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I N T R O D U C T I O N  

f l F o l k l o r e  as a  S p e c i a l  Form o f  C r e a t i o n V b y  Jakobson and 
Boga ty rev  i s  one o f  t h e  most famous and o f t - q u o t e d  a r t i c l e s  

w 
i n  f o l k l o r i s t i c s ,  comparable pe rhaps  t o  Axe l  O l r i k ' s  "Ep i c  Laws 
o f  F o l k  N a r r a t i v e . "  I t  has been t r a n s l a t e d  i n t o  s e v e r a l  
languages.  

The a r t i c l e  c o n s t i t u t e s  a  combined e f f o r t  by two s i g -  
n i f i c a n t  S l a v i c  s c h o l a r s ,  Roman Jakobson and P e t r  Boga ty rev ,  
who l e f t  communist Russ ia  and s e t t l e d  i n  Prague i n  t h e  1920s, 

* where t h e y  were engaged i n  v e r y  p r o d u c t i v e  s c h o l a r l y  work. They 
were b o t h  a c t i v e  members o f  t h e  Prague C i r c l e .  Jakobson soon 
moved t o  t h e  U n i t e d  S t a t e s  and became a  l e a d i n g  S l a v i c  and 
g e n e r a l  l i n g u i s t  and f o l k l o r i s t .  Boga ty rev  r e t u r n e d  t o  t h e  S o v i -  
e t  Union, a  d e c i s i o n  wh ich s i g n i f i e d  t h e  b e g i n n i n g  o f  t h e  end 
o f  h i s  ach ievements  i n  f o l k l o r e  and my tho logy .  He d i e d  i n  1975. 

Y 
f l F o l k l o r e  as a  S p e c i a l  Form o f  C r e a t i o n "  aims a t  b r i n g i n g  

o u t  t h e  s p e c i f i c  c h a r a c t e r i s t i c s  o f  f o l k l o r e  i n  compar ison w i t h  
l i t e r a t u r e .  T h i s  i s  done by c o n s t a n t  r e f e r e n c e  t o  l i n g u i s t i c s  
and o c c a s i o n a l l y  even t o  economics.  DeSaussurels t e rms  p a r o l e  
( E n g l i s h  "messaget1--a p a r t i c u l a r  speech a c t )  and l a n g u e  ( E n g l i s h  
Ifcodelf--a g e n e r a l i z e d  f o r m  o f  language as adop ted  by t h e  

w 
community o f  speake rs )  a r e  r e f e r r e d  t o  f r e q u e n t l y  t o  c l a r i f y  t h e  

* Appeared o r i g i n a l l y  as "D ie  F o l k l o r e  a l s  e i n e  besondere  Form 
des Schaf fens, I1  V e r z a n e l i n g  van O p s t e l l e n  doo r  Oud-Lee r t i ngen  
en B e f r i e n d e  Vakgenooten (Donum N a t a l i c i u m  S c h r i j n e n )  (N i jmegen-  
U t r e c h t : 1 9 2 9 ) ,  pp. 900-913. R e p r i n t e d  i n  Roman Jakobson, 

I S e l e c t e d  W r i t i n g s ,  v o l .  I V  (The Hague: Mouton, 1966) ,  pp. I- 

15. 
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d i s t i n c t i o n  between f o l k l o r e  and l i t e r a t u r e .  I t  i s  emphasized 

t h a t  f o l k l o r e  i s  o r i e n t e d  s p e c i f i c a l l y  t o u a r d  l angue  and l i t e r -  

a t u r e  t oward  p a r o l e .  An i t e m  o f  f o l k l o r e  b e g i n s  i t s  e x i s t e n c e  
o n l y  a f t e r  i t  has been adopted and s a n c t i o n e d  by t h e  community.  
As i n  t h e  development o f  l angue ,  t h e  env i ronmen t  p runes  a  c r e -  
a t e d  work t o  f i t  i t s  t a s t e ;  i f  t h e  community r e j e c t s  i t ,  i t  

s i m p l y  d i e s  o u t .  A community r e t a i n s  o n l y  t h o s e  i t e m s  o f  f o l k -  
l o r e  wh ich  have a  f u n c t i o n a l  v a l u e  f o r  i t .  

L i k e  langue,  t h e  work o f  f o l k l o r e  i s  e x t r a p e r s o n a l  and 
l e a d s  o n l y  t o  a  p o t e n t i a l  e x i s t e n c e ;  i t  i s  o n l y  a  complex o f  
c e r t a i n  norms and impu lses ,  t h e  canvas o f  t h e  a c t u a l  t r a d i t i o n ,  
wh ich  t h e  t e l l e r s  r e v i v e  w i t h  t h e  embe l l i shmen t  o f  t h e i r  
i n d i v i d u a l  c r e a t i o n .  Shou ld  t h e  b e a r e r s  o f  a  f o l k l o r e  t r a d i t i o n  
d i e  o u t ,  t h e r e  i s  no p o s s i b i l i t y  f o r  r e a c t i v a t i o n  o f  t h e  t r a d i -  
t i o n .  

The a r t i c l e  t ouches  upon numerous o t h e r  q u e s t i o n s :  Hans 
Naumann's concep t  of  "Gesunkenes K u l t u r g u t f t ;  f o l k l o r e  as an 
e x p r e s s i o n  o f  i n d i v i d u a l  o r  c o l l e c t i v e  c r e a t i v i t y ;  g e n e t i c  a u t o -  
nomy and o r i g i n a l i t y  o f  f o l k l o r e ,  and o t h e r s .  

Wh i l e  t h e  Jakobson-Bogatyrev  a r t i c l e  has a roused  much 
i n t e r e s t  i n  t h e  West, and t o  a  l e s s e r  e x t e n t  i n  t h e  Eas t ,  i t  
has t o  m y  knowledge had no echo i n  t h e  S o v i e t  Un ion.  The r e a s o n  
f o r  t h i s  i s  t h e  d i f f e r e n c e  i n  t h e  i n t e r p r e t a t i o n  o f  f o l k l o r e ,  
p a r t i c u l a r l y  i n  r e g a r d  t o  t h e  r e l a t i o n s h i p  between f o l k l o r e  
and l i t e r a t u r e .  Whereas Jakobson and Boga ty rev  make eve ry  e f f o r t  
t o  unde rsco re  t h e  p ro found  d i s t i n c t i o n  between f o l k l o r e  and 
l i t e r a t u r e ,  S o v i e t  F o l k l o r i s t s  have advocated t h e  i d e n t i t y  o f  
t h e  two d i s c i p l i n e s .  The l i t e r a r y  approach was c h a r a c t e r i s t i c  
of S o v i e t  f o l k l o r e  r e s e a r c h  i n  t h e  1920s and '30s ,  l e a d i n g  t o  
t h e  encouragement o f  i n d i v i d u a l  a a s t e r  s i n g e r s  t o  c r e a t e  new, 
o r i g i n a l  works ( n o v i n y  o r  Itnew e p i c  songs," e t c . )  i n  t h e  ' 30s  
and '40s .  S ince  t h e  ' 40s  t h i s  t r e n d  has a s s e r t e d  i t s e l f  i n  t h e  
f a v o r a b l e  a t t i t u d e  t a k e n  t o u a r d  t h e  use o f  l i t e r a r y  models f o r  
mass v e r b a l  c r e a t i o n s .  [Fo r  d e t a i l s  see F.J. Oinas,  "The Prob lem 
o f  t h e  N o t i o n  o f  S o v i e t  Fo l k l o re .1 '  F o l k l o r e  Today: A F e s t s c h r i f t  
f o r  R i c h a r d  W. Dorson ( ~ l o o m i n ~ t o n :  I n d i a n a  U n i v e r s i t y ,  1976) ,  
pp. 379-97. I 



