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Abstract 

Almost two decades after its birth, trap music is now a worldwide phenomenon. 

Nevertheless, despite its popularity - or better, precisely because of it - in the past 
years trap music has been heavily criticized over and over again, being depicted as 

an evil force that is gradually wiping out musical diversity from the world. But is trap 
music really always the same? To answer this question, this Master Thesis analyzed 
the Italian trap music case, one of the many examples of trap music glocalization. 

This Thesis had a dual approach: first, descriptive, and then quantitative, in order to 
present the most objective evaluation possible. The descriptive analysis compared 

our global music form - namely, American trap music - and of our glocal music form 
- namely, Italian trap music. Then, the findings of the aforementioned analysis were 

used to better specify the similarities and differences of the two music forms, both in 
terms of sound and of feelings. Finally, the findings were tested using some of the 

so-called Spotify audio features. The quantitative analysis confirmed the two main 
hypotheses of the Thesis: Italian trap music sound very similar to American trap 

music, but ultimately feels quite different from it. 
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Introduction 

“We’re the pop stars. Trap rap is pop now. People’s ears have adjusted to what we have to 
say and how we say it.” 

(2 Chainz, 2017, interview with Rolling Stone) 

“The title of the album (Rockstar) could have been Trapstar, but it would have been an 

understatement of what we are doing: it’s no more a niche, we are popular - market-wise, 
too - everybody knows who we are.” 

(Sfera Ebbasta, 2018a, interview with Rolling Stone Italia) 

Trap music has been around for a minute now. Like Miami bass and crunk before it, 
trap music is yet another love child of the Dirty South. Indeed, it was born somewhen 

in the late 1990s, in one of the infamous trap houses - i.e. drug dealing hubs - of 
Atlanta, Georgia. Popularized in the early 2000s by drug dealers turned rappers 

Young Jeezy, Gucci Mane, and T.I. - the so-called  ‘Holy Trinity of Trap’ - the genre 
came to the spotlight once and for all in the early 2010s, thanks to the collaboration 

between the then-unknown Atlanta-based producer Lex Luger and the rapper Waka 
Flocka Flame. Luger is deemed to be a particularly influential figure for the genre, 

being widely recognized as the creator of the sound of modern-day trap music. He 
took the harsh, grim productions of early trap beat-makers such as Zaytoven and 

‘doped them up’, “crank[ing] trap music’s booming meanness to the point of 

absurdity” (Pappademas, 2011) - and, most importantly, earning a host of imitators 
and copycats. The following years have then seen the rise of many new trap stars - 

from 2 Chainz to Migos, from Future to Young Thug, just to name a few - who are still 
dropping one chart-topping record after the other, with no sign of slowing down (Lee, 

2015; Setaro, 2018; Vaught & Bradley, 2017). 

Almost two decades after its birth, trap music is now a worldwide phenomenon. 
Indeed, it has projected once-unknown rappers from the public housing projects of 

the Southern United States to the top of countless international music charts. Most 
importantly, it has been progressively adopted by rap artists outside of the United 

States, kick-starting numerous national trap scenes. There are many examples of this, 
from all over the world, such as Bad Bunny, leader of the widely covered Latin Trap 

movement (Suarez, 2019), or PNL - aka brothers Ademo and Nos - France’s trap 
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kings (Amrani, 2019), or again Noah Carter, who is carrying the flag of trap rap in 
distant Denmark (Petit-Frère, 2017). 

A country in which the national trap scene is currently enjoying great success is Italy. 
Indeed, 2018 has been a particularly good year for Italian trap music, with trap and 

rap influenced releases accounting for almost 25% of the best performing digital 
singles of the year - and representing also five of the fifteen most popular albums of 

the year (FIMI, 2019a; FIMI, 2019b). 

Nevertheless, despite its popularity - or, as we will see, precisely because of it -, in 
the past years trap music has been criticized over and over again, both in the United 

States and in Italy. Of course, many people - first and foremost in the general press - 
have voiced the usual concerns about how ‘foul’ music genres such as trap rap are 

supposedly corrupting the youth. On this topic, just last year, an Italian radio program 
went as far as inviting as guest speaker an exorcist priest to thoroughly discuss the 

matter (Alovisi, 2018).  

Beyond this fairly trivial critiques, the most relevant remarks about trap rap came from 
the music industry in general - and the hip-hop world in particular. Indeed, many 

artists and music critics pointed out that the enormous popularity of trap music had 
allegedly led to a general uniformity in rap music, considering that in the end, as 

stated by Snoop Dogg a few years ago, “all them niggas sound the same” (Snoop 
Dogg, n.d., as cited in Caswell, 2017). In Italy, one of the the harshest critics of the 

genre has been the popular rapper Salmo who, in 2016, released Mr Thunder, a diss 

track directed to the then-newborn Italian trap scene1 - only to collaborate with one 
of the biggest Italian trap rappers just a few years later - but this is another story (Sony 

Music Italy, 2019a). 

A quick listen to Spotify’s Top 50 charts is enough to realize that there is a great deal 

of truth in this second remark: trap music does always sound the same. But is it really 

always the same? Or, even if this were true, would it really be such a bad thing? 

 
1 See Salmo - Mr Thunder (Official Video) [00:00-00:21]. 
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To answer these questions, we are going to analyze the Italian trap music case, 
which, as said before, is one of the many examples of localization - or better, 

glocalization - of the global powerhouse which the trap music genre has now become. 
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Literature Review 

“If all global processes are lived in some local incarnation, then it is equally true that no local 
rap scene (or small recording industry) can be lived without reference to the global 

circulation of musical commodities.” 

(Adam Krims, 2000, Rap Music and The Poetics of Identity, p. 198) 

In order to assess how to better deal with the topic of our research, we should first of 

all have a look at what has been written so far on the glocalization subject, especially 

in the music field. 

In the marketing realm, the term globalization concerns “the development and selling 

of products or services intended for the global market, but adapted to suit local culture 

and behaviour” (Hollersen, 2016, p. 22) - or, to put it in other words, the 

implementation of the well-known slogan ‘think globally but act local’ (Hollersen, 

2016). A company whose global strategy is often cited as a perfect example of 

glocalization is American fast food giant McDonald’s. Indeed, one of its key success 

factors has been the ability to tailor its menu in different locations around the world 

so that it also includes “a variety of items catering to local preferences and unique 

cultural tastes” (Crawford, Humphries & Geddy, 2015, p. 13). 

In the music industry, the most emblematic case of highly successful corporate 

glocalization strategy is that of K-Pop. Indeed, Korean record labels such as Sm 

Entertainment were able to make South Korean pop reach international fame through 

the systematic creation of boy bands and girl bands composed by singers able to 

perform in multiple languages - generally Korean, English, Japanese, and Chinese - 

in order to appeal to the Far Eastern market first and to the Western one later (Martel, 

2010).  

Nevertheless, these examples of ‘corporate-led glocalization’ are inherently different 

from the kind of glocalization we are referring to. Indeed, when it comes to Italian trap 

music, we are looking at a grassroot movement that has seen local artists voluntarily 

adopt an ‘external’ music genre. Furthermore, another fundamental difference here is 

that the business definition of glocalization mentioned above clearly implies an 
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overlap between the global and the glocal, making it even more poorly suited to 

describe the phenomenon we are dealing with. 

For this reason, we should investigate how scholars dealt with the glocalization topic 

in a field much more suitable when discussing ‘spontaneous’ cultural movements - 

namely, sociology and cultural studies. 

Obviously, the concept of glocalization is closely linked to that of globalization. It will 

therefore not come as a surprise that the first cultural studies scholars to take an 

interest in such topic were indeed theorists of globalization (Baumann, 1998; 

Khondker, 2005; Kraidy, 2003; Ritzer, 2003; Robertson, 1994; Roudometof, 2016). 

When proposing a glocalization theory, virtually every scholar follows the same 

pattern. Indeed, even though the final aim of such theorizations is to define in detail 

on the one hand the meaning of the term glocalization and on the other hand the 

effects glocalization has, each one of them contains, generally as a preamble, an in-

depth discussion of both the relationship between the global and the local and the 

one between globalization and glocalization. Furthermore, depending on how they 

conceptualize glocalization, the researchers give also a different definition of the term 

globalization (Baumann, 1998; Khondker, 2005; Kraidy, 2003; Ritzer, 2003; 

Robertson, 1994; Roudometof, 2016). 

Over the years, the three scholars to have proposed the most detailed and complete 

glocalization theories are probably Robertson (1994), Ritzer (2003), and Roudometof 

(2016). For this reason, we are now going to illustrate and analyse their point of views 

on the topic. 

We will start from Briton Roland Robertson, who is credited for popularizing the term 

glocalization in the sociology field in the early 90s (Roudometof, 2016). In an academic 

paper published in 1994, the sociologist himself explains how this concept 

supposedly came into being (Robertson, 1994). Drawing from The Oxford Dictionary 

of New Words, Robertson details how the words glocal and glocalization were 

“modelled on Japanese dochakuka (deriving from dochaku, ‘living on one’s own 

land’), originally the agricultural principle of adapting one’s farming techniques to local 
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conditions, but also adopted in Japanese business for global localisation, a global 

outlook adapted to local conditions.” (The Oxford Dictionary of New Words, as cited 

in Robertson, 1994, p. 36). 

Always drawing from The Oxford Dictionary of New Words, the sociologist tells how 

the term glocalization, after having being coined in the Far East, quickly entered 

business jargon during the eighties, to then become “one of the main marketing 

buzzwords of the beginning of the nineties” (The Oxford Dictionary of New Words, as 

cited in Robertson, 1994, p. 36). 

Robertson starts his glocalization theory discussing the already mentioned 

relationship between the global and the local - or, as it is often referred to, the global-

local problematic - and, in relation to this, the meaning of globalization. Robertson 

wants to contrast the common conceptualization of the global-local issue as a matter 

of polarity, presenting it rather as a matter of complementarity. Indeed, according to 

the sociologist, the local is essentially contained in the global rather than 

counterposed to it (Robertson, 1994). 

Building on this, Robertson states that globalization concerns “the simultaneity and 

the inter-penetration of what are conventionally called the global and the local, or - in 

more general vein - the universal and the particular” (Robertson, 1994, p. 38). 

Rejecting the widespread idea of globalization as a destructive force wiping out 

locality, the sociologist highlights how globalization should rather be considered an 

enabler of locality. On this matter, the scholar states that globalization concerns both 

“the linking of the locales” and “the invention of locality” (Robertson, 1994, p. 43). 

Finally, in order to better depict the intertwined nature of the global and the local, 

Robertson claims that in some cases it would be appropriate to borrow from the 

business vocabulary and use the term glocalization instead of globalization. In this 

respect, Robertson presents glocalization as “a refinement of the concept of 

globalisation” (Robertson, 1994, p. 33) which better depicts the “heterogenising 

aspects” (Robertson, 1994, p. 33) of globalization, in contrast with the widespread 

idea of globalization as a trigger of cultural homogenization (Robertson, 1994). 
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Robertson’s seminal glocalization theory will be the starting point of virtually every 

globalization theorist discussing glocalization. Among them, we find also the already 

mentioned George Ritzer. Drawing from Robertson, the American sociologist George 

Ritzer proposes another extremely detailed glocalization theory. Speaking of his 

conceptualization, the first thing to say is that, when it comes to the relationship 

between the global and the local, the American sociologist essentially agrees with 

Robertson. Moreover, he partially agrees with him also concerning the heterogenizing 

effects of glocalization. Indeed, Ritzer defines glocalization as “the interpenetration of 

the global and the local, resulting in unique outcomes in different geographic areas” 

(Ritzer, 2003, p. 193). 

The scholar underlines how the aforementioned view, adopted by many 

contemporary scholars, rejects precisely the idea of globalization as a 

homozenigizing force that is Westernizing - or rather, Americanizing - the world as a 

whole, in favour of a focus on global cultural heterogeneity instead. Nevertheless, 

unlike Robertson, Ritzer thinks that the role Westernization and Americanization have 

in global processes should not be completely overlooked (Ritzer, 2003; Robertson, 

1994). 

For this reason, he introduces the brand-new concept of grobalization, which 

complements glocalization focusing “on the imperialistic ambitions of nations, 

corporations, organizations, and other entities and their desire - indeed, their need - 

to impose themselves on various geographical areas” (Ritzer, 2003, p. 194). The 

ultimate goal of such entities is to increase their power, influence, and profits all 

around the world - indeed, to see them grow (from here comes the word 

‘grobalization’) (Ritzer, 2003). 

Ritzer further develops his theory introducing two other concepts, namely nothing 

and something, which he conceptualizes as generally tied to grobalization and 

glocalization, respectively. Nothing is defined as “a social form that is generally 

centrally conceived, controlled, and comparatively devoid of substantive content” 

(Ritzer, 2003, p. 195). Accordingly, something is defined as “a social form that is 

generally indigenously conceived, controlled, and comparatively rich in distinctive 
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substantive content” (Ritzer, 2003, p. 195). The two concepts are presented as the 

two poles of a continuum, where “each makes sense only when paired with and 

contrasted to the other” (Ritzer, 2003, p. 195).  

