 

characteristics with which they are associated and, on the other, to discuss 

and problematise them. 

In short, the classification of gender stereotypes presented in this study 

incorporates and describes several characteristics of both stereotypical 

femininity and masculinity that the music industry and young consumers 

might understand as breaking away from traditional models when they are, 

in fact, updates of them. This ultimately contributes to maintaining the 

hegemonic cultural configuration in the music industry. 

Limitations and suggestions for future research 

Firstly, the study has sought to categorise gender stereotypes to facilitate 

further discussion and reflection on them. In this sense, it is based on a 

binary formulation which, while simplifying, is the first step in addressing 

western gender representations and therefore requires revision and 

adaptation to be incorporated into future analyses of representations that are 

not framed within the Westernisation of the music industry or cultural 

production. 

Secondly, the study argues that including these categories in future 

analyses, from a gender perspective, is a challenge we have within the 

research field since, especially in mainstream cultural products, these 

representations continue to be relegated or loaded with symbolism - even 

parodies - that distance the consumer from reality and overshadow the 

issues surrounding gender identity. For example, the study highlights two 

novel cases to take into consideration about mainstream commercial music: 

the video clips of Thalia and Pablo Vittar - "Tímida", to deepen trans 

representations, or Bad Bunny's - "Yo perreo sola" to problematise the 

stereotypical and sexualised parody of women. 
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Finally, it is important to emphasise that, although we employed a most 

listened-to music sample, the sample of songs analysed in this study is 

framed in a specific context. Therefore, although significant, the results are 

not generalisable. It is important to remember that, depending on the list of 

songs on the different audio-visual content platforms, music genres vary 

from country to country and from year to year. Therefore, as this is a first 

exercise in identifying stereotypes within mainstream commercial music, 

future work could focus on analysing a specific musical genre, as well as 

incorporating other variables of analysis such as racial phenotype, age, and 

socioeconomic level, to deepen the area of cultural studies in general, and 

that of music in particular. In this sense, an intersectional perspective 

(Crenshaw, 1989) can contribute greatly to the problematisation of these 

categories and other elements present in cultural and media products. 

Likewise, it is considered key to analyse in future research the 

representation of other participants -both women and men - who are part of 

the video clip (or other cultural product to be analysed), that is, background 

participants and extras, to enrich the reflection on gender roles, especially 

from a decolonial perspective (Quijano, 2011) and the hierarchies of power 

that may take place. 
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Abstract 

This communication aims to explore the representations of video clips of 

the most listened to songs in Spain, in both years 2009 and 2019, 

considering two variables: 1) sexualisation (Attwood, 2006) and 2) racial 

phenotype bias (Maddox, 2004; Maddox and Perry, 2018). Drawing from 

a decolonial perspective (Lugones, 2008) - in dialogue with both 

intersectionality (Crenshaw, 1989) and postfeminist (Gill, 2007, 2009a, 

2017) perspectives - a quantitative and qualitative content analysis 

(Krippendorff, 2004) of N=50 video clips is conducted. The analysis is 

organised into two groups: 1) artist(s), where the representation of only 

singers is considered, and 2) other participants accompanying the video 

clip. This second group is subdivided into: 2.1) protagonist participants and 

2.2) general participants. In this paper, a theoretical line is drawn that 

facilitates the discussion between subjectification and objectification of the 

sexualised body. The main results highlight that women's sexualisation, in 

general, is largely in comparison to men's sexualisation. In the group of 

protagonist participants, it is identified that, in 2009, most sexualised bodies 

were white women and white, brown and mixed-race men, whereas, by 

2019, the only cases were mixed-race bodies, both women and men. In the 

general participant group, the most objectified bodies, of both women and 

men, were phenotypically black in both years. The study points out that the 

constant objectification of racialised bodies not only has a greater tendency 

but, in its exercise, sustains and reinforces structures of power and 

domination that undermine these representations, even though many of 
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them may pursue the same ideals that the artists' representations supposedly 

promote. 

Keywords 

Sexualisation; subjectification, objectification, racialisation, content 

analysis. 