FOLKLORE AS A SPECIAL FORM OF CREATION 

The na ive  real ism which p a r t i c u l a r l y  
characterized the misguided theoretical or ienta- 
t ion of thought d u r i n g  the second h a l f  of the 
nineteenth century has a l ready been superseded 

v 
b y  the newer direct ions i n  sc ient i f ic  thought. 
Only i n  the areas of those humanist ic d isc ip l ines 
whose proponents were so preoccupied w i t h  the 
col lect ion of mater ia ls  and by  speci f ic  concrete 
problems that  they were d is inc l ined to rev ise 
phi Iosophical assumpt ions, and  thus were 
na tu ra l  l y conservative i n  the i r  theoretical p r i n -  

V 
ciples, d i d  na ive  rea l ism continue to expand 
and  frequent ly even g a i n  momentum in the 
beginn ing of th is  century.  

However strange the p h i  losophical per- 
spective of na ive  rea l ism may seem to the 
modern invest igator  ( a t  least where t h i s  per- - 
spect i ve  has not become catechism o r  i r r e fu tab le  
dogma), nevertheless a whole series of formula- 
tions, representing a d i rect  outgrowth of the 
phi losophical assumptions of science d u r i n g  the 
second ha l f  of the nineteenth century,  continue 

1 
to l i v e  on in many f ie lds  of cu l t u ra l  study as 
smuggled ba l las t ,  a vestige res t r i c t i ng  sc ien t i f i c  
development . 

A typ ica l  product of na ive  rea l ism was 
the widespread thesis of the neogrammari ans tha t  
the language of the i nd i v i dua l  i s  the one a n d  

w 
only rea l  language. Epigrammatical ly  stated, 
th is  thesis asserts that ,  in the f i n a l  analysis,  
only the speech of a p a r t i c u l a r  person a t  a 
p a r t i c u l a r  po in t  i n  time represents an  actua l  
r ea l i t y ,  whi le  every th ing  else i s  merely a the- 
oret ical-scient i f ic  abstract ion.  However, noth ing 
i s  qu i te  so foreign to contemporary e f for ts  in 

1 
l i ngu is t i cs  as t h i s  thesis, which became one of 
the cornerstones of the neograrnrnarian school. 



Alongside the i nd i v i dua l ,  p a r t i c u l a r  speech 
act--parole according to Saussurel s term- 
inology--modern l i ngu is t i cs  also recognizes 
langue, that  is, "a col lect ion of necessary con- 
ventions adopted b y  a social body to permit  the 
exercise of that  facu l t y  [ language] among 
ind iv idua ls . ' '  In  th is  t rad i t iona l ,  interpersonal  
system th is  o r  that  speaker may introduce 
personal var ia t ions,  which can nonetheless be 
interpreted on ly  as i nd i v i dua l  deviat ions from 
langue, and on ly  w i t h  respect to langue i t se l f .  
They become facts of langue a f te r  the community, 
the bearers of a p a r t i c u l a r  langue, has 
sanctioned them and accepted them as be ing  
general ly  admissible. Herein l ies the d is t inc t ion  
between, on the one hand, transformations of 
language and, on the other hand, i n d i v i d u a l  
speech er rors  ( lapsus),  the products of i nd i v i du -  
a l  whim, of strong emotional states, o r  of the 
aesthetic impulses of the speaking i nd i v i dua l .  

When we come to the question concerning 
the l'conception'l of t h i s  o r  that  language in-  
novation, we can  examine those cases where 
language transformat ions take p l  ace as a resu l t 
of a k i n d  of social izat ion o r  general izat ion of 
i nd i v i dua l  speech e r ro rs  ( lapsus), i nd i v i dua l  
emotional states, o r  aesthetic deformations of 
speech. Language changes may also o r ig ina te  
i n  a d i f ferent  manner; namely, when they con- 
s t i tu te  an  inevi table,  r egu la r l y  determined resu l t  
of speech changes which have a l ready occurred 
and a re  embodied d i rec t l y  in langue ( t he  bio-  
logical  concept of monogenesis). But w i t h  the 
usual  changes f o r  l i ngu i s t i c  change in  effect 
we can speak of the "b i r th "  of a language in -  
novat ion on ly  from that  moment when i t  con- 
s t i tu tes a social fact, i.e., when the community 
of speakers has adopted i t  as i t s  own. 

I f  we cross now from the f i e l d  of 
l i ngu is t i cs  to that  of fo lk lore,  here we encounter 
pa ra l l e l  phenomena. An item of fo lk lo re  pe r  se 
begins i t s  existence on ly  a f ter  i t  has been 



adopted b y  a g i v e n  community, a n d  o n l y  in 
those of i t s  aspects wh ich  the  community h a s  
accepted . 

Let  u s  suppose t h a t  a member o f  a com- 
mun i t y  has  composed something. Should t h i s  o r a l  
work, c reated b y  the  i n d i v i d u a l ,  b e  unac- 
ceptab le  to the community f o r  one reason o r  
another, shou ld  the  rema in ing  members o f  t he  
community not adopt  i t ,  then i t  i s  condemned 
to  f a i l u r e .  Only the  chance t r a n s c r i p t i o n  of a 
co l lec tor  c a n  rescue i t  b y  t r a n s f e r r i n g  i t  f rom 
the sphere of o r a l  composit ion to t h a t  of 
l i te ra tu re .  

The French poet of t he  1860s, Comte de 
L a u t d a m o n t ,  o f fe rs  a t y p i c a l  example of t he  so- 
c a l l e d  pohtes maudi ts ,  i .e., poets who a r e  
rejected, s i  lent1 y ignored,  a n d  unrecognized by 
the i r  contemporaries. He pub1 ished a smal l 
volume which  a t t r a c t e d  no a t ten t i on  a n d  found  
no readersh ip ,  as  was the  case w i t h  h i s  o the r  
works, wh ich  remained u n p r i n t e d .  At the age 
of twenty- four  he  was over taken b y  death. 
Decades pass.  I n  l i t e r a t u r e  there a r i ses  the  so- 
c a l  led  s u r r e a l i s t  movemen t, in many respects 
in concordance w i t h  Laut r&amont ls  poe t ry .  
Lautrgamont i s  r e h a b i  l i tated--his works  a r e  pub- 
l ished,  he i s  ce lebra ted as  a master a n d  g a i n s  
inf luence.  But  what  would have  become o f  
Lautr6amont i f  he  h a d  o n l y  been the  composer 
of works of o r a l  poe t ry?  Upon h i s  dea th  h i s  
works would have  d isappeared wi thout  a t race.  

