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toa-od-ﬁﬂiﬂyﬂtn--tﬂfr Homecoming (1981), ma::m
(1982), and an. e ar (1989) by Cynthia Voigt
esphasize values such as nurturing and sensitivity, reflecting wvhat
some critics find representative of wvomen's epistemology.
Furthermore, a close reading reveals archetypal structures that
also emphasize the continual personal renewal found in affiliation

and care.

Chapter One deals vwith Homecoming and how the abandoned
Tillerman children travel miles to their gran 5
heroine's ability to establish meaning relationships vith people
structured partly on "NHansel and Gretel® and "Nolly Whuppie® which
emphasiszse female heroisa. Diocey Tillerman's initial abandonms
wmmumggmw relationships. Ber

these relationships.

Chapter Two follows Dicey's progressive :
Ricay's _Song, of her place in her world. Porced to become an
adult, Dicey must learn to be a child and her understandin

iv




underwvorld. Dicey's r

gen into a life of relationship,
hovever, is effected by herself.

In both surface text and subtext, Dicey's story lies within
thp:ﬂigﬁfﬂlmntmhygiﬂathwuﬁum
a distinct female ruality.
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Introduction
fha and at the conclusion of & story.'

Cynthia Voigt's comments in her 1983 Newbery Accepti speech
accurately describe her actual practice in the seven novels that
together makse up the Tillerman Saga: each of the endings of the
first six books anticipates nev begimnings. Individual narratives
and family stories spill over from one novel to the next, linking
the books together in a network that deals principally with the
stages of Dicey Tillerman's maturation. The focus of this thesis
is on the three novels in which Dicey figures as the central
character: Namacoming (1981), Rioay‘s Song (1982), and Seventean
Acainst The Daslar (1989). HNomacoming and Dicay's Sang cover
Dicey's development, vhereas, Savantesn Acainat The Dealar records
Dicey's struggle for fulfillment and her final understanding of the
responsibility she has to both herself and to others. The reader
who moves chronologioeally with Dicey Tillerman through each text is
also involved in a process of discovery, one that is analogous to
the heroine’s herself.

Dicey's movement from childhcod to adolescence and, finally,
to adulthood is enriched and given greater emotional sigmificance,
through Voigt's skillful use of archetypes. All literature, argues
Northrop Frye inm his essay "Nyth, Piction, and Displacement,” is
based on mythic structure and archetypes. Ne describes fiction as
displaced mythology, & “recomstructed mytholegy, wvith its
structural principles derived from those of myth® (38). T. .
Elioct alse emphasises the structural inportance of myth by claining
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that myth offers writers a wvay "of controlling, of ordering, of
Similarly, Joseph Campbell, in Tha Harc With a Thousand Faces
(1949), ewphasizes the fundamental relationship between myth and
literature. Campbell argues that all story is based on mythic
structures and archetypes that have “inspired, throughout the
annals of human culture, the basic images of ritual, mythology, and
vision® (18). Campbell organizes “"the standard path of the
mythological adventure of the hero® into a formulaic pattern of
“ssparation-initiation-return® (30). This “standard path® is a
version of one of the most pervasive archetypal wmotifs in
literature: the guest for self.

Yet Campbell's paradiga is oconcerned largely vith male
patterns of dswelepment. Such an archetypal heroic quest proves
problematic for feminist writers who vish to represent a uniquely
female development. Careol Christ, in gl d_surfacing
(1980), argues that women need stories which address female
development. In order to "actively shape their experience of self
and world® (4). christ calls for womem to write their own
mythological adventure of the heroine, one that is appropriate for
female initiation stories, and she claims that paradigms of the
female heroine must come from female myth and vision.

Peminist scholar Barbara Walker, literary critic Ammis Pratt,
and psycholegist Carcl Gilligan, all look back to ancieat cultures
vonan's experience. They recover the figures of Isis, Demeter and
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Persephone, and the ancient pre-Christian figure of the trinitarian
Goddess, wvho wvas at once maid, mother, and crone as these are
potent archetypes reflecting authentic female experience.

One important element of such archetypes is their affirmation
of the emotional sustenance to be derived from a network of close
family ties and in this way they give final emphasis to unique
patterns of female development. In Ihe Crons (1985) Barbara Walker
describes the pre-Christian cyclical archetype of the goddess wvhose
“three major aspects have been designated as Virgin, Mother, and
Crone; or, alternmatively, Creator, Preserve r, estroyer” (21).
This female trinity was "a closed loop” in which the Crone “often
merged vith the Virgin® (Walker 23). The function of this goddess,
Walker claims, to manifest trus "cosmic balance” (26). Walker
perpetually renew life: ® . . . the religions of the Goddess viewed
existence as hacoming, not haing. They sav life as perpetual
transition® (33).

One representation of the trinitarian goddess is found in the
myth of and Demeter. Annis Pratt, in Archetvpal
lon (1981), develops the potential of the
Persephone myth as a literal ma:

archetype . . .__lmﬁﬂiwﬂﬂ
doughter in the perscmality of the meother. (173)
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The reunion of Demetsr and Persephone contains within it the
alternating forms of the tripartite goddess who

wvas virgin, maternal figure, and old woman at one and the
nts the vise, older mother's knovledge of the best

moment to fledge or let go of her children, a moment
that, if precipitous or delayed, can lead the maternal
element to become destructive. (172)

relationship in the life cycle (23). 8She writes:

The elusive mystery of women's development lies in its
recognition of the continuing
the human life cycle. Woman's place in man's life cycle
is to protect this recognition vhile the developmental
litany intones the celebration of separation, autonomy,
individuation, and natural rights. The myth of
mmam;yﬁ&-dmtmmﬂhﬂn
3 us that narcissa leads to death, that the
fertility of the earth is in some mysterious way tied to
the continuation of the hter relationship, and
that the life-cycle itself arises from an altermation

» of attacheent in

betwveen the world of wvomen and that of men. (23)

Persephone's descent into the underworld. In folktale,
wvithdrewal is sysboliszed by Slesping Deauty's deep sleep; in myth,

similarly, Gilligan, M_ml(uﬂh regards the
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; and in

this wvithdrawval comes vith the hero's journey undergrou:
psychology, this withdrawal is vhat Pratt, citing Carl Jung, terms
the "plunging into the unconscious® (Pratt 141). In Tha Uses of
Enchantaent (1975), Bruno Bettleheim defines the deep sleep of
peration. According to

Sleeping Beauty as a period of
Bettleheim, the sleep is a necessary period of lethargy during
wvhich children gather "strength through solitude® (226). Although
Bettlehein reads this sleep as "a time of quiet growth and
preparation from which the person will avaken mature® (232), he
individual. Campbell, Pratt, and Jung venture a bit further. All
three deal wvith this part of the heroic guest as, to use Jung's
terms, a "rebirth journey” in vhich "one must come to terms...with
one's ‘'shadov’, the self-destructive potential manifest in their
personal realm as social rebellion, which in the unconscious,
accretes the power of the sexual opposite® (Pratt 14).

chetypal feminine and its significance, Voigt's works can be seen
as unigue fictiomal bodiments of, not only these mythic
structures but, also of folkloric patterns, figures, and elements

"Nolly Wauppie.® It is through Dicey's physical and spiritual
journeys that Voigt transforms the archetypal heroic quest for seltf
to a specifically femsle rendering of Dicey's story. With her
enphasis on the importance of community and kinehip in the young
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heroine's quest, Voigt recalls the triple-faced goddess, the
Persephone myth, and the resourceful heroisa of Isis, Gretel, and
Molly Whuppie. All these figures demonstrate the "sensitivity to
the needs of others and the assumption of responsibility for taking
care” that Gilligan names as a primary source of "woman's moral
strength® (16). Dicey does not achieve self-definition in
isolation, but through her discovery of her place within a network
of family, friends, and community. It is this self-determinacion
through connection rather than through individuation that Gilligan
advances as female. Woman "locates herself in relation to the
world, describing herself through actions that bring her into
connection with others® (33). And it is Voigt's unwvavering
insistence on the importance of human attachment that establishes
Dicey's as a female Quest for self. The journey that Dicey
undergoes is shaped, in part, by the relationships between "virgin,
maternal figure, and old woman® (Pratt 172). The archetypal image,
replete with nurturing and personal relationships, promising
rejuvenation and renewval, plays an important role in marking
Dicey's groving avareness of the responsibility she owes to herself
and to others.

mmwotmmxmmwmm
Hcmecoming, the first novel in the Tillerman saga, by Diocey, her
mother, Lisa, and her grandmother, Abigail. The three Tillerman
mmm--mzunmwumqua
-mxmanmmz“lmmmummm
the Virgin became the Nother becams the Crome® (Walker 23) Voigt
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achieves this effect by positioning each of the three Tillerman
vomen in all three faces of the goddess at various times through
the novel.

Liza fails as a nurturing, maternal influence and figures more
strongly as a lost daughter. Conversely, it is Dicey, the literal
maiden, who functions as a maternal figure in much of the novel.
The final face of the tripartite goddess, the Crone, is represented
by Abigail. As wise 0l1d woman, Abigail embodies what Walker
indicates as a prepatriarchal conception of elder wvomen, one which
held crones as "founts of visdom, lawv, healing skills, and moral
loadership'® (31). At the end of the novel, Gram assumes
responsibility for the Tillersan children, providing them with a
home and vwith food. She offers a refuge that eventually heals
Dicay's Song and Seventesn Against palar, she will initiate
Dicey into womanhood, guiding the hercine's attempts to situate
herself in a network of family and friends. As much as Gram offers
nev life for Dicey, so, too, does Dicey heal Gram.

The primary oconcern of Homscoming lies with the physical
journey that Dicey and her siblings make in their search for home.

Iney parallels elements of the folktale
y nsel and Gretel® and "Nolly Whuppie.® In
often threatening vorld, always keeping them together in a tight
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resourcefulness and courage of the heroine as well as on the
heroine's ability to define herself through repeated actions of
love and care for others. In Homecoming the image of networking is
introduced as central. Voigt uses these archetypal themes of
nurturing and oconnection to write a modern tale of a young
heroine's discovery of her place in her family and a young wvoman's
initiation into a network that will both embrace and sustain her.
Dim,mmmmm.mhjmat
the heroine. Having found a literal home Dicey must now make it
har home. she must come to terms vith the other two elements of
She struggles, first, with the meaning of her nother's

Pt ance, and, then, with her mother's death. 8She struggles
vith a vay to communicate with her reticent grandmother. The three
phases of womanhood--virgin, mother, crone--are reconciled in the
burial scene at the end of the novel. Buried under the paper
mulberry tree, Liza's ashes literally provide nev life for the tree
The ordeal of Lisa‘'s death brings Dicey and Abigail ocloser

m--mﬁﬁxmmm
ﬂ!ﬂlﬁ“'ﬁﬂﬂﬂlhmﬂmm whereby




every temporary living fora in the universe blends eventually into
every other form, nothing is unrelated, and there can be no
hierarchy of better or worse" (14). Although Dicsy's Song
concludes with Lisa's burial, the end of *he novel concentrates on
of interrelationships but, as part of the natural cycle of life,
affiliation.

In Dicay's Song, Voigt further develops the thems of
connection through images of a heroine learning wvhen to reach out,
vhen to hold on, and wvhen to let go. Dicey has to learn that,
vhile self-reliance enabled her to bring her family safely to Gram,
she cannot continue to live in isolation. Through Gram's examy.s,
Dicey is given a chance to see that a life of isolation only
results in alienation and loneliness. As Dicey moves from
isolation to commection, her network expands outwvards from her
siblings to encompass her grandmother and, finally, her friends at
school.

In essence, Dicey vithdraws from her family and friends after
Ricay's Song as she enters into the next phase of her emotional
development. 8She can only re-emerge near the end of faventasn
Acainst _The Dasler when, like the folktale heroines, she “"has

others® (Bettleheim 235). She is briefly seen in Soms from ACar
(1987), vhere she is self-ebeorbed and remote, offering little
moral suppert for her brothers as they struggle to find their
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identity. The symbolic sleep of the folktale and the desocent into
the underworld of the myth is represented by Dicey's decision to
leave home for college, which occurs sometime after Dicay's Song
and before faons From Afax. mmmm the

heroine had learned the importance of ir
must retreat, gather strength, and come forth ready to occupy a

more active role in which she can place herself "in an expanding
network of comnection® (Gilligan 39).
Dimlmmmmmhﬂliﬁmhﬁﬁmlny
that corresponds to the folkloric circular journey, Bettlehein's
slesp-journey, and Campbell's journey A minimal
pmmmtmmlcm&ﬁllgm in the
seventh and last book of the Tillerman saga, , - )
Dsalsr, Dicey completes her female quest for fulfillment. For much
of the book Dicey appears lethargic and vithdrawn, and bher
insensitive behavicur almost causes her to lose the two people who
are most important to her. Insensitivity alienates her from Jeff
and Gram; only when in danger of losing both forever does she “"wake
up.” The necessity of such active participation in one's maturity
is underlined by Dettleheim, who writes: "The world becomes alive
oalytoﬂnmﬁo“tmhlﬂ (234). But this
vulmumMMﬂﬂmieﬁm
1ateorojuuenulmugﬂgmﬂﬂmiey_
MIQMMIthKMﬂﬁm. a drifter
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By the end of the Tillerman saga, Dicey is finally able to assume
a responsibility to herself that places her within a nev feminine
maturity.

