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Abstract


Wallace Chafe has reported that 81 percent of grammatical subjects in a 10,000-word sample of conversational data were verbalized as given information and that virtually all of those (98 percent) were in fact pronouns.  Of the remaining 19 percent of grammatical subjects in the sample, 16 percent were verbalized as accessible information.  The remaining 3 percent, while being verbalized as new information, were of "trivial importance" to the on-going topic of the conversation; i.e., they were mentioned only once and never again.  To explain these findings, Chafe has proposed a "light subject constraint," which entails that all subjects in conversational discourse are either (a) not new, or (b) of trivial importance.


Chafe has also reported the results of a study of the light subject constraint in various genres of written texts (passages taken from Hemingway, Hawthorne, and TIME magazine) in which 30 percent or more of the grammatical subjects verbalized new information (as opposed to only 3 percent in the conversational data he analyzed).  As in the conversational data, new subjects in his written data almost always verbalized information that was of trivial importance.  The few that did not were analyzable in ways that highlight important differences between speech and writing (for example, some refer to information sources that are processed as several information units and are therefore given high rhetorical prominence, especially in literary texts).


This paper applies Chafe's methodology to the analysis of two written discourse genres that are significantly different from the three that he studied, and more representative of the essential cognitive processes involved in generating written texts.  Both sets of data consist of transcripts of unrevised hand-written discourses by Charles Rennie Mackintosh, the Scottish architect and artist (1868-1928).  The first text is from a travel journal and the second is the complete written-out text of a formal lecture.  Both texts resulted from the implementation of highly spontaneous cognitive processes involved in producing written discourse, without the influences of revisions by the author or by editors (as in the three texts that Chafe studied).  The travel-journal text deals with concrete ideas (descriptions of what Mackintosh saw on a tour of Italy) and is primarily addressed to Mackintosh himself as audience.  The lecture text deals with abstract ideas (the nature of art and how it should be taught) and is primarily addressed to an audience other than its author.


In both written samples, the percentages of grammatical subjects verbalizing new information is significantly below the percentages in the three written passages that Chafe analyzed, and the few that do occur verbalize trivial information, thus indicating that the cognitive processes involved in producing written discourse are systematically governed by the light subject constraint.  Exceptions to the light subject constraint, such as the ones Chafe encountered in the revised and edited texts that he analyzed, probably arise in the process of conscious reflection on and revision of the language of the text.  In fact, close analysis of those exceptions seems to indicate that they may be instances of discourse foregrounding employed by authors for aesthetic effect.


In 1994, Wallace Chafe published a landmark book-length synthesis and update of his ideas on the relationship between cognitive experience and language entitled, Discourse, Consciousness, and Time: The Flow and Displacement of Conscious Experience in Speaking and Writing.  Chapter 7 of that book (pp. 82-92) is titled, "Starting Points, Subjects, and the Light Subject Constraint."  In a 1987 article, "Cognitive Constraints on Information Flow," he had called it "the light starting point constraint" (p. 37; cf. also Chafe, 1991).

        The light subject constraint is a relatively new idea of Chafe's, but it is intimately related to some of his previous proposals concerning how ideas are activated in consciousness and verbalized as given, accessible, or new in discourse (cf. pp. 71-81).  For a number of years, Chafe has been proposing that ideas can have three cognitive statuses vis-à-vis consciousness: These are (1) active (already in focal consciousness), (2) semi-active (in peripheral consciousness), or (3) inactive (in long-term memory, but not yet in consciousness).  Ideas considered by the speaker to be active in the listener's consciousness are verbalized as given, ideas considered to be semi-active are verbalized as accessible, and ideas considered to be inactive (and thus needing activation) are verbalized as new (cf. pp.71-81).   The unit of language within which this verbalization takes place is the intonation unit (cf. pp. 53-70).

        Although Chafe has based his work over the years on a variety of data sources, most of his findings and examples in the 1994 book derive from careful analysis of an extensive sample (approximately 10,000 words) of naturally occurring conversational data. (p. 5).