Here we have  c i t e d  the  most extreme case, 
in wh ich  e n t i r e  works a r e  re jected.  Yet i t  i s  
poss ib le  t h a t  s i n g l e  t r a i t s  on l y ,  p e c u l i a r i t i e s  
o f  form, o r  s i n g l e  mot i fs  may be  re jec ted o r  no t  
adopted b y  contemporaries. I n these ins tances 
the envi ronment p runes  the c reated work to i t s  
own taste. And, aga in ,  e v e r y t h i n g  re jec ted b y  
the environment s imp ly  does not  e x i s t  as  a f a c t  
of f o l k lo re ;  i t  fa1 I s  from use a n d  d ies  out .  

One of Goncharov ' s  heroines t r ies ,  be fore  
r e a d i n g  a novel ,  to asce r ta in  the outcome o f  the  



plot .  Let us assume that  a t  a cer ta in  time the 
average reader bahaves in the same way. For  
example, when read ing  a work he too may pass 
over a l l  descript ions of nature, regard ing  them 
as dragging,  tiresome ba l las t .  No matter how 
much a novel may be distor ted by  the reader, 
no matter how much i t  might conf l ic t  i n  i t s  corn- 
posi t ion w i th  the expectations of the cur rent  
school of l i terature, no matter how fragmentar i  l y 
i t  might be perceived, s t i l l  i t  re ta ins  i t s  
potent ia l  existence in tact .  A new time w i l l  come 
which w i l l  r ehab i l i t a te  the once-rejected 
features. But t ransposing these facts to the 
sphere of fo lk lore,  let  us suppose that  the com- 
muni ty demands that  the outcome of the p lo t  be 
revealed i n  advance, and we w i l l  see that  every 
fo lk  n a r r a t i v e  w i l l  i nev i tab ly  adopt a composi- 
t ional  scheme of the sort we encounter in 
Tolstoy 's story "The Death of I v a n  I ly ich, "  i n  
which the outcome of the p lo t  precedes the na r -  
ra t ion .  I f  descript ions of nature displease the 
community, they a re  s t r icken from the fo lk lo re  
repertoire. I n  short, i n  fo lk lore  on ly  those forms 
are re ta ined which ho ld  a funct ional  va lue f o r  
the g iven community. I n  th is  way one funct ion 
of a form may c lear l y  be replaced b y  another. 
But as soon as a form becomes non-functional 
i t  dies out i n  fo lk lore,  whi le  i n  a l i t e r a r y  work 
i t  re ta ins  i t s  potent ia l  existence. 

Yet another I  i terary-h is tor ica l  example i s  
that  of the so-cal led "eternal companionsw-- 
wr i ters  who, i n  the course of centuries, a r e  
interpreted in d i f ferent  ways from d i f ferent  ori- ' 
entations, b y  each according to i t s  own manner 
and i n  a novel fashion. Many of these wr i te rs '  
pecu l iar i t ies ,  which were strange, incompre- 
hensible, unnecessary, and undesirable to the i r  
contemporaries come to be great ly  values a t  a 
la ter  time, and sudden1 y become topical ; tha t  
is ,  they become product ive l i t e r a r y  factors. Th is  
too i s  possible on ly  i n  the realm of l i t e ra tu re .  
For example, i n  o ra l  poetry what would have 



become of Leskov 's  l i ngu i s t i ca l l y  d a r i n g  and  
innovat ive output, which has requ i red  several 
decades to become a product ive l i t e r a r y  fac tor  
i n  the l i t e r a r y  e f for ts  of Remizov and  subsequent 
Russian prose wr i ters? Leskov s environment 
would have purged h i s  works of h i s  b i z a r r e  
s t y l i s t i c  techniques. I n  a word, there remains 
a profound d is t inc t ion  between l i t e r a r y  and  fo lk -  
l o r i c  transmission. In the f i e l d  of f o l k l o re  the 
poss ib i l i t y  of r eac t i va t i ng  poetic fac ts  i s  s ig-  
n i f i can t l y  smal ler .  I f  the bearers of a g iven  
poetic t r ad i t i on  should d i e  out, t h i s  t r a d i t i o n  
can no longer be resuscitated, wh i le  i n  l i t e r -  
a tu re  phenomena which a re  a hundred o r  even 
several hundred years o l d  may rev i ve  and  be- 
come product ive once aga in  ! 

From the above discussion i t  c l ea r l y  fo l -  
lows that  the existence of a work of fo l k lo re  
requires a group to accept and  sanct ion i t  f o r  
i t s  cont inuat ion.  I n  fo l k lo re  research the pre- 
vent ive censure of the community must be kept  
i n  mind constant ly as a fundamental p r i nc i p l e .  
W e  del i beratel  y use the term "preventive, f o r  
i n  consider ing a f o l k l o r i c  fac t  we a re  concerned 
not w i t h  the moments p r i o r  to i t s  b i r t h ,  no r  
w i th  i t s  "conception," no r  w i t h  i t s  embryonic 
l i fe ,  bu t  w i th  the "b i r t h "  of the fo l k lo re  fac t  
as such and  w i t h  i t s  subsequent fate.  

Folk lore researchers, the Slavs i n 
p a r t  icular--who have a t  the i r  d isposal  perhaps 
the l i ve l ies t  and  r ichest  fo l k lo re  mater ia l  i n  
Europe--f requent l y propound the thesis tha t  there 
i s  no s i gn i f i can t  d i f ference between o ra l  poetry 
and l i t e ra tu re ,  and  that ,  i n  both cases, we a r e  
dea l ing w i t h  the unmistakeable products of 
i nd i v i dua l  creat ion.  Th is  thesis traces i t s  
o r ig ins  d i r ec t l y  to the inf luence of na i ve  re-  
a l ism: we a re  unable  to ve r i f y  communal cre- 
a t ion by  means of empi r ica l  invest igat ion,  there- 
fore i t  i s  necessary to postulate a n  i n d i v i d u a l  
creator o r  i n i t i a t o r .  Vsevolod Mi l l e r ,  a t yp ica l  



neogrammarian i n  l i ngu is t i cs  as well as fo l k -  
l o r i s t i c ~ ,  remarks on the subject of fo l k lo re  i n  
the fo l lowing way: "By whom i s  i t  conceived? 
By the communal c reat ion of the masses? But t h i s  & 
too i s  a f ic t ion,  since human experience has 
never observed such creat ion .'I Here, wi thout  
a doubt, the inf luence of our  everyday sur -  
roundings f inds  expression. Wri t ing,  not o r a l  
c rea t i v i t y ,  i s  the most f am i l i a r  and  best-known - 
form of c rea t i v i t y  to us; and  so ou r  accustomed .I 

notions a re  egocentr ical I y projected onto the 
area of fo l k lo re  as wel l .  Thus the moment of 
b i r t h  of a l i t e r a r y  work i s  reckoned from the 
po in t  of i t s  be ing set down on paper  by  i t s  
author;  and, b y  analogy,  the po in t  a t  which r. 

an o ra l  work i s  f i r s t  object ivized, i.e., u t -  W 
tered by  i t s  creator, i s  regarded as the moment 
of i t s  birth--when in r e a l i t y  the work becomes 
f o l k l o r i c  fac t  on ly  a t  the moment of i t s  ac- 
ceptance b y  the community. 

