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‘Simple, sweet and inexperienced…’
Young Adult girls reading after 1870: 
Flora Shaw’s Colonel Cheswick’s Campaign
                                       ‘…girls who,

while being perfectly simple, sweet, and

inexperienced, show such fine breeding

that we know they must run well forward

                                 in the race of life.’
     The Times, review of Flora Louisa Shaw’s Hector      

                                             October 18th 1882
8.1   Late Victorian Messages
Few stronger expressions can be found in support of the socially educative value of novel reading for Young Adult girls than that contained in Thomas Hardy’s novel of 1891, Tess of the d’Urbervilles.  We may wonder whether Hardy’s assessment of working class girls’ understanding of the facts of life is accurate, but I suggest that fiction was contributory to their knowledge, if not as essential as Hardy, through Tess, alleges.  After her seduction by her supposed cousin, Alec d’Urberville, the seventeen-year-old eponymous heroine berates her mother for neglecting to warn her of the societal and moral pitfalls facing a Young Adult girl:
‘O mother, my mother!' cried the agonized girl, turning passionately upon her parent as if her poor heart would break. `How could I be expected to know? I was a child when I left this house four months ago. Why didn't you tell me there was danger in men-folk? Why didn't you warn me? Ladies know what to fend hands against, because they read novels that tell them of these tricks; but I never had the chance o' learning in that way, and you did not help me!'

                                                                         (1994:104)
In previous chapters in Part 2 we have seen reader response as an important factor in identifying those novels which were read and enjoyed by Young Adult girl readers.  We have also seen that critical assessments contemporary with those novels have been divided about the suitability of fiction for this specific group of readers, as the opinions and behaviour of Young Adults girls were considered to be particularly influenced by the messages contained within novels.  As the wider availability of education resulted in an ever-increasing female readership, a new genre of Young Adult novels developed which sought to be engaging and exciting to teenage girls but which firmly supported conservative Victorian social and ideological opinions.  
Cultural Materialist theory emphasizes the active relationship between literature and its readers, and in Chapter 2 I examined Dollimore’s assertion that individuals and groups subordinate to the dominant culture interact with the dominant forms, and may  be ‘challenging, modifying and even displacing them’ (1985:6).  The heroine of Flora Louisa Shaw’s final novel, Ailsa Cheswick, challenges ideological concepts around the family, and male and female roles in an aggressively imperialist society.  Her path to resolution exposes the modification she makes in order to reconcile her perception of a satisfying adulthood with late Victorian societal expectations of a Young Adult girl.  In the course of the present chapter I shall show that Shaw’s fiction output represents a progression from novels for children through to a Young Adult work addressing concerns peculiar to girls facing life choices without a mother to support them.  In Shaw’s novel Colonel Cheswick’s Campaign (1886) there is an inadequate stepmother.  Unlike Braddon, whose warning messages for young women in Lady Audley’s Secret (1862) were subtly contained within a sensation novel, Shaw is overtly creating a Young Adult novel, written for the ever-increasing market clearly demarcated by publishers and critics.  In examining this late nineteenth-century phenomenon I shall consider the widening readership of young women created by the educational reforms which resulted from social and cultural changes in the last third of the nineteenth century.  The presence of this flourishing young female readership encouraged the rise, and ensured the proliferation, of ‘a literature of their own’.
  I shall show through a brief examination of her novels that Shaw was particularly concerned with the role of girls and young women, a concern which culminated in the issues she considered in Colonel Cheswick’s Campaign.  
8.2   ‘Legions of story books’: Education, Ideology and Readership
One of the few twentieth-century critical surveys of children’s literature which considers Flora Shaw’s books is Gillian Avery’s 1965 survey, Nineteenth Century Children, which she subtitles Heroes and Heroines of English Children’s Stories 1780-1900.  In the final paragraph of her introduction she acknowledges the publication of ‘[t]he legions of story books of the last three decades of the nineteenth century’ (1965:8), and states that ‘their names may still be dear to an older generation, and their authors better known’, recognizing the enormous boom in publication of literature, and particularly fiction, which marked the second half of Victoria’s reign.  That a considerable proportion of this was for children was a direct result of the 1870 Education Act, in which W. E. Forster, vice-president of the Liberal government’s education committee, ordained that, for the first time, a school should be placed within the reach of every English child under the age of thirteen. The initial goal of these ‘Board’ schools should be to remedy, at an early age, the widespread illiteracy amongst the working classes.  
The 1880 Education Act (Mundella Act) extended this to compulsory education for all children under the age of ten, and publishers, ever alert to a market opportunity, saw that vast quantities of literature of all kinds would be necessary to meet the needs of the pupils.  The Public Libraries Act of 1850 had allowed for the establishment of public reading facilities in larger urban areas, thereby extending to the working classes a facility already available to those able to pay to borrow books through circulating and subscription libraries.  Publishers realized that the newly literate class, now encompassing readers from every social background, whose tastes might increasingly be for more realistically based fiction than provided by the material which had hitherto dominated publishers’ lists, could emerge as a profitable source of revenue for purveyors of domestic fiction.  Some novelists themselves however became perturbed that the demands associated with this new readership, and particularly the dramatic rise in numbers of literate young people resulting from universal access to education, would result in an unwelcome and constraining categorization and censorship of their output.  
In 1885 the novelist George Moore, whose championing of Paul and Virginia I discussed in Chapter 4, wrote in his essay Literature at Nurse of his concern at the influence which circulating libraries, particularly Mudies, had over the content of novels.  His subtitle, Circulating Morals, indicates the new moral role which he sees librarians adopting in order to satisfy ‘[t]he British mamma … determined that her daughter shall know nothing of life until she is married; at all events, that if she should learn anything, there should be no proof of her knowledge lying about the place – a book would be a proof’ (1885:21).  The only question these mothers are concerned with, he feels, is ‘[c]an my daughter of eighteen read this book?’ a question which produces, he alleges, two ‘irreconcilable things – art and young girls’ (21).   Elaborating his argument, Moore imagines librarians justifying their decisions by protesting that they ‘cater for the masses, and the masses are the young unmarried women who are supposed to know but one side of life’ (21).  
Criticism of the stranglehold enforced on the content and format of new novels was not new.  As early as 1854 the need for far greater numbers of cheap editions had been identified and recorded in the Times, but at that point serial publication of novels in periodicals had largely satisfied the needs of the reading public.  By the 1880s however, with increased access to education for all, there was emerging both an ever more diverse readership, and a more concerted attack on the power of the proprietors of circulating libraries who saw themselves as custodians of the reading of ‘the typical young lady of the period and her straight-laced mamma’(17).  In 1884 Moore engaged in a protracted debate in the Pall Mall Gazette, blaming ‘the appallingly low ebb’ of English fiction on ‘the circulating library [which] forbids discussion on [nature: …religion and morals]’ (Moore, 1976: 27-28).   He alleges that:

The subtraction of these two important elements of life throws the reading of fiction into the hands of young girls and widows of sedentary habits; for them political questions have no interest, and it is by this final amputation that humanity becomes headless, trunkless, limbless, and is converted into the pulseless, non-vertebrate, jelly-fish sort of thing which, securely packed in tin-cornered boxes, is sent from the London depot and scattered through the drawing rooms of the United Kingdom.

