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BE3/IMYHE, OTYBEHE U OIIACHE:
BU3VYE/IHA PEIIPE3EHTAIIVIJA MUTPAHTKUIbA
CA B/INCKOT MCTOKA 1 N3 A®PUKE Y MEIINJCKOM
ITPOCTOPY CPBUJE

CaxxeTak: AKaJieMCKa UCTPa>KMBarba O MEIMjCKOM M3BELITaBaby O MUTPAHTIIMA U
usbermiiamMa cy y HopacTy Off BelMKe ,MUIpaHTcKe Kpuse” 2015. roguse. MehyTum, mano
ayTopa ce GOKycrpa Ha BU3Ye/IHY pellpe3eHTalljy MUTPaHTKIba, 3a KOjy je yrBpheHo ma
MO>Ke JIa yTH4Ye Ha IIO3UTUBHUje CTaBOBe IpabaHa 1 ja JoIpuHece pasBojy ,KyIType ro-
cronpumcTBa” (Bleiker et al., 2014). [taBHM ;Wb 0BOT pajia je ja uaeHTUYKYje JOMIHAHTHE
BU3ye/IHe OKBUpeE Y KOjiMa ce y ITaMIIaHUM U OH-JIajH Mepaujuma y CpOuju nsBerurasa o
MUTI'paHTKMIbaMa ca bimckor ucroka u us Adpuxe. KBaHTHTaTUBHO-KBa/IMTaTVBHA aHa-
mm3a 54 ¢pororpaduje y nepuopy ox 2015. 1o 2020. rofuHe 3aCHOBaHA je Ha KOHIIENTY BI-
3yeJTHUX MeIVjCKIX OKBUpa. [JIaBHU pe3y/ITaTy II0Ka3yjy fa ce MUTPAaHTKIIbe JOMIHAHTHO
BU3Ye/THO IIPUKA3Yjy Y OKBMPKMA IpeThe 10 6e30eHOCT IPaHNIIA I 34PaB/ba JBYAN, Ca
BeJIVMIKe YIa/beHOCTU KaMepe Off TPyIle Y K0joj ce Hajlase, 4yMe Cy JIMIIeHe UJeHTUTeTa U
I71aca y MEVjCKOM CafIpKajy.

Kipyune peun: BUsyemHy MeIMjCKU OKBUPY, MUTPaHTKIIbe, Menuju, Cpbuja.

YBOJI

CseTtcku Mefuju off, 2015. rofyHe HellpecTaHO M3BEIITABajy O MUTPAHTCKO] ,KpU-
31" KOja je M3MeCTI/Ia HEKOJIMKO MIIMOHA JbYIU U3 PaTHUX HMOApy4ja brmckor nctoka 1
Adpuxke na reputopujy Esporne, Cjemumennx Amepnukux [IpxaBa, Ayctpanuje U Spyrux
Ip>kaBa. Y MefMjuMa ce CKOpO CBaKOJHEBHO IPMKA3Yjy CIMKe YaMalla 1 6pomoBa IpermyHIx
u30ernIia, Kao 1 KOJIOHa Ha TPaHNYHIM IIpela3uMa Ha KOjuMa MUTPAHTH’ CBAKOJHEBHO
vekajy, Hagajyhu ce 60/pem xmBoTy. Ha myty no EBporncke yHuje, oHM mponase Kpo3 T3B.

! aleksandra.krstic@fpn.bg.ac.rs

2 Vaxo je yrBphena TepmMmHoIONIKa pasnka usmeby ,murpanara” u ,usbernuna’, y osom pagy he
ce TIPeTeXXHO KOPUCTUTYU TePMIH MUTPAHT/MUTPAHTKI b, TIOIITO Ce MCTPaXKyje MeIMjCKO U3Be-
IITaBame 0 JKeHaMa u3bernum us ip>xasa bivckor ncroka n Adpuxe ox 2015. rofyHe HaOBaMO.
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»0aJIKaHCKy pyTy” Ha K0joj ce of Maja 2015. roguHe Hamasu u Cpouja. Of Tafa 1o gaHac
KPO3 Hallly 3eM/bY je IPOIIIO OKO MUINOH U 1o n3bernmija u3 Asranucrasa, Cupuje,
Vpaxka, banrnapenia n npyrux gpxxasa (Danas, 2021).

Harmonanuu u noxanuu Meauju y Cp6ujy pasnnduto n3BelITaBajy o CUTyaLuju ca
MMTPAHTVMA,  Ha IPYLITBEHNM MpeKaMa 4ecTo ce mupe fesnH(opMalyje u ,,JaxHe”
BeCTM 0 0BOj momynauuju. [pabanu cMaTpajy na HICY ZOBO/BHO MH(GOPMIICAHY O OBOj TeMI,
a Germexxt ce 11 CMarbeH MIPOL[EHAT OHMX KOjU MIMajy IOSUTUBHO MUIUBEE O MUTPAHTIIMA
oz 2016. n 2017. roguze HaoBamo (CESID, 2019). Victpaxusame Llentpa 3a cnobopHe
usbope u gemokparujy (LIECH]I) oBaj TpeHz objaiurasa, n3mMely ocTasor, 1 HeraTuBHOM
PETOPMKOM Y MeMjiMa Y KOjOj Ce O MUTPAHTMMa U3PASUTO HETATUBHO M3BEIITaBa Kao O Te-
pOpuUCTIMA KOjii IPECTaB/bajy MPeTHY 0 6e30eXHOCT 1 3apassbe byau. HajueratnBHIju
CTaBOBM Ce OYNMTABajy y OIIITMHAMa KOje Cy BMIIIe IIoroheHe ,, Kpu3oM’, Ha IpUMep, ¥
Mnpy, Ipemesy n Kawmxu, ok cranoBanny Cjenune n TyTuHa MMajy HO3UTUBHUje
CTaBOBe, LITO Ce 06jallbaBa BICOKIMM CTEIIEHOM MPUXBaheHOCTH Y JIOKaTHOM, IPETeXXHO
MycnuMaHcKoM, cranoBHuTBy (CESID, 2019).

AKaJleMCKa UCTPXIBAba O MEAIjCKOM M3BEIITaBaby O MUTPAHTIMA U 130erTniama
cy 6pojHa 1 ImpeTexXKHO ce POoKyCHpajy Ha HUXOBO MPEfCTAB/hAbE Y 3a1afHOCBPOIICKOM
" aMePUYKOM MeJIVjCKOM KOHTEKCTY. YTBpheHo je fja, mopes HOBUHCKUX TeKCTOBA, ¥ HO-
BUHCKe QoTorpaduje u TeNeBU3NjCKI CHUMIIM 3HAYAjHO YTUYY Ha Kpeuparbe O3UTUB-
HMX U HeTaTMBHUX Ileplieniuja mybsmke. Ha mpumep, BusyenHu mopTpeTy ojefnHara y
MUTPaHTCKOj ,KpU3¥~ MOTY Ja ,,OMeKIlIajy~ ctaBoBe rpabhana (Madrigal & Soroka, 2021;
Parrot et al., 2019), a nprKasuBate MUTPAHTKIIbA Ca IEL[OM pasBuja 607y ,KyITypy ro-
CTOIPMMCTBA” U yTMYe HAa XyMaHU30BaHUje IpefcTaB/batbe MUrpaHTcke rpyme (Bleiker et
al., 2014). ITopex Tora, >keHe ZaHAC MMajy BeJIMKI yheo y obanHuM murpanyjama (Save
the Children, 2020) 11, ocum paTHMX KOH(IIMKATa, CyOueHe CY ca M3PAKEHOM AMCKPUMIHA-
I1jOM, TPTOBMHOM JbYA1IMa U IPYTUM OO/IMIVIMA IPETHY Y ApXKaBaMa Kpos Koje IIposase
Ia 6u cTurie Ha Kpajibe ofpenuiite (Lefko- Everett, 2010). CrepeoTniiHa Mefmjcka cinmka
MOJKe jOIIl BUIIE Jja TIOTOPIIA HKMXOB IOI0Xaj, TIOTOTOBO aKO Ce ¥Ma y BUJY Jla MCTpa-
XKVBama jaBHOT MIbelba MOKa3syjy fa cy rpabann Cpbuje, y mopehemy ca nperxogHum
TOfIMHAMa, CBE Maibe CIIPEMHUjI Ha MHTEPAKIIMjy U pa3sTOBOP ca YKeHaMa MUTPaHTKMbaMa
(CESID, 2019). 13 yrma MeAMjCKIX CTy/AVja ¥ HOBMHAPCTBA, BU3YETHN MEAMjCKI CafipiKaj
OpyKe 1 maxiie nszasusa peakiyjy myomuke (Coleman, 2010), a mpefcTaB/ba U CBOjeBpCTaH
»VIMarVHapHU KOHTAaKT Ca eTHUYKUM, PEUIMjCKIM U JPYTUM MarbiHaMa (Ozcan, 2013, p.
428). Mebytum, y Cpbuju roToBO ia HeMa CTYAMja KOja UCINTY]y MEAVjCKO N3BEIITaBabe
U BU3YeITHO IPefICTaB/batbe JKeHa Koje ¢y 13berie ca bryckor nctoka 1 13 Adpuke TokoM
u nocre 2015. ropguHe, a Koje 60paBe y HAllloj 3eM/bY MU ITPOJIase KPo3 Y.

Vimajyhu y Bupy oBaj KOHTEKCT, IIM/b OBOT Pajia je 71a, Ha OCHOBY KBaHTUTAaTUBHO-
-KBaJIMTATVMBHE aHA/IN3e HOBUHCKUX (poTorpaduja, NCTpa>ky ITTaBHe BU3Ye/lTHe OKBUpPE
U TEXHMKe BU3YETHOT NpeficTaB/balba MUTPAHTKNIbA Y IITAMIIAHUM UM OH-JIajH MeujuMa
y Cp6uju. Ha taj HaumH 611, OCM TOMMHAHTHOT HAa4MHA MEUjCKe PeIpeseHTalje, MO-
I7I0 fla ce YTBPAY 1 Jla T BU3Ye/THY OKBUPH Y CPIICKMM MeIMjiMa Kperpajy KOHTEKCT 3a
XYMaHM3aLMjy OBe MOMy/Ialjuje U APYLITBeHO-IOMUTUYKe KpK3e Y K0joj ce Hanase Beh
IyTV HU3 rofuHa. Paj je opraHnsoBaH TaKo Ja IIOC/Ie TEOPUjCKOT OKBMPA O MEfIUjCKOj pe-
Ipe3eHTalMjyi MUTPAHTKMba Y Me)yHapoTHOM MeIMjCKOM KOHTEKCTY, ClIefiu Objallmbere
METOJO/IOLIKOT IIPUCTYIA MCTPAKMBaIbY, ITABHYU PE3y/ITaTI M 3aK/by4Ha pasMaTpamba.
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>OEMMHN3ALIN]A” MUTPALIVJA I MEIVJCKA
PEIIPESEHTAIMJA MUTPAHTKINIbHA
Y MEBYHAPOJHOM KOHTEKCTY

Y MehyHapopHOj akaieMCKOj TuTepaTypy BeoMa PeTKO ce UCIUTYje OfHOC Mefuja
ImpeMa XeHaMa Koje ¢y usberie 13 paTHUX mofpydja ca binckor ncroka u us Adpuke y
BEJIMIKOj MUTPAHTCKOj ,,Kpusyu™~ 2015. ropyHe mnn Koje cy moberye of, CupoOMalITBa, Ho-
JINTUYKE U APYIITBEHE pelrpecyje 1 KpeHyye y moTpary 3a 60/pum xnBorom. OfcycTBO
IpMKasyBamba )KeHa N30ernia He CaMo y MeIMjiMa Hero U y MIVPO]j aKaIeMCKO] 3ajeTHNIIN
TOBOPM O PacCIpOCTPAbEHOj JPYIITBEHO-IIOIMTUYKO] MAPIMHA/IM3ALIMjJ OBE 3HA4YajHe U
caBpeMeHe TeMe.

