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Time, Meaninglessness, and Passion in Alice Munro’s “Passion” 

The Interpretive Question 

Within Canadian author Alice Munro’s short stories, the flow of time in the narrative of 

the characters is different than what is traditionally found in novels or other similar forms of 

literature. Rather than following a traditional linear timeline from beginning to end, Munro 

deviates by following the memories, present, and past events of her (mainly) female characters, 

allowing each memory and event to build on each other to create a more organic, non-linear 

timeline. Munro herself has confirmed this motif in her stories, stating “I don’t take up a story 

and follow it as if it were a road with views and neat diversions along the way. I go into it and 

move back and forth and settle here and there. It’s more like a house…[which] encloses space 

and makes connections...and presents what is outside in a new way” (Trussler 190; May 173). 

This, she goes on to add, goes on to create a specific kind of feeling she wants from her stories, 

or her “structure.”  

Munro’s early stories, like “Walker Brothers Cowboy” (1968), were written in a 

conventional and straightforward linear narration; for example, the main character of “Walker 

Brothers Cowboy” discusses the situation her family is in due to the Great Depression and the 

strain on her parents to appear as if they are not hit by the financial trouble all of their neighbors 
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are in. The main character and her brother follow their father, Ben, on a sales journey with him 

that ends with him reconnecting with a female friend from his past whom he had an intimate 

relationship with. This reconnection exposes the main character to a younger, happier side of her 

father she never knew existed, permanently changing her understanding of him and their 

relationship. Though Munro brings the narrator into the past through her father, the story is 

largely linear and has a traditional beginning, middle, and end. 

But as Munro has written additional stories through the years, the narration has changed 

to a more complicated and subtle narrative technique, like what is found in “Passion” (2004). 

Rather than start “Passion” in a linear fashion, with the beginning starting 40 years in the past 

when Grace first meets the Travers family and then end the story with an older Grace returning 

to look for their home, Munro has an older Grace start in the present and look back on her 

childhood memories with an adult perspective. And Grace’s recollection doesn’t continue in a 

linear fashion: Munro first starts out with describing Mr. and Mrs. Travers and their family 

before they meet Grace, which then continues into Grace’s memory of meeting Maury and going 

on their first date to a movie. Only after that do we learn about Grace’s story and how she ended 

up working as a waitress at a hotel at 20 years old, rather than learning that information at the 

beginning of the story or at the beginning of the older Grace remembering in Ottawa Valley. But 

in a literary world where most stories, short and long, are written in a linear fashion, why would 

Munro write in such a non-linear fashion, and what does this do for the characters and the 

narrative of the story? 

Life of the Author 
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Some of the answer to this lies in Munro’s personal story. Alice Munro, née Laidlaw, was 

born in Wingham, Ontario, Canada in 1931 as the oldest of three children. Ontario is an 

important setting in most of Munro’s short stories, as many of them live or travel to there, and 

draws on the people and culture of the area, particularly Huron County where Munro grew up. 

During an interview, Munro described the area as, “"I am intoxicated by this particular 

landscape, at home with the brick houses, the falling down barns, the trailer parks, burdensome 

old churches..." She further described Huron County as an “ordinary place” where everything 

was “touchable and mysterious”; this theme of an ordinary place being mysterious and intriguing 

beneath the surface is an essential element of her stories since she began writing in the early 

1950’s with her first work of short stories, “The Dimensions of Shadow” (Noble). 

As a child and a teenager, Munro developed a close relationship with her mother, Anne 

Laidlaw; before the birth of her brother and sister in 1936 and 1937, Anne and Alice spent a 

great deal of time together and her mother cared deeply for her oldest daughter, educating her . 

