- PART ONE » From Reading to Writing

ve can choose to imitate. And although reading voraciously is no guarantee that you will
vrite well, your writing is likely to get better if you continue to be an avid reader.

The first part of this book—Reading and Writing—covers the preliminary topics of
Lwriting course. Chapter 1 covers critical reading and introduces us to one of America’s
nost prolific writers, himself an avid reader who devoured hundreds of books each year.
“hapter 2 examines the role of rhetoric, an ancient discipline that is much misunder-
itood today. Chapter 3 illumines the weighty skill of synthesis—that is, imbedding other
vriters’ ideas into your own work, Chapter 4 covers the writer’s voice, while Chapters 5, 6,
nd 7 deal first with the nuts and bolts of choosing a thesis topic and organizing a paper,
ind then with the indispensable craft of paragraph writing.

Among the lessons Part One teaches is this: Writing is not an isolated skill that exists
wart from the intellect of the individual. It is, instead, ingrained in the whole person.
ead widely and your writing is likely to get better as your judgment of good writing
natures. You are also likely to rediscover pleasures you once derived from memora-
sle storybooks—pleasures that have no box office charge, no crowds, and require no
1ardware more elaborate than a library card.

CHAPTER 1

Reading Critically

M Kinds of Reading

I'here are at least four different kinds of reading. Casual reading is the most common.
liveryone does it. The casual reader glances at magazines, newspaper headlines, letters,
cmail messages, and roadside signs. Casual readers read not because they want to, but
because they must. Many people, if not most, fall into this category.

Reading for pleasure—whether mystery novels, romances, or tales of adventure—
15 the second common kind of reading. Reading of this kind is relaxed and uncritical.
Many readers do it at bedtime to help them fall asleep. Pleasure readers don’t worry about
prasping the writer’s full meaning as long as they get the gist of it and are transported by
the writing to an imaginary world.

Reading for information, the third kind of reading, is practiced by information seek-
crs who use reading as a tool. This type of reading is usually done at work or at school.
Doing a job well or completing an assignment on schedule is the primary purpose of
reading for information. This type of reading requires attention, understanding, and
memorization.

Finally, there is critical reading—the kind of reading you must do for your college
classes and the kind we shall emphasize throughout this book. Critical reading is active
reading. You engage in a kind of mental dialogue with the writer. The writer says so-and-
50 is the case and you reply, “Maybe so, but what about this?” You annotate the margins
of the book you're reading with your reactions and comments. You not only try to under-
stand the author’s main point, but you also try to deduce any consequences of it. Teachers
and parents are forever muttering that students can’t read well—that they know what
the words say, but they don’t know what the words mean. Energetic curriculum creators,
abhorring this vacuum in students’ minds, recently jumped into the fray and designed
freshman composition courses that would encourage students to read critically. So what
is critical reading? One way to explain it is to say what it is not. Critical reading is not
sullibility—accepting as truth anything you read.

1. Analysis. First, students are encouraged to analyze their reading so as to see how
ideas are composed, how they are connected to other ideas, and how they are often
based on biases and prejudices. In research, it means to gather numerous sources
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that support a point. For instance, a student writing a paper on the results of online
dating will need to explore journals, books, and Internet sources to see what mar-
riage counselors, psychologists, and ordinary people have reported about online
romances and what opinions they have offered on the subject.

Synthesis. Next, students are encouraged to synthesize, which means to absorb or
blend the ideas analyzed and forge something new and original—belonging to them
alone and reflecting the student’s mind. In other words, the critical reader will form
his own opinion after studying the opinions of other thinkers. This reaching out for
new data from new sources can send students on highly exotic adventures. However,
the best part about synthesis is that it tampers down the students’ arrogance by
demonstrating that on most knotty subjects, more than a single opinion exists. For
instance, on the subject of online dating, a student will find through research that
while online dating is growing at an amazing speed, with thousands of single men
and women placing their profiles on the Internet, the results are not consistent.
Some couples are finding a harmonious and lasting relationship, but others discover
only sexual chaos and even dangerous liaisons. A student reading on the subject
must take into account various attitudes or findings, not just one.
Evaluation. The final step in critical thinking is to evaluate. This step is extremely
important because what it does is give students the power to assess and grade the
material read. After probing ideas that are for or against a point of view, the student
finally must take sides. Is online dating the best answer to finding a mate, or is it
hazardous? The student’s conclusion might well be that more study on the subject is
needed before anyone can state with certainty that marriages arranged through the
computer are either good or bad. As one teacher lectured to her class: “Blessed are
they who walk in the middle of the road, for they shall avoid extremes”
Throughout this book, we shall encourage you to read critically and to form an
educated opinion on various controversies. Should the retirement age be raised to
70, or should it remain at 652 Should the United States continue to spend billions
of dollars on foreign aid, or should we use the money to solve our own problems?
Should we create a path to citizenship for illegal aliens or should we have them
deported? These are topics on which writers disagree, and critical reading will of-
fer you the chance to place your own weight on the seesaw. In a way, this is a com-
plete reversal of teacher-student roles because critical reading requires that students
think on their own. Now, not all college professors approve of critical thinking. In
fact, some few consider it dangerous because they worry that it invites students to
pass judgment on whether they should accept or reject all ideas they confront-—even
time-honored truths. A few critics believe that within critical thinking lie the germs
of revolution, as in the French and American Revolution, Tiananmen Square, Kent
State, the 1963 march on Washington, and the Tea Party movement. Fear mongering
professors worry that students will ask questions such as these: “Is this class impor-
tant?” “Does anyone see an inconsistency in this university’s policy?” “Why should
[ conform?” “Shouldn’t T be allowed to think on my own and make my own rules?”
This book considers critical reading a boon, not a bane. One of our goals is
to have all students using this book learn how to solve problems by shining the
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Kinds of Reading

historical and cultural contexts of what you read. With experience, you will realize
that you cannot allow your personal experience to judge everything you read, but
you must see facts in the appropriate context in which they appear. For instance,
if a Libertarian insists that the local fire and police departments should be run
by a private owner, you have to understand that Libertarians believe, for better or
for worse, that the less the government is involved in our lives, the more we shall
flourish. Conversely, if some cultural progressive insists that the government must
take care of all of the poor and the weak, you have to understand that progres-
sives encourage government spending, especially on the dispossessed. Regardless
of where a writer stands on an issue, you will become a better writer yourself if you
read critically. The following guidelines will help you form the correct approach to
reading critically.

teps to Critical Reading
1.