BaxHOCT McTuIama 10/I0)Kaja MUTPAaHTKMEb>A Y OIHOCY Ha II0/I0XKaj MyIIKapala
MMTpaHaTa je Bumectpyka. Kako aprymentyjy 3opuma Mpmesuh n CeeTnana Jankosuh
(2019, str. 39), ,Murpanmujy xeHa Tpeba IpOyInTH KPO3 SUCKYPC POJHE HEpaBHOIIPAB-
HOCTH, TPaINLIMOHATHNUX yJIOTa K€Ha, POJJHO 3aCHOBAHOT TPXKMUIIITA pafia, YyHUBEP3aTHOT
jaB/bara POJHO 3aCHOBAHOT HacWba I IMI06aHe heMUHM3AlMje CUPOMAIITBA U pajHe
murparyje”. To 3HaUM Ja MUTPaHTKIIbE, OCUM LITO 6exke Off IPOTOHa, 6exe U Off Hacu/ba
U JVICKpYMMHAILMje, a Ha M30eI/IMIKOM Iy Ty ce cycpehy u ca MOpoguYHNM Hacu/beM U
Hacu/beM JAPYTUX MUTPAHATA, 1A M pafiHMKa Meh)yHapoIHMX XyMaHUTapHMX OpraHMu3aluja
u cny>x6u 6e36egHOCTY Ap>KaBe y Kojoj 6opase (Mrsevi¢ & Jankovi¢, 2019).Mebytum,
UCTpaKMBatba I0Ka3Yjy la MUTPaHTKIb€, TEK KaJl OCTaHy CaMe WU ca JeLoM, U Y
TPyIM ca JpYTUM >KeHaMa, IT0CTajy XPTBe KpUMMIHAaIala, KpjyMyapa 1 IpunajHyuKa
cexTopa 6e36emHOCTI y ApXKaBaMa Kpo3 Koje mpomase (Mrsevié & Jankovi¢, 2018, str. 59).
Meby Hajsehe mpemnpexke ca Kojuma ce MUTPaHTKIEbE CYOUaBajy Cy HEJOBO/BHO ITO3HABAME
jesMKa, HefloCTaTaK MO pUIKe 1 T1apa, He3allOC/IEHOCT, OTPaHNYeH PUCTYII 3paBCTBEHNM
1 06pa3OBHUM PeCyPCKMa, Kao I AYTOTPajHM U KOMIUIMKOBAHYU aIMUHUCTPATUBHH IIPO-
6rmeMu y M3aBamy MMYHUX foKyMeHaTa (Mrevié, 2016, str. 217).

Y axafieMCcKoj uTepaTypu Koja ce 6aBu II0I0XKajeM MUTPAHTKIbA, Cycpehe ce mojam
»(PeMuHM3ammje Murparmja’, Kojyu 03HauaBa IopacT 6poja xeHa y OFHOCY Ha MyLIKaplie
murpante (Morokvasi¢, 2010). VsBewraju cBerckux oprannsannja (Save the Children,
2020) mokasyjy Aa je, y KOHTeKCTy rmobanHe peMUHM3aIMje MUTPAlKja, CBe BULLIE A€BOj-
YHIla CBUX y3pacTa pace/beHo U [ja OHe IIPojlase MUTPALMOHNM KOPUIOPUMA y IPaTHhI
YIAHOBA OPOAULie M HoTIyHO came. Kao Hajuenrhn yspor 360r Kojix eBojuniie Ofy-
4yjy 1a n36€THY 13 CBOjUX JOMOBA U [Ip>KaBa HAaBOJie Ce CPOMAIITBO, IIPeTHha MOPOIY-
HOT Hacwba 1 6er off IIOJIMTUYKUX U IpyruX obmuKa penpecuje (Save the Children, 2020).
Y koHTeKcTy ip>kaBa 3anajgHor bankana n Cpouje, npumeheHo je fa cy 4ak u ieBojuniie
CTapujeT y3pacTa MCK/bydeHe U3 JOHOLIEHa OfI/TyKa O TOME Iieé MUTPAHTCKa IOPOAMIIA
kpehe Ha myT, K0ja je mpexBubena pyra 1 KakBe Cy CTpaTerje 3a IPEXKNB/baBabe HA TOM
myTy (Save the Children, 2020). MurpaHTKube Cy, IpeMa MHOTUM pe/ieBaHTHUM ITOKa3a-
Te/bUIMA, M3/I0KEeHe HajTOPMM acIIeKTVIMa MUTPalfja — IIOpef, PYIITBEHOT NCK/bY4NBamba,
(UBMYKOT U IICUXIMYKOT 37I0CTaB/bakba, OHE Ce CYOIaBajy U ca HeJOBO/BHO JOCTYIIHIM
yCayrama y cucTeMy 3fpaBcTBa U obpasosama (Lefko-Everett, 2010).

Y mebhyHapomHOM MeIMjCKOM M IOUTUYKOM AUCKYPCY IpeOB/IajiaBa CTepeOTUIIaH
Ha4MH pelpeseHTalije MyIIKapalla MUTpaHaTa Kao ,,0aCHUX ¥ )KeHa Kao ,,PabVBUX
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npywrBeHux kareropuja (Freedman, 2016). V3 To, Meauji 1X 4€CTO HETATUBHO IIPENCTA-
B/bajy Kao ,MalnHe 3a pabame” Koje onrepehyjy sgpasctso (Mawadza & Banda, 2016,
p. 5). inak, Hajuerrhy HauMH penpeseHTalje MUTPAHTKIIbA ¥ MeAMjIMa OfBHja Ce ¥
OKBVIPY BUKTUMU3aLIMje, ¥ KOjeM ce XKeHe I IeBojunlLie mpukasyjy kao xptse (Hellermann,
2006; Banda & Mawadza, 2015). Yak je u yHyTap TOr OKBMpa 3aCTyI/beHa CTUTMaTu3a-
I[Vija MUTPaHTKM/Iba, HAPOYUTO Kajla ce IPUKa3yjy Y KOHTEKCTY IPOCTUTYLje, IITO Kao
ITOMUHAHTHY MeIVjCKI HapaT/B 3aIlpaBO 3aMarjbyje IIpaBe pas/iore BIXOBOT HAYIITaba
ZOMOBA ¥ TELIKOT PeKOTPAaHNYHOT IIyTOBamba y moTpasu 3a 60/p1M xnsoroM (Banda &
Mawadza, 2015).

Y OKBUPY MeIMjCKOT IIpeiCTaB/balba MAUTPAHTKII>A KA0 KPTBHU, MICTPAXKMBAIba 110-
Kasyjy Ja ce IBIXO0Ba ,,palbMBOCT Hajuelnhe MoBesyje ca TeMaMa TPrOBUHE JbYAUMA, CeK-
cyanHuM pornctsoM u npocturynujoM (Oloruntoba et al., 2018). Menujcku HapaTus, Koju
NIPOMU3/IA3Y U U3 BU3YETHOT MEVjCKOT CafipyKaja, 4eCTO IIPMUKa3yje XKeHe U JeBOjYuIe Kao
XXPTBe KojuMa Cy nmorpebne momoh u saurrura. Takas Meujcku okBup ,,crnaca” y Hajsehoj
Mepy UITaK IPOM3/IasK U3 U3BEIITaBamba 0 MehyHapofHIM opraHusaljaMa, HeBIafHIM
opraHmsaljama 1 BjafaMa gp>kaBa Koje pyskajy momoh murpautkummama (Oloruntoba et
al.,, 2018), a He u3 M3BelITaBama O MPOHIEMMUMA CaAMMX XKeHa. BusyenrHo, OKBUp y KoMe ce
HaIJlallaBa MoTpeba 3a CllacaBareM pamBUX KaTeropuja IpyIITBa, MOIIYT XeHa 1 AeBOj-
4nIa n30eI/INX U3 paTHUX ITOPYYja, 3aprKaBa ce Ha CIMKaMa OpofoBa I YaMalia, y OKBUPY
TEKCTOBA Y KOj¥IMa Ce BPJIO CIIOPaJiMYHO Jaje I71ac MurpanTkumama (Oloruntoba et al., 2018).

HcrpaxnBama Bu3yelnHe MeIMjCKe pelpe3eHTallje MUTPaHTKIba Cy peTka. CTyauje
ce yraBHOM (OKyCHUpajy Ha 3aIlafHOeBPOIICKe Mefiyje I ITOKasyjy fa ce Ha ¢poTorpaduja-
Ma uernhe ounTaBa BU3yelTHU OKBUD SKPTBE, a He TepeTa WK IpeTme (Amores & Arcila,
2019). To 3na4m fja je pogHa AVMEH3Mja y U3BELITABAbY MeAVja BaXKHa 3a YKyIIaH TpeT-
MaH MUTpaHaTa U U30eInIia, HApOYNTO Y KOHTEKCTY BIXOBOT IIPUXBaTamba y IPYIITBO.
Y HeMa4yKVIM MeAMjyMa IPUCYTHE Cy TPY BPCTe BU3YETHUX CTePEOTHIIA IIpeMa MUTPAHT-
KIIbaMa MyC/IMIMaHCKe BepOMCIIOBECTH: C/IVKe OTyhuBama 1 HejoBO/bHE MHTEepaKIIje ca
MUTPAHTKIEbAMa, C/IMKe IpYyTradljer >KUBOTHOT CTIIA Y 3ajeJHIYKIM IPOCTOPUMA Koje fierie
Cca JIOKa/IHVM CTAaHOBHMIITBOM M CIMKe KOje KOHCTPYMIIY 3Haderha Ha OCHOBY IIPUKa3U-
Bamba xeHckor tea (Ozcan, 2013). Hajuemhe kopuuiheH BUsyenHyt MOTUB y IPUKa3UBakby
MUTpaHTKMba je ,,mornex ¢ neha” (Ozcan, 2013) koju 03HayaBa oTyhere, 0caM/beHOCT U
YIa/beHOCT XKeHa Off I7Ieflajalla, T1a 9aK U OICYCTBO OVMJIO KaKBe MHTEpaKIMje ca HhUMa.