                                                                                (28)

Moore extends his castigation of the circulating libraries to the publishers, who are browbeaten ‘to issue their books in three volumes, thereby getting rid of all purchasers, and securing…an absolute dictatorship in library matters… for no book is reissued in a cheap form that has not been… a success at the libraries’ (28).  As I shall show in a later section, this certainly seems to have been the fate of Shaw’s Colonel Cheswick’s Campaign.  Moore relates a conversation with the proprietor of a circulating library in which the latter refuses to circulate Moore’s A Modern Lover because ‘two ladies from the country wrote to me objecting to [a] scene… I must consult the wishes of my clients…I can accept no opinion except that of my customers’ (30-31).  Moore’s conclusion is that ‘the taste of two ladies in the country’ now ‘controls the destinies of English literature’ (31).  
In his essays Moore deplores this library ‘monopoly’ (28), which he considers ‘makes of the English novel a kind of advanced school-book, a sort of guide to marriage and the drawing room’ (32).  If we reflect on my argument in earlier chapters, this is, of course, largely what conduct books were, and what Richardson sought to enliven by encasing the advice in spirited novels such as Sir Charles Grandison.  Henry James, in his essay on The Future of the Novel in 1899, rehearsed and extended Moore’s views on the development of a literature deemed suitable for young women and children, considering the topic from the point of view of novelists trammelled by the perceived restrictions on subject matter.  Each author laments such censorship, considering that realistic depictions of experience are the means by which all readers can learn strategies to approach similar situations in their own lives.  James confirms that the availability of education has produced ‘girls in especial [who] live in a great measure by the immediate aid of the novel’ (1956:31), while Moore writes of the desirability that ‘the nineteenth century should possess a literature characteristic of its nervous, passionate life’ (1976:22).  Moore and James were not alone in their fears, and, as I shall show later in this section, advice on suitable reading for Young Adult girls proliferated in the second half of the century.
It is pertinent to my argument to look briefly at the rise of periodicals aimed specifically at Young Adult girls, as these were vehicles both for critical reviews of suitable reading for girls, and for the stories themselves,  One of the longest lasting and most influential of these was The Monthly Packet, edited from its first issue in January 1851 until 1890 by the successful novelist Charlotte Yonge and thence until its demise in 1899 by Yonge in collaboration with Christabel Coleridge.   Individual stories and the serialization of novels formed a large part of each issue, and many of Yonge’s own novels for Young Adult girls had first appeared on its pages.  In her preface to the first issue of The Monthly Packet Yonge had defined her intended readership as ‘between the ages of fifteen and five-and-twenty’, and her stated aim in founding the magazine had been a recognition that ‘everyone forms their own character’ between those ages, and therefore ‘in some degree [as] a help to those who are thus forming it’ (1851:1).   
Beetham and Boardman (2001) trace the beginning of the rise in magazines for girls to the 1860s, with The Young Ladies’ Journal and The Young Englishwoman, both begun in 1864, ‘aimed at the young middle-class woman who could be any age between thirteen and twenty-five’ (71).   What identifies the new genre, they contend, is that these journals ‘focus on the life of the girl and specifically female accomplishments’ (71).  They see a modification of the genre with the first publication of the Girl’s Own Paper (1880), Girl’s Realm (1898) and Atalanta (1887), ‘aimed at the middle-class girl whose opportunities had widened considerably’ (71), and view this as an acknowledgement by publishers of ‘a time of life, girlhood, not envisaged a generation earlier’ (71).  Atalanta was edited by L.T. Meade, an author whose large and hugely popular fiction output was aimed at Young Adult girls, with subjects such as Polly: A New Fashioned Girl (1889), and A Sweet Girl Graduate (1891).  Equally significant however in the 1880s and 1890s is the growing recognition of magazines such as Girl’s Best Friend and Sweethearts, both started in 1898, intended for an audience of working-class girls and young women, an audience ‘spotted a generation earlier’ according to Beetham and Boardman (71) and then served by popular cheap journals such as The Young Ladies of Great Britain (1869) and Wedding Belles (1870).  Unlike the titles for middle-class Young Adult girls, these cheaper titles ‘focused on romance and sensationalism and were designed primarily for pleasure and not instruction’ (71).
Whatever their station in life, Young Adult girl readers of these periodicals provided an eager audience for the ‘legions of story books’ now being marketed.  These teenage novels of school and family life formed the material from which publishers constructed their own collections, variously advertised enticingly in terms such as  ‘Routledge’s Young Lady’s Library’,  ‘Every Girl’s Home Library’, ‘The Girls’ Holiday Library’  and ‘The Schoolgirl Series’.  To aid young readers in their selection from this growing body of available material, educationalists and critics reviewed new novels, and filled magazines and whole books with good advice.  Charlotte Yonge was an author who, as we have seen, anticipated and filled the gap between young children’s stories and adult novels, providing ‘an unwonted element of chivalry …happily grafted on the realism of contemporary English life’.
  As such Yonge was well suited to judge the work of other writers for a similar audience, writers such as Flora Shaw. In 1887 she assembled What Books to Lend and What to Give, a small volume of advice for those involved in the selection and administration of parish and Board and Sunday school libraries, which suggested suitable titles under a variety of headings, encompassing the needs of readers of all ages. 

It is within the category of ‘Drawing Room Stories’ that Yonge recommends Shaw’s first novel, Castle Blair, one of sixty-six titles ‘chosen for their unusual excellence’, describing it as ‘[a] wild Irish story, very attractive and exciting’ (1887:39).  In her introduction to this list of ‘Drawing Room Stories’, Yonge considers the subject matter to be beyond the understanding of most parish library readers; she writes:

…they deal in general with a way of life,

with pursuits, allusions, and temptations,

so much out of the line of the ordinary

clients of the parish library that we do not

recommend them for that purpose, although

they do no harm but decidedly good, so far 

as they are understood, and where readers of

a superior degree are included, would be

excellent.

                                                 (35)

The mention of readers of ‘superior degree’, it is to be feared, probably refers to social class rather than reading ability.  Other books recommended include titles by Mrs. Molesworth, Mrs. Ewing, Mrs. Gatty, together with many of Yonge’s own books and SPCK stories.  Clearly Yonge is placing Shaw’s first book on equal terms with some of the most respected and loved authors available in late Victorian England. Castle Blair, being in Yonge’s opinion ‘wild…attractive and exciting’, may have proved more accessible to ‘ordinary clients of the parish library’ than some of the other suggestions in this category.  In her eleven-page general introduction to What Books, Charlotte Yonge expresses her wish to ensure that those books which children are lent to read, or given as prizes, should be of the highest quality.  Yonge recognizes that:

Wholesome and amusing literature has 

become almost a necessity among the

appliances of parish work.  The power of 

reading leads, in most cases, to the craving

for books.  If good be not provided, evil

will be only too easily found

                                                                                  ([1])

