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ABSTRACT -- A s  a way of deal ing with t h e  phenomenon of pa t t e rn ,  s t ruc-  
tura l i sm can o f f e r  a s p e c i f i c  kind of ana lys i s  useful  t o  scholars  working 
with t h e  problems of genre ana lys i s  o r  t h e  theor ies  of o r a l  composition. 
Propp ' s e a r l i e r  concern with separa t ing the  va r iab le  from t h e  constant  
can ke redefined a s  a concern with genera l iz ing the  content,  thus allow- 
i n g  f o r  the  f a c t  t h a t  form cannot e x i s t  e n t i r e l y  devoid of content.  Us- 
i n g  Claude ~r6mond's  model i n  a s l i g h t l y  modified form, the  s t r u c t u r e  of 
t h r e e  Finnish runes i s  charted, moving through successive s tages  of 
genera l iza t ion t o  t h e  most generalized and hence most representa t ive  
i l l u s t r a t i o n  of the  s t ruc tu re .  The dominance of s t r u c t u r a l  demands over 
the  demand f o r  content consistency i s  demonstrated i n  the  ana lys i s  of the  
t h i r d  rune. 

Structural ism has been var ious ly  employed as a theory and/or method i n  
various d i s c i p l i n e s  r e l a t e d  t o  fo lk lo re ,  both i n  the  s o c i a l  sciences and 
i n  the humanities. Common t o  a l l  such s tud ies  and analyses i s  a recogni- 
t i o n  of the phenomenon of pat tern .  Doubtless the re  a r e  as many paths from 
the  point  of recognit ion of p a t t e r n  t o  the  d r a f t i n g  of a s t r u c t u r a l  study 
as the re  are ind iv idua l  scholars  moving frcm the  f i r s t  point  t o  the  second. 
However, one can genera l ly  d iscern  two separa te  d i r e c t i o n s  which seem t o  
be drawn toward t h e  vague poles of d i s c i p l i n e  emphasis, t h a t  is ,  s o c i a l  
sciences or humaniti .5~. Perhaps one p a r t i c u l a r  emphasis along each path 
can be used t o  def ine  the  path. For example, I would suggest t h a t  along 
t h e  s o c i a l  sciences path the def in ing point  might be genre analys is ,  and 
along the humanities path, the  def in ing point  might be theor ies  of o r a l  
composition. Thus: 

r--- The Phenomenon of Pattern 
k '111 

Genre Analysis Oral Composition -/-' Lvg Structural ism ,< 

To back up a b i t ,  perhaps we should consider t h e  phenomenon of pattern 
and the  necessary recognit ion of t h i s  phenomenon on the  p a r t  of t h e  scho- 
l a r .  In  the f i r s t  place,  t h i s  recognit ion can be a very exc i t ing  peraonal 
r eve la t ion  f o r  the  scholar .  Jus t  a s  the  e a r l y  historic-geographic re- 
searchers' hope t o  f ind  an UP-form was a kind of r e l i g i o u s  quest  i n  a 
secular  world, so  recognit ion of t h e  phenomenon of pa t t e rn  i n  a l l  things 
could o f f e r  some meaning t o  the  genera l ly  godless world of the  modern 
scholar .  In  any event, whether excited or  not ,  t h e  scholar  must come t o  
some understanding of the  concept of pa t t e rn ,  p a r t i c u l a r l y  i f  he i s  t o  
dea l  with man's c r e a t i v i t y  and creat ions.  

Creat iv i ty  i n  the form of though* i s  dependent upon language ,' and the  
formation of a l l  new thoughts must "already have been ant ic ipated  i n  



e x i s t i n g  grammatical elements and words. "' Thought thus e x i s t s  on ly  
through grammar and words; o ther  forms of c r e a t i v i t y  a r e  equal ly  depen- 
dent  upon pa t t e rns  s imi la r  t o  t h e  grammar of language. I n  p a r t i c u l a r ,  
a l l  n a r r a t i v e  contains pa t t e rn  o r  r evea l s  pat tern .  No n a r r a t i v e  i s  ever 
the  t ru th - t c ld ,  but  always the  t r u t h  o r  f a l seness  a f t e r  processing by 
the  form-giving imagination. 