Crynuje BaH 3aI1aJHOEBPOIICKOT U aMepPMYKOT MeIMjCKOT OKBUpa (OKyCUpaHe Cy
Ha MeIMjCKy pellpe3eHTalljy MUTPaHTKIba ¥ Pas3/IM4UTAM Hal[IOHATHIM KOHTEKCTIMA.
A¢puuky Menuju ce mpemMa MUTPaHTKUEbAMa OJHOCE Ko IpeMa ,,pasBefleHNM JKeHaMa,
ymoBMILIaMa WK HamymteHnM xxeHaMa’ (Nyangairi, 2010, p. 48), Ha Koje I7efajy ¢ 1mo-
Io3pemeM U Hajuenrhe UX MpuKasyjy 6e3 MyIIKe IpaTke, Kao MOTEHIIjaIHe CEeKCyaHe
papHulle, ,04ajHe 1 MopanHo nocpuyne” (Nyangairi, 2010, p. 49). Ha cinyas HaunH o
MUTPaHTKMIbaMa U3BELITaBajy M MeANju Y AycTpanuju, Kojy IpruKasuBambeM YHUBEP-
3aJIHe XyMaHNTapHe CUMOOIMKe Y JIMKY XKeHe C JeTeTOM BM3Ye/THO YOKBUPYjy MUIPaHT-
KIIbe Kao pamuBe 1 6ecrioMohHe, a/ii 1 Ha pOJHO CTePEOTUIIAH HAuMH Kao 3aBUCHE Off
npyrux (Bleiker et al., 2014, p. 195). 3aHuM/BUBO je fja Ce y CIMKaMa >KeHa ca fIe1[oM, Kao
KOHTEKCTY ,,Mefujcke pemunnmsarje n3bernuna’ (Lenette & Cleland, 2016, p. 71),0cmu-
KaBajy ¥ IOKYLIaj) Me[jija jJa XyMaHM3yjy KpU3y O KOjOj M3BELITaBajy, I TO TAKO ILUTO Ce
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JKeHe U Jella He IIPMKa3yjy BUIIe Kao CTPAHIN, HETO Kao JIMYHOCTY ca KojuMa IIeffajiary
Mo>Ke fia ce moBexxe. Ha Taj HaumH ce, cmarpajy brajkep u capajHuiy, pa3Buja ,KyaTypa
rocronpumcTBa” 11 mopcTude Beha eMmaTnja u pasyMeBarbe myO/ImKe.

Y xonrekcry Cpbuje HeMa ITyHO UCTPaXKMBaIba Koja ce 6aBe MeIMjCKMUM IIpeficTa-
B/barbeM >KeHa M3berniia 1 MUIpaHTmba ca bmickor ncroxa u us Adpuke. Ilasnosuh u
capaguuuy (Pavlovic et al,, 2021) ¢y y aHammM31 UCTPOXXMBAYKIUX TPEHIOBA U IIPUCTYIIA
TeMJ MUTPaHaTa ! yIpap/barba MUTpallyjaMa y Hal[IOHaJTHMM YacomcuMa MehyHapogHor
3Ha4aja OTKPIIN Ia CY Y CBUM QHA/IM3UPAHIM 00/IaCTIIMA 3aII0CTAB/bEHN POJHI IIPUCTYIIN
murpanyjama. Kneyr u Jpamkosuh (2017, str. 178) aprymeHTyjy fa je muiije usberanue y
MEJIMjCKOM BU3YETHOM CaipyKajy ,IIPeNO3HAT/bIBO Kafia Cce pajiy O KeHaMa U JIeTH, 0K ce
CIMKa MYIIKVX JIAIIA [I0jaBbyje OHMIA Kafia Tpeba a IOTeHIMpa IpaMaTUIHOCT gorabaja”
AHau3se eTMYHOCTM M3BeIITaBaba CPIICKMX Mefuja o murpantumMa (Milinkov et al., 2021)
HOKasyjy [ja Cy XKeHe U MYILIKapIy MUTPaHTH 1 usbermuiie ca brnckor ncroka u us Adpuke
Hajyenrhe IpuKasaHM Y KOHTEKCTY JIOKHUX BECTH, IIMpera CTpaxa M aHTUMUTPAHTCKIX
HapaTuBa, y KojiMa JOMIHIpA MaHUITY/IaTHBAH Mefujcku caipxaj. Hajuenthe cTparernje
MaHMIyanyuje o6yxsarajy 06jaB/byBarbe CTApMUX BECTH Ka0 aKTYe/THIX, 3aCTpalllBabe IpK-
JIMKOM IIAaCUparba TaXHNX MHPOpMalja, HeyTeMebeHux TBpamy uth. (Milinkov, 2021).
[Tpema Jawuhy (Janji¢, 2021, str. 12), TaXkKHy ¥ MAHUITY/IATMBHY HAPATVBYU HA CPIICKOM je3M-
Ky O MUTPaHTVMA Il MUTPAHTKIEAMA C€ ,,1) IINpe M3y3eTHO BENKOM OP31HOM, 2) IIPEKO
wiatdopmu Koje MOOMIN3Yjy Xubasie rpabana, 3) 1a YK/by4yjy eKCIVIMLMTHY KCceHODOOujy,
IIOBMHM3aM J TOBOP MpP)Kibe', IOK CY JOMVHAHTHI HapaTUBHY 00paciiy iesanHpopMarlyja
0 MUTpaHTUMa 11 u3bernuiaMa MaHUITy/IICambe OpojeM MUTPaHaTa, TEPMIHOM U30eINnIIa,
6pojeM MHIIIEHATa, BpeMEHOM U JIOKalyjoM gorabaja 1 TeopujaMa Hace/baparma. Y TAKBOM
KOHTEKCTY, POfjHa AMCKPUMIHALIY]A je BeoMa U3PaKeHa, JOJATHO je ,000jeHa BepCKIM,
eTHUYKVM VIV POTHUM CTEPEOTUNNMA, a )KeHe M30er/lie U MUTPAaHTKIIbE ,,OTPHYTe
IUIAIITOM MEVjCKOT 1 ImaTpujapxanHor mpaka” (Milinkov et al., 2021, str. 42).

METOIOJIOIIKM OKBHMP

VcTpaxxuBame je 3aCHOBaHO Ha KBaHTUTATUBHO-KBA/IMTATUBHOj aHa/mM3u 54 pororpa-
duje 13 MEIMjCKIX TEKCTOBA 06jaB/beHMX CBAKOT jyHa y EPUOJY OFf IIeCT rofnHa, of 2015.
o 2020. ronyHe.’ Y30pak je HACTA0 Ha OCHOBY Offabyipa pe/ieBaHTHUX LITAMIIAHUX 1 OH-/IajH
Menuja y CpOuju Koju ¢y y HaBeJleHOM IIepMOJly M3BeIITaBali O MUTPAHTCKOj ,KpU3M~ 1
penoBHO o6jaBpuBany dpoTorpaduje ys Tekcrose. Koprryc Mennja o6yxsara fHeBHE HOBY-
He, IbJIXOBe OH-JIajH Bep3uje U MHTepHeT nopTane: Ano, b, Kypup, Beuepme HoBOCTH,
[Monmutrka, indopmep, Hanac, JueBHuk u B92.net. 3a noyspany mperpary o6jaB/beHUX
¢dororpaduja 1 pereBaHTaH MeVjCKM y30paK kopuiiheHa je jaBHO JOCTyIIHa 6a3a U3Bofia
u3 mramite Ha noprany Komecapujata 3a usbernnie Peny6mke Cp6uje. JyH je omabpaH 3a
aHanM3y jep ce Tajia obenerxkapa CBETCKY JaH M36ET/IIIA U CMaTpa ce ja 61, 3a pasinKy off
IPYTUX IIepUOJia TOKOM FOJMHE, Tajla MOIJIO fia Oy/ie BUIlle MEAMjCKOT CafipyKaja 0 MUTPaH-
TyMa yomuure. Takobe, o jyHa 2015. romiae y Cp6uju je mo4eso MHTEH3UBHIje MEMjCKO

’  ®otorpaduje Ha KojiMa je 3aCHOBAH y30paK UMHe Jle0 IIUPET UCTPAKMBaba O BU3YETHOM Me-

IMjCKOM IIpefICTaB/balby MUTPAHATA U U30EIINIA y CPIICKMM MefIUjuMa.
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U3BeLITaBalbe 0 MUTPAHTCKO] ,KpU3N', C 063MPOM Ha TO fja je TOKOM MajaTe TOfIHE KO
Hac 3abene>xeH IpBu Behu npunns Murpanara u nsbermmua us [puke.