In short, while Robertson conceptualizes glocalization as a ‘richer’ synonym of 

globalization, Ritzer conceptualizes it as one of the two “centrally important 

processes” (Ritzer, 2003, p. 193) through which globalization unfolds, implying a 

relationship of close dependence between the two. In relation to this, the American 

sociologist identifies the conflict between glocalization and grobalization as the “key 

dynamic under the broad heading of globalization” (Ritzer, 2003, p. 207). The scholar 

goes beyond the traditional conceptualization of the ‘global conflict’ as between the 

global and the local, putting the local outside of the picture and focusing only on 

globalization. According to Ritzer, this makes perfectly sense, in light of the fact that 

“it is increasingly difficult to find anything in the world untouched by globalization” 

(Ritzer, 2003, p. 207). 

Finally, speaking of Victor Roudometof’s theory, the academic starts criticizing both 

Robertson and Ritzer for succumbing to ‘analytical reductionism’ and not recognizing 

glocalization as ‘analytically autonomous’. Indeed, as previously discussed, in 

Robertson’s conceptualization, globalization essentially becomes glocalization, 

while, on the other hand, in Ritzer’s one glocalization is seen as one of the aspects of 

globalization. Hence, Roudometof’s goal is to provide “a distinct theorizing of 

glocalization on its own terms” (Roudometof, 2016, p. 391). 

According to the scholar, in order to theorize glocalization it is vital to understand not 

only what the relationship between glocalization and globalization is, but also how 

they take place. Hence, in contrast with Robertson’s approach and Ritzer’s one, 

Roudometof shifts the attention first and foremost towards the globalization and the 

glocalization processes in themselves. On the other hand, as we have just seen, 

Robertson’s primary focus was the global-local problematic, while Ritzer’s one was 

on the glocalization-grobalization conflict. It is important to note that, in his 

conceptualization of globalization and glocalization as ‘processes’, Roudometof 

heavily borrows from Khondker, briefly referred to before. The fundamental difference 
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is the fact that Roudometof conceptualizes them as two interdependent yet 

autonomous processes, rather than as an overlapping process made of two 

interdependent processes (Khondker, 2005; Roudometof, 2016).  

When it comes to conceptualizing the way in which globalization ‘spreads’, 

Roudometof underlines how both Robertson and Ritzer implicitly “accepted the 

conceptual metaphors of liquidity or diffusion” (Roudometof, 2016, p. 398). To put it 

in a different way, both scholars agree with the widely accepted idea that globalization 

spreads “in a wave-like manner” (Roudometof, 2016, p. 398). Drawing from such idea, 

Roudometof, states that the term globalization should be used only in relation to 

those particular cases in which “a locally instigated wave spreads throughout the 

globe or close to it” (Roudometof, 2016, p. 398). Indeed, according to the scholar, for 

those instances where ‘the local wave’ spreads only through a relatively limited 

territory it would be more correct to use the term transnationalization (Roudometof, 

2016). 

Afterwards, Roudometof brings into play the physical concept of refraction, used as 

a ‘conceptual metaphor’ to illustrate both the way in which glocalization takes place 

and the relationship between globalization and glocalization - or between the global 

and the local. In physics, the term refraction refers to “the fact or phenomenon of 

light, radio waves, etc. being deflected in passing obliquely through the interface 

between one medium and another or through a medium of varying density” (Lexico, 

2019). Roudometof explains that, given the fact that each locality has different wave-

resistance capacities, the globalization process can have two different outcomes. 

Indeed, the ‘waves of globalization’ can either be reflected by the local or be refracted 

by it - and in the latter case, we talk about glocalization. Hence, the scholar theorizes 

glocalization as “globalization refracted to the local” (Roudometof, 2016, p. 399). 

The result of glocalization is glocality, which Roudometof defines as “experiencing 

the global locally or through local lenses” (Roudometof, 2016, p. 401). It is important 

to note that, in this perspective, Roudometof intends glocalization as both active and 

passive interpretation of the global. The scholar agrees with both Robertson and 
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Ritzer on the fact that, paradoxically, globalization results in both homogeneity and 

heterogeneity. 

Hence, the main outcome of Roudometof’s theory is the conceptualization of 

globalization and glocalization as two interdependent yet distinct processes. Indeed, 

through globalization, the local is globalized, whereas through glocalization the global 

is localized. 

The main similarities and differences of the glocalization theories just discussed are 

summarized in Table 1. 
Table 1. Glocalization Theories 

 Robertson Ritzer Roudometof 

Definition of 
glocalization 

Simultaneity and 
inter-penetration “of 
what are 
conventionally called 
the global and the 
local, or - in more 
general vein - the 
universal and the 
particular” 
(Robertson, 1994, p. 
38) 

“interpenetration of 
the global and the 
local, resulting in 
unique outcomes in 
different geographic 
areas” (Ritzer, 2003, 
p. 193) 

“globalization 
refracted to the 
local” (Roudometof, 
2016, p. 399) 
 

Global-Local Complementarity Complementarity Complementarity 

Globalization-
Glocalization 

Overlapping 
concepts: 
glocalization is a 
‘richer’ synonym of 
globalization 

Overlapping 
concepts: 
glocalization is one 
of the two 
processes through 
which globalization 
unfolds, the other 
being grobalization 

Globalization and 
glocalization are two 
interdependent yet 
distinct processes 

Main effect of 
glocalization 

Heterogeneity Heterogeneity Heterogeneity 

Author’s main focus 
Global-local 
problematic 

Glocalization-
grobalization conflict 

Globalization and 
glocalization 
processes 
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Narrowing down to the focus of this Master Thesis - namely, music glocalization -, 

the first thing to mention is that this is a rather under-researched topic in academic 

literature, with a body of literature mainly composed by scattered musicology case 

studies. 

The first and, so far, only academic book to deal extensively with the music 

glocalization topic has been Music Glocalization: Heritage and Innovation in a Digital 

Age, edited by music professor David Hebert and musicologist Mikolaj Rykowski 

(Hebert & Rykowski, 2018). The book is not a unitary work, but rather a collection of 

essays - mainly case studies on European art music - approaching the subject of 

music glocalization from many different perspectives. The essays are accompanied 

by an opening and a closing chapter in which the two editors try to draw the strands 

together, underlining the key points of the discussion with a holistic approach (Hebert 

& Rykowski, 2018). 

The common thread that links the different works together is a general understanding 

of the glocalization as a ‘form of resistance’ to globalization - despite not 

conceptualizing globalization as a inherently ‘evil’ force (Hebert, 2018; Hebert & 

Rykowski, 2018). This final aspect is exemplified by the definition of glocalization 

Hebert and Rykowski give in the introduction of their publication. The two scholars 

describe this concept as “a re-emphasis on local traditions and tastes as a 

translational response to the pervasive forces of globalization” (Hebert & Rykowski, 

2018, p. XXIII). The concept is further developed by Hebert in the first chapter, where 

he states that the perspective adopted throughout their work is the idea that “music 

helps illustrate ways that local heritage and identities can ironically be most 

efficaciously bolstered through active global engagement” (Hebert, 2018, p. 4). 

It is already clear from the aforementioned excerpts how this however important body 

of academic literature is not suitable in our case, due to its focus on art music - but, 

most importantly, due to its greater emphasis on the local. 

For this reason, it is probably better to focus on the music glocalization case studies 

that deal with rap music in general - considering that so far there have been no 

glocalization case studies on trap music in particular. 
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Among those, one of the most relevant is probably the one proposed by Joseph 

Oduro-Frimpong in 2009. The Ghanaian scholar used Kraidy’s (1999) 

conceptualization of glocalization to analyze hiplife music, born out of the encounter 

between U.S. rap and highlife, a “Ghanaian popular music genre that blends distinct 

African rhythms with that of Euro-American and African diaspora” (Oduro-Frimpong, 

2009, p. 1086). After providing a bit of historical background on the different genres, 

Oduro-Frimpong thoroughly analyzes their similarities and differences in relation to 

features such as topics, language and musical style, with the goal of showing how 

highlife is inherently different from both the genres that originated it. In the conclusion, 

the scholar provides also a poignant definition of music glocalization, explaining that 

“glocalization is experienced when a global phenomenon is reappropriated into a local 

context and then undergoes a transformation through specific sociocultural practices” 

(Oduro-Frimpong, 2009, p. 1100). 

If it is true that the literature explicitly referencing to specific glocalization theories is 

rather scarce, it is also true that there are quite a lot of pieces of academic literature 

that deal with music glocalization in rap music without explicitly calling it so, or simply 

mentioning the term here and there. 

Such examples are rather varied, ranging from essays on the sociolinguistic features 

of Nigerian hip-hop (Omoniyi, 2006), to book chapters on Italian hip hop as a form of 

resistance to the Mafia (Mitchell, 2001), to papers on code-switching in French rap 

(Hassa, 2010).    

In this category, the best example is undoubtedly musicologist Adam Krims’ book 

Rap Music and the Poetics of Identity. Published in 2000, the book contains an actual 

‘implicit glocalization theory’, developed by the author while discussing how “rap 

music poetics may change according to local requirements, albeit always with 

reference to rap’s African American origins” (Krims, 2000, p. 15).  

Indeed, analyzing the Dutch rap scene, the scholar provides an extremely precise - 

albeit implicit, as just said - illustration of how the music glocalization process works. 

According to Krims, glocalization unfolds when “a globalized music from localized 

(and ethnically centered) traditions is imagined as a universalizable style, and then it 
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is relocalized as a specifically [local] music” (Krims, 2000, p. 174). Here we can clearly 

see a practical example of what Roudometof meant when he conceptualized 

globalization and glocalization as two interdependent yet distinct processes. First, a 

local music form is first globalized (globalization), and then in turn it is localized 

(glocalization) (Krims, 2000; Roudometof, 2016). 

On top of the aforementioned definition of music glocalization, Krims provides also a 

model to compare localized - or better, glocalized - rap music forms with their 

‘globalized models’. Such model includes five elements: musical style, rhythmic 

delivery, topics, language and context (Krims, 2000). 

To conclude, we can say that what links all the different case studies on music 

glocalization in the rap music realm is:  

(a) very descriptive nature: all case studies analyze in detail all or almost all the 

‘building blocks’ of each rap music form, as detailed by Krims (2000); 

(b) willingness to contextualize similarities and differences of globalized and 

glocalized music forms: describing the similarities and differences is of course 

not enough for the scholars, they want to ‘make sense of them’ for their readers;  

(c) strong desire to vigorously oppose the narrative according to which the local 

passively absorb the global, in a process that ultimately leads to cultural 

homogeneity. 

This last point is clearly in line with the idea expressed by Robertson, Ritzer and 

Roudometof of glocalization as ultimately leading to heterogeneity - and it will be the 

cornerstone of our research too. 
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Conceptual Model 

How can we demonstrate that glocalization leads to heterogeneity rather than to 

homogeneity also in the case we are focusing on? 

The first option would be to list in a systematic way all the similarities and differences 

between our glocalized music form and its global counterpart, and then compare the 

two in order to assess if Italian trap music can indeed be considered as an 

autonomous music form. This would be for sure helpful but will fall short on one 

crucial point: providing an objective, overall evaluation of each distinct ‘trap music 

system’ as a whole, rather than as a sum of many parts. But how can we possibly 

focus on the big picture, rather than on each single components of the trap music 

genre without falling in the subjectivism trap? 

Indeed, from a personal point of view, the fact that Italian trap music and American 

trap music are different - or better, feel different - is pretty straightforward. Even 

without digging into the meaning of the lyrics of this or that track - which, as we will 

see later, are not even the real soul of this music genre - Italian trap music has a whole 

energetic vibe to it that distinguish it from its model. But again, how can this statement 

be presented as an objective observation, rather than a personal judgement? 

A possible solution to this problem might be offered to us by the Spotify for 

Developers API. Through its API - originally developed by a US based company called 

The Echo Nest - the music streaming giant makes available to the public billions of 

data regarding its enormous music library (Etherington, 2014). These data can be 

used by developers to build all sorts of apps - from web apps that tell you how similar 

a specific artist is to Kanye West, to apps that give you detailed information regarding 

your favorite artists and songs.2 

The kind of data we are going to use in our research are the so-called audio features 

of specific tracks, listed in Table 2. 