A similar approach to the first novel has been taken by James
T. Henke in this article "Dicey, Odysseus, and Hansel and Gretel:
The Lost Children in Voigt's Homecoming.® As the title suggests,
Henke considers Voigt's work as displaced =mythology and so
anticipates the same approach of this thesis. But, if one returns
to Prye's description of displaced mythology as providing a context
for wvorks of literature that “gives them an immense reverberating
significance® (37), Henke's analysis is reductive rather than
"reverberating.” HNenke foroces correlations between the realistic
episodes in Voigt's fiction and episcdes in myth and folktale,
takes details cut of context, and then manipulates them to fit his
framevork. He leaves no rooma for "reverberating significance® in
his struggle to allegorisze Nomacoming. According to Henke, the
novel is really Nomer's QOdvasey vith Dicey as Odysseus, the
children her crew, and Abigail as Penelope. The alternmative
reading of Nomacoming that Nenks offers also traces the folktale
subtext. Like Eansel and Gretel, who are deserted by impoverished
parents, the Tillermans are abandoned by a mother who camnot
provide for them. Neaks draws parallels betwsen Hansel's trail of
flints and the coins the Tillermans find along the road, between
the vitch and Mr. Rudyard, a farmer who tries to trap the children,
and between the vitoh and Gram, who at one point tells Dicey, * ‘I
sonetimes think pecple night be good to eat . . . especially badies
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« o« o Or children '" (Voigt 231).

Benke's approach cbviously consists of arbitrary choices from
Voigt's text and is thus an incomplete consideration of her
tiction. He fails to address two central elements of the "Hansel
and Gretel® folktale in his analysis. He ignores in fact that the
folktale involves a circular journey in which the two main
characters, having developed the necessary skills and inner
resources, return to their original home and are accepted and are
reintegrated. Hcmecoming contains a linear journey: Dicey's
journey is a going forward rather than a returning.

Benke, also disregards the fact that it is the heroine,
Gretel, wvho effects the rescue of her brother. Like Gretel, Dicey
leads her family to eventual safety. As an essential substructure
in Voigt's novel, "Hansel and Gretel,” in presenting a story of the
heroic female, presents Nomacoming and, by extemsion, Dhicey's
emotional maturation as a particularly female experience.

This analysis will attempt to offer a more ocomplete
understanding of the mythic and folkloric displacement of a
realistic fiction. The underlying archetypal narrative which drawvs
on explicitly female figures of strength and visdom provides depth
to Voigt's contemporary story of & young girl‘'s quest for identity.
In their insistemce om the importance of relationship and
interconnectadness in self-realisation, both subtext and surface
text speak to a specifically female experiemce of the world; they
give power to Dicey's stery as a modern myth of the female self.
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‘cynthia Voigt, "Newbery Nedal Acceptance,” American Library
Association, Los Angeles, August 1983.
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Homecoming marks the first step of Dicey Tillerman's journey
she overcomes various obstacles, both inside and outside of
herself, in order to reach a new, fulfilling home. In the

ground of Dicey's journey is the archetypal quest for identity
that is found in mythology and folktale. As a heroine she journeys
through a world of unfamiliar forces in wvhich she mests helpers and
faces tests. Dicey's journey is shaped through her struggle to
locate herself within a network of relationshipe, as she comes to
of her place in the world vhen she discovers the
responsibility that she has both to herself and to others.

The structure of the novel organizes the emotional journey of
the haroine. The division of the novel into two sections

her journey in each part. At the end of the first half of their
itself suggests a bridging of the two halves of Dicey's journey.
Just as the first part of the journey begins from a rented shack in
to leave the second in the hope of finding a better home at their

Prom it's title, Iomaconing, onvard, the novel insists on the
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they have come home. During the course of the novel, Dicey's
understanding of home changes so that, by the time the childrem
reach Crisfield and their grandmother, Dicey feels sure that she
has finally arrived home. Her brother, James, defines the
Tillersan quest thus: ® '¥We're runavays to, not just runavays '*
(48).

During the course of the novel, Dicey Tillerman and her
siblings indeed do run awvay to various types of homes. Even before
they are abandoned by their mother, the Tillerman children have
already left behind their home in Provincetown, a "small” and
rented "shack® (24). Diocey herself recalls that this first home
vas not a place of stability and security. In Provincetown "she
the childrea travel to the campground of Rockland Park. But as a
campground, the park can, at best, offer the Tillermans only a
their stay, they almost get caught in a life of cheating and fear.
still a temporary one. The Tillermans leave New Baven for Aunt

1ike a homs with its kitchea, liviag room, and bedrooms, it omly




16
freedom is necessary, if a place is to be a homs. with their new-
found knovledge of a grandmother in Crisfield, the children run
avay from Bridgeport. Along the wvay to Crisfield the Tillermans

muatmatm&mfmtnutamlmthﬂrmm
last major stop the children make on their jourmey, vith the
travelling circus, is the final version of home that the family
experiences before arriving in Crisfield. At the circus, the
cbildmmgiﬁlmtﬁtﬁtlﬂmmlﬂﬁgﬁﬂ
completing their journey. But the circus is a moveable home and,
therefors, cannot provide the stability the children require.
nim'-wiﬁmnlmmnlmmﬂmin
mgrm'itmummlhﬁi&-tulmmﬂ. Her
her family belong at her gran
This basic plot ocutline ressmbles the plot of a folktale.
Pour children are H:mﬁeﬁmﬂlmwih
for them. m&num.tﬁqmmaﬁglﬁ. often
m.mm-ﬁmmnﬂmmmam
journey. Relying om her vits, m.ﬂlm.ﬁimhﬂ-
m-mmum.ﬂmmﬂuﬂ:mﬂlm
ending.
and Gretel® (6), "The Snov Queen® (233), and *Ihe Wolf and the

her's farm. (293).
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Seven Kids® (309)--are all tales of female protagonists who triumph
over evil and who, in rescuing their "families," symbolically give
thea new life.

This emphasis forms a substructure of female heroisa which
exists in tension with the songs the children sing through out
their journey. “Pretty Peggy-O0," a song the Tillermans sing
frequently, tells of a young woman vho ran awvay vith a captain and
who (in another versiom that the children learn) is tricked by this
false lover and murdered. "There Was an Old Woman Who Swallowed a
Fly®" is also about the unnatural death of a female. "The Water is
Wide, I Cannot Get Over®, ome of Momma's favourites, also concerns
death. Thus Dicey's quest nediates between a background of
:omxumzmwmmmnzmef
song about female death and destruction so that the reader feels
more desply the perilous nature of Dicey's guest. This tension
Sccurately reflects Dicey's emotional states as she seeks safety
for her family. MNany times Dicey is tempted to see death as the
ond of her guest. It is the survival of her family, however, that
keeps her solidly rooted in life. Through her courage, Dicey is
mu:ummxymmmm-mhgm_

Although Dicey's jourmey is specifically linear, several
Motﬂhplotﬂt:“@ﬁl'cméggh
wmm.mzwam-.mzmm
world, a pemstretion to some scurce of power, and a life-emhancin
retura® (34), although Dicey's jourmey is specifically linsar.
For wuch of Mamanoning Dicey is sliemated from mainstresm society;
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her search is for a place vhere she belongs. With the constant
help of a map, she negotiates her vay, through a symbolic labrinyth
from which she emerges in Crisfield. The powver she gains comes, in
part, from the network of relationships that she forms during her
journey. This network teaches her the importance of love and care,
and gives her the emotional strength to persist in her trials to
vhmw!:maﬂabmﬁrmlzmmz
fanmily.

The pover that Dicey derives from meaningful relationships
reflects a specifically female avareness that feminist critics wvho
vish to reinterpret guests undertaken by female ts clais
as specific to female patterns of development. These critics
emphasize connection over individualisa when speaking of the vays
in vhich vomen define themselves. As a female, Diocey Tillerman is
"a female begins in alienation from the human community and seeks
nev modes of relationship and action in society” (8). Whereas the
mmﬁnmgnyumwmﬁmum
end of his gquest, the heroine struggles to maintain or create
Carol eﬂlm also suggests that female moral development depends

(39). nn;u:i_ytﬁ-mmy. Lisa Tillerman leaves
behind the very s and respomsibilities that Gilligan
MIQHHH_'T“”(B)- Therefore,




19
experience of rejection, and the isolation of self which such an
experience involves towards forming meaningful human connections.
Upon realizing that her mother has disappeared, Dicey reviews her
alternatives. She chooses to valk to Bridgeport, wvhere her great-
aunt, a voman she has never met, lives because "Aunt Cilla wvas
family, the only family Dicey knewv about®” (9). This choice
introduces Dicey's quest as one that is centred upon human
attachment and relationship. As Dicey journeys toward Crisfield
reveal the “"contimuing importance of attachment in the human life-
cycle®” (Gilligan 23). Near the end of Homecoming, Voigt uses the
image of the coiled rope to depict the network of relationships
that is fundamental to Dicey's quest: "All of their goodbyes lay
silently, finished things® (236). According to Gilligan's argument
about the nature of female experience, these interpersonal
relationships enable Dicey to "act responsively toward self and
others and thus to sustain connection® (149) in a way that is
essential to female identity (164). HNomecoming adheres to these
patterns of female developmant and can thus be regarded as a
specitically female hildungaroman.
lot of a shopping mall. DBoth surface text and subtext reverberate
Persephone is, according to Pratt, Walker and Gilligan, the




20
prototype of interconnectedness and sustaining relutionship that is
the centre of vomen's experience, the relationship between
Tillerman mother and daughter is fractured. In fact, the entire
archetypal tripartite goddess of maiden, mother, and crone is
fragmented. Dicey's mother, herself estranged from her own mother,
abdicates her responsibility. It is her daughter, the saiden, who
must, although only thirteen years old, fulfill the msaternal role,
if her siblings are to survive. Dicey feels this role as "a great
weight . . . on her shoulders® (12).

The ultimate healing of the fragmented archetypal relationship
will come wvith the maiden's reconciliation with the crone. Barbara
Walker celebrates the crone as the "vital 1link®" in the archetypal
female trinity; the wise old woman is "everything necessary to
life: wvarmth, nourishment, protection . . . training in the skills
of survival® (10). Walker's premise implies that the inclusion of
mcmmmunotmlmlwumfﬁt
female survival. In Homegoming, it is the third aspect of the
goddess that occupies most completely and most satisfyingly the
m«xonwmwummnmuammm
for her family.

Ironically, it is the mother who figures more as a child.
oamrmxum.muumuwumma;n.
sammy, it had "scunded like two six-year-olds talking, not one six-
yar-oldmmw (7). When Lisa walks awvay from the car
and her children, she looks like a wulnersble, pathetic child
mmmuaOmu--amnmmm.
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her jeans faded and baggy" (S). The pressures of being a single,
unemployed parent with a young family to feed make the children's
mother distant and vithdrawn. The food she needs she forgets to
buy, "she'd go to the store for bread and come back with a can of

(7). Symbolically, as well as literally, Liza fails as a nurturer.

While the children are vaiting for their mother in the parking
lot of a shopping mall in Pesvauket, Massacheusetts, Sammy demands
a story: "I wvant HanselnGretel. And the witch. And the candy
house with peppermint sticks® (16) and James talls the story of
"Hansel and Gretel,” a story that presents Dicey's gquest for home
in terms of nurturing and freedom. It is during her journey, that
Dicey learns hov essential these two gualities are to the well-
being of max family. Voigt emphasises the enjoyment James takes in
describing the witch's house, underlining the primacy of home in
the Tillerman journey. The description of the house is the part
*James liked best in Hansel and Gretel,” and each time "he . . .
did it a little differently from the time before” (10) so that,
vith each rendition, the walls of the house are built of different

that is life-giving both literslly and metaphorically. James'




versions of anti-home that the Tillermans will encounter on their

In abandoning her daughter, Liza denies Dicey any comnection
with the past, vith a personal history, leaving Dicey in a vacuum.
Yet a large part of ona's present self is formed through one's
past. This is wvhat gives life its sense of contimuity. The
importance of one's past in one's present is a theme that Voigt
novels. At the ocutset of her journey, all Dicey has is the address
of her great Aunt Cilla's house and a fev memories of Nomma. Her
alienation from her past reinforces the sense of isolation that
pervades much of the first half of the novel. It is not until
Dicey reaches Bridgeport that she discovers some of her family
albume full of her great aunts and

grandmother in Crisfield. With a grandmother, Dicey nowv has a link
to a history. Diocey’'s ability to connect with a past wvill enable
her to reclaim a sense of contimuity.

The first stage of Dicey's search for home takes place in a
state park by the name of Rockland, where the heroine learns that
the conseguence of a ocomplets renun lon of mesaningful human
relationship is an oppressive life of immorality and aliemation.
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care. nmumm,n;-atunmﬂmm
teaches a philosophy based on the premise that humans are motivated
they're out to hang you, you be sure of it '" (62). Louis’
attitude attests to an impoverished vision of the world, wvhich is
gruocus with Gilligan‘’s claim that intimacy is "the critical
experience® (163) of female selfhood. Louis carries his attitude
of self-interestedness into the relationship he has with Edie. BHe
uses the love that she feels for him to manipulate her, slyly
threatening to vithdrav from the relationship if she should ever
challenge his authority (53).

