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Abstract 

This thesis is a serious attempt to study a topic that most readers of English 

literature seem to ignore. Christopher Marlowe‘s play Dido, Queen of Carthage is a 

neglected play although it is written by a famous intelligent writer. This research is a 

humble attempt to revive this neglected play and uncover its deep meaning, hoping to 

create an interest in people to read it and change the viewpoint taken from this play. 

This study spots light on the real meaning of the sarcastic elements in this play which 

are regarded as faults and distortions by some critics. Not only that, but also this study 

is considered an incentive for students, readers and researchers of English literature to 

delve deeper and deeper into the art work and explore the hidden elements in any 

literary work, especially if the writer is a famous and genius writer like Marlowe and 

not be satisfied with what is understood by previous writers and critics.  

This play was taken from an ancient source, the Aeneid, and was modified and 

changed by Marlowe, who added some sarcastic elements that were considered by 

some writers and critics as a distortion. Marlowe added the sarcastic elements in this 

play for some reasons which will be clarified by this research in order to highlight 

their role and power in the play. Otherwise, this research is an attempt to explore how 

the soul of Renaissance literature appeared through the sarcastic elements which are 

added by Marlowe.  

This research will be presented in a number of chapters in order to provide 

background information that will reveal the real role of the sarcastic elements in the 

play. The research will start with an introduction which the researcher will introduce 

her study. The second chapter is a discussion of the role of the added sarcastic 

elements in the events of the tragic play of Dido, Queen of Carthage. The third is to 
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discuss the role of the added sarcastic elements in changing the main characters of this 

play. The fourth chapter is discussing how the Renaissance Literature Characteristics 

are reflected by this added sarcastic elements in the play, and the fifth chapter will 

summarize, interrelate and highlight the discussions made in the preceding chapters of 

this thesis. 
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Chapter 1: 

Introductory Observations 

1.1 Introduction 

The Elizabethan age was the reign of Queen Elizabeth (1558-1603) which was 

the era of well-being and artistic recreation in England. This period witnessed many 

developments in art, literature, technology, invention and modern politics. 

Elizabethan age reflected the development of poetry, drama, and arts because of the 

stability of England and the support of the Queen which caused a great revolution in 

all social, economic and political aspects. "The Renaissance began in Italy about 1350 

and in the rest of Europe after 1450 and that it lasted until about 1620. It was a 

historical era with distinctive themes in learning, politics, literature, art, religion, 

social life, and music" (Halde 18). Elizabethan age existed within the Renaissance 

period and copied Renaissance principles. As a part of the Renaissance age, the 

Elizabethan era was marked by a strong national spirit, social content, intellectual 

progress and by unlimited knowledge. The Elizabethan Age is generally regarded as 

the greatest in the history of English Literature. It was the age of flowering literature 

and its parts as poetry, music and drama. 

The period of reign of Queen Elizabeth in British throne (1558—

1603) which is usually termed as the Elizabethan age or the 

Elizabethan Era is often used synonymously for Renaissance or for 

‗The Early Modern Period‘ of English literature and culture (DeWald 

23) 

The playwrights of this period generated many types of drama, such as tragedy, 

comedy and history. Scholars of this era combined Elizabethan drama with medieval 

and classical elements, and they used ancient medieval morals and legends to generate 

new forms of literature. They got benefit of the plots of the earliest English dramas to 

reinforce Christian values and teachings. Ahmed Ubeid affirmed: 

https://simple.wikipedia.org/wiki/Tragedy
https://simple.wikipedia.org/wiki/Comedy
https://simple.wikipedia.org/wiki/1603
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In fact, Elizabethan tragedy began with a fusion of medieval and 

classical elements. The high poetic spirit of the mid-sixteenth century 

began to turn the old medieval forms of morality and mystery plays to 

new uses and to look to the ancient plays, particularly the lurid 

tragedies of Seneca for models. The moralists used the plots of the 

earliest English dramas, which had been acted by members of the 

clergy in the church, as exempla to reinforce the importance of 

observing the Christian values and teachings (Elizabethan 2). 

Moreover, the Elizabethan era contributed to the emergence and appearance of 

great individuals, such as William Shakespeare, Christopher Marlowe, Sir Philip 

Sidney,  Roger Ascham, Richard Hooker, Edmund Spenser, etc. One of the most 

important playwrights of the Renaissance era was Christopher Marlowe, who was 

considered to have been the foremost dramatist in London in the years just before his 

mysterious early death. Marlowe was one of the greatest protagonists of the 

Elizabethan drama and exemplified the spirit of the Renaissance. Marlowe wrote only 

six fabulous plays that are immortalized throughout history. Those few plays reflected 

Marlowe's ingenuity because of their various remarkable elements. As a 

representative figure of the Renaissance and Reformation eras, Marlowe showed that 

the aspirations of his heroes are unlimited, but their abilities are restricted by the 

forces of time and death. It was noticeable in Marlowe's drama the praising of man 

and emphasis on man‘s power. In contrast, Marlowe has shown the other side of man 

and highlighted his faults and weakness, his love for life and no concern for the 

future, and his humanity. Therefore, not only Marlowe represented all sides of his 

heroes, but also provided all the contradictory points of view. He is able to make his 

audience recognize both sides of the story, introducing opposing viewpoints, but 

without really giving a definitive resolution. It has long been recognized that 

Marlowe's desire of drawing opposite views. In 1968, for example, Stephen Fender 

and J. R. Mulryne stated that Marlowe enhances contradiction effectively:  

https://www.britannica.com/biography/Roger-Ascham
https://www.britannica.com/biography/Richard-Hooker
https://en.wikipedia.org/wiki/Playwright
https://en.wikipedia.org/wiki/London