In the same year Lily Watson wrote What Shall I Read?, published by the Sunday School Union.  She was firmly convinced that ‘one can hardly overrate the terrible effect that a bad novel will have upon the ardent imagination’ (1887:46).  She advises that readers should ‘avoid novels that make passion the all-in-all of life’ and ‘[n]ever read anything only for amusement, without any regard for the character of the tale’ (53).   Lucy Soulsby’s Stray Thoughts on Reading (1898), dedicated to ‘the girls of Oxford High School’, has equally cautionary advice: ‘[i]f we get up from a novel, dissatisfied with that state of life to which we have been called, and inclined to pity ourselves, then we may be sure that such a novel is our poison, and should be laid aside’ (1898:49).  Possibly recognizing the likelihood that Young Adult girls will nevertheless read less suitable material, she instructs that readers should ‘make a list of  [books which every cultivated person should read] …and resolve that, for every sensation novel we read, we will conscientiously go through one of those on our list before we open another of the sort we enjoy’ (26-27).  Within this statement, of course, Soulsby has acknowledged that we all may well enjoy better the less worthy books.  
In Chapter 7 I discussed the critic Edward Salmon’s initial recommendation of East Lynne as the most suitable novel for a young woman ‘as soon as she has arrived at an age when she may find that life for her has unexpected dangers’.
  Salmon of course removed that specific title from his subsequent book based on his periodical articles, Juvenile Literature As It Is (1888), but he firmly retained his conviction that girls needed a literature of their ‘very own’ (1886:515, 1888:122).  He quotes from one of the respondents to the reading survey amongst teenage girls from which he drew his conclusions.  This ‘young lady’ he feels ‘fairly accurately expressed’ the ‘general feeling of English girls by stating that ‘Charlotte Yonge’s stories are pretty, and if they were not quite so goody-goody, would be very nice stories of home and everyday life’ (1888:28).  She continues ‘[g]irls as a rule don’t care for Sunday-school twaddle; they like a good stirring story, with a plot and some incident and adventures…[t]hat is also, I am sure, why girls read so many novels of the commoner type – they have, as a rule, nothing else in any way interesting’ (29).  It is Salmon’s assertion that adults should listen to these opinions rather than dictate what girls should read, as ‘they must open the eyes of parents to the real needs of our girls’ (31).  Despite the wisdom of commentators such as Salmon, Moore and James, it seems that Shaw’s final novel, in common with the majority of contemporary fiction for Young Adult girls, more closely reflected the wishes of ‘the British mamma’ than the plea made by Hardy’s seventeen-year-old Tess.  
8.3   Flora Shaw and her Intended Audience
Flora Shaw, though now remembered, if at all, for her journalism, was, in the late 1870s and early 1880s, a popular writer of fiction for young people, whose work was published and translated in mainland Europe and the United States. A brief survey of the major events of her life reveals much about the formation of the ideologies which are as evident in her fiction as in her colonially-inspired journalism.  Her work fell into several quite distinct phases, of which her writing for children was the first and briefest, encompassing only the nine years from 1877 to 1886. During this period she wrote merely five novels: Castle Blair (1877), Hector (1882), Phyllis Browne (1883), A Sea Change (1885) and Colonel Cheswick’s Campaign (1886). No lesser authority than Ruskin had befriended her, encouraged her to write Castle Blair, and praised it highly in Fors Clavigera: Letters to the Workmen and Labourers of Great Britain (1871-84), one of Ruskin’s many contributions to the education of the working classes. He considered the author’s talents to be equal to Maria Edgeworth’s, and to surpass those of Harriet Martineau.  From writing fiction for the young, Shaw had then turned to reporting fact for an adult readership, and commenced a career in journalism which culminated in her appointment in 1892 as the first Editor in the new Colonial department of The Times. This position held considerable covert political influence, and its occupation by a woman was remarkable.  Equally unconventionally, Shaw had maintained her single status until the age of forty-nine, when she embarked on the final phase of her life, as wife to a colonial Governor General, Sir Frederick (later Lord) Lugard. Thence her literary talents were employed in producing substantial historio-cultural accounts of these colonies. Having returned to England in 1912, she helped found the War Refugees Committee during the First World War, her achievements for the dispossessed Belgians gaining her the award, in 1918, of Dame of the British Empire.  A fuller account of Shaw’s later life can be found in Carrington (2008).
Flora Louisa Shaw was born in 1852 into a family firmly entrenched in a socially advantaged, militaristic hierarchy, with an Anglo-Irish career soldier as father and a mother from a French diplomatic family.   Family legend insisted that Shaw’s great grandmother had refused to leave Paris during the Revolution, and displayed, according to Shaw’s biographer her central belief that ‘[c]ourage …should be the distinguishing trait of the nobility’ (Bell, 1947:13.  Shaw evidently believed this story and inherited the attitude, and this clearly informs her pervasive ideology of the ‘gentleman’, a constant theme in her writing, fiction and non-fiction, and one which is particularly at the core of her two earliest novels, Castle Blair and Hector.  
Shaw’s father, Major General George Shaw, was the second son of Sir Frederick Shaw, an eminent member of Dublin’s gentry, and came from an impeccable lineage of Anglo-Irish landowners (the playwright, essayist and critic George Bernard Shaw was a distant cousin).  Major Shaw was a career soldier, stationed for a considerable time at Woolwich, but his frequent absences on duty abroad made it necessary that his young family should spend long periods on their grandfather’s estate in Ireland. This experience was to provide the geographical, political and social setting for Shaw’s first book Castle Blair (1877), published when she was twenty-four.  Prolonged residence with Sir Frederick provided Flora and her thirteen siblings with periods of idyllic childhood in which they were allowed great freedom, but during which the overtly paternalistic role of the Anglo-Irish landlord pervaded every aspect of life on the estate, and became a further influence in the formation of the ideologies as implicit in Shaw’s fiction as her colonial journalism.  Her biographer, Bell, comments that Shaw’s grandfather instilled in his young visitors, ‘a high sense of the responsibility which belongs to the privileged, of the duty of generous service’ (1947:12).  Central to Shaw’s theme of the ‘gentleman’, seen particularly in the characterization of Murtagh in Castle Blair, and her eponymous hero Hector, is a statement that was apparently made by Sir Frederick which Bell quotes: ‘It’s the privilege of a gentleman…to get the worst of any bargain throughout life’ (12). 

The young Shaw, therefore, was, from both maternal and paternal backgrounds, the recipient of ideologies ingrained in imperialism and privilege, elevated social positions which both families considered imposed a considerable degree of responsibility and required lifelong devotion to the perceived duty of a ‘gentleman’.  The role of girls and women was largely to support, foster and preserve this paternalistic ideology.   As I shall show, Shaw’s fiction features rather two-dimensional male characters who steadfastly promote imperialism, while her female characters more fully engage her girl readers, being livelier, and offering far more active support as plucky and resourceful daughters and sisters.  To twenty-first-century eyes it may also appear surprising that such a pioneer of political journalism, who was deeply aware of the restrictions and inequalities her gender inflicted upon her, was nevertheless vehemently opposed to the movement for women’s suffrage, believing that women should not be entitled to influence political decisions until such time as they were prepared and able to carry arms for their country.
  This attitude however was in keeping with the imperialist constructions of gender, which sought to maintain the status quo in which women fulfilled their traditional roles by supporting and promoting the male perpetuation of the apparently unquestionably superior levels of civilization and justice which the British Empire offered its colonies.  Imperialist women made no claims to equality of gender, and sought to shield their sex from the greater dangers and stresses which, in their perception, an active political or military life would exert, being content with their role as wives, mothers and backroom assistants - a ‘tea and sympathy’ support. Flora Shaw, as Colonial Editor of The Times, simultaneously defied convention, in her journalistic role, and encouraged it, by actively promoting imperialism with its rigid gender stereotyping.  Her great grandmother’s doctrine that women, though unable to fight, could at least die at their posts, appears to have endured the centuries, and further informed Shaw’s ideology.  Later in the present chapter my examination of Colonel Cheswick’s Campaign will show that Ailsa Cheswick’s life as a Young Adult girl is initially totally focused on supporting her father’s military responsibilities, by ensuring the smooth running of his household.  Even when she faces the dilemmas and decisions associated with a developing romantic relationship, it is duty to the career of her soldier suitor which drives her actions. 
While in Woolwich, Shaw had access not only to the Garrison Library but also to the series of lectures by eminent men which took place each winter.  In 1869, as a sixteen-year-old new debutante, she attended her first lecture, given by John Ruskin, and entered into a friendship which provided intellectual stimulation, advice and support in both domestic and literary spheres.  The importance of Ruskin’s theories on a multiplicity of social, political and artistic subjects, which were becoming widely available to the general public through the publication of his lectures and letters of instruction to the working classes, was very considerable.
  Public opinion was much influenced by his conviction that poverty at home could be remedied by harnessing the riches to be found in the colonies, a view expressed in the lecture given on December 14th 1869 at the Royal Institution, Woolwich, and espoused thereafter by Flora Shaw, who saw in it a further justification for the ideology inherited from her aristocratic imperialist ancestors.
  She was confirmed in her support of Ruskin’s theory by the poverty she had witnessed in Ireland (often made worse by the absentee landlords Murtagh criticizes so vehemently in Castle Blair) and the condition of the women and children she met when undertaking charitable works in the east end of London after she had left the family home in Woolwich.  In Phyllis Browne (1883), which I shall briefly consider later in this chapter, Shaw again shows her concern about conditions for workers and their families, a concern born of the perceived paternalist responsibilities which were central to the ideologies of her class and background as much as to Ruskin’s theories.  This concern is also evident in a short story, ‘The Rose of Black Boy Alley’, published in the Sunday Magazine in 1883, and anthologized later that year in the American magazine, Littell’s Living Age.
The evidence for the ideologies implicit in Flora Shaw’s writing will be examined in greater detail within the discussion of her novels.  It is clear, however, that her early life had considerable influence on the choice and treatment of the subjects of her fiction.  Within these novels she expressed her belief in a paternalistic imperialism, which accepted the responsibilities as much as the rights of the gentleman, as clearly as in her journalism.  Female child characters such as Winnie (in Castle Blair) are concerned with supporting male protagonists and, like them, are represented as mistaken in supporting self-determination for the ‘lower’ classes, discovering instead that enlightened paternalism is preferable.  In Shaw’s Young Adult female characters however, exemplified by the eponymous Phyllis Browne and Ailsa Cheswick (in Colonel Cheswick’s Campaign), we see that issues of identity and complex relationships become increasingly important to those young women.  Shaw in these novels is writing for a post-pubertal female readership coming to terms with issues which underpin a young woman’s move into maturity.  She therefore engages her readers with empathetic characters, and thereby offers inspiration and guidance for their private and personal lives as well as their future roles as wives and mothers to the active agents of imperialist ideology.  
8.4    The Publishing History of Flora Shaw’s Fiction 