Read actively. Determine the author’s main point as well as any secondary effects
that stem from it. Ask yourself whether you agree or disagree with the author’s
opinions. If you disagree, make a note in the margin saying why. If the author
makes a mistake of logic or fact, make a note on the page where it occurred.

2. Demystify the writer. Many of us have the tendency to regard writers as godlike

and to take everything they say as gospel. But writers are only human and are just
as likely to make mistakes as anyone else. Reading critically begins with kicking the
writer off the throne of public esteem and regarding the writer’s work as you would
any other human production—which is to say, prone to error.

3. Understand what you read. Reread difficult passages, looking up in a dictionary

all the unfamiliar words. You cannot form an opinion about what you have read
unless you understand what the author is saying. Some students find it helpful to
summarize aloud any difficult ideas they encounter. Reread any difficult chapter or
essay whose meaning you didn’t completely comprehend. A difficult-to-understand
point usually seems clearer the second time around. For example, Tolstoy’s massive
novel War and Peace, on first reading, seems like a tangled plot cluttered by an over-
whelming mass of scenes and characters. On second reading, however, the plot will
seem clearer and the scenes and characters more understandable.

Imagine an opposing point of view for all opinions. If the writer says that the Arab
punishment of cutting off the hands of a thief is more humane than the American
system of imprisonment, reverse the argument and see what happens. In other
words, look for reasons that support the other side. For example, if an essayist is
passionately against the use of dogs in medical research, try to see the opposing
point of view—namely, the benefits of such research to the lives of millions who
suffer from terrible diseases. A little digging will reveal that insulin, the use of which
has prolonged the lives of millions of diabetics, was discovered through research on
dogs. The argument boils down to this question: Does a puppy have the same worth
as a human baby?
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out possible biases and hidden assumptions, check the author’s age, sex, education,
and ethnic background. These and other personal biographical facts might have
influenced the opinions expressed in the work, but you cannot know to what extent
unless you know something about the author. (That is the rationale behind the use
of biographical headnotes, which accompany the readings in this book.)

Separate emotion from fact. Talented writers frequently color an issue with emo-
tionally charged language, thus casting their opinions in the best possible light. For
example, a condemned murderer may be described in sympathetic language that
draws attention away from his or her horrifying crime. Be alert to sloganeering, to
bumper-sticker philosophizing about complex issues. To the neutral observer, few
issues are as simple as black and white. Abortion is a more complex issue than either
side presents. Capital punishment is not simply a matter of vengeance versus mercy.
The tendency in public debate is to demonize the opposition and reduce issues to
emotional slogans. As a critical reader, you must evaluate an argument by applying
logic and reason and not be swayed by the emotionality of either side.

If the issue is new to you, look up the facts. If you are reading about an unfamiliar
issue, be willing to fill in the gaps in your knowledge with research. For example, if
you are reading an editorial that proposes raising home insurance rates for families
taking care of foster children, you will want to know why. Is it because foster chil-
dren do more property damage than other children? Is it because natural parents are
apt to file lawsuits against foster parents? You can find answers to these questions
by asking representatives of the affected parties: The State Department of Social
Services, typical insurance agencies, foster parents associations, the county welfare
directors association, any children’s lobby, and others. To make a critical judgment,
you must know and carefully weigh the facts.

Use insights from one subject to illuminate or correct another. Be prepared to
apply what you already know to whatever you read. History can inform psychology;
literature can provide insights into geography. For example, if a writer in psychology
argues that most oppressed people develop a defeatist air that gives them a subcon-
scious desire to be subjugated and makes them prey to tyrants, your knowledge of
American history should tell you otherwise. As proof that oppressed people often
fight oppression unto death, you can point to the Battle of Fallen Timbers in 1794,
to the Battle of Tippecanoe in 1811, and to the Black Hawk War of 1832—conflicts
in which the Indians fought desperately to retain their territories rather than g0
meekly to the reservations. In other words, you can use what you have learned from
history to refute a falsehood from psychology.

Evaluate the evidence. Critical readers do not accept evidence at face value. They
question its source, its verifiability, its appropriateness. Here are some practical tips
for evaluating evidence:
Verify a questionable opinion by cross-checking with other sources. For
example, if a medical writer argues that heavy smoking tends to cause serious
bladder diseases in males, check the medical journals for confirmation of this
view. Diligent research often turns up a consensus of opinion among the experts

in any field.
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Check the date of the evidence. In science especially, evidence varies from
year Lo year. Before 1976, no one really knew exactly how the immune system
worked. Then Susumu Tonegawa, a geneticist at the Massachusetts Institute of
"Technology, discovered how our bodies rearrange genetic material and manufac-
ture diverse types of antibodies to protect us from foreign substances. In 1976,
when he first started his research, the evidence would say that how these specific
antibodies came about was a mystery, but that evidence would be inaccurate ten
years later.
Use common sense in evaluating evidence. For example, if a writer argues that
a child’s handwriting can accurately predict his or her life as an adult, your own
experience with human nature should lead you to reject this conclusion as specu-
lative. No convincing evidence exists to corroborate it.
Ponder the values behind a claim. In writing the Declaration of Independence,
Thomas Jefferson based his arguments on the value that “all men are created equal”
On the other hand, Karl Marx based the arguments of his Communist Manifesto on
the value that the laborer is society’s greatest good. Critical reading means think-
ing about the values implicit in an argument. For instance, to argue that murderers
should be hanged in public to satisfy society’s need for revenge is to value revenge
over human dignity. On the other hand, to argue that democracy can exist only with
[ree speech is to value freedom of speech.
Recognize logical fallacies. Logic is not interested in the truth or falsehood of a
claim. Itis only interested in the method used to reach certain conclusions. Consider
this train of thought: “All Italians are musical. Luigi is Italian, therefore Luigi must
be musical” It is perfectly logical, but we know that it is not true because the major
premise “All Ttalians are musical” is not true. As with any people, there will be some
[talians who can’t sing a note. In other words, sometimes a claim is supported by
evidence, and sometimes it is not. Being logical does not guarantee being right, but
avoiding logical fallacies is a requirement of critical thinking. The following logical
flaws are among the ones most commonly used in a wide range of arguments: the
ad hominem attack (attacking the person instead of the point of view or the argu-
ment); the ad populum appeal (the use of simplistic popular slogans to convince);
the false analogy (comparing situations that have no bearing on each other); begging
the question (arguing in circles); ignoring the question (focusing on matters that are
beside the point); either/or reasoning (seeing the problem as all black or all white,
with no shades of gray); hasty generalization (the mistake of inadequate sampling);
and non sequitur (drawing a conclusion that is not connected to the evidence given).
For a more detailed discussion of logical fallacies, turn to Chapter 16.
Don’t be seduced by bogus claims. Arguments are often based on unsubstantiated
statements. For example, a writer may warn that “Recent studies show women be-
coming increasingly hostile to men.” Or, another writer might announce, “Statistics
have shown beyond doubt that most well-educated males oppose gun control.” You
should always remain skeptical of these and similar claims when they are unaccom-
panied by hard-headed evidence. A proper claim will always be documented with
verifiable evidence.
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13. Annotate your reading. Many of us have the tendency to become lazy readers. We

