The Poetics by Aristotle, 

Quantitative Parts of Ancient Greek Tragedy
Choose a play, novel, or movie from 1950-present considered a “classic”.  Trace how the “rules”, laid out by Aristotle, are adhered to in the work.  If you don’t see all the parts there are two options: 1) look more closely at the work.  The elements will still be present but may have altered how they are incorporated (eg: no Chorus, but a character who “catches us up on the action”)  2)you’ve chosen a poor example and will need to select another classic.  If there is a deviation from the forms, then you need to evaluate if the change is due to ignorance/carelessness, or if it was a deliberate choice made for a specific purpose, and then ID that purpose.  Evaluate the worth of the classic, based on Aristotle’s Poetics.

To address this essay, you need to have read Republic.  This info below is NOT all you need to know and understand, but merely some points to consider.
Aristotle identified six basic elements: 1) plot; (2) character; (3) diction (the choice of style, imagery, etc.); (4) thought (the character's thoughts and the author's meaning); (5) spectacle (all the visual effects; Aristotle considered this to be the least important element); (6) song.

The parts of Tragedy, which must be treated as elements of the whole, have been already mentioned. We now come to the quantitative parts -- the separate parts into which Tragedy is divided – namely: Prologue, Episode, Exode, Choric song; this last being divided into Parode and Stasimon. These are common to all plays: peculiar to some are the songs of actors from the stage and the Commos. 

The Prologue is that entire part of a tragedy which precedes the Parode of the Chorus. The Episode is that entire part of a tragedy which is between complete choric songs. The Exode is that entire part of a tragedy which has no choric song after it. Of the Choric part the Parode is the first undivided utterance of the Chorus: the Stasimon is a Choric ode without anapaests or trochaic tetrameters: the Commos is a joint lamentation of Chorus and actors. The parts of Tragedy which must be treated as elements of the whole have been already mentioned. The quantitative parts -- the separate parts into which it is divided -- are here enumerated.

The Tragic Hero
1) must be of divine, or of noble birth 
2) He is better than the average guy, but not perfect (so we can relate to him, but still be impressed)
3) he must start off good and become worse through CHOICE (self will is the biggie here) 
4) he must possess a character flaw (hamartia is the term) which causes him to make bad choices and brings about his downfall 
5)at some point he must recognize his error and revert to his innate state of good 
6)there must be a catharsis and return to "normalcy" 
7)the punishment must exceed the crime ( need not die, but death certainly meets this requirement)
1. The tragic hero is a man of noble stature. He is not an ordinary man but one of outstanding quality. In Greek and in Shakespearean tragedy, he is usually a prince or a king. He may actually have an aristocratic bloodline or simply be regarded as "kingly" because of his extraordinary powers, by qualities of passion, or nobility of mind.

2. The tragic hero is good, though not perfect, and his fall results from his committing what Aristotle calls "an act of injustice" (hamartia) either through ignorance or from a conviction that some greater good will be served. This act is, never-the-less, a criminal one and the good hero is responsible for it even if he is totally unaware of its criminality and is acting out of the best of intentions. Some later critics ignore Aristotle’s insistence on the hero’s commission of a guilty act and choose instead to blame the hero’s fall on a flaw in his character or personality. Such a notion misrepresents Aristotle’s view both of tragedy and of a basically natural order.

3. The hero’s downfall, therefore, is his own fault, the result of his own free choice—not the result of pure accident or villainy or some overriding malignant fate. (Although accident, villainy, or fate may act as cooperating agents, they are not alone responsible.)

4. Never the less, the hero’s misfortune is not wholly deserved; the punishment far exceeds the crime. We do not come away from tragedy feeling that the hero "got what he deserved." We are, instead, saddened and feel a sense of a waste of human potential.