A l l  knowing and a l l  t e l l i n g  a r e  subject  t o  the  conven- 
t i o n s  of a r t .  Because we apprehend r e a l i t y  through 
c u l t u r a l l y  determined types, we can repor t  the  most 
p a r t i c u l a r  event only i n  the  form of a r epresen ta t iona l  
f i c t i o n ,  assigning motives, causes, and e f f e c t s  eccord- 
i n g  t o  our b e s t  l i g h t s  r a t h e r  than according t o  a5solute  
t r u t h . 3  

A recogni t ion  of such pa t t e rn ing  i n  t h e  na r ra t ive  genres e a s i l y  stimu- 
l a t e s  i n t e r e s t  e i t h e r  i n  the  theor ies  of o r a l  composition o r  i n  t h e  pro- 
cesses of genre analys is .  The oral-formulaic theor ies  of Parry and Lord 
grew d i r e c t l y  out of the recognit ion of repeated pa t t e rns .  Lord, par- 
t i c u l a r l y ,  was i n t e r e s t e d  pr imar i ly  i n  what might be ca l l ed  surface  pat- 
t e r n s  (formulas and themes). The a b s t r a c t  pa t t e rns  of the  t r a d i t i o n  it- 
s e l f  do not  i n t e r e s t  him; he i s  content t def ine  a theme a s  "a recur- 
r e n t  element of na r ra t ion  o r  description"' and does not i n  any way in-  
tend t o  suggest t h a t  an arrangement of themes def ines  the  p l o t  of a song. 
I n  t h i s  way, h i s  use of the  word "themett i s  s imi la r  t o  t h e  term "motift ' 
a s  employed by fol lowers of the  historic-geographic school. And j u s t  a s  
such men as S t i t h  Thompson and A n t t i  Aarne saw s p e c i f i c  t a l e s  a s  consis t -  
ing of motifs  c lus tered  around recognizable ccntent ,  s i m i l a r l y  Lord s t a t e s  
t h a t  t o  the  singerg ' the formulas and themes a r e  always used i n  associa+.?; 
t i o n  one with another;  they are always p a r t  of a song. To the  s inger ,  
moreover, t h e  song has a s p e c i f i c  though f l e x i b l e  content. "5 

Because Lord i n s i s t e d  t h a t  a u n i t  be repeated t o  be considered a formula 
o r  theme, he avoided the  path  t h a t  would ca r ry  him on t o  an i n t e r e s t  i n  
s t ructura l i sm.  Other researchers  dealing with the o r a l  formula have 
more openly moved toward s t ruc tu ra l i sm i n  an e f f o r t  t o  d e a l  with t h e  re- 
l a t i o n s h i p  of t h e  formulas and themes t o  t h e  song i t s e l f  and t h e  t r a d i -  
t i o n  from which they come. For example, Scholes and Kellogg s t a t e :  

The bas ic  e n t i t i e s  of an o r a l  poet ic  t r a d i t i o n  w i l l  not 
be t h e  f ixed formulas....They w i l l  be ins tead t h e  ab- 
s t r a c t  pa t t e rns  i n  accordance with which s ingers  can 
produce new phrases. On t h i s  l e v e l  the  t r a d i t i o n  i s  -..- 
seen t o  cons i s t  a t h e r  of a 'grammar' than a s e t  of 
f ixed  elements . 6' 

Such a statement recognizes the  s inger ' s  dependence on s t r u c t u r e  a t  t h e  
formula l e v e l .  Another researcher,  Michael Nagler, has t r i e d  t o  move 
from the  l e v e l  of theme ( a s  a u n i t )  t o  a recognit ion of s t r u c t u r a l  pat- 
t e r n  i n  o r a l  poetry. His problem i s  t h a t  although he extends t h e  " l is t t f  
of themes o r  motifs (he t r i e s  t o  bridge the  gap by c a l l i n g  them a l lo -  
morphs) t o  include a l l  poss ib le  themes, t h a t  i s ,  including those unre- 
corded, he i s  s t i l l  hampered by t h e  f a c t  t h a t  "themetf i s  not a pure 
s t r u c t u r a l  un i t ,  but  a u n i t  combining s t r u c t u r e  and content.  Thus, a s  
he himself admits, d e f i n i t i o n  of the  s t r u c t u r e  ( ~ e s t a l t  i s  h i s  term) by 
such a u n i t  "would not  r e a l l y  be a d e f i n i t i o n  a t  a11."7 



