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What Is Arguhdent?

The first word in our book'’s title may puzzle you. Why would we want you to
argue? Are we really inviting you to yell or sneer? The word arguing may remind
you of spats you regret. Most everyone has suffered arguments like these. They
arise in the media all the time. Talk radio hosts and their callers mix strong
opinion with insult. Television’s political panels routinely lapse into squabbles;
guests feel required to clash. Quarrels explode on daytime talkfests; couples
fight over who's cheated on whom. Online forums are plagued by “trolls,” writ-
ers who crudely mock others’ posts. No wonder many people define arguing as
combat. It often seems like war.
But our book is about arguing in a positive sense. We define it as a calm,

courteous process in which you '
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| identify a subject of current or possible debate: \

. analyze why you view the subject the way you do; \

address others who may not share your view; and

try to persuade them that your view is worth accepting or at least

|
__makes sense. al I

This better kind of arguing occurs at various times and places. You may try to
coax friends who dread horror films into joining you at Saw 12. In class, you
may need to explain the logic of your stand on climate change. Beyond cam-
pus, you may advocate for social causes. For instance, you might petition your.
city to launch recycling sites.

Let's face it: to argue is to disagree, or to air views that not all may hold.
Still, at its best, argument is an alternative to war. It's not a contest you try to
“win” by insisting you're right. Ideally, argument is a form of inquiry, a process
in which you test your beliefs, consider other views, and stay open to changing
your mind. Rather than immediately attack your critics, you note principles ) .-
you share with them. When their thinking differs from yours, you treat their > ; v
positions fairly. If any of their ideas strike you as wise, you adjust your think- | =
ing. In the meantime, you recognize the limits of your knowledge and under-
standing. You admit, too, your inner conflicts: how your thoughts are divided,
your values in conflict, your feelings mixed. Indeed, essayist Phillip Lopate
observes that “the real argument should be with yourself.” Columnist David
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Brooks goes even further: “If you write in a way that suggests combative
certitude,” he warns, “you may gradually smother the inner chaos that will be
the source of lifelong freshness and creativity.” In their own fashion, these
writers point to something important about argument: at its best, it teaches
you about yourself and your world, while alerting you to what you still must
learn.

Students regularly encounter this kind of arguing in college. Academic
subjects aren't just pools of information. They go beyond proven facts. Disci-
plines grapple with uncertainties: problems, questions, and conflicts they
haven’ tyet solved. Physicists dlsagree about the origins of the universe. Histo-
rians write conﬂlctlng accounts of Hitler's Germany; they debate how much
his extreme anti-Semitism was traditional there. Two sociologists may scan the
same figures on poverty and make different inferences from them. Typically,
scholars draw conclusions that are open to challenge. They must explain why
their judgments are sound. They expect to engage in reasoned debate with
their colleagues. They see this as their field’s best chance for truth.

In your classes, expect disagreements. They're crucial to learning in col-

lege. Often, classmates will voice ideas you don’t immediately accept. Just as
often, they'll hesitate to adopt some opinion of yours. Authors you read will
deal with controversies, from their own points of view. As a writer yourself, you
will enter debates and have to defend your stands.
(-, No one naturally excels at this type of arguing. It takes practice. Our book
is a series of opportunities to become skilled in this art. Our book’s chief spring-
board for argument is works of literature. Those we include don’t deliver simple
straightforward messages. They offer puzzles, complications, metaphors, sym-
bols, and mysteries. In short, they stress life’s complexity. They especially en-
courage you to ponder multiple dimensions of language: how, for example,
shifts of context can change a word’s meaning. Each of our literary works calls
for you to interpret. As you read the text, you must figure out various features
of it. Then, other readers may not see the text as you do. So, next you'll argue for
your view. Often you'll do this by composing essays and perhaps online posts.
From Chapter 2 on, we offer strategies for you to argue about literature as a
writer.

The Elements of Argument

This chapter is a general introduction to arguing. Let's start with an example:
an article entitled “Disconnected Urbanism” by noted architecture critic Paul
Goldberger (b. 1950). He wrote it for the February 22, 2003, issue of Metropolis
magazine. Goldberger worries about cell phones. He believes they lead cities to
lose a sense of community and place. At the time he wrote, these phones
weren't yet packed with apps. Nor could they connect to the Internet. Still, they
were a big development, which pained Goldberger. As you read, note his key
points and his efforts to sway his readers to them. Afterward, we raise ques-
tions to help you study his text. Then, we refer to it as we explain the basic ele-
ments of argument.

GOLDBERGER  Disconnected Urbanism 3

PAUL GOLDBERGER
Disconnected Urbanism

I'here is a connection between the idea of place and the reality of cellular tele-
phones. It is not encouraging. Places are unique —or at least we like to believe
they are—and we strive to experience them as a kind of engagement with par-
ticulars. Cell phones are precisely the opposite. When a piece of geography is
doing what it is supposed to do, it encourages you to feel a connection to it that,
s in marriage, forsakes all others. When you are in Paris you expect to wallow
In its Parisness, to feel that everyone walking up the Boulevard Montparnasse
I as totally and completely there as the lampposts, the kiosks, the facade of the
Brasserie Lipp—and that they could be no place else. So we want it to be in
every city, in every kind of place. When you are in a forest, you want to experi-
ence its woodsiness; when you are on the beach, you want to feel connected to
sund and surf.

This is getting harder to do, not because these special places don’t exist or
because urban places have come to look increasingly alike. They have, but this
{s not another rant about the monoculture and sameness of cities and the sub-
urban landscape. Even when you are in a place that retains its intensity, its
specialness, and its ability to confer a defining context on your life, it doesn’t
have the all-consuming effect these places used to. You no longer feel that being
in one place cuts you off from other places. Technology has been doing this for
i long time, of course—remember when people communicated with Europe
by letter and it took a couple of weeks to get a reply? Now we're upset if we have
to send a fax because it takes so much longer than e-mail.

But the cell phone has changed our sense of place more than faxes and
computers and e-mail because of its ability to intrude into every moment in
every possible place. When you walk along the street and talk on a cell phone,
you are not on the street sharing the communal experience of urban life. You
are in some other place—someplace at the other end of your phone conversa-
tion. You are thcre. but you are not there. It reminds me of the title of Lillian
Ross’s memoir of her life with William Shawn, Here But Not Here. Now that is
increasingly true of almost every person on almost every street in almost every
city. You are either on the phone or carrying one, and the moment it rings you
will be transported out of real space into a virtual realm.