Adherents to the thesis of the i n d i v i d u a l  - 
character  of f o l k l o r i c  creat ion tend to subst i tu te  w 

the concept of anonymity f o r  that  of co l lec t i v i t y  . 
Hence, f o r  example, a well-known handbook of 
Russian oral poetry contains the fo l lowing state- 
men t : 

I t  i s  c l e a r  t h a t ,  when d e a l i n g  w i t h  a  r i t u a l  song, i f  we '--. 
.I 

do n o t  know who t h e  c r e a t o r  o f  t h e  r i t u a l  was o r  who composed 
t h e  f i r s t  song, t h i s  does n o t ,  however, c o n t r a d i c t  t h e  i d e a  
of  i n d i v i d u a l  c r e a t i o n ,  b u t  t e s t i f i e s  s i m p l y  t h a t  t h e  r i t u a l  
i s  so o l d  t h a t  we can d e t e r m i n e  n e i t h e r  t h e  composer n o r  
t h e  o r i g i n a t i n g  c i r c u m s t a n c e s  of  t h i s  a n c i e n t  song, so c l o s e -  - 
l y  bound up w i t h  t h e  r i t u a l ;  and, f u r t h e r m o r e ,  t h a t  i t  a r o s e  w 
i n  a  s i t u a t i o n  where t h e  p e r s o n a l i t y  o f  t h e  a u t h o r  had  
aroused no i n t e r e s t ,  f o r  wh ich  reason t h e  memory o f  h i s  p e r -  
s o n a l i t y  has n o t  been p r e s e r v e d .  I n  t h i s  manner t h e  i d e a  
o f  "communallt c r e a t i o n  need n o t  be i nvoked .  

What i s  not taken i n t o  account here i s  tha t  - 
there can be no r i t u a l  without sanction b y  the 'cr 

community; that  t h i s  i s  a cont rad ic t io  in 



adiecto; and tha t  even i f  i n  the germ of th i s  
o r  that  r i t u a l  there l ay  a n  i n d i v i d u a l  expres- 
sion, the pa th  from th i s  expression to the r i t u a l  
i s  jus t  as long as the p a t h  from the i n d i v i d u a l  
d is tor t ion of speech to grammatical l i ngu i s t i c  
mutation. 

What has been sa id  concerning the o r i g i n  
of r i t u a l  (o r ,  s im i l a r l y ,  of a work of o ra l  po- 
e t r y )  may also be app l ied  i n  r ega rd  to the 
evolut ion of r i t u a l  ( o r  to f o l k l o r i c  evo lu t ion in 
genera l ) .  The d is t inc t ion  employed b y  l i ngu i s t i c s  
between a change i n  the ru l es  of language and  
the i n d i v i d u a l ' s  dev ia t ion from these rules--a 
d is t inc t ion which has not on ly  quan t i ta t i ve ,  b u t  
also fundamental q u a l i t a t i v e  signif icance--re- 
mains almost tota l  l  y fore ign to fo l k lo r i s t i cs .  

One of the inherent  d i s t i ngu i sh ing  features 
between fo lk lo re  and l i t e ra tu re  i s  the concept 
of the essence of a work of a r t .  

I n  fo l k lo re  the re la t ionsh ip  between the 
work of a r t  on the one hand, and  i t s  ob- 
ject iv izat ion-- i  .e., the so-called va r i an t s  of t h i s  
work as performed b y  d i f ferent  indiv iduals--on 
the other, i s  completely analogous to the re la-  
t ionship between langue and  paro le .  L i k e  
langue, the f o l k l o r i c  work i s  extrapersonal  and  
leads on ly  a potent ia l  existence; i t  i s  on ly  a 
complex of p a r t i c u l a r  norms and  impulses, a 
canvas of actual  t rad i t i on ,  to which the per- 
formers impar t  I  i f e  through the embel l ishments 
of the i r  i nd i v i dua l  c rea t i v i t y ,  j us t  as the 
producers of pa ro le  do w i t h  respect to langue. 

To the extent that  these i n d i v i d u a l  i n -  
novations i n  speech (o r  fo lk lore)  conform to the 
exigencies of the community and an t i c ipa te  the 
regu la r  evolut ion of langue ( o r  fo lk lore)  they 
become social ized and  form the const i tuent  
elements of langue ( o r  the elements of a fo l k lo re  
work)  . 

The l i t e r a r y  work i s  object iv ized,  ex i s t i ng  
concretely and independently of the reader;  and  
every subsequent reader app l  ies himself d i r ec t l y  



to the work. This i s  not the pa th  of a fo lk lo re  
work f rom performer to performer, bu t  r a t  her  
a pa th  from the work to the performer. The 
interpretat ions of other performers may, of 
course, be taken in to  account; bu t  th is  i s  on ly  
one of the ingredients i n  the reception of the 
work, and by  no means the only source as i n  
fo lk lore.  The ro l e  of the performer of a fo lk lo re  
work should not, under any circumstances, be 
ident i f ied w i th  that  of e i ther  the reader o r  w i t h  
that  of the rec i ter  of a l i t e r a r y  work, much less 
w i th  that  of the author.  Considered from the 
viewpoint of the performer of a fo lk lore  work, 
these [ fo lk lo re ]  works represent a fac t  of 
langue; that  is, an extrapersonal, g iven fac t  
a l ready independent of the performer, a l though 
admi t t ing of manipu la t ion and the in t roduct ion 
of new poetic and o rd inary  mater ia l .  But f o r  
the author of a l i t e r a r y  work, t h i s  [ l i t e r a r y ]  
work appears to be a fact of parole;  i t  i s  not 
g iven a p r i o r i ,  bu t  i s  dependent upon an  
i nd i v i dua l  rea l izat ion.  A l l  that  i s  g iven i s  a 
context of current1 y effect ive works of a r t ,  
against  the background of which--that is, 
against  the background of whose formal requi re-  
ments--the new work of a r t  is  created ( b y  ap- 
p rop r i a t i ng  some of these forms, rework ing 
others, and d iscard ing  s t i l l  others) and should 
be perceived . 

A s ign i f i can t  dif ference between fo lk lo re  
and l i te ra tu re  l ies  i n  the fact that  the former 
i s  oriented spec i f ica l ly  toward langue, and the 
la t te r  toward parole.  According to the accurate 
character izat ion of the sphere of fo lk  lore g iven  
by  Potebnia, the [ f o l k ]  poet has no reason to 
view h i s  work as h i s  own, whi le  v iewing the 
works of other poets of the same c i r c l e  as 
strange. The ro le  of censure exercised by  the 
community i s  d i f ferent  in l i te ra tu re  and fo lk lore,  
as was pointed out above. In the case of fo lk -  
lore, censure i s  imperat ive and consti tutes and  
inescapable condi t ion f o r  the generation of works 



of a r t .  the w r i t e r  may g i v e  more o r  less con- 
s i d e r a t  ion to the demands o f  h i s  envi ronment ; 
b u t  however he  may adap t  to these demands, 
what i s  l a c k i n g  here  i s  the  i nseparab le  fus ion  
of censure a n d  the  work, wh ich  i s  c h a r a c t e r i s t i c  
of f o l k lo re .  A l i t e r a r y  work i s  not predetermined 
b y  censure a n d  cannot  be  e n t i r e l y  d e r i v e d  f rom 
i t ,  b u t  can  o n l y  approx ima te l y  surmise i t s  
demands, a t  t imes correct1 y ,  a t  t imes incor rec t -  
l y .  Many of the  communi ty 's  expecta t ions  a r e  
not taken i n t o  cons idera t ion  a t  a l l .  