 ALkuhlani  7 
 

[in Marlowe] contradictory views of experience are brought together 

and left unresolved: the ideal and the common sense; the hint of a 

comprehensive order and the rejection of all order; the socially 

concerned and the individualist; the moral and the libertine; metaphor 

and fact. . . . Our contention is that, to use Raymond William‘s phrase, 

the ―structure of feeling‖ in Marlowe is one that requires ambivalence 

(not an ambiguity) of feeling (Marlowe 50). 

In Marlowe's tragic play Dido, Queen of Carthage, he did not portray the hero 

of this tragic play (Aeneas and Dido) in a good light as the traditional epic heroes, but 

he showed them as more human rather than heroes. He created an untraditional epic 

hero who is more human than a hero and brought the contradictory aspects of the 

hero's and heroine‘s character as will be clear in this research. 

1.2 The objectives of the research 

This research intends to achieve the following objectives: 

1.2.1 Broad Objective 

The broad objective of this research is to clarify the role of sarcasm in the tragic 

play Dido, Queen of Carthage written by Christopher Marlowe. 

1.2.2 Specific Objectives 

For the purpose of procedural convenience, the broad objective of this research 

has been split into the following specific objectives: 

 To elicit the role of the added sarcastic elements in the events of the tragic 

play of Dido, Queen of Carthage. 

 To figure out the role of sarcasm in changing of the main characters of the 

tragic play Dido, Queen of Carthage. 

 To find out how some of the Renaissance Literature's characteristics are 

reflected by these added sarcastic elements in Dido, Queen of Carthage. 
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1.3 Rationale 

Although some critics have discussed so far Dido, Queen of Carthage play, 

which is written by Christopher Marlowe, but they give less attention to the sarcastic 

elements and the comic sarcasm spirit in the play. Moreover, they ignore the role and 

influence of the sarcastic elements in this tragic play. A recent researcher focuses only 

on the elements of the sarcastic soul in the play, looking for a deeper analysis of those 

elements. Most readers and critics have not been concerned with the elements of the 

sarcastic spirit in Dido, Queen of Carthage, and they ignored them, and they went 

further than that and regarded them as useless parts without any benefit. They 

regarded this part as extra and does not add anything to the play. They have gone too 

far to regard those sarcastic elements as a distortion and deformation of the main 

source of Virgil. There is a question be raised that, if there is no importance for the 

sarcastic elements, so why does Marlowe include them in this play? And why he 

changes the real source of Virgil's Aeneid. The primary achievement of this research 

is to clarify and discuss the sarcasm in Dido, Queen of Carthage and its role in and 

influence on the tragic play of Marlowe. From the point of view of this research, 

Marlowe uses a well-known epic like Aeneid to create a tragedy and mix it with his 

invented sarcasm for important aims. This research ignores making comparison 

between Aeneid and Dido, Queen of Carthage; except when needed, because it 

focuses on showing the purposes that make Marlowe add sarcasm into the tragic play. 

The aim of this research is to prove that Dido, Queen of Carthage is a tragic play 

mixed with some sarcastic additions that have a significant role and not for distortion, 

entertainment, or for training to write a preliminary work only as the play is accused 

and that caused it to be ignored, but for an important aim in the mind of the genius 

playwright, Marlowe. Moreover, this research aimed to clarify how the spirit of the 

https://en.wikipedia.org/wiki/Virgil
https://en.wikipedia.org/wiki/Virgil


 ALkuhlani  9 
 

Renaissance age is represented in these sarcastic elements, too. From the point of 

view of the researcher, the play contains a sarcastic spirit and elements, and these 

elements have an essential role in the play and represent the Renaissance Literature 

characteristics.  

1.4 Research Methodology 

This research is qualitative, using the descriptive and analytical methodology. 

The researcher depends on analyzing the primary and the secondary sources. This 

study will collect the data and information of the previous critical studies, historical 

events, and analyses of the play. Then the researcher will analyze, in depth, the 

primary source, which is the tragedy of Dido, Queen of Carthage to come out with the 

results and conclusions. The researcher will analyze either the primary or the 

secondary sources from a critical point of view, depending on objectivity in the 

studies procedures, and to stay away as much as possible from personal bias in data 

analysis. 

1.4.1 The Limitations of the Study  

The research includes the sarcastic elements and highlights sarcasm in the tragic 

play Dido, Queen of Carthage written by Christopher Marlowe. It enlightens the role 

and influence of the sarcastic elements in this tragic play. The research excludes the 

tragic elements of the play and any other elements which are not involved with the 

sarcasm and its elements. 