Such s tud ies ,  then, demonstrate the need f o r  a recognit ion of t h e  s t ruc-  
t u r a l  p a t t e r n  which def ines  the  song i t s e l f ,  both f o r  t h e  researcher and 
f o r  the singer.  A s  Lord pointed out,  the  s inger  i n t u i t i v e l y  senses some- 
th ing  behind t h e  formulas and themes t h a t  def ines  the  song a s  a spec i f i c  
song; t h i s  i s  the  s p e c i f i c  content of t h e  song, bu t  content  known or  pre- 
sented i n  a d e f i n i t e  pat tern .  It i s  with t h e  hope of discovering t h i s  
p a t t e r n  t h a t  many o r a l  composition t h e o r i s t s  move toward s t ructura l i sm.  
Perhaps f u r t h e r  research along these  l i n e s  w i l l  develop i n  the  fu ture .  

In  con t ras t  t o  theor ies  of o r a l  composition, genre ana lys i s  might appear 
t o  be a reac t ion  agains t  o r  movement away from the  narrower concepts of 
s tructural ism. Lauri Honko, f o r  example, argues t h a t  "it hardly seems 
r i g h t  t o  gonsider genre ana lys i s  a s  merely t h e  out-come of fo rmal i s t i c  
s tudies .  " Ber te l  Nathhorst suggests t h a t  s t r u c t u r a l  analys is  may 3e 
important t o  genre ana lys i s  but  simply a s  - one dis t inguishing c r i t e r i o n :  

There may be c e r t a i n  t y p i c a l  s t r u c t u r a l  or  o ther  'objec- 
t i v e '  d i f ferences  between t h e  genres. Such dis t inguish-  
i n g  f e a t u r e s  would presumably be of a s t a t i s t i c a l  nature,  
L e e ,  it could perhaps be proved t h a t  a c e r t a i n  s t ruc tu re  
i s  employed more f requent ly  i n  na r ra t ives  used a s  myths 
than i n  na r ra t ives  used a s  f a i r y  t a l e s . 9  

Describing a kind of ana lys i s  which seems t o  be suggested i n  ~ a t h h o r s t ' s  
statement, Honko s u b s t i t u t e s  the  phrase "term analys is ,"  perhaps hoping 
t o  s t r e s s  the  "objective" d e f i n i t i o n  of terms r a t h e r  than the  t r ad i t ion-  
a l l y  " in tu i t ive"  d e f i n i t i o n  of genres. For Honko, a scholar ly  study us- 
ing term analys is  should include "a t  l e a s t "  t h e  following c r i t e r i a :  COU- 

t e n t ,  fprrn, s t y l e ,  s t r u c t u r e ,  function, frequency, d i s t r i b u t i o n ,  age, and 
or ig ineLO He does not necessa r i ly  suggest t h a t  s t r u c t u r e  need always be 
considered a s  a c r i t e r i o n .  However, it i s  my opinion t h a t  a t  l e a s t  f o r  
those genres normally termed "narrat ive,"  t h e  c r i t e r i o n  of s t r u c t u r e  i s  
absolute ly  necessary i f  t h e  study i s  t o  be considered complete. Conclu- 
s ions  drawn on the  b a s i s  of o ther  c r i t e r i a ,  p a r t i c u l a r l y  content,  or ig in ,  
and d i s t r i b u t i o n ,  would c e r t a i n l y  be l e s s  accurate,  or a t  l e a s t  l e s s  
meaningful, without a s t r u c t u r a l  analys is  t o  show what i s  "typical"  f o r  
t h e  genre and/or c u l t u r a l  area. 

It seems, then, t h a t  genre analys is  r~iust involve s t ructura l i sm,  not ,  of 
course, a s  the  only o r  even most important a rea  of analys is ,  but  cer- 
t a i n l y  a s  one of t h e  necessary c r i t e r i a  i n  any complete study. Honko 
suggests t h a t  through genre analys is  a researcher can approach "pure 
genres," but  - only approach; he points  out t h a t  pure genres can e x i s t  
only as i d e a l  types. 