sit back with a book and almost immediately lapse into a daze. One way to avoid
being a lazy reader is to annotate your reading-—to write notes in the margins as you
read. Many students are reluctant to scribble in the margins of a book because they
hope to resell it at the end of the term. But this is a penny-wise-and-pound-foolish
outlook. Instead of aiming to resell the book, your focus should be on getting the
most out of it. Annotating is one way to do that. Indeed, to make notes in the mar-
gins of books is, in a way, to interact with the reading—almost like chatting with the
author. If you can’t bring yourself to write directly on the printed page of this book,
we suggest you make notes on a separate sheet as you read. Here are some sugges-
tions for annotating your reading:

Write down your immediate impression of the essay.

a. Did the subject interest you?

b. Did the reading leave you inspired, worried, angry, amused, or better
informed?

c. Did the reading remind you of something in your own experience? (Cite the
experience.)

d. Did you agree or disagree with the author? (Note specific passages.)

e. Did the reading give you any new ideas?

Note the author’s style, especially the words or expressions used.

a. What specific passages really made you think?

b. Where did the writer use an especially apt expression or image? What was it?
What made it so good?

c. Where, if any place, did the author write “over your head”?

d. What kind of audience did the author seem to address? Did it include you or
did you feel left out?

Make marginal notes that express your response to the author’s ideas.

a. Supplement the author’s idea or example with one of your own.

b. Underline passages that seem essential to the author’s point.

c. Write any questions you might want to ask the author if he or she were sit-
ting next to you.

d. Write down any sudden insight you experienced.

e. Write why you disagree with the author.

f. Write a marginal explanation of any allusion made by the writer. For example,
in the fourth paragraph of this chapter, we wrote, “We were visited by cats
wearing hats, by talking rabbits, and by children who never grow old.” Did
you understand these three allusions? The first is a reference to The Cat in the
Hat by Dr. Seuss; the second, to Alice in Wonderland; the third, to Peter Pan.

14. Finally, be sure you understand the writer’s opening context. The writing may

be part of an ongoing debate that began before you arrived and will continue after
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you've left. Some essays begin by plunging right into an ongoing discussion, taking
for granted that the reader is familiar with the opening context. The effect can be
mystifying, like hearing an answer but not knowing the question.

Iere are the principles of critical reading applied to a brief essay by CBS News

commentator Andy Rooney. The annotations in the margins raise questions that we think

any reasonable critical reader would ask. At the end of the essay, we provide the answers.

Lhi¢

Vho is Fowler? 2

L What is his book about? 3

I. What do we learn about Fowler’s 4
hoolk in this paragraph?

i, What is Rooney doing here?

6. What does this quotation tell us 6
about Fowler?

What is the opening context of 1
s article?

[ would choose to have written Fowler’s Modern
English Usage.

My book, known far and wide and for all time as
Rooney’s Modern English Usage and comparable in
sales to the Bible, would have assured my fame and
fortune. Even more than that, if I'd had the kind of
command of the language it would take to have writ-
ten it, I would never again be uncertain about whether
to use further or farther, hung or hanged, dived or
dove. When I felt lousy and wanted to write about it,
I'd know whether to say I felt nauseous or nauseated.

If T was the intellectual guru of grammar, as author
of that tome, I would issue updated decrees on usage
such as an end to the pretentious subjunctive. Not if T
were.

I would split infinitives at will when I damn well
felt like it, secure in my knowledge that I was setting
the standard for when to and when not to. Challenged
by some petty grammarian quoting a high school
English textbook, I would quote myself and say, as
Fowler does, “Those upon whom the fear of infinitive-
splitting sits heavy should remember that to give con-
clusive evidence, by distortions, of misconceiving the
nature of the split infinitive is far more damaging to
their literary pretensions than an actual lapse could be,
for it exhibits them as deaf to the normal rhythm of
English sentences.”

Never again would I suffer indecision over mat-
ters like whether it was necessary for me to use an “of”

6]

after “apropos” 1 would not be looking up “arcane”
eight or ten times a year. I would not use “like” when 1
meant “such as”

The fine difference between sophisticated bits of
usage such as syllepsis and zeugma would be clear in
my mind. (“She ate an omelet and her heart out” is
either syllepsis or zeugma. I am unclear which.)
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7. What do these terms mean? 7 Having produced the best book on English usage
ever written, I would berate the editors of the newly
issued New York Times Manual of Style and Usage for
their insistence that the President of the United States
be referred to as merely president except when used
as a title immediately preceding his name. In my book
he’s The President. Corporate chief executives are plain
president.

8. What is the best book ever 8 I would conduct a nationwide poll to choose a

written on English usage? : 5
satisfactory gender neutral replacement for both “he;
she, “him;” and “her” This would relieve writers of
the cumbersome but socially correct necessity of “he
or she) “him or her,” or the grammatically incorrect
<« » « 2.9 . . «wQ
they” or “their” with a singular precedent. (“Someone
left their keys.”)