 

 
2 See Six Degrees of Kanye West and Replayfy. 
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Table 2. Spotify Audio Features 

Name Description 

duration_ms The duration of the track in milliseconds. 

key 
The estimated overall key of the track. Integers map to pitches using 
standard Pitch Class notation. E.g. 0 = C, 1 = C♯/D♭, 2 = D, and so on. 
If no key was detected, the value is -1. 

mode 
Mode indicates the modality (major or minor) of a track, the type of scale 
from which its melodic content is derived. Major is represented by 1 and 
minor is 0. 

time_signature 
An estimated overall time signature of a track. The time signature (meter) 
is a notational convention to specify how many beats are in each bar (or 
measure). 

acousticness A confidence measure from 0.0 to 1.0 of whether the track is acoustic. 
1.0 represents high confidence the track is acoustic.  

danceability 

Danceability describes how suitable a track is for dancing based on a 
combination of musical elements including tempo, rhythm stability, beat 
strength, and overall regularity. A value of 0.0 is least danceable and 1.0 
is most danceable.  

energy 

Energy is a measure from 0.0 to 1.0 and represents a perceptual 
measure of intensity and activity. Typically, energetic tracks feel fast, 
loud, and noisy. For example, death metal has high energy, while a Bach 
prelude scores low on the scale. Perceptual features contributing to this 
attribute include dynamic range, perceived loudness, timbre, onset rate, 
and general entropy. 

instrumentalne
ss 

Predicts whether a track contains no vocals. “Ooh” and “aah” sounds 
are treated as instrumental in this context. Rap or spoken word tracks 
are clearly “vocal”. The closer the instrumentalness value is to 1.0, the 
greater likelihood the track contains no vocal content. Values above 0.5 
are intended to represent instrumental tracks, but confidence is higher 
as the value approaches 1.0. 

liveness 
Detects the presence of an audience in the recording. Higher liveness 
values represent an increased probability that the track was performed 
live. A value above 0.8 provides strong likelihood that the track is live. 

loudness The overall loudness of a track in decibels (dB). Loudness values are 
averaged across the entire track and are useful for comparing relative 
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loudness of tracks. Loudness is the quality of a sound that is the primary 
psychological correlate of physical strength (amplitude). Values typical 
range between -60 and 0 db. 

speechiness 

Speechiness detects the presence of spoken words in a track. The more 
exclusively speech-like the recording (e.g. talk show, audio book, 
poetry), the closer to 1.0 the attribute value. Values above 0.66 describe 
tracks that are probably made entirely of spoken words. Values between 
0.33 and 0.66 describe tracks that may contain both music and speech, 
either in sections or layered, including such cases as rap music. Values 
below 0.33 most likely represent music and other non-speech-like 
tracks. 

valence 

A measure from 0.0 to 1.0 describing the musical positiveness conveyed 
by a track. Tracks with high valence sound more positive (e.g. happy, 
cheerful, euphoric), while tracks with low valence sound more negative 
(e.g. sad, depressed, angry). 

tempo 
The overall estimated tempo of a track in beats per minute (BPM). In 
musical terminology, tempo is the speed or pace of a given piece and 
derives directly from the average beat duration.  

 Note. Reprinted from “Get Audio Features for a Track”, by Spotify, 2019b, Spotify for 

Developers. 

Among all those listed above, the variables we are more interested in are what Spotify 

calls ‘mood’ audio features: namely, danceability, energy and valence. Indeed, they 

could provide us with the objective, general evaluation we are looking for. On the 

other hand, in light of the fact that the main criticism made in relation to trap music 

relates to its alleged sonic monotony, also some of other audio features might be of 

use to us: namely, mode, tempo, instrumentalness and speechiness. 

We are going to use the aforementioned audio features to build a model that will allow 

us to reach the main goal of our research: namely, to show how, despite a great 

uniformity when it comes to their sonic features, Italian trap music and American trap 

music ultimately feel different. 

In order to develop a list of hypotheses related to our research question, we are now 

going to perform a qualitative analysis of the main similarities and differences 

between Italian trap music and American trap music, drawing from the glocalization 

models proposed by Roudometof (2016), Oduro-Frimpong (2009), and Krims (2000).  
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Preliminary Analysis 

In line with Roudometof’s glocalization theory, we conceptualize globalization and 

glocalization as two interconnected yet distinct processes (Roudometof, 2016). In 

accordance with Krims (2000) and Oduro-Frimpong (2009), and taking inspiration 

from Roudometof (2016), we state that: 

(1) music globalization happens when a local music form spreads throughout the 

globe, to the point that it starts being conceived as global and universal, rather 

than local and particular;  

(2) music glocalization happens when a globalized music form is reappropriated into 

a new local context, being conceived once again as local and particular. 

Drawing from Krims (2000), we propose a music globalization-glocalization model for 

rap music composed of five different variables: beat, flow, topics, language and 

context. We categorize the first two variables as sonic variables, and the other two as 

cognitive variables. The fifth one, on the other hand, is an implicit variable, a variable 

that to a certain extent ‘permeates’ all the others, not only shaping them, but also 

allowing people to make sense of them. The meaning that Krims (2000) gives to the 

concept of context in rap music is twofold: indeed, he refers to both the social 

situation and the function of a specific genre. 

In order to discuss the features of American trap music and those of Italian trap music, 

we will take a different approach. In the first case, we will mainly draw from existing 

literature on the genre as a whole, in order for our description to be as inclusive - or 

better, as global - as possible. On the other hand, when it comes to Italian trap music, 

literature is extremely scarce - hence working only with secondary sources is not a 

viable option. For this reason, our only choice is to focus directly on the very object 

of our analysis: namely, Italian trap songs. Instead of analyzing all the Italian trap 

songs ever released, we are going to focus on the body of work of the following 

artists, namely Sfera Ebbasta, Tedua, and Dark Polo Gang. The reason why we 

decided to focus specifically on these three artists is twofold. 
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First, they have always identified themselves as part of the trap (or drill) movement, 

rather than as rappers who simply happen to make trap music (Dark Polo Gang, 

2016a; Sfera Ebbasta & Charlie Charles, 2015; Tedua, 2016). 

Second, they all are what British composer Howard Goodall would define as 

assimilators - namely, music artists who synthesized the pioneering developments of 

those who came before them, making them appealing to the public. Despite what 

people think, in the large majority of cases artists who were able to add their names 

to the music history books were assimilators, not pioneers. They are the ones that 

people identify with this or that musical movement - and the ones that are 

remembered (Goodall, 2013). The aforementioned artists are exactly this: not the 

ones that brought trap music to Italy, but rather the ones that popularized it, shaping 

its sound, its meaning, and its aesthetic (see Appendix I). 

After this introduction, we can now start our preliminary analysis. First, we will focus 

on American trap music, and then we will move on to Italian trap music. In order to 

stress its nature of globalized music form, we will refer to American trap music simply 

as trap music. 

American trap music 

Sonic parameters 

Beat 

The most recognizable feature of the trap music genre is indisputably its musical 

style. As set out by producer Lex Luger in the early 2010s, the cornerstones of every 

modern-day trap beat are elaborate hi-hats, heavy kick drums and ominous synths, 

which all contribute to create a dark and gloomy atmosphere (Setaro, 2018; Vaught 

& Bradley, 2017). Despite its main features remaining essentially the same, thanks to 

the contribution of producers such as Mike Will Made It and Metro Boomin the trap 

beat evolved over the past few years, becoming more subtle, more rarefied (Setaro 

et al., 2019). Making a comparison borrowed from horror movies, we could say that 

the late 2010s trap beat is to the early 2010s trap beat as psychological thrillers are 

to splatter films - still scary, less gory. A clear example of this difference can be found 



22 

comparing Hard in Da Paint by Waka Flocka Flame, produced by Lex Luger and 

released in 2010, with Bad and Boujee by Migos feat. Lil Uzi Vert, released in 2016. 

Flow 

In his model, Krims (2000) identifies three different kinds of flow (or rhythmic delivery): 

(a) the sung flow, which resembles very much actual singing; (b) the percussion-

effusive style, in which the rapper uses her/his mouth as a percussion instrument; and 

(c) speech-effusive style, which is closer to spoken language.   

Among all the features identified by Krims, flow is undoubtedly the most difficult to 

evaluate, because the three styles somewhat overlap in many aspects. For this 

reason, the scholar defines them as more of a spectrum, rather than as rigid, well-

defined categories. On top of this, as pinpointed by the author, what makes its 

evaluation even more difficult is the fact that flow might change within a song (Krims, 

2000).  

Despite what just stated, it is safe to say that, generally speaking, trap rap is usually 

associated with the sung flow (Caramanica, 2018). The best example of this is 

probably trap rapper Swae Lee from the hip-hop duo Rae Sremmurd, who basically 

sings his verses in songs such as No Type and Black Beatles. It is unclear who was 

responsible for the gradual shift of the trap genre towards this more ‘musical’ - so to 

speak - rhythmic delivery. Nevertheless, it is worth mentioning that, according to pop 

music critic Jon Caramanica, the artist who, starting from the late 00s, has 

contributed the most to eventually legitimizing the blending of singing and rapping in 

the hip-hop world as a whole was Drake, the chameleonic Canadian that goes with 

ease from dancehall (Controlla, One Dance) to grime (No Long Talk), and from trap 

(God’s Plan) to bounce (In My Feelings, Nice For What) (Caramanica, 2018). 

Beside using the basic distinction proposed by Krims between sung style and effusive 

style, when talking about rhythmic delivery it is worth mentioning also the three 

elements that - according to many - are the backbone of the MCing style of the vast 

majority of mainstream American trap artists nowadays. Namely, mumbling, the use 

of Auto-Tune and the use of triplets (Alyse, 2017; Caswell, 2017; Reynolds, 2018).  
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The term mumbling is pretty self-explanatory, and it refers to the tendency of 

countless MCs to “[mumble] words over a hard beat - utilizing the sounds from their 

mouths as part of the instrumental” (Iandoli, 2016). Mumbling has always been a 

much-debated-topic among rap aficionados, having been dismissed by many as a 

plain and simple excuse for lazy songwriting (Alyse, 2017). But despite the criticisms, 

its influence on contemporary US rap music is undeniable. This is perhaps the reason 

why, over the years, many artists have fought over its paternity. Among the others, 

two of the strongest contestants for the title of ‘creator of mumbling’ were drill’s 

Godfather Chief Keef and trap’s royalty Gucci Mane. Nevertheless, the name many 

seem to agree upon is the ubiquitous trap rapper Future, who supposedly started the 

trend in 2011 with his seminal track Tony Montana (Alyse, 2017). In line with the trap 

music canon, according to what the artist said regarding its creation, this banger was 

born as nothing but a drug fueled extravaganza. “I remember being so fuckin’ high 

on this song, I couldn’t even open my mouth. When I listened back to it the next day, 

I was like man, what the fuck is this? But I loved it. Like, that shit sound raw, though.” 

(Future, 2015, as cited in Alyse, 2017), the Atlanta rapper recounted in a 2015 

interview with radio host Peter Rosenberg.  

Auto-Tune, on the other hand, is an audio processor that, despite being created in 

the late 1990s to correct vocal imperfections, quickly rose to fame as sound effect 

thanks to Cher’s smash hit Believe. Auto-Tune entered the hip-hop world shortly after, 

thanks to rapper (afterwards turned singer) T-Pain, and was widely used by artists 

such as Kanye West and Lil Wayne. Still, in the hip-hop community not everybody 

liked it, and rapper Jay-Z voiced the disapproval of many when, in 2009, he accused 

Auto-Tune of making rap go “pop and soft” (Reynolds, 2018).  Nevertheless, a few 

years later the third wave of trap rappers repopularized it, transforming it into one of 

the signature features of the trap music genre. As noted by music journalist Simon 

Reynolds - partially quoting T-Pain -, Auto-Tune and sung flow are closely linked, 

because Auto-Tune turns rappers “into singers - or something unclassifiable in-

between” (Reynolds, 2018). Apart from the already mentioned Future, a good 

example of extensive use of Auto-Tune is Houston-born rapper Travis Scott, who has 



24 

heavily featured it in all his records, from his 2016 hit goosebumps to his latest album 

Astroworld. 

Lastly, talking about triplets, the first thing to say is that they have been around since 

the dawn of men in musical composition - Beethoven’s 1801 Piano Sonata No. 14 

(usually referred to as the Moonlight Sonata) being a notable example of this. They 

occur when a beat is divided into three notes, rather than two or four. As Estelle 

Caswell explains in one of the episodes of her Earworm series, when it comes to rap 

music triplets work in a similar way. The difference is that the three notes are syllables 

in a single word or in an entire sentence (Caswell, 2017). As detailed by Caswell, the 

so-called triplet flow has a long history in US rap music, a history that goes from the 

politically charged rhymes of New York group Public Enemy to the spooky verses of 

Southern hip-hop legends Three 6 Mafia - and from there to the hypnotic grumbling 

of modern-day rappers. Nevertheless, once again, the city of Atlanta played a pivotal 

role in the popularization of what would quickly become one of the key features of 

contemporary American trap music. Indeed, the triplet flow finally rose to prominence 

in 2013, thanks to Atlanta natives Migos and their breakthrough hit Versace. As just 

explained, the group did not actually invent the triplet flow - however, nowadays the 

use of triplets in rap is so closely associated with Migos that the triplet flow has been 

dubbed by many as the Migos flow or even the Versace flow (Caswell, 2017). As a 

matter of fact, the Atlanta trio extensively uses this flow in almost each one of their 

songs. 

Cognitive parameters 

Topics 

When it comes to the semantic aspects of the lyrics, the name trap music is in itself 

already rather self-explanatory. Indeed, the whole narrative of the genre revolves 

about ‘living in the trap’, and most importantly ‘trying to get out of the trap’, in line 

with the ‘rags to riches’ tale that has been at the core of hip hop as a whole for most 

of its history (Kearse, 2018).  
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More specifically, the main tropes of contemporary American trap rap are deemed to 

be drugs (usually involving both dealing and use), crime (usually precisely in the form 

of drug dealing), violence (especially gun violence), money (or better, money flaunting, 

usually expressed through name-dropping), and women (usually in relation to sex 

rather than to love) (Vaught & Bradley, 2017). In this sense, thematically trap rap could 

be considered as a sort of drugged-up ‘spiritual heir’ of what Krims calls don rap, a 

music genre that rose to fame in the mid-1990s, blending “the dominating imagery 

and toasting of the older gangsta genre with the wealth, individuality, and personal 

‘smoothness’ of the older mack genre” (Krims, 2000, p. 83). With the term ‘drugged-

up’ we want precisely to indicate that, essentially, the only thematic difference 

between the two genres is the much greater focus on drugs of trap rap compared to 

don rap. To put it in other words, a drug lord such as Pablo Escobar is to trap rap 

what a mobster such as John Gotti was to don rap.  