This relationship underwent drastic changes when Anne unexpectedly showed signs of advanced 

Parkinson’s Disease during the summer of 1943, when Munro was twelve; unfortunately, Anne 

passed in 1959 from the disease. With her father working to try and care for his family, it fell to 

Munro to care for both her mother and her younger siblings, and to maintain the house. This 

experience of caring for her ill and debilitated mother had a profound effect on Munro, later 

affecting her portrayal of mothers in her short stories (353, Francesconi). She eventually studied 

English at the University of Western Ontario from 1949 to 1951 on an academic scholarship, but 

left school before finishing her degree to marry her first husband, James “Jim” Munro (Noble). 
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James Munro came from the upper-classes in Ontario, while Munro came from the lower 

middle-class; the theme of the man coming from a higher socioeconomic class than the woman is 

largely based on James and Munro’s experiences with him in their marriage. Munro also 

described their marriage, especially the early years from 1963-1966 in Vancouver, as a very 

traditional marriage: James would leave to work in the mornings, and Munro would kiss him 

goodbye as she cleaned the house, cleaned, and took care of their two daughters. Her sympathies 

with the counterculture movements in the 1960’s put strain on their relationship, as James did not 

agree with them. Munro disliked living in Vancouver and James disliked his job there, and 

finally in 1973, she left James and took her children to live in Ontario as a professor at York 

University (Noble). In 1976, Munro married an old college sweetheart, Gerald Fermlin, and they 

lived together in Ontario until Fermlin’s death in 2013. 

Munro published her first book, “Dance of Happy Shades”, in 1968. The book won the 

Governor General’s Award, Canada’s highest literary award at the time. Another book, “Lives of 

Girls and Women”, published in 1971, went on to win the Governor General’s Award a second 

time and a third time for “Open Secrets” in 1986. “Dance of Happy Shades”, Munro has 

continued to produce award-winning short story collections like “The Love of a Good Woman” 

(1998, winner of the Giller Prize) and “Runaway” (2004, winner of the Giller Prize and Roger 

Writers’ Trust Fiction Prize) (World Literature, Noble). Her most recent collection, “Dear Life” 

was released in 2012. 

Secondary Sources 

Munro’s work has established her as an influential and important author in the genre of 

short stories, with some citing her as one of the most influential authors in North America 
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(Munro). Many academic scholars have analyzed and discussed Munro’s short stories, and 

several theories have been applied to her characters and content. Several analysts have written 

especially on her particular style of writing and how this affects the narrative and the characters. 

This paper will focus specifically on the motif of time in Munro’s writing, and how this specific 

element affects the characters, their relationships with one another, and the narrative.  

In his analysis on Munro’s short stories and the theme of non-linear time for the 

characters, “Alice Munro and A Maze of Time”, John Orange discusses how Munro’s writing 

style for this particular theme changes through her stories through the years, and how this has 

added to the content in her stories: the paradoxes at the core of human psychology, the 

mysterious depths of the ordinary world around us and Munro’s characters, and a ‘suggestion of 

a soul beyond the objects depicted’. (87) He goes into great analysis of how Munro’s shift from 

the linear, first-person narratives in her early writing career to a non-linear, more mysterious and 

third-person narratives create an ‘ironic distance’ between the readers and the characters, which 

leaves the motives and desires of the characters ambiguous for the readers. This opens the 

opportunity for readers to examine and explore Munro’s stories and find their own ideas and 

meanings, instead of reading a clearly stated idea and accepting it without additional 

examination. “Ironic distance,” Orange writes, “allows a writer to suspend judgement, as it were, 

and therefore, there is no need to give precise rhetorical direction to the stories...thus leaving a 

reader on his/her own to interpret the story’s meaning.” He goes on to state that the abrupt and 

unusual shifts in setting and time leave the reader “dazzled, curious, and groping for 

understanding” (Orange 93).  
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Charles May follows in the similar vein of thought as Orange’s description of Munro use 

of time leaves her short stories open for interpretation, focusing specifically on how the short 

story she chose as her main medium of writing differentiates from novels and other traditional 

written content. In his analysis of Munro, “The Short Story’s Way of Meaning: Alice Munro’s 

‘Passion’”, he differentiates between two styles of writing, Homeric and Hebraic, and how 