¥hen Louis tells the Tillermans, who have been fishing in the
Dlmymltiqiﬂtnmtht "[(t]he whole world was arr ’
against kids® (€1). But Dicey's guest depends upon her ability to
trust an adult. In order to achieve what Gilligan classities as
female maturity, she must develop vithin the oontext of

T™he inability of the two to offer or to teach the
tree self, her true nature, they do not rightly see the nature of




a4
m,mmmmummooucum
physically and morally inadequate. Although BRdie does give the
children a couple of oranges at one point, the two runawvays,
despite their wallet full of money, hever offer to buy the family
food. W,Mmmrillmthood. As
the days go by, Dicey feels increasingly uncomfortable around Louis
and Bdie until she eventually wvants “to avoid contact with thea"
(66) altogether. Dicey realizes that the “danger® (33) at the park
nuvuhmmmpluomwuumlmm,m
mtm&rtu:llyum«;uawm“n&hplm
of rest. Ithmtmwhimthtbimtmm-patthu
M,m*“m!ﬂyalmtlmmumlm.
Dioqu&mwtbuththtvulloumtommmt
she and her family need. mmuunummtmu
mmwzmummmmmmamm.
nummemm,tormumemumuzjmm.
mmmumummozmwzum. A
mmtm,mumm.mmmuu.m
mano:uummm.-ummammmmm
of her search. She wonders if to be home means inevitable death.
Although she realises that *living pecple had homes® (88), at this
mummm-mumammxmyu
found in the grave. But her place is vith the living and, to
return to Gilligan's argument, as a heroine Dicey mest attain
nxmu-am.mmammw.-mmm
mm'mummmmm



the depths of ties that bind. The
defines the word "haven" as "harbour; refuge,® sowething not far
this city. The adults wvhom the Tillermans meet here are very
different from the threatening and selfish pecple Dicey had
envisioned while in Rockland Park. In Nev Haven, she meets Windy,
who, unlike Louis and Edie, recognizes her as a girl. On a
symbolic level, the fact that Windy sees Dicey rightly allows him
to offer her the kind of help she needs: " 'Why don't you come with
(91). Ne offers her family a life-giving haven. Dicey accepts his
help. By trusting Windy, Dicey includes him in her "network of
connection® (Gilligan 39).

Windy and Stewart,his roommate, both college studemts, teach
Mﬂgnwmm&mnﬂhtmm
sonnection. At New Naven, it is the childrem and not the adults
Dicey's surprise, however, whem the theft is discovered, the
aallipiq-ﬁmi—lrtthtiiuy. Instead, Stevart emphasises
attitude implies a re of Louis' philosophy of eelf-
Not only a mam, I plan to be a good man '" (103). Nis ability to
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advocate a philosophy helpful to the Tillerman's guest for home, a
significantly, Stewart buys Dicey a new map (106) to guide her as
she continues on her wvay. Unlike Louis and Bdie, Stewart and Windy
represent vital links in a network that will be one of Dicey's
sources of strength as she searches for homs. And it is Stewvart
end of her journey.
first truly murturing relationship that they experience on their
journey. But, for all it significance, the comnection is a fragile
one. m-mymmmmnﬂmu--mm
heads back to New Haven. The feeling of desertion that his
back with him. He leaves Dicey to guide herself. After he is
gone, Dicey realises that “(s)he didn't even know ([Windy and
hadn’t even stayed to find out if the Tillermans would be all
right. T™he Tillermans had just drifted through his life, touch in,
touch out, and gome vithout a thought® (117). Symbolically,
Dicey's x p vith Windy and Stevart, as the first positive
mmmmmmmmm;.mm
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insecurity as she experiences, for the first time, the emotional
support to be found as a result of having the courage to reach out

At Bridgeport, Dicey discovers that Aunt Cilla‘'s house is not
children to stay, not out of any sense of familial love, but out of
mmmwnﬂfm- mn;m;rm;mmm

‘That is =y duty. !guviuhqgnilyma' Her soft voice

8o suffoocating is Runice's sense of cbligation and sacrifice that,
Tillermans, Dicey stifles an urge to "get up and run®(147).
Eunice’s hospitality is not without its price, as Dicey later
realizes: “The price wvas alwvays remssbering to be grateful® (168).
strophobic nature of Bunice's hospitality is
miﬂumm,-mummm Inside
there is no room for growth. The house is "closed and empty”
(110), “dark and stuffy®" (112), “"marrow® (112), and “cramped®
(118). And even ocutside, the childrem have to be content with a
*tiny yard® (126¢).

ériak. I don’'t keep much food in the houwse® (113 - 114). She
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feeds them a steady supply of TV dinners. Bunice has little food
in her fridge and little nourishment, wvhether real or sysbolic, for
the Tillermans. As a nurturer figure she proves insffectual.

It is at Bunice's house that Dicey faces her biggest test, for
the Tillermans will be allowed to stay in Bridgeport only if they
are separated. Zach msmber of the family begins to have
increasingly “"separate afterncon(s}],” and Dicey wonders, *if she
(is]) loeing touch with her family® (136). It is inevitable that
the Tillermans leave, for to stay in Bridgeport would only mean the
end of the family that Dicey has struggled to keep together. Using
fanily from the threatening danger.

On the bus, vwith a nev destination in fromt of her, Dicey
nrmxymmmmmm. So atfected is she by her
experience in Bridgeport, in which the "home® she found threatened
quest entirely:

There could be no home for the Tillermans. Home-free--

Dicey would settle for a place to stay. Stay free . . .

Dicey had lowered her sights. she no longer hoped for a

home. Novw she wanted only a place vhere the Tillermans

ocould be themselves and do what wvas good for them. (168)
exclusive: a trus home is & place of freedom to reslise omeself
vith the support and emoouragemsat of a metwerk of family and
triemds.
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In Amnapolis, they mest two boys who offer to take them across
Faced with the possibility of being called "sissy,” Jerry quickly
only be found in death (199). But she repudiates this view because
she remsmbers her family and decides, "As long as I'm near the
Gilligen's belief that female development involves the "recognition
of the continmuing importance of attachment in the human life-cycle®
(23).
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adolescence, Dicey's sexuality is just begimning to awaken. 1In
this vay, Jerry qualifies as a helper figure who imparts a special
visdom to the heroine, and thus becomes an important comnection in
Dicey's network.

The Tillermans' next stop, a fara vhere they decide to earn
money by picking tomatoes for the owner, Nr. Rudyard, holds a
similiar but greater danger as Runice's house had for the family.
But Dicey is no longer as naive as she wvas in the first part of her
journey. BDecause of her experience at Bridgeport, she immediately

cage® (216). As it turns out, the farmer does intend to ensnare
the Tillermans in slave labour. Nowever, conecious of the danger
at the farm, Dicey is not caught off-guard as she was in
reluctantly brings them lunch only at his vife's insistence, food
lunch at Rudyard's dog to distract him as they run awvay (NHenke 47-
48).

grandmother. m.mmmeﬂﬁﬂjﬂ' (238), and
the end of her jourmey with an identity that fits Gilligan‘s
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description of female identity as one "defined in a comtext of
relationship and judged by a standard of responsibility and care®
(160).

Will and Claire, the last helper figures Dicey mesets on her
quest, teach Dicey about the value of interdependence. Furthermore,
they recognize Dicey as a girl. This recognition, coming as it
does after Windy's and Jerry's recognitions of the heroine and the
subsequent meaningful roles they play in Dicey's quest, implies
that, since Will and Claire are able to see the heroine rightly,
relationshipe as a source of strength and nurturance. He makes his
connection to the Tillermans concrete by calling the children *
‘friends '" (238), and he binds himself to them with a promise that
bhe will alvays be there to help them. HNe thus goes further than
Dicey, " 'You're a 1little bit of my 1life now. You can't get avay,
and I can't get rid of you . . . '" (238). with will, Dicey
care that bind her to pecple like Windy, Stewart, Will, and Claire.

As a friend, Will drives Dicey to her destinatiom but does not
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of bar family since the novel's opening, confirms the depth and
strength of the commection. The contrast between the regret that
Dicey felt upon Stewart's departure and the sheer misery that she
feels wvhen Will and Claire leave testifies to the impact that the
latter have had on her.

Dicey's arrival at their grandmother's farm completes the
underlying archetypal plot introduced at the beginning of
Bomecoming . Abigail, whose farmhouse is surrounded by "broad
fields burgeon(ing) with corn" (243) and whose bare feet are
usually "caked with earthly airt® (24¢), tits Walker's description
of the crone as a figure associated vith "fertility....and seasonal
ceremonies® (33). Abigail is also reminiscent of the mythic tigure
of Demeter, goddess.of the harvest and seasons, vho lost a daughter
to Nades, for Abigail, too, has lost Lisza to the shady figure of
Prank Verricksr, a character whom the reader learns more about in
The Bunnsr and _Sons From ACar. The restorative potential of the
grandmother's presence in Dicey's life is underlined at the level
of the archetype, at which the crone, according to Walker, is
responsible for the family. The cromne is the "sole origin of the
irenclad bonds of the family and clan that united human groups®
(43).

As part of the archetypal female trinity, Abigail is able to
identify the heroine in a way that is more precise than the
mm&tmothcuagul.uulm
girlfriend, or as a friemd. she knows Dicey as part of her family.
Yet this recognition becomes an accusation: © ‘I know who you are.
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You hear me? I know who you are, and you can't stay here '" (249).

The implications of the crone's refusal of the maiden are made
vividly clear by Walker, who warns that "to be rejected by ([the
crone) is to die” (10). Voigt emphasizes the desperate need the
children have to be accepted by their grandmother. James comments
on the suitability of the house for the children. Unlike Bunice's
house, Abigail's house is "big . . . big encugh for all us® (256).
The children's hunger for the love and care they are sure they can
£ind with their grandmother is evident by the way James looks at
*his grandmother, as if he wvas hungry . . . but for something not
food, hungry in a way that food could never f£ill®" (311). As the
name Tillerman suggests, Abigail is tiller of the soil, cultivator
of nev life. One of the first things she does vhen she meets Dicey
is to feed her lunch. Unlike Bunice, she feeds the children
hearty meals got from her garden and the nearby bay. When Maybeth
pulls a tendon, she notices the injury and wraps a bandage around
Naybeth's arm and so fulfills the crone's role as "caretaker of the
sick® (walker 20).

Abigail fulfills a further need, teaching Dicey things about
the past that are central to her sense of self. The idea of the
netwvork between the past and present that was introduced at
Bunice’s house is picked up again at Crisfield. Aided by her
grandmother, Dicey discovers still more about her pest. Abigail's
house itself is full of "many secrets” (257) waiting to be
disclesed. Dicey discovers that Sammy has been named after Nouma's
dead brother, and about her tyrannical grandfather, now dead, and
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about her own father who might " ‘cheat at cards if luck wvasn't
running his wvay '“ (265).

What is more important, Dicey learns about her mother. She
discovers that it is partly from Liza that she derives her strength
that she would never marry, and as Abigail tells Dicey, "We keep
our promises, wve Tillermans. We keep them hard" (296). The reader
might here

r the earlier promise of friendship that Dicey,

ﬁhamrmpruimlh-mkﬂpu;),mtaﬂ;;

a connection with her past, she will now be better able to discover

to Dicey Tillerman, too. Having established

her place in society.

Abigail, however, fails to see that she needs Dicey as much as
Dicey needs her. Yet reciprocity is central to the figure of the
tripartite goddess who was “"three ir ividuals who were still
somsehov one, embodying the same spirit® Walker 21). When Abigail
girst appears in the novel, she is far from complete. She lives in
a "ghost house® (257), and, while the children sing together
upstairs in the farmhouse, she sits "alone downstairs at the empty
kitchen table®” (266). so long has it been since she has
sound is "rusty” and "thin® (273). It is clear that she needs to

Little by little, Dicey works her way into Abigail’s life; as
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the vindows in the "silent, vacant, neglected” (244) house and
“(flresh air filtered around the room and light came in . . ."
(257). Thus, in keeping with the archetype of the tripartite
goddess, the relationship is a mutually restorative one.
‘archetypal level, with the cyclic nature of Walker's tripartite

(23). Maybeth notices the similarity in the way the two express
anger (268), and Dicey herself realizes that she turns up her chin
the same wvay that her grandmother does (308). The primary link
taking risks and re
will fail a second family. This, she tries to explain to Diocey:.
® *'All of my children. . . I failed them. I let go . . . I'm
responsible. I von't have that responsibility again. Mot to fail
again® (297). The ties that have been established during the
children's short sojourn at the farm, however, are ties that bind.
Unable to break the connections, Abigail reluctantly allows the
"(s)ensitivity to the needs of others and the ption of
responsibility for taking care” (16) that Gilligan defines as
vomen's moral strength. Whem Abigail names herself * ‘Gram, °*
(310) she is acoepting not only the childrem, but also her role in
their lives as well.

The closing lines of the novel speak not only of going home,

ng out. Abigail finally reveals to Dicey
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but also of teaching and learning. Gram asks Dicey

"Do you know how to sail?®

*No. But I could learn. Could you teach me?"

"Yes®, Gram said . . .

*"Ready to go home?" Gram asked Dicey...

"Ready," she said. (312)
mtm1mm1mot-h~'m:mmm1umu
not a fixed, static concept, but a flexible one, vith room for
grovth and development. Dicey has found a home in which freedom is
possible. wmmotmw,mmmtmu-w
to go home vith her grandmother.