It is worth noting that, if it is true that drug dealing is a trope present mainly in trap 

rap, it is also true that, on the other hand, drug use has been increasingly featured in 

the rap genre as a whole over the years, quickly becoming one of its major tropes. 

When it comes to drug use, the trap genre focuses mainly on downers, such as weed, 

benzodiazepines, and lean, a codeine-laced drink popularized in the Southern hip-

hop community by the so-called chopped and screw genre in the mid-late 1990s. 

Some commentators have speculated that the overall sonic ‘numbness’ and 

‘fadedness’ of the trap music genre might be traced back to its tight bond with this 

specific category of drugs (Heard, 2008; Reynolds, 2018). 

Language 

Compared to ‘older’ rap artists, trap rappers have a relatively ‘small’ vocabulary. This 

is once again connected to the fact that trap rap is gradually becoming ‘more 

musical’. Indeed, as noted by The Pudding, trap rap “has moved away from complex 

lyricism toward elements traditionally associated with pop music: repetitive song 

structure and singing” (Daniels, 2019).  

Another characteristic of trap rap is the massive use of ad-libs. Ad-libs have always 

existed in hip hop. The difference is that, in the case of trap rap, they have become 
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the lyrical center of many songs, such as I Don’t Like by Chief Keef, or the already 

mentioned Bad and Boujee by Migos feat. Lil Uzi Vert (Fu, Morel, Steele & Hill, 2018). 

We can see also in this feature yet another indicator of the gradual shift of focus of 

the genre from lyricism to sound.  

Context 

Speaking of the social situation of trap music, as already mentioned, the genre was 

born in the suburbs of Atlanta, and it still has nowadays a tight bond with the African 

American underclass of the Southern United States (Vaught & Bradley, 2017). Then, 

when it comes to its function, trap music has two souls, apparently at odds one with 

the other. On the one hand, in line with the traditional reality rap ethos, it aims at 

chronicling ‘life in the trap’ (Kearse, 2018; Krims, 2000). On the other hand, it is 

essentially a party genre (Krims, 2000). This second aspect is related to the fact that 

the Atlanta trap scene has always had very strong connections with the numerous 

strip clubs of the city, being them considered the places “where new music is tested 

out, where stars go to be seen or to relax, where the value of a song can be measured 

by the number of dollars that fly skyward when it plays” (Caramanica, 2012). 

Emblematic of this are songs such as Magic by Future feat. T.I., Throw Sum Mo by 

Rae Sremmurd feat. Nicki Minaj and Young Thug, and Stripper Bowl by Migos, whose 

music videos where all shot in notorious Atlanta strip clubs.3 

  

 
3 See Future - Magic ft. T.I., Rae Sremmurd ft. Nicki Minaj, Young Thug - Throw Sum Mo, and Quality 
Control, Migos - Stripper Bowl 
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Italian trap music 

Sonic parameters 

Beat 

Table 3. Italian Trap Beats 

Type Count 

Trap 151 

Latin Trap 6 

Dancehall 1 

Unclassifiable 4 

 

Our analysis shows that trap beats are dominant in Italian trap music too. As 

displayed in Table 3,  the musical style of 156 out of the 162 songs analyzed has been 

classified as either ‘Trap’ or ‘Latin Trap’. The six tracks classified as ‘Latin Trap’ are: 

Tran Tran, Ricchi X Sempre, Pablo, Uh Ah Hey and Mademoiselle by Sfera Ebbasta, 

and Diego Armando Maradona by Dark Polo Gang. The only track classified as  

‘Dancehall’ is Natura by Tedua. Lastly, the four tracks classified as ‘Unclassifiable’ 

are Wasabi 2.0, Vertigini, Acqua (Malpensandoti) and Cucciolo d’uomo by Tedua. 

Furthermore, there are some tracks that, despite having a trap beat, could have been 

classified as either dancehall-influenced (Figli Di Papà and Bang Bang by Sfera 

Ebbasta, and Uomini E Donne by Dark Polo Gang) or as vaporwave-influenced (all 

the songs from Succo di Zenzero by Dark Polo Gang). Hence, when it comes to 

sound, Italian trap music essentially replicates its global model, mixing it here and 

there with other external influences. 

Flow 

Based on our analysis, we can say that Italian artists have generally embraced all the 

previously discussed rhythmic delivery trends, apart for mumbling. The reason why a 

more melodic delivery proved popular among Italian artists but mumbing did not 

could be the very same: Italian is a high vowel density language. This means that the 
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sung flow sits easily with it, while mumbling does not. On top of that, apart from a 

few exceptions, Italian words end with a vowel. This, combined with the 

aforementioned vowel density, makes mumbling much more difficult when rapping in 

Italian rather than in English. As a matter of fact, the non-use of mumbling among 

Italian trap rappers resulted in a rhythmic delivery than resembles actual singing even 

more than in American trap rap. A good example of this are songs such as Cupido 

by Sfera Ebbasta, Pugile by Tedua, and Cambiare Adesso by Dark Polo Gang. 

Nevertheless, as mentioned before, the flow is probably the feature that tends to vary 

the most, and the Italian artists we focused on are not an exception. Among them, 

Sfera Ebbasta is the one whose flow resembles the most the ‘standard’ trap flow: 

sung style, loads of Auto-Tune, extensive use of triplets. Tedua, on the other hand, is 

the one whose flow differs the most from the ‘standard’ trap flow: he switches from 

one style to the other very often - a common practice in rap, called by Krims (2000) 

‘rhythmic acceleration’ - and his delivery is on average way more aggressive than 

what we would expect from a contemporary trap rapper. Furthermore, his use of 

triplets is not as extensive as the one of Sfera Ebbasta. Lastly, Dark Polo Gang falls 

somewhere in the middle, often switching between the sung flow and the speech-

effusive style. It is worth mentioning that Dark Polo Gang has always been heavily 

criticized for its flow - or better, for its ‘lack of flow’ (Dark Polo Gang, 2016b). Indeed, 

especially in their first works, the rhythmic delivery of the various members of the 

Gang consisted of virtually non-existent end or internal rhymes, a fair share of ad-

libs, and a lot of assonances. 
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Cognitive parameters 

Topics 

Table 4. Italian Trap Topics (aggregated) 

Trope Sfera Ebbasta Tedua Dark Polo Gang Average 

Drugs 91% 91% 91% 91% 

Crime 56% 56% 54% 55% 

Violence 26% 50% 41% 39% 

Money 72% 47% 94% 71% 

Women 67% 81% 91% 80% 

Note: Percentage of songs in which a specific theme is mentioned, on the total number of 

songs. 

As shown in Table 4, all the main tropes of American trap music are present also in 

Italian trap music. Nevertheless, some of them are on average much more common 

than others. Furthermore, if we look at data regarding the single artists we can see 

that thematically Italian trap artists are rather different one from the other. The most 

consistent topics are drugs and crime, while when it comes to violence, money, and 

women the variability is much higher. These differences become even more more 

apparent if we look at Table 5, where some of the topics were split in sub-topics.  

This diversity can be explained by the fact that these three artists have three very 

distinct lyrical approaches. Sfera Ebbasta, in line with the reality rap tradition, is 

essentially a storyteller (Krims, 2000). In his three albums we can clearly see depicted 

the whole ‘rags to riches’ narrative. In XDVR, he details what ‘living in the trap’ is like 

for a (former?) drug dealer who is trying to make it big in the rap game. In Sfera 

Ebbasta, he is ‘getting out’ of the trap, torn between his old life in the block and his 

newfound fame. In Rockstar, he is finally ‘living outside of the trap’, sipping lean in a 

fancy club with models instead that in a dreary apartment with his homies. We can 

see this ‘getting out of the trap’ narrative also in Tedua, albeit in a more ‘conscious’ 

perspective, more interested in ‘getting knowledge’ that in money flaunting - which is 

nevertheless still present here and there (Krims, 2000). Another great difference is a 
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much greater focus on love, compared with the other two analyzed artists. On the 

other hand, the ‘getting out of the trap’ narrative is completely absent from Dark Polo 

Gang tracks, the majority of which could be classified as ‘flex songs’ (Dictionary.com, 

2019b). 

Table 5. Italian Trap Topics 

Trope Sfera 
Ebbasta Tedua Dark Polo 

Gang Average 

Drug use (drugs) 79% 75% 84% 79% 

Drug dealing (drugs & 
crime) 56% 56% 54% 55% 

Real (violence) 12% 34% 18% 21% 

Metaphorical (violence) 19% 13% 26% 19% 

Money 72% 47% 94% 71% 

Sex (women) 58% 44% 83% 62% 

Love (women) 21% 53% 29% 34% 

Note: Percentage of songs in which a specific theme is mentioned, on the total number of 

songs. 

A relevant difference between Italian trap music as a whole and its globalized model 

can be found in the way in which the two genres deal with the drug trope. The first 

striking difference is the almost total absence of references to prescription drugs. 

Indeed, the most frequently mentioned drugs are cannabis, lean and cocaine (see 

Table 5). Xanax, for example, which is so dear to Future (Daniels, 2017), is mentioned 

only in four songs out of eighty-seven by Dark Polo Gang, is never mentioned by 

Tedua, and is mentioned only once by Sfera Ebbasta in XNX, who talks about it in a 

negative way, because “it makes look stupid” the girl he is with. In relation to this, we 

can add that another major difference is that, at least when it comes to Tedua and 

Sfera Ebbasta, heavy drugs such as cocaine and heroin are usually mentioned in a 

negative way, as shown in songs such as Burnout (“dai il crack evita”, namely “you 

shouldn’t do crack cocaine”, or Serpenti a Sonagli (“io non tocco quella roba”, namely 

“I don’t do that thing”, referred to sniffing cocaine).  



31 

Table 6. Italian Trap Topics - Drugs 

Drug Sfera Ebbasta Tedua Dark Polo Gang Average 

Cannabis 81% 56% 71% 70% 

Lean 33% 3% 21% 19% 

Cocaine 16% 44% 24% 28% 

 

Always in relation to the drugs theme, one interesting thing to note is that the use of 

a drug dealer persona was not introduced in Italian rap by Italian trap rappers in recent 

years. Indeed, the first one to use it were Italian rap group Club Dogo and Italian hip 

hop collective TruceKlan, in the early 2000s. The former were also among the very 

first Italian rap artists to heavily focus their narrative on money. During their career, 

Club Dogo were incredibly popular, and left an indelible mark on the generation of 

rappers that came before them. In a sense, we could say that they paved the way to 

Italian trap music: indeed, their cocaine-fueled bravado created fertile ground for 

what is deemed to be the ‘classic’ trap rap narrative (Krims, 2000; Naccari, 2017; 

Zukar, 2017). 

Language 

Based on our analysis, we can say that the trend of using a relatively simple song 

structure was fully adopted by Sfera Ebbasta and Dark Polo Gang, but only partly by 

Tedua, who, despite its catchy choruses, still uses very ‘dense’ verses, much more 

in line with ‘traditional’ rap (Krims, 2000). The reason why a less ‘wordy’ songwriting 

proved popular among Italian trap rappers is once again to be found in the 

characteristics of the Italian language. Indeed, as noted by veteran rapper Noyz 

Narcos in a recent interview, Italian words are on average quite long, and usually end 

in vowel, two features that make it a much less suitable language than English for rap 

songwriting (Noyz Narcos). 

Furthermore, regarding ad-libs, we can say not only that they are used, but that the 

ones that are used are usually ad-libs popularized precisely by famous American trap 

artists, such as skrt skrt (e.g. Cupido by Sfera Ebbasta, Buste Della Spesa by Tedua, 
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and Sku Sku by Dark Polo Gang, used by 2 Chainz, Chief Keef, Future, Migos, and 

Young Thug), gang (e.g. Panette by Sfera Ebbasta, Wasabi 2.0 by Tedua, and virtually 

every song by Dark Polo Gang, used by Chief Keef), squad (e.g. Trap Kings by Sfera 

Ebbasta, and Lingerie by Tedua, used by Chief Keef and Waka Flocka Flame), and 

yah, yah, yah (e.g. Pablo by Sfera Ebbasta, and Caramelle by Dark Polo Gang, used 

by Migos). 

Using English ad-libs is an example of code switching, which occurs when speakers 

‘switch’ from one language to another “according to the symbolism of the language” 

(Hassa, 2010, p. 45). To further discuss this practice in Italian trap music, we draw 

from Samira Hassa’s paper about code-switching in French rap. Using the 

terminology that Hassa borrows from American linguist Carol Myers-Scotton, we can 

state that, in the 162 songs analyzed, Italian plays the role of matrix language, 

whereas English, Verlan, and Spanish the one of inserted languages (Hassa, 2010). 