        Chafe begins his discussion of the light subject constraint by pointing out that the grammatical subjects of constructed sentences like The farmer kills the duckling or A girl saw John, which regularly appear in linguistic articles and textbooks, "would be produced only under the most bizarre circumstances, if one could imagine them being produced at all" (p. 84).  He then reports (p. 85) that 81 percent of grammatical subjects in his data sample were verbalized as given information; i.e., all lacked the intonational prominence associated with new information and virtually all (98 percent) of the 81 percent were in fact pronouns.  Of the remaining 19 percent of grammatical subjects in his sample, 16 percent were accessible; i.e., while being marked with moderate intonational prominence and typically being verbalized as full noun phrases, the ideas they verbalized had occurred earlier in the discourse or were part of a relevant conceptual schema (p. 86).  The final 3 percent of grammatical subjects, while having the intonational prominence of new information and typically being full noun phrases, verbalized ideas that were of "trivial importance" to the on-going topic of the conversation; i.e., they were mentioned only once and never again (pp. 88-91).  The light subject constraint thus entails that all subjects in conversational discourse are "either (a) not new, or (b) [if new, then] of trivial importance" (p. 92).

        Why would such a constraint exist in language?  Well, it seems that, for a speaker of English to interact effectively, it is not enough to assess correctly the activation states of ideas in the listener's consciousness and then to formulate intonation units that appropriately verbalize those ideas as given, accessible, or new.  Intonation units must flow cohesively.  And this is what grammatical subjects are for.   In his 1994 book (p. 83) Chafe cites his 1976 article in which he used the metaphor of "a hitching post, characterizing the subject referent as the one to which the new contribution is attached" (1976, pp. 43-43).  That is, subjects/starting points exist to make communication cohesive.  And whereas the intonation unit (within which activation status is verbalized) and the clause (in relation to which subjects are usually defined) are not necessarily coextensive, there is nonetheless a high degree of correlation between them (1994: 65-66).  But what is most interesting is the claim that whether subjects are the starting points of intonation units or not, or whether they are the subjects of independent clauses, subordinate clauses, or clause fragments, the light subject constraint still applies.  This is no small claim.


Chafe's ideas on human language have fascinated me for nearly thirty years, but I became interested in the light subject constraint in particular when I used his 1994 book in a graduate seminar on discourse analysis.  I had a recording of a long conversation throughout which two speakers were in what Chafe calls the immediate (as opposed to the displaced) mode of consciousness; i.e., they talked only about what was perceptible in the immediate environment and not at all about remembered or imagined events.  In the conversation that I analyzed, every single one of more than 400 grammatical subjects (not just 97%) verbalized given or accessible information.  I reported these findings to the 1996 meeting of ILA here at NYU (Broderick, 1996).  My conclusion was that in conversational discourse in the immediate mode of consciousness, an even stronger version of the light subject constraint was manifest: a version requiring that all grammatical subjects verbalize given or accessible information and none verbalize new information, not even trivial new information.


In doing the research for my 1996 ILA paper, I had read a related article by Chafe that focused on written discourse.  The article, entitled, "Grammatical Subjects in Speaking and Writing"  (Chafe 1991), reported the results of a study of the light subject constraint in various genres of written texts (1000-word passages taken from Hemingway, Hawthorne, and TIME magazine) in which 30 percent or more of the grammatical subjects verbalized new information (as opposed to only 3 percent in the conversational data Chafe analyzed -- and zero percent in the conversational data that I analyzed).  As in the conversational data, new subjects in Chafe's written data almost always verbalized information that was of trivial importance.  The few that did not were analyzable in ways that, according to Chafe, highlight important differences between speech and writing.  (For example, one of his explanations was that some of the non-trivial new grammatical subjects in the texts he analyzed refer to information sources that are processed as several information units and are therefore given high rhetorical prominence, especially in literary texts.)  I found this article interesting when I read it, but a bit anomalous.  My study of spoken discourse in the immediate mode of consciousness showed no exceptions (not even Chafe's 3 percent of exceptions) to the strong form of the light subject constraint.   However, Chafe's analysis of the written texts showed that in them new subjects could average 30 percent, an unspecified number of those new subjects could be outright exceptions, and additional explanations in addition to "triviality" needed to be adduced to explain those exceptions.


I didn't think much more about this issue until December of 1996, when I was again in Manhattan and visited an exhibition at the Metropolitan Museum of Art of works by the Scottish Architect, Designer, and Artist, Charles Rennie Makintosh.  Two folio pages of a handwritten lecture of his were posted near the entrance to the exhibition.  The ideas expressed on the pages were highly creative and provocative.  This led me to read and reread them very carefully -- I kept coming back to them as I toured the exhibition, each time gaining deeper insight into their meaning in light of the drawings, architectural models, furniture, and installations of entire rooms that formed the core content of the exhibition.  Of course, being the linguist that I am, I began to focus on the form as well as the content of his language.  I noticed, among other things, that a relatively strong form of the light subject constraint seemed to be at work in the text -- a written text, and a formal written text; it was in fact part of the final written version of a formal lecture that he delivered to a professional gathering of artists and art teachers in 1902.