Dicey's journey home is not made in isolation, but is
thmm.timvithmmlommunmm:
journey. Read in this light and vwith an avareness of the subtexts
that give an added dimension to the story, the journey fits into
the paradigm of female growth set out by oritics like Gilligan,
Walker, and Christ. The strengthening home that Dicey has found at
m“otmumtmotitmlwmm
ehuuymmotmumuyammmnrm.
mmmmtm.tm“otthhtintmlumm
she must work to claim as her own in Digay's Song.
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Bomecoming deals with Dicey's physical arrival howme; Dicay's
gong, focuses on her emotional “"homecoming.®” The outer journey
used by Voigt to repre t the first stage in Dicey's maturation in
HBomecoming is replaced by an inner journey that depicts Dicey's
emotional growth through her relationships with other characters
Both novels follow Dicey's ggle to belong, although Voigt
Bomecoming ends with Dicey's struggle to belong, although Veoigt
presents this struggle in each book in completaly different vays.

ar's farm in

found a place to belong, a home, at her
Cristield. But, in Dicav's Song. Dicey has to understand her
unigue space in the place she has found for herself and her family.
it has to be made into a place of nurturing and love; only then can
she gain a sense of emotional and physical belonging. Dicay's Song
narrows its focus so that it is mostly concerned with what happ

to Dicey in Crisfield, and it videns in scope near the end of the
this tighter foous, the second book is more a delineation of
seguel by a more subtle marrative, in which the journey is more a
netaphor that structures Dicey's discovery of a sense of belonging
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in the form of & ing circles of relationship. The first
circle involves Dicey's relationship with her family. The second
circle es the people in the community of Crisfield with
vhom she must take the initiative to form new relationships. The
third and widest circle is the relationship between Dicey amd a
larger reality as the heroine arrives at a new 1 ' ]

of the

human life cycle and her position within it. As all three circles

her ability to accept her emotional and
physical place in each circle allows her the strength and the
visdom to search for fulfillment in the next, wider circle.
Dicey's journey of maturation in Dicay's Song can be traced through
her movement from one to another of these circles.

responsibilities and relationships, all of vhich make Diocey's
maturation specifically a "woman's experience of self and world®
(Christ 11). While her journey in Dicay's Song still adheres to
Christ's definition of "women's social quest® in which fulfillment
lies in "relationship and action in society® (8), the heroine's
jmiﬂmudnmmﬁgpﬂt!ﬁmpﬁm
vhich "concerns a woman's avakening to the depths of her soul and
her position in the universe” (9). The nature of Dicey’s spiritual
quest, hovever, echoss the nature of the social quest in
Gependent on her ability to situate herself vithia a netwerk of
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a "self delineated through connection® (Gilligan 35) which not only
Gilligan, but also such feminist critics as Pratt, Walker, and
Christ have advanced as the primary source of female wmoral
strength. Dicay’s fSong furthers Dicey's und '
strength to be gained by reaching out to others.

Dicey's inner struggle to £ind her place in the world is given
an emotional depth by the same archetypal figures of maid, mother,
and crone that formed an important subtext in Homscoming. In
Ricay's Song the heroins must find her rightful position within
this archetypal female trinity. The three aspects of the female
archetype could be regarded as representative of the three phases
of womanhood in which “the Virgin became the Nother becams the
Crone® (Walker 33). Having been forced to assume the role of
mother at thirteen years of age in Nomecoming, Dicey must, in
Ricay's Song, become a maiden and therefore take up her rightful
role as a young girl again.
right the chaos that began the first novel. Mbiaymi-ﬂ-ﬂ

-mt)mmwt.umu( ]
disrupted. wxy.mummmmm
Dicey must "grov into® a young girl in oxder to "grow wp”® into a

voman and, thus, about the way in which the cycles are restored.
In this wvay, Dicey's struggle to understand her place pervades both
the surface and subtext.
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Trapped in and isolated by a maternal role she d4id not choose,
Dicey must move to redefine herself in terms of her new life and
her nevw sense of self. In the context of a guest that closely
follows the patterns set up by feainist archetypal critics, Dicey's
fulfillment lies not in a life of isolation, but in “the
rediscovery of comnection, in the realization that self and other

only be sustained by care in relationshipa® (Gilligan 127).

Gramn gives Dicey the freedom to discover her own poteantial
and, in keeping with the mythic nature of Dicey's guest, functions
as the helper figure in the heroic adventure. Campbell describes
the helper as a "protective figure (oftem a little old crome or old
forces he is about to pass " (69). In Voigt's second novel, the
"amulets® that the crone provides are her words of visdom that help
the heroine confromt the "dragon® which, in Dicey's life, is the
pain and confusion of growing up. In Walker's analysis, Campbell's
wlittle old crone” remains an important helper figure, but is
further empovered as “"the wisest of all mortals® (49) and “the

compounded of keener Senses, more acute powers of cheervatiom,
quicker analysis . . ." (65). Indeed, Gram's experience and her
(22) in its contimual affirmetion of the bond that links Dicey and
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maiden, sesm to be in a sort of sympathetic communion that is
almost intuitive. " 'Between us '" Dicey promises Gram, " 'we can
do anything '" (20). Gram often knows what Dicey is thinking just
as Dicey knows what Gram is thinking (16, 54, 69). Dicey is able
to complete Gram's unfinished sentences (53), and the two worry
about the same things (16).

With the insightful wvisdom of the crone, Gram is able to
perceive rightly Dicey's emotional turmoil and to help the heroine
to understand her own place in the world. She offers to relieve
the enormous burden of responsibility under which Dicey has
childrens’' names in the family Bible after Lisa's name (16) and
tells Dicey: " 'You've been responsible for a lomg time and done a
good job. Take a rest now '" (21).
circle, the family circle, in which she learns to balance the
claims of self and other in relationships. Gilligan describee this
acoeptance of responsibility for choice” (67). Throughout the
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It is significant that the novel opens with the young girl
isolation as she struggles against her changing sense of self. She
still feels burdened by the weight of the maternal role and carries
“the sadness of Nouma lost to them, maybe forever . . . desp inside

her all the time” (18). Yet all the enormous adult fears and
wvorries for the survival of her family is the life to which Dicey
that the heroine procures a job at a grooery store in Cristield
grocery store. Dicey thus continues to succeed as a

However, it is at her grandmother's farm that Dicey's maternmal
tucks the younger Tillermans in bed, Dicey “wished Sammy and
"help out® (12) the family. In Digay's Seng Dicey has te share the

3 to £find one at a
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homewvork, Dicey feels her own inadequacy as an adult figure deeply:
“She had done it vrong and she didn'‘t know how to do it right. She
not know how to answer Sammy's questions about Liza Tillerman's
illness and turn to Abigail for assistance, looking "helplessly at
her grandmother® (12). When Gram gives her granddaughter “a rest®

new type of freedom, discovering "that it felt pretty good to be
able to do things without worrying about the little kids® (37).
Later, she is “relieved® (21) when Gram offers to meet with
responsibility so much that she soon feels no compulsion to involve

happened, "Gram would settle it® (354).

There is something not quite right, however, about this
life at Crisfield and begins to wonder whether "James was old
encugh for a job, or reliadble encugh . . . (or) why (Ssmmy) got
veapy when he was losing at checkers or parchesi® (37). She
te ® 'git im " (19) at school revealing his owm self-deudts and
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able to hear his anxiety, Dicey only "snap(s]® back at him telling
him that it is not worth worrying about. She realizes that "(h)e
didan't believe her, but®, “"[s]he didn't let that bother her® (19).
clumsy attempts to help her fix the old Tillerman boat (29).
Despite her sense of the "unused energy” (30) that is bottled up
inside him, she fails to see either the reason this energy or
Sasmy's real need to help her work on the boat. Even Dicey's
relationship with Maybeth suffers from the former's lack of
The problems that Maybeth has vith fractions (13) and
reading (43) somshow do not stop Dicey from assuming that "Naybeth
schoolwork® (37). The end of this separation of self from
relationship and responsibility could result in wvhat Gilligan terms
as a "narcisea (that] leads to death® (23).

Dicey bhas to confront a changing sense of self on an emotional
level in this first circle, but also on a physical level. That is,
as a girl on the brink of adolescence, Dicey is faced with a body
that is physically maturing. She again refuses to reconcile
herself to being a thi pld girl: "There wasa't much she
(7).
her changing body. * ‘'You're too cld to go areund half-naked '*
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vhere Dicey undergoes a rite of passage of sorts under Gram's hand.
At the mall Gram buys Dicey not only a bra, but, also a beautiful
velvet dress. The transformation from girl to young wvoman is made
clear as a somevhat bewildered Dicey stands in her new dress and

The heavy-soft fabric hung close to her body. Her bosom

shoved a little, and the belt at her wvaist made her look

curved. She looked unfamiliar to herself . . . she
stood, biting her 1ip, looking at the girl in the mirror.

(73)
nodded, as if she had expected to see exactly wvhat she saw" (73).
In the dress Dicey feels "confused®” and tells her Gram, " °'I don't
knov wvhen I‘ll use it ," (73). Dicey does eventually wear it, at
the end of the novel, vhen she is ready to accept her position as
a responsible, mature, young woman. Dicey's present oconfusion
attests to the fact that she still has much of growing up to do
before she can fesl at ease in the dress.

It is significant that Dicey experiences her physical
initistion into vomanhood at a shopping mall. It is not until this
mulmmmuﬂylﬂmmﬂim:t
represented by her imability to keep her job at the supermarke!
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get something to eat. Dicey often does odd jobe at various stores
and malls along the way to Crisfield and thus is able to earn
enocugh money to buy some food for her family. During lunch at a

physical maturation, Gram, the vise old woman, guides Dicey towards
a specifically feminine ethos in wvhich she includes herself in vhat
Gilligan, in her study of female moral development, calls “an
expanding network of comnection® (39). Gilligan suggests that
vomen's moral strength rests vith vomen's ability to "define their
identity through relationships of intimacy and care® (164), and her
suggestion finds voice in Dicay's Song through Voigt's metaphor of
Gram sees in Dicey's growing neglect of her family the possibility
that Dicey will end up with the same life of bitterness and

happening, the old vomen encourages her granddaugl , over lunch

to people. They can get away from you. It's not alveys going to
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journey from girlhood to womanhood. On the wvay howe she tells Gram
® 'I have the feeling that I know who I am, only I'm not any more
'® (75) and so experiences wvhat Campbell identifies as the first
stage of the hero's journey, the call to adventure, wvhen the mythic
hero f£inds that "(t)he familiar 1ife horizon has been outgrown; the
0ld concepts, ideals and emotional patterns no longer fit; the time
for the passing of a threshold is at hand® (S1). As one who is on
her vay to a maturity that is characteristically female, Dicey must
realize a life-vision that "centres moral development around the
understanding of responsibility and relationships® (Gilligan 19) in
both the circle of the family and in the wider circle of the
community. Such an understanding does not demand however, that she
again take up the overwvhelaing responsibilities which had
previously entrapped her in a role that was not properly hers.
Instead, it requires a nev perspective in which responsibility does
not presuppose self-sacrifice, but, rather the equation of self and
other in a relationship of interdependence.

During the conversation, in the shopping mall, Abigail reminds
her granddaughter of this "morality of responsibility® (Gilligan
132) . In spite of Dicey's attempts to believe otherwise, the other
Tillerman children are experiencing some serious difficulties
settling into their new life at Crisfield. Gram tells Dicey that
Maybeth is in danger of failing scheel, that Sammy is not his usual
boistercus self in class, but " 'sits quiet as & mouse, all day °'*
(68), and that James handed in a repert om the pilgrims at school
that wvas different from the one he had shown his family because *
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'‘he didn't want to be too different '® (67). In respomse to this
information, ®Dicey felt her shoulders sag® (69). Unlike before,
however, Dicey does not have to bear the Worry alone. she is able
to ask Gram: " 'We can't tell James we know vhat he did, can we?®
and Gram, in turn, tells her that * ‘we should tell Sammy we know
e o o '™ (74). Mttmmwofthlfg;l’fpﬂlﬂlnﬁm
of "we" reveals that henceforth the responsibility will be a shared
one; Dicey can still maintain the personal freedom to establish her
own sense of identity.

Dicey returns to the first circle, her family at the farm,
with the same "sensitivity to the needs of others and the
assumption of respomsibility for taking care® (16) that Gilligan
names as characteristic of women's developmental patterms. Dicey
addresses both James' and Maybeth's problems at the same time. She
she realizes that since James kept from “working with his mind®
(67) in school in order to fit im, he needed “"something to think
about at home® (68) to keep him from boredom. Jﬂﬂmﬁdﬁ
some research on learning difficulties, but his procrastination
frustrates Dicey, who realises that "(t]his holding on that Gras
has talked about was more complicated than she'd thought. she had
to hold on to James, for vhat he wanted, and hold on to Naybeth for
vhat she needed® (88).

Nowever, umualnmmiﬁzhiiiﬁiﬂgyﬁjh-
When James f£inally gets around to telling Maybeth that he will help
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her read, Dicey, in her impatience "wanted to hiss at James, Get to
the point,” but sees that "part of holding on was letting him do
things his own wvay" (90). She also reaches ocut to Sammy by
allowing him to help her work on the boat and so gives her little
did, without hurrying, without dawdling. They got into a kind of
rhythm, working together. Dicey told herself, I should have
remembered this about Sammy" (82). This avareness of her family
extends to Gram. Dicey realizes that her own poor performance in
expresses surprise at the lov grade, Dicey “"was alwost sorry she
hadn't tried harder in the class, if it mattered to Gram" (64).
Carol Gilligan describes this avareness of others as coritical in
female moral development, a part of wvhich involves women arriving
at a new ‘“responsiveness in relationship® able to "assert a
standard . . . of sharing and care, of protecting people from hurt®
(30). Diocey enters into a nev relationship wvith the other members
of her family that is beneficial to both other and self because it
allowvs room for mutual self-definitiom.