The f i e l d  of n a t i o n a l  economics o f fe rs  a 
close p a r a l l e l  to the r e l a t i o n s h i p  between l i t e r -  
a t u r e  a n d  the consumer i n  the concept of 
"market product ion,"  w h i l e  f o l k l o r e  comes c loser  
to "product ion  on demand .I1 

A d iscrepancy between the  demands of t he  
environment a n d  a l i t e r a r y  work may be  the  
resu l t  of a mistake;  b u t  i t  may a l so  stem f rom 
the conscious i n ten t ion  of the  a u t h o r  a t tempt ing  
to res t ruc tu re  the  demands of the  envi ronment 
and  reeducate i t ,  in a l i t e r a r y  sense. Such a n  
attempt b y  the au tho r  to in f luence pos te r i t y  may 
a lso  f a i l .  Censure may not  y ie ld ,  a n d  between 
i t s  s tandards  a n d  the work there a r i ses  a n d  an- 
t inomy. There i s  a tendency to conceive of t he  
" fo l k  au thor "  as  s i m i l a r  to, a n d  model led a f t e r  
the " I  i t e r a r y  poet"; b u t  t h i s  t ranspos i t i on  i s  
i napprop r ia te .  I n cont ras t  to the  "1 i t e r a r y  poet," 
the " fo l  I< poetn--accordi n g  to the r e l e v a n t  ob- 
se rva t  ion made b y  Anichkov--does not  c reate  "a 
new environment." Any des i re  to change the  en- 
v i ronment i s  completely a l i e n  to him. The ab-  
solute supremacy of "p reven t i ve  censure," wh ich  
renders  a n y  conf l i c t  w i t h  the  censure f r u i t  less, 
produces a specia l  k i n d  o f  p a r t i c i p a n t  i n  poet ic  
c rea t ion  a n d  leads t h i s  pe rsona l i t y  to  renounce 
any  a t tack  aimed a t  overcoming censure. 

I n  the conception of f o l k l o r e  as a n  expres-  
s ion  of i n d i v i d u a l  c r e a t i v i t y ,  the  t r e n d  toward  
e f fac ing  the boundary  between the h i s t o r y  o f  
I  i t e r a t u r e  a n d  o f  f o l k l o r e  reached i t s  h ighes t  



poin t .  We bel ieve, however, as fol lows from the 
above discussion, tha t  t h i s  thesis must be sub- 
jected to serious rev is ion.  Does t h i s  rev is ion  
necessari ly mean r e h a b i l i t a t i n g  the Romantic 
conception of fo l k lo re  which was at tacked so 
sharp ly  b y  the representat ives of the aforemen- 
t ioned doctr ine. Without a doubt, yes. The 
descr ipt ion of the di f ference between o ra l  poetry 
and  l i t e ra tu re  of fered b y  the Romantic theore- 
t i c ians  contained a number of correct thoughts, 
and the Romantics were r i g h t  i n  emphasizing 
the "herd nature"  of o ra l  poetic c rea t i v i t y  a n d  
comparing i t  to language. But a long w i t h  these 
correct theses, the Romantic concept ion a lso con- 
ta ined a series of assert ions which can no 
longer be supported b y  contemporary sc ien t i f i c  
c r i  t ic ism. 

Furthermore, the Romantics placed too 
great  a va lue  on the genetic autonomy a n d  
o r i g i n a l i t y  of fo lk lore .  Only the e f for ts  of the 
succeeding generations of scholars have  
demonstrated the enormous ro le  p layed  in fo lk -  
lore b y  the phenomenon which i s  designated as 
"gesunkenes Ku I t u rgu  t" by  modern German fo lk -  
l o r i s t i c ~ .  Th is  may g i v e  the impression tha t  the 
ro le  of co l lec t ive  creat ion i n  fo l k lo re  i s  con- 
s iderab ly  del imi ted b y  the recogni t ion of the 
important, sometimes even exc lus ive pos i t ion 
which th is  "gesun kenes Kul  tu rgu t "  assumes i n  
the fo l k  reperto i re.  But t h i s  i s  not the case. 
Works of a r t  which a r e  borrowed b y  fo l k  poetry 
from the h igher  levels of society may be, i n  a n d  
of themsel ves, t yp ica l  examp Ies of personal 
i n i t i a t i v e  and  i n d i v i d u a l  c rea t i v i t y .  But the 
question i tse l f  concerning the sources of fo l k lo re  
l ies, b y  i t s  very  nature,  outside the boundar ies 
of fo l k lo r i s t i cs .  Any question regard ing  hetero- 
geneous sources becomes a target  f o r  sc ien t i f i c  
in terpreta t ion on ly  when considered from the 
po in t  of view of the system i n  which i t  i s  
formulated-- in t h i s  case that  of fo lk lore .  What 



i s  important f o r  f o l k l o r i s t i c  science i s  not the 
o r i g i n  and existence of sources, which l i e  out- 
s ide of fo lk lore,  bu t  the funct ion of bor rowing 

w 
and the selection and  t ransformat ion of the bor- 
rowed mater ia ls.  From t h i s  perspect ive the we1 l- 
known assert ion that  "the f o l k  does not create, 
i t  re-createstt loses i t s  edge, since we have no 
r i g h t  to draw an  impenetrable boundary between 

w 
product ion and  reproduct ion and  to consider the 
l a t t e r  as h a v i n g  somehow lesser va lue.  Re- 
product ion does not mean pass ive appropr ia t ion ;  
and i n  t h i s  sense there i s  no fundamental d i f -  
ference between Mol igre, who reworked the p l a y s  
of an t i qu i t y ,  and  the f o l k  which, to use 
Naumannt s expression, "unsings a n  a r t  song .It 

u 
The transformat ion of a work of so-cal led 
monumental a r t  i n to  a so-called p r i m i t i v e  one 
i s  equal ly  an act of c rea t i v i t y .  Crea t i v i t y  i s  
expressed here as much as i n  the selection of 
appropr ia ted works as i n  the i r  adaptat ion f o r  
other conventions and  expectat ions. Establ ished 

* 
I i te ra ry  forms, fo l lowing the i r  transference to 
fo lk lore,  become the raw  mater ia l  f o r  transforma- 
t ion. Against the background af di f ferent  poetical 
circumstances, a d i f ferent  t rad i t i on ,  and  a d i f -  
ferent re la t ionsh ip  to a r t i s t i c  values, the work 
i s  interpreted i n  a new manner; and  even those 