This matters because the street is the ultimate public space and walking
along it is the defining urban experience. It is all of us—different people who
lead different llves—commg together in the urban mixing chamber. But what
if half of them are elsewhere, there in body but not in any other way? You are
not on Madison Avenue if you are holding a little object to your ear that pulls
you toward a person in Omaha.

The great offense of the cell phone in public is not the intrusion of its ring,
although that can be infuriating when it interrupts a tranquil moment. It is
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the fact that even when the phone does not ring at all, and is bein >d qui
and discreetly, it renders a public place less public. It turns thé boulevardier
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into a sequestered individual, the flaneu rinto a ligure of privacy. And suddenly
the meaning of the street as a public place has been hugely diminished.

I don’t know which is worse—the loss of the sense that walking along a
great urban street is a glorious shared experience or the blurring of distinc-
tions between different kinds of places. But these cultural losses are related,
and the cell phone has played a major role in both. The other day I returned a
phone call from a friend who lives in Hartford. He had left a voice-mail message
saying he was visiting his son in New Orleans, and when I called him back on
his cell phone—area code 860, Hartford— he picked up the call in Tallahas-
see. Once the area code actually meant something in terms of ‘geography: it
outlined a clearly defined piece of the earth; it became a form of identity. Your
telephone number was a badge of place. Now the area code is really not much
more than three digits; and if it has any connection to a place, it’s just the tele-
phone’s home base. An area code today is more like a car’s license plate. The
downward spiral that began with the end of the old telephone exchanges that
truly did connect to a place—RHinelander 4 and BUtterfield 8 for the Upper
East Side, or CHelsea 3 downtown, or UNiversity 4 in Morningside Heights —
surely culminates in the placeless area codes such as 917 and 347 that could
be anywhere in New York— or anywhere at all.

/" It's increasingly common for cell-phone conversations to begin with the

[ \questién. “Where are you?” and for the answer to be anything from “out by the

ol” to “Madagascar.” I don’t miss the age when phone charges were based on

\distance, but that did have the beneficial effect of reinforcing a sense that places
were distinguishable from one another. Now calling across the street and call-
ing from New York to California or even Europe are precisely the same thing,
They cost the same because to the phone they are the same. Every place is ex-
actly the same as every other place. They are all just nodes on a network— and
S0, increasingly, are we. [2003]

S\ = THINKING ABOUT THE TEXT

y

1. Imagine that Goldberger could observe how people now use cell phones
in places you ordinarily go, such as a college campus. To what extent
would he see the kind of behavior that he worried about in his 2003
piece? How much evidence could he find for his argument that cell
phones are diminishing people’s sense of place and disconnecting them
from one another?

2. Goldberger does not say much about the advantages of a cell phone.
Which, if any, do you think he should have mentioned, and why? How,
ifat all, could he have said more about the advantages while still getting
his readers to worry about these phones?

3. Goldberger wrote before smartphones came along, enabling use of
apps and the Internet. In what ways, if any, does this newer technology
affect your view of his argument?

4. As he indicates by including the word urbanism in his title, Goldberger is
chiefly concerned with how cell phones affect their users’ experiences of
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‘ . .
do you think he would have changed his argument in some way? If so, in

what respect? ‘
5. It seems quite possible that Goldberger himself uses a cell phone. If this
is the case, does it make his concern less valid? Why, or why not? More-
over, he does not end his piece by proposing that humanity abandon
the technology. Why, conceivably, does he avoid making this recom-
mendation? What might he want his readers to do instead?

Goldberger’s article is an example of rhetoric. This is a term from ancient

(reck. It means writing, speech, and visual images used for a certain purpose:

{0 affect how people think and act. Rhetorical texts don’t just convey a mes-
}iugc. They aim to shape beliefs and conduct. Often they're efforts t(? alter these
{hings. Probably several of Goldberger’s readers are joyously addicted to cell
phones; he nudges them to reconsider their overattachment.

A related term is the rhetorical situation. It's the specific context you
have in mind when you engage in rhetoric. Major circumstances include the

lollowing:

®  The particular topic you choose. It may already intepest the public.
The December 2012 massacre of children in Newtown, Connecticut,
immediately provoked disputes over gun control, school safety, mental
illness, and screen violence. But the topic needn’t be a calamity. When
Goldberger wrote, cell phones were booming as a trend, so their effects
were debated a lot. He didn’t have to alert his readers to this subject or
remind them of it. Other writers must do one or the other. This was
the situation for legal scholars Woodrow Hartzog and Evan Zelinger
in 2013, when they posted an online argument about Facebook. At
the time, people worried that Facebook’s privacy protocols wouldn't
securely protect users’ personal data. Hartzog and Zelinger deliber-
ately shift to another subject. They recommend thinking less about
privacy and more about obscurity, which they note is a word “rarely
used” in debates about Facebook’s risks. To them, privacy is so vague a
concept that brooding about how the site guards it is futile. They C.EIU
for pushing Facebook to keep personal facts obscure: “hard to obtain or
understand” when cyberstalkers hunt them.
= The main readers, listeners, or viewers you decide to address;
your audience. Goldberger wrote for readers of the city-orientejd
magazine Metropolis. Its mission statement declares that it “examines
contemporary life through design,” publishing articles that “range
from the sprawling urban environment to intimate living spaces to
small objects of everyday lives.” This magazine also seeks to put
design in “economic, environmental, social, cultural, political, and
technological contexts.” Readers of Metropolis would expect it tcf
probe cell phones’ impact on cities. Perhaps Goldberger hoped his
piece would someday circulate more widely, as it now does on _the
Web. But surely his target group loomed in his mind as he decided
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= Possible “channels” for the text. These include available insti-
tutions, media, and genres.)Goldberger composed his article for a
partlcular magazine. He used the medium of print. He resorted to a
specific genre: the type of writing  often called ar an opinion piece. Such
choices do constrain an author. Writing for Metropolls forced upon
Goldberger certain space limits; otherwise, he might have lengthened
his argument. Today a critic like him might film a video for YouTube,
/ perhaps showing callers so absorbed in their cell-phone conversations
that they forget friends alongside them.

Current politicians fling the word rhetoric as an insult. They accuse their
rivals of indulging in it. They treat the word with contempt because they think
it means windy exaggeration. But before the modern age, it meant something
nobler. Rhetoric was the valuable attempt to influence readers, listeners, or
-viewers. In this sense, almost all of us resort to rhetoric dally We need to learn
rhetorical strategies if we're o have impact on others. For centuries, then,
schools have seen rhetoric as a vital art. They've deemed it important to study,
practice, and teach. In ancient Greece and Rome as well as Renaissance Fu-
rope, it was a core academic subject. American colleges of the nineteenth cen-
tury also made it central. This focus survives in many courses today, especially
ones about writing or speech. Our book reflects their commitment to rhetoric,
especially through our advice about writing.

