MepiAnyn

H datpny «MetavewtePIKOTNTA KAl UTIOKELPEVIKA) CUYKPOTNON: TO TapAdelypa
TNC TPATT HOUGCLKNAG» OLEPEUVA TN OXECN AVAUECA OTNV TPATT WC UTIOKOUATOUPA Kal
otn Slapopdwon tou veEoPIAeAEVUBEPOU UTIOKELPEVOU. 2TO ETIKEVIPO TNC HEAETNC
Bploketal n uTtdBeoN OTL N TPaTt dev ival ATTAWC HOUCIKO €id0¢ i AloBNTIKA TAoN,
aA\G ekdpadel kal avamapdyel WOeoAoyie TOU UOTEPOU KATUTAALOHOU: TnV
AUTOEKHUETAAEUON, TNV EUTIOPEVHATOTIONCN TOU £AUTOU, TNV ATOUIKN auTovouia
KAl TNV EVTIEWVOHEVN aviooTtnta. NapdAAnAaq, emionpaivetal o TPOTOoG e TOV OTtoio
HEOQ amod TOUG OTIXOUC KAl TA OTTIKA CUYKEigeva (Houolkd Bivieo, skova)
avarapdyovial €PuduAd  TIATPLAPXLKA TIPOTUTIC: N AVTIKELPEVOTIOINON TWV
YUVALKWYV, N ETROAN OTEPEOTUTIWY, OL AVICEC OXEOELC E€ouaiac.

H peA€tn dopeital oe dVo A&oveg: TTPWTOV, TNV avaAucn Tou veodIAeAelBepou
AOyou TIOU TIPORAMEL N TPAT (KATAVAAWTIOHOC, AVIAYWVIOHOC, eTdiwén
TAOUTOU) Kal OeVTEPOV, OTNV KPLTIKA avadelgn tTwv €POUAWY  TIOMTIOHIKWY
TPOTUTIWY TIOU AvVATIAPAYOVTIAlL OTNV KOUATOUpPA TNG TPAT, TOCO amd TOoug
onuloupyolg OCO Kal amd Toug akpoatec. H €peuva uloBetel TolOTIKA
HeBOBOAOYIKN) TIPOOCEYYLON: avAAUCN TIEPLEXOMEVOU oOTixwv Kalt Pivteo,
NUIWOOUNUEVEG OULVEVTEVEEIC YE KAAATEXveG, DJs, pouaoikoUg Ttapaywyoug Kat
aKPOOATEG OTNV ATTIKN, WOTE va e€a0PAALOTEL TIOIKIALQ OTTTIKWV.

OewpnTikd avtAsl anod tnv avaiuon tou veodlAeAeuBeplopol we WeoAoyia Kat
TIPAKTLKN, TNV TIOATIOUIKE Bewpia Kal TNV KPLTIKA avaAucn AOyou. 2Toxog eivat va
dwTIoTOUV Ol aVTIPACELC TNC TPATT WC HECO €KGPACNG ATOMIKAG avtioTtaong Kat
TAUTOXPOVA WG XWPOC avamapaywyng kupiapxwv wdeoloywyv. H datpipn
ETUOLWKEL va avadeiéel TWC PEoA Ao TNV TPAT TO VEOPIAEAEVBEPO UTIOKEIPEVOD
ouvavtd kat avacxnuatidel mtapadoolakeg OOUES, dNULOUPYWVTAC VEEC HOoPPEC
TAUTOTNTAG, avtiotaong aAd Kal CUPHOPdWONE OTO KUPIaPXO TIOALTIOHLKO Kal
OLKOVOUIKO TTAaiC1O.

Abstract

The dissertation “Postmodernity and the Formation of Subjectivity: The Case of
Trap Music” explores the relationship between trap as a subculture and the
constitution of the neoliberal subject. At the heart of the study lies the
proposition that trap is not merely a musical genre or aesthetic trend, but also
expresses and reproduces ideologies of late capitalism: self-exploitation, the
commaodification of the self, individual autonomy, and growing inequality. At the
same time, it highlights the ways in which gendered, patriarchal norms are
reproduced through lyrics and visual contexts (music videos, imagery): the



objectification of women, the imposition of stereotypes, and unequal power
relations.

The study is structured along two axes. First, it analyzes the neoliberal discourse
promoted by trap (consumerism, competition, the pursuit of wealth); second, it
critically foregrounds the gendered cultural norms reproduced within trap
culture, both by creators and by audiences. The research adopts a qualitative
methodological approach: content analysis of lyrics and videos, semi-structured
interviews with artists, DJs, music producers, and listeners in the Athens region,
in order to secure a diversity of perspectives.

Theoretically, it draws on analyses of neoliberalism as ideology and practice,
cultural theory, and critical discourse analysis. Its aim is to illuminate the
contradictions of trap as a means of expressing individual resistance while
simultaneously serving as a site for the reproduction of dominant ideologies. The
dissertation seeks to show how, through trap, the neoliberal subject both
encounters and reshapes traditional structures, creating new forms of identity,
resistance, and also conformity to the prevailing cultural and economic
framework.