5. Growth from ignorance to knowledge, a wish to atone, but it is “too little, too late”.
6.  However, according to Aristotle, tragedy (when well-performed) does not leave its audience in a state of depression because the loss is not a pure loss. Though it may result in the hero’s death, it involves, before his death, some gain in self-knowledge. On the level of plot, it may be simply a discovery or the learning of a truth. 

7.  Though the hero may be defeated, he at least has dared greatly, and he gains understanding from his defeat.

On the other hand, Arthur Miller gives us a more modern definition of the tragic hero. In "Tragedy and the Common Man," Miller states:

I think the common man is as apt a subject for tragedy as kings are/were. The tragic right is a condition of life…the possibility of victory must be present. I think the tragic feeling is evoked in us when we are in the presence of a character who is ready to lay down his life, if need be, to secure one thing—his sense of personal dignity…the underlying struggle is that of the individual attempting to gain his rightful position in society…. Tragedy, then, is the consequence of man’s total compulsion to evaluate himself justly.
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For centuries the Poetics offered the only definition of tragedy available to dramatic critics. Aristotle's ideas concerning dramatic structure established the terms of the debate and were never seriously challenged. Based on his unquestioned authority, critics who discussed tragedy assumed his categories to be valid for all time. A closer look, however, reveals that Aristotle's formal definition excludes many plays which are commonly thought of as tragedies. Not all tragic heroes suffer because of a tragic error, nor does recognition always occur within the tragic plot. Numerous types of drama have developed over the centuries which Aristotle never envisioned. 
Other renowned thinkers besides Aristotle have offered alternative definitions of tragedy. The 19th century philosopher Hegel described the tragic situation as the collision of mutually exclusive but equally legitimate causes: both Antigone and Creon stand for principles -- loyalty to family and obedience to the state -- which are morally justifiable if taken by themselves, but when these ethical positions conflict, tragedy results for both sides. Friedrich Nietzsche found the origins of tragedy symbolically represented in the confrontation of Apollo and Dionysus, the Greek gods of order, restraint, and form on the one hand and impulse, instinct, and ecstatic frenzy on the other. By capturing the dynamic energy of life in a rational form, tragedy coaxes order out of chaos to create art. 
Both Hegel's and Nietzsche's views are helpful in describing aspects of tragedy not addressed by Aristotle. Using terms suggested by Robert Heilman, the tragic hero is sometimes caught between "two imperatives, different injunctions, each with its own validity but apparently irreconcilable." To avenge their fathers' deaths, both Orestes and Hamlet must in turn murder another relative, placing them in a moral dilemma with no guiltless options. In other situations, the tragic hero is divided "between imperative and impulse, between moral ordinance and unruly passion . . . between law and lust" (Heilman 207). Dr. Faustus rejects the limits of science and the constraints of theology (just imperatives) to seek diabolic knowledge and power (evil impulse), whereas the Duchess of Malfi disobeys her brothers' command (unjust imperative) to marry a person of lower status (innocent impulse). 
These two positions do not, however, exhaust all possible tragic situations. Heilman incorrectly assigns plays whose protagonists are innocent victims of disaster, undivided by moral dilemmas, to the category of melodrama, but any definition of tragedy which excludes classics such as Euripides' Heracles and Trojan Women is too narrow and restrictive.
Rather than starting from an abstract formula, we must arrive at a comprehensive definition of tragedy from a thorough examination of the literary works themselves in order to see what qualities they have in common. Throughout history various authors have shared a similar perspective of the world, what might be called a tragic vision, asking the same questions although coming to different conclusions. Shakespeare expressed his vision in a different form of drama from Sophocles, but each depicted characters struggling within the limitations of their mortality to find meaning and purpose to human activity.  
What qualities make up this tragic vision?
First, tragedy begins by asking ultimate questions: why are we here? Does life have meaning or purpose? More to the point, can life have meaning in the face of so much suffering and evil in the world? Does death negate the significance of the protagonist's life and the goals he/she was seeking? 