The primary f m c t i o n  of the  i d e a l  type need not  be con- 
s idered the  most exact desc r ip t ion  of t h e  r e a l i t y ;  it 
should r a t h e r  provide t h e  opportunity f o r  understanding 
the  r e a l i t y  b e t t e r .  From t h i s  point  of view one deter -  
mines t h e  instrumental  value of t h e  i d e a l  type, which i s  
t h e  main c r i t e r i o n  of i t s  usefulness . l l  

Honko i n s i s t s  t h a t  t h e  s c i e n t i f i c  accuracy demanded by genre ana lys i s  
nevertheless does not produce an exact  desc r ip t ion  of r e a l i t y ,  but  r a t h e r  
something l i k e  a scho la r ' s  model. This assumption i s  shared by many re-  
searchers working within t h e  narrower c r i t e r i o n  area of s t ructura l i sm.  
They f e e l  t h a t  a s t r u c t u r a l  study o f f e r s  a way of seeing a genre i n  terms 



of a l o g i c a l  model, but  they do not  necessa r i ly  accept t h i s  model as a 
desc r ip t ion  of the  s t ruc tu re .  

B e r t e l  Nathhorst suggests t h a t  t h e  quest ion of whether o r  not  a s t ruc-  12 t u r a l  ana lys i s  i s  " rea l ly  a s t r u c t u r a l  descr ip t ion"  should not  be asked. 
Unfortunately, every researcher  must a t  l e a s t  subconsciously ask  t h i s  
quest ion i n  order t o  e s t a b l i s h  h i s  own pos i t ion  i n  r e l a t i o n  t o  h i s  mater- 
ial and h i s  study. Basical ly,  he must decide whether he hopes t o  d i s -  
cover the  s t r u c t u r e  within t h e  mate r i a l  o r  t o  const ruct  a s t r u c t u r a l  
model from t h e  material .  This decis ion w i l l ,  I th ink,  inf luence  t h e  
method of analys is .  Actually,  any decis ion producing a workable a n a l y t i c  
method w i l l  probably be a compromise; t h a t  i s ,  t h e  researcher  w i l l  pro- 
bably argue t h a t  he has t r i e d  t o  revea l  the  s t r u c t u r e  of h i s  ma te r i a l  i n  
h i s  analys is ,  but  he w i l l  a l s o  r e a l i z e  t h a t  t h e  model he o f f e r s  has been 
drawn from mater ia l  inescapably subjected t o  h i s  own system of pa t t e rn ing-  
h d r 6  Martinet concludes h i s  discussion of s t r u c t u r e  with t h e  following 
comment : 

To sum up, the  model i s  not  t h e  s t ruc tu re ,  f o r  the  s t ruc-  
t u r e  i s  always i n  the  object ,  l a t e n t  as it were but  only 
i f  l a t e n t  i s  not  opposed t o  r e a l .  The b e s t  t h a t  can be 
expected of a model i s  t h a t  it represent  t h e  s t r u c t u r e  
exact ly ,  and it w i l l  do so  i f  the  scholar  has succeeded 
i n  c o r r e c t l y  d isentangl ing the  l a t e n c i e s  involved and has 
no t  t r i e d  t o  fo rce  them i n t o  a prefabr ica ted  model founded 
on t h e  s e t  of a p r i o r i  ideas  cur ren t ly  i n  fashion.= 

It is ,  I hope, from such a compromise pos i t ion  t h a t  I present  my ana lys i s  
of t h r e e  represen ta t ive  Finnish runes. Before present ing t h i s  ana lys i s ,  
however, I would l i k e  t o  d i scuss  very b r i e f l y  var ious  s e t s  of "a p r i o r i  
ideas  cur ren t ly  i n  fashion" with t h e  hope of showing w h y  I p r e f e r  t h e  
method I have used. The names most c lose ly  associa ted  with f o l k l o r i s t i c  
s t ruc tu ra l i sm a r e  P r ~ p p ,  Dundes, ~ g v i - s t r a w s ,  and Leach -- scholars  who 
have not  only t a lked  about s t r u c t u r e  but  have a l s o  applied t h e i r  t h e o r i e s  
t o  a c t u a l  n a r r a t i v e  material.14 I in tend not  t o  embarrass myself by pre- 
suming t o  have anything near a proper understanding of the  arguments and 
systems proposed by ~ 6 v i - ~ t r a u s s .  Therefore, as they say i n  t h e  sagas, 
he i s  now out of t h i s  paper. Leach, I am a f r a i d ,  receives  t h e  same rude 
treatment. Propp and Dundes I have found very he lp fu l  i n  formulating 
the  r a t h e r  e l a s t i c  concepts I now have  bout s t ructura l i sm.  