I 
formal st ructures which a t  f i r s t  g lance seem to 
have been preserved i n  the bor rowing shou I d 
not be regarded as ident ica l ,  as to a prototype.  
I n  these a r t  forms, according to the expression 
of the Russian l i t e r a r y  c r i t i c  Tynianov,  an  ex- 
change of funct ions takes place. From the stand- * 
point  of funct ion,  wi thout  which unders tand ing 
of the a r t i s t i c  fac ts  i s  impossible, the work of 
a r t  outside of fo lk lore,  and the same work of 
a r t  as adapted by  fo lk lore ,  a re  two d i s t i nc t l y  
d i f fe rent  th ings.  

w 
The h is to ry  of Pushk in ' s  poem "The Hus- 

sar"  furnishes a character is t ic  example of the 
way i n  which a r t  forms change the i r  funct ions 
i n  passing from fo lk lo re  to l i t e ra tu re  and, v ice 



versa, from l i t e ra tu re  to fo lk lore .  The t yp i ca l  
f o l k l o r i c  n a r r a t i v e  about a simple man's  en- 
counter w i t h  the other wor ld  (where the c r u x  
of the n a r r a t i v e  l ies  i n  the descr ip t ion of the 
d e v i l ' s  ant ics)  i s  transformed b y  Pushk in  i n t o  
a series of genre-pictures through the psycho- 
logical  del ineat ion of the main characters a n d  
the psychological mot ivat ion of t he i r  treatment. 
The main hero--the Hussar--as well  as f o l k  
superst i t ion a re  depicted w i th  a humorous 
co lor ing b y  Pushkin.  The Marchen which Pushk in  
uses i s  " fo lksy";  however, i n  the poet 's  re-  
work ing "folksiness" i s  a n  a r t i s t i c  device, be ing  
foregrounded, so to speak. For Pushkin the un- 
educated speech of the f o l k  na r ra to r  i s  a 
p iquante subject f o r  ve rs i f i ed  treatment. Push- 
k i n ' s  poem reverted back to fo l k lo re  and  was 
incorporated in to  several va r i an t s  of "Tsar 
Maximi l ian, "  one of the most popu la r  stage 
pieces of the Russian fo lk  theatre. Here i t  
serves, a long w i t h  other l i t e r a r y  borrowings,  
to f i l l  out the t rans i t i ona l  episode, and  i s  one 
of a number of co lor fu l  divert issements dep ic t ing  
the hero of t h i s  episode, the Hussar. The over- 
b lown braggadocio of the Hussar i s  as much in 
keeping w i t h  the aesthetic s p i r i t  of buffoonery 
as i s  the humorous po r t r aya l  of the dev i l  
f i gu re .  Nevertheless, the tendency of Pushk in ' s  
humor to g rav i t a te  toward a tone of romant ic 
i rony ce r t a i n l y  has l i t t l e  i n  common w i t h  the 
buffoonery of "Tsar Maximi l ian"  which as- 
s imi lated the poem. Even i n  those va r i an t s  where 
Pushk in ' s  poem was re l a t i ve l y  l i t t l e  altered, 
i t  i s  interpreted by  a folklore-educated p u b l i c  
i n  the i r  own pecu l ia r  way, especial ly  in i t s  
performance b y  f o l k  actors and i n  the context 
of the dramat ic  pieces which sur round i t .  I n  
other va r i an t s  t h i s  change i n  funct ion i s  mani- 
fested d i r ec t l y  i n  the form, w i t h  the character is-  
t i c  conversational verba l  s ty le  of Pushk in ' s  poem 
read i l y  transformed in to  f o l k  verse; and of the 
o r i g i na l  poem a l l  tha t  remains--stripped of i t s  



motivations-- is the p l o t  out l ine,  to which i s  ap- 
pended a series of t yp i ca l  jests and gags. 

No matter how mutua l l y  in ter tw ined the 
fates of l i t e ra tu re  and  o ra l  poetry might  be, 
no ;r~ait.er how common o r  thorough t he i r  rec iproca l  
inf luence may have been, no matter how of ten 
fo lk lore  and  l i t e ra tu re  may have affected one 
another; we a re  not ent i t led,  i n  sp i te  of a l l  
th is,  to efface the boundary between o r a l  poetry 
and l i t e ra tu re  f o r  the sake of genetic ana lys is .  

Another notable e r ro r  in the Romantic 
character izat ion of fo lk lore ,  a long w i t h  the as- 
sumption of i t s  o r i g i n a l i t y ,  was the thesis t ha t  
only a fo l k  not s t r a t i f i e d  in to  classes--a sort  
of col lect ive personal i ty  w i t h  a s ing le  soul and  
a s ing le  wor ldview; a community which does not 
acknowledge i n d i v i d u a l  expressions of human 
act i v i  ty--could create fo l k  lo re  and  be  the agent 
of communal creat ion.  We f i n d  t h i s  inseparab le  
association of communal c reat ion w i t h  a 
' 'p r imi t ive  c u l t u r a l  community" nowadays i n  the 
work of Naumann and  h i s  schoot, w h o  a r e  in 
agreement w i t h  the Romantics on a number of 
~ssues  : 

Here i n d i v i d u a l i s m  does n o t  e x i s t .  We s h o u l d  n o t  h e s i t a t e  
t o  draw a n a l o g i e s  f rom t h e  a n i m a l  k ingdom, wh i ch  o f f e r s ,  
i n  f a c t ,  t h e  c l o s e s t  p a r a l l e l s .  . . . True f o l k  a r t  i s  com- 
munal a r t ,  b u t  no  l e s s  t h a n  swa l l ows -nes ts ,  beeh i ves ,  o r  
s n a i l - s h e l l s  a r e  p r o d u c t s  o f  c o m ~ u n a l  a r t .  

"They a re  a l l  d r i ven  b y  a s ing le  impulse," adds 
Naumann concerni n g  the bearers of communal 
cu l ture ;  "they a re  a l l  i nsp i red  b y  the same 
thoughts and  purposes." I n  t h i s  concept there 
l ies  a h idden danger, inherent  i n  any inference 
drawn d i r ec t l y  from a social mani festat ion to 
menta l i ty ;  e.g., from the proper t ies  of a 
l i ngu is t i c  feature  to those of thought.  (The 
danger of a s im i l a r  i den t i f i ca t ion  has been ad- 
m i rab l y  exposed b y  Anton Mar t i . )  We f i n d  the 
same th i ng  i n  the f i e l d  of ethnography;  the un- 
chal  Ienged dominance of col lect ive menta l i ty  i s  



b y  no means a necessary condi t ion f o r  communal 
creat ion,  even i f  such a mental i ty  does o f fe r  
an  especial ly  favorab le  ground f o r  i t s  most com- 
plete rea l iza t ion.  Nor i s  communal c rea t i v i t y  b y  
any means foreign even to a cu l tu re  which i s  
permeated b y  i n d i v i d u a l  ism. We need look no 
f u r t he r  f o r  examples than  the widespread anec- 
dotes, legend-I i k e  rumors and  gossip, superst i -  
t ions and my th-structures, and  accepted customs 
and modes of thought i n  present-day educated 
c i rc les .  I n  addi t ion,  the Russian ethnographers 
who have invest igated the v i  l lages i n  the Moscow 
d i s t r i c t  can p rov ide  a great  deal of informat ion 
concerning the connection between a r i c h  and  
v i t a l  fo l k lo re  reper to i re  and  the va r i e t y  of soci- 
a l ,  economic, ideological ,  and even moral d i f -  
fe rent ia t ions among the peasant ry .  