9. What ‘«)w-«;nnq paragraph 9 Eventually, I'd expect Oliver Stone to buy the

mean . ) ‘ X .
movie rights to Rooney’s Modern English Usage. His

10. W';"‘ "'l“"‘ Sidrfivanos of film would prove it was neither I nor me who mur-

either “I nor me"” .
dered the English language.

© 'Tribune Media Services, Inc. All Rights Reserved. Reprinted with permission.

ANSWERS TO CRITICAL READING QUESTIONS ON ANDY ROONEY

1. If you do not know the opening context of this essay, you're likely to miss the
writer's intent—although you could probably reconstruct it from his essay. Rooney’s
essay initially appeared in the 2000 annual awards issue of the Journal of the
Screenwriters’ Guild as part of a feature called A Writer's Fantasy—What | Wish
| Had Written. Various writers, Rooney among them, were asked to select the one
work they wish they had written and say why.

2. Henry Watson Fowler (1858-1933) was an English lexicographer and philologist—
someone who studies linguistics—who, in collaboration with his younger brother
Frank, published in 1906 The King's English, a witty book on English usage and mis-
usage. After the death of his brother, Fowler completed the classic Rooney wished
he had written, A Dictionary of Modern English Usage (1926). Fowler was known for
being definitive and blunt in his grammatical and literary opinions.

He wrote, “Anyone who wishes to become a good writer should endeavor,
before he allows himself to be tempted by the more showy qualities, to be direct,
simple, brief, vigorous, and lucid”—certainly good advice for anyone who writes.

3. Many people consider A Dictionary of Modern English Usage to be the definitive
book on English usage and grammar. Grammarians often consult it to settle argu-
ments over the fine points of acceptable usage.

4. We learn in this paragraph that Fowler’s book sold as well as the Bible and that its
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He’s mocking the rule of the subjunctive, which many people think is an ugly Latin
holdover.

It gives us a glimpse of the sometimes starchy writing style of Fowler, who is ca-
pable of going from clarity and plainness to a scholastic denseness in a single
page.

These are examples of the kind of arcane topics that Fowler deals with in his book.
Syllepsis refers to the use of a word in the same grammatical relationship with two
other words while disagreeing in case, gender, number, or sense with one of them.
An example is “Neither she nor they are coming,” where are agrees with they but
not with she. Syllepsis is also a figure of speech in which a single word is linked to
two others but in different senses, as in this use of write: “I write with enthusiasm
and a pen.” Zeugma refers to the linking of one word to two, one of which it does
not grammatically fit, as in this use of were: “The seeds were devoured but the
banana uneaten.”

. Obviously Fowler’s, in Rooney’s opinion.

Rooney is referring here to the quest for a nonsexist, third-person pronoun so that
a sentence like “A doctor should take care of his patients” can be written without
the sexist bias implicit in the use of “his.” In 1858, Charles Crozat Converse, of
Erie, Pennsylvania, proposed the use of thon, a shortened form of that one, as a
neutral, third-person pronoun—*“A doctor should take care of thon patients”—but
the word never caught on.

. Again, Rooney is spoofing another fusty rule from English grammar—namely, that

the verb “to be” takes no object. Rigorous practice of this rule is responsible for
the snooty construction one hears over the telephone occasionally: “Itis 1" or “This
is he.”

For tips on how to revise your work, exit
on page 422 to the Editing Booth!



CHAPTER 2

Rhetoric: The Art
of Persuasion

# Road Map to Rhetoric

Rhetoric is the art of putting one’s case in the strongest and best possible way. All of the
strategies of communicating in speech and writing that we use daily in an attempt to sway
each other come under its heading, with practical effects so lasting and widespread that
we take them for granted. For instance, when we open a popular cookbook, we expect
it to be written clearly, with ordinary words framed into speakable sentences. We do not
expect it to be dense and wordy like a piece of legislation. Because of rhetoric, cookbooks
are not written like legal contracts; insurance policies do not read like a comic’s jokes; and
love letters do not sound like State of the Union speeches.

Yet, there is no law requiring that this should be so. It is merely the effect of rhetoric—
a combination of audience expectation and writers” desire to please—that operates like a
force of nature. No doubt there are badly written cookbooks, but few are either published
or read; flippant insurance companies go bankrupt; and pompous lovers have trouble
finding mates. This desire of writers to please—to communicate with their audiences—is
the basic law of rhetoric.

Grammar and Rhetoric

In the minds of some students, grammar and rhetoric are often confused, but they are
significantly different. Grammar tells a writer how words should be used and sentences
framed. Just as drivers obey the rules of the road, writers follow the rules of grammar.
They know that they should not begin a sentence with “one” and then suddenly switch to
“you,” as in “One must try to do well or you will be embarrassed.” That is called a shift in
point of view and, like most grammatical lapses, tends to muddy meaning,.

The Importance of Good Grammar

In an ideal world, grammar would be strictly neutral and mechanical and would imply
nothing about anyone’s inner self or social standing. In our grubby world, grammar is
often the self-serving weapon of the language snob. Some people passionately believe that

The Importance of Good Grammar

anyone who says or writes ain’t instead of isn’t would not be a suitable guest for tea. Yet
s a wise orator from ancient times once remarked, “Nobody ever praises a speaker for
his grammar; they only laugh at him if his grammar is bad” Grammar, in short, is a bit
like tact: When it is absent we notice it; when it is present we don’t.

There are basically two schools of grammar: prescriptive grammar and descriptive
prammar. Prescriptive grammar begins with the assumption that the rules of grammar are
ctched in granite and have the universal application of gravity. People must be taught how
(0 speak and write properly—for their own good and the good of the language. Descrip-
live grammar, on the other hand, makes no such assumptions. It begins by asking, How do
certain people express themselves? How do they say this or that? Without making any
value judgments on the usage based on some supposed universal standard of right and
wrong, the descriptive grammarian infers the grammar rules that a community of writers
and speakers observe. It says, under these conditions people use ain’t. But since that is what
(hey do, even though it's not what we do, we can still be good neighbors. People not in the
prescriptive or descriptive camp fall somewhere between these two extreme positions.

