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Conversationality and the Infraordinary in Alice Munro's "The Shining Houses" Lynn BLIN Université Paul-Valéry Montpellier 3 Alice Munro's "The Shining Houses" from her collection The Dance of the Happy Shades is a story about progress and regress. It is a story of the birth of "neighbourhood" as it came to be known in the burgeoning suburbs of the 50s, with their "shining houses" carved out of "the wound of the earth". 1 The story tells of new young suburbanites -"people like Mary and her husband and their child, and not much money but expectations of more" (p. 23), who plan to officially request lane access so that a property considered an eyesore be torn down. The property is the home of Mrs. Fullerton who has unwittingly become the target of community animosity, but the story is told through Mary . It is Mary who sees the importance of having people like Mrs. Fullerton in her life and it is from Mary's defeat at the end of the story, as much as Mrs. Fullerton's announced one, that the pathos is derived. But if the young suburbanites appear at least on the surface to be the victors (and the villains) in this story, it is only on the surface that this is the case. If the legal right to tear down a property in order to build a lane inevitably dooms Mrs. Fullerton to expropriation, there is a complexity in Munro's portrayal of the suburbanites, in the frugalness of their dreams and aspirations that make "The Shining Houses" an example of the "life happens" theme which is the core of a Munro story. "The Shining Houses" is a variation on the theme of what Georges Perec called the infraordinary2 : what's really going on, what we're experiencing, the rest, all the rest, where is it? How should we take account of, question, describe what happens every day and recurs every day: the banal, the quotidian, the obvious, the common, the ordinary, the infraordinary, the background noise, the habitual? What speaks to us, seemingly, is always the big event, the untoward, the extra-ordinary, the front-page splash, the banner headlines. Railway trains only begin to exist when they are de-railed, and the more passengers killed the more the trains exist. […] How are we to track them down,[ne manque-t-il pas un mot? The,down?] flush them out, rest them from the dross in which they remain mired, how to give 1 Alice Munro. "The Shining Houses" in Dance of the Happy Shades. [1968], London, Vintage, 2000 (1968), p. 23. All page references are to this edition.
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them a meaning, a tongue, to let them finally speak of what it is, of what we are? 3

Not only does Munro concentrate on "things", it may sometimes seem that things are crowding out the story. But as Catherine Sheldrick Ross points out:

A major effect in a Munro story is achieved by the reader's sense that Munro has included too many things to be held together in the same frame, some overlooked things can be expected to emerge from the shadows to overturn any achieved pattern. 4 The appeal of Munro's stories is her attention paid to "the common things"; she does indeed track them down, flush them out, rest them from the dross in which they remain mired. She gives them meaning, she gives them a tongue, and she lets them speak of what we are. Her short stories recount the quintessence of small town life where the infraordinary, which is not extra-ordinary, but not the ordinary either, runs rampant. Munro has as a foreground in her work what Perec terms the 'background noise'.

Alice Munro has said of this story: "'The Shining Houses'" was one of the few that I've written that had a B.C. setting that drew on my life as an adult. I don't think it is a very successful story."5 W. H. Martin goes on to say that he agrees with Munro's verdict:

The suburbanites are set up as clay pigeons and the formula or schema is too obvious. The reader tends to resent and resist being dragooned into making judgments so inescapable. What is lacking is any suggestion of dynamic interplay or creative friction between the opposed forces. There is nothing but the dull thud of collision. 
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And though I admit that it does not have the complexity of her later stories, we can find the seeds of many of the elements that have made her stories so cherished, so read and more importantly re-read.

"The Shining Houses" does not chronicle Munro's habitual small town Ontario, but new suburbia B.C. However, the quicksand jeopardy that Mary finds herself in by not being able to go along with the "community" is a central Munro theme. For the "voice of the community" is a narrative voice that a Munro reader becomes intimate with, becoming acquainted with its power, its omnipresence and its unreliability.

As Catherine Sheldrick Ross has commented, Munro's readers know that what looks straightforward seldom is. 7 In "The Shining Houses" for example, are we simply expected to question the banality of suburbia, with its shining white houses? Is "The Shining Houses" to be read as an environmental manifesto? Though there is no doubt that the reader is expected to side with Mary's dilemma (Self against the community and more importantly Self against Self), this is but the surface of the text.