Philosophers and theologians through the ages have debated the question of the origin of suffering, but tragedy offers no single solution. Some people suffer because of their own actions: miscalculations which turn out to be fatal (Lear's abdication of the throne), mistakes based on ignorance (Oedipus) or deceit (Othello's misguided trust in Iago), or evil deeds which return to haunt the doer (Macbeth, Dr. Faustus). Some fall victim to the malevolent will of others (the women of Troy) or are caught in a moral dilemma not of their making (Orestes, Hamlet). At times the tragic hero appears to suffer simply because he or she lives in a cruel and unjust universe where the gods are unkind, unfeeling, or nonexistent. 
Whereas the causes of suffering are diverse, the purpose of suffering in tragedy appears almost universally acknowledged: only through suffering does a person attain wisdom. The chorus in Agamemnon by Aeschylus recites: "Zeus, whose will has marked for man the sole way where wisdom lies, ordered one eternal plan: Man must suffer to be wise." In Antigone, the chorus counsels Creon that suffering is wisdom's schoolteacher. According to Francis Fergusson (adapting an idea from Kenneth Burke), these plays follow a tragic pattern of purpose, passion, and perception: the protagonist, seeking a goal, confronts opposition and suffers a trial by fire, but through this painful process gains insight about himself and the world he inhabits. From the tragic perspective, wisdom based on truth is of supreme value, even though it must often be purchased with the hero's death. 
Second, tragedy pushes the individual to the outer limits of existence where one must live or die by one's convictions. Facing the end of life, a person quickly recognizes life's ultimate values. All the trivial matters which occupy our daily routine suddenly vanish. At this decisive point there is no turning back and no room for compromise. Ibsen's Brand lives by the motto, "All or Nothing!" This stern Norwegian minister gives up everything -- home, family, parish -- in his quest for perfect obedience to a harsh, merciless God. He finally reaches his goal, the Ice Church high in the mountains, symbol of perfection, only to be buried alive by an avalanche of snow. 
Aristotle saw the extremism of the tragic hero as a failure to find the moderate way, leading to his downfall. In contrast, Nietzsche felt that this extremism was the sole justification for the hero's existence,  as one who possesses the courage to live dangerously, to risk all in order to gain all. Testing the boundaries of his finite nature, the tragic protagonist seeks to surpass his limitations and reach the unattainable. The energy which propels him towards his goal is often so intense that it eventually consumes him as well. We admire the daring, uncompromising spirit of the tragic hero while recognizing that what he gains in intensity of life, he often pays for with its brevity. 
Third, tragedy depicts men and women who, dissatisfied with the hand destiny has dealt them, challenge the rules of the game. Sometimes they win, sometimes they lose, but always they demonstrate the power of free will to stand against fate or the gods. Contrary to popular belief, tragedy does not depict man as a helpless puppet dancing to the strings of destiny. As in the case of Orestes, the end of tragedy is not always defeat. 
The tragic vision does not assume the hero's ultimate downfall. Instead, it explores possible ways in which free will exerts itself in the world. For this reason Walter Kerr defines tragedy as "an investigation into the possibilities of human freedom" (121). Human beings are creatures set loose in the universe with the power to change it irrevocably. The will decides and then acts on its decision, carving out its own destiny. Even when the gods appears to have a hand in the hero's destruction, he remains his own master: despite the tricks of fate, Oedipus never denies his responsibility in sinning against his parents. Confronting insurmountable odds, the protagonist's determination to act rather than submit often leads to disastrous results, but at the same time it tests the basic substance of humanity, proving its worth. 