In earlier chapters we have already seen the particular relevance of Reader Reception theory when discussing the reading of Young Adult girls, and the relationship between that audience and the fiction written and published with its concerns in mind.  By briefly surveying the trends and forms of publication in the mid- to late Victorian literary world, it is possible to consider, in context, the popularity and importance of Flora Shaw’s fiction for children, and the development of publishers’ lists of titles specifically for girls between child and adult, such as Routledge’s ‘Young Lady’s Library’. Avery identifies the enormous and ever growing flood of stories with which Shaw’s had to compete when she completed her first novel in 1877. Having encouraged the writing of Castle Blair, Ruskin endorsed it enthusiastically once published, an endorsement which continued to be quoted by publishers of subsequent editions.  By 1869, when Shaw first knew him, Ruskin had been revered both in popular and academic circles for more than thirty years as a formulator and critic of literary style, including style and content for children.  Therefore this championing of her first novel, together with an equally influential recommendation by Charlotte Yonge, ensured that the acknowledged high quality of Shaw’s work remained in publishers’ minds when considering republication. 
Darton (1932, 3rd revised edition 1999) considers the format of Victorian publication in general in some detail, but makes no mention of Shaw’s work.  As we saw earlier in this chapter, in the 1870s lengthier novels continued to be published in multiple volumes, and copies in the British Library show that Castle Blair: A story of youthful days was first published by Charles Kegan Paul in two volumes, continuing to be published by Kegan, Paul & Co. with further editions in 1878, 1879 and 1882.  It had reached its eighth British edition in 1907 (published by George Routledge & Sons), changes in reading fashion having reduced its format to a single volume.  Already by the 1880s there was a growing market for the publication of fiction in single volumes, cheaper, more easily portable and easier to read for the increasing number of railway travellers. Routledge had been one of the first to recognize the need for cheap, light (often sensational) ‘railway novels’ to sell in W.H. Smith’s conveniently placed railway bookstalls.

When published in book form, Hector, Phyllis Browne and A Sea Change all first appeared as single volumes, but at 824 pages, Colonel Cheswick’s Campaign was sufficiently long to warrant three volumes when published in the UK in 1886, a ‘triple-decker’.  Shaw had a new British publisher for this final novel, Longmans, Green & Co, but there is no evidence currently available to explain the reason for this change from her earlier publisher, Routledge.  In America however, concurrent with Longman Green’s edition, Shaw’s American publisher, Roberts Brothers, marketed Colonel Cheswick’s Campaign as a single 436-page volume.  Shaw’s final novel appears never to have been republished in Britain or the United States.  According to catalogue records, only four copies remain in academic libraries in the UK, all being the British three-decker version; seven of the Roberts edition can be found in American academic libraries, and several more in public libraries throughout the US, though none exists in the Library of Congress.  A single copy of the American edition remains in the Biblioteca del Gabinetto G. P. Viesseux in Florence.  Probably a few more survive in private possession. 
Quite why Flora Shaw offered her first piece of fiction to Charles Kegan Paul is a mystery, although both her sometime neighbours George Meredith and R.L. Stevenson both were published by the firm.  Howsam (1998), in her history of Kegan Paul makes no mention of Shaw, although her overview of the publishing policy in the last thirty years of the nineteenth century throws interesting light on the condition of the publishing world into which Flora Shaw was placing her writing.  Howsam (135) tabulates by genre the proportion of men to women whose work was being published: 53.8% of authors of novels were female, but this rose to 82.6% of the authors of books of juvenile interest; exactly what the latter category covered is not clear, and it may include both fiction and non-fiction.  However, when overall totals are compared, (136), more than 80% of all authors on Kegan Paul’s list were male, less than 20% female; Shaw, therefore, was entering into a male-dominated world.  Howsam (108) confirms the boom in children’s literature, but states that this led to the development of specialized publishers of this genre.  Kegan Paul, with a general list, apparently found it difficult to compete with the specialists, and ‘juvenilia’ never accounted for more than 1% of their total production.  

It is therefore not surprising that, although Kegan Paul continued to publish until the fourth edition (1882), by the eighth (1907), Castle Blair was being published by George Routledge, a company who were specifically targeting the fiction-reading public, and certainly Shaw’s fourth novel, A Sea Change, was published in 1885 by George Routledge and Sons.  It seems that of all five novels, only Castle Blair continued publication into the twentieth century in Britain, and the British Library catalogue indicates that there were only two further UK editions after the eighth in 1907. A 1929 republication by Oxford was possibly triggered by the author’s death in that year, and a subsequent, if short-lived, reawakening of interest in her books.  Following the obituary which appeared in The Times on January 28th 1929, in which no mention was made of Shaw’s career as a novelist, a letter from Mrs [Louise] Creighton appeared which reproved the Editor for this omission, describing how the correspondent had been recommended to Castle Blair by Walter Pater (and ‘his sisters’), that it was ‘an admirable book’, and ‘a favourite with children’.  Creighton supplied a preface to the 1929 Oxford republication.  However although Hector is described by another correspondent as ‘a treasured possession of mine’, this was obviously not sufficient to encourage a new edition of that book. The only more recent edition of Castle Blair was that published in 1966 by Rupert Hart-Davis.  This indicates a declining interest in Victorian subject matter by twentieth-century readers of children’s novels (although Marryat, Stevenson, Sewell and others have never disappeared from the ‘children’s classics’ school of publication on cheap paper with lurid illustration). This makes the Hart-Davis edition all the more interesting, as the rationale behind the publication of the series in which it appeared, The Keepsake Library, is given on the dustwrapper, that it is ‘made up of books from the past which deserve to be better known by children of today’.
  This publisher clearly took seriously the idea of introducing forgotten books to a new generation, as an attempt at a short, though not totally accurate, biography was made on the rear flyleaf, together with a historical background to the story’s setting, emphasizing the Irish interest in the light of the ensuing Troubles.  It also provides, again slightly inaccurately, details of its original publication information.  Ruskin’s recommendation continues to be quoted, almost a century after its first appearance.  Quoted on the front flyleaf, Charlotte Yonge’s description of it no doubt further influenced Rupert Hart-Davis’ decision to include this in The Keepsake Library.    There appears, however, to have followed no further reawakening of interest in Flora Shaw’s fiction.  The last forty years have seen no further editions in the UK, other than the inclusion of the entire text in the 1985 Masterworks of Children’s Literature edited by the American, R.L. Wolff, jointly published in the UK and USA by Allen Lane.