If this is all that is to be expected of our reading we might very well feel inclined to be the clay pigeons Martin complains about in his critique. In order to try and determine how Munro makes the common things sing, I will examine Munro's "conversationality of tone", which is often considered to be one of her outstanding features. I think, however, that the term "conversationality" has to be qualified. There are indeed some features of her prose that can be likened to spoken English -the rambling, the self correction, the Canadian lingo -but to resume her style as being conversational is not doing justice to the depth and breadth of the infra-ordinary that her short stories capture. Even in a story as early as "The Shining Houses", we can find all the hints of subtlety and intricacy that go into the makings of her infraordinary.

We will examine the conversationality features of Mrs. Fullerton's monologue along with those of the narrative voice to determine how they compare. And though there is no doubt that the suburbanites' "young voices, sweeping them together as on a flood of intoxication; as they admired each other in this new behavior of property owners as people admire each other for being drunk" (p. 27-28), are to be heard by the reader with disdain, any smugness on the reader's part for somehow thinking that of course it is obvious that the suburbanites are wrong, is in my opinion too simplistic.

Of course, the irony of a "Mimosa, and Marigold and Heather Drive", the subdivisions of "Garden Place", defacing the sublime Rocky Mountain decor is not Lynn Blin lost on us, nor is the irony in the description of the interiors of the houses beginning with the sentence: "The bathrooms were beautiful, with three-part mirrors, ceramic tile and colored plumbing" (p. 23). And though the arrogant self-interest of the young couples is what predominates, their portrait, their contentment in dwelling in houses where "the rooms were all large and light and the basements dry, and all this soundness and excellence seemed to be clearly, proudly indicated on the face of each one" (p. 23), is not to be scoffed at. Because these people too make up the infraordinary and that is why we must question the critics who too quickly turn their nose up to these characters. Though I fully agree with Michael Ravitch when he writes:

Yet there is something raw in the past that seems closer to the truth of the inner lives. Nature for her is a matter not of gentle breezes but of violent winds. The artificial boundaries of our existence can crumble any moment, either from the relentless forces of death and decay or from the unpredictable surges of Eros. 8 I do not agree with him when he writes, "Mrs. Fullerton is no sweet lady: her anarchic savagery is what inspires poetry, not the synthetic world of her neighbours." 9 For it is in this synthetic world that Munro finds poetry as well. It is true it is not the savage poetry of a Mrs. Fullerton and the ferocious rawness of her surroundings, but there is something of a ferocious banality which is part and parcel of the narrative tension in most of Munro's stories and is at the heart of her narrative poetry. The new suburbanites are indeed misguided in their self-righteousness. The "It's simple and it's legal" (p. 26) is, in its brutal succinctness, cruel and fierce. But their desire for community is not in itself reprehensible: But these are people who win, and they are good people; they want homes for their children, they help each other when there is trouble, they plan a community -saying that word as if they found a modern and wellproportioned magic in it, as if there was no possibility for a mistake. (p. 29) What is reprehensible in their dreams is their misconception of community and their indelibility to any possibility of mistake. The infraordinary is as much, if not more, made up of their world as it is of the world of Mrs. Fullerton, and there would Lynn Blin be not narrative tension if Mary were not torn between her affection for Mrs.

Fullerton and her allegiance to her friends, whom she ultimately leaves in the lurch by not signing the petition. Without this split allegiance, Mary has no plight.

Spoken Features and Written Features

Our first task is to examine general linguistic features that go into spoken and written discourse. Tannen in her work on the features of spoken and written work has correctly pointed out that it is not possible to lump all forms of spoken text under one big category and all written under another and then confidently go on list the features.

Tannen concludes that "orality on the one hand, and literacy on the other are frames of mind and that many of the features found in one or the other can indeed be found in both." The main difference is that spoken discourse is highly context bound, while writing is decontextualized. 10 Cohesion 11 is established in spoken discourse through paralinguistic and nonverbal channels (tone of voice, intonation, prosody, facial expression, and gesture), while cohesion in writing is established through lexicalization and complex syntactic structures which make connections explicit and which show relationships between propositions through subordination and other foregrounding and backgrounding techniques. 12 As Tannen rightly points out, since the oral strategies depend on contextualization, much of the maximal meaning and connectives are implied rather than stated outright, whereas in literate (written) strategies, there tends to be maximal background information and the connective tissue is made explicit. Similarly oral strategies are going to depend for effect on the paralinguistic and non-verbal channels. 13 12 Tannen, op. cit. p. 3. 13 Ibid. p. 4 The examples Tannen used in her article are two conversations; one from Chafe "Registering Children in School" and another, a recorded conversation with a technical editor holding a Ed.D degree. Both speakers were then asked to give a written version of what they had said. In the "Registering Children in School" conversation the speaker used 340 words, 61 idea units (i.e. spurts of speech determined by a combination of prosodic and intonational cues.) The written story contained 76 words in 4 sentences and 12 clauses. However the educated speaker, whose told story was just that, 'a story', wrote a short story. And the features that were thought to belong to the oral strategy were
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What will be of particular interest to us is how Munro manages to combine these oral strategies into her text. As our intention is to establish to what extent Munro's style can be designated as conversational, we are going to use Ochs' characteristics of informal spoken discourse:

• dependence on morphosyntactic structures learned early in life

• reliance on intermediate context to express relationships between propositions

• preference for deictic modifiers Here is an outline of the oral strategies she has incorporated into this monologue:

• Examples of early-life narrative strategy are present in Mrs. Fullerton's non

Standard agrammatical English: § the replacing of "have" in the present perfect with "of" § third person plural of verb BE incorrectly used: "we was in the bank";

"we was in in the bush…" § sentence fragments with the subject missing: "may of gone up north, may of gone to the States".

• Reliance on intermediate context to express relationship between propositions: § a good number of short sentences and clauses with no subordination § whole clauses simply linked by a comma

• Deictics:

"I had this place….

"He must be hot in that coat" "He liked it here"

• No relative clauses walking down to where the old tram went-we was all in the bush then-and something made me look after him.

• Use of parallelisms in phonemes (sound touch offs); lexical items (lexical touch offs); similar syntactic constructs: § enumeration: "I had this place, and raised my children, and buried my first husband."
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As Tannen points out, this type of polysyndeton can give an urgency to the enumeration, even though it is often delivered in a grocery list type of intonation. 15

• Long, rambling, polysyndeton utterances that combine the type of strategy learned when younger: "Why, one time down in the post office we was standing together by the wicket/ and I went over to put a letter in the box/ and left my bag behind me,/ and Mr. Fullerton turns to go after me /and the girl calls to him, she says here, your mother's left her purse!"

• Clause adjuncts: "Why, one time down in the post office

• Parallelisms: "may of gone … may of gone"

• Fronting of nominalized interrogative clause: "What's in a man's mind even when you're living with him you will never know." This type of structure makes the sentence a type of exclamatory and will change the intonation contours.

• Alternating between past tense and present. Mrs. Fullerton starts in the present tense, then moves on to the past tense and then reverts to the present.

• Unconventional use of a full form, in "you will never know" instead of the more colloquial "you never know", not to give a more formal slant to Mrs.

Fullerton's English, but to give her reflection more force.

We will further explain these oral strategies as we discover them in the narrative part, but we note that as Munro incorporates strategies pertinent to conversation in capturing Mrs. Fullerton's narrative style, she also captures the rustic, rather "rough" side of her character.

Involvement versus Integration

Tannen points out that involvement implies a discourse that is highly contextbound. 16 Involvement contrasts to "integration" in written text, made possible by the slowness of writing and the speed of reading. 
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In face-to-face conversation paralinguistic factors like pausing, lifting eyebrows, winking, spreading one's hands out in dismay, pausing with a smile before resuming to speak are context-bound clues that will facilitate the listener's capacity to interpret the discourse. These are not present in the written text, or rather not present as such. However Munro's talent -the way she gives voice to the quotidian-stems in part from the way she "involves" her reader in the text. And in order to do this she manages to include characteristics that belong to the spoken text -not only in the dialogues but also in narrative parts. In order for Mary to be involved in Mrs.

Fullerton's story and for the reader to understand why she is involved, there has to be an engaging quality to her narrative style.

