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Ferdinand de Saussure’s work on the structural theory of linguistics changed the way in language was viewed and studied.1 Building upon Saussure’s work, linguistic scholars referred to as ‘structuralists’ began to analyse narrative through a structural lens. Roland Barthes in the essay ‘An Introduction to the Structural Analysis of Narrative’ emphasizes how narrative is found within all human life; it is a universal presence.2 However, when studying the structure of narrative, linguists break down the overall narrative into smaller sequences in order to discover what makes narratives alike. During this structural analysis of narrative, linguists disregards the importance of characters, often referred to as ‘participants’, in order to focus on the specific events of the narrative. An action or movement a character or ‘participant’ makes that does not present an opportunity for the narrative is unnecessary to the analysis. Vladimir Propp, in his exploration of folk narratives,3 suggests that who does what should be disregarded in order to better analyse what is done and how that what may be found within other narratives.4 However, Barthes carefully imparts how every aspect of a piece of literature is meaningful, seeming to adopt the ‘all or nothing’ approach.5 Yet, still the analysis of characters as individual essences beyond the confines of the narrative is ignored in the structural approach. Shlomith Rimmon-Kenan writes in Narrative Fiction: Contemporary Poetics that ‘Structuralists can hardly accommodate character within their theories, because of their commitment to an ideology which “decentres” man and runs counter to the notions of individuality and psychological depth.’6 This structural commitment to viewing characters as convivences to the narrative may be acceptable when analysing action-driven literature, particularly the heroic and romantic tales of the medieval era, but it is lacking when analysing character-centred literature of the twentieth and twenty-first centuries. 
It is accepted that every narrative must sustain some type of character. The current mainstream perspective of what classifies as ‘good’ writing includes well-developed characters, with psychological and physiological depth to which individuals may relate. Stephanie Downs and Rebecca F. McNamara suggest in the article ‘The History of Emotions and Middle English Literature’ the idea that emotional expression in literature has become a prominent focus of the twenty-first century.7 When structuralists take apart a narrative to study the events and ignore the psychological and physiological subtext given to the characters within the narrative, important realisations may be missed as to how one is guided to interpret the events within a particular narrative. However, scholars such as Propp strive to show how there are a finite amount of narratives that exist in the world, grossly more concerned with connecting events between narratives rather than analysing how the meanings and reactions between similar events differentiate. Joseph Campbell, too, identifies a fixed set of narrative structures, reducing characters to mere mechanisms of the narrative, developing the idea of a character archetype, suggesting every character can fit within a particular set of guidelines, leading to the assumption that no writer has the ability to create a purely unique character.8 Although Propp and Campbell may not clearly identify themselves as structuralists, these basic perspectives towards the role of characters support the perspective of structuralism. Yet, if one merely focuses on the bare bones of each event or each character within a narrative rather than the subtext surrounding an event or character, there would be no point to writing or reading more than a few stories. Of course, characters do drive the narrative, but the truthfulness and relatability given to characters go beyond what is simply necessary to the narrative. 
Sir Orfeo9 is a medieval romance that is an apt example of characters merely fulfilling the expectations of the narrative. Characters immediately identify the conflict, vocally express the ways the conflict will affect one another and the kingdom, and debate on the most probable avenue toward a solution. The majority of the knowledge obtained about each character is directly told, either by the narrator or the character, rather than gained through an observant reading. However, as the realist movement took hold of literature, it became more about representing the true architecture of humanity within a narrative which required more focus on characters themselves, rather than the romantic and heroic wonder of the medieval period. Written many years after Sir Orfeo, The Awakening by Kate Chopin10 is a realist novel which reflects the way in which the structural role given to characters is short-sighted. Psychologically driven, full of motivation but determined to remain inactive, Edna is a character rounded with humanity in way in no character from Sir Orfeo compares. Although, Edna and Orfeo are both presented with internal struggles and griefs, there is a stark contrast to how those griefs are handled and processed, representing how the two characters claim a slightly different role in the individual narratives. 
In Sir Orfeo, Orfeo is confronted with his grief over his inability to protect his queen and his subsequent loss of her to the fairy world. Informing his kingdom that he can no longer live a full life without his queen, Orfeo retreats into the wilderness and gives up all of the fortunes he possesses as king. He is described to have lived in the wilderness for many years, feeding upon only what is available to him in the woods, with his only joy coming from the action of playing his harp for the animals around him.11 Yet, for even as Orfeo retreats to the wilderness, he does not have any profound realizations or experiences which suggest any change in his ideology or psychological state of mind. Downs and McNamara state that ‘Critics have interpreted Orfeo’s grief as the catalyst for the cyclical plot of the poem’,12 leading to the conclusion that if Orfeo had not been grieved at the loss of his love, there would be no narrative. There is no extra information given upon Orfeo’s state of mind or the way in which he is processing the changes in his life than what is necessary for a reader to understand in order to move the narrative along. In fact, Orfeo seems to be the same at the end of the tale as he was at the beginning, suggesting that now that the conflict has been resolved—his queen returned to his side—there was no lasting effects of his years living in the wilderness. Once he is shaved and bathed, he returns to the image of king he possessed at the beginning of the narrative.13 
In The Awakening, Edna is grieved over her inability to connect to her family as expected of her and struggles to remain inside the lines of her position. Edna spends the majority of the novel fantasizing about having an affair yet endeavouring to restrain herself to the subservient role of housewife and mother.14 Eventually, as the novel progresses, her internal struggle is defeated as she falls into the perceived ‘trap’ of what many critics view as the ‘Modern Woman,’15 separating herself more fully from her husband and children and acting upon her lustful desires. The way in which Edna’s mentality and ideology is altered by her negative state is referenced to and developed throughout the narrative of The Awakening. Instead of just shortly describing her struggles and suggesting those struggles as her motivation for her actions—leaving her husband and having an affair—her struggles are seen throughout her every moment within the narrative. Edna is a changed person nearing the end of the novel, guilted by her actions and wised by her discoveries. Although The Awakening concludes with Edna physically at the same place the novel began, she is fundamentally different as a person.
It is necessary to recognize that the writing styles of Sir Orfeo and The Awakening are fundamentally different and have different intentions. However, if one is only striving to analyse the basic structure of characters within the narrative structure, these two works represent how although characters’ actions are, structurally, about carrying the narrative, the decision to develop a character to a more connectable, human-like entity deserves a position within the analysis of narrative. Structuralists may view characters based on what the character ‘is’ or ‘does’ rather than how the character ‘feels’,16 but the emotional undertones have a profound effect on what a character ‘is’ and ‘does’ and may be too interlinked to ignore. The decision by a writer to give relatable and unique identities to characters beyond what is merely needed to tell the story is what makes stories so popular despite the fact that the structure of narrative is simply a repetitive sequence identifiable in every work of literature. 
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