I n  h i s  Morphology of t h e  Folkta le ,  Propp def ines  morphology a s  "a des- 
c r i p t i o n  of t h e  t a l e  according t o  i t s  component p a r t s  and t h e  re la t ion-  
s h i p  of these  components t o  each o the r  and t o  the whole. " l5  Actually he 
s e l e c t s  only one kind of "component pa r t , "  t h e  function,  and considers 
t h e  re la t ionsh ips  between these  u n i t s  only a t  a un i l inea r  l eve l .  Propp's 
Influence,  as t h e  f i r s t  t o  progose such a new u n i t ,  has resu l t ed  i n  some 
contorted appl ica t ions  of t h e  term "function. " For example, Claude 
~rgmond i n  h i s  study of t h e  B e n c h  f o l k t a l e  has re ta ined  Propp's term 
which o r i g i n a l l y  meant an "act  of a character"  and applied it t o  what 
might more properly be seen a s  a process of t h e  na r ra to r .  I n  o ther  
words, by s t r e s s i n g  t h e  exis tence  of t 'potential ' '  ac t ion ,  ~rernond s h i f t s  
the  emphasis from concern with what the  character  w i l l  do t o  concern 
with what the  n a r r a t o r  w i l l  choose t o  have t h e  character  do. The ac t ions  
themselves are t h e  same i n  e i t h e r  case, hence ~rgmond's  r e t e n t i o n  of t h e  
term "function." But, t h e  s h i f t  i n  emphasis allows ~rkmond t o  expand the  
physical  representa t ion of the  term; t h a t  is,  he can use a s t r u c t u r a l  



model which can accommodate potent ia l  action on the p a r t  of the character 
as seen by the narrator. 

This s t ruc tu ra l  model, ~r6mond claims, represents "the three phases of a l l  
process: a t  f i r s t  potent ia l ,  therl actualizing i t s e l f ,  and f i n a l l y  
achieved. "16 T h i s  i s  something more than the beginnillg, middle, and end 
of an action. Because the f i r s t  phase i s  po ten t ia l  action, i t  allows f o r  
e i t he r  of two choices i n  the  second phase, posit ive or  negative. If  the 
second phase represents the posit ive choice, actualizing i t s e l f ,  then the 
th i rd  phase can represent e i t he r  of two choices, success or fa i lure .  Thus 
the second phase might be termed "procedure" similar t o  the procedure 
phase of a s c i en t i f i c  experiment: the procedure w i l l  determine the re- 
sult, and the r e su l t  w i l l  be e i t he r  success or fa i lu re .  The advantage of 
such a model i s  tha t  it allows the r e su l t  i n  any one sequence t o  depend 
on the r e su l t s  of various "internal" sequences j u s t  as the r e s u l t  from an 
experimental procedure w i l l  be determined by the se r ies  of actions w i t h i f i  
the procedure. We can i l l u s t r a t e  t h i s  graphically: 

Potential  
action1 

Procedure 
1 

!Procedure koced~f  
I 

Result 1 

Thus " ~ e s u l t l "  cannot be determined u n t i l  " ~ e s u l t ~ "  i s  represented. Such 
a model does not represent a unil inear conception but ra ther  a system of 
in te rna l  levels.  In t h i s  way ~rgrnond has found a t  l e a s t  a working solu- 
t ion  fo r  the problems of multiple functions and t a l e  levels  .17 He says 
of h i e  analyt ic  method: 

We picture the s t ructure  of the t a l e  (and tha t  of any 
s tory)  as being composed, l i k e  a braid,  of multiple 
superimposed elementary sequences, entwined, and bound 
together. Each event and action may f u l f i l l  simul- 
taneously several  functions i n  the story,  i.e., t o  ad- 
vance several  juxtaposed elementary sequences.18 

Further, by using a versus symbol (vs.) Br6morid works around the problem 
of dramatis personae; t ha t  i s ,  he allows for  the s h i f t  i n  perspective 
which occurs throughout many narratives.  The use of the  vs. symbol means 
"that  a given event, f u l f i l l i n g  a given function i n  the perspective of a 
given agent, i s  converted i n t o  another function i f  one takes the perspec- 
t i ve  of another agent. "l9 This avoids the a rb i t ra ry  decision t o  a t t r i -  
bute a l l  motives for  action t o  the hero as was necessary, fo r  instance, 
i n  Proppts scheme. 