We will now examine the characteristics of written strategy and apply them to the main narrative voice, before examining how Munro slips in the oral strategies as well. Written discourse always has a planned dimension to it, which informal speech does not. The strategies of a planned written discourse are the following:

• complex morphosyntactic structures learned later in life

• lexicalization of relationships between propositions in formal cohesive devices and topic sentences

• preferences for definite and indefinite articles

• use of relative clauses

• absence of repair mechanism

• less use of parallelism

• tendency to use past tense in narrative

• tendency to be more compact When the story begins, Mary, who is on her way to a birthday party ("Edith's Debbie's") with her little boy, she is sitting on Mrs. Fullerton's steps. The underlined and bracketed parts signal the characteristics mentioned above: 18

18 I have indicated the features in the following way: the complex morphosyntactic structures:

• the relative clauses are underlined once

• the compound clauses are between {squiggly brackets} • the nominalisations are between [square brackets]

• the comparative clauses are in italics (I have also included here comparative phrases such as "like this", and "of this kind")

• the extrapositions are underlined with a squiggly line Mary, but also in the Edward Hopper-like ambiance of this festive event:

A dozen neighbourhood women sat around the living room, absently holding the balloons they had been given by their children. Because the children on the street were so young, and also because any gathering-together of the people who lived there was considered a healthy thing in itself, most birthday parties were attended by mothers as well a children. Women who saw each other every day met now in earrings, nylons and skirts, with their hair fixed and faces applied.

(p. 25)

There are already repair mechanisms or corrections (i.e. replacing an "error"

or "mistake' by what is correct. 19 ) For example : "in talking -or really listening to Mrs. Fullerton"; there are uses of the deictic "this" ("that there were people whose lives can be seen like this; this thing or that thing, questions of this kind"); a "sound bite" by way of alliteration (the broad blithe back of Mr. Fullerton). Another feature also noteworthy in this introductory passage are the long coordinate clauses, which give the impression of rambling, or stream of consciousness. Notice also that, though there is a predominance of past tense, there is also a subtle swinging into the present tense in: "Most of the people she knew had lives like her own in which things were not sorted out yet, and it is not certain, if this thing or that, should be taken seriously".

Take note as well of another feature characteristic of Munro, and that is her use of multiple modification of noun phrases. Let us take for example that found in the rhetorical question found at the end of the passage: "How was it possible, for instance, not to take seriously the broad blithe back of Mr. Fullerton, disappearing down the road on a summer day, not to return? (p. 19) Here, in my opinion, is a trait so unique to Munro, that it is worth attempting to discern in what way it involves the question at hand.

Multiple Modification of Nouns

Multi-modification of nouns phrases is a relatively rare grammatical phenomenon. In respect of those particular noun-phrase parameters, prose fiction and informal spoken English agree closely and are sharply distinct from the other two varieties represented in the sample (i.e. Serious Talk and Scientific Writing), they have a much higher proportion of simple to complex and a much stronger association of simple modification with subject and complex with nonsubject, than the other varieties. 21 Thus, though this narrative passage is clearly using written strategies, there are already discreet clues to how her style is not as straightforward as it might seem, and oral strategies are there right from the beginning passage.

Munro's packaging of information:

It is the way Munro packages information that endows her sentences with rhythm, which in turn urges the involvement of the reader. She plays with all the possibilities of the English language, to enable polysemy and ambiguity. Take for example "Mr. Fullerton's broad blithe back". This is Munro at her very best for she describes not just Mr. Fullerton disappearing down the road, but his "broad blithe back". Other than the alliterative 'sound bite' already mentioned, we can note the unexpected use of "blithe" to modify "back". Note how Munro's narrator justifies that firm confidence of Mrs. Fullerton with a rhetorical question, which like all rhetorical questions is syntactically a question but semantically a statement, and as Quirk et al.

underline, has the force of a strong assertive. [START_REF] Lynn Blin Huddleston | The Cambridge Grammar of the English Language[END_REF] But there is another subtlety here, for not only do these structures act as strong assertives, in a negative -WH rhetorical 20 Randolph Quirk, Sydney Greenbaum, Geoffrey Leech, Jan Svartvik. A Comprehensive Grammar of the English Language, London, Longman, 1985. p. 1350-1351. 21 Ibid. p. 1351. Lynn Blin question, the -WH element is equivalent to a positive element and in a positive question, the -WH element is replaced by a negative. 23 "How was it possible, for instance, not to take seriously the broad blithe back of Mr. Fullerton, disappearing down the road on a summer day, not to return?" [It is not possible not to take seriously).

It is to be noted as well that rhetorical questions are also more characteristic of spoken discourse than written discourse. As Biber et al. point out, questions are much more frequent in conversation than they are in any other form of discourse and when they do appear in written forms "they help to involve the reader in the discussion". 24 (Note however, that a rhetorical question forecloses all discussion, as the answer is included in the question. There is thus something a little bit manipulative in this form). Further comment is necessary on the combination of the attributive adjectives "broad" and "blithe".