AHanusa BU3ye/THe perpe3eHTalnlje MUTPAHTKIba Y CPIICKUM MeayjuMa o6yxBa-
TIIa je HU3 Bapujabm. Ha nudopMaTuBHOM HIBOY, 3abe/IeXeH je JaTyM 0bjaB/byBamba I
Mefj y KoMe je objaBrbeHa (ororpaduja. 3aTuM Cy, Ha OCHOBY TeOpuje MeIUjCKIX OKBIPa
(Entman, 1993), aHanmsypaHu IIaBHY BU3YeTHU MeVIjCKVI OKBUPH, KOjU CY Y aKaJIeMCKOj
UTEpaTypu AedMHUCAHN Kao Ha4MH MeUjCcKe CelleKIje y Kojoj ce ompebenn acrexTn
CTBapHOCTY MCTUYY WIM jaCHO M3[Bajajy IIyTeM BU3YeIHOT canpykaja (Brantner et al., 2011:
251). MeTOmOMOIIKY IPUCTYII 3aCHOBAH je Ha IEHOTATYBHOM, CTU/ICKO-CEMIOTUYKOM 1
KOHOTAaTVBHOM HUBOY BM3ye/THOT MelMjcKor yokBupyBama (Barthes, 1977; Rodriguez &
Dimitrova, 2011). Ha geHOTaTMBHOM HMBOY aHa/IM3NPAHN CY ITTABHU aKTePH, TEKCTY-
aJTHa oIIpeMa Koja IIpaTy CIMKY, Kao IITO Cy IIOTIVIC, HACTIOB ¥ HACTOBHM OJIOK TeKCTa y
OKBUDY KOT je 06jaBbeHa dpoTorpaduja. 3aTyM je aHanM3MpaHa U BeINIMHA MUTPAHTCKe
Tpylle YHyTap Koje Cy IpMKa3aHe MUTPAHTKIIbe (Masa/cpeftba rpyna — o 20 4IaHOBa,
BeJIMKa Ipyna — npexo 20 4IaHOBa, MHAMBUYA — IOPTPET IOjeJuHIA, HeMa — He MOXKe
Tla ce yTBPAM jep CIMKa MOKasyje HeIITO IPYTO), Kao ¥ JOMWHAHTHY OKBUP YHYTap KOT
ce MUTPAHTKIUIbE BU3YETHO IIOPTPETHUINY I CliennpuKanja MojeAHaYHOT BU3YeTHOT
OKBMpa: OKBUP MpeTHbe (110 6e30eHOCT IPaHMmIa, 3ApaBbe IbYAHU, Ko Y3POK IPeTHe IpyTe
Ip>KaBe), BUKTMMMU3anyje (KpTBe TPAHCIIOPTA, PaTa, 3/1I04MHA, TPeTMaHa IpXaBe Y K0joj
6opase, KpujyMuapema), afMIHUCTPATUBHI OKBUP (Tpakere asuia Win HoMohn uim
TeHepaTHM MPUCTYI YIIpaB/balby MUTpPaIja), OKBUP ITONUTHKE (TOMUTHIKE OJTyKe Koje
mornocy Cp6uja Mmu MOMUTHKA APYTe Ap>KaBe) ¥ OKBUP MHTerpanuje (yK/bydeHOCT MU-
TPAaHTKUIbA Y IPYIITBO VN Y 0OPa3OBHM CUCTEM).

Ha cTuicko-ceMMOTMYKOM HUBOY C/IMKE, aHA/IM3MPaHa je II03MIyja KaMepe ca Koje
Ce C/IMKajy MUTPaHTKIIbE — KPYIIHI/CPeftby IIaH 3a IIPMKasyBambe BU3yenHe O/IIMCKOCTI
U LIMPOKI/TOTAJ IUIaH 3a IIpMKasyBambe Bu3yenHe yaabeHocty (Wilmott, 2017), xao u
aKTVMBHOCT Y K0jOj Cy MUTpaHTKUbe pukaszane (Greenwood & Thomson, 2020), Ha mpu-
Mep, y HAaCUBHOM CTamy (4eKajy, cefle, Jiexke), Y aKTUBHOM CTalby KpeTama (Jomacka 1
Ofi1acKa), MHTepaKiuje (ca rpymnom, feLom, IOMNILMjoM) U Y aKTMBHOCTUMA Koje yiyhyjy
Ha ,HOpMaJlaH KJMBOT, Kao IITO je OfiIa3aK Y IIPOfjaBHIILY, LIKO/Y, 0aB/berbe CIOPTOM UT/.

Ha KOHOTaTMBHOM HUBOY, aHATM3UPAHO je IPUCYCTBO BU3YETHUX CUMOOIA I Me-
tadopa (Aiello, 2006; Krsti¢ et al., 2020) koje MOry a HOMOTHY ¥ 60/beM U LIMPEM pasy-
MeBay JOMMHAHTHOT BU3Y€/THOT OKBMPA y KOME Ce IIPMKa3yjy MUTPAHTKIUIbE Yy CPIICKUM
Mmepujuma. Ha mpumep, cnuke pelreraka, TuCuIia 1 KaBesa yrnyhyjy Ha mepreniujy Mu-
IPaHTKMIba Ko OMACHNX 1 [IeBIMjaHTHUX 0c06a, civke hebera Mory /ja 3Ha4e CUTYPHOCT
3a KOjOM Tparajy, MapaMe I Xa/bMHe Ky/ITypPy 13 KOje o/ase.

PE3VIITATU

Y nepuopy og 1. no 30. jyHa cBake roguse, of 2015. 5o 2020. ropuHe, y feBeT ogabpa-
HIX Mefrja 00jaB/beHo je yKymHO 54 ¢hororpaduja Ha KojuMa ce IPUKasyjy MUTPAaHTKIbe
ca bruckor ncroka u n3 Adpuke. OHe cy mpuKkasaHe Kao IJTaBHM akTepu Ha 80% ¢dororpa-
¢uja, IITO 3HAYM A Cy jJACHO MCTAKHYTe KA0 CYOjeKTI 1 Y IPUMAapPHOM Cy (POKYCY CIIUKe.
Kao criopensu aktepy, MUTPaHTKIIbE Ce IT0jaBIbYjy ¥ CeKYHAAPHOM POKYCY Y ORHOCY Ha
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IJIaBHE aKTepe, KOje YIJITABHOM 4YJHe MYIIKapL MUTPAHTY, IPUIIAJHILIN TIO/IULINje VIV
nommtudapy. Hajsehu feo y3opka, 64% anamusupanux ¢ororpaduja, 4iHe CIMKe KeHa ca
merjoM. YecTo ¢y puKasaHe yHyTap Majie WIN Cpefiibe MUTPaHTCKe rpyte (83%), a Beoma
PeTKO Y MHAMBUJIyaTHUM TTopTpeTuMa (7%) u BenukuM rpymnama (1,8%). MurpanTkume
ce Hajuenthe 110jaB/byjy y BU3ye/THOM OKBUPY IIPETHE, 3aTUM OKBUPY BUKTUMMU3ALMje U
a]MVHYICTPATUBHOM OKBMPY, @ HEYIIOPeIMBO Matbe Y OKBUPYIMA IIOJIMTYKE U MHTErpalyje
(Ta6ena 1). Pesyararyt KBaHTUTATVBHE aHA/IN3e CIEIM(IIHIX TOFOKBIPA IIOKA3Yjy fa
Ce MUTPAHTKIIbe YHYTap OKBUPA IIpeTHe MPUKa3yjy Hajuelrhe y KOHTEKCTY IpeTbe 110
3paBJbe JbYAY 1 KO Y3POK IIpeTHbe fpyre Apxkase mpema CpOuju, JOK ce yHyTap OKBUpa
BUKTMMM3alMje pefiCTaB/bajy Hajuelnhe Kao )KPTBe paTa, a/iv He M Kao )XPTBE KPUjyM-
Yapema, IPeKOrPAHNYHOT TPAHCIIOPTA U/IM 3/I0UYMHA.

YKOJIMKO ce TOoT/Iefia PacIpOCTPameHOCT ITTABHOT BU3YeTHOT OKBHpPA IO TOfMHaMa
(IpadmxoH 1), TOKOM ITpBe TOfIVIHE MUTPAHTCKE ,,Kpy3e”~ HAjIIPUCYTHUH CY OKBUPY ITPETHE
u BukTuMu3sanyje. Vismeby 2016. 1 2018. pacTel pyCyTHOCT aIMUHNUCTPaTUBHOT BU3Yel-
HOT OKBIIPa y KOMe Ce )KeHe IIPeCTaB/bajy Y CUTYyallMjaMa Tpakerma moMohi 1 asuia, Kao
"'y BUAY OPOjKM M CTAaTUCTHKe, IITO TI0Ka3yje 4a ce MeAuj/ Tafa BuIie 6aBe pauyHUIIOM
KOJIVIKO XV/baJja MUTPAHATa YIIa3! ¥ M371a31 3eMJbe, HETO IIPABYM PasiosyiMa U30erInInTBa
VIV IMYHYMM TIpMYaMa Koje 611 HaM IpUOMIDKIIe MUTPaHTKIIbE Y BbYIXOB MoJIoXaj. CTide
ce yTHUCaK Jia Cy MUTPaHTKIIbe, Kao fleo Behe rpylie, y CpICKUM MefyjuMa IIpefCcTaB/beHe
Ka0 CBOjeBPCHU TepeT 3a ApXKaBY U JPYIITBO. JeAVHM, JOAYIIe KPATKOTPajH, IIePIOJ,
y KOMe Ce I0jaB/byje BU3yeTHN OKBJP MHTErpalljeé MUTPAaHTK/IbA Y Py TBO je 2016.
TOfIMHA U HEIITO Mare TokoM 2018, u to camo y Ilonutunm, Kypupy u baniy. Mebytum,
oz 2018. HOHOBO pacTe OKBUP MpeTive, U TO Bullle HICY PoTorpaduje Ha KojuMa ce Mi-
TPaHTKUIbe JOBOJIE Y BE3Y ca IIPETHOM 110 6e36eJHOCT IpaHNLIa U CIIMKAjy Y MHTePaKIUjI
ca MONMILMjOM MM Ha TPAHMYHOM IIpe/iasy, Kao Ha I04eTKYy y30pKa, Hero ce JoBojie Y
Be3y ca IIPEeTHOM II0 3/ipaBjbe /YN, C 0063MPOM Ha HacIOBe U TTOTIINCE KOjU UX AMPEKTHO
BU3YeTHO obenekaBajy Kao 3BOpe 3apase OMacHMX OOeCT.

PesynTaTu mokasyjy Aa Cy HaCIOBU U HACJIOBHU 0/IOKOBH, KA0 U MOTHUCHU Ha (oTo-
rpadujama qecTo y KOHPPOHTALM)jH ca cafp>kajeM came cnuke. Ha mpumep, xeHe cy mpu-
KasaHe ca JIel[OM Y KpeTamby, OffHOCHO y noinynexxehem monoxajy (Cauka 1), ca BU3yenHO
MCTaKHYTUM paHYeBUMa Kao CUMOOJIOM TepeTa, 60CMM HOraMa Kao 4eCTMM BU3YeTHUM
cuM6071oM M36ermnImTBa, yMopa 1 gyror nyTama. Came pororpaduje yryhyjy Ha moprpere
JKeHa Koje CY IOXKVBese TPaTridHy CyA0MHY 1 Koje ce I la/be Ha/mase Ha Iy Ty WM JeKajy fia
Ce HEeIlITO IOrOfM ca BUXOBUM cTaTycoM. MebyTum, nosunyonupame oBux ¢pororpadpuja
Hopef, BU3YeTHO UCTAKHYTHje C/IVKe HaCHJIHOT IIpecKaKama I pyllerba 3alliTUTHE Orpaje,
Kao 11 TaOJIOVIH ¥ CEH3ALMOHAIMCTIYKI OKBIP HACTIOBHOT 0/10Ka, 6€30I1acHY BU3YeTHOCT
MUTPAHTKNIbA CTaB/ba Y KOHTEKCT IIpeTHe 1 omacHocTy no rpabane Cpbuje.