Shaw’s second book, Hector: A Story for Young People (1882), was published by George Bell and Sons, so it appears that she had changed publishers by this point.  It is likely that this is because it was Bell who published Aunt Judy’s Magazine, for which, following the success of Castle Blair, Shaw had been commissioned by Scott Gatty, one of the editors, to write Hector.  Aunt Judy’s Magazine, issued monthly, had begun publication in 1866, edited by Mrs. (Margaret) Gatty, herself a well known author.  It took its title from the family nickname for her story-telling daughter, Juliana, who, as Mrs. Ewing, became one of the best loved of the Victorian children’s writers, publishing some of her stories first, in serial instalments in Aunt Judy, then as books, by Bell. In the middle years of the century there arose many such magazines, at a price to suit the ever-increasing numbers of newly literate households, providing material in the most popular genres.
  The major authors wrote for them, whether, like Dickens and Thackeray, for an adult audience, or like Kingsley and MacDonald, for children.  As Ellen Wood’s East Lynne, and Elizabeth Braddon’s Lady Audley’s Secret had appeared this way in the 1860s, so as the century progressed many more ‘classics’, which are now only known in single-volume format, first appeared in print as separate chapters, in monthly serial form, within the pages of these magazines.  That Shaw was invited to write for one of the most prestigious, her work appearing beside that of established and respected authors, is some indication of the enthusiastic critical reception of her first novel, Castle Blair.
First published in 1882 in monthly parts, like Hector, in Aunt Judy’s Magazine, no British-published copy of Shaw’s next novel, Phyllis Browne (1883), appears in any British academic library catalogue, nor is there any record of a British publisher for it.  However it seems unlikely that Phyllis Browne was published as a complete novel only in America, and we may reasonably assume it appeared simultaneously in Britain and America.  It also seems very likely that, as this was another commission from the Gattys, Bell again published it in a single volume.  It is clear, therefore, that Flora Shaw’s work was now appearing in the imprint of a major publisher of popular children’s fiction.  None of Shaw’s subsequent novels was serialized prior to their appearance in book form.  Aunt Judy’s Magazine ceased publication in 1885, on the death of Juliana Ewing, thereby denying Shaw the opportunity to introduce her last two novels to the wide audience Aunt Judy had provided. Undoubtedly such serial publication created a large market for the single-volume versions, and the loss of this opportunity may be a significant factor in the subsequent decline in popularity of Shaw’s last fiction, and her decision to turn instead to journalism. 
Although A Sea Change (1885) was produced as part of their ‘Young Lady’s Library’ by George Routledge and Sons, it seems from academic library records that the novel went no further than a single edition in Britain.  Darton recognizes ‘the change which…came upon books for girls’ (288). He identifies ‘[t]hat class of reader, hitherto sparsely provided for when it grew out of short frocks – for between Aunt Judy and the milder sort of adult fiction there was a considerable gap – seems almost to have appeared suddenly’ (288).  It was to fill this gap that the ever-entrepreneurial Routledge publishing house collected authors for their ‘Young Lady’s Library’, authors whose writing, like Shaw’s A Sea Change, introduced increasingly young adult-oriented subject matter in which platonic adolescent love became increasingly sexually driven. However, of the seven books and writers ‘Uniform with this Volume’ named on the reverse of the title page, none merits an entry in any reference work.  As discussed above, Colonel Cheswick’s Campaign appears only to have been published as a single-volume edition in the US, on the list of Roberts Brothers of Boston, who had published Shaw’s earlier novels. 
From an examination of the publishing history there seems to have been a greater recognition in the United States of Flora Shaw as an author of fiction, which may reflect her greater lasting popularity in that country, and may therefore account for the larger numbers of her books now surviving on the American continent.  Another possible explanation may be that, in a country such as the US, with a much shorter non-indigenous history than Britain, Victorian books have been valued more as historical artefacts, and not thrown away with such careless abandon as in the UK.  Alternatively, it may merely be an indication of the size of original print runs, which may have been smaller in the US, the sale of a complete run therefore necessitating a reprint or a new edition. Whatever the combination of causes, US editions of Castle Blair continue to appear regularly in antiquarian book lists, in a variety of imprints, indicating that from the 1870s until the 1930s they fulfilled the needs of the American adolescent and young adult as well as those in Britain. Evidence from the bookplates pasted into them shows that they found their way into libraries as well as homes in both the United States and Canada.  These editions advertise Shaw’s other novels, and  editions postdating 1885 frequently add, as does an undated edition published by Little, Brown & Co. in Boston, beneath her name on the title page, ‘author of “Hector”, “Phyllis Browne” and “A Sea Change”’ [sic].  
However no republication of any of these titles, whether in Britain or abroad, makes any reference to Colonel Cheswick’s Campaign.  Little, Brown were still publishing Castle Blair in 1931, a reprint of a new edition issued in 1923 with illustrations, and a delightfully colourful dustwrapper which shows both the ‘noble child’ and the ‘noble dog’ which Ruskin had admired, his quotation appearing yet again on this cover, and inside.  No mention is made of other books by Shaw, which may indicate that no others were in print by this date.  As well as a resumé of the story, the rear of the wrapper explains that this is an ‘improved edition, printed from new type and with new illustrations…issued at the request of a large number of librarians who have wished for young readers a more attractive edition than has heretofore been available’. There are, in addition, reviews from newspapers which heartily recommend the book for young American readers.  This may give a further clue to the continuing popularity of Shaw’s first novel in America.  We may imagine that the emigration of a large number of despairing Irish to America in order to escape from the poverty and unfair tenancy regulations imposed by their Anglo-Irish colonizers would have provided a significant audience for any book with Irish interest.  A text which was suited to explaining the causes of emigration to the children of those migrants would have had a considerable audience.  The explicitly Fenian content of Castle Blair would certainly have recommended it to an American audience; the Fenians, or Irish Republican movement, had been simultaneously founded in Dublin and New York in 1858. 
Although originally published by Roberts Brothers in 1881, Hector was also published in the US by Little, Brown & Co., possibly as early as 1883, but the reason for this additional publisher is not known.  Roberts Brothers first published Phyllis Browne in 1886, and by 1903 Little, Brown & Co., who had purchased titles from Roberts in 1898, had produced an edition which is identical with that serialized in Aunt Judy’s Magazine, using the same illustrations. It is obvious that, as in Britain, when Shaw’s serialized work appeared in single-volume format, no changes (other than Americanized spellings) were made.  Phyllis Browne names ‘ “Hector”, “Castle Blair” and “A Sea Change” ’ [sic] as the author’s other works, thereby confirming the likelihood that Shaw’s last novel was not intended for the child readers who were considered the audience for her earlier work.  A Sea Change was published by Roberts Brothers, in 1887, but it appears that this was to be the last of Shaw’s fiction output to achieve success on both continents.  As was the case in Britain, the appeal of Flora Shaw’s novels, with their pervasive Victorian genteel colonial ideology, waned in the early years of the twentieth century.  No more recent editions of Shaw’s works (other than the 1985 US/UK Wolff edition of Castle Blair) had been published in America until the appearance in 2007 of a ‘print on demand’ facsimile by Kessinger of the 1879 Kegan Paul third edition of Castle Blair, and an online digitized text of the 1890 Roberts edition of Hector.

Shaw’s first novel was also translated into French: Castel-Blair: histoire d’une famille irlandaise, was published in a large, lavishly bound single volume edition 1889 by Alfred Mame et Fils, who later retitled it Une Cousine de France. The translation of Castle Blair is unabridged.  Although Shaw herself was fluent in French and would have been perfectly able to translate her work for publication Alfred Mame et Fils obviously preferred to publish it ‘traduit de l’anglais par A. Chevalier’.  It is likely that by the time of the French edition, Shaw was too occupied with her developing career in journalism to enable her to undertake the task of translation.  It is possible that this was an unauthorized publication.  This, however, seems highly unlikely, as Mame was a major French publisher, established in 1766, famous for its varied list, which included much juvenilia and texts in translation.  Mame was particularly noted for their religious publishing, and the explicit religious and moral philosophy of Shaw’s works would have proved attractive.  No information about the author or her other work is given in Castel-Blair, nor apparently, was it thought necessary to encourage French readers by including Ruskin’s comments.