We note that there is no comma separating the adjectives. This implies that the adjective closest to the noun is to be understood as an inherent characteristic and that the first adjective modifies the ensemble. Here we have another surprise, for surely the most inherent characteristic of someone's back would be that it is broad. And what could a blithe back mean? Blithe has two meanings. According to the Oxford Advanced Learner's Dictionary, blithe (which is usually attributive as it is here) means: 1. (disapproving) showing you do not care or are not anxious about what you are doing. 2. (literary) happy; not anxious. So, though both meanings imply "not anxious", in some contexts blithe can mean disapproving, in others happy. Hence, not only does Munro mix and match her adjectives in a most surprising way, she chooses one adjective that can indicate simultaneously two opposing concepts -happiness or disapproval. It is almost as though there are two distinct narrative voices here. As there is no chance that Mrs. Fullerton would have described her husband's departure in these terms, we can assume it is the narrative voice. But is it Mary's? Is it the extradiegetic narrative voice? Or are there two narrative voices intermingling here?

The multiple modification of Mr. Fullerton (or his back) does not end here. It According to context, we may wish to imply temporal, conditional, clausal, concessive, or circumstantial circumstance to the situation described in the matrix clause. For the reader or hearer, the actual nature of the accompanying has to be inferred from the context. 25 Indeed, are we to infer here that it is a type of reduced relative: who was disappearing down the road? Or is it to be interpreted as a time adverbial: while/as he was disappearing down the road? Or maybe it is to be interpreted as cause adverbial:

because he was disappearing down the road. Or are we to interpret it as adjectival?

This sort of syntactic sleight-of-hand enables the narrative voice to take on yet another strategy, which, while being literary in its complexity, is in part conversational to the extent that we are to infer from the context what the syntactic function might be. The same thing can be said for the opening sentence: "Mary sat on the back steps of Mrs. Fullerton's house, talking -or really listening -to Mrs.

Fullerton, who sold her eggs." Here the supplementive is clearly not a relative, as its antecedent is Mary to whom the supplemental refers (the noun phrase subject of the anchor clause "Mary sat on the steps") is too far away from it. The comma can be considered as an alternative to "and", and we could interpret it as an asyndeton with ellipse of and she was. Or we can identify it as an adverbial time clause: while/as she was talking listening.

For Granger, the adverbial quality of these clauses is unclear at most. It is a category onto itself and is found most often in narration and academic prose. 26 It is a 25 Quirk et al. op. cit., p.1123. 26 In the corpus of 475 participial clauses in Granger's corpus, where she compares the use of participial clauses between native speakers and non-native speakers, she found it to be the smallest category used (52 clauses for native speakers and 27 for non natives). She notes: "the function of these clauses is merely to indicate that one clause -the nonfinite one -is subordinate to another -the superordinate clause. In many instances, […] the meaning expressed -addition, accompanying circumstances, exemplification, specification -cannot be glosed by any finite adverbial clause. Supplemental clauses are there for a very flexible way of generating information and learners would benefit from increased mastery of this technique." in Sylviane Granger, "On Identifying the Syntactic and Discourse Features of Participle Clauses in Academic English" in Studies in English Language and Lynn Blin structure extensively used by Munro and it holds our interest as a possible oral strategy, as the structure works in the same way that a repair mechanism does in oral discourse. And when we read it aloud, as Huddleston and Pullum point out, it will be considered as a separate intonation unit. The two dashes that set off the textual boundaries of or really listening, give this coordinate part of the supplemental added prominence.

The use of the coordinate conjunction "or" instead of "rather than" enables another ambiguity. If "really" is used to mean "but rather", the tonic phrasal accent, when the sentence is read aloud will fall on listening. But "or" could also be inclusive "or", in which case the phrasal tonic could fall on really This would imply that really conveys the intensity of the attention Mary is paying to Mrs. Fullerton. 27 Of the six relative clauses, firmly anchoring the narrative in the written mode, "who sold her eggs", also holds our attention. It is a non-defining relative clause, which Huddleston and Pullum also identify as supplementary. Like the supplementary above, it will also be marked of prosodically:

A supplementary (relative clause) is marked off prosodically from the rest of the sentence by having a separate intonation contour; there is typically a slight pause separating it from what precedes it. […] The pitch contour tends to match that of the one preceding it and containing the antecedent. […] We suggest that the antecedent + relative clause here is a special case of supplementation construction, which is distinct from a head + dependent construction. The supplement is in construction with an anchor (in this case the antecedent), but does not combine with to form a syntactic constituent. 28 Since the antecedent is Mrs. Fullerton, which is a proper name, a restrictive relative is not possible. But other than the illocutionary force of this type of relative, the other characteristic is that unlike restrictive relative clauses, these supplementary Teaching, Jan Aarts, Inge de Monnink, Hermann Wekker, eds., Atlanta, Rodolpi B.V. Editions, 1997, p. 185-198. (Granger, p. 185 2010): 85-100. Munro exploits every ambiguity that this grammatical structure provides, slipping in dual narrative voices within a single sentence; setting up intonation units which invite us to pay attention to an item that might otherwise to go unnoticed, only to be picked up elsewhere in the story.

Lynn Blin relatives (also termed appositive relative clauses) express true or false propositions. In this way they entail truth conditions.

Truth Conditions? What comes first, the chicken or the egg?

In comparison to restrictive relative clauses, supplementary relative clauses have truth conditions and thus entailments. Thus in the relative "Mrs. Fullerton, who sells eggs" entails the truth condition: Mrs. Fullerton endeavors a financial transaction in which her eggs are exchanged for money. This is the first of five mentions of her eggs. The truth condition entailed by that supplementary relative is the same truth condition for the next mentions: "when she came around every Friday with her eggs deliveries" (p. 20); "I don't mind changes, either, that helps out my egg business." (p. 21)

Here the truth conditions are the same, but the conversational implicature (i.e. what is not written in the sentence but understood) is that she indeed does earn money selling her eggs. In the next mention of her eggs, "Mrs. Fullerton already hated the supermarket for lowering the price of eggs" (p. 22), the truth condition entails only that the price for eggs was at one time higher. The conversational implicature is that their price is lower than her price. But again, this is what the reader infers. The next reference in the story is not even directly to the eggs:

"But what about the chickens, I thought -"Oh, they wouldn't let you or me keep chickens, but she has some special dispensation about that too, I forget how it goes." "I'm going to stop buying them", Janice Inger said. "The supermarket's cheaper, and who cares about fresh?" (p. 26) This last passage is of particular interest, because coherence-wise it is a reference to Mrs. Fullerton, who sells eggs, in the first sentence of the story. And when Janice Inger says "I'm going to stop buying them", we immediately understand that she is not talking about Mrs. Fullerton's chickens which grammatically speaking would be the logical referent for the pronoun "them". We immediately understand that it is Mrs. Fullerton's eggs that she is not going to buy anymore. This is because the conversational implicature for the supplementary relative clause, which is seven pages before, must be "Mrs. Fullerton has chickens". And once again we catch a glimpse of how Alice Munro is constantly giving gentle unobtrusive coaxes to her reader to get Lynn Blin involved. Janice Inger's rhetorical "and who cares about fresh?" can be interpreted as an ironic leitmotif for the tension of the story. The newly emerging suburbs like Garden Place would slowly push the rustic pastoral of the Mrs. Fullertons off-stage.

And it is one of the inevitabilities of the infraordinary and Munro's life happens, theme.

Just like the rhetorical "who cares?" question presupposes the answer, "no one", the rhetorical question, "How was it possible, for instance, not to take seriously the broad blithe back of Mr. Fullerton, disappearing down the road on a summer day, not to return" also pragmatically presupposes that the utterer/narrator take it seriously.

As Huddleston and Pullum point out, not only are these "HOW rhetorical questions similar to exclamatories, the type of pragmatic presupposition they convey is very close to conversational implicature. 29 We can take note as well of the clause adjunct "for instance", which is a connective, the purpose of which is to elaborate and exemplify. This too can be considered a conversational strategy alike to self-correction. It is thus that Alice Munro involves her reader in some of the same ways that a good conversationalist does. And just like in a conversation, the reader has to do some of the work of sensemaking that creates the feeling of involvement that Tannen has spoken about.