1.4.2 Discussion of Data 

This research is divided into five chapters. The first chapter is about 

introductory observations. The second is a discussion of the role of the added sarcastic 

elements in the events of the tragic play of Dido, Queen of Carthage. The third 

chapter discusses the role of the added sarcastic elements in changing the main 
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characters of the tragic play of Dido, Queen of Carthage. The fourth chapter explores 

how the Renaissance Characteristics are reflected by these added sarcastic elements in 

Dido, Queen of Carthage Finally, the fifth chapter summarizes, interrelates and 

highlights the different points discussed in the preceding chapters of this thesis. 

1.5 Review of the Published Literature 

Dido, Queen of Carthage play is not famous although it is written by 

Christopher Marlowe. It is noted that in any work that talks about Marlowe or is 

related to Marlow's works, Dido, Queen of Carthage play is ignored or is addressed 

very briefly, and it came to the point that some students of English literature are 

ignorant of this play. The neglect of critics and scholars of this work caused a scarcity 

of sources for Dido's play, and if there are any sources that talk about it, they accuse it 

of failure and absurdity, and it is just a farce and a work that does not rise to the level 

of Marlowe's other works. The critics who spoke about the play - and they are very 

few - unanimously agreed that the play has a less standing than the other plays by  

Marlowe. William Leigh Godshalk in his work, Marlowe's Dido, Queen of Carthage, 

confirmed that it is a neglected play, saying:   

Marlowe's Dido, Queen of Carthage has been a much-neglected play, 

and possibly one of the chief reasons for this neglect is historical....; 

and since no clear decisions about author-ship have resulted, most 

critics, it appears, have been willing to place Dido in a kind of critical 

Limbo (1) 

The recent researcher tries in this study to highlight this neglected play and look 

for the reasons which make critics ignore this play. There are few critical studies that 

dealt with the play and fewer studies that dealt with the comic and sarcastic elements 

in the play, so the current researcher will attempt to collect some critics‘ views to 

highlight the relevant previous studies.  
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There are few critical attempts to revive the neglected play by criticizing and 

analyzing the characteristics of the play, and there are fewer attempts that focused on 

the additions that were added by Marlowe to the main source of the play, Aeneid. 

These attempts have produced two strands or perspectives of criticism. The first 

perspective opined that there is no importance in the added elements by Marlowe and 

there is no significance in the play as a whole. They found that it is a silly work that is 

used just for entertainment, or it can be merely a preliminary work of Marlowe as 

Ellis-Fermor thought. In Ellis-Fermor's work which talked about Christopher 

Marlowe, he clarified that this play is ―a preliminary to Marlowe‘s real work‖ and 

refused to make any importance of it. In Trollope's copy of Dyce's edition of 

Marlowe, he touched upon the Dido Queen of Carthage play and described it as a 

"pretty quaint, and painful" and a "burlesque". Clifford Leech did not admit that there 

is complete irony in the work or the presence of cynical intentions of the playwright. 

He noticed as Harry Levin remarked in his work The Overreached: A Study of 

Christopher Marlowe, that there are some comic elements in some scenes of the play, 

but only as a shatter compromise with the boy actors' restrictions. Donald Stump in 

his study stated that Leech restricted Marlowe‘s intended additions within the limits 

of gentle and delighting humor, he said, ―Although Leech regards the play's dominant 

tone as comic, he shies away from the notion of derisive satire, circumscribing the 

playwright's intended effects within the bounds of "gentle and delighting humor"(87). 

On the other hand, the second perspective, which found that there is importance 

in the added elements by Marlowe, is divided into two strands, one strand looked at 

them positively, regarded those additions as useful, and found that Marlowe added 

them for reason. The second strand of the second perspective focused on Marlowe‘s 

addition but looked at them negatively. From those added elements are the comic 
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elements which can be regarded as important in the play or not, according to the point 

of view of the critic. The eccentric point is that both critical concepts found that 

Marlowe's treatment of the Aeneid by adding such comic elements eliminates the 

framework of tragedy from the play. 

From the positive strands, that tried to rip Dido’s play out of the framework of 

the beginner work of Marlowe, which is full of flaws, is Jackson I. Cope. He 

considered this play a "fine farce" because of Marlovian additions to Aeneid and 

turned it away from being announced as a tragedy. In his study Marlowe‘s Dido and 

the Titillating Children, he regarded this play as the most important work of Marlowe 

when readers know for whom the text is written and said that this work is ―the best 

English Aeneid before Dryden‖. Cope found that many critics relegated Marlowe's 

best piece of total theater to the status of apprentice work because of miscalculations 

about Dido, Queen of Carthage. He said:  

When this conflict emerges in the drama, we, as critics, often hasten to 

apologize for the dramatist with the good intention of protecting the 

poet; better half a play than none. Such, I think, has been the case in 

our miscalculations about Dido, Queen of Carthage, Marlowe's only 

text written not for the public theater, but for the Queen's Children of 

the Chapel. Having listened too intently to the siren song of its sweet 

verse, we have shipwrecked its fine farce. Doing so, we have relegated 

what is perhaps Marlowe's best piece of total theater to the status of 

apprentice work (316).   