8.5   The Progression of Shaw’s Fiction Writing 
Before a detailed analysis of Colonel Cheswick’s Campaign is undertaken, it is useful to examine the way in which Shaw’s writing moved from novels aimed principally at a child audience to those directed towards Young Adults.  The expression of Shaw’s socially conscious, Imperialist viewpoint through her two early novels, and their relevance to Colonel Cheswick’s Campaign, is considered in greater detail in Appendix 1, together with her sentimental penultimate fiction.  Castle Blair is universally acknowledged as Shaw’s best piece of writing for young readers.   Shaw’s books, from Hector onwards, include romantic themes, with, in Phyllis Browne, what Wolff (1985) describes as passion ‘sublimated by innocence’ (430).  The protagonists are older than those of her first two novels, and an older readership is targeted. In the case of A Sea Change, with its implicit sexually-oriented juvenile relationships, the publishers clearly recognized the market potential of a cover and frontispiece showing the hero leaning over the bed of the heroine: a promise of covertly salacious material within.  In Colonel Cheswick’s Campaign Shaw moves into specifically Young Adult girl-oriented issues: inter-generational relationships, romance, identity and duty.
In Castle Blair Shaw combines an adventure story with a consciously ideologically laden socio-political commentary.  While enjoying the exploits of the hot-headed young idealist Murtagh, and his practical, spirited sister Winnie, readers are ultimately left the hope that their uncle will, in future, take a more active role as landlord.  Ruskin had expected those colonists to ‘plough and sow’ for England, ‘behave kindly and righteously for her…bring up their children to love her’, and foresees that they will then be enabled to ‘gladden themselves in the brightness of her glory’ (1880:29).  An adherent to this ideal, Flora Shaw, in Castle Blair, shows the transformation, through the unwitting offices of the Blair children, of an unsatisfactorily managed Irish estate towards the epitome of enlightened colonial rule described by Ruskin.
In her next novel Hector, Shaw elaborates particularly on the role of the gentleman, following the adventures of the eponymous hero, a young member of the English gentility, living in France with his French relatives.  It is through her lengthy exposition of a gentleman’s responsibilities that Shaw prepares to encourage her young female readers to consider their own future role as gentlewomen in this Imperial ideology.  Here Shaw presents two alternative goals in adulthood to her young female readers: the wife whose total support for her husband was founded on her own energetic, proactive involvement in the furthering of his fortunes, versus the trophy wife, whose presence lent no more support than that of her role as a social attachment to her husband.  As Hector tells his young cousin Zelie, ‘[l]adies can read and write a little more than Irma [a peasant girl], but they don’t know anything much, and they can’t do any work, and I don’t see any good of having a wife unless she can be of some use to you’ (80).  Shaw had shown in Castle Blair that her preference was for the plucky girl who might grow into the proactive wife, a female role model she would pursue in Phyllis Browne and Colonel Cheswick’s Campaign.  In Hector, with its overt statements of genteel ideology, readers could find themselves reminded of the heroes of literature written more than a century earlier.   Despite being far younger than Richardson’s Sir Charles Grandison, Hector embodies exactly that same noble conviction of duty.  Although Hector is the central character, Shaw’s ideological message is aimed as clearly at her female readers: to support the male leaders of Empire, Young Adult girls need to be resourceful and courageous.  
In Shaw’s third novel, Phyllis Browne (1883) she creates a central character involved, like the Blair children, in a socially-conscious adventure, but whose personal and social position anticipate those of Ailsa Cheswick in the final novel.  I shall therefore consider it in greater detail than her earlier novels, and within my main text.  The eponymous heroine is fourteen years old, and the motherless daughter of Colonel Browne, who oversees the army gunpowder mills at ‘Rainham’.
   With this novel, Shaw’s focus moves ever further into the teenage years, and we observe Phyllis struggling with the issues that we have identified to be typical of adolescents and Young Adults. She has been raised in a family to whom duty is paramount, yet Phyllis pushes at the boundaries before finally accepting her early claim that ‘I should not like to be anything that papa is not’ (1883:7).  Her twelve-year-old cousin Ladislas (Lal), the orphaned son of a Polish count, is as insistent as Phyllis about his role as a gentleman, but, like Murtagh, easily drawn in to an unquestioning championing of the working classes.  Lal is determined to be ‘noble’, and states that, ‘I like to feel that, no matter what I do, I always must be above the common people’ (7).  He has, Shaw comments, ‘his own notions about the respect due to a gentleman’.  In explaining the distinction between the deserving poor and those who are dishonest or lazy, Colonel Browne voices the late Victorian ideology which drives his philanthropic response.  In answer to Phyllis’s questions, ‘how are the rich to help the poor?’ and ‘[h]ow are the poor to be less miserable?’ he replies ‘[b]y doing our duty’ (147).  When Lal covertly visits the Bates children to take medicine to the diphtheria infected household, Phyllis tells him that she believes that her father will always put duty above safety.  She insists to her cousin that if Colonel Browne had known that Lal was disobeying the order to remain away from them, he ‘would have cared very little about the infection, and …a good deal about your not acting like a gentleman’ (192). 
Phyllis herself also speaks of her duty, both with regard to the trust her father and his sister put in them in the preparation of their lessons, and in supporting her father and her cousin in their duty as gentlemen.  When Lal wants to put off school work, Phyllis protests ‘[i]t is our duty…[a]nd they trust us, and we’d be little cads if we did n’t [sic] do it’ (30).  In the early pages of the book, recognizing Lal’s aversion to boyish activities such as sport, she is already consciously adopting her future role as mother to empire-building sons.  She ‘used to impress on him earnestly’ that ‘[a] boy must be active’ (26), and is convinced that by so doing she ‘had succeeded in imbuing him with some natural English feeling’ (25).   Shaw emphasizes that ‘[Phyllis] had a great number of boy cousins, and had profited fully by her opportunities of studying the male sex’ (27).  She has very clear expectations of him that are ‘nothing less than that he should have all the good qualities and avoid the failings which she had observed in the English boy’ (27).   In fact she also supports him practically as well as ideologically, and despite her disapprobation at his involvement with the would-be terrorist Bates, she risks her own life to rescue them first from the flood, and then from the explosion at the Mill.  

Shaw depicts Phyllis as a typically adolescent girl, torn between duty and exasperation at parental restraints on the activities that she considers important.  Instructed by her aunt not to talk to Lal about his exploits, ‘a bitter anger rose within her…She did not dream of resisting the decree, but her heart swelled with rebellion against her aunt, against circumstances’ and, tellingly, ‘above all against the fate which had made a girl of her – a thing always to be left behind!’(134). She protests to herself, enraged with ‘the bitterness of her spirit’, ‘[t]alk of men!... Talk of men and what they do!  I’m sure there’s nothing one thousandth part as hard as to sit at home and eat your heart out when you might be of use’ (134).  There is no doubt, both in Shaw’s own life, and in the actions of her fictional heroines, that she admired and valued female courage in support of ideological duty, she was also convinced that a woman’s role was not to act as equal to men, but to train and support them in their efforts to spread the ideology of the English gentleman, a beneficent class structure, and the maintenance of an empire.  So, near the end of the book, while her father and Lal venture out into the floods, Phyllis is told ‘[n]o, no, dear child; it’s not possible.  You must stay and have a good fire in the dining room for us when we come back’ (245) and ‘was left to struggle as she could against her wild desire to go out too’ (246).  Nevertheless it is the indomitable Phyllis who later climbs the sluice gate and enters a network of flooded tunnels in search of Bates, and tells the shrinking Lal, ‘[y]ou stay here and keep watch’ (273).  Of Lal, whose increasing tendency to slip back into Polish shows us he is still not English, we learn that ‘[o]nly the instinct of a gentleman kept him at Phyllis’s side’ (273).  

Unlike her previous heroines, Phyllis is portrayed by Shaw as an adolescent, uncertain, shy of adults in the earlier stages of the book, and progressively more romantically attracted to her cousin.  When she is unhappy, Lal ‘would creep into her room and kiss her hands, and pour out expressions of his admiration for her…[s]he never explained to him exactly what her feelings were’(30-31).  Quarrelling, ‘she had never known before how fond she was of him’ (180), and when he has disobeyed his uncle, she tells him passionately, ‘if you want me to do anything for you I will do it’ (253).  When Lal transgresses against his uncle’s (and Phyllis’s) gentlemanly ideal , his aunt leaves him to rest in the morning and is thanked ‘with a fervour which astonished her Aunt’ for ‘she felt ready almost to worship any one who showed him a kindness’ (263).  Phyllis’s future stepmother, Lady Alicia, voices the message with which Shaw’s late Victorian Imperialist ideology sought to influence young female readers.  Faced with Lal’s departure for boarding school, Phyllis is reminded that her purpose in life is to remain constant and supportive to gentlemen, ever preparing them as boys and facilitating the work that they do as adults:
It is the woman’s courage for which you must train yourself…

But do not think that the woman has less to train herself for than the man.  See these flower-edged streams which turn the mills.  They are always here, left behind by the powder which goes to make noise in the world, but they are no less a force than it.  All that it does is truly done by them.  Out of rough materials its power is first perfected by their steady gentleness and strength.