Conclusion

The conversationality of Munro's style is in fact an elaborate weaving of the 'ordinary' of conversation with the intricacies of her superlative written strategy. Her mastery of conversational form engages and involves the reader from the very first lines. We have seen how the main narrative voice, that of the extradiegetic narrator, can in fact be polyphonic. It is the surreptitious merging of the two or more voices that her infraordinary takes on its contours and dimension. If the 'ordinary' is such a present theme, for it to become the infraordinary there is something else that is needed. It is what Munro has termed "the rim" around things:

Even totally commonplace things like a shopping centre and a supermarket and things like that are just sort of endlessly interesting in their physical reality I find them that way. That they seem to mean something beyond themselves. […] And sometimes this leaves me. Everything, all the physical objects in the world begin to look as if they are constructed out of material. They don't mean anything but 29 Rodney Huddleston and Geoffrey K. Pullum, Ibid., p. 920-921.
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what they seem to mean. You know, a bus is just a conveyance for getting people around. With me this is a kind of depression. When I can't see things with this kind of rim around them. [START_REF] Stubbs | Fictional Landscape, Mythology and Dialectic in the Fiction of Alice Munro[END_REF] If perhaps the "rim around" things is not quite as clear in "The Shining Houses" as in later stories, it is very much there. And if the scarring of the mountain landscape, and the banal boredom of events like "Edith's Debbie's birthday party" are indeed banal in the commonplaceness, they are infraordinary in their reality: "It could be seen that the houses were real" (Munro, p. 23). Coral Ann Howells comments:

To read Munro's stories is to discover two worlds at once: an ordinary everyday world and the shadowy map of another imaginary or secret world laid over the real one, so that in reading we slip from one world into the other in an unassuming domestic sort of way. [START_REF] Coral | Alice Munro[END_REF] This "imaginary or secret world laid over the real one" is the makings of her infraordinary. And it is through the unassuming unconventionality of her conversational strategy that Munro's infraordinary becomes real.
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  is further modified by what Quirk et al have termed a supplementive clause: "disappearing down the road on a summer day, not to return?" These "supplementive" 23 Ibid. p. 826. 24 Charting the use of interrogatives across registers, Biber et al.'s research finds that per million words, questions appear between 20,000-25,000 times in conversation; a little over 5,000 times in fiction; and barely used in news writing or academic writing. in Douglas Biber, Susan Conrad, Geoffrey Leech, Longman Student Grammar of Spoken and Written English. Essex, Longman, 2002, p. 252. Lynn Blin clauses are themselves ambiguous, because it is difficult to pinpoint their nature. They are participial and they modify noun phrases but they are open to interpretation: adverbial participles and verbless clauses without a subordinator are supplementive clauses, and like nonrestrictive relative clauses and clauses in an and-coordination they do not signal specific logical relations, but such relationships are generally clear from the context. […] The formal inexplicitness of supplementive clauses allows considerable flexibility in what we may wish to convey.
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Perec, Species of Spaces and Other Pieces. Trans. John Sturrock. Hammondsworth, Penguin, 1997, p. 205. 

  Blin that coat, I said. And that's when I knew he wasn't coming back. Yet I couldn't've expected it, he liked it here. He was talking about putting chinchillas in the back yard. What's in a man's mind even when you're living with him you will never know. (p.22-23) 

• avoidance of relative clauses • preponderance of repair mechanisms • use of parallelisms in phonemes (sound touch offs); lexical items (lexical touch offs); similar syntactic constructs • tendency to begin narrative in the past and switch to the present 14 If we examine an excerpt from Mrs. Fullerton's monologue we note Munro's mastery in the art of transcribing speech: "He's no more dead than I am," said Mrs. Fullerton, sitting up straight. […] "he's just gone off on his travels, that's what he is. May of gone up north, may of gone to the States, I don't know. But he's not dead. I would of felt it. He's not old neither, you know, not old like I am. He was my second husband, he was younger. I never made any secret of it. I had this place and raised my children and buried my first husband before ever Mr. Fullerton came upon this scene. Why, one time down in the post office we was standing together by the wicket and I went over to put a letter in the box and left my bag behind me, and Mr. Fullerton turns to go after me and the girl calls to him, she says here, your mother's left her purse!" Mary smiled, answering Mrs. Fullerton's high-pitched and not trustful laughter.[…] Thought I was his mother, she said. "I didn't care. But what was I telling you? […] Mr. Fullerton comes out in his brown jacket and his hat on; I have to meet a man downtown. How long will you be, I said. Oh not long. So off he goes down the road, walking down to where the old tram went -we was all in the bush then -and something made me look after him. He must be hot in featured in her written version. Her written version was much longer and produced a piece of creative writing. This led Tannen to the conclusion that the features of creative writing are likely to employ strategies usually relegated to spoken text. For the purpose of the article she restricts her examples to informal spoken text. 14 Ibid. p. 4.