The importance of good grammar, however, in our view, should be based on its use-
ful function of helping us communicate and not on its misuse as a benchmark to sort
people into social classes. In some countries, having a certain accent and using a book-
ish formal grammar are essential for social advancement and acceptance. In the United
States, there are pockets of the population that think this way about grammar, but this
belief is by no means common or universal.

liveryone knows what grammar is in general, but not everyone agrees that a par-
ticular construction is right or wrong. English grammar is in this muddle because its
principles were founded by Latin grammarians who tried to superimpose the rules of
(hat dead language on the emerging infant of English. This led to the formulation of some
silly rules. Take, for example, the so-called split infinitive rule. Many instructors, editors,
and institutions would damn as incorrect this popular phrase used in the introduction of
Star Trek episodes: “to boldly go where no man has gone before” This is regarded as
wrong because it puts the adverb boldly between the infinitive to go. In other words, it
splits the infinitive as if it were a banana. According to the orthodox view, this should read
‘1o go boldly” or “boldly to go” Why is this splitting wrong? Because since the infinitive in
[atin is a single word that cannot be split, its equivalent in English, even though it consists
ol two words, should likewise never be split. On the basis of that silly line of reasoning
was sculpted a rule of grammar that has bedeviled generations of writers and speakers.

However we arrived at our present state of confusion, the fact is that grammar is
undeniably important because the world at large will judge you by your use or nonuse
ol it The hard fact is that if you are applying for a job with a company sensitive about its
image, you are less likely to be hired if your English is ungrammatical. Like it or not, the
way you write and talk reveals your inner person as definitively as the way you dress or
act This concept of the inner man dates back to ancient Greece where, as the story goes,
i rich merchant had taken his son to a philosopher who he hoped would accept the boy as
A student. The philosopher glanced at the boy who was standing four feet away in broad
daylight, and said, “Speak, so I can see you” We do not have on record what followed.
[t if there had been two boys, one of whom replied something like, “I ain’t getting your
point,” and the other, “I don’t quite understand what you mean,” which boy do you think
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Letting the Habits of Literate Writers
Be the Final Referee

all'it being snobbish and promoting class distinctions, but the truth is that if you want
o achieve top-level jobs, you will have a better shot at doing so if you follow the gram-
nar of people considered literate—those who write editorials in magazines like Time,
larpers, and The New Yorker, or in newspapers that influence public thinking, such as
"he New York Times, The Wall Street Journal, and The Washington Post. What we would
ike students to do is follow the grammatical rules observed by the best writers when they
vrite unselfconsciously and regularly. All good writers make an occasional grammatical
joof, and when someone corrects them, they are grateful. The most important rules to
ollow are those whose violations will stigmatize you as a person who uses substandard
inglish. Here are some of the most grating errors committed by thousands of writers:

1. Double negatives: Wrong: He had hardly no clothes to wear in cold weather. Right:
He had hardly any clothes to wear in cold weather. Wrong: I don’t know nothing
about baseball. Right: I don’t know anything about baseball.

2. Nonstandard verbs: Wrong: Pete knowed the name of each bird. Right: Pete knew
the name of each bird. Wrong: Melanie should’ve wrote an apology. Right: Melanie
should’ve written an apology.

3. Double comparatives: Wrong: If you climb over the fence, you'll get there more
faster. Right: If you climb over the fence, you'll get there faster.

4. Adjective instead of adverb: Wrong: That was a real stupid answer. Right: That
was a really stupid answer. Wrong: She types good without looking at the keyboard.
Right: She types well without looking at the keyboard.

5. Incorrect pronoun: Wrong: The coach never chooses him or I. Right: The coach
never chooses him or me. Wrong: Her and me might get married. Right: She and
I might get married.

6. Subject-verb disagreement: Wrong: They was always late. Right: They were always
late. Wrong: That don’t matter in the least. Right: That doesn’t matter in the least.

These and numerous other grammatical errors we could have listed belong to the
ategory of mistakes that literate writers never knowingly make. By the way, literate writ-
rs will instantly notice when another writer makes such errors, but not making these
trors is simply taken for granted. Don’t expect to garner special kudos if you avoid them.
he rules we hope you will learn and obey are those that help you avoid being stigmatized
s “illiterate.” If you think your knowledge of correct grammar is weak, then we suggest
ou purchase a compact grammar handbook, such as Grammar Matters or The Least You
hould Know About Grammar, to review or brush up on the rules.

EXERCISES

1. Write a paragraph in which you express your views about the rules of grammar with
which you are familiar. Do you consider their observance important, or do you see
them as a way of segregating people?
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20 Write a paragraph in which you describe your reaction to people who seem to disre-
pard grammatical rules. Does their lack of grammatical sense affect your attitude
toward them, or is it irrelevant to your attitude?

W The Importance of Rhetoric

While grammar speaks in terms of rules, rhetoric speaks only in terms of effective-
ness—and effectiveness is a relative judgment. If you are writing to a child, for example,
you must use simple words and short sentences if you wish to be understood. However,
simple words and short sentences may be entirely inappropriate in a paper explaining
1 complex process to an audience of specialists. When you know the rules of grammar,
Il 15 casy to compare two versions of a writing assignment and say if one is more conven-
tionally grammatical than the other. It is far harder to say whether one version is more
cllectively written than the other.

Judging the effectiveness of a work is, in fact, the chief business of rhetoric. For ex-
ample, consider this student paragraph:

During high school, my favorite English course was English literature.
Literature was not only interesting, but it was also fun. Learning about writers and
poets of the past was enjoyable because of the teachers I had and the activities they
scheduled. Teachers made past literature interesting because they could relate the
writers back to the time in which they lived. This way I learned not only about
Einglish writers but also about English history.

Grammatically, this paragraph is correct; rhetorically, it is empty. It cries out for ex-
amples and supporting details. Which writers and poets did the student find so inter-
csting? What activities did the teacher schedule to make them seem so? Without such
details, the paragraph is shallow and monotonous.