                                                                       (384)
Shaw’s penultimate novel, A Sea Change (1885/6), is the story of a shipwrecked, amnesiac, orphaned twelve-year-old girl, who is rescued by the Trevelyan family, but who searches for her true family.  Its plot stretches our credulity to breaking point, a fault compounded by its stylistic lack of distinction.  Nevertheless amidst the novel’s high Victorian sentimentality it considers issues of identity and relationships particularly relevant to a Young Adult female readership.  Despite the reiteration of Shaw’s views about the role of the gentleman, and the consequent female supportive role as wife, there is the suggestion that girls might seek an alternative to marriage, for one of the Trevelyan girls, considers that it may be ‘[m]uch better not marry at all, but – go to Girton’ (133).  In Colonel Cheswick’s Campaign we shall see that, had she been able to, Ailsa would have chosen to follow this advice and train as a doctor.  We have also seen that Shaw herself was an independent woman, who chose a profession (though she was not in a position to choose university) which supported Imperial ideology, before marrying late to support a husband whose societal position was as Governor of various countries within that empire.
8.6   Colonel Cheswick’s Campaign
Shaw’s final novel was widely advertised in the press, and the subject of review and recommendation on both sides of the Atlantic.  Once again, records from the United States seem to have survived better than those in Britain.  From late 1885, Roberts Brothers’ advertisement pages (in novels by other authors) for forthcoming books include Colonel Cheswick’s Campaign.
  It was widely purchased for public libraries, appearing in the catalogues of many libraries across the United States.
  Images of many of the records cited appear in Appendix 1:294-304.  The 1887 edition of the American publication The Best Reading, which annually reviewed ‘[t]he most important English and American publications for the five years ending Dec. 1st 1886’, includes Colonel Cheswick’s Campaign  in the 500 books named in ‘general fiction’, a list which includes Mark Twain’s Huckleberry Finn. 
   Books for Girls and Women and their Clubs, edited in 1895 by Leypoldt and Iles for the American Library Association, also recommends Shaw’s novel, stating that the titles included are ‘the supreme books’ ([i]) to which young people should confine their reading.  The preface endorses ‘two hundred and fifty American, British and Canadian authors and their principal works’ (1), some of which are supported by ‘trustworthy reviews’ ([i]).
  The books recommended by ‘a reviewer for The Nation’ are ‘novels and tales of great interest to girls and women’, carefully selected to exclude ‘the vicious and depraved’ (1).  

Such widespread inclusion of Colonel Cheswick’s Campaign in recommended reading for girls points to its popularity among reviewers.  The ‘reviewer for The Nation’ may have based this selection on the 1886 review which appeared in that journal.  In its issue of July 1st 1886 The Nation, the influential American weekly journal of opinion, politics and culture, an anonymous review praised Shaw’s novel, repeating a comment that Ailsa was ‘Zélie…or Phyllis Browne grown up’ (14).  The unnamed reviewer in The Literary World of May 29th 1886 felt it was ‘fresh and delicate and original’, providing ‘an oasis in the arid world of everyday fiction’ with its ‘old-time quality’ (182).   Cheswick is praised for its simplicity, ‘a short love story… such as we used to enjoy before M. Zola and Mr Henry James, Jr. took possession of their opposite poles of fiction’, and the assessment of Ailsa is that she is ‘as strong, as maidenly, as innocent, so wise, so deeply loyal, [it] is enough to take the bad taste of a decade out of the mouth’.  We can therefore see that Shaw’s novel is applauded by the reviewers for its conservatism, its lack of the sensational, the vicious and depraved: ideal material for Young Adult girls.  In an unattributed article, the February 27th 1886 issue of the journal Notes on Books, produced by Cheswick’s English publishers, Longmans, nevertheless recognizes that it is ‘a story of modern society’ (58).  The reviewer also identifies its key importance to Young Adult female readers, as it concerns ‘the common fate of theories founded in youth upon one experience’, acknowledging the ever-changing emotions and opinions experienced by young women before they find resolution.  The reviewer sees this resolution as the ‘womanly acceptance of the wider law’ (58): in other words, ideology challenged, modified, but ultimately not displaced.  Advertised in numerous newspapers and journals, including the Times of February 8th 1886, in the American book trade’s journal The Publishers Weekly, in The Academy, the National Book League News, it was what The Scottish Review termed its  ‘old-fashioned morality’ which particularly encouraged reviewers to recommend it as ‘the best reading’ for Young Adult girls.
8.7 Identifiers of Fiction for Young Adult girls: 
How Shaw Engages her Readers
In examining Colonel Cheswick’s Campaign I shall consider how Shaw addresses those topics which I have argued are identifiers of fiction for young adults: identity, familial and interpersonal relationships and romance.  Because, unlike the novels I discuss in earlier chapters, Shaw in general, and Colonel Cheswick’s Campaign in particular, are so little known now, I shall examine the text in greater detail than with those better-known works.  I seek to show that Cheswick’s message, delivered through the twenty-two-year-old Ailsa Cheswick, confirms McCallum’s statement that novels for young adults are dominated by a ‘pre-occupation with subjectivity, especially the development of notions of selfhood, relationships between self and others and between individuals and society’.  In writing this novel, Shaw seeks particularly to use her heroine to engage and thereby prompt her Young Adult girl readers towards suitable choices ‘among conflicting possibilities’, and ‘the struggle between public and private concepts of self’ (McCallum 2006, 4:217).  Shaw’s messages advocate choices which will encourage her audience towards the establishment of a stable late Victorian family primarily organized to support an imperialist ideology.  There is no explicit guidance about sexual relationships, advice which Young Adult girls such as Hardy’s Tess sought, as this was not considered suitable material for inclusion in late nineteenth-century novels written for this specific audience. 
In the brief discussion of Phyllis Browne earlier in this chapter I noted that the novel was based on time spent as housekeeper/governess in the household of Charles Brackenbury, an old friend and the cousin of one of her brothers-in-law.  Shaw, in her later twenties at the time, had an intense relationship with Brackenbury, described by Brackenbury’s biographer as a ‘quasi-filial close friend’[ship]’ and, as a result of research by Shaw scholars Callaway and Helly, as a ‘deep romantic attachment’.
   Ruskin’s interest in Shaw is described by Bell as at first ‘paternal’ (1947:20), but it is clear that when the fifty-year-old Ruskin himself was embroiled in his disastrous courtship of Rose la Touche, three years Shaw’s senior, Shaw instead provided support and counsel to Ruskin.  It is tempting to speculate that aspects of all these complex friendships with much older ‘father figures’ influenced the intense relationship Shaw portrays between Ailsa and her father, Colonel Cheswick.  Shaw’s dearly-loved mother died in 1870 and in the following year her ‘aloof, and somewhat unapproachable’ (23) father remarried, to a widow who was ‘not very congenial to his elder daughters’ (25).  Shaw, used because of her mother’s long standing invalidity to managing the household, found the situation with her step-mother ‘an embarrassment’ (25) and increasingly removed herself from the family home to stay for protracted periods with other relatives and friends.  Through her characterization of Ailsa we see Shaw facilitating a means whereby her Young Adult girl readers might vicariously experience a situation which had considerable relevance at that time: the alternative family resulting from a remarriage, and in which the stepmother was estranged by age or lack of interest from the daughters.
  It is these intergenerational family relationships which lie at the heart of Colonel Cheswick’s Campaign, and which profoundly influence Ailsa’s response to other identifiers of Young Adult fiction: questions of identity and responses to romantic dilemmas, as well as the overarching questions around the relationship of self to society.  Shaw deftly leads her readers to realize that the ‘campaign’ of the title refers not merely to Colonel Cheswick’s military activities, but also to his hope that Ailsa will marry Jack Charteris, the young man he thinks most suited to her personality.  He tells his wife, ‘[t]he object of my campaign…the only thing for which I care much now, is to get Ailsa well married’ (I:63).  Rather than forcing her, or even overtly suggesting his opinion, Cheswick instead organizes a marital rather than a military campaign, engineering a situation in which Ailsa will come to recognize Jack’s particular strengths, and discover for herself that he would be the ideal companion for the life she intends.
8.8   Intergenerational Family Relationships