When I returned home to Virginia, I found a book in my university's art library entitled, Charles Rennie Mackintosh: The Architectural Papers.  Not only did the book contain the entire text of the lecture, it also had a facsimile of the same two folio pages that I had seen at the Met exhibition printed on its end papers.


In examining the collection of Mackintosh writings, I noticed that some of the texts were personal handwritten journals from a trip to Italy -- a notably different genre from the ones that Chafe studied.  I decided to analyze approximately 1000 words from the travel journals, and then to analyze the complete formal lecture (it is about 2000 words in length).  My hypothesis was that the cognitive processes that govern the actual production of unedited written texts will not differ significantly from those that govern the production of spoken texts -- even if such a text is a pre-planned formal text being written as a final draft from which to read the lecture to an audience.   I had three reasons to focus on Mackintosh's writings in pursuing this hypothesis: (1) The texts are inherently very interesting -- especially the formal lecture (to me, it was one of those pieces of prose that fundamentally alter one's worldview).  (2) It was produced by a person who was highly gifted but was not a language scholar or creative writer who might be consciously playing with language (he seems, in fact, to have been an awful speller); his writing would thus be likely to represent natural cognitive processes of written text production (3) The Mackintosh texts were produced in the late 19th and very early 20th centuries, at the end of the age when the art of "writing" was still the art of handwriting and not of typing or word-processing.  (Chafe has reported in another article (1982) that handwritten texts are produced as much as ten times more slowly, in the rate of words per minute, than spoken texts, and three times more slowly than typed texts.)


First let me report briefly on my analysis of the travel-journal genre.  I limited my analysis to a sample comparable in size to the three samples that Chafe analyzed in his 1991 article, about 1,000 words.  My first discovery was that these travel-journal texts indeed  represent a quite distinct genre from any of the texts (spoken as well as written) that either I or Chafe had analyzed in the research mentioned earlier in this paper.  Because the travel-journal texts were written with no audience other than Mackintosh himself in mind, the very mechanisms used to monitor the consciousness of an interlocutor or potential reading audience seem to have been activated only minimally, if at all.  Or, to put it another way, the only consciousness relevant to the discourse structure of the text seems to have been the author's own consciousness.  One might even say that, not only is the strong form of the light subject constraint active, but that it is in overdrive.  Most of the paragraphs in the text are like the following one from April 6: 

*
6 April
Monday, 6th April 1891.


Ø Rose about 7.30 Ø had breakfast in Hotel (bread butter & coffee) then Ø took a walk to the public gardens {G}which are very fine. Ø Took car to Bank where {G}I drew £10 Ø got some tips about the town. next Ø went to British Consul Ø got permission to sketch in Museum. Pompiei &c. Then Ø started for Museum  Splendid collection of frescoes sculpture &c. Ø started to sketch but Ø was turned out at four oclock. Ø Had dinner in hotel then Ø went to Opera San Carlo with the Swords. Ø got home about 1 oclock & Ø went to bed immediately

In the above passage, the grammatical subjects are so "active" in consciousness, that they are not verbalized at all.  (I have indicated this by inserting a slashed zero symbol in positions in the text where grammatical subjects are elliptical.)  In this April 6 passage, 14 potential subjects are not verbalized at all; only two are verbalized, and both are verbalized as given information (the two verbalized subjects are underlined).


Some grammatical subjects throughout the travel-journal sample that I analyzed are verbalized as accessible information.  Remember, that Chafe defines accessible information either as having been mentioned earlier in the discourse or as being part of a relevant conceptual schema.  In the April 14 passage cited at the end of this paragraph, there are 32 potential subjects, 23 of which are elliptical.  Of the 9 that are verbalized, 5 are verbalized as given and 4 are verbalized as accessible.  In fact, the April 14 sample illustrates quite well what Chafe means by a conceptual schema.  Mackintosh is using a telegraphic style in other ways than by deleting unstressed grammatical subjects.  When, in the fifth line of the passage, he writes "Church not much outside . . . ," he of course implies "(the) Church."  This implied "the," which marks church as "identifiable" to the reader, clearly indicates that a church is part of Mackintosh's schema for an Italian village.  The next mention of "This church" is accessible because it was previously mentioned.  The grammatical subjects in this passage that are verbalized as "The cloister of which" and "some parts of the convent" are analyzed as verbalizing accessible information because they are also part of the relevant church schema.  Here is the passage:

*
14 April
Tuesday 14th April.