Lynn

  Spoken language in contrast is characterized by fragmentation, resulting in part from what Tannen calls "the spurtlike nature of speech, which probably reflects the jerky nature of thought."17 

15

Ibid., p.10. 16 Deborah Tannen, "Relative focus on involvement in oral and written discourse", in Literacy, Language, and Learning: The Nature and Consequence of Reading and Writing, David R., Nancy Torcanes, Angela Hidyad Olson, Eds., Cambridge, Cambridge University Press, 1985, p. 124-147, p.131. 17

Tannen, 1982, op. cit., p. 7. 

or really listening -to Mrs. Fullerton, who

  sold her eggs. She had come (to pay the egg money), on her way to Edith's Debbie's birthday party. {{Mrs. Fullerton did not pay calls herself} and {she did not invite them}, but {(once a business pretext was established), she liked [to talk]}. {And Mary found herself [exploring her neighbours as she had once explored the lives of grandmothers and aunts -(by [pretending [to know less than she did]),

• the adverbials between (normal brackets)

• the supplementive clauses in bold print

Lynn Blin

Mary sat on the back steps of Mrs. Fullerton's house, talking-

asking for some story she had heard before; this

  way, remembered episodes emerged each time with slight differences of content, meaning, colour, (yet with a pure reality that usually attaches to things which are at best part legend.]} She had almost forgotten [that there are people whose lives can be seen like this.] She did not Lynn Blin party" is not grammatically possible. So the reader has to at the same time decode what the two genitives might infer, and figure out the relevance. The relevance becomes clear during the birthday party, not only in the dilemma of the petition for

	There are other aspects that render this introduction more hybrid. Beginning with the
	strange "Edith's Debbie's birthday party". The two genitive determiners have surely
	sent many a reader back for a second read. I think we can interpret this as a sort of
	sound bite. It is so clearly agrammatical, that it must be there for a reason. It is, in my
	opinion, the first clue to the weight of the social event to come for Mary. We can
	assume that Debbie is the little girl, and Edith the mother. But this is not clearly said.

talk to many old people anymore. {Most of the people she knew had lives like her own in which things were not sorted out yet,} and {it is not certain, if this thing or that, should be taken seriously.} Mrs. Fullerton had no doubts or questions of this kind. How was it possible, for instance, [not to take seriously the broad blithe back of Mr. Fullerton, disappearing down the road on a summer day], [not to return?] (p. 19)

In this introductory passage wherein an extradiegetic voice mingles with intradiegetic focalization on Mary, the traits of a written text (i.e. story), are not only present, they are omnipresent. There are six relative clauses; seven nominalisations; six comparative clauses or phrases; two extrapositions; three adverbials; and two supplementive clauses. But, as I have illustrated, there are compound clauses within compound sentences, nominalisations within compound clauses, and relative clauses within nominalisations. There are also 2 prepositional phrases that function like relatives. All these are factors which situate this passage clearly in the written mode.

It is conversationally implicated and that is how Munro gets the reader involved ten words into the narrative. Perhaps conversational implicature is not the correct term, for though this is indirectly conveyed, in the same way that "Could you lend me £5?"; is interpreted as "Please lend me £5"; the difference is "Edith's Debbie's birthday

  Blinit must be emphasized that anything approaching full exploitation of the potentiality existing in noun-phrase structure is relatively rare and relatively confined to specific use of discourse. A sample of some 17,000 noun phrases in the Survey of English Usage yielded […]: (a) Less than one-third of the 17,000 nouns in the sample are 'complex' even within these modest limits of 'complexity'. (b) Only about one-eighth have multiple modification.20 However,Quirk et al. go on to specify: 

Quirk et al. explain: 19 Emmanuel A. Schegloff, Gail Jefferson and Harvey Sacks, "The Preference for Self-Correction in the Organization of Repair in Conversation" in Language 53.2 (1977), p. 362. Lynn

  ). Munro's use of coordinate structures, another dominant trait of her style, has been examined by Lynn Blin in Hetherington-Blin, PhD Thesis, 2006, "Hearing Voices -Coordinate Structures and Resurging Narrative Voices in Alice Munro's "Friend of My Youth" in Bulletin de SSA 31 (2008): 135-152, and in "Alice Munro's Naughty Coordinators in "Friend of My Youth"" in Journal of the Short Story in English 55 (

27
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