Using Br6mondts method of analysis,  with some modification and reinter-  
pretation,  I have analyzed three Finnish runes as represented i n  English 



i n  Martti ~ a a v i o ' s  Vainamoinen: Eternal  Sage and E l i a s  E n n r o t ' s  The - 
Kalevala. A s  the  versions i n  Haavio's hook a r e  genera l ly  more concise, 
I have constructed the  bas ic  char t  of each rune on t h e  bas i s  of h i s  t e x t  
noting va r ia t ions  i n  the  Kalevale version on a separa te  sheet .  I n  an 
e f f o r t  t o  heed Mart inet ' s  warning and not  simply follow a fashion,  I have 
not assumed any of ~r6mond's  sequence terminology on the  f i r s t  char t .  
The sequences Br6mond found t o  represent  the s t r u c t u r e  of French folk-  
t a l e s  were evident ly  determined by genera l iz ing the  s p e c i f i c  ac t ions  of 
the  t a l e s -  Therefore, r a t h e r  than assuming t h a t  I would necessa r i ly  f ind  
the  same general ized ac t ions  represented i n  these  Finnish runes, I have 
s t a r t e d  with elementary sequences descr ib ing very p a r t i c u l a r  ac t ions .  In  
o ther  words, I have used terms suggested by the  contents .  The f i r s t  
cha r t  i s ,  i n  f a c t ,  a  summary of the  na r ra t ive  i n  char t  form, precar ious ly  
c lose  t o  the kind of summaries provided i n  the  Aarne-Thompson ta le- type  
index. 

Looking a t  the  f i r s t  cha r t ,  we can see t h a t  the  ind iv idua l  sequences a r e  
c lose r  t o  a "motif" than a s t r u c t u r a l  un i t  i n  Propp's sense. As I sug- 
gested above, such a u n i t  has not been "purif ied" of i t s  content element. 
This i s  the  problem Propp broached when he wrote of the  need t o  separa te  
va r iab le  from constant ;  the  content i s  va r i ab le ,  but  the  s t r u c t u r a l  u n i t  
must be constant .  Despite appearances, the  only way t o  convert a  vari- 
ab le  i n t o  a constant  i s  t o  genera l ize  it. For example, the  sequence  h he 
world t o  c rea te t1  ( f i r s t  c h a r t )  can be general ized t o  the  sequence  h ask 
t o  accomplish." A general ized sequence can then accommodate any number 
of s p e c i f i c  content sequences t h a t  may be seen a s  more de ta i l ed  i l l u s -  
t r a t i o n s  of the  general ized ac t ion.  

Perhaps t h i s  w i l l  become c l e a r e r  i n  the  second char t .  Here I have gener- 
a l i zed  those s p e c i f i c  ac t ions  which t o  me seem obvious represen ta t ives  of 
the  general ized ac t ions .  For example, i n  t h i s  rune, Vainamzinen i s  
bui ld ing a boat; obviously t h a t  i s  t h e  t a s k  he i s  t o  accomplish- He 
needs th ree  words t o  f i n i s h  the  t a sk ;  t h a t  i s  he must acquire the  means 
of f i n i s h i n g  h i s  t a sk-  To acquire the  means he must make a journey, and 
so  on- By t h e  time VainamGinen has completed the  l a s t  phase of t h e  l a s t  
sequence, " ~ e a n s  used,', he has accomplished h i s  task .  

The third char t  i s  i n t e r e s t i n g  i n  severa l  respects .  For one th ing,  it 
i l l u s t r a t e s  the  common fea tu re  of i n t e r n a l  r e p e t i t i o n :  the  sequence 
" ~ e s t  t o  take" i s  repeated four times i n  HaavioTs version and f i v e  times 
i n  the  Kalevala version. Further,  the  na r ra t ive  i l l u s t r a t e s  a f a i l u r e  
i n  the  i n i t i a l  sequence. This s i t u a t i o n  i s  s imi la r  t o  one described by 
~r6mond i n  r e l a t i o n  t o  French f o l k t a l e s .  He sa id  of those t a l e s :   h he 
t a l e  ends most o f t en  with the  establishment ( o r  the  re-establishment) of 
a s a t i s f a c t o r y  s t a t e  ( o r  the  c rea t ion  of a b e t t e r  one), sometimes with 
the  establishment (o r  the re-establishment ) of a s t a t e  of deficiency.  1120 