Within the field of rhetoric, arguments are a more specific category. They
involve eight basic elements. When you argue, you attempt tqpersuade an
audience to accept your clalms regarding an issue. To achieve this aim, you
present ewdence ‘explain your reasoning, rely on assumptions, and make
other kinds of appeals. The boldfaced words play key roles in this book; we
mention them often. Here we briefly explain them, using them to make sugges-
tions for writing an argument. Taking Goldberger's piece as a sample, we begin
with issue and then move to claims, persuasion, audience, evidence, reasoning, as-
sumptions, and appeals. We'll return to these elements in Chapter 2, where we
explain their role in arguments about literature.

ISSUES

An issue is a question not yet s settled. People have disagreed—or might dis-
‘agree— over how to answer it. Goldberger s question seems to be this: How are
cell phones transforming culture? But he doesn't state his question flat out. He
presumes his readers will guess it: Other writers of arguments put their ques-
tions plainly. They want to ensure their readers know them. This seems Jeremy
Rozansky’s goal in an argument he wrote for the January 19, 2013, issue of
The New Atlantis. His article's topic is steroid-using athletes. To him, debates
about men like Barry Bonds and Roger Clemens focus too much on whether
they played “fair” or are naturally talented. Rozansky calls for thinking about
something else: “What are athletes doing when they play sports, and what are
we watching when we watch?” His own answer is “a certain kind of human
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But notice that he bluntly announces his question to begin with. By doing th
he stresses it. He signals that it's the most important issue raised by the stere
scandals.
‘When you write an argument, readers should find your main issué sign
cant. It must be a question they believe is worth caring about. Sometimes th "’
immediately see its value. But often you Il need to explain what's at § :
Scholars of rhetoric describe the task as establishing the issue Qexngeng 1
urgency or importance of the situation. Goldberger brings up exigence at (!
start of his fourth paragraph. There he states that on city streets, the use of‘
phones “matters,” for “the streetis the ultimate public space and walking al¢
it is the defining urban experience.” ‘
For another statement of exigence, let’s turn to a 2013 piece from the:
line magazine Slate. It's about a strange topic: animals put on trial. Aul
James McWilliams points out that in 1457, a French village brought a Sow
six piglets to court, charging them with killing a boy. The piglets were de(; i
innocent; the sow was found guilty and hanged. McWilliams notes that
was just one of many animal trials in past ages. Then, he states his chief is§
“What are we to make of this evidence that our ancestors imputed to anin
a sense of moral agency?” McWilliams realizes that his readers may lind:
question trivial. They may not see its relevance to the present. So he states!
question’s stakes: “These seemingly odd trials have much to teach us al
how fundamentally oﬁ?élitlonsﬁlp with animals has changed and how, v
poignantly, we've lost the ability to empathize with them as sentient be
McWilliams goes on to praise how courts of the past treated animals. K
guilty verdicts respected these creatures, he says. Putting them on trial credi
them with powers of thought and the potential to act well. McWilliams :
modern humans to adopt the same attitude. At present, he believes, they i ,
animals as objects. Whether or not you agree with McWilliams, he reseml
(ioldberger in stating why his issue matters.

CLAIMS

Perhaps you associate the word claims with insurance companies. It's familk
as a term for the forms you fill out when someone bashes your car. You may ¢
be used to calling other things you say or write claims. But even when you ul
a .slmple observation about the weather—for instance, “It's beginmninj
rain” —you make a claim. A claim is a statement that is spoken or written
that people will think it tru true. With this definition in mind, you may spot ¢l
everywhere. Most of us make them every day. Most claims are accepted us | !
by the people to whom we make them. Imagine how difficult life would bq; u
opposite were so. Human beings would constantly fret if they distrusted
thing told them.

But claims may conflict with other claims. We've defined an issue
question with various debatable answers. Claims, as we use the term,

debatable answers. In this sense, most of Goldberger’s statements are ¢lal



The Elements of Argument 9

8 CHAPTER 1 What Is Argument?

_&J\a
)\‘W

thafé l(l)llt S:l;‘;lfgraph 61 'i;hcrc he argues that cell phones are prime forces in a pale
osses.” These are “the loss of the sense that walking ¢ :
urban street is a glorious shared experi "o ‘blurting et iR
perience” and “the blurring of distine
between different kinds of 4 soldbergerts Rl
‘ places.” Readers might object to Goldberger’s
In various ways. Some might argue that nei ’ : W
ither of these losses has occ
' ’ < s has urre
gltl}llerst ﬁmght‘ sa;: that these losses have happened but that cell phones didnt'it"
ause em. So, Goldberger has more work to do. Like all debatable statement:
his requires support. -
mak;/\i)l:fen gl(:; writf: a cgllege paper, typically you'll raise an issue. Then you'll
make one claim about it. This can also be called your thesis, ’
may know from high school. It won't b i o'l make
. ) e your only point. You'll make smg i
claims as your essay continues. B i . e
. But stating your i ai aini
focused on it, will be important. AL i W

PERSUASION

gsstscgrr]n{)rgséy asstllrl}ed ;hat if two people argue, they are dogmatic. Each in-
proclaimed correct. But at its best, ar: i :
- » argument involves efforts t
persuade. You argue in the first pl -
: place because you want others t
claims. Yet you can't expect them t b e
o applaud at once. To attempt ion i
i ' . pt persuasion is
rea}o;gﬁ@e tl(;dt your claims need defense. Goldberger knew that much of his
3 tlll)' E lor;:]d téle phones that disturb him. He'd have to justify his stance
ost likely he figured that he couldn’t turn all i :
_ the fans into critics. Such
conversions can be hard to pull off. But he s
. : could pursue a more modest goz
i rrlai 3 it dl:
:%;xg;gé g%qthmﬁggli melrl,;t,gmdsy Whether or not they gained aﬁnﬂr(ﬁ%&ﬁ
» i€ could make them seem reasonable. Probabl :
i make asonable. y he'd be happy if a
;’ﬁ:(clilrt lscz:;(rin III'n fot?l(lier of CEH phones than Goldberger is, but I can't[()i[;z’miss
s. I'm willing to keep reflecting on them.” A i i
: oy . Aresponse like this can
er)é(e):r atl}rln tooARedllst;gglly,, pbersuasion doesn't mean everyone eventually
€S with you. An argument you write mh 1 5 1i
’ Vith 3 y leave some readers maintaini
; ) : : in
. nother view. But you've done much if they conclude that your ideas are ¢ dg
l‘blie—worth their bearing in mind. : 15