Among the inserted languages, English is the most frequently used one. Indeed, at 

least one English word, expression or sentence is present in 91% of the songs by 

Tedua, in 58% of the ones by Sfera Ebbasta, and in 45% of the ones by Dark Polo 

Gang.4 According to Hassa, French rap uses code-switching into English first and 

foremost to create a connection with the global hip hop community. Indeed, if the 

United States are the motherland - well, the Holy Land - of hip hop, English is its 

lingua franca (Hassa, 2010). The fact that this is true also for Italian trap music was 

confirmed confronting the English words used in the songs we analyzed with the list 

of the most “hip hop” words compiled by the digital publication The Pudding (Daniels, 

2017). As it turns out, 19 of the 57 words at the top of such list appear at least in one 

song of our sample. By using words that are part of the American rap jargon in their 

songs, Italian trap artists serve two purposes. On the one hand, they show to be 

receptive to the global rap discourse. On the other hand, they become themselves 

part of it.  

  

 
4 These percentages do not include English words that - either due to their commonnes (e.g. baby, 
gang, weekend) or due to their untranslatability (e.g. backstage, beat, blunt, dissing, fans club, flow, 
rapper, top ten) - have now become part of the Italian vocabulary. 
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Table 7. The Most “Hip Hop” Words 

#3 Flexing 
Flex (flexo, ‘I flex’), British (flexo, ‘I flex’) and Acqua Fiji (flexando, ‘flexing’) by 
Dark Polo Gang  

#7 Trapping 
Fuck Gosha (trappando, ‘trapping’) and Gang Shit (trappando, ‘trapping’) by 
Dark Polo Gang, and Pablo (trappando, ‘trapping’) by Sfera Ebbasta 

#8 Homie 

Wasabi Freestyle, Lezione, Buste della Spesa, No Snitch Freestyle, Fifty 
Fifty, Revolver Freestyle, 3 Chances (Malpensandoti), Fashion Week, 

Burnout and Cucciolo d’Uomo by Tedua 

#12 Snitch 
No Snitch Freestyle (also snitchii, ‘you snitch’) and Fifty Fifty by Tedua 
(snitcher)  

#14 Bitch 

Tic Tac, El Machico, Cheesecake, Fuck Gosha, Gang Shit, Splash, Toy Boy, 
Young Rich Gang, Peter Pan, Che Bello Essere Dark, Casper, British and 

Taki Taki by Dark Polo Gang, Te Lo Do, BRNBQ, BHMG, XNX and Popstar 
by Sfera Ebbasta, and 3 Chances (Malpensandoti), Jungle and Elisir by 
Tedua 

#15 Clique Rital by Tedua 

#16 Blunts5 Taki Taki by Dark Polo Gang, and Rockstar and Cupido by Sfera Ebbasta 

#17 Pussy Lingerie by Tedua 

#18 

Rapper6 

Intro TDA and Dark Boy by Dark Polo Gang, Zero and Uh Ah Hey by Sfera 
Ebbasta, and Wasabi 2.0, Sangue Misto, La Legge del Più Forte and Rital by 

Tedua  

#20 Swag 

Sportswear (swagger), GTA San Andreas, Sexy Gang, Marilyn Manson (also 

as swaggo, ‘I swag’), Amorevole and Gang Shit (also as swaggo, ‘I swag’) 
by Dark Polo Gang 

#23 

Shooter 
Che Bello Essere Dark by Dark Polo Gang, and Fifty Fifty by Tedua 

#28 Beef Lei Mi Chiama by Dark Polo Gang, and Lezione by Tedua 

 
5 Word excluded from the word count (see note 3) but included in the list for the sake of 
completeness. 
6 Word excluded from the word count (see note 3) but included in the list for the sake of 
completeness. 
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#29 

Gangsta 
GTA San Andreas by Dark Polo Gang, Bancomat by Sfera Ebbasta, and 
Acqua (Malpensandoti) by Tedua 

#30 Bro 
C C, Sinaloa, Cheesecake and Almighty by Dark Polo Gang, Panette and 20 
Collane by Sfera Ebbasta, and OC (California), Rital and Elisir by Tedua 

#38 Shit 
Cono Gelato (questa merda, ‘this shit’) and Gang Shit by Dark Polo Gang, 
and Pugile (questa merda, ‘this shit’) by Tedua 

#44 Benz7 
Splash by Dark Polo Gang, Mercedes Nero by Sfera Ebbasta, and La Legge 

del Più Forte by Tedua 

#52 

Popping 
Diabolika (poppando, ‘popping’) and Young Rich Gang (poppa, ‘she pops’) 

by Dark Polo Gang 

#54 Squad 
SG4M1, Panette, No Champagne, Brutti Sogni, Più Forte, Tutti Scemi, Ciny, 
Per Davvero, Sciroppo, and Peace & Love by Sfera Ebbasta 

#57 Flex Splash and Peter Pan by Dark Polo Gang, and XNX by Sfera Ebbasta 

 

In its analysis, The Pudding took a step further, identifying the words that 

‘characterize’ each one of the 308 rappers in its database, and then grouping all the 

artists according to their lyrical similarity. One of the three basic artist clusters 

identified by the publication is made up precisely by three of the artists that represent 

the forefront of contemporary American trap music: namely, Migos, Young Thug and 

Future. Right next to this cluster, we can find many of the protagonists of all three of 

‘trap eras’, such as T.I., Gucci Mane, Young Jeezy, Waka Flocka Flame, Rick Ross, 

Chief Keef, 2 Chainz, Travis Scott and Lil Uzi Vert (Daniels, 2017). 

This shows how, within the vast vocabulary of hip hop, it is possible to identify words 

that characterize specific genres of rap music. There is no such thing as a 

comprehensive list of the most ‘trap’ words. Nevertheless, we can list a few words 

that, in the past years, rose to fame as the new hip hop’s ‘buzzwords’ after being 

frequently featured in songs by different trap artists, such as the already mentioned 

flex, or as drip (Dictionary.com, 2019a; Dictionary.com, 2019b). As already 

 
7 Word excluded from the word count (see note 3) but included in the list for the sake of 
completeness. 
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mentioned, flex is featured in many Italian trap songs, while drip appears in Splash, 

Young Rich Gang, Acqua Fiji, and Casper by Dark Polo Gang. 

Moving on to Verlan, first of all, we need to define what it is. Verlan is not an actual 

language, but rather “a spoken variety born in the working class, immigrant suburbs 

of the wider Parisian region, and consists of inverting the order of the syllables to serve 

the role of a secret language” (Hassa, 2010, p. 49-50). The term Verlan an example of 

how this secret language works, being it the inverted version of the French term 

l’envers - namely, “the inverse”. We can say that it is used for the very same reason 

why English is used: to create a connection with the global hip hop community - or 

better, to create a connection specifically with the French rap community, which 

extensively uses Verlan in its lyrics. Verlan is used in one song by Sfera Ebbasta 

(SG4M1), and, most importantly, is featured is one third of Tedua’s songs (00, Fifty 

Fifty, Step By Step, La legge del più forte, Dune, Fashion Week, Jungle, Il fabbricante 

di chiavi, Burnout, Cucciolo d’uomo, Natura), who is a big fan of French rap (Tedua, 

2018). 

Finally, in the songs analyzed we found also a few Spanish words and expressions. 

On the one hand, the inserted language is used once again to create a connection 

with the global hip hop community, being present in Latin trap tracks such as Pablo 

by Sfera Ebbasta. On the other hand, it is used as a storytelling medium, being 

featured in songs that mention notable drug lords, such as Sinaloa by Dark Polo 

Gang. 

Context 

When speaking of the social situation of Italian trap music, the first thing to say is that 

it is similar to the one of American trap rap - meaning, connected to the urban 

underclass - when it comes to Sfera Ebbasta and Tedua, but not when it comes to 

Dark Polo Gang. Indeed, Sfera Ebbasta grew up in the public housing projects of 

Cinisello Balsamo, a poor suburb of Milan (Sfera Ebbasta, 2018b), while Tedua, the 

child of a broken home, spent his childhood between foster care and public housing, 

surrounded by the petty crime of the outskirts of Genoa and Milan (Tedua, 2017). The 

members of Dark Polo Gang, on the other hand, grew up in the “Roma bene” (the 
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Roman burgeois), and - despite what they say in their song - they were never affiliated 

to any sort of criminal organization (Dark Polo Gang, 2017). 

Then, regarding its function, the only one among the three artists to embody his 

double nature as reality rap genre and as party genre is Sfera Ebbasta. This second 
aspect is clearly what he is going for right now, with latest Latin trap releases such as 

Pablo. Tedua’s music, on the other hand, could be categorized as reality rap with an 
underlying didactic function. Lastly, Dark Polo Gang tracks, despite a vague reality 

claim from the group at the beginning of its career, are essentially flex songs with a 
self-congratulatory function (Dark Polo Gang, 2017). A common characteristic of 

Italian trap rap songs is that they are not specifically club oriented, despite the fact 
that some of them - especially Sfera Ebbasta’s one - are gradually becoming part of 

Italian club culture (Zukar, 2017). 

  



37 

Hypotheses 

As already mentioned, the ultimate goal of our analysis is to show that, despite a great 

uniformity when it comes to their sonic features, Italian trap music and American trap 

music ultimately feel different. 

Our preliminary analysis seems to partially confirm that Italian and American trap 

music sound very similar. Indeed, on the one hand, they both almost exclusively 

feature trap beats. Nevertheless, on the other hand, the flow used by Italian and 

American trap rappers is only partially similar. Both groups generally use a sung flow, 

but for Italian artists this results in a delivery that sounds even more like singing than 

for American artists. The reasons for this might include the fact that mumbling is not 

a common practice among Italian trap rappers, or again the already mentioned fact 

that a language with a high vocal density such as Italian is perfectly fitting with a more 

“sing-songy” delivery. On top of this, the flow of Italian trap rappers sounds on 

average more aggressive than the one of American rappers - again, the reason behind 

this might be that Italian artists do not mumble.  

The topics Italian trap rap deals with are essentially the same of American trap rap: 

drugs, crime, violence, money, and women - tropes that, as a matter of fact, have 

always been rather common in many other rap genres (Krims, 2000). Nevertheless, 

there are a few relevant differences regarding specific tropes. First the lack of 

references to prescription drugs, which are often mentioned by numerous American 

trap artists and, as already mentioned, have been connected by some commentators 

- together with all the other downers mentioned in trap songs - to the overall sonic 

‘numbness’ of the genre. Second, the presence of some ‘uplifting’ songs, virtually all 

authored by Tedua, who, as we have already said, despite its adherence to the trap 

genre, is very close to what is usually referred to as conscious rap. 

Speaking of the context, on the other hand, an interesting difference can be found in 

the weaker connotation of Italian rap as a party genre, compared to American trap 

rap, connected to its initial non-involvement in Italian club culture. 
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Hence, we need to slightly modify the goal for our analysis, as follows: despite a 

partial uniformity when it comes to their sonic features, Italian trap music and 

American trap music ultimately feel different. Our first hypothesis is that Italian trap 

music and American trap music are partially similar when it comes to sonic features. 

On the other hand, our second hypothesis is that Italian trap music and American trap 

music ultimately feel different. 

Now, we need to understand how to express our two hypotheses by means of audio 

features. When it comes to the first hypothesis, as we previously said, the audio 

features that might prove to be useful are tempo, mode, and speechiness. Tempo 

and mode are closely related to the extensive use of trap beats both in Italian and in 

American trap music. On the one hand, tempo is one of the main elements that 

distinguish a music genre from another - indeed, different music genres are usually 

associated with specific tempo ranges (Ableton, n.a.). Hence, we could assume that 

the average tempo used by Italian and American trap beats is very similar. On the 

other hand, it is widely agreed that it exists an association between major tonality and 

positive emotions and minor tonality and negative emotions - to put it in other words, 

major tonality evokes brightness, while minor tonality evokes darkness (Parncutt, 

2014). As we said before, trap beats sound very grim - hence, we assume that both 

American and Italian trap songs are characterized by a minor mode. Finally, as 

specified by Spotify, speechiness is lower for songs that contain singing than for 

songs that contain rapping (Spotify, 2019b). Considering that both American trap 

songs and Italian trap songs are characterized by a sung flow, we assume that 

speechiness is on average low in both cases. Nevertheless, considering that Italian 

trap songs are even more ‘sung’ than American trap songs, we assume that 

speechiness is even lower for Italian tracks. 