Fourth, this tremendous strength of will to scale the heights and accomplish the impossible sets the hero apart from ordinary humanity, but at the same time it inspires us with a vision of human potential. Thus, tragedy, far from being a pessimistic view of life, is ultimately optimistic about the value of human achievement and the unconquerable strength of the human spirit. Sophocles has the chorus of Antigone sing, "Numberless are the world's wonders, but none more wonderful than man." Hamlet remarks, "What a piece of work is a man! How noble in reason, how infinite in faculty, in form and moving how express and admirable, in action how like an angel, in apprehension how like a god!" Both these sentiments echo the words of David in Psalm 8: "What is man that you are mindful of him? . . . You have made him a little lower than divinity and crowned him with glory and honor. You made him ruler over the works of your hands, and put everything under his feet." 
The tragic vision encompasses the paradox of human freedom, admitting the possibility of great goodness and great evil. As Eric Bentley states, "Tragedy cannot entail extreme optimism, for that would be to underestimate the problem; it cannot entail extreme pessimism for that would be to lose faith in man" (33). In like fashion, the American playwright Maxwell Anderson called theater "a religious institution dedicated to the exaltation of the spirit of man" (32), and said, "The theme of tragedy has always been victory in defeat, a man's conquest of himself in the face of annihilation. . . . The message of tragedy is that men are better than they think they are. This message needs to be said over and over lest the race lose faith in itself entirely" (51).
The Death of Tragedy?
This affirmation of human worth and potential, an essential element of the tragic vision, points to one reason why the modern age has produced so few authentic tragedies. During the last 300 years humanity's self-esteem has been dealt several devastating blows.  Copernicus removed the earth from the center of God's universe, Darwin stripped man of his divine origin, and Freud left him the victim of his subconscious desires. Given these premises, modern philosophy has little ground on which to build a noble portrait of man to replace Michelangelo's fallen David. 
Joseph Wood Krutch remarks, "Tragic writers believed easily in greatness just as we believe easily in meanness. To Shakespeare, robes and crowns and jewels are the garments most appropriate to man because they are the fitting outward manifestation of his inward majesty, but to us they seem absurd because the man who bears them has, in our estimation, so pitifully shrunk. We do not write about kings because we do not believe that any man is worthy to be one" (233). 
In The Death of Tragedy, George Steiner argues that the triumph of rationalism and a secular worldview has removed the metaphysical grounds for tragedy in the modern world. The ancients saw themselves as a small but significant part of a much larger Reality. "In Greek tragedy as in Shakespeare, mortal actions are encompassed by forces which transcend man. The reality of Orestes entails that of the Furies; the Weird Sisters wait for the soul of Macbeth. We cannot conceive of Oedipus without a Sphinx, nor of Hamlet without a Ghost." Depicting life as a great mystery beyond human understanding, these tragedies "instruct us how little of the world belongs to man" (193-4). Modern man will have no such overlords, and with his sciences and skeptical reason he has conquered his superstitious belief in the unseen realm. It is ironic, however, that by banishing divinity from the universe, humanity has diminished rather than increased in significance. 
While correct in his analysis of this crucial point, Steiner is mistaken in his assertion that Christian hope in redemption and the afterlife was another reason for the genre's demise: "where there is compensation, there is justice, not tragedy" (4). This view fails to acknowledge that Christianity's high view of humanity (biblically defined as a being made in God's image) provides, when coupled with the Christian doctrine of sin, the metaphysical grounds on which tragedy can exist. 
Both the Christian worldview and the tragic perspective focus on the paradox of human freedom, admitting the possibility of great goodness and great evil. In Paradise Lost John Milton portrays Adam as the archetypal tragic hero, "sufficient to have stood, though free to fall." Adam's predicament is the human predicament: he has enough freedom to recognize that he is not totally free, but with what freedom he has, he rebels against his finitude, desiring to be like God. As Reinhold Niebuhr says, "Man is mortal; that is his fate. Man pretends not to be mortal; that is his sin" (28). The Greeks acknowledged a similar tendency in man and shuddered at the tragic hero's hubris (pride), knowing that the gods' wrath would follow. Both Christian and Greek thought agree, however, that man's dignity and value are ultimately affirmed by the fact that his behavior attracts the attention of heaven.
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