AUDIENCE

T
g:e (;/:olzci ?&!dl@n;(?t 1?'1ayl hrs(; make you think of people at plays, concerts, mov-
! res. Yet it also describes readers. Not hi te |
other human eyes; in college ¢ e S
; ge courses, you may produce notes, j : i
e o otes, journal entries,
! ys for yourself alone. But in most any ¢ }
] i ' § y course, you'll also d
publ;f:h‘./vrltmg. You. Il try to persuade audiences to accept claims you make y
e is dtdsk _requlres you to consider more than your subject. You must ;ake
» %nbw_r;gmi:s lgtq _?gtrcoul nt. McWilliams realized that his audienééuv_\/:dal‘dﬁh’xt ‘)Ls
animal trials. He'd have to begin with >d ini bt
these hearings were like. B e
- By contrast, Goldberger’s average read 2
aware of cell phones. Also, he su e el
. ) pposed that they had a certain vocab
““ : ” “ UIar o
that they knew “boulevardier” and flaneur” meant someone who likes toyex— \ o

plore city streets. Evidently he saw his audience, too, as holding two beliefsb(
about cell phones. One is that they help people connect. The other is that they\ 0

make private life more public, for chatter on them is often overheard. Deliber-
ately, Goldberger challenges both ideas. He argues that because cell phones dis-
tract people from their surroundings, they lead to “disconnected urbanism”
and turn “a public place less public.” Unfortunately, sometimes your audience
will have a vaguer profile than his. You may have to guess what your target
group knows, assumes, and values.

EVIDENCE

Evidence is support you give your claims so others will accept them. What sort
of evidence must it be? That depends on what your audience expects. Disci-
plines differ in this respect. In literary studies, claims about a text seem more
plausible if they're backed by quotations from it. (We discuss this standard
more in Chapter 2.) Scientists must not only conduct experiments, but also de-
scribe them so that others can repeat them and see if the results are the same.
Anthropologists feel pressured to base their conclusions on field research. Not
that your audience will always be academic scholars. It can easily be more di-
verse. Goldberger’s audience included experts in design, but also nonprofes-
sionals with interests like theirs. In short, his readership was mixed.

To persuade this group, Goldberger offered two kinds of evidence. His cli-
max is a personal tale, about a Hartford-based friend of his who called him
from New Orleans and then from Tallahassee. Clearly Goldberger wanted his
audience to find this story typical of modern life. He hoped it would serve as
what rhetorical theorist Kenneth Burke calls a representative anecdote. Its effect
would be to reinforce his claim that cell phones ruin callers’ sense of place. In
addition, Goldberger presses his readers to consult their own experiences. He
bids them recall how they've used cell phones on city strolls. At such moments,
he seeks to remind them, they “are not on the street sharing the communal
experience of urban life.” Similarly, he prods them to remember how “increas-
ingly common” it is “for cell-phone conversations to begin with the question,
‘Where are you?' and for the answer to be anything from ‘out by the pool’ to

v

‘Madagascar.
As a writer, you might have to guess your audience’s standards of proof.

You'll be influenced by experiences you've had with such readers. Perhaps
you'll also have opportunities to review drafts with them.

REASONING

Philosopher Gary Gutting observes that “facts alone are necessary but not suf-
ficient for a good argument. As important as getting the facts right is putting
the facts into a comprehensible logical structure that supports your conclu-
sion.” This advice can help you as you strive to persuade others through writ-
ing. Besides evidence, your readers will expect you to show careful reasoning.
Ideally, they’'ll come away feeling that your ideas truly connect. They should
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sense that your main claim derives from your other ones. Goldberger's logic
seems this:

People should sense the distinctiveness of a place and feel a bond
with other people there.

These things should especially happen on a city street, which is “the
ultimate public space.”

For the last several years, these things have been threatened by faxes,
computers, and e-mail, which speedily link people to some other
place than the one where they actually are.

The cell phone is a more dramatic development in technology,
however, for it can “intrude into every moment in every possible
place.”

Cell phones let people make contact with other places quickly and
easily, so that one result is “the blurring of distinctions between
different kinds of places.” Indeed, these devices even render area
codes meaningless. Furthermore, they prevent a city street from
being “a glorious shared experience.”

i[‘herefore, cell phones are a “major” factor in two big “cultural
osses.”

G'oldk‘)e‘rge‘r doesn’t arrange these ideas as a list. He might bore readers if he
did! Stl}l, ideally readers will see his claims as a methodical sequence. When
you write an argument, guide your audience step by step through your reason-

ing. Help them follow your logic. Make your essay seem an orderly train of
thought.

ASSUMPTIONS

Already we've mentioned certain assumptions of Goldberger's. But other be-
liefs appear to have steered him. They include some that readers may reject.
Assumptions behind an argument may be numerous and debatable. That's
why we single them out as an element here.

: One category is beliefs about the audience’s experiences. As Goldberger asks
his readers to imagine “When you are in Paris,” he supposes that all of them
have visited Paris or might go there some day. Another type of assumption con-
cerns the writer’s values. When Goldberger laments cities’ loss of uniqueness
he assumes that uniqueness is good. A third type is what rhetorical theory callé
warrants. This term refers to the writer’s beliefs about what can serve as evi-
dence. Recall that Goldberger climaxes his argument with a personal story. He
relies on a warrant when he offers this tale. It's the assumption that the story is
evidence for his argument’s main claim.

We can imagine readers skeptical about these premises. If low-wage work-
ers saw Goldberger’s reference to Paris, they might grumble or scoff. How could
they ever afford to go there? Others may believe that uniqueness isn't always a
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nelit, Similarly, for some of Goldberger's audience, his personal story may
'k weight. As author, Goldberger must decide which of his assumptions are
I or trivial — and which, if any, he has to state and defend.

When you write an argument, try to identify its assumptions. Detecting
o isn't always easy. You may need to have friends and classmates read each
ul your drafts. But the effort pays. Growing alert to a premise helps you antici-
pule challenges to it. You can then revise to head off these criticisms.

"
APPEALS

I'v make their arguments persuasive, writers employ three basic kinds of ap-
peals. Rhetorical theory calls them logos, ethos, and pathos, terms drawn from
uncient Greek. In practice, they don't always play equal roles. An argument
muy depend on one or two of these strategies, not the entire trio. But all three
lre potential resources.

In a way, we've already introduced logos. The term refers to the logical sub-
stance of an arguer’s case. When you rely on logos, you focus on showing your
¢laims are sound. You do this by emphasizing your evidence and your reasons.
Most audiences will demand anyway that these features be strong. No surprise,
then, that logos is the most common type of appeal.