OBo Huje jenyHY IpUMep, BU3ye/THa JeKOHTeKCTYaIM3alja MUTPAHTKIIbA PacIIpo-
CTpameHa je YnTaBuM y30pkoM. Cinke JKeHa ca JeIloM VTN TPyIIe )KeHa, Ha KOjuMa HeMa
HUjeflHe Ha3HaKe OIIACHOT IIOHAIlaka VIY IIPeTHbe, YOKBUPYjY ce KOHTEKCTOM KOju He
ofipakaBa BM3yenHM cafgpxaj (Camka 2), 1 Koju IOMONy ceH3alIOHa/IMCTUYKIX Hac/IoBa
HaMepHO MIMpe NaHMKY M CTpax Kof unranana (Cauka 3). V3 To, )KeHe I [leBojunLie ce
IIPUKA3yjy 1 Kao [peTba 110 3paB/be /bYAN, CYTepPUILIE Ce ia ,,1Ipe TyOepKyI03y U LIyTy”
(Mudopmep, 24. 6. 2015), anu u fa ,,3Hajy fa Cy 3apakeHe” U fa ,impe cuny mo Cpbujun”
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(Kypup, 28. 6. 2018). YV HeKuM c/Ty4ajeBUMa Ce 3a VICTUIIAIbe IeBMjaHTHOT IIOHAIIAba KO-
pUCTe BU3YeNHe WTyCTpalyje Koje He PMKa3yjy MUTPaHTKIIbe, HETO fIpyTe JKeHe, Hajuerrhe
Helpero3HaT/blBe, CIMKaHe ¢ neda, ami Koje Ha KOHOTATMBHOM HYBOY HUfieje O CIVLIU U
BU3yelnHe MeTadope [0jayaBajy 3HaueHe OMACHOT MUTPAHTCKOT ITOHAIlIamka 3a Koje ce
Bepyje fa uMa Hecarmefiuse nocnenuiie o rpabane Cp6ouje (Cauka 4).

Ha cTmicko-ceMnoTIYKOM IVIAHY CIMKe, MUTPAHTKIIbe Ce Hajdelhe IIpukasyjy ca
BU3YeNMHE y/ia/beHOCTH ¥ OfHOCY Ha 06jeKTUB KaMepe: Y 76% y30pKa JOMUHMPA MIUPOKN
BM3Ye/THY IUIaH VIV ,,TOTaTT , KOJUM Ce ,,XBaTa  IIPOCTOPHA KOMIIO3WI[Vja CIIVIKe, IV Ce MICTO-
BPEeMeHO MOCTIDKe eeKaT BU3YeTHOT ya/baBama Off 0coba Koje ce MpuKasyjy. ¥ peTKum
KPYIIHMM M CPeflbMM IUTAaHOBMMA MUTPAHTKIIbE Ce IIPUKA3Yjy YITTaBHOM Kao )KPTBe paTa
U3 Kora Cy 1moberie, y3 [OHeKY 1udaHy nprdy y Mepujuma (CIuKa 5) Wi Kao CTpaHKUIbe
Koje cy 1o cBemy oTybene oxf rpahana Cp6mje 1 ca KojuMa UMTaOI He MOTY fia Ce UIeHTH-
buxyjy, autu a ce mopexy (Cruka 6 n Cnuka 7). Hajsehn fieo ysopka unne pororpaduje
Ha KOj/IMa Cy MUTPAHTKIbe TIPEfICTaB/beHe y MACHBHOM CTalby, KAKO He pajie HUIITA, Beh
caMo 4eKajy, 6110 Aa jiexe, cefie W CToje, JOK OCTasIe CIMKe KpeTamwa, MHTePaKIuje W
aKIyje 3ay3MMajy AaseKo My IPOolleHaT aHammsupanux ¢ororpaduja (Tabena 2).

Yecr BusyenHy cum607 je morser ¢ neba, Koju je IpenosHat 1 y ApyruM akageMcKUM
ucrpaxusamuma (Ozcan, 2013), a Koju 03HaYaBa UCTAHIMPabe Off My6/Ke n Hemoryh-
HOCT ITOBe3MBama ca ocobama Koje cy mpukasane (Cauka 8). [lenepconanusarnyja Mur-
PaHTKIbA, KOja Ce IIOCTIDKE He CaMo IO3MIjOM KaMepe Beh U climKaMa Ha KOjuMa UM ce
YOIIIITE He BUAV UM C€ JeMMIYHO BUIM JIUIIE, Ha KOjiMa Cy IbUXOBE ITIaBe IMOTHYTE W/II
OKpEHYyTe y CTpaHy, WM IIPeKpUBEHe PyKaMa, Kao Jia He JOIYIITajy jacHy UAeHTUPUKAIIY.
CaxpuBame MuIja MapaMaMa JIN HOKpuBame Tema hebeToM 3a BIX IpefcTaBba CUTYP-
HOCT O], CTIO/balllibel CBETA, Off M3MEIITEHOCTH U3 COIICTBEHOT JloOMa 1 Of ipaMe Y KOjoj
Cy ce Hallllle, a/I1 3a I7Ieflaolia MOXKe Jia 3Hauy oTyhusame o gpyror u gpyraunjer. Taka
BU3Ye/THY OTKJIOH OYMIVIEfIaH je M y aHa/IM3M yIIa U3 KOT je pororpaduja Hanpas/beHa. Ha
CNMKaMa Y KOjuMa Cy MUTPAHTKIIbE Y MHTEPAKIVjI Ca IIOMIMjOM, YIao KaJpa je TaKaBb
Za ce TIIefaoly YMHY Ja YBeK II0CMATpa U3 yI/a MONNIajlia, C OBe CTPaHe ,KUIle , a He
u3 yria MurpanTknme (Cauka 9). oTo-pernoprep HUjefHOT TPEHYTKa He ylIasy YHyTap
MUTPaHTCKe TPyIIe, Beh ce IpyK1 Ha OBOJBHOj AMCTAHI U CIMKA TPYITY CIIO7ba, HeKajl 1
13 TOpH-Er paKypca WM NITUYje IePCIeKTuBe, YnMe ce yKasyje Ha cTaTyc noppebenoctn
VIV CTATyC HIDKET paHTa y OMHOCY Ha Ileflaonia. Yak 1 Ha peTKuM doTtorpadujama Koje
IPMKa3yjy MHTEIPALMjy MUTPAHTKIIbA Y 00Pa3OBHN CHCTEM, IeBOjKe Koje cefie Y IIKOJICKO]
KITyII IIPUKa3yjy ce IPUWINYHO YAa/beHe Off KaMepe, U3 Mpodua, Kao fja Cy yTOIUbeHe y
aMOMjeHT 1 KOMITO3UIINjy CIMKe U TPYIIe y KOjoj Ce Hamase 1 y K0joj je Hemoryhe yTBpanTy
OO KaKaB INIHN VIEHTHUTET.

3AK/bYYAK

MurpanTkutse ca Banckor ncroka u us Appuke xoje og 2015. 1o gaHac mponase Kpo3
Cp6ujy Ha Iy Ty Ka Ap>kaBama EBpOIICKe yHIje, He caMo IITO HOCE TePeT U30erTuIITBa
U HEeM3BECHOCT 60Jber )XIMBOTAa KOMe Texke Beh ce MenmjcKy mpeficTaB/bajy y M3pasnuTo
HeTaTVMBHOM KOHTEKCTY. 3a Pas/lIMKy Off CBeTCKUX MeJiyja, Y KOjiMa ce 4eCTO IOpTpeTH-
Iy Kao XXPTBe U 13a3uBajy caocehame Kof myOnuKe, CIMKa y CPIICKUM IITaMIAHUM U
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OH-JIajH MeAMjIMa je TaKBa JIa VX BIIIIe IPEACTaB/ba y OKBUPY IpeTHe 0 6e36eqHocT
U 37paBibe JbYAIU U KO Y3POK IpeTHe JPYTux fApxapa npema Cp6ujyu HeTo y OKBUpPUMa
BUKTHMU3aIje. Meyju ce mpeMa MUTpaHTKMEbaMa OJHOCe Kao IIpeMa oTyheHuM skeHama
U CTPaHKMIbAMa KOjUMa Ce PETKO Jaje I/Iac y MEe[MjCKOM CafipyKajy I ca KOjuMa I7Iefia-
JIall, y OICYCTBY MHAMBUAYATHNX BU3YETHUX ITOPTPeTa ¥ MMYHNX IIpMYa, He MOXKe fla ce
IIOBeXKe HUTH Jja MX padyMe. ToM HauMHY YOKBUpPMBamba JOIPUHOCE HE CAMO TeXHIYKa
KOMIIO3M1j1ja aHa/MM3upaHux Qororpadiuja Hero 1 yKyIHa BU3ye/IHa yia/beHOCT Off )KeHa
y usbernmnutsy. BusyenHa gucraHua ce oriefa 1 y JOMUHAHTHOM IIPUKA3UBaby MINPOKUX
IUIAHOBA VI IIPOCTOPA y KOjIIMA Ce MUTPAHTKIIbe Ha/lase, 4eCTO OKPeHyTuX eba, mokpuse-
HMX 1una 1 tena. Yak 1 Kafia ce 0cobe mepCcoHanuayjy y CpefmbuM U KPYIHIM IUTAHOBUMA,
IJIeflaMO VX U3 yIIa IPUMIAJHIKA CIy>KOu 6e36eHOCTH Ha TePUTOPUjIL fpyKaBe Ha KOjoj
6opaBe, a HMKaJ| 13 KOHTEKCTa MUTPAHTCKe IPyIIe Y KOjoj ce Hanmaze. ManoOpojHe cmke
KOje IPNKa3yjy OKBUP MHTETpaLije U YK/bYIeHOCT MUTPAHTKIbA Y CPICKU 00pa3oBHNI
cucTeM, U Topef fobpe HaMepe [ia IIpeficTaBe II03UTUBHE IIoMake y ogHocy Cpbuje mpema
pacerbeHNM MMM, MUTPAHTIMA U 130eIIIIjaMa, 3aIIPaBO OCTajy Ha 6e30eHOj BUSYeHO]
YHa/beHOCTH U HE YCIIEBajy [ia IPeHeCy IO3UTUBHY IIOPYKY.