Ø Most abominable Ø still raining and Ø very cold. Ø went from Hotel Trinacria to Hotel Rebecchino. Via Vittorio Emmanuele. Ø Started to sketch cathedral from window. Ø Had to stop {G}it was no good Ø no light & shade Ø Started for Monreale Ø go by car in half an hour then half an hours walk up/a steep & rugged mountain path. Ø Got up at last.{A}Church not much outside but golly what an interior. Ø Fairly took away my breath. most magnificently decorated in mosaics. {A}This church quite surpassed anything {G}I had yet seen. Next Ø went to the convent. {A}The cloister of which is very good. Ø Some most beautifully carved caps. {G}There are some 112 all round, and {G}they are all or nearly all different. {G}Some of them wonderfully good {A}Some parts of the convent very good romanesque. Ø Magnificent view of valley from garden. Ø Raining in torrents Ø had to abandon all work Ø was so dark and cold. Ø Got home about 5 oclock. Ø Had dinner then Ø went for a walk in town. Ø Came on rain again Ø had to go home. Ø Went to bed about 9 oclock/

In the overall selection of 1039 words that I analyzed from the travel-journals, 123 of 163 potential subjects were elliptical.  Of the 40 that were actually verbalized, 26 were given, 14 were accessible, and none were new.  That is, 91% of the grammatical subjects were either elliptical or were verbalized as given information, 9% were verbalized as accessible information, and 0% were verbalized as new information.  Thus it seems that the light subject constraint, in its strongest form, is an inherent characteristic of this particular genre of written discourse (i.e, descriptive/narrative personal diary entries).


But my main interest is in the formal lecture.  This is because it is quite comparable to the three written texts that Chafe analyzed.  It was planned in advance and written with attention to an audience, one or more consciousnesses, distinct from the author's own consciousness.  That is, the cognitive mechanisms at work in assessing information as active, semi-active, or inactive in another person's consciousness and then in verbalizing that information accordingly as given, accessible, and new were fully functional as Mackintosh created the text.  And the consequent need to use the light subjects as "hitching posts" to create coherence was also fully relevant.  


What made Mackintosh's formal lecture different from the texts that Chafe analyzed was primarily the fact that the Mackintosh text was evidently produced exactly as we see it, with no revisions of any kind.  It thus reveals more directly the actual cognitive mechanisms at work in the production of such texts.  Neither the author nor other editors have made any changes in it.


At the end of this paragraph, you will find the text of the entire lecture.  In it I have underlined every subject.  (I have also marked several imperatives, and counted them as having elliptical "given" subjects.)  in curly brackets immediately preceding each underlined grammatical subject, I have indicated whether the grammatical subjects in the accompanying line are given "{G}", accessible "{A}", new but trivial "{(N)}", or new and not trivial "{N}."  

CHARLES RENNIE MACKINTOSH

G.  Seemliness (1902)
[Paragraph #1]

{G}Seemliness.

[Paragraph #2]

{G}It was with timidity and misgivings that{G}I agreed to accept your very generous invitation to come here and address you tonight. Timidity, because {G}I have already had the pleasure of meeting some of your distinguished members and admiring them as men and as artists both in language and in line, misgivings because that so long as{G} you only desired me to come here, so long as you only assumed that I had anything to say, for just so long would {G} you be spared that feeling of acute disapointment which {G}I am sure will be the result of my appearance here tonight.{G}I have chosen as my theme "Seemliness" but {G}the theme will often be lost in my wanderings, will sometimes be only faintly heard in the variations.

[Paragraph #3]

{G}, I want to speak to you only as artists, and if {A}anything {G} I
say has already been said by any of you, {G}I sincerely hope {G}it will not loose anything on that account, but will because{G}it is in a sense reiteration in a sense mutual agreement, help us all to greater strength and courage, to present a brave front a more determined opposition in the great struggle {G}that must always {G}(I am afraid) continue to be waged by the advocates of individuality, freedom of thought and personal expression on the one hand and the advocates of tradition and authority on the other - the men of our own profession (some of them by the inexplicable irony of fate in high and exalted positions) {G}who because of their own imbecility imagine {G}they are conforming to a high convention or carrying on a laudable tradition,{G}who imagine{G}they are helping the cause of our art whereas {G}they are retarding it by feebly imating some of the visable and superficial features of beautiful old works and neglecting the spirit the intention the soul that lies beneath. 