 

Introduction  

Contemporary commercial music production is centred on the three major 

labels: Universal Music Group, Sony Music Entertainment, and Warner 

Music Group, which constitute 91.6% of mainstream music videos, 

understood by Illescas (2015) as a mixture of music, sex, and spectacle. 

Following this logic, it is possible to anticipate why commercial music 

production generally forms part of the sexualisation of Western culture 

(Attwood, 2009), whose characteristics have been explored from different 

angles and in various spaces, such as advertising (Gill, 2003, 2009b), sports 

(Calogero and Jost, 2011), art (Mcnair, 2009) and, within the latter, music 

(Álvarez-Cueva et al., 2021; Frisby and Aubrey, 2012; Kalof, 1999), to 

cite a few examples. 

Concerning commercial music, the sexual representations promoted by the 

most popular video clips have been discussed, as not only are they 

increasingly explicit, but they often transmit ambiguous messages that 

increase the self-objectification of the body. Thus, for example, it is 

possible to find cases of constant objectification of women's bodies in a 

denigrating way (Eze, 2020) and, on the other hand, vindicating 

representations that take place in the field of self-sexualisation, as a form 

of empowerment (Alvarez-Cueva and Guerra, 2020). However, in one 

way or another, these constructions generally continue to reinforce both 

gender role stereotypes and the sexual behaviours associated with them 

(Karsay et al., 2018; Vandenbosch et al., 2013). 

Precisely, one of the characteristics that arouse most interest in the 

representations made by commercial music or the "song of consumption"25, 

as Guarinos (2012) defines it, is the impact that this type of cultural product 

has on its audiences. However, as with the contradictions present in 

 
25 Translated from the Spanish “canción de consumo” 
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feminism and in the neoliberal scenario in which most current cultural 

products are inserted (Evans and Riley, 2014), reading between the lines 

of the different representations and how they are constructed can facilitate 

the identification of social structures and beliefs that still marginalise, 

discriminate, and belittle, especially racialised social groups.   

This paper starts from the idea that the most popular music videos 

contribute, precisely, to reinforce gender ideologies and stereotypes 

(Álvarez-Cueva et al., 2021; Jerald et al., 2016; Pérez Rufí, 2017; 

Vandenbosch et al., 2013). In this exercise, the configuration of their 

representations is explored from a decolonial (Lugones, 2008) and 

intersectional (Crenshaw, 1989) perspective, not only considering the 

artists but also including the representation of other people who are part of 

the video clip. To this end, what Maddox (2004) calls the racial phenotype 

bias is incorporated.  

In this communication, a line is drawn that differentiates the sexualised 

subject from the sexualised object, closely following Fredrickson and 

Roberts' (1997) theory of objectification, Gill's (2017) elements of 

postfeminist sensibility and habitus among gender relations (Bourdieu, 

1988; Skeggs, 2004). The aim is to determine how sexualisation is 

represented in the video clips of the most listened to commercial music in 

Spain, and whether it presents differences between the people who make up 

the representations of these cultural products. To this end, the study 

develops a quantitative and qualitative content analysis (Krippendorff, 

2004) of a total of N=50 video clips, from 2009 and 2019 combined. 

This paper is organised with a first background section, where the 

theoretical context and the state of the question are established; the 

methodology section, where both the study sample and the analysis carried 

out are detailed; and, finally, the results section, where the findings are 

presented and discussed. 

Background 

The saturation of sexual images within contemporary cultural production 

has resulted in much of Western society acquiring a degree of immunity 

toward them (Mcnair, 2009). This, in turn, seems to have given the green 

light to ever greater explicitness in the representation of women's and men's 

bodies. If we add to this dynamic the characteristics of post-feminist 

sensibilities - analysed and criticised by Gill (2007, 2017) - which advocate, 
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among other things, greater sexual freedom as a synonym for empowerment 

(especially in the case of women), it becomes complex to discuss which 

representations correspond to a vindication of the sensual and sexual 

subject, and which others, rather, are a pseudo-modernised and pseudo-

feminist continuity of previous objectifying practices.  