The development of o ra l  poetry (o r ,  
s im i l a r l y ,  l i t e ra tu re )  may be exp la ined to a 
great  extent not only in psychological terms, 
bu t  i n  funct iona l  terms as well .  Compare, f o r  
example, the simultaneous existence of o ra l  po- 
e t r y  and l i t e ra tu re  i n  the very same educated 
c i rc les  i n  Russia d u r i n g  the s ixteenth and  
seventeenth centuries. Here I i te ra tu re  f u l f i l l e d  
one set of c u l t u r a l  tasks, and o ra l  poetry 
another. Na tu ra l l y ,  i n  the u rban  s i tua t ion  l i t e r -  
a tu re  gained the upper hand over folklore-- 
market product ion over product ion on demand. 
But to the conservat ive v i l l a g e  i nd i v i dua l i zed  
poetry i s  jus t  as a l i en  as market p r o d u c t i o ~ .  

Accepting the thesis of fo l k lo re  as a 
mani festat ion of communal c rea t i v i t y  poses a 
series of p rac t i ca l  problems for  fo l k lo r i s t i cs .  
Undoubted1 y, the t rans la t ion  of methods and  con- 
cepts stemming from the treatment of I  i t e ra r y -  
h is to r i ca l  mater ia ls  to the f i e l d  of f o l k l o r i s t i c s  
has f requent ly  h indered the ana lys is  of fo l k lo re  
a r t  forms. I n  pa r t i cu l a r ,  too l i t t l e  emphasis has 
been placed on the fundamental d i s t inc t ion  
between a l i t e r a r y  text  and  the wr i t ten  record 



of a work of f o l k lo re ;  f o r  a t r a n s c r i p t i o n  in -  
e v i  tab1 y d i s t o r t s  t h i s  work, t ranspos ing  i t  to  
a d i f f e ren t  ca tegory .  

w I t  would be ambiguous to speak of 

i den t i ca l  forms w i t h  respect to f o l k l o r e  a n d  
I  i te ra ture .  Thus, f o r  example, the concept of 
"verse," wh ich  on the  sur face appears to have 
the same meaning i n  l i t e r a t u r e  as  in  fo l k lo re ,  
ac tua l  l  y  represents two r a d i c a l  l y  d i f f e r e n t  

w e n t i  t ies in func t i ona l  terms. Marcel Jousse, a 

sens i t i ve  researcher of o r a l  me t r i ca l  s t y l e  ( s t y l e  
o r a l  r h y t h m i q u e ) ,  r e g a r d s  t h i s  d i s t i n c t i o n  as  
of such importance t h a t  he reserves the  terms 
"verse" a n d  "poetry"  f o r  l i t e r a t u r e  alone, sub- 
s t i t u t i n g  the des ignat ions  "met r ica l  schema" a n d  

v "ora l  s ty  le t '  respect ive ly  in t h e i r  a p p l i c a t i o n  

to o r a l  creat ions,  in o r d e r  to a v o i d  r e a d i n g  i n t o  
these concepts the  usua l  l i t e r a r y  content .  Jousse 
has b r i  l l i ant1 y demonstrated the  mnemotechnical 
func t ion  o f  these "metr ica l  schemata." He in te r -  
p re ts  o r a l  me t r i ca l  s t y l e  in  a "se t t i ng  o f  spon- - taneous n a r r a t o r s "  in  the  f o l l o w i n g  manner:  

I m a g i n e  a  l a n g u a g e  

p h r a s e s ,  t h e  f o u r  
a r e  f i x e d  f o r  a l l  

i n  w h i c h  t h e  t w o  o r  t h r e e  h u n d r e d  r h y m e d  

o r  f i v e  h u n d r e d  t y p e s  o f  m e t r i c a l  s c h e m a t a  
t i m e  a n d  t r a n s m i t t e d  w i t h o u t  m o d i f i c a t i o n  

by  o r a l  t r a d i t i o n .  F rom t h a t  t i m e  f o r t h  p e r s o n a l  i n v e n t i o n  
w o u l d  c o n s i s t  o f  t a k i n g  t h e s e  m e t r i c a l  s c h e m a t a  as  m o d e l s  

a n d  c r e a t i n g  i n  t h e i r  image ,  b a l a n c e d  b y  t h e  u s e  o f  
s t r u c t u r a l  c l i c h e s ,  o t h e r  a n a l o g o u s  m e t r i c a l  s c h e m a t a  h a v i n g  

t h e  same r h y t h m ,  t h e  same s t r u c t u r e  . . . and,  a s  f a r  a s  

p o s s i b l e ,  t h e  same m e a n i n g .  

Here the r e l a t i o n s h i p  between t r a d i t i o n  a n d  im- 
w prov i sa t i on ,  between langue  a n d  p a r o l e  i n  o r a l  

poetry i s  c l e a r l y  de f ined.  The verse, the  
strophe, a n d  the  s t i l l  more compl icated composi- 
t i ona l  s t ruc tu res  i n  f o l k l o r e  cons t i t u te  a power- 
f u l  support  of t r a d i t i o n  on the one hand ,  a n d  
on the o ther  (c lose ly  bound u p  w i t h  the  f i r s t )  

w a n  e f fec t ive  resource f o r  improv i sa t i ona l  

technique. 



Any typo logy  of f o l k l o r e  s t ruc tu res  must 
be constructed independent ly  o f  t h a t  of l i t e r a r y  
s t ruc tures .  One of the  most p ress ing  problems 
of l i n g u i s t i c s  i s  the e labora t i on  of a phonet ic  
a n d  morphological  typo logy .  I t  i s  r e a d i l y  ap-  
pa ren t  t h a t  there e x i s t  general  s t r u c t u r a l  r u l e s  
wh ich  languages do not  v io la te ,  a n d  ev iden t  
tha t  the v a r i e t y  o f  phonological  a n d  morpho- 
l og i ca l  s t ruc tu res  i s  l im i ted ,  a n d  may b e  t raced  
to a comparat ive ly  smal l  number o f  bas i c  types;  
f rom which  i t  fo l lows t h a t  the v a r i e t y  o f  
s t ruc tu res  of communal c r e a t i v i t y  i s  a l s o  
bounded. Parole perm i t s  a r i c h e r  v a r i e t y  o f  
mod i f i ca t ions  t h a n  langue. These conclus ions o f  
comparat ive  l i n g u i s t i c s  c a n  be  cont ras ted to the  
remarkab le  v a r i e t y  of l i t e r a r y  themes on the one 
hand,  a n d  the  l i m i t e d  select ion of Marchen 
themes on the  o ther .  T h i s  l i m i t a t i o n  c a n  b e  ex- 
p l a i n e d  b y  the  commonal i ty of ne i the r  sources, 
psyche, n o r  ex te rna l  c i  reumstances. The occur- 
rence of s i m i l a r  themes i s  founded in the  
general  laws of poet ic  composition; a n d  l i k e  
the s t r u c t u r a l  r u l e s  o f  language,  these laws a r e  
more un i fo rm a n d  s t ronger  in t h e i r  a p p l i c a t i o n  
to co l l ec t i ve  than  to i n d i v i d u a l  c reat ion .  