{G}I want to speak on the possible improvement/in the design of everything, on the possible improvement in the education and work of architects and craftsmen as artists. To insist on some artistic intention being evident in the making or adornment of each article of everyday use or requirement, an appeal for a discriminating thoughtfulness in the selection of appropriate shape - decoration - design for everything no matter how trivial. I do not propose or presume to tell you how {G}this is or may be done. But as {A}my own thoughts and aspirations sometimes prompt a desire in myself, so, {G}I hope that {G}my thoughts though faintly expressed may arouse in some of you a desire an definite purposeful ambition. to do this, to strive always and constantly to make everything of the best that passes through your hands, {G}I do not for a moment propose to deal with the tangible qualities of our art, but rather with the intangible - with the qualities that are excited by ambition and instinct, not the product of learning or accumulated knowledge not so much with the technical as with the etherial the indefinable side of art {G}We have all heard and {G}I have no doubt spoken ourselves about the bad taste, want of thought, lack of appreciation - the vulgarity of the public - of the ordinary man in the street. but {G}I do not think {G}it will do any of us any harm to turn our attention for one night to the qualities and attainments, to the serious desires and longings of the majority of presumably highly educated artists and designers. {G}I do not ask any to lower their ideals of what {A}art is or should be, nor do {G}I say that what {G}I
advocate so poorly will raise anyones ideals to a higher level  their ambitions to a nobler sphere (although {G}I strongly hope and suspect {G}it will) {G}I only want each individual to know or seek to know when {A}the requirements of a thing - are fulfilled and when presented in beautiful form without violating the elements of usefulness on the one hand and appropriate beauty on the other {G}I may be only repeating often expressed ideas, but I hope that even {G}the repetition of those ideas, may arouse in some of you further desires to renew resolves which {A}circumstances may have
dulled, may suggest some slight interest, {G}which interest if carefully nourished, may develop into real earnest endeavour, may lead to some new and personal achievements in the arts which {G}we all so much desire to further. {A}The architect the art worker depends very greatly for his success upon a kind of instinct, a synthesis, or integration of myriads of details and circumstances  of which {G}he cannot be directly conscious but {A}the appreciation of {G}which makes the master in every profession.  But {A}this appreciation must be inborn, {G} it can be cultivated, but {G}it cannot be acquired {G}it must be a personal one and expressed without resorting to the remote accessories in use elsewhere. The commonplace acquirable/accessories which mark the feeble mind the mind imbued with the stolidity of stupidity, the mind {G}that thinks {G}it follows but as a fact only abuses all precedent all tradition all custom. {A}The subject of such appreciation is almost inexhaustible for the questions of an artists Knowledge {A}his learning must inevitably merge into that of his perceptions, his visions his divinations. {A}The Architect must become an art worker, and be content to forego the questionable distinction & pleasure of being respected as the head (perhaps the founder) of a large and successful business - {A}the art worker must become an architect. {A}Architecture must no longer begin and end with the mechanical possibilities of the tee square the set square the pencil bows the deviders; {A}the undoubtedly meritoriouswork of those necessary instruments may be likened to the alphabit, the grammer, of language, the artistic and beautiful phrasing of literature, to the more precious adornments of a building, and {G}that is just where {A}the real work of an architect/as an artist should and must begin if {A}the architect is to be appreciated as an artist, if {G}his work is to be given to the world and understood by its people as the great mother art, the all embracive the comprehensive embodiment of all the arts. But to do this requires conviction.{N}The man with no convictions - no ideals in art, - no desire to do something personal something his own, no longing to do something that will leave the world richer his fellows happier is no artist. {N}The artist who sinks his personal convictions - who lives not up to his ideals is no man.  {N}The only true modern individual art in proportion in form and in colour, is produced by an emotion, produced by a frank and intelligent understanding of the absolute and true requirements of a building or object - a scientific knowledge of the possibilities and beauties of material, - a fearless application of emotion and knowledge a cultured intelligence and a mind artistic yet not too indolent to/attempt the solution of theseproblems {G}that have not before arisen - not too indolent to attempt the task of clothing in grace and beauty the new forms and conditions that {N}modern developments of life - social-commercial and religious insist upon - 

[Paragraph #4]

{G}It is delightful to see thought and feeling and aspiration dressed in the bright rainment of present day art On the whole {G}I am inclined to believe that {A}much of the work of today - the work of many individual artists - will take its place in the world of art - and {A}the magic of time may be permitted to play on its present reputation as earnest individual work.