CpIICKMM IITaMITaHVM ¥ OH-JIajH MeIMjIMa JOMMHUPA M3paskeHa KoH(poHTauja
usMeby BusyenHor 1 TeKcTya/IHOT CafipXKaja, Koja I7Iefaola JOBOAM y 3abIyay U cTBapa
KOHQY3M1jy y IepLenIuji 0 )XNBOTY 1 60paBKy Murpantkuma. C jeqHe cTpaHe, CIMKe
IIPMKa3yjy )KeHe KOoje BOJie CKPOMaH, a TeXKaK XKUBOT, JIEXKe Y TPAIlVHY 1 Ha TPOTOApyMa,
4ecTo cy 6oce, Hajuenthe Oopase 10J BeApyuM HeOOM, OPUHY O Jelyt M KOMYHULIMPajy
ca IpUIIAJHMIIMA TPyIIe ¥ Kojoj ce Hamase. Ca gpyre cTpaHe, 60MOACTUYHN HACTIOBU 1
CeH3alMOHA/IMCTUYKY noTHucy ¢ororpaduja ux y BeIMKoM 6pojy caydajea IIOBe3yjy
ca ,MHBasNjoM’, ,HAMA/[OM , ,HaiupameM MUTpaHaTa Ka 3eM/baMa EBporte, 1 TuMe nx
IOTIIYHO IeKOHTEKCTYanN3yjy U yIyhyjy uuTaoua ja 0 MUrpaHTKMEbaMa MUC/IM Kao O
OIIACHOCTY M TIPETHbM N0 TMYHY 0e30eJHOCT 1 3[paB/be 1 Kao O aIMMHUCTPATBHOM
TepeTy, a He Kao 0 )KPTBaMa paTa, Hacu/ba 11 M30erIUIITBA KOjiMa je motpebHa momoh n
samtuTa. OBaKaB HauMH BU3YETHOT YOKBMPMBAkha MUTPAaHTKIbA HIje BE3aH CaMo 32 jelaH
onpebhenn nepuop, Beh Kako XpOHOIOIIKA aHA/IM3a ITTABHUX MEJMjCKMX OKBMPa IOKa3yje,
Tpaje Off IIOYeTKa MUTPAHTCKe ,,Kpr3e” KO AaHAC. YHYTap IIABHMX OKBMPA CMEbY)Y Ce CaMo
HOATUIIOBY VI MTOJOKBYPHU: Ha IIOYETKY JOMIHIPA MOOKBUP IIpeTibe 110 6e36efHocT
TpaHMIja U IIPUKA3UBakhe MUTPAHTKIbA KA0 Y3POKa ,,cTe3ama obpyda” oko Cpbuje u
IpeTHI IpyTe Ap>KaBe, HapouuTo Mabapcke, 0K y KaCHUjuM rofgyHaMa IpeTexxe MOL0K-
BUp IIPETHbe M0 3[paB/be /byAN. [7TaBHU BU3YeTHN OKBUPH, CTUICKO-CEMMOTUYKI IIPUCTYTI,
Ka0 U BU3YeTHU CUMOO/IV KOjI ce KOPUCTe 3a MeAVjCKY JiellepCOHA/IN3ALIjY, BU3YeIHY
JEeKOHTEKCTYaNnu3aljy U IeXyMaHM3alyjy MUTPAHTKIIbA OCTajy KOHCTAHTHY TOKOM ILie-
noKynHor nepuopa of, 2015. mo 2020. rogyuHe. Y TaKBOM KOHTEKCTY BU3YETHN MEJVjCKI
cafip)Kaj Koju IIpUKasyje >KeHe, 1eBOjUMIie 1 JKeHe ca AeloM y M30erIUIITBY He MOXe Ja
Oy/e MHCTPYMeHT Kpenparba HOTeHIIja/He ,,KYAType TOCTOIPYMCTBA” IpeMa MUTPAHTIMA
y Cpbuju, HUTH JOIPUHOCH HnpewY caocehama 1 60/ber pasyMeBama HIUXOBOT )XIUBOTA
u cTaryca. Y TakBoj atMocdepu, MejCKI Cafip)Kaj IIPOMYIITA Aa OCBET/IN IpaBe Ipo-
6eMe ca KojuMa ce CyouaBajy MUTPaHTKIIbE, a Ha KOje fielieHnjaMa yryhyje penesaHTHa
JIUTEPATypa U U3BELITAjU CBETCKMX XYMaHUTAPHUX OpraHu3alnja.
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(Translation In Extenso)

Abstract: Contemporary research on media reporting about migrants and refugees has
been intensified since the 2015 European migrant crisis. However, only a limited number
of authors focus on the visual representation of female migrants, which has been recog-
nised to lead to more positive citizens” perceptions and the development of the “culture of
hospitality” (Bleiker et al., 2014). The main objective of this paper is to identify dominant
visual frame in which female migrants appear in the Serbian print and online media. The
mixed-method analysis of 54 images captured from 2015 until 2020 is based on the theo-
retical concept of visual media frames. The main results show that female migrants have
been dominantly visually represented as a threat to border security and public health and
that they are usually captured in long shots, deprived of identity and voice in the overall
media coverage.

Keywords: visual media frames, female migrants, media, Serbia

INTRODUCTION

Ever since 2015, media all over the world have been reporting about the migrant
“crisis’, as a result of which several million people have been displaced from various regions
of the Middle East and Africa to Europe, the United States of America, Australia and other
countries. Almost on a daily basis, media show images of boats and ships packed with ref-
ugees as well as endless lines of refugees at border crossings where migrants? queue every

! aleksandra.krstic@fpn.bg.ac.rs
2 Although a terminological difference between the terms “migrants” and “refugees” has been
established, in this paper we will mainly use the term migrant/female migrant, since our aim
is to investigate media reports on women who fled Middle Eastern and African countries since

2015 to date.
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day, in the hope of a better life. On their way to the European Union, they cross the so called
“Balkan route”, which also has also included Serbia since May 2015. To date, approximately
a 1.5 million migrants from Afghanistan, Syria, Iraq, Bangladesh, etc. have passed through
our country (Danas, 2021).

Serbian media with both nation-wide and local coverage have had various approaches
to the migrant situation, while on social media fake news about this population is rather
common. Citizens believe that they do not have sufficient information on the matter, with
a recorded lower percentage of respondents who have had a positive view of migrants since
2016 and 2017 (CeSID, 2019). The research conducted by the Centre for Free Elections and
Democracy (CeSID) explains that such a trend is a result of, among other things, negative
rhetoric in the media, whereby migrant coverage is extremely negative, with migrants being
perceived as terrorists who pose a threat to public safety and health. The most negative
positions are observed in municipalities which are more strongly affected by the “crisis’,
such as Sid, Predevo and Kanjiza, whereas the residents of Sjenica and Tutin have a more
positive view. This is explained by a high level of migrants being accepted by the local,
mainly Muslim community (CeSID, 2019).

Academic research into media reports on migrants and refugees is abundant and it
mainly focuses on how they are presented in Western European and US media contexts. It
has been established that, in addition to newspaper articles, photos in the newspapers and
TV footages affect to a large extent whether the public form positive or negative perceptions.
For example, visual portraits of individuals stuck in the migrant “crisis” may “relax” citizens’
views (Madrigal & Soroka, 2021; Parrot et al., 2019), while showing the images of female
migrants with children develops a stronger “culture of hospitality” and has an influence on
more humanised representation of migrant populations (Bleiker et al., 2014). Furthermore,
women today largely participate in global migrations (Save the Children, 2020) and besides
war conflicts, they are faced with striking discrimination, human trafficking and other
forms of threats in transit states, which they cross in order to reach their final destination
(Lefko-Everett, 2010). Media image stereotypes can additionally deteriorate their position,
especially if one bears in mind the public opinion polls showing that the citizens of Serbia,
when compared with earlier years, are decreasingly prepared to interact and speak with
female migrants (CeSID, 2019). From the point of view of media studios and journalism,
visual media content tends to inspire public reactions more quickly and easily (Coleman,
2010) and it stands for a form of “imaginary contact” with ethnic, religious and other mi-
norities (Ozcan, 2013, p. 428). Nevertheless, in Serbia there are hardly any studies looking
into media reports and visual representation of women who have fled the Middle East
and Africa since 2015 and who have been staying in our country or were here in transit.

Given the context, this paper aims to investigate major visual frames and techniques
of visual representation of female migrants in the Serbian print and online media, through
the use of a quantitative/qualitative analysis of newspaper photos. In this way, besides the
predominant manner of media representation, it could also be established whether visual
frames in the Serbian media form a context for humanising this population as well as so-
cial and political crises it has undergone for a number of years now. The structure of the
paper is such that the theoretical framework of media representation of female migrants
in an international context is followed by an explanation of the methodological approach
to research, main findings and final considerations.
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“FEMINISATION” OF MIGRATIONS AND MEDIA
REPRESENTATION OF FEMALE MIGRANTS
IN THE INTERNATIONAL CONTEXT

International academics rarely investigate how the media treat women who have
fled war zones in the Middle East and Africa during the mayor migrant “crisis” of 2015,
or women who have fled poverty, political and social repression in pursuit of a better life.
The absence of female migrants’ representation not only in the media but also in a wider
academic community is indicative of the widespread socio-political marginalisation of this
important and current topic.

It is important in multiple ways to point out the position of female migrants compared
to male ones. Zorica Mr$evi¢ and Svetlana Jankovi¢ (2019, p. 39) offer argumentation that
“the migration of women should be observed through a discourse of gender inequality, tra-
ditional roles of women, gender-biased labour market, universal presence of gender-based
violence and global feminisation of poverty and work migrations”. This means that female
migrants, apart from fleeing persecution, also flee violence and discrimination, while on
their migrant route also encountering domestic violence and violence of other migrants, even
violence by staff of international charities and law enforcement staff in the countries where
they are staying (Mrsevi¢ & Jankovi¢, 2019). However, research has shown that it is only when
they stay alone, with their children or in groups with other women, that female migrants fall
victim to criminals, human traffickers and law enforcement staff in the countries through
which they are passing (Mrsevi¢ & Jankovi¢, 2018, p. 59). Some of the major obstacles female
migrants are faced with are that they do not speak the local language; they have no sufficient
support and documents; they are unemployed and have limited access to healthcare and
education resources, and they also encounter longstanding and complicated administrative
problems relative to the issuance of personal documents (Mrsevi¢, 2016, p. 217).

In academic literature which does deal with the position of female migrants, the term
“feminisation of migrations” is used. The term denotes an increase in the number of female
migrants vis-a-vis male migrants (Morokvasi¢, 2010). Reports presented by various interna-
tional organisations (Save the Children, 2020), show that in the context of global feminisation
of migrations, an increasing number of girls of all ages have been displaced and that they
cross migration corridors, either accompanied by family members or completely on their
own. As the most common reason for which they have decided to flee their homes and
countries, these girls state poverty, threat of domestic violence and fleeing political or other
forms of repression (Save the Children). In the context of the Western Balkans and Serbia,
it has been noted that girls of an even older age have been excluded from decision-making
regarding where a family of migrants might set out to, what the envisaged route is and what
survival strategies for the journey are (Save the Children, 2020). Female migrants, according
to many relevant indicators, are exposed to the worst aspects of migration — besides social
exclusion, there is also physical and psychological abuse, and they are faced with inadequate
availability of healthcare services and education (Lefko-Everett, 2010).