Naving learned a little bit about the emotional complexity of
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around her impinge on her sense of self in important and
influential ways. At first, Dicey's commitment to the self-
sufficiency that allowed her to survive the perils in the first
novel, poses the very real threat of loneliness and alienation in
the second novel. In school "nobody sat near Dicey who sat alone®
(23), but, as she tells herself, “"she liked working alone, she vas
used to it." When her classmate Nina Smiths asks, " ‘wvanna work
together? '®, Dicey is forced to admit that she "was pleased to
have this girl for a partner® (34). S8till, she initially resists
lim'.quﬁmotkiuﬂﬁiphthhli‘fghit‘mﬂﬁm
knew about her . . . they had a kind of hold on her" (46) and makes
little effort to respond to Nina‘'s greetings in the school
hallwvays.

nimnnumulotacttm.:mﬂmﬂhr
school, have any sort of *"hold on her.* Although he is older, she
finds herself drawn to him and the music he plays on his guitar.
The second time she sees him, she even sings the melody of one of
the songs he plays. But as socon as he moves to establish a
ummmummmuaﬂmtm;g.mmm
pulls avay in fear:
what did he expect her to do, invite him to her house or
scmsthing? There wvas somsthing he expected, or wanted,
Dicey could ses that.
o gotta go nev, ® she said.
*Nhy?® he ashed. "I've got another sony you might like.®
'Imaqo.'ummm.ﬂﬁﬁﬂﬁpthgim
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out of the rack and ride avay. (41-42)
Like Mina, Jeff makes Dicey unsure about her place in her world.
Although they recognize her as a peer, she refuses to recognize
herself as a potemtial social being.

Dicey's insistence on remaining an "outsider®™ (19) also
extends to her attitude towvards Nillie Tydings, her employer. She
quickly grows impatient with Nillie, vho she decides, "wasn't very
smart at all”® (9). Dicey can only feel pity for "‘Nillie, so big
and slow-witted'® (44) and really does not bother to get to know
the voman for vhom she works.

As Dicey struggles to understand her place in this more social
of circles, Gram again functions as a helper figure, pointing out
the path that promises the most fulfillment for the heroine. Gram
allows Naybeth's music teacher, Nr. Lingerle, into the family
circle, trusting him enocugh to admit that she cannot afford the
extra lessons Maybeth's talents require (51). HNe is invited to
stay for family dinners; he takes part in family sing-song
takes care of the children in Gram's absence; and generally he
becomes an integral part of the Tillerman family life. Gram, who
responsibilities, reveals to Dicey that she " 'took (Nr. Lingerle)
in == in the nature of an experiment ‘" because " 'You dom't go
reaching cut with your hand closed uwp " (120). DBy taking risks
through reaching cut Gram is revared vith emotional suppost. HNer
friendship vith Nr. Lingerle allows her to contimue to swooeed in
her role as parent in the family. In this way, the family circle
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and the wider community circle become more fully integrated.
Dicey, too, must repudiate her self-imposed isclation in the
mwttmhuquim.mltiﬂ:ﬂmlm
individual. Voigt skillfully depicts the movement from self-
protective isolation to self-enhancing attachment in the second of
mumcmluwthQmmlldmmtﬂva
sanifest Dicey's aliemation and isolation and simultanecusly
wmmwmq:umuuublm;mmm
relationship with the pecple around her. In school, both Niss
Eversleigh, the Home Economics teacher, and Nr. Chapelle, the
Dicey is distinguished as being somewhat different and apart from
uimoochty,minmmmtuﬁhuamﬂ
touubu-hammuthmmm.outﬁmglﬂ:mm
a vital social network.
liumuig'omtobtm'-mminﬁm
mmu-amunammmtmjmﬁemimm
(her) judgement other points of view® (16). Before arriving at her
M'ctm.mmuwummng she
munmum:mmtmotmfmiymmh
nczutuumuuttuummnﬁqazmzmiﬁ
uubtmmw*lm.mﬁ'e;nﬁﬁﬂﬁ
mwm«-mwmmmmmﬂr
view. uﬁ“m.‘lhtmﬁlﬂﬁiﬁﬂfm
m*mmm.mm.m&.mmﬁm,ﬁ-
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The mistake Dicey makes in dismissing Home Economics as a

"stupid thing® that is "boring--boring--boring® (20) is made clear
vhen her resistance towards learning domestic skills in contraste

both archetypally and literally vith the actions of Gram during the

identifies as in control of "the thread of every life" (29) and who
is typically associated vith weaving tapestries, life cycles, Gram
is often pictured knitting and sewing. Dicey's shoddy apron stands
some old shirts for Dicey to wear (36) and makes a party dress for
Naybeth ocut of an old blouse (44). She knits a sweater for each of
the children, choosing the colour of the wool for each with special
insight (63). significantly, vhen Maybeth is having problems at
school, Gram is knitting Maybeth's sweater. It is as if the
a fabric that is strong and wvara encugh to sustain and comfort the
his sweater. Again her work symbolically provides a fabric of




fanily in wvays that are as sustaining as Graa's culinary talents.
Gram's lobster pot is reainiscent of the cauldron that Walker
the "source of life, visdom, inspiration, understanding and magic®
(100).

As part of the same archetypal trinity, Dicey must come to

Slowly, it dawns on Dicey that "if Gram didn't know (these skills],
wvhere would the Tillermans be? MNaybe Dicey cught to try to learn
them” (106). She begins to move out of herself towards a larger
viev of her world.

By acoepting help from pecple like Miss Eversleigh Dicey will
eventually be ready to assume a responsible role in her world.
Niss Eversleigh tells Diocey's class, " ‘You owe it to
yourself . . . to acoguire information you have need of. If you do
not understand that, your understanding is faulty °'®" (106). That
Dicey actually thinks long and hard about what Niss Eversleigh says
to her and that she eventually apologises to her teacher for her
poor attitude marks her growving maturity. In acospting another's
situation, this time within the contaxt of the second wider circle
of the commmity. Like Gram's relatiomship vith Nr. Lingerle,
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fact that Dicey's identity cannot be attained in isolation but,
instead, is rooted in aftiliation and attachment.

The incident im Nr. Chappelle’s English class also provides
Dicey with the opportunity to expand her "web of connection®
(Gilligan 44). This time it is Nina Smiths who establishes a
connection wvith Dicey and so draws her out of her isolation. In a
movement of solidarity, Nina stands up in class to defend Dicey
against Nr. Chappelle’s accusations of plagiarism. MNina reveals
the accusations as completely unfounded (113), and, for the first
time in the nowvel, Dicey takes an active role in her guest for
self. Out of her own volition, she telephones Mina to thank her.
The telephone call represents a further progression in her
emotional development in that she now acoepts that she cannot face
the vorld on her own all the time as she had once thought. Dicey
mia@m-ozmm;nmgarg
maummtmuuummumﬂmzﬁ
the heroine. With the maturity of an adult, she acknovledges her
limitations and acospts help. With Mina, Dicey finds a peer wvho can
closely sympsthise vith the anxiety and uncertainty she has been
experiencing since her mother's disappearance. By sharing her
pein, Dicey risks rejection as much as friendship; she is willing
hovever, to take the chance, for she realises that “you didn't hold
out your hand with it clenched up*®
(123-124).
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Dicey's shoulders: "It felt strange for Diocey to walk without
to do”" (151). Like Gram, Jeff helps relieve hear of a burden that
As Dicey's network grows vider, so too does her “semsitivity
towvards the needs of others® (Gilligan 16). HNer m
isolation to comnection becomes clear in her response to Jeff's
(130).
As Dicey gradually becomes more involved in a social web of

good example. Diocey starts to appreciate the store keeper not only
as a skillful butcher, but also as a vara and giving person, who
'‘Nillie‘s alvays reaching out, ' Gram tells Dicey. °® 'She alwvays
had a hand out for me, not that I've taken it much. She's got one
out for you, hasn’'t she girl. I'm not saying that Nillie's thought
(120). Near the end of the novel, Dicey herself sees Nillie's

ting [Millie), because she's not so smart, not at all.
ut she's besn a good friend to my grandmot! 11 her 1life




5?7
vtmmwmmmmmmmtmm.
o o '® (154).

mthuooeoudcmxobimammmmeomu
include certain pecple in her wvidening network of relationships.
The integrity, sensitivity, and visdom of people like Niss
Eversleigh, Mina, Jeff, and Nillie vin her respect; each encourages
mmmmrmmmmutmnuuumomny.
On the other hand, Nr. Chappelle who, after the plagiarisa
incident, behaves as if Dicey ® ‘can’t do anything wromg . . .
makes [Dicey] sick °'® (168) with his insincere behaviocur. Because
mmmmmnumumn-dmwuy.
mmmm.emwwuxo.

mwmwmecmummtmmumxma
m_maumuummummmmo:m
Mcyclootntoaummuurmmmﬂwuu
circle. The network that embraces the first circle of family and
mmm.u::mmm:u-anmmmm
mm-omummmwxm.mm
for her experience in the third circle. In this latter part of her
wammx”.ummttmmum
her to the ideclogical conflict inheremt in life itself: holding on
somstines means letting go; there is mo life vithout desth, »o
deeth vithout mew life. HNow Dicey is able to handle such
MW”MQMM“.‘I!-
deginition as a mature and a semsitive woman.

ezt of this understanding about the human life cycle revolves



around the same sense of contimuity that wvas
Homecoming. Dicey continues to need a sense of the past, of her
family history, in order to feel comnected to her presant life in
Cristield. HRaving just begun to learn about her personal history
in Bomecoming, she is determined to learn more about her past from
her grandmother. But Gram refuses to talk about a past she finds
painful, and for much of Diceay's fang, the young girl's atteampts to
recover her history are frustrated. Gram has shut awvay all the
memories, the old clothes, the family albume, in the attic. The
past, full of mistakes she has made, mean only anger and guilt for
her. Yet despite her efforts, bits and pieces of the past do
filter into her present life. A tight budget forces her to alter
her sons' shirts for Dicey, an old blouse for Maybeth, and some old
coats for James and Sammy. MNemories of her first family comtinue
tohmt»tgnil:naﬂmtnotmmmmmm

loving a second family. Although the Tillerman childrem do revive
the past, they also provide the opportunity for healing and
forgiveness. This is apparent in the fact that Gram, who had
previcusly destroyed her telephone upon news of her somn's death in
Vietnam, hooks up another one in case the children find themselves
in need of help. In a sense, Gram "re-comnects® herself to a life
of responsibility and relationship. In oxder to live completely in
her past has become. Mly.ﬁlt..ht:y&qﬂ“
Dicey is trying to remember. This process of
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forgetting, of giving and forgiving, of holding on and letting go,
ts the contradictory process of life itself. Both Dicey

Her mother's death introduces Dicey to a larger human reality.
At the news of Liza‘s impending death, granddaughter and
grandmother rush to the mental hospital in Boston. Dicey, who has
"carried around deep inside her all the time” the "sadness of Noama
lost to (her]” (18) confronts her dying mother near the novel's end
and is filled with anger and hurt (163). But she has to come to
accept death in order to affirm life.

Waiting for her mother's inevitable death, Dicey browses with
for her family. In keeping vith the significance of shops in her
life, these in Boston mark yet another setting in Dicey's progress
towards maturity. While choosing gifts for her family back home,
fesls “"a million miles avay from the hospital. And that feels
inextricably linked with the third, as Dicey finds ocomfort in
friends in Cristield, too. She is letting go of the pain she feesls
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take Dicey's mind off the dead and force her to attend to the
living. They serve to make her reaffiram her commitment to life.

wvoodworker wvho tells her that in the final assessment life is *
‘not easy . . . Sometimes, things just have to happen, it just has
to be the wvay it turns out °'" (174).

The first two circles of relationship gave Dicey the freedom
’ ir-old girl; the third circle repre s the
move from childhood to adolescence, but unlike before, Dicey's

assumption of a more adult role is the result of knowledge about
life and living that she wvas without in Homacoming. As a young
adult, Dicey now enters into a relationship with her world, one
based on eguality and reciprocity. Her experience with the process
As in many children's novels, death marks the end of childhood and
the beginning of maturity. On the brink of vomanhood, Dicey finds
herself firmly tied to the world of family and friends which has

Gram at the hospital ready to assert her power in her world by
giving to others what they gave to her. Her responsivensss to
others allows her to recognise herself as a wvomnan capable of adult

axhaus * ‘you should have something to eat *°
(178). In comtrast to the earlier lunch in the Salisbury mall,
phter eat a good solid meal,
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dies, Dicey has found her own place in the world and a space for
her own unique voice. She now can make a difference in her world;
Dicey contirms her living connection to her grandmot)
and caring being, she chooses to defy the Tillerman tradition of
never "hugging and kissing® (11) and hugs Gram hard (176). The
embrace is a moment of profound self-recognition for Dicey, who
realizes how "strong and vara® (176) her own arms are. sShe is able

As a free

to return home as one able to bind as much as be bound in
relationship.

had confused her nesar the beginning of the novel, as she stood in
front of the dressing room mirror in the Salisbury mall. It
symbolises her readiness to acoept herself as a responsible
adolescant and to acoept a life cycle of change for both herself
and her world. Om the train journey home, she reflects on the
having learned of the power of relationship, she knows that "she'd
never be afraid again®” (186) to risk forming attachments. Although

valked, the Dicey that returns home at the end of Digcay's Song is
a young voman firaly "anchor{ed)® (186) to things that commect her
to a fulfilling life:

James, Maybeth, and Sammy, about Nina and Jeff. She



spring. She thought about Gram's house, their house . .