Ethos often operates, too. When applied to writing, this term refers to the
image you project as an author. Actually, there are two types of ethos. One is
your audience’s image of you before you present your analysis. It's your prior
reputation. Many readers of Metropolis know that Paul Goldberger is a leading,
Pulitzer Prize—winning critic of architecture. Their awareness inclines them to
respect his arguments, whether or not they agree with him. Advertisers have
reputational ethos in mind when they hire celebrities for endorsements. The
hope is that you'll join Weight Watchers because Jennifer Hudson did. This
ethos also comes into play with self-help manuals. Often their covers boast that
the writer is an academic. You're supposed to buy How to Find Lovers by Loving
Yourself because its author has a Ph.D.

Most of us, however, aren’t famous or highly credentialed. There remains
a second kind of ethos: the picture of you that people form as they read your
text. To gain their trust, you should patiently lay out your claims, reasons, and
evidence. This is what Goldberger does. True, cell phones bother him enough
that he uses the word offense and points out that their ring “can be infuriating.”
But he doesn't lash out against them. He avoids blatant, righteous anger. He
signals that his argument won't become a “rant.” He declares the phones’ im-
pact “not encouraging” —a fairly mild criticism. He doesn’t demand they be
smashed to bits. He simply mourns “losses” they cause.

When arguers are scornful, some of their audience may object. John Burt
points out a problem that Stephen Douglas’s ethos created in his famous de-
bates with Abraham Lincoln. When the two men competed for a U.S. Senate
seat in 1858, the main issue was slavery. On this topic, Douglas planned to
come across as a seeker of compromise. But on stage he fiercely insulted
Lincoln. showing nastiness and not tact. As Burt observes, “Douglas’s own
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management of his case was so intemperate, so inflammatory, and so personal
that whatever case one could make for his position, he himselfl was the last
person who could plausibly carry the day for that case.” Sometimes anger is
right, especially when injustice must be noticed and stopped. But for much of
your writing, especially in college, Goldberger's tone will serve better.

Writers enhance their ethos through concessions and qualifications.
Concessions are civil (or even kind or admiring) acknowledgments of views or
experiences other than yours. One appears in Goldberger’s piece. Largely he
claims that cell phones wreck people’s sense of place. But he does admit that
unique geography survives to some extent. In paragraph 2, he notes that here
and there you can find “a place that retains its intensity, its specialness, and
its ability to confer a defining context on your life.” He's quick to add that
these settings fall short of an “all-consuming effect.” Nevertheless, he grants
that they've somehow remained distinct. Most readers will like his recognizing
this fact.

In rhetorical theory, qualifications aren’t credentials for a job. They are
two kinds of words. One kind helps writers strengthen their claims. A common
example is the word very, as in a sentence like “Cell phones are very bad for cit-
ies’ sense of community.” Yet many readers think terms of this sort are unnec-
essary. “Bad” is already emphatic; why stick “very” before it? The second kind
of qualification has the opposite effect. Words in this category weaken a claim.

They help writers sound cautious, often an attractive trait. Goldberger uses
words of this type:

® [nparagraph 1, where a more reckless writer might have simply
declared “Places are unique,” he adds “or at least we like to believe
they are.”

® In paragraph 3, he doesn’t just proclaim that all city dwellers have
lost a sense of place. He makes use of the word almost, saying this is
becoming the experience of “almost every person on almost every
street in almost every city.”

®  [n paragraph 4, he resists generalizing about every inhabitant of a
city. Instead, he asks “what if half of them are elsewhere, there in
body but not in any other way?"

® In the next paragraph, he doesn't claim that a cell phone’s ring is
infuriating. Rather, he more softly notes that it “can be.”

® In paragraph 6, he doesn’t simply announce that an area code has
become just a set of numbers. Rather, he laments that it “is really not
much more than” them.

Such language makes Goldberger look careful. Similar terms include probably,
maybe, perhaps, and possibly. These words suggest that the writer isn’t self-
righteously certain. Take this claim from Hartzog and Zelinger’s article about
Facebook: “Many contemporary privacy disputes are probably better classified
as concern over losing obscurity.” With “probably,” the authors identify their

claim as a hypothesis. They grant that it isn’t sure fact. Like Goldberger, they
project restraint.

Developing an Effective Style of Argument 3

Pathos is an appeal to the heart. You find it in charities” ads. Many show
olos of suffering children—kids hungry, injured, or poor. These picturés are
uint to rouse pity. If they succeed, viewers sob and donate. At other tlme.s.
iWhos stirs fear. Activists warn that if society ignores them, apocalypse will
me, Pathos-filled arguments aren’t dry in tone. Their language expresses
oods. Pathos targets its audience’s emotions. When you write suczh argqments.
il push readers to feel the stakes of your issue. You hope they’ll passionately
vor your claims. Sure, you risk sounding excessive: too sad, too mad, too
uro(i. or too hurt. But pathos can be a respectable tool, as well as a powerful
¢, Plenty of subjects even demand an emotional tone. Reader§ e'xpect essays
,u penocide to anguish over its victims. Further, pathos ca.n Jom'logos and
hos. Arguments that move readers may also awe them with logic; the au-
or's image may impress them, too. :
Goldberger's piece oozes despair and sorrow. He deeply regrets cell phones
pact on cities and prods his audience to share his grief. He se?ves h1§ most
oluble pathos for the end. There he claims that cell technology is turning all
I us into “nodes on a network.” It's a chilling final image. He wants to leave
renders worried that cell phones will destroy their souls.

Developing an Effective Style of Argument

When you write an argument, you need to consider the elements we have dis-
cussed. Also good to study are features of an effective style. The words author's
¢hoose and the order they put them in are tools of style. Goldberger uses vari-
ous tools to make his prose compelling. Try practicing these methods yourself:

Mark transitions. Readers want to know how each sentence relates to t}.le
ones immediately before and after it. Usually a word or two can show this.
Goldberger’s second sentence starts with “It,” a pronoun that looks back to t.he
previous sentence's “connection.” Especially crucial is the lang.uage of shifts
[rom one paragraph to the next. When Goldberger begins his third parz}graph
with “This is getting harder to do,” he builds on his second paragrapﬂh S ﬁ?al
point. Similarly helpful is the word that starts his third paragraph: “But.” It
signals that this new paragraph turns from older technology to a new, more
disturbing kind.