 Lucy Potter addressed in her thesis Re-reading Marlowe’s Dido and Its 

Influence, that Cope made a landmark essay in the critical studies about Dido and his 

reading about the play is different from previous studies on this play which looked to 

it as a preliminary work of Marlowe. She addressed: 

Cope‘s essay is a landmark in the critical literature about Dido. His 

reading of the play stands in stark contrast to much of the previous 

work on this play, which usually dismisses it as a minor work or 
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considers it a kind of training ground, ―a preliminary to Marlowe‘s 

real work (15).  

 Then, she retreated and found that, although Cope supported Dido, Queen of 

Carthage play, his support did not include the tragedy and it is unsuited to decorate 

Aeneid but a close revision of Virgil‘s epic as a tragedy. She added: 

Nevertheless, although Cope allows Dido to stand on its own terms, 

those terms do not include a tragedy. His essay thereby becomes a 

landmark in criticism of Dido for another reason because it suggests 

that approaching Dido as a tragedy is incompatible with the ways in 

which the play embellishes the Aeneid. As I will demonstrate, 

however, Dido is in fact a close revision of Virgil‘s epic as a tragedy 

(15).   

Cope praised the play and thought that it cannot be reduced to the level of the 

preliminary work, and it combined between poetry and farce, and both coexisted 

together well in the play. He focused on the theatrical performance of the theater 

children and did not analyze the play or focus on the purposes of Marlowe. He found 

that Marlowe's purpose in his additions and modifications in Aeneid was to add the 

dramatic movement of Virgil's poetic epic which was absent in the drama. In his 

analysis of the play, Cope focused on the theatrical performance and said that the 

reason for the splendor of the play was that it was written for children. Cope said: 

Among Marlowe's additions to his Vergilian under text. They are his 

answer to the challenge of making the limitations of boy players into 

theatrical strengths. But, beyond that, they force demands upon the 

audience's imagination, demands that it consciously react to that 

"doubleness" which is the theatrical experience, the ability to hold 

simultaneous consciousness of actor and role, story world and stage 

world, to be aware of the psyche's separate life as a fantasy in the 

midst of its engagement with reality (321). 

From the the current researcher's point of view, despite Cope's positive view of 

the play, he did not address Marlowe's aim of this wonderful mixture between tragedy 

and mockery. He considered that the work was not written for the public theater but 



 ALkuhlani  14 
 

for the Queen's children in the church, and the importance of this play stemmed from 

the fact that it was written for this category of theatre. 

On the other hand, the critic who looked on Marlowe‘s additions negatively is 

Mary Smith, who regarded Dido, Queen of Carthage play as a ―savage comedy‖ 

which is caused by ―puns at potentially tense moments, irony, repetition of motifs, 

and the emblematic use of spectacle are among other devices‖ (Staging 190). She 

noticed that nothing serious or holy in Aeneid escapes from Marlowe's violent humor. 

Marlowe wanted to alter the play and added to it a satirical effect, and he ―indulging 

his penchant for ironical effect‖. Marlowe arrived to the level that was not keen on 

completely following Virgil's style and totally ignored him. She explained that 

―Marlowe has no intention of being faithful to Virgil; he is transferring a well-known 

classical legend to the familiar Elizabethan scene. There has been some disagreement 

over the staging of the Jupiter-Ganymede scene‖ (181). Moreover, she assigned that 

the play is characterized by contradiction in all its aspects and contrast is so strong 

and splendid in the play, the matter that adding a powerful dramatic instrument that 

has a thematic significance and produces effects of irony and humor. She said: 

Opportunities exist in Dido for strong visual contrasts; as in the 

movement of the play, balance and contrast are important……. 

Costume in Marlowe's plays is a form of show—first on the purely 

physical level, described above, of a satisfying visual spectacle, but 

more important as a powerful dramatic instrument possessing thematic 

significance, creating effects of irony and humor (185).  

Another critic is Donald Stump, who although remarked that there is an 

importance to the additions of Marlowe, he saw them negatively and regarded them as 

"a relentless travesty that in tone and authorial stance owes more to Ovid than to 

Virgil". From his viewpoint, Dido‘s play is merely a sustained deflation of Virgil‘s 

epic which fulfils Marlowe's purpose of ridiculing Aeneid, and though the tragic lines, 

which are in Marlowe's play, make it sound serious or tragic, this seriousness was 
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destroyed by the lapses in thought and diction of Marlowe. Stump even went so far as 

to accuse the play of being written only "to remind the audience of the epic being 

parodied" because of "Marlowe's deflation of Virgilian high seriousness". Stump has 

neatly commented in the following words: 

I would argue that Marlowe's overriding aim in The Tragedy of Dido 

is to make a laughing stock of the Aeneid. If the resulting travesty 

offers a critique of the geopolitical ambitions of his countrymen, it 

does so, I think, by the simple expedient of deriding the same 

aspirations in Virgil (86). 

 Stump found that Dido, Queen of Carthage is not Aeneid, but just a travesty, 

and he disagreed with Cope's view, that it is an amusing adaption. He agreed with 

Roma Gill‘s opinion about Marlowe‘s treatment of Aeneid, that Marlowe "replaces 

Virgilian high seriousness with deflationary satire‖. Stump added that, although he 

thought that tragedy and comedy can exist both in a single work, he could not 

reconcile between tragedy and sustained deflation that comes out of the satiric nature 

of Dido's play, and because Marlowe reduced the high seriousness of Virgil. He 

explained: 

Even she, however, holds out for an unresolved "tension" between 

comedy and tragedy that I find hard to reconcile with her comments 

on the satiric nature of the play. While tragedy and comedy can 

certainly coexist in a single work, the same can-not be said of tragedy 

and sustained deflation. When Marlowe under-cuts the high 

seriousness of Virgil, he can hardly help robbing the characters of 

their tragic dignity and their pathos (87).
 