Some works in the area of cultural studies have brought to the table the 

discussion of gender stereotypes (Álvarez-Cueva et al., 2021) which, as 

with modern self-determination, tend to fall into clichés and, instead of 

contributing to a fairer and more egalitarian representation of society, 

sustain the structure of the capitalist world-system (Illescas Martínez, 

2014), and contribute to reinforcing hierarchies of domination and 

marginalisation. 

A similar dynamic is evident in communication studies. The work of 

Schneider (2011), for example, discusses the framework of censorship that 

exists in the rap music genre and how, through the constant negative 

narrative towards its artists and audience, rejectionist behaviours are also 

reinforced and constantly permeate society, thus intensifying rejection - not 

only towards the music genre but towards all its participants. (fans). This 

rejection, as the author points out, can also be understood within the 

historical continuity of systematised racism in the United States. In a similar 

work, Martínez Noriega (2014) discusses the dynamics of stereotyping 

and marginalisation that take place in Mexico and that are especially 

directed towards young fans of the urban music genre of reggaetón.   

Popular culture in general, and commercial music in particular, function as 

mechanisms of sociological documentation (dos Santos Silva and 

Medeiros, 2021), where class, gender and race relations are expressed and 

contested (Nathaus, 2022), beyond the commercialisation processes of the 

music industry. For this reason, it is necessary to stop and try to unravel the 

elements that constitute them so that, based on their identification, 

processes of reflection and learning can be generated. 

Sensuality and colour as determinants between sexual subject or object. 

Within the saturation of sexual images, Mcnair (2009) argues about those 

that take on a more ‘chic’ tone through the incorporation of certain aspects 

of fashion, style and glamour. This representation, which he calls porno-

chic, has also been analysed in the context of commercial music (Alvarez-

Cueva and Guerra, 2021), highlighting the elements of class, social 
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distinction, and gender (Skeggs, 1997), which are indispensable in the 

cosmopolitisation of cultural production (Regev, 2013). The combination 

of these factors not only positions sensuality as a transversal feature of the 

postmodern cultural scene (Hall, 2011) but also allows us to draw a line 

between a sexual representation of a priori individual decision, called 

subjectification (Gill, 2003; Gill and Scharff, 2011); of the practice of 

objectification, especially concerning women's bodies (Fredrickson and 

Roberts, 1997).   

Particularly since the rise of feminism, various sexual images have been 

reclaimed through arguments that commune with self-determination and 

empowerment (De Miguel, 2015), elements that are included in the 

postfeminist sensibility examined by Gill (2007, 2017). However, the 

constant presence of these sexual representations has so permeated cultural 

production that, in the face of any suspicion of objectification or gender 

violence (Lozano Fernández, et al., 2015), the argument of female sexual 

freedom is put on the table in a blunt, almost unquestionable way 

(Guarinos, 2012) and, in its place, feminist rhetoric draws scenarios of 

sentimental independence, open relationships and greater sexual 

experience, overshadowing, in turn, other representations that end up being 

mixed and nuanced, and that finally pass as vindicating even though, deep 

down, they may not (Álvarez-Cueva et al., 2021). 

Without going too far, in the Spanish context, commercial artists such as 

Lola Índigo, Ana Guerra and Rosalía have struck a chord of freshness, 

creativity and musical hybridisation with feminist overtones (Alvarez-

Cueva and Guerra, 2021; Araüna et al., 2019), characteristics packaged 

with elements of fashion and glamour, possible to achieve only through 

consumption practices that require significant economic capital. Going 

further, it is at the intersection of sensuality and sexuality, of 

subjectification and objectification, where problematising the different 

existing representations becomes an additional challenge when making 

sense of them and making judgements about their possible impact on the 

audience (Guarinos, 2012).  

Following the work of Arrizón (2008), the starting point could be in the 

differentiation between sensuality and sexuality which, although they tend 

to overlap each other, in media representations do not always allude to the 

same meanings. Sensuality is more closely related to the embodiment of 

feelings, emotions, actions and thoughts. It is associated with a set of 
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elements that provoke emotions and stimulate the senses. Sensuality, as 

Arrizón (2008) understands it, is associated with consciousness and with 

exploring feelings and sensations of beauty, luxury, joy, and pleasure. 