Create coherence by repeating words and by using similar words.
Readers appreciate signs that you have carefully focused and st}“uctured your
argument. Through repeating its key words, you can show that"lt foll(iws a co:
herent line of thought. Goldberger notably repeats “cell phones” and “places,

making clear that these are central concerns of his piece. More than once he
uses “increasingly” when referring to cell phones’ impact. It p0p§ up in para-
graphs 2 and 3; then it appears twice in paragraph 7, his conclusion. By t.‘,cho—
ing this word, he stresses that he’s discussing an ongoing trenfl. Your gudlence
will also sense organization if you use words related in meaning. Notlce what
Goldberger does in paragraph 1. Near its end, he uses “want” three times. I'Sut hﬁ
nreviews this repetition with earlier lancuage: what “we strive to experience
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a.nd what “you expect to wallow in.” Together, these words stress that he's con-
sistently concerned with desire.

Balance the parts of a sentence.
Goldberger:

Look again at these two sentences from

When you are in a forest, you want to experience its woodsiness;
when you are on a beach, you want to feel connected to sand and
surf. (para. 1)

-It turns the boulevardier into a sequestered individual, the flaneur
into a figure of privacy. (para. 5)

In. each sentence, the parts balance. It’s an engaging feat. Readers like rhyth-
mic symmetry. They won’t demand it of every sentence you write, but they'll
appreciate it when they see it.

Vary the lengths of sentences. A series of long sentences may confuse
your readers, while also losing their attention. On the other hand, a series of
short sentences may come across as choppy, obscuring how ideas connect.

Usually, your audience will prefer variety. Try to mix sentence lengths, as
Goldberger does here:

Once the area code actually meant something in terms of geography: it
outlined a clearly defined piece of the earth: it became a form of identity.
Your telephone number was a badge of place. Now the area code is really
th much more than three digits; and if it has any connection to a place
it's just the telephone’s home base. An area code today is more like a car'é
license plate. (para. 6)

Even in long sentences, however, be as concise as possible. Don’t use more
words than necessary; make each one count.

Use active verbs, not just passive ones. Active and passive are terms of
grammar. When a verb is in active voice, the subject of that verb performs an
action. When a verb is in passive voice, its subject is acted upon. The active tends
to make a sentence more dramatic and concise. Also, it better identifies who or
what is doing something. Interestingly, Goldberger uses active voice even when
the verb’s subject is phone technology:

“the cell phone has changed our sense of place” (para. 3)

a cell phone “pulls you toward a person in Omaha” (para. 4)

“the cell phone has played a major role in both” (para. 6)

an area code “outlined a clearly defined piece of the earth” (para. 6)
“the old telephone exchanges that truly did connect to a place”
(para. 6)

Notice, too, that at key points—the ends of paragraphs 3 and 5— he uses pas-
sive voice:

“?he moment it rings you will be transported out of real space into a
virtual realm” (para. 3)
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- "And suddenly the meaning of the street as a public place has been
~ hugely diminished.” (para. 5)

lIm)klng at these last two sentences, consider the alternatives: In active voice,
u" would transport something, rather than be transported. And something
wild diminish “the meaning of the street,” rather than that meaning'’s being
Inished. Goldberger's use of the passive implies that we humans have lost
ontrol of our lives. Rather than act, we are acted upon. Specifically, we no lon-
tuke charge of “real space” or uphold “the meaning of the street.” When,
¢ontrast, cell phones become subjects of his active verbs, Goldberger implies
oy rule us. Overall, his practice suggests that both kinds of voice are re-
rees. Neither is automatically preferable. But of the two, active voice is of
urse more dynamic. And again, it identifies the action’s performer more
arly.

se figurative language. Arguments may register more strongly with their
wlience if they explain ideas through figurative language. Such phrases can
ke concepts more vivid. Three main types are analogies, metaphors, and
miles.

An analogy calls attention to a similarity between two things while still
garding them as largely distinct. Goldberger creates this analogy in para-
raph 6: “An area code today is more like a car’s license plate.” He recognizes
that an area code and a license plate are different in many ways. But he empha-
lzes what they have in common: both are numbers that fail to convey people’s
current location. He also uses analogy in paragraph 1, when he explains how
people can feel bonded to places. For him, this tie resembles marriage.

A metaphor, on the other hand, implies that two things are the same. An
example appears in paragraph 6. Ordinarily, people assume that phone num-
hers and badges are quite different, but Goldberger blends them: *Your tele-
phone number was a badge of place.” He resorts to metaphor, too, when he
concludes by labeling all of us “nodes on a network.”

A simile also equates two things, but uses the word like or as to connect
them. No similes appear in Goldberger's text, but they might have:

Today, a cell phone is like a toothbrush. People think you're uncivi-
lized if you don’t own one, if you don’t use it daily, if you don’t think
it fundamental to your health, and if you don’t replace it the moment
it wears out.

Today, people walk along city streets gazing worshipfully down at
their cell phone. This posture makes them look as if they are praying
over rosary beads or a Bible.

Identify a word’s multiple meanings. Arguers perform a striking move
when they seize upon a common word and show that it has more than one pos-
sible meaning. Goldberger does this in the middle of paragraph 3, with his
sentence “You are there, but you are not there.” He has in mind two definitions
of the ordinary word there. One deals with physical location. If a woman
is walking through downtown Manhattan, she is literally “there.” The other
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meaning is psychological connection. If the woman ignores her surroundings
in favor of talking on her cell phone, to Goldberger she isn't “there” in Manhat-
tan at all. He reinforces this distinction by noting that Lillian Ross’s title implies
there are also multiple meanings of the word here.

Create “perspectives by incongruity.” This term, probably unfamiliar to
you, was coined by Kenneth Burke. It refers to a certain means of provoking
thought. To create a “perspective by incongruity” is to tamper with traditional
oppositions. An example from Goldberger's text appears in paragraph 4. People
assume that a typical city street is outdoors, but he describes it as a room. Spe-
cifically, he calls it a “chamber.” With this metaphor, he presses his readers to
associate the street with cozy domestic intimacy—an atmosphere he thinks is
lost when walkers chat on their phones. He creates another “perspective by
incongruity” at the end of the same paragraph. This one overthrows the usual
contrast between what's small and what’s powerful. Specifically, he imagines a
scene on New York City’s Madison Avenue. Even though you're walking there,
“a little object” —a cell phone — “pulls you toward a person in Omaha.” Ordi-
narily, people don’t think little objects can exert such massive force. Goldberger
stresses, however, that cell phones can spirit minds away. Actually, his whole
article is a “perspective by incongruity,” for it argues that phones disconnect
people while supposedly linking them.