Munro’s style falls into Hebraic, where stories in this style “externalize only so much of the 

phenomena as necessary for the narrative, all else is left in obscurity.” The knowledge and 

understanding that come from Hebraic short stories is a metaphysical or inexplicable concept, a 

kind of knowledge that exists within a different realm of reality. (May 173) This style, May 

argues, helps keep the focus on a character who is confronted within the inner world, the world 

of spirit, and how Munro tries to be authentic to that inner world of the character. He quotes 

O’Connor in his analysis, who describes that Munro is the kind of writer who “believes our life 

is and will remain essentially mysterious. What such a reader sees on the surface will be of 

interest only as she can go through it into an experience of the mystery itself…[F]or this kind of 

writer, the meaning of the story does not begin except at a depth where adequate motivate and 

adequate psychology...have been exhausted” (May 175). A strong example of this, May sites, is 

Neil’s suicide, which has no apparent stated motivation in the story. 

Michael Trussler follows both May and Orange’s interpretations of Munro’s stories in his 

article “‘Pockets of Nothingness: Metaphysical Solitude’ in Alice Munro’s ‘Passion’”, going one 

step further than May to describe the metaphysical solitude experienced by Grace and Neil in 

their inner Hebraic worlds. He defines metaphysical solitude as a sense of nihilism both Grace 

and Neil feel about the world, a belief that life is meaningless in the grand scheme of things. 
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Humanity as whole spends an extraordinary amount of creative and emotional energy trying to 

avoid this honest appraisal of reality; the Travers, for example, play word games to try and 

distract themselves from what Grace and Neil know. He argues that in “Passion” and other 

Munro stories, there is a manifestation of considerable anxiety about human temporality in the 

grand scheme of the universe. He describes that this belief also runs through Leo Tolstoy’s 

novels, one of which is referenced in “Passion”, “Anna Karenina”, and that both Tolstoy and 

Munro depict metaphysical isolation by having one of the two main characters (Neil and Anna) 

commit suicide while the other characters (Grace and Levin) choose to live instead. The 

correlations between Tolstoy’s work and the themes in “Passion” are critical evidence for this 

theme of nihilism in Trussler’s analysis of the story and other stories by Munro. 

Finally, in her analysis, “Memory and Desire in Alice Munro’s Stories”, Sabrina 

Francesconi discusses the importance of desire and passion within Munro’s short stories. She 

draws in the ideas of Aristotle, who believed that human memory is seated within the heart, and 

that an individual’s pathos, their passion, affects how they recall those memories. This, 

Francesconi argues, is in line with how memories are presented in Munro’s short stories. She 

also utilizes Plato’s ideas that memory is a representation in the present about something that is 

absent in life, which facilitates a desire for what is absent (342). As Grace returns to the site of 

the Travers home from 40 years ago, recalling her memories there, she seems to yearn for 

something that is absent from her life, though it is never revealed what that could be. Nor do 

readers know what happened to her during her 40 years and what is causing her desire for 

returning to the Travers’ home. However, memory is not a perfect thing, Francesconi warns her 

readers; it can be subjected to manipulation and damage as it is remembered through the years. 
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They are not perfect, archived memories of the past, which means that any memories readers 

experience through the main characters are biased and changed through the months and years. 

The natural process of remembering weakens the existing memories, and personal emotions at 

the time of remembering color and change the memories into something different than what was 

first remembered (344). 

The Thesis 

Even in Munro’s earliest short stories, like “Walker Brothers Cowboy” or “The Office”, 

when she wrote in a more linear and straightforward narrative style, the theme of time is still an 

essential part of the narrative and understanding the worlds of the characters, especially her 

female characters. For example, the main character of “Walker Brothers Cowboy” follows her 

father, Ben, as he reconnects with a friend from his past and the main character is exposed to a 

younger side of her father she never knew existed, permanently changing her understanding of 

him and their relationship. Therefore, a reader who takes the time and effort to understand how 

time works in Munro’s short stories will have a better understanding of the characters, and how 

this theme relates to the deeper meanings Munro strives for beneath the surface level of the 

narrative.  