Sexuality, for its part, not only tends to reproduce the gender hierarchies 

established in our patriarchal society (Soler Campo and Oriola Requena, 

2019) but can also dehumanise the individual through the constant 

fragmentation of their body. For Arrizón (2008), sexuality has more to do 

with sex, sexual activity, and sexual orientation. 

However, drawing this distinction does not mean that representations - 

especially of women - can be understood as self-determined and vindicating 

through sensual and sexual expressions, but rather that, by sharpening the 

gaze for these meanings, it is possible to open a discussion about how, while 

some representations allude to sexual agency and freedom within their 

process of empowerment, other individuals are subjected to representations 

that are more objectifying than emancipatory.  

Arrizón (2008) problematises the Latino stereotype. She points out that the 

eroticisation of brown bodies echoes the power of the colonising gaze. 

Furthermore, she points out that an auto-eroticisation of the Latino body - 

in search of authenticity and self-determination - tends to reflect, at the 

same time, a complicated (and sometimes contradictory) form of 

signification. In the same vein, the work of dos Santos Silva and Medeiros 

(2021) discusses how the association of the black female body, generally 

represented as sexy, desirable, aggressive, and indomitable, does not 

actually contribute to a vindication of black women, but often echoes the 

racist sexuality to which these bodies have been subjected for years. In line 

with these arguments, Frisby and Aubrey's study (2012), in their analysis 

of the sexual objectification of several black female artists in their music 

videos, argue that they are more likely to dress more provocatively, 

emulating in their depictions the normative sexual objectification of 

commercial music. 

Methodology 

Sample and method 

This communication aims to explore and contrast female and male 

representations within the most listened to commercial video clips in Spain, 

in two different years: 2009 and 2019, to assess how they have evolved, 

based on two variables: 1) the sexualisation of culture (Attwood, 2006), 
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following the distinction discussed by Arrizón (2008) to demarcate sensual 

subjectification from sexual objectification, and how it intersects with 2) 

racial phenotype (Maddox, 2004). In this exercise, a quantitative and 

qualitative content analysis (Krippendorff, 2004) of N=50 video clips are 

conducted, 25 for each period, with each unit of analysis understood as a 

symbolic document that evidences the society in which it is embedded. This 

purposive analysis sample is the result of a selection and elimination of 

repetitions of the most listened to songs on the platforms: Los40Principales 

España, Billboard and Spotify. Additionally, the analysis includes elements 

of the postfeminist sensibility (Gill, 2017), intersectionality (Crenshaw, 

1989) and above all decoloniality (Lugones, 2008), as tools that facilitate 

the identification and differentiation of the characteristics that are woven 

into the representations of the video clips. 

Of the total number of video clips (N=50), 15 are by women solo artists; 9 

are by men solo artists; 11 video clips are represented by duets; 5 video 

clips are by men groups only; 4 video clips are by groups that include at 

least one women artist; and 6 video clips are collaborations, half of them 

between men artists only, while the other half are video clips where at least 

one women artist participates (see table 1). 

 
Solo(s) Duet(s) Grup(s) Colaboration(s) 

Women 15 

11 

0 0 

Mix 0 4 3 

Men 9 5 3 

Table 1: Conformation of the study sample (Prepared by the authors) 

Analysis 

Two groups are organised for the analysis: Artist(s) - which examines the 

representation of singers exclusively - and 2. Other participant(s). This 

second group is further subdivided into 2.1. Protagonist participant(s) - 

which includes those performances that have a prominent role in the video 

clip - and 2.2. General participant(s) - refers to the set of extras that are 

generally part of commercial video clips. However, in all cases, the 

categories to be coded share the same structure. 

For the coding of the sexualisation variable, the body is divided into parts, 

in line with the previous study on gender stereotypes (Álvarez-Cueva et 
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al., 2021). In addition, to facilitate the analysis, we also follow binarity 

when coding either 'sexualisation of women' or 'sexualisation of men' (see 

table 2). 