On the other hand, when it comes to the second hypothesis, as previously said, the 

audio features that might prove to be useful are danceability, energy, and valence. In 

general, making clear assumption regarding them is clearly more difficult than for the 

audio features related to our first hypothesis. Indeed, these audio features are 

inherently more complex, because they are all calculated from a combination of other 

parameters, of which not all have been disclosed by Spotify (Spotify, 2019b). Hence, 
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when making our assumption, we should probably focus first and foremost on the 

global meaning of each audio feature, rather than on the specific parameters they are 

based on. When it comes to danceability, what we have mentioned in the Context 

section of our glocalization model might help us in making a decision: as we said, 

American trap music historically has a stronger bond with club culture than Italian 

trap music. This, obviously, might have had an impact on how ‘danceable’ the 

American songs are compared to Italian ones. Indeed, as David Byrne, leader of 

Talking Heads, points out in his book How Music Works, artists in general - and music 

artists in particular - “work backwards, either consciously or unconsciously, creating 

works that fits the venue available to [them]” (Byrne, 2012, p. 16). Hence, we can 

assume that danceability is higher for American trap songs than for Italian ones. Then, 

regarding energy, as mentioned before, on average Italian trap rappers have a more 

aggressive flow than American ones, and this of course should result in a higher 

energy for Italian song than for American ones. Lastly, speaking of valence, when it 

comes to making assumption this is probably the trickiest audio feature. Indeed, on 

the one hand, we know that trap beat is extensively used in both Italian and American 

songs and, as mentioned when discussing the first hypothesis, this makes all the 

songs sound rather dark and grim. On the other hand, as we discussed, the topics of 

Italian trap songs are on average, if not ‘happy’, at least ‘brighter’ (as opposed to 

dark) than the ones of American ones. Nevertheless, Spotify analysis is purely based 

on sound, not on content, hence, when this ‘brightness’ is expressed by the lyrics, 

and not by the sound of the song, Spotify does not detect it.8 Based on this, we will 

assume anyway that Italian trap songs have a higher valence than American ones, in 

line with their perceived ‘lightness’ - aware, however, of the fact that, due to the way 

in which this variable is calculated, it is rather likely that this hypothesis will not be 

confirmed. 

  

 
8 Outside of the trap music genre, a good empirical example of this is represented by Girlfriend in a 
Coma by The Smith. It is a very dark song but, since it has an oddly upbeat musical base, Spotify 
assigns it a valence equal to 0.96. 
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Table 8. Hypotheses 

H1: Italian trap music and American trap music sound quite similar. 

H1a:  Italian trap music and American trap music do not present statistically significant 

differences when it comes to tempo → tempoIT ≅ tempoUS 

H1b: Italian trap music and American trap music do not present statistically significant 

differences when it comes to mode → modeIT ≅ modeUS 

H1c: Italian trap music and American trap music present statistically significant 

differences when it comes to speechiness → speechinessIT < speechinessUS   

H2: Italian trap music and American trap music ultimately feel different. 

H2a: Italian trap music and American trap music present statistically significant 

differences when it comes to danceability → danceabilityIT < danceabilityUS 

H2b: Italian trap music and American trap music present statistically significant 

differences when it comes to energy → energyIT > energyUS  

H2c: Italian trap music and American trap music present statistically significant 

differences when it comes to valence → valenceIT > valenceUS 
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Method 

For our analysis, we built a database composed by 180 trap songs. Considering that 

equal-sized groups maximize statistical power, we decided to evenly divide the songs 

among six different artists, three Italian and three American. The chosen Italian trap 

artists were the ones we used for our preliminary analysis - namely, Sfera Ebbasta, 

Tedua, and Dark Polo Gang.  

Regarding American trap artists, we used the following criteria to determine which 

one to include in our sample. First - as for the Italian trap artists - they had to be self-

proclaimed trap rappers. Second, they had to be very representative of the genre - 

namely, they had to reflect all or almost all the main characteristics of the trap music 

genre, as listed in the previous section. Third, they had to be listed among the “third 

wave” of American trap rappers - namely, trap rappers who rose to fame in the mid-

2010s. Considering that they met all the aforementioned criteria, the American trap 

artists included in the database were Future, Migos, and 21 Savage. 

For each one of the artists, we created a Spotify playlist including all the songs 

featured on their Artist Page - excluding the tracks listed under Appears On, because 

they are the ones in which the artist appears just as featured artist. All the playlists 

combined included a total of 1,038 songs: 400 from Future, 251 from Migos, 165 from 

21 Savage, 111 from Dark Polo Gang, 74 from Sfera Ebbasta and 37 from Tedua.9 

Then, we used the Organize Your Music web app to identify the 30 most popular 

songs in each playlist.10 Spotify calculates the popularity of each song - which is a 

value between 0 and 100 - from the number of streams the song has, weighted for 

how recent those streams are (Spotify, 2019a). This of course poses a problem: tracks 

that are played a lot now will have a higher score than tracks that were played a lot 

in the past - hence, relevant song might have been excluded from our sample. 

Nevertheless, after obtaining our results, we observed that the most relevant tracks 

from each artist - i.e. breakthrough hits, best-selling singles and so on - were 

generally always listed among his most popular ones, even when they had been 

 
9 See Future, Migos, 21 Savage, Dark Polo Gang, Sfera Ebbasta and Tedua. 
10 See Spotify - Organize Your Music. 
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released quite a lot of time before. Hence, we established that popularity was a good-

enough selection criteria for our sample. Note that the two artists for which, in our 

case, popularity could have been the least accurate are Dark Polo Gang and Future, 

because they are the only one who have released one entire album or more in 2019 

(Sony Music Italy, 2019a; Sony Music Italy, 2019c; Universal Music Italia, 2019). 

After obtaining the first draft of our songs’ list, we cleaned the data, in order to fix two 

issues. First, the presence of duplicates - indeed, Spotify rates duplicate tracks (e.g. 

song released as singles and later on included in an album) independently (Spotify, 

2019a). Second, the presence of songs where the artist was not featured as main 

artist. This problem concerned mainly 21 Savage’s tracks, because in the Albums 

section of his Artist Page are listed two albums in which he appears only as featured 

artist (Espinoza, 2017; Maicki, 2018). We thus obtained our definitive songs’ list. 

Afterwards, we used Python to download the audio features of the songs in our list 

as a CSV file. Then, we used Excel to remove the extra data (e.g. duration_ms, key, 

time_signature, etc.), and at the same time add missing data (i.e. main artist, main 

producer, and country) for each track. 

In the end, we obtained a database which included ten variables, as follows: 

Table 9. Variables 

artist = categorical, nominal mode = categorical, dummy danceability = numerical, 
continuous  

producer = categorical, 
nominal tempo = numerical, discrete energy = numerical, 

continuous 

country = categorical, 
dummy 

speechiness = numerical, 
continuous 

valence = numerical, 
continuous 

popularity = numerical, 
ordinal   

 

We then analyzed our data, using two different hypothesis testing procedures: the 

Chi-square test of independence and the one-way analysis of variance (ANOVA).  



43 

A Chi-square test of independence is used in order to verify if there is a significant 

association between two categorical variables. The null hypothesis of this test is that 

the two variables are independent, while the alternative hypothesis is that they are 

not independent. In our case, the Chi-square test of independence was used to verify 

the existence of a significant association between tempo and country, and also 

between mode and country. 

A one-way ANOVA test, on the other hand, tests the null hypothesis that the means 

of a specific variable in a specific number of populations are the same against the 

alternative hypothesis that at least two are different. In our case, the populations were 

represented by the two levels of the variable country - Italy and United States. The 

continuous variables taken into consideration, on the other hand, were speechiness, 

danceability, energy, and valence. 

Before running the analysis, it is necessary to verify that these assumptions are 

satisfied: 

(1) independence of observations, i.e. there is no relationship between the 

observations in each group or between the two groups themselves; 

(2) approximately normal data, i.e. the dependent variable is approximately 

normally distributed for each category of the independent variable taken into 

consideration; 

(3) homogeneity of variances, i.e. the variances of the target variable are the same 

in each group. 

In our case, we can say that the first assumption is satisfied between the two groups, 

because the songs included in the sample are from different artists and different 

producers. Nevertheless, it is unclear if it is satisfied also within the groups, because 

each group contains songs from the same artist and/or producer. 

Then, in order to test the normality assumption, it is possible to derive the Normal Q-

Q plots of the dependent variable for each category of the independent variable. 
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Figure 1 

  

Figure 2 

  

Figure 3 

  

Figure 4 
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As shown in Figure X, the only dependent variable whose distribution slightly deviates 

from a normal one is danceability, for country equal to US. This is confirmed by the 

fact that this is the only case in which Skewness and Kurtosis are not between -1 and 

+1, being them -1.353 and 2.363, respectively (see Appendix II). Nevertheless, as 

mentioned above, the one-way ANOVA test requires only approximately normal data, 

meaning that a small violation can be tolerated. Indeed, a violation of the second 

assumption has an impact only when the group sizes are very small (roughly below 

25) - which is not the case here, because our sample sizes are equal to 90. 

Then, the third assumption could be assessed through Levene’s test for homogeneity 

of the variances. However, homogeneity of the variances needs to be assessed only 

for extremely uneven sample sizes, which, once again, is not the case here, because 

our sample sizes are perfectly equal. 

Despite the fact that the first assumption is only partially satisfied, we decided to run 

the ANOVA analyses anyway, aware of the fact that, however, our results might not 

be entirely accurate.   
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Results 

H1a : tempoIT ≅ tempoUS 

Running an univariate descriptive analysis for our target variable for each country, we 

assessed that the average tempo is slightly higher for American trap songs (IT = 

129.86162; US = 134.89332) (see Appendix II). Afterwards, in order to assess if this 

difference was a sign of the existence of a correlation between the two variables, we 

ran a Chi-square test for independence - this specific test was chosen because one 

of the variables is nominal (categorical) and the other one is discrete (numerical). 

Table X displays the results of the test. In our case, the p-value is 0.444, so we do 

not reject the null hypothesis. This means that there is no correlation between the 

variables country and tempo. Hence, in line with H1a, we can conclude that Italian trap 

music and and American trap music are very similar when it comes to tempo. 

Table 10. Chi-Square Tests (tempo-country) 

  Value df 
Asymptotic Significance (2-

sided) 

Pearson Chi-Square 180.000a 178 .444 

Likelihood Ratio 249.533 178 .000 

Linear-by-Linear 
Association 

2.001 1 .157 

N of Valid Cases 180     

a. 358 cells (100.0%) have expected count less than 5. The minimum expected count is 
.50. 

  

H1b: modeIT ≅ modeUS 

Since country and mode are two categorical variables, first we described their joint 

behaviour by the means of their joint frequency distribution, depicted by a cross-tab. 

In particular, we were interested in the conditional frequency distribution of the 

variable mode in the sub-samples specified by the values of the variable country. 
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Table 11. country * mode Crosstabulation 

  

mode 

Total Minor Major 

country IT Count 40 50 90 

% within country 44.4% 55.6% 100.0% 

US Count 35 55 90 

% within country 38.9% 61.1% 100.0% 

Total Count 75 105 180 

% within country 41.7% 58.3% 100.0% 

 

As shown in Table x, unexpectedly, in both the sub-samples the percentage of songs 

with mode equal to Major is higher. Nevertheless, the difference between songs with 

mode equal to Major and songs with mode equal to Minor is slightly higher in the US 

sub-sample. Afterwards, in order to verify if this difference was a sign of the existence 

of a correlation between the two variables, we ran once again an independent Chi-

square test. Table X displays the results of the test. In our case, the p-value is 0.450, 

so we do not reject the null hypothesis. This means that there is no correlation 

between the variables country and mode. Hence, in line with H1b, we can conclude 

that Italian trap music and American trap music are very similar when it comes to 

mode. Nevertheless, unlike what we expected, apparently in both cases, a major 

mode is more common than a minor one. 
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Table 12. Chi-Square Tests (mode-country) 

  
Value df 

Asymptotic 
Significance (2-

sided) 

Exact Sig. 
(2-sided) 

Exact Sig. 
(1-sided) 

Pearson Chi-
Square 

.571a 1 .450     

Continuity 
Correctionb 

.366 1 .545     

Likelihood Ratio .572 1 .450     

Fisher's Exact Test       .545 .273 

Linear-by-Linear 
Association 

.568 1 .451     

N of Valid Cases 180         

a. 0 cells (0.0%) have expected count less than 5. The minimum expected count is 37.50. 

b. Computed only for a 2x2 table 

  

H1c: speechinessIT < speechinessUS   

Table 13. Spechiness, per country 

Country μ x < 0.33 0.33 < x < 
0.66 

IT 0,14250556 85 (94%) 5 (6%) 

US 0,23099222 84 (82%) 16 (18%) 

 

According to what is witten on the Spotify for Developers website, rap songs are 

usually described by values between 0.33 and 0.66. Nevertheless, as shown in Table 

x, in our case for both countries the average speechiness falls below such range. As 

shown in Table x and Table x, speechiness is lower for Italian songs and, looking at 

the scores of each track, we can see that only five Italian songs scored in the ‘rap 

range’. This is in line with what we have said regarding the fact that both American 
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and Italian artists use a sung flow. Furthermore, this is in line with our hypothesis that 

Italian trap songs are even more ‘sung’ than American trap songs.  

Table 14. Spechiness, per artist (country = IT) 

Artist μ x < 0.33 
0.33 < x < 

0.66 

Dark Polo 
Gang 0,17722333 27 (90%) 3 (10%) 

Sfera Ebbasta 0,07965667 29 (97%) 1 (3%) 

Tedua 0,17063667 29 (97%) 1 (3%) 

 

Table 15. Spechiness, per artist (country = US) 

Artist μ x < 0.33 
0.33 < x < 

0.66 

Future 0,21589333 27 (90%) 3 (10%) 

Migos 0,19237667 30 (100%) 0 (0%) 

21 Savage 0,28470667 17 (57%) 13 (43%) 

 

Since speechiness is a continuous variable and country a categorical one, in order to 

assess if the difference in speechiness between Italian trap songs and American trap 

songs is significant, we ran a one-way ANOVA test. Table X shows the output of the 

ANOVA test. The p-value is equal to 0, we reject the null hypothesis. This means that 

the Italian trap songs and American trap songs present a statistically significant 

difference when it comes to speechiness. Hence, in line with H1c, we can conclude 

that Italian trap music is even more ‘sung’ than American trap music. 
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Table 16. One-Way ANOVA test (speechinees, per country) 

  
Sum of 
Squares df Mean Square F Sig. 