This motif of non-traditional flow of time is especially prevalent in her short story 

“Passion,” where the main character Grace returns to the location of a memory from over 40 

years ago and recalls meeting her boyfriend’s half-brother and the events that lead up to his 

suicide. By utilizing the non-traditional flow of time through Grace’s memory and past events in 

“Passion”, Munro is able to take the narrative focus off of the physical world around the 

characters and delve into the inner, metaphysical worlds of Grace and Neil, thus exposing a 
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powerful meaninglessness in them, which perhaps the result of the lack of passion in their 

relationships with their families and lovers. It is perhaps this meaninglessness that drives Neil’s 

continuous depression, drinking, and eventually his suicide, but Munro never definitively states 

or suggests that this is the cause. Instead, we as the readers must infer this motif of 

meaninglessness in relationships through the lense of Grace’s memory and from their 

connections to other characters around them. 

Interpretative Analysis 

For the first part of “Passion” the story focuses almost solely on Grace and the events in 

her life that lead to meeting the Travers and dating Maury. She is a young, 20-year old woman 

who graduated late from high school; the reason she left so late was so she could stay an 

additional year and learn more about physics, chemistry, trigonometry, and other subjects. When 

the principal of her high school asks why she was staying and not going to college, Grace simply 

responds that she, “just wanted to learn everything [she] could for free. Before her career was 

starting” (Munro, 166). The career Grace is referencing is the caning chair business her 

great-aunt and great-uncle, her primary caretakers, own. Instead of working in the caning chair 

business for that summer, she is set up with a job as a waitress in a hotel through a connection 

from her principal. It’s there at the hotel where she has a chance encounter with a boy named 

Maury who asks her out on a date. Grace accepts this date after confirming Maury isn’t using her 

as a dare, stating that for some reason, “she saw the whole of him in that moment, the true 

Maury. Scared, fierce, innocent, determined” (163). She doesn’t seem to understand herself what 

she agrees to when she accepts his offer, thinking she could be saying “okay” to his date, “okay” 

she understands it’s not a dare, or something else. 
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During the date with Maury in the first part of the story, the first appearance of a 

meaninglessness and a lack of passion in Grace’s relationships begins to appear. Maury appears 

to be rather star-struck by Grace and her feminist-leaning behavior after their date to the movie, 

Father of the Bride, featuring the famed starlet Elizabeth Taylor. Where Grace is actually 

enraged by the portrayal of female characters by “spoiled rich girls” like Elizabeth Taylor 

because it reflects the opinions of society on “what girls were supposed to be like” and what men 

should fall in love with (rather than women truly being themselves), Maury seems to see her as a 

poor waitress, unable to go to college, working hard to earn her keep and to be able to afford 

weddings out of a movie. He is unable to see Grace as she truly is or feels, and creates a strange 

“romantic gloss” on her poverty and situation, turning Grace into something she is not (164). 

Maury’s affection for her gets to the point where he seriously considers engagement and 

marriage later on in the story, after he finishes his degree in school. He begins to talk about 

marriage and engagement as an almost for-sure event in the future, saying “when” instead of “if” 

when he talks to Grace; he sees time in a different manner, in a linear way (172). There is 

passion and meaning in his side of the relationship with Grace, but it is not the same for her. 

Where Maury looks to the future and considers their life together, Grace doesn’t “want to think 

ahead at all”; she doesn’t appear to view her future in the same linear fashion that Maury does. 

Instead, she trades away her Saturdays away for Sundays off so she can spend time with Maury’s 

family instead of just with him. She even admits, secretly to herself and to the reader, that she 

“fell in love” with Mrs. Travers in a similar way that Maury had fallen for her (167). Most 

couples who find their relationships passionate and fulfilling, both physically and emotionally, 

don’t avoid spending time with each other. Or, for that matter, trade spending time with their 
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significant other to be with their family members. Already, a lack of passion and fulfillment 

exists in their relationship, one that neither of them immediately acknowledge or talk about. 