Women sexualization  Men sexualization  

a) Head (face, lips, eyes, 

hair) 

 a) Head (face, lips, eyes, 

hair) 

 

b) Breast, back, arms  b) Pectorals, back, arms  

c) Abs (waist)  c) Abs (waist)  

d) Buttocks (hips)  d) Buttocks (hips)  

e) Legs  e) Legs  

Table 2: Sexualisation variable (subjectification or objectification) (Prepared by the author) 

In the case of the racial phenotype variable (Maddox, 2004), following a 

binary structure, seven categories are established including: a) white(s) -

white and fair skin-, b) black(s) -dark skin-, c) brown(s) -slightly lighter 

dark skin-, d) mixed(s) -mixed and indigenous skin-, e) olive(s) -tan skin 

with greenish tones-, f) Asian(s) -pale skin with slanted eyes-, and g) 

other(s) -undetermined- (see table 3). 

Racial phenotype women Racial phenotype men 

a)     White   a)     White   

b)     Black   b)    Black   

c)     Brown   c)     Brown   

d)     Mixed   d)     Mixed   

e)     Aceitunada   e)     Aceitunado   

f)      Asian   f)      Asian   

g)     Other   g)     Other   

Table 3: Racial phenotype variable (Own elaboration) 

Additionally, the inter-observer reliability index was calculated using 10% 

of the total study sample, resulting in 0.80 as the match value, which 
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translates into a good level of reliability (Lombard, Snyder-Duch and 

Bracken, 2002). The quantitative results, which are presented in the 

following section, are nominal and do not necessarily correspond to the 

exact number of the sample (N=50), as in some video clips there is more 

than one type of sexualisation, while in others there may be sexualisation 

either only of the artists, only of their participants, or there may be no 

sexualisation at all in their representation. 

Results 

The presence of solo women artists -from 2009 to 2019- has been reduced 

by 50% and, on the other hand, there is an increase (167%) of mixed duets. 

In the case of mixed groups, present in 2009, they disappear by 2019. 

However, men solo artists and all-men groups increase their participation 

by 25%, respectively, which is not the case for their women counterparts. 

Sexualisation: between subjectification and objectification 

From 2009 to 2019, sexualisation - in general - decreases by 21.42%, from 

56% (n=14) in 2009 to 44% (n=11) in 2019. The musical genres that 

incorporated sexualisation in 2009 are pop (44%), hip hop (8%) and rap 

(4%), while in 2019, the incorporation of sexualisation is led by pop (24%), 

followed by hip hop (8%), and in third place by trap (4%), reggaeton (4%) 

and RnB (4%). The overall results of the sexualisation variable show that 

female bodies are much more likely to be portrayed in a sexualised way, 

either as artist(s), with 47.22% (n=85) or as other participant(s), with 

52.78% (n=54). Likewise, 13.33% corresponds to the sexualisation of 

protagonist participants, and 39.44% to the sexualisation of general 

participants (see table 4). 

As for women artists, they represent themselves as more sexualised than 

men artists. However, in the case of both women and men artists, in general, 

their representations are interpreted as subjectified practices of 

sexualisation (Gill, 2017; Gill and Harvey, 2012), especially accompanied 

by a sensuality (Arrizón, 2008) that dialogues with the cosmopolitanism 

they represent in their video clips. For this reason, throughout the analysis, 

the artists are perceived as individuals, women artists in 47.22% of the 

cases, and men artists in 50%. 
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SEXUALIZATION 

Subjectification 

women artists 

Subjectification 

men artists 

Sexualization 

protagonists 

women 

Sexualization 

protagonists 

men 

Sexualization 

general 

women 

Sexualization 

general men 

a 25 a 16 a 6 a 8 a 12 a 0 

b 18 b 9 b 6 b 7 b 16 b 7 

c 15 c 2 c 5 c 2 c 13 c 2 

d 13 d 2 d 3 d 1 d 15 d 1 

e 14 e 1 e 4 e 1 e 15 e 1 

 85  30  24  19  71  11 

Table 4: Total results for the sexualisation variable, both for artists and other participant(s) 

combining both periods 2009 and 2019. (Own elaboration) 