[Paragraph #5]

{G}I refer to the examples {G}we all know of living strenuous work
- not the work {G}that is carved in the image of emptiness and,inanity - this {G}we also know.{G}we know it because {G}it is so smeared and blurred with stupidity -so invaded and dominated by the spirit of dulness - so liable to swoon into meaninglessness- that/{A}to come to the work of some of our present day architects and designers is like an escape into the mountain air from the stagnant vapours of a morass. {N}Many people question you as to whether {A}the pleasure extractable from art work at all counterbalances the seeming bother of doing it. But {A}I think there can be no two answers to such questions -  {A}All artists know that {A}the pleasure derivable from their work is their lifes pleasure - the very spirit and soul of their existance. But {A}you must be independant - independant independant, dont talk so much - but do more – (imp)go your own way and (imp)let your neighbour go his. (imp)Don't meddle with other peoples ideas when you have all your work cut out of you in trying to express your own - Shake off all the props - the props traditions and authority offer you - and go alone  crawl - stumble - stagger -/but go alone - {G}You cannot learn to walk without tumbles and knocks and bruises, but {G} you will never learn to walk so long as there are props. {G}The props of art are - on the one hand - the slavish imitation of old work - no matter what date or from what country- and on the other hand the absurd and false idea - that {G}there can be any living emotion expressed in work scientifically
proportioned according to ancient principals - but clothed in the thin fantasy of the authors own fancy. - {A}The artists motto should be {G}I care not the least for theories for this or that dogma - so far as the practise of art is concerned - but take my stand on what {G}I myself consider my personal ideal. - And I am sure that N none of any gifts of reasoning - will question the value of a high ideal - a strong ambitious conviction -/as compared with the greatest knowledge of scientific theories of formulae.-{A}The focus of the true art of our country of the world is being gradually but surely accepted - and {G}that focus will eventually proove to be the work of the individual worker - will proove to be the emancipation of all artists from the stupid forms of education – {G}which stifles the intellect paralizes the ambition and kills emotion  And as {G}you are careful and anxious about the art {G}you yourself produce - as {A}each new achievement gives you pleasure and happiness - as {G}you are jealous of every thought you think - so also be jealous and happy in your seeking for and assisting in the encouragement of each youth of promisein your world - any youth {A}whose work may - no matter how slightly - suggests promise of further things - like the first flowers of spring – {G}who may be likened to the seeds and bulbs {G}which if carefully nurtured and tended may grow to be beautiful things - whereas if neglected or discouraged {A}their ultimate worth may be lost to the world for ever. {A}Each/spateful of earth carelessly thrown away - may contain the germs of the most beautiful flower the world has yet  seen- and {A}each years group of students may contain a new Heaven born jenius - What is - in an artist the most important - the essential faculty – {A}The artist may have a very rich psychic organisation - an easy grasp and a clear eye for essentials - a great variety of aptitudes - but {A}that which characterizes him above all else - and determines his vocation is - the exceptional development of the imaginative faculties - especially the imagination {G}that creates - not only the imagination {G}that represents – {A}The power which the artist possesses of representing objects to himself explains the halucinating character of his work - the poetry which pervades them - and their tendancy towards symbolism - But/{A}the creative imagination is far more important.- The artist cannot attain to mastery in his art unless {G}he is endowed in the highest degree with the
faculty of invention. In analizing the work of today, it will be found that this essential faculty is mostly conspicuous by its absence – {G}it will be found that {A}the art of the years that are past - recently past is lacking as to style or character – and lacking in substance as to matter - {G}It will be found profoundly and hopelessly wearisome - {A}the authors neither recognized arts limitations - acquiesced in its offices - nor apprehended its distinctions – {G}it is thin - light artificial - revealing no personality.

[Paragraph #6]

{N}What one misses in most of the work I refer to is - the large rythm that undulates through that of the great masters ancient and modern - the sustained note of informing purpose -the deep vibration of some unifying undertone/now rising to accent and emphasis - now souding faintly, beneath the multifareousness of accompanying motives - but always visable to an attentive sense as - the basis if not the burden of the theme with variations - the ensamble which every{A}artists work - no matter how trivial, should constitute. {N}Reason informed by emotion- expressed in beauty - elevated by earnestness - lightened by humour – {G} that is the ideal that should guide all artists.