The next  task  f a c i n g  synchron ic  f o l k -  
l o r i s t i c s  i s  the  systemat ic  cha rac te r i za t i on  o f  
the a r t  forms which  cons t i t u te  the c u r r e n t  reper -  
t o i r e  of a g i v e n  community--vi l lage, reg ion,  o r  
e thn ic  group- - tak ing  i n t o  account such fac to rs  
as  the  rec ip roca l  r e l a t i o n s h i p  of systemat ic  
s t ruc tures ,  the h i e r a r c h y  o f  these s t ruc tures ,  
a n d  the d i f fe rence between p roduc t i ve  s t ruc tu res  
a n d  those wh ich  h a v e  lost t h e i r  p r o d u c t i v e  
capac i t y  . Fo l  k l o r e  r e p e r t o i r e  p rov ides  a means 
of d i s t i n g u i s h i n g  not o n l y  e thnograph ic  a n d  ge- 
og raph ic  groups, b u t  a l so  groups cha rac te r i zed  
b y  sex (male  a n d  female f o l k l o r e ) ,  age 
( c h i  Id ren,  adolescents, o l d  people),  a n d  occupa- 
t ion  (herdsmen, f ishermen, so ld ie rs ,  thieves, 
e t c . ) .  To the  ex tent  t h a t  these occupat ional  
g roups  mentioned create  f o l k  lore f o r  themsel ves, 



these fo lk lo re  cycles may be compared to profes- 
s ional  jar'gons. But there a re  a lso fo l k lo re  
reperto i res which, a1 though be long ing to a 
p a r t i c u l a r  occupational group, a re  d i rec ted a t  
consumers who s tand a t  some distance from the 
group. I n  these instances the creat ion of o ra l  
poetry i s  one of the professional t rademarks of 
the group. Thus, f o r  example, i n  a l a rge  p a r t  
of Russia re l ig ious  poetry i s  performed almost 
exc lus ive ly  b y  the kaliki perekhozhie, the wan- 
der ing  beggars, who a re  f requent I y organized 
in to  special societies. The performance of r e l i g i -  
ous poetry i s  one of the major sources of t he i r  
l ivel ihood. Between t h i s  sort  of example of the 
complete separat ion of producer and  consumer, 
and  those cases of the opposite extreme i n  which 
near l y  the en t i re  community i s  a t  the same time 
producer and  consumer (e.  g . , proverbs,  anec- 
dotes, Schnaderhupfel , cer ta in  genres of  both  
r i t u a l  and  non-r i tua l  songs) there ex is ts  a 
series of intermediate types. Wi th in  a p a r t i c u l a r  
set t ing a group of ta lented i nd i v i dua l s  emerges 
to more o r  less monopolize the product ion of a 
p a r t i c u l a r  fo l k lo re  genre, such as the Marchen. 
These i nd i v i dua l s  a re  not professionals, and  the 
product ion of poetry does not const i tute t he i r  
chief occupation o r  source of income; they a r e  
ra the r  amateurs who pursue the i r  poetic ac- 
t i v i t i e s  d u r i n g  the i r  le isure time. Here i t  i s  im- 
possible to es tab l ish  a complete iden t i f i ca t ion  
between producer and consumer; b u t  ne i ther  i s  
there a complete separat ion.  The boundary  
f luctuates. There a re  people who a re  more o r  
less Marchen na r ra to r s  and  yet, b y  the same 
token, a lso audience; the amateur creator  jus t  
as eas i ly  becomes a consumer, and  v ice versa. 

Oral poetic c reat ion remains C O I I P C ~ ~ V ~  
even i n  the cases of separat ion between 
producer and  consumer, except that  then the col- 
lect ive aspect takes on speci f ic  qua l i t i es .  Here 
we have a community of producers, and  "pre- 



vent ive censure" i s  more independent of the con- 
sumer than i f  the creator and consumer a r e  
ident ical  and censure serves the interests of 
product ion and consumption to the same degree. 

Under one condi t ion only does o ra l  poetry 
by i t s  na tu re  transcend the bounds of fo lk lo re  
and cease to be a col lect ive creation: speci f icat-  
ly ,  i n  the instance when a well- integrated corn- 
muni ty of professionals w i th  a so l id  professional 
t r ad i t i on  behaves toward cer ta in  poetic creat ions 
w i th  such a pious a t t i t ude  that  they attempt a t  
a l l  costs to preserve these creations w i t h  no 
changes whatsoever. That t h i s  i s  more o r  less 
possible i s  demonstrated by a number of 
h is to r i ca l  examples. The vedic hymns were 
passed down i n  the course of the centuries b y  
the pr ies ts  i n  t h i s  manner--from mouth to mouth 
" i n  baskets, " according to the Buddhist term- 
inology. A l l  efforts were directed toward 
guard ing  the texts against  distort ion--a goal 
which was achieved, apa r t  from ins ign i f i can t  
innovations. There, where the ro le  of the com- 
muni ty consists only of preserving a corpus of 
poetic works elevated to the status of inv io lab le  
canon, creat ive censure, improvisation, and col- 
lect i ve  creat ion cease to ex is t .  

As a counterpart  to the marg ina l  forms 
of o ra l  poetry we may also mention those of 
l i te ra ture.  For example, the ac t i v i t y  of the 
anonymous authors and  scribes of the Midd le  
Ages, without leav ing the domain of l i te ra ture,  
possessed cer ta in  features which brought i t  
closer i n  p a r t  to o ra l  poetry. The scribe, not 
infrequent1 y, treated the work which he copied 
as one of a number of mater ia ls ava i l ab le  f o r  
h im to rewr i te .  But however many t rans i t iona l  
phenomena may appear on the boundary between 
i nd i v i dua l  and communal creation, we do not 
intend to fol low the example of the infamous 
sophist who racked h i s  b r a i n  over the question 
of how many g ra ins  of sand must be removed 
from a sand p i l e  before i t  ceases to be a p i le .  



Between any two ne ighbor ing domains of cu l t u re  
we may wish to choose there a re  a lways  border  

Y and t rans i t i ona l  zones. Yet t h i s  circumstance 
does not a l low us to deny e i ther  the existence 
of two d is t inc t  types, o r  the usefulness of  
keeping them separate. 

When in due course the gap between fo lk -  
lore and  l i t e r a r y  h is to ry  has narrowed to the 

w poin t  of a l l ow ing  a number of questions of a 
genetic na tu re  to be answered, then the separa- 
t ion of both d isc ip l ines  and  the rees tab l i sh ing  
of the autonomy of f o l k l o r i s t i c s  i s  l i k e l y  to 
f ac i l i t a t e  the in te rp re ta t ion  of the funct ions of  
fo lk lore,  and  the discovery of i t s  s t r uc tu ra l  - pr inc ip les  and  special features. 