In the international media and political discourse, the prevalent stereotypical representa-
tion of male migrants as them being “mean” and female migrants as being “vulnerable” social
categories (Freedman, 2016). Additionally, the media not infrequently depict them negatively
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as “breeding machines” that are cumbersome for the healthcare system (Mawadza & Banda,
2016, p. 5). Still, the most common way of representing female migrants in the media is within
the scope of victimisation, in which women and girls are represented as victims (Hellermann,
2006; Banda & Mawadza, 2015). Even within this frame, we notice stigmatisation of female
migrants, especially when they are mentioned in the context of prostitution, which, as a prev-
alent media narrative in fact clouds the real reasons for such female migrants leaving their
homes and gruelling cross border journeys in pursuit of a better life (Banda & Mawadza, 2015).

As part of the media representation of female migrants as victims, some research has
shown that their “vulnerability” is most commonly connected with the issues of human
trafficking, sex slavery and prostitution (Oloruntoba et al., 2018). The media narrative,
which arises from visual media content, often represents women and girls as victims who
need aid and protection. This “salvation” media frame mainly results from reports of inter-
national organisations, NGOs and governments of the states which provide aid to female
migrants (Oloruntoba et al., 2018), rather than from problems these women are faced with.
In visual terms, the frame which emphasises the need to save vulnerable social categories,
such as women and girls who fled war affected regions, does not go any further than boats
and ships, shown as part of articles in which female migrants’ concerns are voiced only
sporadically (Oloruntoba et al., 2018).

Research into visual and media representation of female migrants is scarce. Studies
focus mainly on the Western European media and they indicate that the visual aspect of
a victim, rather than one of burden and threat, is shown (Amores & Arcila, 2019). This is
to say that the gender dimension in media reports is important for the overall treatment
of migrants and refugees, especially in the context of their social acceptance. The German
media contain three types of visual stereotypes regarding Muslim female migrants: images
of estrangement and insufficient interaction with female migrants, images of a different
lifestyle in communal facilities, which are shared with local populations, and images that
evoke meanings based on representation of the female body (Ozcan, 2013). The most
commonly used visual motif in representing female migrants is “viewing them from the
back’, which entails estrangement, loneliness and distancing women from observers, even
absence of any sort of interaction with them.

Studies conducted outside the Western European and US media frames focus on media
representation of female migrants in various national contexts. African media treat female
migrants as “divorcees, widows or abandoned women” (Nyangairi, 2010, p. 48), who are
mostly looked upon suspiciously and are mainly shown as being unaccompanied by men, as
potentials sex workers, “desperate and morally depraved” (Nyangairi, 2010, p. 49). Female
migrants are similarly reported on by the media in Australia, which by showing a universal
human symbolism in the shape of a woman with a child put female migrants in the box of
vulnerability and helplessness but at the same time they demonstrate the gender stereotype of
being co-dependent (Bleiker et al., 2014, p. 195). Interestingly enough, the images of women
with children, as a context for “media feminisation of female refugees” (Lenette & Cleland,
2016, p. 71), also reflect attempts by the media to humanise the specific crisis they are report-
ing on and in doing so, they no longer depict women and children as strangers but as persons
to whom a viewer can relate. In this manner, Bleiker et al. believe that what is developed is a
“culture of hospitality” and that it gives rise to stronger empathy among viewership.
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In the Serbian context, there are few research studies dealing with media representation
of female refugees and migrants who come from the Middle East and Africa. In their analysis
of research trends and approaches to the issue of migrants and migration management in
internationally relevant national journals, Pavlovi¢ et al. (Pavlovi¢ et al., 2021) have found
that gender-based approach to migrations has been neglected in all analysed areas. Kleut
and Draskovi¢ (2017, p. 178) argue that the face of a refugee in any media visual content is
“recognisable if it involves women and children, whereas the images of men’ faces are shown
when the dramatic side of an occurrence needs to be stressed”. Ethical aspects of Serbian
media reporting on migrants (Milinkov et al., 2021) show that female and male migrants and
refugees from the Middle East and Africa are mainly seen in the context of fake news, terror
campaigns and anti-migrant narratives, which are dominated by manipulative media content.
The most common manipulation strategies include broadcasting old instead of current news,
intimidation when spreading fake news, unfounded claims, etc. (Milinkov, 2021). According
to Janji¢ (Janji¢, 2021, p. 12), fake and manipulative narratives in the Serbian language,
the narratives being relative to male and female migrants “1) spread very fast, 2) recruit
thousands of citizens via different platforms, 3) involve overt xenophobia, chauvinism and
hate speech’, with predominant narratives being common patterns of misinformation about
migrants and refugees, speculation about the number of migrants, the very term “refugee’,
number of incidents, timelines and location of certain occurrences and population theories.
In such a context, gender discrimination is striking, and it is additionally “biased through
religious, ethnic and gender stereotypes’, while female refugees and migrants are “enveloped
by a cloak of media and patriarchate darkness” (Milinkov et al., p. 42)

METHODOLOGICAL FRAMEWORK

Our research is based on the quantitative/qualitative analysis of 54 images from media
articles released every June over a period of five years, between 2015 and 2020.> We created
our sample based on selected relevant print and online media in Serbia, which reported on
the migrant “crisis” over the said period and published photos accompanying these articles
on a daily basis. The media corpus included the following dailies, their online versions and
web portals: Alo, Blic, Kurir, Vecernje novosti, Politika, Informer, Danas, Dnevnik and B92.
net. For a reliable search of released images and a relevant media sample, we have used
a database of press clippings publicly available at the web portal of the Commissariat for
Refugees and Migration of the Republic of Serbia. June was selected as the month to be
analysed because this is when World Refugee Day is marked and it would be reasonable
to expect that, unlike other periods of the year, there would be more media content about
migrants in general. Furthermore, stronger media coverage of the migrant “crisis” began
in Serbia after June 2015, because in May that year we had experienced the first stronger
inflow of migrants and refugees from Greece.

The analysis of visual representation of female migrants in the Serbian media in-
cluded a number of variables. At the information level, we noted the date of release and

> Images which form our sample are part of a broader research into visual media representation of

migrants and refugees in the Serbian media.
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media outlet where the image was released. Then, based upon the theory of media framing
(Entman, 1993), we analysed major visual media frames, which are in academic literature
defined as a means of media selection whereby certain aspects of reality stand out or clearly
emerge through visual content (Branter et. Al. 2011:251). The methodological approach is
based on denotative, style-semiotic and connotative level of visual media framing (Barthes,
1977; Rodriguez & Dimitrova, 2011). At the denotative level, we analysed major players,
textual tools which go with the image, such as the caption, headline and sidebar as parts
accompanying the photo. Then, we also analysed the size of a migrant group within which
female migrants are shown (small/medium-sized group - up to 20 members, large group
- 20+ members, individuals - portrait of a person, no group - it cannot be identified
because the image intends to show something else), as well as the dominant frame within
which female migrants are visually portrayed and specifications of an individual visual
frame: frame of threat (to the safety of borders, public health, as a cause of threat to other
countries, victimisation (victims of transport, war, crimes, treatment of the state where they
are staying, human trafficking), administrative frame (asylum or aid seeking or a general
approach to migration management), political frame (political decisions issued by Serbia
or policies of some other country) and integration frame (social inclusion or inclusion of
female migrants in the education system).

At the style-semiotic level of the image, we analysed positioning of the camera used
to photograph female migrants - long/medium shot for capturing visual closeness and
wide/total frame for capturing visual distance (Wilmott, 2017), as well as activities which
capture female migrants performing them (Greenwood & Thomson, 2020), e.g., when
they are passive (waiting, sitting or lying down), when they are actively moving (coming
or leaving), when they are interacting (with a group of persons, children, police) and
activities which suggest “normal” living, such as going to the supermarket, school, doing
physical exercise, etc.

At the connotation level, we have analysed the presence of visual symbols and met-
aphors (Aiello, 2006; Krsti¢ et al., 2020), which may be of help for the purpose of a deeper
and broader understanding of the prevailing visual frame, used to show female migrants
in the Serbian media. For example, images of prison bars, handcuffs and cages evoke
perceptions of female migrants as dangerous and devious individuals, images of a blanket
could refer to safety they are in pursuit of, scarves and dresses may refer to cultures from
which they come.

RESULTS

During the period between 1% and 30" June of every year from 2015 to 2020, a total
of 54 images showing female migrants from the Middle East and Africa were released in
the nine selected media outlets. Female migrants featured as main characters in 80% of the
images, which means that they were clearly indicated as individuals and were the primary
focus of the photos. As background figures, female migrants were in the secondary focus
compared to the main characters, who were mainly male migrants, police officers or pol-
iticians. A substantial part of the sample, i.e. 64% of the sampled images, showed images
of women with children. They were often shown within a small or medium-sized group
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of migrants (83%), but very rarely captured in portraits (8%) and large groups (1.8%).
Female migrants were mainly shown in a visual setting of threat, then in the frame of
victimisation and far more rarely in the frames of politics and integration (Table 1). The
results of the quantitative analysis of specific sub-frames indicate that migrants captured
in the frame of suffering were shown mainly in the context of threat to public health or
as a cause of threat of another country to Serbia, while within the victimisation frame,
they were mainly shown as victims to war rather than the victims of human trafficking,
cross-border transport or crimes.

If we note how widely spread the visual frame year by year (Graph 1) is, during the
first year of the migrant “crisis” the most common frames were those of threat and victi-
misation. Between 2016 and 2018, there was an increasing presence of the administrative
visual frame whereby women were captured in situations of aid or asylum seeking, as well as
in the form of figures and statistics, which shows that the media then were more concerned
with calculations of how many thousand migrants entered and exited the country rather
than the actual reason for them taking refuge or individual real-life stories which could
bring female migrants and their position closer to our understanding. The impression one
gets is that female migrants, as part of a larger group, were shown in the Serbian media as
a type of burden to the state and society. The only, admittedly a very short, period during
which we noticed the visual frame of female migrants’ integration in society was in 2016 and
slightly less during 2018, which was the case only with the Politika, Kurir and Blic dailies.
Nevertheless, starting from 2018, the frame of threat was on the increase again, but there
were no longer photographs which associated female migrants with a threat to the safety of
borders or captured them in interactions with police officers or at a border crossings, given
the fact that titles and captions directly and visually labelled them as sources of contagion
of dangerous diseases.

The results have shown that titles and sidebars, as well as captions, were often in
contradiction with the content of the image itself. For example, women with children were
shown on the move, or in a reclining position (Image 1), with visually noticeable rucksacks
as a symbol of burden, bare feet as a common visual symbol of exile, weariness and long
wandering. Images themselves illustrated the portraits of women who suffered tragic fate
and who were still en route to somewhere or were waiting for a change in their status.
Nevertheless, the position of such images, apart from visually noticeable image of violent
jumping over the barriers and their breaking, as well as tabloid and sensationalist frame
of the heading, puts harmless visual representation of female migrants in the context of a
threat and danger to the citizens of Serbia.