. (187)
burial scene that ends the novel form a powerful narrative that
restores the female archetypal relationships which were fractured
at the ocutset of lcmecoming. Dicey carries Lisa‘'s ashes in a box.
Although it is the daughter who brings her mother home, the promise
of regeneration that is at the centre of the Demeter/Persephone
myth still pervades. The female trinity of maid, mother, and crone
is also restored as all three Tillerman wvomen travel together back
to Crisfield, a place which is,to each, home.

The cyclic nature of life is emphasised at the archetypal
level, vhere Gram, Dicey and Liza represent the reunited female
trinity and so affirm, in keeping with Walker's description of the
ancient goddess, a life of “"perpetual becoming® (Valker 14).
Lisa's death means a renswal of life for her mother, and her
daughter. As one who is both home and gone (193), the restorative
Mmotmmuummgm;m. after the
burial, Gram, who had previcusly refused to talk about bher
children, brings old fanily albums down from the attic. By sharing
mmmmmﬁm.ﬂsgiﬂbiﬂj
mt-uy.mum.m.tm:ﬁnggmmﬂehm
present.
becones an accurste representation of the cycle of life and death.
xeuuwm.hm.uﬂngqﬂiﬁﬁ;.ﬁwiﬁn
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important framswork for Dicey's quest for self. In Homecoming. the
sysbolic significance of the tree vith its "four trunks that spread
out from its common source® (249) and its branches held together by
vires that prevent the “"weight of the leaves and the growing
branches” from "pull(ing) the tree apart® is made explicit by Gram,
wvho tells Dicey that the tree is "'like families'” (261). In
Ricay's Song, the tree as the family tree, the tree of life, the
tres of knovledge, frames Dicey's struggle to understand her place
in the wvorld. The fact that the girl, on the first pages of the

role that the family network will play in her life. It is under
this tree that Liza is buried. The tree becomes an image of
regeneration. Through the mother's death the rest of the family
Tillerman life cycle, the family network. The tree is like
Campbell's mythic "tree of life® or "World Mavel,®” which "is the
symbol of the contimuocus creation” (41). In the third circle,
Dicey moves toward an adult understa:

female experience of being. Ner spiritual awvarensss at the novel's
“ensrygies of 1ife, death, and regeneration and being,” a power that
includes the awaremscss that “[e)very imdividwal is finite and
eventually must die, but 1ife also re-creates itself from death®
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(10).

Voigt externaliszes this most ineffable of life's mysteries
through visual and concrete images of hands that reach out, hold
on, and let go. When Dicey first sees her catatonic mother lying
on the hospital bed ®"still, absolutely still® (163), her initial
impulse to pull Liza back into life is made concrets as she
wreach(es] out to take [Liza's] hand®; daughter starts to tell
mother all that has happened in her life feeling that "(t]alk wvas
reaching out to the form in the bed" (166).

Liza shows no response and sensing Dicey's frustration, Gram
sends her granddaughter ocut to buy some Christmas presents for her
brothers and sister. The woodworker that Dicey mests has hands
covered with "0ld cuts and new ones® (174). Nis hands are a visusl
representation of Dicey's own life experience, in which she has
learned the importance of risking oneself and getting "cut®. As
oymu.tuymumuunuummumm
and risking rejection as much as acceptance. Such visible proof of
real life experience inspires her trust, and she resches out to
embrace the man into her network by opening up to him, a ccmplete
stranger, and telling him about her dying mother. As proof that
she is moving tovards maturity, Dicey buys a pair of gloves for
Gram in one of the Doston shops, not only beceuwse in winter Gram's
-tmwmunnm.-m.mm.omu
give something to Gram® (169). The gloves are tied te all the hand
mum.uamum.m--mmunuu
nmumummc—tmummu



her life alvays alive and varn. When Liza dies, Dicey confirms her
bond to her grandmother with a hug. In the face of death, she
touches Grams and shares warmth and life. At the undertaker's,
“Gram reached ocut to take ([Dicey's) hand and held omto it" and
*Dicey held right on back® (179). On the train Gram "reached over
to wvhere Dicey’s hand wvas . . . and wrapped her own hand around
Dicey's®” (188). The girl travels all the wvay home with her "hand
clenched on top of the box® (188) of her mother's ashes, but vhen
they arrive back at the fara “Gram took the wooden box out of
Dicey's cold hands and knelt to place it in the hole” (192) that is
to be Lisa's grave. Symbolically, Gram shows Dicey the way to let
go of the pain of her mother by burying the box and putting her own
heart to rest. Voigt uses the hand imagery to symbolize the
paradoxical truths that lie at the ceatre of Dicey's world: to
aftirm life is to acoept death; to hold on involves the ability to
know when to let go.

In Dicay's Song, Dicey must £ind her place in her family and
community circles in order to join the larger circles that is life
itself. In all three circles she achieves self-definition through
relationships and the realisation of the responsibilities she has
both to hersslf and to cothers. Ner experiences in
foroced the heroine to assume enormous responsibilities and to grow
up before she vas emotiomally reedy to do so. QRigay's Song has as
its fecus the wvay in wvhich Dicey relinguishes her self-reliance in
onder to “"grow inte” hereelf as a mormal thirteem-year old girl.
As she strugples to find her rightful pesition withia both her
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family and her community, she undergoes an emotional maturation
that enables her to desl vwith har mother's death. At the end of
Dicay's Song, Dicey is no longer a child but, physically and
emotionally, an adolescent capable of love and care.

The four books that follow Dicay's fong, A_Solitary Rlua
(1983), Tha Runnax (1983), Come a Stxangar (1986), and fSons From
Afar (1987), break the chronological sequence of Dicey's
development. Although Dicey Tillerman appears in only three of the
four, and then only briefly, each of them provides a mumber of
parallels and contrasts to her maturing process. Dicey withdraws
after Dicey's Song, and, during the time that elapses between the

end of Dicay's Song and the beginning of § a4 ' :
Dadlex, mmmyuullmmyummazmmnm
programme and return to Crisfield. Symbolically, Dicey's
vithdrawal at the end of Digey's Song is another integral stage of
her development, and it is in the final book of the "Tillerman

* seventasn Acainst The Dealsr, that Dicsy rediscovers the
isportance of her network of relationships and entars adulthood as

a sensitive and responsible voman.
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AL, the last novel in the

Tillerman cycle, n:laiy Tillerman completes her quest for self.

Like all adolescents, Dicey is challenged and tested as she
both of which are firmly rooted in relationships, in order to
ml””“lﬂﬂ@mﬂmm“ilwmm

that underlies Voigt's characteriszation of Dicey's maturation in
the novel is consistent vith the conclusions of some developmental
theorists and literary oritics about women's transitiom from
maidenhood to motherhood. In Sevent lax, Dice
mulmthI:ﬂiﬂhlﬂtEmfmtm
wgatho;gmlquﬁ:limnﬁﬂ:mw
narrative patterms of tardey moe and regensration informing
mum

In this last novel, Dicey, in order to prove her worth in a
seeningly indifferent universe, must summon forth the power of
interdependence and affiliation, modes of living that she has
implied by the girst limes of g ' (*

‘Dicey?®...she heard (Jeff] but didn’t hear '* (1)) to the

interconnection evident in the last (* ‘I wvas just thinking,® Dicey
said (te Jeff), "Do you want to hear? °® (181)), the last movels
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attachment and the contimuing importance of care in relationshipe®
(170) that is at the nucleus of female adulthood.

Saventesn Againat The Dealer resumes the folkloric subtext
that vas begun in Nomacoming. The resocurceful orphan who found her
wvay to a nev home essentially withdraws after Dicay's faong into a
symbolic deep slesp from which she avakens to marry Jeff Greenes,
her “"prince.” The physical guest for home of "Hansel and Gretel"
that vas in the background of Homecoming is supplanted by a more
adult "Sleeping Beauty” type of subtext in Seventasn Acainst The
Daalar, one that is an appropriate reflection of Dicey's growing
maturity. Dettleheim describes the deep slesp of Sleeping Beauty,
and all adolescent females, as preparation for marriage and so
defines the “"internal mental processes® (223) that ooocur during
this times vithin the context of intimecy and attachment. Gilligan
points cut the tale's consistency vith her paredigm of female moral
strength so that “[s)ince adolescent heroines awvaks from their
slesp, not to conguer the world, but to marry the prince, their
identity is inwvardly and interpersonally defined” (13). Carol
Christ, vhile also underlining the centrality of relatiomships in
vomen's self-discovery, removes the strong eclements of pessivity
that surround Bettlehein‘'s description of female develepaent and
describes the avakening of vomen as an important and powerful
noment of their self-fulfillmest. She writes: "Womam often
describe their awakeaing as a coming to self, rather tham a giving
up of self, as a grounding of selfhood in the powers of beiny,
rather than & surrender . . ." (19).
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Christ's description of the active role that women can assume
mmummxmmuimxmxwummmmmot
the manner in which Dicey grows into a sensitive and self-awvare
voman. No prince’s kiss avakens her to a newv life; instead, it is
her own recognition of the emotional paralysis she had suffered
vithin the confines of the "thorny” barriers behind which she has
secluded herself. Because Dicey's rescue from her deathlike sleep
is effected from vithin rather than by any ocutside presence, she is
better able to control her own destiny and to choose for herself
the path to self-fulfillment. Dicey's final decision to marry Jeff
is thus based on an adult affirmation of the emotional commitment
she has to both herself and her prince. Despite the important
differences between "Sleeping Beauty” and Voigt's novel, however,
the overall design of death and resurrection, ceatral in “Sleeping
Beauty®, is implicit in the narrative of Savantesn Against The
Dealar.

Dicey's symbolic rebirth and transformation also completes the
underlying female archetypal motifs of the Demeter/Persephone myth
and the tripartite goddess that informed the subtext of the
previcus two novels. In this last novel the oompletion of the
underlying mythic sarrstive enriches and emlarges the emotional
satisfaction on the part of the reader, of Dicey Tillerman’s final
mummuuclummmxwm. The
mzmmmmmnmmumcm
MM)“W(MW). of Demeter and
Persephone, and that manifested itself in the surface marretive of
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the earlier novels in images of grief and sterility, threatems to
repesat itself in Ve —d mt__t) . X. as Diocey's
increasing self-absorption removes her from Abigail and propels her
into a kind of undervorl But, once again, the fact that Dicey

“f£all®, points once again to the active role that she takes in her
own development. Diocey's courage in taking responsibility for
herself and her actions allows her to return to Abigail and to
bring the latter new life. The ability to nurture another in this
vay indicates her readiness to fulfill the responsible and more
altruistic maternal role that she had besn forced to embrace in
Hcmeconing before she vas emotionally prepared. By the end of the
last novel, Dicey is ready to leave behind the innocence of
maidenhood and to enter the emotional and spiritual space of the
maternal phase of the archet) tripartite goddess. In this wvay
her story affirms a specifically female tale of maturation and a
universal vision of the cyclic nature of husan existence that is
wb’fﬁlIWIﬂﬂ

Jar is structured as a female journey

Riction, mmm:mmnﬁmum--m

lovers,” an encounter with “the gresn-world p.u- or tokea,"
vith peremtal figures,” and, finally, a “plunge into the
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unconscious,” which oconstitutes “the point in ([the)
quest® (140-142).

In M g Dicey's withdrawal into
horultﬁhrmmm“tninﬁ‘nﬁnerbﬂmgt
the tirst phase of the archetypal female journey of rebirth and
transformation as the "splitting off from family, husbands, lovers®
(139) . Ner single-minded pursuit of her goal to build her own boat
gradually separates her from the concerns of her family and friends
until she becomes so self-abeori that she abdicates the moral
vithout any interference. Ner drive for success co-opts Dicey into
an emotiomally oonetricted existence that Gilligan, in her
discussion of female psychology, posits as antithetical to female
moral development in its subordination of "relatiomships . . . to
the ongoing process of individuation and hisvement® (134).
Dicey's attention is riveted on the future realisation of her
m:mmnmm-mmtmmytanh
encugh noney to build her boat. The ¢ Ly=one year old heroine is
wﬁnm_ﬁmmuqmlmnmm
things plamned out so that she could get where she vanted. Where
she vanted to get to was being a boatbuilder® (1). Purtheraore,
she "plan(s) to be the making of herself® (33) and, in her youthful
arrogance, is certain that she will sucoeed. After all, she was
all just kids, (and) drop out of college vhen she'd been offered a
sehelarship to centinme® (32).
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Essentially, Dicey is guilty of hubris and is punished vwith a
series of experiences consistently revealing her naivete and her
that she ocught to have bought insurance. When a wealthy client
cancels his order and takes back his money, Dicey sees the mistake
stubbornly refuses to be realistic and, instead of accepting the
help and support of her family and friends, persists in her policy
of self-reliance.

pecple, she looks forward to the day when she vill have encugh
separates herself from the everyday reality of family and friends
and plunges instead into a marrow world of individual achievement.
Tenacicusly clinging to building as her ultimate goal, Dicey
herself:

length of vesks ahead and think of how long it would take




could feel how short the veek wvas, and how--thinking of

boats of Claude's she had to do so slowly, doing them

alone--she didn't let herself think of it. (99)
Her tixation on the mathematical progression of time is reflected
by her constant balancing of her chequebook in her mind, ensuring
that things add up, marking her success by the amount of monsy in

Dicey's narrow focus makes her umwilling to complicate her
plans by involving bherself in personal struggles and problems of
her family around her. Too tired after her long day at work to
bother joining in family discussions, she is content to cbeserve her
family through "a fog® happy in the knowledge that

« « - she had the feeling that she knew vhat her life vas

vasn't going to let anything stand in her wvay. (14)
She lets her family help James through the moral dilemma he is
facing at college, losing herself in her plams for the next day:
“She hoped the weather weuld be clear, because yci didn't want to
take good weod cut on this kind of drissly day . . . ® (17). She
“niﬂﬁﬁﬁﬁag_!iﬁlm;éhmiy:

mmmﬂm . .m_eﬁhﬁh'im
abeut . . ." (11). She pays little attantion to Maybeth's & '
Mﬁmnlﬁ“ﬁmﬁmmn—uﬁ
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school (190-191). Although she sees her family enocugh to convince
herself that “everyone is all right,” ®"work was vhat Dicey though
about® (82). She fails to perceive her grandmother's failing
health. Despite the fact that Gram's weaksning state eventually
anxieties, delays contacting the doctor week after week.