Overall, women artists focus their subjectification firstly on their face 

(29.41%, n=25), secondly on their chest, back and arms (21.18%, n=18) 

and thirdly on their abs (17.65%, n=15) (see table 3). Although women 

artists' subjectification practices seem to decrease by 53.45%, from 2009 to 

2019, the data remains consistent in terms of the parts of the body that tend 

to be most sexualised. Men artists, on the other hand, mainly portray their 

face (53.33%, n=16), and their pectorals, back and arms (30%, n=9). This 

is constant in both years, in addition to the sexualisation of abs and legs, for 

2019. (See table 5) 

On the other hand, the sexual representation of the second group (other 

participants) is perceived, in general terms, as a practice of objectification 

(Fredrickson & Roberts, 1997), that is, as parts of a body - or several 

bodies - that accompany the scenes as filler and, therefore, are not perceived 

as individuals in their entirety (see table 4). In this sense, women's bodies 

are more likely to be portrayed sexually than men's bodies. The few 

exceptions are those representations that navigate between sexual subject 

and object, especially in women-authored video clips, where the romantic 

representation depicts (albeit minimally) a more sensual than sexual 

scenario. These representations, however, are pigeonholed into the group 

of protagonists(s). 
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Precisely, in the case of the sexualisation of the women protagonists, their 

representation focuses mainly on the face, in 25% of the cases (n=6) and on 

the upper body (variables b and c), in 45.83% of the cases (n=6 and n=5, 

respectively). The men representations of this group also tend to portray, to 

a greater extent, their face (42.11%, n=8), as well as their pectorals, back 

and arms (36.84%, n=7). It is precisely by being able to recognise certain 

individual corporeality, whether from the face or the upper body, that a 

small number of representations can be identified that allude to the 

subjectification, rather than the objectification of the remaining majority 

(see table 5).  

Finally, when considering the sexualisation of general participant(s), there 

is a big difference in how women and men are portrayed. In the case of the 

sexualisation of women, there is a greater sexual representation between 

2009 and 2019, with a 40% increase in the objectification of the face 

(emphasising the lips), and a 28.57% increase in the objectification of their 

breasts. The sexualisation of men in this group, however, declines over the 

same period, to the point that, in 2019, the few cases that objectify men's 

bodies focus solely on their pectorals, back and arms. Likewise, when 

comparing the representations of artist(s), protagonist(s) participant(s), and 

general participant(s), it is the latter group that displays a clear and mostly 

women objectifying representation (see table 5). 

WOMEN 
YEAR 

MEN 
YEAR 

2009 2019 2009 2019 

1. Artist(s) 

a 18 7 

1. Artist(s) 

a 10 6 

b 12 6 b 5 4 

c 9 6 c 0 2 

d 9 4 d 1 1 

e 10 4 e 0 1 

2.1. 

Protagonist(s) 

a 4 2 

2.1. 

Protagonist(s) 

a 6 2 

b 4 2 b 5 2 

c 4 1 c 1 1 

d 2 1 d 0 1 
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e 3 1 e 0 1 

2.2. General 

participant(s) 

a 5 7 

2.2. General 

participant(s) 

a 0 0 

b 7 9 b 5 2 

c 6 7 c 2 0 

d 9 6 d 1 0 

e 10 5 e 1 0 

Table 5: Results of the variable sexualisation of artist(s), protagonist(s) and general 

participant(s). (Own elaboration). 

Sexualisation and racialisation: the colour of agency? 

By exploring the intersection of sexualisation with racial phenotype 

(Maddox, 2004), it is possible to identify that the most subjectified racial 

phenotype among women artists decreased by 50% in 2009, with mostly 

white bodies, to include both white and mixed-race bodies by 2019. In 

terms of the subjectification of men artists, the appearance, from 2009 to 

2019, of brown and mixed-race bodies stands out, in addition to other white 

and black bodies represented in the first period (see table 6). 