This lack of passion and fulfillment in Grace’s relationship with Maury is best shown 

through a physically intimate moment between the young couple on a lover’s lane or out in the 

middle of nowhere under the stars. Grace imagines that physical intimacy between her and a 

man, in this case, Maury, will be “passionate and pleasurable”; something straight out of her 

young girlish dreams and fantasies. Instead, that passionate moment the night in Maury’s car 

goes completely against her fantasies:  

“Maury was ready, but not willing. He felt it his responsibility to protect her. And the 

ease with which she offered herself threw him off balance. He sensed, perhaps, that it was 

cold. A deliberate offering which he could not understand and which did not fit in at all 

with his notions of her” (173). 

 Something between the couple goes extremely awry in this attempted moment at 

physical intimacy, revealing a disconnect in their relationship. Maury sees Grace one way, as 

someone to protect and care for, while Grace sees Maury as someone to love her and give her 

passion, either emotional or physical. Grace and Maury, unsure of what happened, are left 

feeling angry, ashamed and disturbed from their failed attempt at physical intimacy and leave 

each other not long after to nurse their injuries. 

The critical part of the story is set up in the second half, where an accident on the beach 

introduces Grace to Maury’s half-brother, Neil. As literary analyst Michael Trussler describes it, 

“Grace’s life is unequivocally altered by a broken sandal strap” (189), a single moment in 

Grace’s time continuum that affects the next 40 years of her life. Everything in the story hinges 
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around this moment, when Grace and Neil are brought into contact with each other, literally. 

From there, Neil takes Grace to the hospital to clean her wound and bandage her up. Despite the 

mildness of her injury, Grace goes with him, noting that as they fly down the road towards the 

hospital, that “she was not frightened, and anyway there was nothing she could do” (181). 

Whatever is happening now seems to be out of Grace’s hands and her control, but she is fine to 

see where this will take her and what will come next.  

Grace doesn’t refute Neil telling the nurse in the hospital to tell Maury (who tells the 

nurse that he’s Grace’s fiance, despite no official engagement or proposal yet) that Neil and her 

have already left the hospital and are on their way home. He states that he believes she’s not 

ready to return back to the Travers’ home yet, and Grace reaffirms this, in a strangely distant 

way, like “she was having her eyes tested” (182). In traditional linear stories like a novel, a 

reason for Grace accepting the offer to go with Neil, a man she barely knows, would be clearly 

stated so the readers could understand Grace’s reasoning. But none is offered to the reader, and 

all Grace has to say on the matter is “Describing this passage, this change in her life, later on, 

Grace might say-she did say-that it was as if a gate had clanged shut behind her. But at the time 

there was no clang-acquiescence simply rippled through her, the rights of those left behind were 

smoothly canceled” (183). Here, the story hinges on a critical moment in the time of Grace’s 

narrative, but won’t state why this is happening; instead, it’s up to the reader to examine the text 

and understand why Grace would accompany a man she barely knows on a strange journey. And 

if one looks closer into her relationship with Neil, new and young as it is, they will be able to see 

the emotional passion that is shared between the two of them in a way Grace never experiences 

with Maury. 
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This emotional passion is brought to light when Neil and Grace are driving along the road 

after their escape from the hospital. No words are said between the two of them, but a powerful 

tension seems to lie between Grace and Neil as they follow the winding paths of the road. Grace 

remembers the scene as “hardly distinguishable from her idea, her fantasies at the time, of what 

sex should be like. The fortuitous meeting, the muted but powerful signals, the nearly silent 

flight in which she herself would figure more or less a captive” (183). Any physical contact 

between the two of them, like Neil holding Grace’s hand in his before entering the Kaladar hotel, 

kissing her hand suddenly, or touching her arm while teaching her how to drive his car, only 

strengthens this powerful, passionate feeling between the two of them, or at least it does for 

Grace on her side of the relationship. The sexual experience she lacked with Maury in his car is 

now experienced with Neil. Somehow, without words being spoken and between simple, 

physical contact between the two of them, they are able to stir more powerful, more passionate 

feelings between the two of them than Grace has felt during the entire summer she’s spent dating 

Maury. She thinks of marrying Maury as “a treachery to herself”, but she doesn’t feel the same 

about riding with Maury off into strange places because “he knew some of the same things she 

did. And she knew more and more, all the time, about him” (191). But what does Grace and Neil 

know that has brought them so closely together in such a short amount of time? 