Dicey's relationship with Jeff is also greatly damaged.
begins to take his love for granted. Although she loves him, she
is unwilling to commit harself fully to a mesaningful relationship
and offers to live with him during the fewv months that his father
is awvay rather than to acoept his marriage proposal. Her refusal
to strengthen the bond that exists between them is emphasized by
her firm rejection of his offer to lend her the money she so
desperately needs. This repudiation of his help begins her growing
emotional distance from Jeff. As time goes by, she forgets to
return his telephone calls, "not remsmbering that she‘'d forgotten
until the next evening, vhen she vas too tired to remember not to
forget again® (59). Nonths later, vhen she finally does telephone
this, Dicey acoepts Jeff's previous proposal only to be rejected,
in turn, by him. Jeff's rejection of Dicey registers as a muffled
yourself. Dicey didn't even try to think she hadn't lest Jeff.
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Hope was painful and it interfered with her moving on" (134).
Instead, Dicey immerses herself further into her work.

Dicey's emotional solitude propels her into a symbolic

undervorld. In Sevant L Iha lar, this underworld is

the shop as a "cave...vith cinder block walls®” with "a slab cement
floor" and "high vindows snapped up shut® (3) suggests the dark,
unyielding, entrapping nature of the place. In her shop, Dicey
toils avay like the condemned Ixion:
Sometimes wvork was all you could do, just put your
could barely see the wheel moving, but after a while you
could see that you had gotton somevhere. S0 Dicey worked

undervorld, but the metaphor suits the present reality she has
created for herself. She leaves for work before sunrise and
surrounds her echoes her bleak existence.

] motion of painting. Her shoulders ached
from the hefting around of plywood boats. HNer back and
sand and paint, long hours after long hour . . . Dicey

had a place to get to. Knowing the place . . . kept
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Dicey going. (58)

Sammy complains that Dicey ® ‘live(s] . . . in the shop'™. * 'aAll
you don't do '", he scolds, " 'is sleep here '" (98).

At the centre of this underwvorld, Dicey meets Cisco Kidd, an
appropriately shady and ambiguous character, who covertly aids
Dicey as she journeys towards maturity. On one level, Cisco is an
irresponsible drifter who insists on working wvith Dicey despite the
latter's inability to pay him. It is at the mythic 1m1. however,
that Cisco plays a more significant role. Although Cisco does not
abduct Dicey, the fact that he not only works by her side in the
underwvorld cave of her shop, but also lives there makes him a Hades
of sorts. The destructive “rape-trauma® archetype that Pratt
idwntifies as predominant in vomen's fiction manifests itself in
Saventeen Against The Dealer in Cisco's eventual betrayal of
Dicey's trust and the deep pain that Dicey suffers at this betrayal
implies an emotional ravishment.

Nov a familiar pattern begins to emerge as once more a
Tillerman voman is oconfronted with a dark figure who leads her
further and further away from her family and friends. When Liza
ran avay vith Prank Verricker, Gram, who in the previous two novels
is set up as a Demeter figure, resorted to a life of emptiness and
emotional sterility; when Dicey buries herself in her work with
Cisco, Abigail becomes dangerocusly ill.

What is most important, however, is that Dicey's encounter
with Cisco also fulfills anocther stage of Pratt's female archetypal
journey: the oonfrontation with the paremtal figure. Cisco’'s
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irresponsible nature and love of gambling recalls the character of
wvhen Dicey was very young. Although in Sons from Afar, the
Tillerman novel that traces the journey of maturation that Sammy
and James undergo, Dicey calls her father " ‘rotten '" and tells

vith her father and the complexities of human nature. If one reads
Cisco's friendship with Dicey as a substitute for Prank's
relationship with his daughter, then Cisco becomes the agent
through vhich Dicey is symbolically reconciled vith her father.
Cisco betrays Dicey as harshly as Frank once did, but Dicey,
nearing the end of her journey to adulthood, which has instilled in
her the knowledge of the difficulties and rewards of
interrelationships, is now better able to acospt people
realistically. As Dicsy enters adulthood, she must confront and
acocept a complex human reality that cannot be divided into simply
good and evil, or wholly kind or cruel. Cisco's complexity is
related to the progressive phases of Dicey's relationship to hinm.
At tirst, she is entirely suspicious of him, and then she is
entirely trustful of him, but, by the time he betrays her, she has
progressed to a more mature acoceptanc of the mixture of good and
evil that defines human nature. When Cisco runs away with her
money, Dicey knows that before long he will lose it all at
sembling; but she also knows that "if he did win he'd give her back
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hers® but "he wouldn't win . . . he never stop trying to get more,
not until he lost it all® (169). Although the deep hurt and anger
that Dicey experiences at Cisco's disappearance duplicates the
grief that she has felt towards her missing father, the she that
oimioablatomwcim'lwmmhh
(and by extension her father) as he is marks her changing viev of
the world as she grows into a vise and realistic woman.

Despite the fact that is ultimately a negative figure, he has
a positive influence in Dicey's life (however unintentional on his

journey of maturation. According to Pratt, the green-world guide
serves as an "initiatory guide [who) often aids at difficult points
in the quest® (140).

Although Cisco plays a rather ambiguous role in Dicey's self-
discovery, one cannot ignore the force he exercises upon Dicey's
journey of maturation. When Dicey mests Cisco, she has closed
herself off from her family and from the world; as her friendship
vith him develops, she is constantly reminded of how detriments
ber insulated existence is for her own well-being. Through Cisco,
Voigt skillfully reiterates her emphasis on the necessity of
risking oneself, opening oneself to fulfillment as msuch as to
dissppointment and hurt, in order to grow into a complets person.
Diocey, who has dropped out of university, quickly becomes defensive
vhen Cisco expresses shock at her ignorance of art, literature, and
politics. But what is mede clear by her imability to hold an
intellectual conversation vith him, despite the fact that in
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previous novels her cleverness is alvays emphasized is that,
Dicey's decision to stop learning in school reflects her decision
to stop learning in life. Dicey's self-contained existence is
challenged by a surprisingly well-read Cisco, who talks about
books, scientific discoveries, philosophy, and, as he puts
it,"‘'[(j)ust the little things. Life. Time. Love. God. The nature of

Dicey soon sees the limitations of her seclusion and is
rra 1 at hov 1ittle she knows. Her withdrawval made her naive
and unequal to the demands of reality. She takes for granted her
relationships with the people she loves dearly. She depends on
her business. Because of these mistakes, she destroys her business
and almost loses her family. BEducation requires essentially the
sanme risking of self that Dicey has learned relationships involve
admitting an incompleteness, a vulnerability that opens one up to
the possibility of loss and disappointment. Cicso advocates a
constant and total risk-taking. Being careful is boring:
“'Insurance is for pecple who like to play it safe, pecple who
can't take risks'" he suggests, and later he tells Dicey that the
time to gamble is the time when she is most afraid that she will
lose (8S5). Nevertheless this risking does not imply being stupid.
There are times when it is better not to gamble: "'There’s a song’,
Cisco said, ‘'Never hit seventeen, when you play against the dealer,
for you know the odds won't ride with you'® (102), and even he is
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sobered at the risk Dicey takes in conducting business wvithout
written contracts and in not telephoning Jeff for months while he
is avay at university. Dicey seems to vacillate between extremes:
one moment she decides to wvithdrav completely from her family and
Jeff and the next she trusts the word of complete strangers and so
risks her business. Dicey must learn to temper trust vith common
sense and love with responsibility in order to become an adult.

The point of her entire relationship with Cisco becomes clear
in Gram's response to Dicey's self-recriminations for trusting a
a cheque that was to keep her business alive. ® ‘Don't fool

failure. it's his. Yours would have been not to trust hia '®
(169). Gram, wvho has functioned as the voice of female visdom and
experience during Dicey's journey to selfhood, asserts once more
the primacy of affiliation in self-fulfilment and the rightness of
a life- vision that centres on the premise that integrity lies in
a morality of care amd in '

tardependence. In caring about Cisco,
Dicey asserts a beiief in a predominantly good world and proves
herself a sens.tive and loving person. In this wvay, Dicey has both
lost and gained in her relationship with Cisco; the fact that her

with Cisco begins her awal
paralysed existence, but it is the gravity of Gram's illness that
finally shocks Dicey back to a 1life of responsibility and
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relationships, and initiates her rebirth. Bettleheim writes of
“Sleeping Beauty”: “The world becomes alive only to those who
avaken to it. Only relating positively to the other ‘awakens' us
from the danger of sleeping avay our life” (234). This emphasis on
the revitalizing power of i ieg ance in female quests for self
supports Gilligan's oonclusion that, for women, the "path that
leads to maturity” lies with “ongoing attachment and the continuing
importance of care in relationships® (170). Frightened by Gram's

(129). She telephones the doctor who chastises the children for
mmm-mxlhdhgﬁnnﬁmnmm-umﬁnaf
pneumonia caused by fatigue. Ashamed of herself, Dicey regrets
“the vay she had been 1iving exclusively for her work® (139).
Her return to a life of nurturing and affiliation is confirmed
by the active concern she shows for her family. She devises a vay
QMpﬁm“;nmﬁmgﬂmhmm“m
discovers, along with her sister, that time cannot be measured but
together ‘* (131), Dicey recognises the importance of living in the
around her. mnﬁmgﬁiﬁlﬁmg{mtﬂmmm
mnmiphmmmn-mmm. The threat of
ﬁmm;mmmm-mﬂﬁm-nt



its price and the effect such a purchase vill have on her bank
balance, she buys Gram a cassette player to alleviate the boredom
of the long hours of recuperation.

Furthermore, she realizes that she does not vant to lose Jeff
and actively goes out in search of him to apologize for her
insensitivity. Dicey not only finds Jeff but discovers the depth

of his love. The two agree to marriage, and the

upon wvhich their proposed relationship is founded is made clear

vhen she tells Jeff, who vill be busy writing his honours thesis,
that she " ‘owe(s]) '" (181) it to herself to build a boat and
thinks seriocusly about * ‘going to school and learning
boatbuildings or design, or signing up to be somebody's apprentice
e o o '™ (181). Dicey thus realizes the responsibility that she
m.toh.mlt. By the end of the novel and the end of her
journey, she completes vhat Gilligan defines as the “"seguence of
wvomen's moral judgment” a journey vhich moves from an "initial
conocern with survival to a foous on goodness and finally to a
reflective understanding of care as the most adequate guide to the
resolution of oonflicts in human relationshipe® (108). Diocey
realises that, in the end, vhen she thought of all the things she
vanted to do, and

do right--do right by, do as well as they could be done

e« « o It was all so risky, because there were no

guaranteses. You cculda’t be sure that any of the risks

would pay off. BEven if you studied, and planned, and
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worked, even if you did the best you could, you ocould
still lose cut . . . That's vhat no guarantees meant . .

. Then she understood--it wvasn't guarant she needed .
take a chance. (181)
Dicey learns that wvhat is important in living is to keep learning,
to keep taking risks, and to remain, :lnﬂapﬁtnmm;m

firaly in life and affiliated with human comsunity.

At the ] pal level, the tripartite goddess is again
evoked as Dicey prepares to assume naturally the next phase in her
life. According to Barbara Walter's study of the pre-Christian
female trinity, the central attribute of the triple-faced goddess
is its embodiment of a “"naturalistic world vision® (21) which
valued the life cycle as a "system of perpetual becoming® (14).
The three phases of the goddess--maid, mother, and crone--repr
the three stages of a woman’'s life (Walker 22). At the end of

M t _Ihe ar, Dicey's responsiveness both to
homltlnﬂm, as vell as her acts of nurturance, indicates an

phase of maidenhood behind. Whereas Dicey, at thirteen years of
order to ensure the survival of her family, now, at tweanty-one, she
moves both literally and symbolically, into a space that she is
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next part of her life as a mature and insightful woman. The
generativeness and regeneration that ooccurred throughout Dicey's
self-discovery is supported by a subtext of female archetypal
rituals of birth, death, and rebirth, and of rape, and restorationm.