 After making some comparisons between the presentation of the events in 

Aeneid and Dido, Queen of Carthage, Stump arrived at the result that Marlowe's goal 

is to destroy Virgil's impression about the European supreme that glorified the 

founding of the Roman Empire and to ridicule the founder of Roma just to take 

revenge from Virgil, he said, ―I suspect that Marlowe's point here is something 

simpler. He means to debunk Aeneas, and with him, Virgil's project to glorify the 
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founding of the Roman Empire‖ (90). Stump continued to criticize the work and 

reduced the goals of Marlowe‘s project to produce distorted teen sketches to entertain 

college partners by deriding Virgil's project. He arrived to the level that Marlowe 

made this play and spent his time to ridicule and take revenge from the author who 

spent tiresome hours to study his work, and just to have merriment to mock Queen 

Elizabeth and everything belonging to her, he said: 

If I am right, the project had its origin in adolescent travesties 

sketched out by a gifted but mischievous poet who had two main 

objects in mind. One was to regale his fellow undergraduates by 

debunking Virgil, an author toward whom they must have felt 

considerable animus for the many tedious hours of study that he had 

caused them. The other was to add to the merriment by deriding 

Queen Elizabeth as an empire builder so blinded by love that she was 

capable of enlisting the feckless and inconstant Duke of Anjou as her 

champion (96). 

Ultimately, these are some critics and writers who expressed different points of 

view about Dido, Queen of Carthage play. The current study disagrees, or agrees with 

some of the points of view of the writers and critics mentioned above. The study 

affirms that it is difficult to believe that a genius writer such as Marlowe could write a 

travesty for a silly aims or just for fun. Marlowe adapts the tragedy of Aeneid to create 

a tragic serious play which consists of important sarcastic added elements that are 

added by Marlowe to teach lessons and to express his own views about the 

contemporary events of his time. The present research will focus on the added 

sarcastic elements and analyze the play to show that there is a serious role for the 

added sarcastic elements to this tragic play. 
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 هلخص هٌجز للذراسة

 أىذاف البحث .8

 اليذف العام  1.1

 ،ديدذًاٌغخش٠ح فٟ اٌّغشؼ١ح اٌرشاظ١ذ٠ح  ٌذٚس ع١ّمحاٌٙذف اٌعاَ ِٓ ٘زا اٌثؽس ٘ٛ ذمذ٠ُ دساعح 

 .ٌٍىاذة وش٠غرٛفش ِاسٌٛ هلكة قزطاج

 :لأىذاف الحفصيليةا  1.8

 ٌرؽم١ك اٌٙذف اٌعاَ ِٓ ٘زا اٌثؽس فمذ ذُ ذمغ١ُ اٌذساعح عٍٝ إٌؽٛ اٌراٌٟ:

دٚس اٌعٕافرش اٌغراةشج اٌّنرافح فرٟ ثؼرذاز اٌّغرشؼ١ح اٌرشاظ١ذ٠رح ٌٍّىرح ِٕالؾح ٚاتشاص  -8

 لشهاض د٠ذٚ.

اٌعٕافش اٌغاةشج اٌّنافح فٟ ذغ١١رش اٌؾخقر١اخ اٌشس١غر١ح اٌغخش٠ح ٚاٌرعشف عٍٝ دٚس  -1

 اٌّغشؼ١ح اٌرشاظ١ذ٠ح ٌٍّىح لشهاض د٠ذٚ.فٟ 

عقررش إٌٙنررح ِررٓ ةررلاي ٘ررزٖ اٌعٕافررش اٌغرراةشج ثدب ٌّعشفررح و١ررع ذررٕعىظ ةقرراسـ  -3

 .، هلكة قزطاجًديذاٌّنافح فٟ 

 :الأطزًحة إلى خوسو فصٌلىذه جن جقسين  .2

ِثرررشساخ ٠ٚغررررعشك ث٘رررذاف اٌشعررراٌح ِرررد اعررررعشاك ٌٍذساعررراخ اٌغررراتمح اٌفقرررً ا ٚي 

لؼ اٌفقررً اٌصرررأٟ دٚس اٌعٕافرررش اٌغررراةشج اٌّنررافح فرررٟ ثؼرررذاز اٌّغرررشؼ١ح ف١ّرررا ٠ٕرررا. اٌذساعررح

ِٕالؾرح دٚس اٌعٕافرش اٌغرراةشج  ف١رشورض عٍرٝاٌفقرً اٌصاٌرس ثِرا . هلكدة قزطداج ،ًديدذاٌرشاظ١ذ٠رح 

٠ٕرالؼ ٚ. هلكدة قزطداج ديدذً،اٌّنافح فٟ ذغ١١ش اٌؾخقر١اخ اٌشس١غر١ح فرٟ اٌّغرشؼ١ح اٌرشاظ١ذ٠رح 