Vainkim'dinen i s  obviously faced with the  reestablishment of a  s t a t e  of 
deficiency.  However, it i s  i n t e r e s t i n g  t o  no t i ce  t h a t  t h e  "specia l  case t t  
version of t h e  rune i n  the  Kalevala does demonstrate a success i n  t h e  
i n i t i a l  sequence, t h a t  i s ,  a   ask accomplished." Another observation 
might be made about t h i s  second appearance of the  rune i n  the  Kalevala. 
In  the  e a r l i e r  version (poem 16),  Vainamoinen goes t o  Death's Domain i n  
search of th ree  charms. However, l i n e s  255-256 of the  poem claim t h a t  
he i s  the re  i n  search of an awl; t h i s  i s ,  of course, what he i s  Looking 
f o r  the  second time he goes t o  Death's Domain. This i l l u s t r a t e s  Lord's 
comment on the  s inger ' s  use of theme: "1n a t r a d i t i o n a l  poem, therefore ,  
the re  i s  a p u l l  i n  two d i rec t ions :  one i s  toward the  song being sung and 



t h e  o ther  i s  toward the  previous uses of the  same theme. 1 2 1  

I f  we remove ~ o r d ' s  "theme" from the  realm of content and consider only 
i t s  proper t ies  a s  a s t r u c t u r a l  un i t ,  we can see t h a t  the  s inger  might 
have i n  mind a generalized therne s imi la r  t o  the  sequence '%leans t o  ac- 
qu i re"  -- th ree  charms or  an awl. Except f o r  the  sake of content con- 
s i s t ency ,  the re  i s  no reason s t r u c t u r a l l y  why charms o r  awl could not be 
used interchangeably, and i n  f a c t  i n  the  case of ~ o e m T 6 ,  they a re .  

We can see, then, t h a t  s t r u c t u r a l  un i t s  conceived of i n  terms of ~rdmond 's  
models are l i k e l y  t o  come c lose  t o  s t r u c t u r a l  representa t ion of the  "rea l r1  
pa t t e rns  used by the  s inger  i n  crea t ing the na r ra t ive .  On the  other hand, 
these  u n i t s  a r e  perhaps even more manageable a s  scho la r ' s  models i n  t h a t  
they i l l u s t r a t e  the  interdependence of ac t ions  and the  varying perspec- 
t i v e s  of the  dramatis personae. I n  r e l a t i o n  t o  the th ree  Finnish runes I 
have analyzed, we can a t  l e a s t  see t h a t  13r6mondts method i s  he lp fu l  i n  
moving from var iable  t o  constant  within the  na r ra t ive  and i n  c l a r i f y i n g  
the  d i f ference  between the  two. It i s  perhaps not  r e a l l y  su rpr i s ing  t h a t  
many of the  sequences i n  the  t h i r d  char t  ( the  most general ized) a r e  s i m i -  
l a r  t o  o r  the  same a s  those ~rgmond presented a s  most frequent i n  French 
f o l k t a l e s  . 



Chart One: Vaingmoinen, Creator of the  World ( ~ a a v i o ,  pp. 45-46) 

Vainamijinen as hero 

I n  t h e  version i n  Poem One of the  Kalevala (approximately l i n e s  175-244), 
Vainamoinen's mother i s  the  p r inc ipa l  character .  The s t r u c t u r e  i s  essen- 
t i a l l y  the  same. 
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Chart Two: VEiinlim'dinen and Antero Vipunen ( ~ a a v i o ,  pp. 106-107) 
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The Kalevala, Poem1 17 - 
In  t h i s  version Ilmarinen appears as a he lpe r  f ~ l l o w i n g  the sequence 
" ~ b s t a c l e s  t o  overcome." 
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Chart Three: V;iiniim'dinenls Journey .60 Tuonele ( ~ a a v i o ,  pp. 83-86) 
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Kalevala,  Poem 10 (approximately l i n e s  101-1112) 

I n  t h i s  version the  sequence "~ourney  t o  make" occurs twice before appear- 
i n g  i n  the usual  pos i t ion  i n  the  char t .  These r e p e t i t i o n s  are  immediately 
a f t e r  the  sequence 'll.leans t o  acquire" -- the  second sequence. 

Also the  "'Yest to take" seqwnce w i t h  " fa i lu re"  r e s u l t  i s  repeated one 
add i t iona l  time i n  t h e  K2leval.a version.  

"specia l  case" : Kalevala , Poem 25 (approximately l i n e s  674-738) 
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