Sample Argument for Analysis

We've specified elements of argument and style. Now, try to spot their presence
in the following opinion piece. “A New Moral Compact” was originally pub-
lished in November 2012, right around Veterans’ Day. The author, David W,
Barno (b. 1954), is a retired lieutenant general. He served the U.S. Army in key
leadership roles, his experiences including combat campaigns in Afghanistan,
Grenada, and Panama. Barno is now Senior Advisor and Senior Fellow at the
Center for a New American Security, a group whose mission is “to develop
strong, pragmatic, and principled national security and defense policies.” His
article appeared simultaneously on the Center’s Web site and in the digital edi-
tion of Foreign Policy magazine. Anyone might come upon his piece through a
search engine. But probably he took his main audience to be elected officials,
their staffs, other policy experts, military professionals, and academic scholars
who study national defense.
As you read, consider the following questions:

®  What is Barno's main issue, and what is his main claim about it?

= What smaller claims does he make as he develops his main one?

®  Where in his article are you especially conscious of Barno’s attempt-
ing persuasion?

Where are you especially conscious of how Barno views his audience?
What evidence does Barno offer?

What are the steps in his reasoning?

What are his major assumptions?
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To what extent does his argument rely on logos?

To what extent might his reputational ethos matter to his readers?

What sort of ethos does he create through his words?

IHHow much, and where, does his argument use pathos?

What are some words he uses for transitions?

What are some uses he makes of repetition and words similar in

meaning?

®  Which, if any, of his sentences strike you as balanced in their
structure?

® To what extent does he vary the lengths of his sentences?

®m  What are some uses he makes of active and passive voice?

®  Where, if anywhere, does he use figurative language, such as analogies,
metaphors, and similes?

®  Where, if anywhere, does he draw out a word’s multiple meanings?

m  Where, if anywhere, does he create a perspective by incongruity?

DAVID W. BARNO
A New Moral Compact

As our nation enters its second decade of armed conflict overseas, it is appro-
priate to reflect on the moral compact between our government, our people,
und our soldiers. Eleven years of conflict in Afghanistan and Iraq, combined
~ with the prospect for open-ended global warfare against terrorists, has blurred
the lines between peace and war, perhaps forever. It has also effectively lowered
our national threshold for decisions to conduct military operations or go to
war. The reasons have as much to do with our declining personal stake in these
conflicts as with the dangerous state of the world.

I recently attended an event honoring former Pennsylvania governor Tom
Ridge for his public service. Ridge came from a working class family, won a
scholarship to Harvard, and went on to law school. Upon completing his first
year, he unexpectedly received his draft notice from Uncle Sam. '
Tom Ridge did not seek to dodge his unwelcome summons. In his family,
when you were called, you dropped whatever you were doing in your life and
you went, as his father did in World War II. But as a Harvard grad and law
student, he clearly had other options.

The Army decided to make Tom Ridge an infantryman. He soon became a
sergeant and shipped out to Vietnam, where he joined the 101st Airborne for a
year in combat from 1969 to 1970. None of the handful of young men he led
in his small infantry rifle squad was a graduate of Harvard or any other .col—
lege, but they were draftees from all social strata across the United States. Ridge
observed: “The military is a great leveler. Nobody cares who you are, where you
went to school, who your parents were. None of that mattered.”

The only reason Ridge was in the Army and ultimately fought for a year in
Vietnam was the draft lotterv svstem. The Selective Service system randomly
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assigned numbers to each draft age male by birth date in an annual “lottery”;
depending on the needs of the war that year, if your number came up, you were
called. Theoretically, your chances of being drafted as a college grad under the
lottery system were equal to those of a high school drop-out born on the same
date. In the real world, however, both college deferments (see: Dick Cheney, Bill
Clinton) and clever manipulation of the system allowed many of the well-off
and well-educated to avoid service altogether. And for each of those who side-
stepped the call, some other, less fortunate young man was called up to take his
place. Some of whom, of course, never came back—a sharp point little noted
in discussions about the complex national legacy of the Vietnam War.

In the Vietnam era, draftees were called up for a maximum of two years of
service, with one of those almost inevitably spent in Vietnam. And unlike in
today’s “all-volunteer” military, no draftee was ever sent back to Vietnam for
another tour unless he volunteered— probably with a voluntary re-enlistment
for longer service. With draftees serving only two years in uniform, it would
have been nearly impossible to send a soldier for a second 12-month combat
tour within the scope of his two-year service obligation. It simply wasn't done.
If you were unfortunate enough to be drafted, you at least knew that the na-
tion drew the line at one year of combat.

Contrast Tom Ridge’s world of 1969 with that of America’s combat sol-
diers today. In 2012, there is no draft, and our all-volunteer force has spent the
last eleven years in prolonged, bloody ground wars in Iraq and Afghanistan.
The Army of this era fields about 560,000 troops on active duty, in comparison
to 1.2 million at the height of the Vietnam war. Nearly 3 million Americans
are veterans of the post-9/11 wars, with large numbers having served mul-
tiple combat tours. It seems obvious that some of the stress on the force—
manifested by unprecedented rates of suicide and creeping indiscipline— has
come from these widespread repeat deployments, the likes of which no soldier
of the Vietnam era ever involuntarily faced. In fact, even career officers and
sergeants in the Vietnam-era force—distinct from the two-year draftees—
rarely served more than two one-year tours in Vietnam over the entire course
of that ten-year war.

In today’s military, it is not uncommon to see Army lieutenant colonels
and senior sergeants deployed three or four times for 12- to 15-month combat
tours over the past decade—a back-breaking, family-stressing commitment
the likes of which we have never before asked of our men and women in uni-
form. Even in World War II, only a small fraction of our nearly 16 million uni-
formed men and women served more than three years in a combat zone, and
the entire war was finished for the United States in 45 months. Our war in
Afghanistan has lasted 134 months. It now has eclipsed the American Rev-
olution and Vietnam as the longest war in U.S. history. Stunningly, sizable
numbers of the very same sergeants and officers fighting the war today are the
men and women that led the way into the earliest campaigns in Afghanistan
and Iraq. If you are a career officer or NCO in today's Army and Marines, by
and large you either continue to deploy—or you leave the service. There are
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other options. Across our volunteer force, over 6,500 have been killed and
more than 50,000 wounded since 2001. Consider the burden of that stark
ptenlity upon career military families.