This is not the only example. Visual decontextualisation of female migrants is present
throughout the sample. Images of women with children or groups of women, in which
there is not a hint of dangerous behaviour or threat, provide frame for a context which does
not reflect visual content (Image 2) and which, with the aid of sensationalist titles, spread
panic and fear among readers (Image 3). Additionally, women and girls were shown as a
threat to public health because it was suggested that they “spread tuberculosis and scabies”
(Informer, 24™ June 2015) but also that “they knew they had contracted the diseases” and
that “they spread AIDS throughout Serbia” (Kurir, 28" June 2018). In some cases, for the
purpose of insisting on representation of devious forms of behaviour, female migrants were
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not used at all. Instead, other women were used, mainly unidentifiable, photographed from
the back, but who, at the connotation level of perception of the image and visual metaphor,
were indicative of the meaning of migrants’ dangerous behaviour, which is believed to have
unforeseeable consequences for the citizens of Serbia (Image 4).

At the style-semiotic level of the image, female migrants were mostly shown form a
visual distance compared to the camera lens. In 76% of the sampled images, the prevalent
visual frame is wide or “total”, which captures composition of the photo in space but it at
the same time has the effect of visual distancing from persons captured in such images. In
rare close-ups and medium distance frames, female migrants were shown mainly as the
victims of war, which they fled, with the odd personal story told in the media (Image 5) or
as aliens, estranged in every way from the citizens of Serbia, to whom readership cannot
relate or connect (Image 6 and Image 7). The majority of the sampled images in which
female migrants were shown in a passive state, not doing anything except waiting, be it
lying down, sitting down or standing up, while other images, in which they were active
or interacted, were far fewer in terms of the percentage of the sampled images (Table 2).

A frequent visual symbol is a view from back, which is also recognised in other aca-
demic research (Ozcan, 2013). It denotes distancing from viewership and inability to relate
to persons captured in the photos (Image 8). Depersonalisation of female migrants, which
is accomplished not only through the position of the camera but also through images which
do not show their faces at all, or show them partially, in which their heads are turned to the
side or covered with hands, as if they refused to allow precise identification. Hiding faces
with scarves or covering the body with blankets to them represents being safe from the
outside world, displacement from their own homes and drama in whose centre they were
placed. To a viewer, on the other hand, it could mean estrangement from someone and
something else. Such visual distancing is apparent in the analysis of the angle from which
the photograph was shot. In the photos where female migrants interact with police officers,
the angle of the frame is such that a viewer has the impression that he/she is always looking
from where the police officer is standing, on the other side of the “barbed wire” rather than
from where the female migrant is standing (Image 9). Not once does the photojournalist
join the migrants’ group but instead is at a sufficient distance and captures the group from
the outside, at times from above or a bird’s-eye view, which shows a status of submission
or lower rank vis-a-vis the viewer. Even in some rare images which show female migrants
integrating into the education systems, girls who are sitting at the benches are rather far
from the camera and they are captured sideways, as profile photos, as if they blended with
the setting and the composition of the photo and group which they belong to and in which
it is impossible to establish and personal identity.

CONCLUSION

Female migrants from the Middle East and Africa in transit through Serbia on
their way to the EU countries since 2015 to date have had to deal not only with the burden
of exile and uncertainties of a better life, but they have been at the same time in the media
represented in a very negative context. Unlike media elsewhere in the world, in which female
migrants are frequently portrayed as victims thus provoking empathy of viewership, image
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in the Serbian print and online media is such that they are represented more in the frame of
a threat to safety and public health as well as a cause of threat of other states to Serbia rather
than within a frame of victimisation. The media treat female migrants as foreigners whose
voice is rarely heard in media content and to whom the viewer, in the absence of individual
visual portraits and personal real-life stories, can neither relate nor understand. This manner
of framing is contributed not only by the technical composition of the sampled images, but
also the overall visual distancing from women in exile. This visual distancing is reflected
in the prevalent representation of female migrants in large frames or in spaces where they
are located, often with their backs turned and their faces and bodies covered. Even when
individuals are personalised in middle frames and close-ups, they are seen from where law
enforcement officers stand, but never in the context of a migrant group they belong to. The
few images which represent the frame of integration and inclusion of female migrants in the
Serbian education system, despite the well-meaning intention to show positive developments
in Serbia’s view and treatment of displaced persons, migrants and refugees, they actually
remain at a safe visual distance and fail to convey the positive message.

A feature of Serbian print and online media is a striking discrepancy between the
visual context and copy, which is misleading to the viewer because it creates confusion
in the perception of where and how female migrants live. On the one hand, images show
women who lead modest and far from easy lives, lie in the dust and on pavements, very
often barefoot, and they mainly spend time completely in the open, they raise their chil-
dren and communicate with other members of the group to which they belong. On the
other hand, bombastic titles and sensationalist captions are in many cases connected with
an “invasion’, “attack” and migrants “pouring” into European countries, which entirely
decontextualizes it and leads readership into perceiving female migrants as a danger or
threat to personal safety and health, and as an administrative burden, rather than per-
ceiving them as the victims of war, violence and exile, who need aid and protection. This
manner of visual framing of female migrants is not connected to one specific period but,
as a timeline analysis of major media frames shows, has been in place since the migrant
“crisis” first started to date. Within major frames, what changes are only sub-types and
sub-frames: initially, the predominant frame was that of threat to the safety of borders and
representing female migrants as a cause of “tightening the grip” of Serbia and a threat to
other countries, especially Hungary, while in later years the predominant sub-frame was
that of a threat to public health. The main visual frames, style-semiotic approach as well
as visual symbols used for media depersonalisation, visual decontextualisation and dehu-
manisation of female migrants remained constant throughout the period of 2015 to 2020.
In such a context, visual media content depicts women, girls and women with children in
exile cannot be an instrument for creating a potential “culture of hospitality” to migrants in
Serbia, nor does it contribute to growing empathy and understanding their lives and status.
In this atmosphere, media content fails to shed light on true problems female migrants
are faced with, to which for decades attention has been drawn in relevant literature and
international charities” reports.
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IMPMIOT/APPENDIX

Tabena 1. LnasHu susyennu okeup muipanitixura y mequjuma y Cpouju
0g 2015. go 2020. iogune | Table 1.The main visual frame of female
migrants in the Serbian media 2015-2020

The main visual frame %
maBHu Bu3yenHu oksup/Main visual frame 333
4m HA3AL OkBup npeTrbe/Threat frame 26.0
@ BACK OkBup BI/IKTI/IMI/I3aL1VIje/ViCtimiZ.ati0n fr.ame 24.0
AnmuHUCTpaTBHY okBUp/Administrative frame 11.2
Oksup nonutrke/Political frame 5.5
OkBwup nHTerpaumje/Integration frame
Tabena 2. Busyenna petipesenitiayuja akimiuHOCU MUIPAHTKUA HA AHATIUSUPAHUM
goimioipagujama og 2015. go 2020. / Table 2. Visual representation of female migrants’
activities in the sampled images 2015-2020
Visual frame of women migrants’ activities %
Yekane/Waiting 55.5
= HA3AL TpaH3ut/Transit 18.5
@ BACK WHTepakunmja/Interaction 14.8
Axumja/Action 3.7
Wnyctpauuja/lllustration 7.4
18
16
14
12
10
@ HA3AL 3
4@ BACK 6 \
4
2
0
2015 2016 2017 2018 2019 2020
e rpeTHa/threat BUKTMMM3aUwja/victimization
e 3 [IMWHUCTPATMBHM/adMinistrative nonutuka/politics
= yHTerpaumja/integration

Ipacmkon 1. XpOHOMONIKY IIPUKA3 ITABHOT BI3YETHOT OKBUPA MUTPAHTKIIbA Y
mepujuma y Cp6uju op 2015. o 2020. / Graph 1.Timeline of the main visual frame of
female migrants in the Serbian media 2015-2020
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GRANATA, PRETI HUMANITARNA KATASTROFA |

[

@ HA3AL
4= BACK - ot g
8 \ U y .. v "_F p ' A N » _ +
'-; i ‘ ; Sebipe | M '- I
Cnuxa 1. CHumak expaHa, Mugopmep, 23. 6. 2015.
/ Image 1. Print screen, Informer, 23" June 2015
4m HA3AL
@ BACK .
S K Hm
MurpanTtm yecto nnahajy weepuepuma m ux npesesy y Esponcky yuujy s r Il a n a
Cnuxa 2. CHuMaK expaHa, [onuttiuxka,
28. 6. 2016./ Image 2. Print screen, Politika, )“ ar“
28" June 2016
Izbeglice iz Sirrg:z!u Srbiju masovno dolaze
4m HA3AL Cnuka 3. CHuMak ekpasa, Mugopmep, :5‘: 5&"‘;; mo‘!ﬂm”::;ﬁ::‘::::’h
19. 6. 2015. / Image 3. Print screen, Informer,  spretila da migranti ,, udu u Evropu®1?!
@ BACK 19" June 2015  Strane6i7
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!1;]1‘ NOGAMA |
MIGRANTKINJA

4m HA3AL SIRI SIW
o I u SRBII
g »500 LJUDI HIVOM
e UHAPSENA, PA POBEGLA 1Z HITNE POMOCI
Cnuka 4. CHuMak ekpasa, Kypup, 28. 6. 2018. / Image 4.
Print screen, Kurir, 28" June 2018
4= HA3AL Crnuxa 5. CHuMak expasa, Mugopmep, 20. 6. 2015. /
Image 5. Print screen, Informer, 20% June 2015
@ BACK
4m HA3AL
@ BACK

Cnuka 6. CHuMak ekpasa, B92.net, 20. 6. 2020. / Image 6.
Print screen, B92.net/20" June 2020
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@ HA3AL
@m BACK
Cnuxa 7. CHuMaK eKkpaHa, Beuepre nosociiu, 25. 6. 2015.
/ Image 7. Print screen, Vecernje novosti, 25" June 2015

<4m HA3AL

4m BACK

Cmuxa 8. CHuMak exkpaHa, bruy, 28. 6. 2015.
/ Image 8. Print screen, Blic, 28" June 2015

4= HA3AD
@ BACK

Mpoeepasahe ce w mnahu on 14 ronusa

Hemauka he u neuu usbernuuama
Y3HUMAaTH OTHCKE IIPCTH]Y

Cnuka 9. CHumak exkpana, [lorumiuxa, 17. 6. 2017.
/ Image 9. Print screen, Politika, 17" June 2017
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