Here is a paragraph on the same subject, written by a student with a strong sense of

rhetoric:

Picture a shy small-town girl of eighteen, attending college for the first time
in a large city. She is terrified of the huge campus with its crowds of bustling
students, but she is magnetically drawn to a course entitled “Survey of English
Literature,” for this awkward girl has always been an avid reader. College for me,
this alien creature on campus, was the sudden revelation of a magical new world.
I now could read the great English literary masterpieces—Milton’s Paradise Lost,
Shakespeare’s Othello, Jane Austen’s Pride and Prejudice. Then I could discuss them
in class under the watchful eye of my professor, who encouraged me to dig for ideas
and interpret them on my own. As the teacher asked questions, and the students
responded to them, I received exciting flashes of insight into the human condition:
[ understood the loneliness of Jude the Obscure, the hardness of life in Oliver Twist,
and the extravagant beauty of nature as detailed by the Romantic poets. English
literature also led me into the mazy paths of history. I learned about the greed for
political power as I read about the War of the Roses. I saw how the Magna Carta,
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so reluctantly signed by King John, influenced our present democracy. And Chaucer’s
tales convinced me that the pageantry of people has not changed much since
medieval times. English literature educated me without my being aware of the act
of acquiring knowledge. I learned through falling in love with English literature.

The second paragraph is rhetorically more effective than the first because it tells us
in richer detail exactly how the author was affected by her English classes.

Audience and Purpose

To write well, you must bear in mind two truths about writing: It has an audience and it
is done for a purpose. Many students think that the audience of their writing is a single
instructor whose tastes must be satisfied, but this viewpoint is too narrow. The instructor
is your audience only in a symbolic sense. The instructor’s real job is to be a stand-in
for the educated reader. In this capacity, the instructor represents universal standards of
today’s writing. An English instructor knows writing, good and bad, and can tell you
what is good about your work and what is not so good. In this capacity, your instructor
can be compared to the working editor of a newspaper, and you, to a reporter.

Purpose, on the other hand, refers to what you hope to accomplish with your writing—
the influence you intend your work to exert on your reader. Contrary to what you might
think, earning a grade is not the purpose of an essay. That might be its result, but it cannot
be its purpose. A freelance writer who sits down to do an article has expectations of earn-
ing money for the effort, but that is not the writer’s primary purpose. Instead, purpose
refers to the intention—Dbe it grand or simple-—the writer had in mind when pen first
touched paper. If you are writing an essay about the funniest summer vacation you have
ever had, your purpose is to amuse. If you are writing an essay about how amino acids are
necessary for life, your purpose is to inform. If you are writing an essay urging mandatory
jail terms for sellers of child pornography, your purpose is to persuade.

It follows from this discussion that you must understand the audience and purpose
of an assignment if you are to have a context for judging the effectiveness of your words
and sentences. Context hints at what might work and what might flop; it warns of perils
and points to possible breakthroughs. Anyone knows that a love letter should not be
written in the dense sentences of a bank report and that a note of sympathy to a griev-
ing friend should not tell jokes—anyone, that is, who thinks about the audience and
the purpose of the written words. As the English writer W. Somerset Maugham put it,
“To write good prose is an affair of good manners.” Like good manners, good prose is
always appropriate. It fits the audience; it suits the purpose. This fitting and suiting of
one’s writing to audience and purpose are among the chief concerns of rhetoric.

The Internal Reader/Editor

The basic aim of any instruction in rhetoric is to teach you how to distinguish between
what is appropriate and inappropriate for different audiences and purposes. You develop
asixth sense of what you should say in an essay for an English instructor, a note addressed
to your mother, or an ad seeking a new roommate. We call this sixth sense the internal
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characters in my head: the Writer (me) and a Reader/Editor (also me), who represents
anyone who reads what I write. These two talk to each other”

Your internal reader/editor is your sense for judging aptness and effectiveness in
writing. This sense improves with practice and exposure to assignments intended for
different audiences and purposes. Whether you are penning an essay for a psychology
instructor or a letter to a creditor asking for more time to repay a debt, the same internal
reader/editor judges the rhetorical and grammatical appropriateness of what you have
written.

By the time you are old enough to read this book, your internal reader/editor is al-
ready in place and functioning with some sophistication. For example, your reader/editor
surely knows that obscenities have no place in an essay, that “ain’t” is not appropriate in
A formal exam paper, and that a wealth of personal jokes and anecdotes do not belong in
an objective paper on science.

evels of English

Virtually all writing can be divided into three levels of English: formal, informal, and
(cchnical. Each has its place in the various assignments you will be asked to do. It is
your internal reader/editor who must decide on the appropriateness of each for a specific
assignment.

Formal English is characterized by full, complex sentences and the use of standard
and consistent grammar. It states ideas in an orderly fashion and with an educated vocab-
ulary. It avoids the “I” point of view and does not use contractions such as “can’t,” “don’t;”
“hed,” or “wouldn’t” Here is an example of formal English:

As the sun rose higher that morning, swarms of canoes, or canoas as they were
called in the Arawak language, were pushed out to sea through the surf breaking
over the glistening white sands of Long Bay. They were all full of excited, painted
Indians carrying balls of cotton thread, spears and vividly colored parrots to trade
with the vessels lying a short distance off-shore. The Indian craft, probably painted
as colorfully as their occupants, must have given the atmosphere of a festive regatta,
and trading was brisk and lasted all day until nightfall.

D. J. R. Walker, Columbus and the Golden World of the Island Arawaks

T'he aim of formal writing is to make a case or present an argument impartially rather
(han to relate the writer’'s own views on a subject. The writer takes special care to elimi-
nate the “1I7 reference and to remain discreetly in the background. Examples are either
peneralized or in the third person, but never personal. Note the following differences:

Generalized: “All of the participants agreed to publish their notes on the laboratory
experiment.”
Third person: “Murdoch, the director of the experiment, came to a different
conclusion.”

Personal: “I was delighted with the results of the study because it promised hope for
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[n formal English, the personal example would be disallowed because it seems too
binsed or emotional and therefore unscientific. In formal writing, the facts are allowed to
speak for themselves; the writer’s task is to present them with objectivity.

Formal English is the staple of college writing. You should use it in research papers,
scholarly papers, written examinations, and serious letters. Unless instructed to do oth-
crwise, you should also use it in your essays.