Between Groups .352 1 .352 28.61
8 

.000 

Within Groups 2.192 178 .012     

Total 2.544 179       

 

These results confirm our first hypothesis: Italian trap music and American trap music 

sound quite similar. More specifically, a great similarity related to musical style is 

counterbalanced by a slight difference when it comes to rhythmic delivery. 

H2a: danceabilityIT < danceabilityUS 

H2b: energyIT > energyUS  

H2c: valenceIT > valenceUS 

To start, we ran a univariate descriptive analysis for our target variables - namely 

danceability, energy and valence - for each country. We then compared the results 

between the two countries for each variable. In line with H2a, on average danceability 

is lower for IT songs (μ = 0.70) than for US songs (μ = 0.81). In line with H2b, on average 

energy is higher for IT songs (μ = 0.69) than for US songs (μ = 0.58). Lastly, in line 

with H2c, on average valence is higher for IT songs (μ = 0.41) than for US songs (μ = 

0.38). After having assessed that there is indeed a difference in danceability, energy 

and valence between Italian trap songs and American trap songs, we verified if this 

difference was significant by running an one-way ANOVA test - indeed, all the 

variables are continuous. Table X shows the output of the ANOVA test. The p-value 

of the ANOVA test is equal to 0 for both danceability and energy, while it is equal to 

0.24 for valence. In our case, we reject the null hypothesis for the first two dependent 

variables - danceability and energy - but not for the last one - valence. This means 

that the Italian trap songs and American trap songs present a statistically significant 

difference when it comes to danceability and energy, but not when it comes to 
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valence. This confirms that Italian trap song are less danceable but more energetic, 

but not that they are ‘lighter’. 

Table 17. One-Way ANOVA test (danceability, energy and valence, per country) 

  Sum of 
Squares df Mean 

Square F Sig. 

danceabilit
y 

Between 
Groups .484 1 .484 38.151 .000 

Within Groups 2.257 178 .013     

Total 2.741 179       

energy 

Between 
Groups .546 1 .546 39.943 .000 

Within Groups 2.432 178 .014     

Total 2.978 179       

valence 

Between 
Groups .054 1 .054 1.388 .240 

Within Groups 6.964 178 .039     

Total 7.018 179       

 

These results partially confirm our second hypothesis: Italian trap music and 

American trap music feel quite different. More specifically, Italian trap songs are less 

danceable but more energetic. 
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Discussion 

Our results confirmed our hypotheses: Italian trap music and American trap music 

sound quite similar, but ultimately feel different.  

We should now dig a bit in our findings in order to understand what their implications 

are, both in relation to the main topic of our research - music glocalization - but 

possibly also in relation to current trends in the music industry in general. 

First of all, let’s start with our first finding: trap music in indeed characterized by a 

high sonic homogeneity - or standardization. When it comes to music, we tend to see 

a high level of standardization as something ultimately negative, because we believe 

that standardization ultimately kills creativity. Of course, this fear is very well founded: 

the more a music genre is perceived as standardized, the smaller is the space left for 

innovation. Nevertheless, as we asked ourselves before starting our research, is 

standardization really such a bad thing? If we see it from a purely commercial 

perspective, not quite.  

First, we should notice that, when it comes to establishing itself in the market, a high 

level of standardization can prove itself to be an invaluable asset for any music genre. 

This is connected to the concept of ‘familiarity’ in music listening. As noted in a study 

of the impact of repeated listening on music appreciation, “familiarity with the music 

is acknowledged as a central factor for liking, which is seen in listening history as well 

as genre exposure” (Madison & Schiölde, 2017, p. 2). This is connected to a 

psychological phenomenon known as mere-exposure effect, which refers to the fact 

that people “show an increased preference (or liking) for a stimulus as a consequence 

of repeated exposure to that stimulus” (APA Dictionary of Psychology, 2018). Of 

course, this does not mean that if someone is forced to listen multiple times in a row 

to a song she/he deeply dislikes this person will magically fall in love with it. Rather, 

it means that after casually listening four times to a moderately catchy song on the 

radio, the fifth time you will probably find yourself humming along before even 

realizing it. Indeed, as pointed out by the APA Dictionary of Psychology (2018): “this 

effect is most likely to occur when there is no preexisting negative attitude toward the 

stimulus object, and it tends to be strongest when the person is not consciously aware 
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of the stimulus presentations”. It is easy to see how relevant this could be in relation 

to a highly standardized music genre such as trap music. We could call this 

phenomenon ‘the reggaeton effect’, from the Latin music genre that, starting from the 

mi-2000s, gradually took over international music charts one (virtually identical) hit 

after the other (Leight, 2017). 

Furthermore, we could infer that the key to trap music’s international success lies 

precisely in its extreme sonic standardization - and with ‘sonic’ here we refer both to 

its beat and to its flow - that allowed it to become a truly universal music form. We 

use the term ‘universal’ here to indicate a music form, that becomes at the same time 

globalized (reaching and international audience) and glocalizable (possibly inspiring 

local artist to adopt it). 

Before trap music, the only rap genre to succeed in reaching an almost universal 

status was gangsta rap, in the early 1990s (Krims, 2000). Nevertheless, despite its 

undeniable popularity in the United States, gangsta rap failed to conquer many other 

countries, both in the sense of exporting American music products, and in the one of 

giving birth to local gangsta rap movements. The reason for this could be traced back 

to the fact that gangsta rap as a genre was defined first of all by its lyrical content, 

and only secondarily by its sound, which was loosely characterized by a general 

‘hardness’. The problem is that many international artists and listeners were not able 

to feel a connection with a genre that described “gang life, or more generally, life in 

the ghetto from the perspective of a criminal (or liminal, transgressive) figure” (Krims, 

2000, p. 70), either because they perceived this reality as too far away from theirs 

(e.g. ‘safe’ countries such as The Netherlands) or as too close to them (e.g. countries 

plagued by ever-present criminal organizations, such as Italy) (Krims, 2000; Mitchell, 

2001). In this sense, we could say that, unlike trap music, gangsta rap ultimately failed 

in becoming a truly universal music form because its identity as a music genre was 

based on substance rather than on form. 

On the other hand, trap music, basing much of its identity first and foremost on its 

sound, became the common language of contemporary rap music. This is exemplified 

by the recent trend of international collaborations between American rap artist, Latin 
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trap artist, and Italian trap artists, such as Krippy Kush Remix by Farruko, Nicki Minaj, 

Bad Bunny, Travis Scott and Rvssian, I Like It by Cardi B feat. J Balvin and Bad 

Bunny, MIA by Bad Bunny and Drake, Cupido by Sfera Ebbasta feat. Quavo, and 

YOSHI Remix by Dani Faiv, the Supreme, Fabri Fibra, Capo Plaza and J Balvin. 

A concept related to the one of standardization that comes to mind, always in relation 

to trap music, is unoriginality. Trap music is unoriginal because, as we have seen in 

our preliminary analysis, borrows virtually everything from pre-existing music genre, 

both in Italy and in the United States. At the same time, we could argue that is indeed 

in this ‘creative borrowing’ that lies part of the success of this genre. We can see this 

exemplified both in Italian trap music and in American trap music. 

As we already said multiple times, Italian trap and American trap have a virtually 

identical beat, but a slightly different flow. The most interesting thing about this last 

aspect, beyond the internal differences between one Italian artist and the other, is the 

fact that the rhythmic delivery of Italian trap rappers is on average even more ‘sing-

songy’ than the one of their American counterparts. As already mentioned in our 

preliminary analysis, the reason that lies behind this difference in flow can probably 

be found in the vowel density of the Italian language. 

This is connected to an interesting yet often overlooked aspect of the music 

glocalization. Namely, the fact that, if it is true that on the one hand music 

glocalization entails the adaptation of an ‘external’ musical form to the local taste, it 

is also true that the pre-existence of characteristics that somehow connect the global 

and the local play a vital role in determining the success or failure of the glocalization 

process. When it comes to Italian trap music, those characteristics were the very 

nature of the Italian language, the Italian audience musical tastes, and the recent 

history of Italian hip hop. 

In relation to the first two, we could say that Italian trap artists leveraged the higher 

musicality of trap rap in two ways: to smooth their songwriting process, and to 

expand their audience reaching people who do not usually listen to rap music. Indeed, 

on the one hand, as we have already mentioned in our preliminary analysis, the sung 

flow is directly connected to the lyrical minimalism of pop songs, as counterposed to 
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the impetuous wordiness of traditional rap songwriting - wordiness for which a 

language such as Italian, characterized by fairly long words usually ending with a 

vowel, is less suited than a language such as English. One the other hand, the average 

Italian listener - or better, the average Italian listener who does not usually listen to 

rap music  (Zukar, 2017) - is a sucker for a catchy song he can sing along to, and 

many Italian trap songs - especially Sfera Ebbasta’s latest releases - are just perfect 

for this purpose.  

On the other hand, in relation to the third aspect, we reiterate once again that in the 

early 2000s ‘older’ rap acts such as Club Dogo played a pivotal role in introducing in 

Italian hip hop themes extremely close to those of American trap music. 

Summing up, we could say that what Italian trap rap borrowed the musicality of Italian 

pop songs, the narrative of a part of Italian rap, and the sound of American trap music, 

and blended it in an innovative way, creating something ultimately new, but at the 

same possessing enough connections with pre-existing musical forms to to ‘be 

understood’ by the audience. As stated by the already mentioned Goodall, is 

precisely behind this connection that lies the reason why assimilators, and not 

pioneers, are successful.  

The very same thing happened in American trap music did - and virtually what every 

rap music genre did in the past. In 2006, scholar Jennifer Lena analyzed 1,221 rap 

songs which appeared on the Top 100 R&B Billboard Magazine chart between 1979 

and 1995, and pointed out that “[a] notable characteristic of rap-subgenre 

development between 1979 and 1995 is the evolution of stylistics characteristics out 

of the older sub-genres and into new ones” (Lena, 2006, p. 483). This is very true 

when it comes to trap music too. Trap music inherited its heavy basses from earlier 

Southern hip hop, embraced the early-2000s-rap Auto-Tune-frenzy, played a crucial 

role in finally popularizing triplets, and borrowed its tropes from don rap. In a way, 

trap music is a concentrate of everything that happened in rap before. At the same 

time, trap music is profoundly different from anything that happened in rap before. 

The topics might be the same, but the lyrics are often stripped-down, an apparent 

paradox in a genre such as rap, which made ‘wordiness’ its warhorse. The beats 
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might draw from crunk, but they sound nothing like it anymore. In this sense, we can 

see trap music as a perfect embodiment of the way of saying ‘everything old is new 

again’. Trap artists did not invent anything per se, but found a way to mix already 

existing trends making them sound fresh and new. Of course, this is valid for virtually 

any pop music genre: reggaeton was heavily inspired by dancehall, which in turn draw 

its sound from reggae, and so on, ad infinitum. Pop music is nothing but a big theft. 

Another very interesting aspect of the rise to fame of trap music is the meaning that 

the concept of ‘blending rap and pop’ assumes in relation to this music genre. Indeed, 

historically “going pop” has always been the greatest fear of the rap genre as a whole. 

Indeed, as noted by Joe Caramanica, going pop has always been interpreted as a 

compromise, a loss of identity, a toning down (Caramanica, 2018). The embodiment 

of going pop is early 2010s Nicki Minaj who, in order to reach the superstar status 

she deserves, needs to momentarily put rapping on old and flirt with glossy 

electropop (Dombal, 2012; Younger, 2018). But now, in 2019, this idea of what “going 

pop” means, sounds fairly updated. Indeed, it is happening exactly the opposite: pop 

is going trap, because trap - or better, rap in general - has become pop. The meaning 

of this is twofold. On the one hand, is simply means that rap music is now ruling the 

music industry in terms of numbers. Indeed, especially when it comes to music 

streaming, is no longer pop, but rap that is taking the lion’s share. On the other hand, 

it means that is no longer rap that has to borrow from pop to create a winning formula, 

but vice versa. In a way, this Pop 2.0 is the revenge of the oddballs. Namely, of artists 

who, thanks to their music eclecticism, defy genre norms, cherry-picking their 

inspirations here and there, in a culture that becomes more globalized every day. 

Perfect example of this are acts like rapper-turned-singer Drake, singer-turned-

rapper Post Malone, American music’s enfant prodige Billie Eilish, or ethereal popstar 

Lana Del Rey. At the same time, obviously, in world in which rap is more and more 

perceived as pop, the still unresolved question of cultural appropriation finds new 

relevance, putting a halt to the gradual downfall of music genre distinctions 

(Caramanica, 2018).  
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Conclusion 

We started this Master Thesis with a question: is really trap music always the same? 

To try to answer to this question, we decided to analyze the Italian trap music case, 
one of the many examples of glocalization of the global powerhouse that this music 

genre has now become. 