{G}He must posess technical invention in order to create for himself suitable processes of expression - and above all {G}he requires the aid of invention in order to transform the elements with which {N}nature supplies him - and compose new images from them. {A}All good work is thoughtful and suggestive - carefully reasoned - and characterized no less by wide knowledge - than by closeness of observation and instinctive appropriateness – {A}Art is the flower – {G}Life is the green leaf/ Let every artist strive to make his flower a beautiful living thing - something {G}that will convince the world that {G}there may be – {G}there are things more precious - more beautiful more lasting than life. But to do this {G}you must offer real living - beautifully coloured flowers - flowers {G}that grow from but above the green leaf - flowers {G}that are not dead - are not dying - not artificial - real flowers springing from your own soul - not even cut flowers - you must offer the flowers of the art {G}that is in you - the symbols of all{G}that is noble - and beautiful - and inspiring - flowers {G}that will often change a colourless cheerless life - into an animated thoughtful thing.

[Paragraph #7]

How Beautiful the green leaf - how beautiful {A}life often is- but think of the stupendous possibilities of the flower thus offered - of art. And {G}it has been more towards art perhaps - more towards the flower I hope - that {G}I have tried to tempt your imagination tonight - tempted your imagination to the fact - that {A}the craftsman of the future must be an artist - not what {G}they too often are just now artistic failures/men and women {G}who are not intellectually fit to be architects painters or sculptors  And {G}it is by advocating this and insisting upon it that {A}all the applied arts will once again take their proper and dignified place in the world of artistic production - {G}it is only then that {G}they will command that respect which {G}we all so much desire – {G}it is only then that {A}craftsmen will begin to love and think highly of their own efforts their own art - and {G}it is only then that {N}the possible utility and beauty of every article of everyday use and personal adornment - will be realized - will be designed thoughtfully to suit its every purpose - will be designed beautifully to please artist and owner alike. {G}it is only then that {A}artists will thoroughly understand and appreciate the possible application and beauty of each material {G}he is called upon to handle. - that all the varied problems and materials {G}the {A}world has to offer will be understood - and thoroughly valued because of {A}the artistic possibilities that is in them.4
[Paragraph #8]

G17 unuttered utterances5
The little man playing the lion, who is surprised because he is not successful.

Carved in the image of emptiness and inanity lacking the hushed reserve that is always felt in nature the precious reserve that only true art posesses.

Let us look upon the result of the worlds artistic achievements as the beginning the morning of our lives - not the grave of our aspirations the death knell of our ambitions.

The artists may gather from A close and careful study of old work a great deal that will refine his tastes, that will help him to a more adaquate appreciation and therefore a fuller enjoyment of art and nature and life

Mackintosh's graphic designs of the early 1900s often create patterns through the unconventional placing and breaking of words: compare fig. 7. In the Seemliness manuscript he has made pronounced use of gaps and dashes of varying size, and while these occasionally punctuate sub-paragraphs, their role is primarily decorative. For clarity's sake an attempt has been made to replicate this in the transcription.  The increasing freedom of the sentence structure, particularly in the second half of the script, also reflects Mackintosh's involvement in his argument.

[Notes]




1. Dated at foot of page 'Xmas 1902'.

2. In the right hand margin, Mackintosh has inscribed 'See original XXX', probably a cross-reference to an earlier draft.

3. On the verso of G15 is a semi-legible note: 'artificial, appreciate, as before[?]'

4. On the verso of G 16 is inscribed: 'motives that prompted all my work not any isolated item'.

5. These aphorisms occupy the last page of the manuscript.


In the essay as a whole, there were a total number of 167 grammatical subjects.  Of these, 67% were given, 27% were accessible, 3% were new but trivial, and 3% were new and  not trivial.  The total percentage of new subjects was thus only 6%.  This is notably below the 30% or more that Chafe found in the written texts he analyzed.  In fact, only 5 of the 167 grammatical subjects in the essay did not conform to the light subject constraint.  I think this is an important finding in its own right, because it indicates that the light subject constraint is just as crucially important to the creation of cohesive discourse in written English -- even of pre-planned formal texts -- as it is in spoken English.  