 The answer to that question lies in Neil’s return from the strange house in the middle of 

nowhere to pick up something. When Grace awakens from her strange dream with Maury 

driving the car, Neil pulls out a flask that Grace is sure contains alcohol, which Mrs. Travers, his 

mother, asked Grace to keep him from doing before they left for the hospital. Since she first met 

him, Grace has immediately recognized the smell of whisky and alcohol on his breath, but 
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continues to say nothing about it to anyone, even Neil. When Neil questions if Grace will tell 

him to stop drinking, she instead does the opposite of what Mrs. Travers asked and tells him she 

won’t stop him or tell him not to, which surprises and relieves him. “When she’d said that, she 

felt cold. She had thought she was serious, but not she saw that she’d been trying to impress him 

with these answers, trying to show herself as worldly as he was, and in the middle of that she had 

come on this rock-bottom truth. This lack of hope-genuine, reasonable, and everlasting” (Munro 

193). It’s in this passage that a deeper truth, a truth in the inner worlds of Grace and Neil, is hit 

upon. They both share a sense of meaninglessness that haunts them, something that is the result 

of a lack of passion in their relationships with their lovers and family members.  

Grace feels this lack of passion and meaninglessness in her relationship with Maury since 

the beginning of the story; it seems to haunts her every action with Maury and she seems passive 

in the relationship because she doesn’t feel for Maury what he feels for her in return. Neil and 

Mavis’, his wife, relationship seems to be devoid of passion as well, at least on Neil’s side of the 

relationship. Little is directly stated about their relationship in the story, but what is hinted at is a 

glimpse into Neil and a possible reason why he drinks so much, and how he connects with Grace 

in the car so quickly despite having met her that day. Mavis is described by Munro as a slim, 

handsome woman with “little pouches of bordemon or disapproval hiding in the corners of her 

mouth”, which is not the image of a very kind woman or mother (169). While Mrs. Travers tries 

to find a bright side to Neil not being able to come to a family gathering due to medical 

responsibilities, Mavis seems dismissive and pessimistic of the situation, complaining about her 

children and their bratty, childish behavior. She only mentions her allergy to curry after Mrs. 

Travers makes them dinner (with curry), and becomes irritable and moody with Maury’s brother 
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Wat when she fails to win an argument over a meaning of a word in a family game. She leaves 

the game despite the family’s pleas to stay and instead sits in a corner, smoking and smiling “her 

determined sweetly hurt unhappy smile” before finally leaving for the night and taking her 

children home. Her departure leaves a sour note in the house, and Gretchen leaves for the kitchen 

grumbling and citing the famous scripture verse, “Jesus wept” (170). 

At no point in the story does Munro ever have Neil and Mavis interact with each other 

physically in the short story. In the one of the few scenes where the two are seen together, when 

Grace cuts her foot, their interactions with each other are extremely minimal: they never speak 

directly to each other except, for when Neil returns to the house to apologize to Mavis and then 

take Grace to the hospital (though that conversation is made off screen). No mention is ever 

made of them touching, hugging, kissing, or showing any other kind of physical affection. There 

could be any number of reasons for this: Neil and Mavis are the parents of two small children, 

one of whom is a baby that apparently wakes up at every small sound or disruption. Such a 

sensitive child that doesn’t sleep deeply or long, and caring for two little ones could keep Neil 

and Mavis from interacting with each other in a romantic way so they can keep caring for their 

children. Or, if Neil understands Grace’s lack of passion with Maury, it could mean that the 

passion in his own relationship with Mavis has disappeared, leaving behind a meaninglessness 

and an emptiness to his relationship. Or, perhaps, that passion in their never existed there in the 

first place. Either way, the minimal character interaction between Neil and Mavis, Neil’s 

drinking at home and during work, and the understanding he shares with Grace seem to suggest 

that there is a lack of passion in Neil’s relationships. 
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This understanding is mentioned again in the final pages of the short story when Grace 

and Neil stop on the road at a spot called Fortune, where Neil falls asleep in the car and leaves 