In terms of the sexualisation and racial phenotype of the group of other 

participant(s), it is interesting that, in 2009, most of the women protagonist 

participation corresponded to white bodies, while, in the case of the men 

protagonists, their representations included white, brown and mestizo racial 

phenotypes. However, although by 2019 these protagonist representations 

tend to diminish to the point of almost disappearing, the remainder 

represented corresponds to the mestizo racial phenotype, both for women 

and men (see table 6).  

Concerning the sexual representation of general participant(s), there is a 

50% increase in this type of representation in the case of men, particularly 

associated with the black racial phenotype. However, the most sexualised 

racial phenotype within the group of general participant(s) is black women, 

both for 2009 and 2019, with a 50% increase in the sample analysed (see 

table 6). 

Finally, it is relevant to mention that some racial phenotypes were not 

possible to identify, either because of the fragmentation of the scenes or 
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because the general participant(s) used disguises. Nevertheless, all of them 

were coded as other(s) within the analysis. 

MEN 2009 2019 WOMEN 2009 2019 

1. Artist(s) 

a 6 3 

1. Artist(s) 

a 2 2 

b 2 - b 4 3 

c - - c - 2 

d 2 3 d - 1 

e - - e 1 - 

f - - f - - 

g - - g - - 

2.1 

Protagonist(s) 

a 2 - 

2.1 

Protagonist(s) 

a 1 - 

b 1 - b - - 

c - - c 1 - 

d - 1 d 1 1 

e - - e - - 

f - - f - - 

g - - g - - 

2.2 General 

particupant(s) 

a 1 - 

2.2 General 

participant(s) 

a - - 

b 2 3 b - 1 

c - 1 c - - 

d - - d - - 

e - - e - - 

f - - f - - 

g 8 5 g 7 5 

Table 6: Results of the combination of the variables sexualisation and racial phenotype for 

artist(s), protagonist(s) and general participant(s). (Own elaboration). 
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Conclusions and discussion 

The quantitative and qualitative analysis presented in this communication 

is a (still working on progress) contribution to cultural studies in general, 

and commercial music studies in particular. Firstly, although the study 

reflects a decrease in the general practice of sexualisation, and this may 

generate a sense of change in the representation of women's and men's 

bodies in music video clips, finding that these representations are not only 

pigeonholed into one or two music genres but are echoed in others, suggests 

that sexualisation continues to permeate cultural production (Attwood, 

2009; Mcnair, 2009). 

The analysis of the formats in which women and men artists are represented 

indicates that women artists, in general, have minority participation 

compared to men, as except for the few solo performances, the women 

artistic figure continues to be pigeonholed into sharing the stage with other 

men artist(s). Thus, women artists are relegated to performing as a soloist 

or in duets, the latter almost exclusively with men artists. The artistic 

representation of men's counterparts, on the other hand, has a greater variety 

of representation formats, even taking over - if possible - some of them, as 

in the case of current musical groups. Furthermore, it is worth noting that 

sexualisation in the commercial music analysed is mostly feminine, either 

through the subjectification of women artists (Gill, 2003) or through the 

objectification of bodies, especially racialised ones (Fredrickson & 

Roberts, 1997; Maddox, 2004). 

Feminism has paved the way for (increasingly) representations that allude 

to a greater agency of sexuality - especially for women. Consequently, 

artistic representations in commercial video clips generally echo several of 

the elements of postfeminist sensibilities (Gill, 2017), alluding not only to 

sensual (Arrizon, 2008) and cosmopolitan (Regev, 2013) configurations, 

but emphasising elements of social distinction, class and, unsurprisingly, 

gender (Skeggs, 1997). Jewellery, luxury, youth, and the eccentricities of 

the postmodern cultural scene (Hall, 2011), permeate the artists in their 

different representations, coming to appear as a homogenisation of 

signifiers and meanings -especially those linked to sexuality-, which is 

difficult to disentangle from the intersection of the variable of racial 

phenotype (Maddox, 2014).  
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In this sense, and even though narcissistic and sexual representation seems 

to be the norm in the construction of commercial music representations 

(Illescas, 2015), this communication coincides with the discussion of other 

scholars who advocate problematising the eroticisation of racialised bodies. 