~ Both of my sons have served one-year combat tours in Afghanistan. When
LU youngest son, an Army pilot, was called to go back after completing his first
{our, | was suddenly angry. Not an anger that derived from misunderstanding
i rotation system, nor from seeing the war as somehow unjust. My anger
§ visceral, unbidden, reflexive. And as I examined my unexpected reaction,
I came down to this: my son was going back, yet 99 percent of his military age
gontemporaries were not—and never would, no matter how long the war
lusted. Neither his civilian peers, their parents, nor their spouses or siblings
vould ever be exposed in any way to the gut-wrenching dangers of being in the
middle of a lethal national enterprise. It simply wasn't important enough for
Our nation to insist that all of us shared the sacrifice of unlimited liability that
wir demands from those who fight it. Having a cadre of admirably willing vol-
unteers simply has made it too easy for us to go to war.

F'or we Americans as a people, that's just wrong. There must be some limit
10 what we will ask of our men and women in uniform before the rest of us feel
some moral obligation to step in. Tom Ridge —representing all of the people of
the United States in 1969 — got the telegram, put his life on hold, stepped for-
wiird and served in combat alongside a broad cross-section of America’s youth.
Ioday. we call on no one to make this kind of sacrifice. We have even made that
i matter of some pride, a nation that has moved beyond the dark days of “con-
seription.”

Yet at what point are we morally compelled to in some way expose every
- American family to our fights abroad, to invest some moral equity as a nation
und a society into fighting our wars? Absent any prospect whatsoever for our
¢urrent or future wars to touch any of us personally, where is the moral haz-
urd—the personal “equity stake” —that shapes our collective judgment, giv-
Ing us pause when we decide to send our remarkable volunteer military off to
war? They are fully prepared to go—but they trust the rest of us to place suffi-
clent weight and seriousness into that decision to ensure that their inevitable
sucrifices of life and limb will be for a worthy and essential cause.

Throughout our history, American decisions on going to war have been
closely connected to our people because they remain matters of life and death.
And they were always seen as matters of deep import to the nation as a whole,
since all could be called upon to fight. Today such profound decisions are all but
free of consequences for the American people. When the lives and the deaths
ol our soldiers no longer personally impact the population at large, have we
compromised our moral authority on war? How can our elites and our broader
populace make wartime decisions in good conscience when those paying the
price are someone else’s kids— but assuredly never their own?

The past ten years suggest that relying on a professional military com-
prised only of willing volunteers has eroded the core societal seriousness that
we have always accorded to national decisions of war and peace. One wonders

10
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if we would have entered our recent conflicts as quickly— or let them drag on
so long—if our Army was filled with draftees, drawn from a random swath of
families across all segments of America.

One policy to better connect our wars to our people might be to determine
that every use of military force over 60 days would automatically trigger an
annual draft lottery to call up 10,000 men and women. They would serve in
every branch of service for the duration of the conflict, replaced by future draft
tranches in limited, like-sized numbers. Ten thousand draftees would comprise
only about 5 percent of the number of new recruits the military takes in each
year, but they would signify a symbolic commitment of the entire nation. Every
family in the country would now be exposed to the potential consequences of
our wars and come to recognize in a personal way that they had a stake in the
outcome. The national calculus on go-to-war decisions subtly changes when
all families can be called upon to answer the call to arms.

In the last decade, war has become something done by “the 1 percent” —
our rightly acclaimed force of volunteers—with 99 percent of America un-
involved, and sometimes seemingly uninterested. But with war becoming
this easy, our historic caution in committing our troops abroad has frayed dra-
matically. Partly as a result, “America at war” is slowly becoming a permanent
condition. We have gradually, almost imperceptibly, eroded the bonds of
responsibility linking our soldiers, our people, and our government. It's time to
reestablish that moral compact between our people and our wars. [2012]

Writing a Response to an Argument

Often a college course will require you to read arguments. Just as often, you
will respond to them by writing an argument yourself. As you compose your
reactions to these texts, you will make, develop, and support claims. Here are
some tips to help you:

®  Before you write about the text, be sure you understand it in its
entirety. Identify its main claim, its other claims, and how they all
relate. In your essay, don't treat these claims one by one in isolated
fragments, stating your opinion of each. Instead, put in context any
claim you discuss. Explain its role in the author’s overall reasoning
process. You can begin to establish this larger framework in your
introduction, by summarizing what the author basically argues.

®  Perhaps you'll disagree with the argument. Even then, show respect
for its author. Avoid snarky remarks like “What planet is this guy on?”
Audiences tend to prefer a more civil ethos. Calling the author stupid,
evil, or crazy may drive your readers away. Let your tone suggest that
you're reflective, not mean.

= When you first read the argument, you may strongly approve or
object. But don't settle for extreme verdicts. Let your written response
include concessions and qualifications, not just big evaluative claims.
Your readers will appreciate learning what's complex about the
arcriment and how reactionec 0 it can he mived YAhatewrar srat1w
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attitude toward it, show the reasoning and evidence behind your
view.

®  When writing about the argument, refer to its author. Make this
person the subject of several active verbs: for example, “Barno
claims,” “Barno argues,” “Barno proposes,” “Barno calls for.” After
all, the argument isn’t an orphan. Nor is it a random series of
[ree-floating ideas. You're studying an entire case put forth by a
particular human being. Take opportunities to remind your readers—
and yourself— of this fact. Start doing so with your introduction.

m  For each sentence you write, make clear whose view it expresses. Are
you conveying an idea brought up in the argument you're analyzing,
or is this your own idea? Help your readers distinguish between the
two. If you write about Barno's argument, for example, let them
know when you're reporting his claims and when you're stating
yours.

®  (ive your response a title that previews what you'll say.

A Student Response to an Argument

The following essay demonstrates several of the strategies we've discussed in
this chapter. The author, Justin Korzack, composed it for a course on debating
social issues. Basically, he wrote an argument that reacts to Barno’s. To sup-
port his response, he investigated presidential history. Still, his essay isn’t a full-
blown research paper, a genre we discuss in Chapter 6. Nor, probably, is it the
linest response ever written. But it does perform moves worth adding to your
rhetorical repertoire.

Justin Korzack
Professor Hartfield
English 111
10 April ----
How to Slow Down the Rush to War

In “A New Moral Compact,” David W. Barno worries about
the United States’ current reliance on an all-volunteer mili-
tary. He claims that this policy allows civilians to feel too
complacent about the country’s committing itself to major
hostilities. Barno is a retired lieutenant general with a sub-
stantial combat record. Therefore, you might assume that he
himself is comfortable with war. But this is not so, at least
with respect to our recent long-term conflicts. He feels that
these engagements have had serious consequences for the
professional soldiers required to carry them out. In his view,
the public at large needs to become more aware of war’s hu-
man costs. To make all citizens more alert to these, he pro-
poses “that every use of military force over 60 days would
artamatically friaaer an annnal draft lotterv to call un 10 000