Grace to her own thoughts. As Grace reflects on the scenery around Fortune and what has 

happened, she thought “it” was touch; what “it” is revealed in the next few sentences to be 

passion. Her girlish fantasies revolve around physical contact and gestures of love, like sex, 

kissing, hugging, etc. but she comes to the realization that this is not the case. The passion she 

has experienced with Neil has not come from the intense physical touch she thought it would, but 

through a mental and emotional touch. She realizes “that wasn’t what had been meant for them at 

all. This was child’s play, compared to how she knew him, how far she’d seen into him, now. 

What she had seen was final” (193). She recognizes that Neil’s drinking is a distraction against 

something; perhaps it’s a distraction against the meaninglessness and lack of passion in their 

relationships. 

Shortly before his suicide the following morning, Neil embraces Grace before they return 

to the inn where the Travers are, holding:  

“her so tightly, with such continual, changing pressures that it seemed more than two 

arms were needed, that she was surrounded by him, his body strong and light, demanding 

and renouncing all at once, as if he was telling her she was wrong to give up on him, 

everything was possible, but then again that she was not wrong, he meant to stamp 

himself on her and go” (195).  

This is the last connection shared between Grace and Neil before Neil’s death, and 

becomes a moment that remains stamped into her memory 40 years later. 
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In viewing Grace’s relationships and Neil’s relationships under the light of this motif of 

passion in relationships, it seems that Munro suggests that for a relationship to truly be 

meaningful and worthwhile for a person, there needs to be passion in it. But there can’t simply 

be only physical passion to the relationship, like Grace and Maury’s relationship; otherwise, that 

physical passion will eventually disappear until there’s nothing left in the relationship. And a 

physical passion does need to exist in order to draw two people together, like Grace and Neil’s 

relationship, but it needs to be built on a mutual understanding, an emotional passion and 

connection that brings two people together. Only then, Munro seems to say, can a person truly 

experience what passion is in a relationship. 

Conclusion 

In review, Alice Munro, a famed Canadian short story writer, often uses time in unusual 

and non-traditional ways in her stories. Rather than tell a story from start to finish like most 

authors, Munro prefers to dip in and out of both the past and present to draw attention to 

important memories, events, and emotions experienced by her characters at those points. This 

motif has been present since her earliest stories, like “Walker Brothers Cowboy” or “The 

Office”, but has slowly undergone changes in her latest stories. Rather than tell her short stories 

from a first person perspective, she now tells them from a third person perspective of a female 

character, often interacting with her past in the present.  

Within her short story, “Passion”, Murno uses time to tell the story of Grace, her main 

character, and her time spent with a family, the Travers, 40 years ago. She began dating their 

son, Maury Travers, who eventually wants to marry Grace and spend the rest of their lives 

together. This is not a shared sentiment with Grace, who seems to be passive and uninterested in 
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her relationship with Maury where he is engaged and eager for the future. When an unexpected 

accident at the Travers’ home results in Grace needing medical attention, she meets and connects 

with Maury’s half-brother, Neil. He takes her to the hospital to clean up her injury, but decides to 

take her on a journey in his car instead of returning back to the Travers’ home. While taking her 

down strange back roads that she’s not familiar with, Grace and Neil are able to connect on an 

emotional and physical level that she was unable to do so with Maury, resulting in a Grace who 

seems wiser and older than when she first left the hospital with Neil. That connection is critical 

for them to understand each other, and creates a relationship that experiences both emotional and 

physical passion, something Munro suggests is an essential part of a healthy relationship between 

two individuals. 
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