Informal English is based on the familiar grammatical patterns and constructions of
everyday speech. You should use it in journalistic writing and in personal letters, diaries,
and light essays. The following student essay is a typical example:

[ drive a truck for a living, and every other week I'm assigned to a senior driver
called Harry. Now, Harry is the dirtiest person I've ever met. Let’s start with the fact
that he never takes a bath or shower. Sitting in the closed cab of a diesel truck on
a hot August day with Harry is like being shut up in a rendering plant; in fact, the
smell he emanates has, on many occasions, made my eyes water and my stomach
turn. I always thought Harry was just dark-complexioned until it rained one day
and his arms started to streak—1I mean, this guy is a self-inflicted mud slide. In fact,
| could’ve sworn that once or twice I saw Harry scratch his head and a cloud of dust
whirled up above him.

T'his point of view is unabashedly personal and relaxed. The “I” point of view is
\ . . «wyo » Wy » « I, » . . e
mixed with contractions, such as “I've;” “I'm,” and “could’ve” However, in many fields, the
strict standards for using formal over informal English are easing. Even some scientific
journals today allow the investigator to use the “I” pronoun, especially if the writer was
heavily involved in the research. Consider this paragraph about a revolution in Nepal,
reprinted from an article in National Geographic:

From the teahouse I can see the police station, a broken concrete shell daubed
with Maoist graffiti. The police have fled from here, as they have from most of
rural Nepal, and the village is now the front line, the first community I've seen
that is openly controlled by the rebels. When photographer Jonas Bendiksen and I
arrived in Babiyachour, we noticed a few Maoist soldiers buying aluminum plates
and sacks of rice for hundreds of new recruits training on a hill above the village.
One of the highest ranking Maoists, Comrade Diwakar, was said to have arrived
for their “graduation.” We sent our letters of introduction up the hillside, asking to
meet him. Nobody seemed in a hurry to respond.

In brief: Use formal English in most papers you submit to your teacher. Use informal
English in your personal writing and in those special circumstances where you are free to
express yourself in your own individualistic style.

Technical English is formal English that uses the vocabulary of a specialized field.

It is written most often by engineers, technicians, and scientists. It commonly suffers
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subordination. Nevertheless, some technical writers are experts at their craft. Here is an
cxample of technical writing:

Using a style set to change line spacing for an entire document

1. Go to the Home tab, in the Styles group, and click Change Styles.

o

Point to Style Set and point to the various style sets. Using the live preview, notice
how the line spacing changes from one style set to the next.
3. When you see spacing that you like, click the name of the style set.

The level of English you should use in any specific essay will depend on its audience
and purpose; that is a judgment your internal reader/editor must make. Let us take an
cxample. Your English teacher asks you to write an essay on the most unforgettable date
you've ever had. One student wrote this paragraph:

My most unforgettable date was with Carolyn, whom 1 took to a drive-in
movie. I chose the drive-in movie as the site of our date because Carolyn was nearly
a foot taller than I, and I was embarrassed to be seen out in the open with her. What
I did not expect was that my car would break down and I would not only have to
get out and try to fix it, but that we would end up walking home side by side like
Mutt and Jeff.

I'he tale that followed was a funny one about the writer’s mishaps at the drive-in with
Carolyn. He wrote the paragraph and the essay in an informal style because that is exactly
what this assignment called for.

[f, however, your sociology teacher asks you to write an essay on dating as a court-
ship ritual in America, you must write a formal essay. Instead of saying what happened to
you personally on a date, you must say what is likely to happen on a date. Instead of airing
your personal views, you must express the researched ideas and opinions of others. You
sliould not use the pronoun “I” to refer to yourself, nor attempt to impose your personal-
ity on the material. This does not mean you should have no opinions of your own—quite
the opposite—but you should base your expressed opinions on grounds more substantial
(han personal experience or unsupported belief. Here is an example of a student paper
that follows the rules of objectivity:

Dating is a universal courtship experience in the life of most American
adolescents. The ritual goes back to the earliest chaperoned drawing-room meet-
ings between eligible couples and has evolved to the present-day social outing. But
(he greatest impact on the ritual, so far as its American practice goes, has been the
introduction and popularization of the automobile.

"I'he writer supported her thesis—that the automobile has had a drastic impact on the
diting ritual in America—throughout the paper and amply supported it with statistics,
(et and the testimony of experts. Her examples are also generalized rather than per-
wnal, Instead of writing that so-and-so happened to me on a date, she wrote that so-
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All writers will similarly adapt their language to suit the audience and purpose of
their writing, using the principles that spring from common sense and the ancient disci
pline of rhetoric. While much of this adapting may be done unconsciously, it still must be
done by all who sincerely wish to communicate with an audience.

Writing as a Process

Learning to write well cannot be mastered by rote, the way you might absorb facts about
the anatomy of a fish or the chemistry of a nebula. It involves learning a process, and that
is always harder to do than memorizing a set of facts. The parts of a bicycle can be memo-
rized from a manual, but no one can learn to ride a bicycle merely by reading a book
about it. Scribendo disces scribere, says the Latin proverb: “You learn to write by writing”
Here, then, are some truths about the writing process uncovered by laboratory research:

Composing is a difficult, back-and-forth process. Many writers compose in a halt-
ing, lurching way. A writer will pen a few sentences, pause to go back and revise
them, compose several new sentences, and then pause again to reread and further
edit before continuing with the paragraph. “In their thinking and writing,” says one
researcher, “writers ‘go back’ in order to push thought forward.”

Any professional writer will recognize the truth of this observation, but often it
comes as a revelation to students who tend to worry when their own compositions
emerge by similar fits and starts. Be assured that this back-and-forth movement is a
healthy and normal part of composing. The research even suggests that writers who
accept the halting, stumbling nature of composing actually have an easier time with
this necessary process of “waiting, looking, and discovering” than those who fight
against it. Because of this circularity in composing, writing is often described as a
recursive process, meaning that results are achieved by a roundabout rather than a
straight-line path. Often it is necessary to retrace one’s trail, to go back to the begin-
ning of a work, or to revise earlier sentences and paragraphs before writing new
ones. If you find yourself doing something similar in your own writing, be heart-
ened by this truth: That is how the vast majority of writers work. You are merely
going through the normal cycle of composing.