اٌّنرافح  اةشجعٕافش اٌغراٌعقش إٌٙنح ِٓ ةلاي ثدب سـ اٌفقً اٌشاتد و١ع أعىغد ةقا

إترشاص اٌّلاؼاراخ ٚإٌرراسط اٌررٟ ذرُ ذٍخ١ـ ٚف١شوض عٍٝ اٌفقً اٌخاِظ  ثِا، ٘زٖ اٌّغشؼ١ح فٟ

 .ٌذساعحاٌرٛفً إ١ٌٙا فٟ اٌفقٛي اٌغاتمح ِٓ ٘زٖ ا

 . اىن النحائج الحي جٌصلث ليا الذراسة:3

ِغرشؼ١ح ذشاظ١ذ٠رح ذّررضض ترثعل ٘رٟ  قزطداجهلكدة  ،ديدذً  اْ ِغرشؼ١ح ذٛفٍد اٌذساعح

اٌّقررذس الافررٍٟ ذؾرر٠ٛٗ ٌغررشك  د فمرروِٙررُ ١ٌٚغرر ٚغررشك اٌرررٟ ٌٙررا دٚسالإمررافاخ اٌغرراةشج 

اْ ٘ررزٖ  ذٛمرر١ػ٘ررزٖ اٌذساعررح  ؼاٌٚررد ؼ١ررسإٌمرراد.  تعررل أرمررذ٘اوّررا رشف١ررٗ ٌٍثٚ ٌٍّغررشؼ١ح، 

 ِراسٌٌٛىاذرة اِغرشؼ١ح ظرادج ِاعرا٠ٚح ذرىرْٛ ِرٓ عٕافرش عراةشج ِّٙرح ثمرافٙا  اٌّغشؼ١ح ٘رٟ

.٠شورض  ٌٍٚرعث١ش عٓ ٚظٙح ٔارشٖ اٌخافرح ؼرٛي ا ؼرذاز اٌّعافرشج فرٟ عقرشٖ ٌٍعاح ٚاٌعثشج،
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، ٌٍّقرذس الافرٍٟ ٌٍّغرشؼ١ح ِراسٌٛاٌّؤٌرع ِٓ لثً  ٘زا اٌثؽس عٍٝ اٌعٕافش اٌغاةشج اٌّنافح

 فٟ فقٛي اٌذساعح.ٌعٕافش اٌغاةشج ٙزٖ اٌاٌُّٙ ذٚس اٌ ترٛم١ػٚع١مَٛ اٌثاؼس 

أرثاٖ اٌماسا إٌٝ ِعٕٝ اٌغخش٠ح ٚو١ع ٠غرخذِٙا ِاسٌٛ، ؼ١س ٠مقذ ِا  ٌصأٟا ٠ٍفد اٌفقً

ِٓ الامافاخ اٌغاةشج فٟ اٌّغرشؼ١ح اٌرٝ  ِاسٌٛ وش٠غرٛفشاٌىاذة  ٘ذفؼ١س لا ٠اٙش فٟ لٌٛٗ. 

دٚق ثٔعرٛ  فشأغر١ظ(ٔمرذ ِفاٚمراخ اٌرضٚاض اٌررٟ وأرد تر١ٓ اٌٍّىرح ا١ٌضات١رس ٚالا١ِرش اٌفشٔغرٟ 

(، ِٚرذغ اٌٍّىرح ٍِه فشٔغرا ٚوراذش٠ٓ دٞ ١ِذ٠ؾرٟ ،فغش ٌٍٍّه ٕ٘شٞ اٌصأٟالاتٓ ا ٚ ،ٚث١ٌٕىْٛ

ا١ٌضات١ررس ٌمشاس٘ررا إٌٙرراسٟ تاٌثمرراو تررذْٚ صٚاض ِررٓ اٌؾررخـ اٌغ١ررش إٌّاعررة ٌٙررا، ٚعررذَ ذغرر١ٍّٙا 

ٚظذ ٘زا اٌثؽس ثْ اٌعٕافش اٌغاةشج اٌّنافح ذن١ع تعذ٠ٓ إٌٝ اٌّغشؼ١ح  .عشػ اٌثلاد ٌٍغشتاو

اْ واذرة اٌّغرشؼ١ح ٓ ورً ظأرة، اٌعأرة اٌّٙر١ّٓ ٚاٌعأرة اٌخامرد. ٠ّىٓ ثْ ذخٍك ِٕاٛسًا ِر

ٚإٔؾاو علالاخ ِرذاةٍح ت١ٓ اٌؾخقر١اخ،  ،تذع فٟ ذٛظ١ع اٌغخش٠ح فٟ اٌّغشؼ١ح ٌخٍو اٌقٛسث

ٚإِىا١ٔح اعرثاس وً هشف عٍٝ ثٔٗ ا٢ةرش. ِرٓ ةرلاي إمرافح اٌعٕافرش اٌغراةشج إٌرٝ اٌّغرشؼ١ح، 

اٌخ١ٛه اٌّرؾاتىح ٌٕمً سعاسٍٗ ٚآساسٗ اٌخافح، ٚأرمذ اٌفررشج فٟ إٔؾاو وً ذٍه  ِاسٌٛاٌىاذة ٔعػ 

 اٌرٟ واْ ف١ٙا تطش٠مح غاِنح ٚرو١ح.