After analyzing the relevant literature on glocalization in general and music 
glocalization in particular, we found out that, according to scholars, glocalization 

ultimately creates diversity, not homogeneity - a statement apparently at odds with 
the aforementioned depiction of trap music as an evil force that is gradually wiping 

out musical diversity from the world. 

Furthermore, we noticed that a common approach when dealing with the rap music 
glocalization topic was to approach in a very ‘descriptive’ way, listing the similarities 

and differences between the ‘global’ and the ‘glocal’ music form and trying to ‘make 
sense of them’. However useful, we realized that the main shortcoming of this 

approach could have been a perceived lack of objectivity when it came to produce 
an overall evaluation of each music form as a whole. Indeed, an overall evaluation of 

a music genre is usually based essentially on the subjective perception of each one 
of us, perception expressed through words such as ‘happy’, ‘sad’, and so on. 
Regarding the similarities and difference of American and Italian trap music, for 

example, our perception was the following: the due genres sound very similar, but 

ultimately feel different, because Italian trap music feels more energetic. But again, 

this was simply our perception, not an objective judgement. 

Hence, we decided to structure our research in the following way: start with a classic 
descriptive analysis of our global music form - namely, American trap music - and of 

our glocal music for - namely, Italian trap music - and then use the findings of the 
aforementioned analysis to better specify the similarities and differences of the two 

music forms, both in terms of sound and of feelings. 

Then, we decided to take a step further, testing our findings using some of the so-
called Spotify audio features. Our quantitative analysis confirmed our hypotheses: 

Italian trap music sound very similar (the beats they use are virtually identical), but 
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ultimately feel different (Italian trap music is more energetic but less danceable than 
American trap music). Hence, in line with the existing literature, we can state that also 

in the case we focused on glocalization ultimately resulted in heterogeneity, not in 
homogeneity. 

Our finding have many implications, many of whom are strictly linked to the current 
status of the music industry as a whole. As a start, we should reflect on the fact that 

if standardization on the one hand represents the death of creativity, on the other it is 
also a very powerful asset, marketwise. Indeed, as shown by many research, 
familiarity plays a key role in determining the level of appreciation for a piece of music. 

In this sense, we could see how this effect could be amplified in a music genre 

characterized by a high degree of similarity (‘the reggaeton effect’). Furthermore, a 
high degree of sonic standardization plays a key role both in the ‘glocalizability’ and 

in the ‘globalizability’ of a music genre. Connected the the concept of standardization, 
also the concept of unoriginality plays a key role in the success of a music genre. 

Indeed, the winning formula lies in blending pre-existing elements to create 
something new yet understandable for the audience (‘everything old is new again’). 

Finally, the trap music success story is yet another proof of the gradual shift music is 
undergoing right now, that is bringing with it a whole new idea of what ‘pop’ means.   

Limitations and Future Research 

The main limitation of our research is undoubtedly the limited size of our sample, 

which does not ensure that the results are generalizable. Always in relation to our 
sample, another issue is represented by the fact that the inclusion of specific artists 
instead of others might have had a quite relevant impact on our results. Albeit, as 

explained before, our choice was based on criteria that should have helped to ensure 
that the chosen artists were representative of the genre as a whole. Another limitation 

is represented by a purely ‘external’ focus: indeed, even if during our preliminary 
analysis many internal differences were observed within the Italian trap music genre, 

the significance of such differences was not further investigated during our 
quantitative analysis. A final limitation was represented by the lack of literature, 

especially in relation to Italian music in general and Italian music in particular.  
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As noted in the aforementioned paragraph, an interesting subject for future 
researches could be the internal differences of glocal forms of specific music genres. 

It would be particularly interesting to focus also on the homogenizing effects of 
glocalization in terms of ‘externalities’ - meaning, on the effect glocalization of an 

‘external’ genre has on the local music industry as a whole. 
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Appendix I - A Brief History of Italian Trap Music 

The history of Italian trap music is brief but intense. It is widely agreed that the first 

mainstream Italian rapper to venture into the (back then) uncharted territory of trap 
music was Gué Pequeno, with his 2011 track Il ragazzo d’oro. The song was produced 

by 2nd Roof and it was featured in the first solo project of Il Guercio11 (Ermisino, 2018). 

As the Milanese artist explained upon its release, 2nd Roof and him wanted to give Il 

ragazzo d’oro “a Lex Luger sound”, aligning themselves with the trap-frenzy that had 
conquered America (Gué Pequeno, 2011). However, in the same interview Gué stated 

that, according to him, Italian listeners did not fully understand the track - mainly due 
to their general unfamiliarity with American rap and its current trends. On this topic, 

the artist added: “Personally speaking, I think the track is really cutting-edge, so 

cutting-edge that it will take months - or even years before people actually get it.” 

(Gué Pequeno, 2011).  

The aforementioned statement will prove itself to be almost prophetic. Indeed - 
despite a few further early attempts by artists such as Jesto and MadMan - it will take 

trap music almost four more years to finally establish itself in the Italian rap scene (Izi, 
2017). 

Year zero of Italian trap music is generally thought to be 2015 - namely, the year in 

which XDVR was published. The self-released mixtape, result of the collaboration 

between the then-unknown Milanese MC Sfera Ebbasta and the producer Charlie 
Charles, was made available for free download at the beginning of June, and it quickly 

became an underground hit. Its success finally converted a sizeable portion of the 
Italian audience to the “intricate syncopated hi-hat rhythms” (Propellerhead, 2018), 

the hypnotic flow, and the grim aesthetic of trap music (Pistore, 2015; Zukar, 2017). 

Nevertheless, the definitive breakthrough year for the genre was the following one. 
Indeed, 2016 was a pivotal year for many of the protagonists of the newborn Italian 

trap scene (Motti, 2019). 

 
11 Gué Pequeno’s widely used nickname. It means ‘the one-eyed’. 
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The self-proclaimed Italian Trap King Sfera Ebbasta published BRNBQ and Figli di 

Papà, which anticipated his first official album Sfera Ebbasta, produced once again 

by his faithful collaborator Charlie Charles, and released in September (Quagliata, 
2019b; Sfera Ebbasta, 2015). The album debuted at number one on the FIMI Albums 

Chart, and - in less than four months - it became one of the 100 best performing 

albums of the year (FIMI, 2016b; FIMI, 2017c).12 

The following month was the turn of the Milan-based Tunisian-Italian rapper Ghali, 
who self-released Ninna Nanna - produced once again by Charlie Charles - charting 

first both on the FIMI Singles Chart and on the Spotify Global Viral 50 Chart (Quagliata, 

2019b), and becoming one of the 100 best performing digital singles of 2016 (FIMI, 

2017c). The track anticipated Album, the rapper’s first official album, self-released 

and produced by the omnipresent Charlie Charles. Combining trap and pop, Album 
became the fifth best performing album of 2017 (FIMI, 2018a), and produced five of 

the 100 best performing digital singles of the year (FIMI, 2018b). 

Always in 2016, the independently published mixtapes Crack musica, Succo di 

zenzero and The Dark Album, produced by Italian American beatmaker Sick Luke and 

made available for free download, projected into the limelight the controversial 
Roman trap musical group Dark Polo Gang - back then composed by Dark Side, Tony 

Effe, Principe Pyrex and Wayne Santana (Arriu, 2019). The first official album of the 
collective was released the following year, quickly becoming one of the 25 best 

performing albums of 2017 (FIMI, 2018a). 

2016 was a crucial year also for the Genoese (t)rap scene, thanks to the rise to fame 
of both Izi and Tedua, members of the Wild Bandana crew. In May, Izi released his 

first official album Fenice, which debuted at number three on the FIMI Albums Chart 

(FIMI, 2016a), and became one of the 100 best performing albums of 2017 (FIMI, 
2018a). On the other hand, at the end of June, Tedua released his second mixtape 
Orange County Mixtape, produced, among the others, by Chris Nolan, Charlie 

Charles and Sick Luke (RapBurger, 2016). The mixtape was initially made available 

 
12 Considering that nowadays music recording certification systems include also audio streams in their 
calculations, the term ‘best performing’ was deemed more appropriate than ‘best selling’ in this 
context. 
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for free download and, at the beginning of the following year, was re-released with a 
slightly different tracklist under the name of Orange County California, acting as the 

rapper’s first official album. OCC debuted at number six on the FIMI Albums Chart 

(FIMI, 2017a), and it later became one of the 30 best performing albums of the year 

(FIMI, 2018a).  

Between the next couple of years, a sizeable number of new trap rappers rose to 

fame - first and foremost Salernitan Capo Plaza - and the scene is now pretty 

crowded (Kalthi, 2019). In the same period, many established Italian rap acts - such 

as Emis Killa, the already mentioned Gué Pequeno, Gemitaiz, and Salmo - released 

well received trap or trap influenced records, to new evidence of the popularity of the 

genre in the Italian market (FIMI, 2018a; FIMI, 2019a). 
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Appendix II – SPSS Data 

Descriptives 
 country Statistic Std. Error 
tempo 0 Mean 134.89332 2.814364 

95% Confidence Interval for Mean Lower Bound 129.30124  
Upper Bound 140.48540  

5% Trimmed Mean 135.71838  
Median 139.98000  
Variance 712.858  
Std. Deviation 26.699403  
Minimum 75.016  
Maximum 181.967  
Range 106.951  
Interquartile Range 28.259  
Skewness -.756 .254 
Kurtosis .067 .503 

1 Mean 129.86162 2.159385 
95% Confidence Interval for Mean Lower Bound 125.57097  

Upper Bound 134.15227  
5% Trimmed Mean 128.55701  
Median 128.51150  
Variance 419.665  
Std. Deviation 20.485724  
Minimum 79.959  
Maximum 211.842  
Range 131.883  
Interquartile Range 16.584  
Skewness 1.458 .254 
Kurtosis 5.168 .503 
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Descriptives 

 N Mean Std. Deviation Std. Error 

95% Confidence Interval for 
Mean 

Minimum Lower Bound Upper Bound 
danceability IT 90 .70331 .114556 .012075 .67932 .72730 .405 

US 90 .80700 .110634 .011662 .78383 .83017 .406 
Total 180 .75516 .123748 .009224 .73695 .77336 .405 

energy IT 90 .68606 .102710 .010827 .66454 .70757 .437 
US 90 .57592 .129541 .013655 .54879 .60305 .274 
Total 180 .63099 .128988 .009614 .61202 .64996 .274 

valence IT 90 .413827 .1856104 .0195651 .374951 .452702 .0974 
US 90 .379087 .2092716 .0220592 .335256 .422918 .0488 
Total 180 .396457 .1980094 .0147588 .367333 .425580 .0488 

 
 
 

Descriptives 

 Maximum 
danceability IT .897 

US .960 
Total .960 

energy IT .883 
US .880 
Total .883 

valence IT .9100 
US .9630 
Total .9630 
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Descriptives 

 country Statistic Std. Error 
danceability IT Mean .70331 .012075 

95% Confidence Interval 
for Mean 

Lower Bound .67932  
Upper Bound .72730  

5% Trimmed Mean .70901  
Median .70900  
Variance .013  
Std. Deviation .114556  
Minimum .405  
Maximum .897  
Range .492  
Interquartile Range .145  
Skewness -.690 .254 
Kurtosis -.001 .503 

US Mean .80700 .011662 
95% Confidence Interval 
for Mean 

Lower Bound .78383  
Upper Bound .83017  

5% Trimmed Mean .81596  
Median .83600  
Variance .012  
Std. Deviation .110634  
Minimum .406  
Maximum .960  
Range .554  
Interquartile Range .149  
Skewness -1.353 .254 
Kurtosis 2.363 .503 
Skewness .638 .254 
Kurtosis -.088 .503 
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Descriptives 
energy IT Mean .68606 .010827 

95% Confidence Interval 
for Mean 

Lower Bound .66454  
Upper Bound .70757  

5% Trimmed Mean .68824  
Median .70200  
Variance .011  
Std. Deviation .102710  
Minimum .437  
Maximum .883  
Range .446  
Interquartile Range .124  
Skewness -.440 .254 
Kurtosis -.320 .503 

US Mean .57592 .013655 
95% Confidence Interval 
for Mean 

Lower Bound .54879  
Upper Bound .60305  

5% Trimmed Mean .57640  
Median .58950  
Variance .017  
Std. Deviation .129541  
Minimum .274  
Maximum .880  
Range .606  
Interquartile Range .193  
Skewness -.185 .254 
Kurtosis -.413 .503 
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  Descriptives   
valence IT Mean .413827 .0195651 

95% Confidence Interval 
for Mean 

Lower Bound .374951  
Upper Bound .452702  

5% Trimmed Mean .406228  
Median .426500  
Variance .034  
Std. Deviation .1856104  
Minimum .0974  
Maximum .9100  
Range .8126  
Interquartile Range .2450  
Skewness .386 .254 
Kurtosis -.148 .503 

US Mean .379087 .0220592 
95% Confidence Interval 
for Mean 

Lower Bound .335256  
Upper Bound .422918  

5% Trimmed Mean .369256  
Median .361500  
Variance .044  
Std. Deviation .2092716  
Minimum .0488  
Maximum .9630  
Range .9142  
Interquartile Range .2803  
Skewness .638 .254 
Kurtosis -.088 .503 

 