As interesting as this finding is, I think an even more valuable insight about both the light subject constraint and about the seeming exceptions to it in pre-planned written discourse is discoverable through careful analysis of the patterning of new and not trivial grammatical subjects in the Mackintosh essay.  Chafe sought to explain the cases of new and not trivial subjects in the written texts he analyzed by proposing that they represented important information sources; he also noted that they were verbalized as multiple information units.  When I first read this explanation, I remember wondering why this would be the case.  


In search of some insight as to why this would be the case, let us now look more closely at the actual text of the Mackintosh essay, titled "Seemliness," cited in the previous few pages of this essay.  Now obviously, there is not space in this essay for me to comment line by line or even paragraph by paragraph.  But I can point out to you some very obvious patterns in the distribution of given, accessible, and new subjects.  And I can comment specifically on the very few and very interesting instances of new but not trivial grammatical subjects in the essay.


Notice that, up until the tenth line from the end of paragraph #3 of the essay, no grammatical subjects are new and the vast majority of them are given.  In these parts of the essay, Mackintosh introduces himself to his audience (artists, architects, and art teachers) and laments what he considers the sad state of their common profession: Those who dominate the field tend slavishly and superficially to imitate the past; the roles of architect and craftsmen are unnecessarily differentiated from that of artist; inborn talents are stifled.  Then, quite dramatically, beginning in the tenth line from the end of paragraph 3, three subjects in a row are verbalized as new information.  Furthermore, each is somewhat complex in its structure, and each consists of several intonation units.  The ideas expressed in this paragraph are quite provocative.  Rhetorically this is the core paragraph of the essay.  In it, the author is forcefully introducing the main ideas in his lecture (and the main ideas in his creative philosophy -- for this essay has come to be considered something of his manifesto as an artist).


I would like to contend that it is no accident that the rhetorical high point of this essay corresponds to the place in it where the first violation of the light subject constraint occurs -- not just one, but three violations in three successive sentences.  The author is in fact manipulating the light subject constraint in discourse structure in exactly the same way that writers have been shown to manipulate phonological, morphological, and syntactic constraints in order to create aesthetic or rhetorical effects.  I have in mind what scholars of literary stylistics have called foregrounding (cf. e.g., Mukarovsky, 1964).  Foregrounding occurs whenever writers, poets most often, use some feature of linguistic structure more or less than might be expected in a given communicative situation, thus giving a text intensified cohesion, or implying meaningful connections among items sharing such foregrounded features -- connections that are not asserted overtly in the syntax.  When foregrounding occurs at the phonological level, we may call it rhyme, or alliteration.  When it occurs lexically, we may call it extended metaphor.  When it occurs syntactically we may call it parallelism.  


My general thesis in this paper is that the light subject constraint is a central feature of discourse structure in English.  Violations such as the three in the paragraph we are looking at do not disprove its validity or its relevance.  In fact they confirm it:  There are just two other grammatical subjects in the "Seemliness" essay that are verbalized as new but not trivial.   The first (fourth example overall) begins in the sixth line of paragraph 6.  It too is the subject of a sentence whose meaning is highly provocative and which moves the essay's argument forward in an important way.  This grammatical subject is also long and composed of multiple intonation units.  It is so long in fact, that the author felt the need to restate it as the demonstrative pronoun that before proceeding to write the remainder of the sentence that is predicated of it.  The fifth and final example of a new but not trivial subject begins in the sixth line from the end of paragraph 7.  It too is long and provocative.  In fact, it asserts one of the axioms for which Mackintosh is most famous. 


If one were to build a monument to Charles Rennie Mackintosh, like the memorials to Jefferson and Kennedy in Washington DC, where quotations that were central to their philosophies are etched in stone, the five sentences in Mackintosh's essay that contain these violations of the light subject constraint might very well be the ones so etched.  From what I have come to learn about Mackintosh's art, these sentences, even taken from the context of the essay, perfectly summarize the ideas which inspired him to greatness as an artist and architect and for which he is best known.


A longer, publishable, version of this paper would certainly need to discuss and exemplify the literature on foregrounding in somewhat more detail than I have had time to today.  And I probably need to extend the analysis to a wider array of texts than the two I have analyzed.  I am nevertheless quite confident that this papers primary conclusions will hold up:  (1) Chafe's light subject constraint is just as rigorously at work when a literate user of English engages in the actual act of composing a written text (especially if it is handwritten) as it is at work in the formulation of spoken discourse, and (2) apparent exceptions may actually confirm its existence, for they can be explained as instances of foregrounding -- the creative manipulation of language for aesthetic or rhetorical effect.


Thank you for your attention and interest.
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