الإِثش٠ا١ٌرح الإٔع١ٍض٠رح ٚاٌرفرٛق اٌعشلرٟ ِرٓ  ِراسٌٛاٌىاذرة ٠اٙرش اٌثؽرس و١رع ٠ٕرمرذ وزٌه         

١ررذ ةرلاي اٌعٕافرش اٌغرراةشج اٌّنرافح اٌرررٟ ذغرخش ِررٓ ِؾرشٚع إ٠ٕرر١ظ ٚف١شظ١رً اٌّرّصررً فرٟ ذّع

٠ٛمرػ ٘رزا اٌفقرً وّا ذاع١ظ الإِثشاهٛس٠ح اٌشِٚا١ٔح اٌرٟ ذرعاًِ ِد ا ُِ ا ةشٜ تأرٙاص٠ح. 

اٌنٛو عٍٝ اٌّٛاظٙاخ ت١ٓ اٌصمافراخ ٚفرذاَ اٌؽنراساخ اٌرزٞ ٠رغٍرة ف١رٗ ورً  ِاسٌٛو١ع ٠غٍو 

ظأة عٍٝ ا٢ةش. ٠ٛمػ ٘زا و١ع ٠رُ ذطث١ك ِعٕٝ اٌغخش٠ح تٛمٛغ  ْ ؼم١مح اٌؾٟو اٌارا٘ش 

عٕرذِا ٠نر١ع اٌّعاٌعرح اٌغراةشج  ِراسٌٛاٌىاذرة عٍٝ اٌغطػ ذخرٍع عّا ٘ٛ ؼم١مٟ. ٠رعغذ روراو 

ةلاي عىظ اٌّٛالع اٌرٟ ٠اٙش ف١ٙا اٌعأة اٌخامد ثٔٗ اٌّغ١طش إٌٝ اٌّغشؼ١ح تؾىً عاَ، ِٓ 

 ِراسٌٛاٌىاذرة ؼماً، ٚعٕذِا ٠عرمذ اٌمراسا ثْ اٌعأرة اٌخامرد ثفرثػ ٘رٛ اٌعأرة اٌّٙر١ّٓ، ٠مٍرة 

ترؾرر٠ٛٗ ٔٙا٠ررح د٠ررذٚ  ِرراسٌٛاٌىاذررة ٠ؾررشغ ٘ررزا اٌثؽررس عررثة ل١رراَ ٚ مررعع.ا ا ؼررذاز ٠ٚععٍررٗ 

إ٠ٕر١ظ فرٟ ع١رْٛ اٌعّٙرٛس ١ٌض٠رذ ِرٓ اؽرّ ضاصُ٘  ةطراوا ١ُنرخٌر ٚرٌه، ؾىً عاةشاٌّاعا٠ٚح ت

ٚوشُ٘ٙ  ١ٕ٠ظ، ٠ٚذِش اٌقٛسج اٌثط١ٌٛح ٌّؤعظ سِٚا اٌرٟ ٠ؽراٚي ف١شظ١رً سعرّٙا فرٟ ثر٘راْ 

ٌغخش٠ح فٟ ٘زٖ اٌّغشؼ١ح ااعرخذَ ِاسٌٛ  ٘زا اٌفقً و١ع ٠ٛمػوزٌه  .١ٔادجالإإٌاط ِٓ ةلاي 

اٌىاذرة ؽرزس ٠ٚ ،اٌٍّىرح إ١ٌضات١رس ٍِّٚىرٙرا ؤدٞ إٌرٝ ذرذ١ِش١ع ٚاٌزٌٍٞؽة  اٌّذِشٌٛفع اٌذٚس 

 .أرضاع اٌراض الإٔع١ٍضٞ ٚإعطاسٗ ٌٍفشٔغ١١ٓ تغٌٙٛح ٛ٘ اٌؽة ٚاٌضٚاضِاسٌٛ ِٓ ثْ ٔر١عح ٘زا 

فررٟ ٘ررزا اٌثؽررس ٚ٘ررٛ الاصدٚاظ١ررح فررٟ  ااٌغرراةشج ذّررد ِٕالؾرررٙ اخٕ٘رران دٚس آةررش ٌ مرراف

ٔارشًا ٌمرذسذٙا عٍرٝ اعررخذاَ  ،مطةشٕاس١ح اٌ وأٙااٌّغشؼ١ح فٟ ؼذ راذٙا ؼ١س ظٙشخ اٌّغشؼ١ح. 
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فررٟ  ِرراسٌٛاٌىاذررة  ٕٚ٘ررا ٠ىّررٓ اتررذاع، فررٟ ٔفررظ اٌٛلررد اٌصٕرراو ٚإٌمرراو اٌٍررَٛ عٍررٝ اٌٍّىررح إ١ٌضات١ررس

، ٚاٌّرذغ ٚاٌرزَ، اٌصٕراو ٚاٌٍرَٛو اٌغخش٠ح ؼ١س ٠ٕعػ تئسعاي سعاٌر١ٓ فٟ ٘رزٖ اٌّغرشؼ١حاعرخذاَ 