Dicey realizes her identity through an ethic of care and a
morality of responsibility in a journey that relates to specific
female archetypal structures. The renewal through relationships of
responsibility and care that lies at the centre of mythic
archetypes such as the tripartite goddess and the story of Demeter
and Persephone, and the folkloric archetypes such as Gretel, Nolly
Whuppie, and Sleeping Beauty, structures Dicey Tillerman's coming
of age. Dicey's narrative is a modern rendering of a girl's growth
from childhood (Hamecoming) to adolescence (Digcay's Song) to
adulthood (Saventean Against The Dealer) based on the timeless
stories of female experience of self and other.



realistic narratives that acquire greater depth through the
incorporation of archetypal patterns of female emotional and moral

development. By placing Dicey's self-discovery in the context of

mh::hﬂin:mgﬂﬂdm:mithityﬁﬂgmﬂ
both other and self are fundamental “o Dicey's self-discovery.
According to Carol Gilligan, Carol Christ, Barbara Walker, and
Annis Pratt, these values are integral to women's emotional

The theories advanced by critics like MNorthrope Frye and
Joseph Campbell concerning the universality and oentrality of
is necessarily problematic for women, who

narrative arc
quickly discover in traditional theories a definite bias towards
citing male patterns of maturation as universal and normative.
This universal, in turn, appears to lead to an assumption, by these
aritics, of a male reader who can identify with the archet

mmm.n—nmmmimu-mm
separation and individuation. When critics, like Bettleheim and
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Campbell‘'s paradigm of the heroic guest as mothers or as seducers,
and, even vhen they are goddess figures, wvomen's fulfillment oocurs
soley vhen they become wives to the hero. Campbell‘'s description ot
role of women comes only as it is necessary to the fulfillment of
the hero's quest: "the mystical marriage vith the queen-goddess of
the world represents the hero's total mastery of life; for the
wvomen is life, the hero its knower and master® (120). Should the
hero be "not a youth but a maid,” even then her r iccess is achieved
vhen she is deemed "by her qualities, her beauty, or her yearning
to become the consort of an immortal . . . And if she has shunned
him, the scales fall from her eyes: is she has sought him, her
desire finds its peace® (119).

Bettlehein, using Sleeping Beauty as his model, renders female
maturation as contingent upon a male presence that is fundamental
to a girl's initiation into vomanhood. Bettleheim calls Sleeping
Beauty's sleep "frigid®” and "narcissistic.® It is "(t])he kiss of
the prince, " Bettleheim argues, "(that]) breaks the spell of
narcissisa and avakens a wvomanhood which, up to then, has remained
undeveloped® (234).

But if, as Northrope Frye believes, literature is the
assimilation of mythic and folkloric story-patterns (33) that
reflect timeless truths about humanity, why do many vomen writers
and readers find archetypal roles like those of seductresses and
slesping princesses ococmpletely unrepresentative of their own
humanity? Are woman docmed, as Carcl Christ contends, to "live in
the interstices between their owvn vaguely understood experience and
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the shapings given to their experience by the stories of men® (5)?
Without the validation of their distinctive experiences of self and
other through story will women be tempted to regard their
experiences as invalid and live a life of self-denial?
Recent work by feminist critics such as Annis Pratt, Carol
Gilligan, Carol Christ, and Barbara Walker, shows that female-
authored texts do offer a positive alternative for women who seek

modes of sealf-repre }
Sleeping Beauties. 1In her study of women's fiction, Annis Pratt
discovers that their narratives reveal structural metaphors that

and rebirth, nothingness and awvakening, rape and restora pration,
nurturing and interrelationships, and the contimuing of the
generations pervade their narratives. Such wmotifs embody
tred archetypal systems that reflect

specifically

tripartite female goddess. Although archetypes derived from
folklore are not discussed in any great depth by these feminist
Gretel,” "Nolly Wauppie,” and "The Snov Queen® that involve female
heroines whose victories depend on their ability to love and to
fiction as do the mythic female archetypes. Gilligan emphasises
mmmu&mun. &-m.mmt




an active role in their decision to vithdrav from their loved ones
in order to discover their own potentials and thus avaken into more
fulfilling lives of self-authenticity (13, 19).

An understanding of these archetypes encourages reading
Cynthia Voigt's story of Dicey Tillerman as a realistic version of
the mythic narrative of an initiation into womanhood. Together,
the three novels contain a subtext that fuse folkloric and mythic
structures affirming a female experience of self and other.

s »d by Sleeping Beauty'’'s deep sleep and eventual avakening
into a nev life. PFurthermore, Dicey's growth from girl to wvoman
ﬁﬂindmﬂafmm:/mwmm!mﬂﬂ
the ancient tripartite goddess, both of which figure as powerful
archetypes of interrelationship and interdependence.

The three aspects of the tripartite goddess repr
three phases of a wvoman's life, beginning vith maidenhood followed
by motherhood, and finally, culminating in the figure of the vise
old voman, or cxrane. The three aspects are in constant motiom, in
18 state of becoming, embodying woman's own life cycle,
and this state of perpctual becoming is emphasised throughout Dicey
Tillerman's story as she develops into a responsible and loving
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ayth, which centres upon regeneration through human relationship
and restoration through human love.

In Homecoming, the first novel, Dicey Tillerman, although
still a child, is forced to become the caretaker of her family as
a result of her mother's disappearance. puring the course of the
novel, Dicey undergoes a series of experiences which slowly bring
mrummmctwmafmzitm; Dicey
encounters places like Rockland pPark, where she finds complete
freedom, but with it, an absence of any sort of meaningful and
lasting contact with other people, places like Eunice's house,
mm:mmlzm1m;ymhygﬂum
obligation, and finally, Gran's farn, vhere she finds the freedon
uvonutbo.moetbolmm:nﬂmitymtmm
dwuumutmuwjoegegmmfnm.

As in folktales like "Hansel and Gretel,”, "Nolly Waupple,*
mmmm.'mminlazlﬁﬂammﬂ
the fact that Dicey is neither emotionally nor physically able to
fullfill the matermal role in her fanily's life is emphasized in
mmmmitotwwfﬂéﬂimmm
Tillermans' journey. The food the children, including Dicey, crave
umuotmumtmmmmwmm
love. mmammzmmmtﬁnmmzmu

mmxymuxmm mliﬁ. Louis
and Bdis, mm.ﬂmm either demy or fail to



give the children this nurturing, and thus are characterized
negatively as drifters, hypecrites, or kidnappers. Omn the other
hand, the college students, Windy and Stevart, and the circus folk,
will and Claire, who offer the children food and proper care assune
mesningful roles in “he children's life. When the children finally
do find a home in Crisfield, they discover not only food and
shelter, but a place of nurturing and growth. As Dicey and her
family find a nev life and a nev home, they in turn bring nev life
to their ¢ her, giving the old woman a second chance to care
for a family and correct the mistakes she had made vith her own

children who left her many Years ago. In this way, Dicey's
relationship vith her grandmother enacts what Pratt identifies as
a p:dgni.mnt archetypal structure in women's fiction, one that

qu::mmmatmm;nmmiw
of the mother® (172).

Digay's Song, focuses on the way Dicey must learn to be a
child again in order to experience the emotional maturation
process of her development into adolescence parallels the change in

_.mm:m”gm;” ry, one that
zeguires her ﬂlmhﬂﬂgﬂnl!-nuﬁﬁ-lﬁi
alienation and isclatien it has oreated. Ner movemsnt frea
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isolation to comnection occurs in a series of ever-videning circles
involving her understanding, first, of her place vithin bher family
circle, and, them, of her understanding of her place vithin the
larger community circle, and, finally, of her place vithin the
life-cycle, the circle of living and dying that defines life
jtself. The first twvo circles see Dicey move to include both
friends and family in a rich interpersonal network that is sutually
sustaining. HNaving discovered a new relationship vith the people
around her, Dicey is able to embark on a nhew relationship with her
world and her place vithin the cycle of life and death.

pefore writing Saventesn AGAinst The Dealax, the final novel
focusing on Dicey's development, Cynthia Voigt published four
novels that deal vith the other members of the Tillerman family and
with Dicey's friends. Dicey appears briefly in only thres of thea,
A_Selitary Rlus, Coma a StXangsx, and gons From Afar, and not at
all in The RUDDEX, maummmxomxu,mmm
killed in Vietnam several years earlier. Each of these novels,
however, ocontains patterns of character development that provide
parallels and contrasts to Diosy's.

In considering these novels seguentially, the reader becones
avare of the family and social circles surrounding Dicey. Just as
wm--mmmmmmozmmmm
1ife, ®0, toO, does the reader's understanding of Dicey davelop as
he or she understands these pecple. In each novel Voigt enphasises
the necessity of the charectsrs' moving from isclation tovards
commection. They mmst refute what Gilligesm, in Ia_A _Riffaxeat
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Yoica, defines as the competitive, aggressive male pattern of
development. These four novels embrace the more balanced vision of
life (open to both males and females) that allows fulfillment
Like Dicey, Jeff, the central character in
abandoned by his mother. He lives a lonely life, making sure that
not, his father will also leave him. In his loneliness, he

identifies with a "solitary blue” heron he sees vhile visiting his
mother. Jeff discovers that his mother is selfish and superficial
fulfillment in connection. At tirst, they locate sources of
satisfaction and gth in aggressive, competitive behaviocur. In
e hunnar, Dullet, the children's uncle, insists on vinning every
muﬁu. _mzum. and angry. Only vhen Bullet overcomes
"ﬂi“ﬁtﬁ“:mnnﬁhﬂ
ﬂﬁnm.ﬁmmmmmmm
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also learn: that fulfillment and strength must be found in
relationships.

As a female character, Nina Smiths' growth parallels Diocey's
even more closely. Coma A StIADGEr telis the story of a Negro girl
who is as independent and strong-villed as Dicey. Her groving
relationship vith the Tillermans, the minister, and her own family
helps her to find her place in the world. Like Dicey, Nina must
define herself through a closely knit community of family and
friends, theredy achieving vhat i{s in Carol Christ's terms "a sense
of authentic selfhood® (22).

Thus, the four novels that follow Dicey's Song provide
perspective and depth to the nature of Dicey's quest for self. A
solitary Blua, Ihe Runnax, Coma A SLIADGRE, sons_fxom Afar all
centre upon the beliet that 1ife is sustained through
interdependence. The pattern of self-fulfillment that informs each
of the novels illuminates and reinforces details of the nature of
Dicey's own quest. Although three of these four novels involve a
male protagonist, the fact that Gilligan defines the povement from
mﬁmumﬂammmﬂmmutﬁh
soral development problematises the issue of Dicey's development as
specitically feminine. The issue resolves itself quite easily
specitically by a biclogical identity, but by one's experience of
that the protagenists, like Dicey, learn to move eut of their self-
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fulfilling relationships within both the family circle and the
community. Voigt's emphasis on interdependence is a common thread
that recurs throughout ail seven of the novels that make up the
Tillerman family saga and so reveals archetypal structures of
nurturing and caring that fit Gill.igan's conclusions about the
unigue nature of female development.

The last book in the Tillerman cycle, Savantean Acainst The
Daalaxr, records Dicey's growth into a mature and responsible woman
wvho, at the archetypal level, is nov ready to assume the role
symbolised by the matermal aspect of the mythic goddess. The
structure of the novel relies heavily upon the “Sleeping Beauty*
tale. Yet, while Dicey's lethargy and remoteness bear strong
resemblance to Sleeping Besuty's deep sleep, Saventasn AGainst The
Daalar differs from the folktale in that the heroine is responsible
for her own "awakening.® Diocey's guest is thus a rendering of a
voman's discovery of self, one wvhich adheres to the patterns of
female development as outlined by Pratt, Gilligan, Christ, and
Walker. Dicey learms that a life of indifferemce to, or
unaverenses of, the needs of others is dangerous, if not
destructive; she repudiates her childlike egoocemtricity in favour
of an adult sensitivity and responsibility. Ner relationship with
Cisco leads her to the realisation of the importance of remaining
open to nev experiences, of always learming, of alwvays growving, of
slvays having the courege to take risks. Dicey's relaticmship vith
Cisce teaches her the seme philescphy of becoming that is at the
cantre ¢f the archetypal tripartite geddess.



1]
whiles this thesis, miﬁmézwgmm
Shwes novels that focus directly om Dicey Tillerman's experiences,
shayes a similar approach to Voigt's fiction as James Nenke's
critical article on Homecoming, it attempts to move beyond rigid
absolutes and to comsider, instead, the way in vhich the novels

reverberate and resonate vith suggestions of archetypal imeges that
reflect a specifically fesale reality. In Henke's eyes, Bomacoming
mhrﬂu;mﬁmﬂm'imnnnm
rendition of "Nansel and Gretel.®” Both his mythic and folkloric
consist largely of contrived correlatiomns, and his
determination to allegorisze results in his manipulating and
m&mm;;-nmnmmmmmm. His

*agmmmm-m.n;tmn
Bomecoming. is especially questionable, overlooking details of the
folktale that are central to its meaning. In particular, Henke
:m:muﬂammﬂmmamﬂnum
iﬂﬁm. m.ulmlln;lmmﬁn
ﬂmi-_h"” ﬁ-ﬁhﬁﬁrm:ﬂ
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unyielding retelling of Tha Odvasay or of "Naneel and Gretel,” this
theeis endeavours to discover mythic and folkloric archetypal

enrich Voigt's fiction and to consider it, in particular, as a
reflection of female experience.

and the emotions of w d folktales and myths thus enabling
wmmmﬁ;mmmtaﬂm:mmmmtm

Dicey Tillerman's self-di

perspective on a young voman's moral development. The success of
Voigt's fiction lies, finally, in the way that it can be read on a
mmber of levels from the conteng r surface narrative to the
timeless archetypal subtext. As a writer of childrea‘'s literature,
often difficult, but alwvays kept alive through a human community of
and care. And, for as long as we contimue to find

ourselves rooted in a human experience of self and other that is as
complicated as it is sustaining, as painful as it is fulfilling, as
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