Racialised sexualisation, even as a subjective practice, not only fails to fit 

into the discourse of sexual agency promoted by the mainstream but also -

indirectly- continues to sustain and reproduce power hierarchies that benefit 

patriarchal society (Soler Campo et al., 2019). This, in turn, also reinforces 

gender stereotypes (Álvarez-Cueva et al., 2021). Going further, the 

subjectification of racialised bodies may well in turn have an impact on 

audiences whose fans tend to incorporate the fashion, styles and even 

perceptions of their favourite artists, stirring again the debate on sexual 

agency, self-determination, and its representation in Western society. 

The impossibility of interrelating sexual self-determination with the 

romantic allusion to love is relevant, especially in the case of the 

representation of femininity in commercial music. For this reason, it is 

pertinent to suggest that "female autonomy and freedom are not compatible 

with love" (Álvarez-Cueva et al., 2021), at least not in the commercial 

context of mainstream music. It is precise because of this statement that the 

few cases of other participants in the video clips analysed correspond to 

subjectified representations that allude, precisely, to hegemonic romantic 

configurations -from which most of the artists dissociate themselves-. 

These romantic representations, however, tend to emphasise configurations 

of Western hegemonic masculinity and femininity (Álvarez-Cueva et al., 

2021), framing themselves in the white racial phenotype in 2009 and the 

mestizo racial phenotype by 2019.  

In line with this romantic subjectification, it is relevant that these 

representations are generally included in women-authored video clips, 

either as soloists or in duets with other men artists, as it replicates the 

traditional heteronormative understanding: the romantic couple is man and 

woman, the former in the role of hero and the latter in a submissive position, 

waiting to be rescued. However, it is not only that traditional gender roles 

are alluded to in their representation, but that, in their exercise, such 

configurations do not include bodies of more diverse racial phenotypes as 

protagonist participants, so that the subjectification is no longer only 

romantic, but discriminates by colour. However, in the representations of 

the group of protagonist participants, objectifying sexualisation is also 

visible, especially in 2009. 
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Behind the subjectification and empowerment of the artists, and some 

romantic subjectification of the protagonist participants, there is - literally 

- a set of objectifying representations (Fredrickson & Roberts, 1997), 

especially feminine and, above all, racialised.  

On the one hand, it can be observed that the practice of sexual 

objectification continues to be mostly about women's bodies, which both 

women and men artists incorporate in their video clips. It is inevitable to 

ask whether or not the objectification of men's bodies is yet another 

consequence of feminism (or what some academics have disapprovingly 

labelled as 'the feminism of the enemy') (WIM Network, 2019). An 

example of this reflection, precisely, within the Spanish-speaking music 

industry, is the song "Eres lindo pero bruto" by Lali Espósito and Thalía, or 

even the song "Lo Malo" by Aitana and Ana Guerra which, among feminist 

narratives, pigeonholes "lo malo" with racist overtones. What is clear, 

however, is that objectification continues to take place even now that we 

are experiencing accelerated changes in gender rights, especially in Spain. 

This communication shows that the sexual objectification in the sample 

analysed - especially of women's bodies - takes place on racialised bodies, 

particularly black ones. These representations, precisely, coincide with 

several of the discussions of dos Santos Silva and Medeiros (2021), 

especially when they connect the constant stereotyped configuration of 

black women and some cultural practices, such as twerking, with a new 

form of racism that contributes to the colonial imaginary that qualifies black 

bodies as uncivilised, sexual, and savage. Nor is it unreasonable to suggest 

that similar dynamic impacts racialised bodies in general, such as brown, 

mestizo and indigenous bodies, which, in idealised representations of 

vindictiveness, are once again placed as objects that satisfy the dominant 

(Lugones, 2008) and, above all, the male gaze of the music industry.     

Finally, it should be noted that quantitative coding, as it only represents 

nominal values, is not generalisable. The coding is limited to indicating 

whether there is sexualisation in the variables formulated but does not count 

the number of times that one or more bodies are sexualised in the different 

scenes of the video clips analysed. However, as this is the first exercise of 

this kind, the results are relevant for the further deepening of cultural studies 

and, more specifically, studies on contemporary commercial music. 
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