 قرر١اخ اٌّغررشؼ١ح ؼ١ررس ٠اٙررشٚإظٙرراس اٌعٛأررة اٌّرٕالنررح. ٚذاٙررش الاصدٚاظ١ررح ا٠نررا فررٟ ؽخ

ِٙرضٚص ِٚرٓ ؽرخـ ، إٌٝ الاٌررضاَ اٌىاِرً تاٌرزاخ اٌراَ ِٓ اعرٕىاس اٌزاخِرٕالل ٠ٚرٕمً ث١ٕ٠ظ 

. ١ٌظ فمو ث١ٕ٠ظ اٌرزٞ ٠اٙرش تؾرىً تٛعٛد وص١شجٍِٚرضَ تإٌفظ شمح رٚ إٌٝ ؽخـ  اٌصمح تإٌفظ،

 .ا٠نا ح راخ ظأث١ٓاٙش وؾخق١ح ِرناستذاٌرٟ  د٠ذٌٚٚىٓ ث٠نًا  ّغشؼ١ح،ِرٕالل فٟ ٘زا اٌ

٠ٚصثرد  ،ّغرشؼ١حاٌاٌغخش٠ح فٟ ذغ١١ش اٌؾخق١اخ اٌشس١غ١ح فرٟ دور  ٠رٕاٚي اٌفقً اٌصاٌسٚ

 غ١١رشٌر ِراسٌٛاٌىاذرة إ١ٌضات١رس، ٚثْ ٘رذف اٌٍّىرح ِؽاواج عاةشج  ؼذاز ؼ١راج اْ اٌّغشؼ١ح ٟ٘ 

ىراط  ؼررذاز تّصاترح أع ٚظعٍٙرا ،إ١ٌضات١رساٌٍّىرح ؽ١راج اٌّغرشؼ١ح ت٘رٛ ٌرشتو  ١ٔرادجالإؽخقر١اخ 

ٍفرد أرثراٖ اٌمراسا إٌرٝ ٠٘رزا اٌفقرً وّرا اْ . اٌضِٓ اٌزٞ ٠ع١ؼ ف١ٗ واذرة اٌّغرشؼ١حٚؽخق١اخ 

إ٠ٕرر١ظ  ذٙرر١ّٓ عٍررٝ ؽخقرر١حد٠ررذٚ  ثْ ؽخقرر١حاٌرغ١١ررشاخ اٌغرراةشج فررٟ ؽخقرر١ح ث٠ٕرر١ظ ٚو١ررع 

ٚذرؽىُ فٟ علالرّٙا، ٌذسظح ثْ ا٢ٌٙح ٠عة ثْ ذرذةً ِشاسًا ٚذىرشاسًا ِرٓ ثظرً إ٠ٕر١ظ لإةشاظرٗ 

ٚذٕراٚي اٌفقرً  .١ٔرادجالإفٟ  ااٌزٞ ذُ ذمذ٠ّٙ ١حإ١ٕ٠ظ اٌىلاع١ى ، عٍٝ عىظ ؽخق١حع١طشذٙا ِٓ

 ٘زا اٌرغ١١شاخ الاةشٜ اٌغاةشج فٟ تم١ح ؽخق١اخ اٌّغشؼ١ح وذ٠ذٚ، ٚا٠شتاؿ، ٚآٔا، ٚالاٌٙح.

ٍرد ِص ثظٙش اٌثؽس و١ع اْ اٌعٕافش اٌغاةشج اٌّنافح اٌرٝ اٌّغرشؼ١ح ،ٚفٟ اٌفقً اٌشاتد

ٚأعىغررد تعررل  ،إٌٙنررحٚ٘ررٛ عقررش  ،ٌررزٞ ورراْ ِعافررشا ٌررٗ واذررة اٌّغررشؼ١حاعقررش اٌسٚغ 

عٕافش ثدب عقش إٌٙنح فٟ اٌّغشؼ١ح ِٓ ةلاي ٘زٖ اٌعٕافش اٌغراةشج اٌّنرافح: والإٔغرا١ٔح 

ِرٓ ٚةراِرا . ٚاٌٛالع١ح، ٚاؼ١او اٌمقـ ٚالاعاه١ش اٌىلاع١ى١ح اٌمذ٠ّح، ٚاتشاص اٌعٕقرش الأصرٛٞ

 ؼ١ح عٍٝ سٚغ ٚعٕافش عاةشج ٚ٘زٖ اٌعٕافش ٌٙا دٚس ثعاعٟٚظٙح ٔاش اٌثؽس، ذؽرٛٞ اٌّغش

 إٌٙنح.عقش ةقاسـ ثدب  أعىغد ِٓ ةلاٌٙاٚ ،فٟ اٌّغشؼ١ح ُِٚٙ
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ظاِعح فٕعاو  -سعاٌح ِمذِح ٌمغُ اٌٍغح الأع١ٍض٠ح، و١ٍح ا٢داب ٚاٌعٍَٛ الأغا١ٔح 

دسظح اٌّاظغر١ش فٟ اٌٍغح الإٔع١ٍض٠ح ِٓ  ظاِعح  اٌؽقٛي عٍٝاعر١فاو ٌّرطٍثاخ 

 فٕعاو
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