The topic can make a difference in your writing. Professional or amateur, few writ-
ers are entirely free to choose their own topics. Most are assigned topics by em-
ployers, professors, or circumstances. Yet, when choice does exist, the lesson from
common sense and research is that you should always pick the topic you like best.
The fact is that most people write better when they write about a subject that ap-
peals to them. It is no mystery why this should be so. We all try harder when we are
engaged in a labor of love—whether building our dream house or writing an essay.
Unfortunately, in a classroom setting, many students are content to settle for a topic
that seems simplest to research or easiest to write about, regardless of whether they
find it appealing. This is a mistake. When you write for your own enjoyment, you
will behave more like an experienced writer than when you force yourself to write
about a subject you find boring.
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Your writing will not automatically improve with each essay. Writing does not
automatically get better with every paper. It is realistic to compare writing to, say,
archery. T'he first arrow might hit the bull’s-eye, while the tenth might entirely miss
the target. An archer’s overall accuracy will gradually improve with practice, but
never to the point of absolute certainty for any one arrow. In practical terms, this
simply means that you shouldn’t brood if you find a later essay turning out worse
than an earlier one. Your overall writing skills are bound to improve with experi-
ence, even if the improvement isn't reflected in any single essay.

‘The gist of this chapter may be summed up thus: You can learn to write well, and
rthetoric can teach you how. Writing well means doing more than simply scribbling down
(he first idea that pops into your head. It involves thinking about your audience and
purpose and choosing between this level of language and that. It means developing a
rthetorical sense about what techniques are likely to work for a particular assignment. All
ol these skills can be learned from a study of rhetoric.

riting about Visual Images

Visual images range from works of art found only in museums to photographs published
i daily newspapers. They include television images, line drawings, sketches, computer
praphics, and a bewitching gallery of exotic scenes and pictures of beautiful people from
advertising. So widespread and influential are visual images that many instructors use
(hem as essay topics. This book, for example, contains images in every chapter of Part 2
(hat you will be asked to interpret or evaluate in the context of the various readings they
are meant to illustrate.

I you've never done this kind of writing before, don’t worry. Writing about an image
iv not that different from writing about a pig, a poem, or an adventure. Here are some tech-
niques for writing about artwork, news photographs, cartoons, and advertising images.

Writing about Artwork You do not have to be an art critic to write about a work of
arl, and you do not have to try to write like one. As in all kinds of writing, it is better for
1 writer to write from an honest self than to pretend to be someone else. In other words,
be yourself always, whether you're writing about a real plum or one in a still-life painting.
[lere are some steps you can take to write about a work of art:

Study the work carefully. Is it realistic or is it an abstract work with a distorted and
imaginary vision? If it is a realistic work-—say, a painting of a rural scene—take note
of the coiors and the way the paint is applied. An artist, by using drab colors and
bold strokes of the brush, can suggest a negative feeling about a scene. On the other
hand, a scene can be idealized with the use of bright colors and fine brushstrokes.
After studying the work carefully, sum up in a single sentence your overall impres-
sion of it. This single sentence will be your thesis.

Pay attention to the title of the work. Many expressionist painters create images that
are purely imaginary and have no equivalent in reality. It often takes a title to help us
understand what the images mean. Figure 2.1 is a dramatic example of the importance



I FIGURE 2.1 The Pillars of Society,
1926, by George Grosz.

H{ow admirable are these pillars
Of society?
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of titles. The painting shows a sinister assembly of men, two of whom have halfa skull
crammed with what looks like excrement and miscellaneous garbage. In the back-
ground are an ugly priest and a Nazi soldier with a bloody sword. It is only after we
know the title of the painting, The Pillars of Society, that we grasp who these revolting
men are meant to be—the emerging Nazi rulers whom the artist was satirizing.

- Use the Internet to research background about the artist and the work. For exam-
ple, before writing the paragraph about The Pillars of Society, we entered the name
of the artist George Grosz and the title of his painting in the search engine Google,
which gave us the information we needed about the work and its creator.

. Check your response to the work of art against the responses of art critics. We
all have a unique eye. If beauty is in the eye of the beholder, so is much of art. Some
modernists argue that one reaction to a work of art is as valid as another. Tradition-
alists take just the opposite point of view, arguing that it is possible for one reaction
to be “right” and another “wrong.” Most likely the truth lies somewhere in between.
It is possible for an interpretation of an artwork to be so farfetched and unprovable
as to come entirely from the viewer’s mind rather than from the artwork itself. It is
also possible for two contrary interpretations of the same artwork to exist side by
adda Ars A mare Srioht? than the ather In cittiations like this one. art critics can be
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Support your opinions or interpretations of the artwork. Any opinion you have
about an artwork should be supported by details drawn from the work itself. If you
say that the portrait of a certain person reflects an air of gloom, you should say why
you think that. In support of this opinion, you can point to background colors, a
grim facial expression, or perhaps the way the figure slumps.

Say how the work made you feel. Artwork is meant to appeal both to the mind and
to the heart. Don’t be afraid to express how the work made you feel or to say why
you think it affected you as it did. That kind of admission will help a reader better
understand your opinions of the work. It is also perfectly allowable to use “I” in an
essay interpreting a visual image. As a matter of fact, writing on such a personal
topic without the use of “I” would be very difficult to do. You are, after all, expected
to say how the work affected you and how you feel about it. You should not necessar-
ily feel any obligation to like the artwork just because you're writing an essay about
it. You may find that you heartily dislike the work. In such a case, what you have to
do is to say why. If you did like the work, you should also say why.

In review, here are the steps involved in writing about artwork:

1. State your overall impression of the work in a single sentence.

2. Ground your opinions and impressions of the artwork in details drawn from it.

3. Say how the work affected you.

WRITING ASSIGNMENT

Find and make a copy of a work of art you like. Write three paragraphs about it,
interpreting the work of art and saying what about it you especially appreciate.
Include a copy of the work of art with your essay.

Wiriting about News Photographs News photographs, a staple of newspapers and
magazines, range from the serene to the horrific. In the hands of a good photographer,
(he camera can seem to totally capture a subject. That uncanny ability to seemingly x-ray
the human soul, coupled with the spontaneity missing in more formal artworks such as
paintings, has made photography into a universal language. A photograph of people leap-
iy to their death from a burning skyscraper is globally understandable and universally

wrenching, no matter what language we speak. Here are some tips on how to approach
writing about a news photo:

Begin by researching and describing the context of the photograph. When was
it taken and by whom? Under what circumstances was it shot? Knowing its context
puts a photograph in historical perspective and affects your interpretation of it.
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