Shaw places the twenty-two-year-old Ailsa Cheswick in a family beset by difficult and complex relationships between father, stepmother and daughter.  We may reasonably assume that Shaw at thirty-four was writing from her own experience from the age of eighteen until her late twenties, but conflating into Ailsa’s relationship with her father a number of separate issues from her own interaction with older men in her life.  Colonel Cheswick is far from the ‘aloof, and somewhat unapproachable’ Major General Shaw, and Ailsa’s interaction with her father seems to offer the novel’s readers the alternative father figure Shaw may have found in her relationship with Charles Brackenbury, twenty years her senior.  Indeed on close scrutiny there is a level of Ailsa’s relationship with her father which could be considered more connubial than filial.  Interviewing Ailsa’s childhood friend, and now her suitor, Ted Mohun, Cheswick states that ‘Ailsa is without exception the best woman that I know’ (I:55).
  The passion of his feeling for her may be judged by Shaw’s description of him as having ‘tossed off his full glass of wine, and set the glass back on the table so sharply that the stem snapped and it shivered into several pieces’ (I:55).  As I shall show later in this section, the marital relationship between Cheswick and Henrietta (‘Sweetie’) is one of frustration, and in his eyes, the attributes of Cheswick’s daughter would be likely to surpass those of his disappointing second wife.  
There seems almost to be a deeper, more sexual (if subconscious) element to his love for Ailsa, evidenced by the startling visual image Shaw creates in the first chapter of the second volume during the conversation between father and daughter in Ailsa’s tiny office.  We are first shown her ‘sitting here at her desk one morning, bending over account books…’ (II:10), when ‘a shadow fell upon her work’ (II:10).  The shadow is that of her father, ‘white and old’.  Ailsa draws him to the chair and kneels beside him, and Cheswick ‘looked down…at the figure of which the sun’s rays were lighting every line…she raised her face towards him and met his eyes’ (II:12).  To Victorian readers this image might well recall the narrative art connected with dramatic, romantic and sensational subjects, to which I referred in my previous chapter.  Images pertinent to my discussion will be found in Appendix 3:316-322.  Considering her close friendship with Ruskin, himself an artist and critic of fine art, and friend and mentor to the artist Millais, we might also consider it likely that Shaw was aware of the visual impact of her image, and the work of artists such as Millais and other members of the Pre-Raphaelite Brotherhood. 
To appreciate fully the relationship which Shaw describes between father and daughter it is necessary to examine that between Ailsa and her stepmother.  Unlike Colonel Cheswick, who despairs at the extravagance and shallowness of his wife, Ailsa defends and protects her stepmother against his often bitter disappointment in his choice.  She calls her stepmother ‘Sweetie’, a pet name which encompasses both Alisa’s affectionate recognition of her stepmother’s good (though ineffectual) intentions, and her childlike, plaintive inadequacy to deal with the straightened financial situation the family is facing.  Early in the novel, after the Colonel has criticized his wife’s indecision, we see her as ‘she clung to her stepdaughter, sobbing helplessly on the strong young breast’ (I:38), and learn that ‘from the age of thirteen Ailsa had been her stepmother’s confidante, and she had given pity and comfort as she could’ (II:47).  Later we see that the Young Adult Ailsa is taller than her stepmother (II:205), a visual indication that in many ways their family roles are reversed.  Her father does not use a pet name for his wife (though he does for his daughter – ‘Ailzie’), instead upbraiding her for her behaviour, and often discussing his wife’s shortcomings with his daughter.  He listens to his wife’s complaints ‘with a slightly savage expression’ (I:46), ‘the thunderclouds… gathering on his brow’ (I:48), then comments sharply to her ‘I thought you women were supposed to have eyes…I wish, Henrietta, that you could keep your [eyes] open here on the spot to what is passing under them, and manage to avert some simple misadventures’ (I:47).  His wife’s great attention to all that is trivial, and with Frou-Frou, her lapdog, renders Cheswick at best ‘sombre and pre-occupied’ (I:49), while at worst he views her as ‘one of the many follies of his past’ (II:44).  Bitterly resentful that she ‘[finds] the dog’s claims on your attention more pressing than mine’ (I:65), perennially conscious of the mistake he has made in the choice of a wife, and of her shortcomings as a stepmother to his beloved daughter, he frequently acts with exasperation, and even callous cruelty towards her, as he does when he tears up one of his old love letters to her.  
Again reminiscent of Victorian narrative art, Shaw’s description of the angry husband is a powerful image which draws our sympathy for the weak wife, and recalls the 1863 magazine illustration for Lady Audley’s Secret reproduced in Appendix 3: 322.  We are told that ‘[h]e read the letter, tore it deliberately into small pieces, …returned to the waste-paper basket and threw them in’ (II:45).  In his comment ‘[t]hat is the place for them!’ and the image of him as ‘[h]e pointed sternly to the waste-paper basket and left the room’ (II:45).  In her frequent depictions of husband and wife, each disappointed and resentful in their own way of the other’s behaviour and attitude, Shaw warns her Young Adult readers that romance can fade over the years –  ‘[i]t is far better to know’ (I:77) Ailsa tells her stepmother –  and that something far deeper is needed to ensure that a strong, lasting and happy marriage is achieved.  Shaw offers an additional warning in her depiction of the relationship of a neighbouring landowner and his wife: the castle is ‘shut-up (I:214), and ‘[t]he castle grounds were beautiful, but much neglected.  The Duke of Exborough cared little for the flat country and rarely visited it’ (I:215).  She elaborates this into an image of the marriage: ‘[i]t was usually understood amongst his friends that when he spoke of the flat country he thought of the Duchess’ (I:215), and reinforces her message by adding, ‘[h]owever that might be, she had shared the fate of the castle, and her friends could not see the place without some pathetic sense of the parallel’ (I:215).  The Duchess is described as ‘[p]oor soul’ (I:215), but held to be contributory to her own fate ‘by pardoning all his follies…a frivolous young woman, laughing over her heartbreak.  This is her judgement’ (I:216).  Mrs Cheswick’s ineffectiveness is then emphasized through her comment on this: ‘[b]ut what can we do?... It appears to me that women are as helpless in the matter as my poor Frou-Frou’ (I:216).  Shaw has a clear message for her Young Adult girl readers: they should make a careful choice of husband, and then actively participate in maintaining intellectual and emotional equality within the relationship.
To the Colonel, Ailsa, his only child, is both confidante and an ever present reminder of his happier but brief marriage to her mother.  She is all that remains of that first relationship, and whereas Sweetie’s shortcomings make him feel old, Shaw comments that when he speaks to Ailsa ‘he was young again’ (I:22), and that ‘[h]e was again now certainly Ailsa’s brother or cousin – anything but her father’(I:23).  When eventually Cheswick receives the summons to return to his regiment and prepare for war, he gathers in his arms not his wife but his daughter, and although he claims that a soldier ‘has neither wife nor child nor home’ (I:230), he tells her that ‘if it be true that on the point of death men think of what they have loved best, I shall think of you in action’ (I:231).  Again, Shaw’s description of Cheswick and Ailsa, ‘…his eyes falling on the face near him – the quivering eager face which was not the face of a boy – he stooped and kissed her’ (I:231) seems more that of lovers than father and daughter.  Millais’ famous picture of The Black Brunswicker, painted in 1860 and reproduced in Appendix 3: 317, its sentimental subject achieving great popularity when exhibited in that year at the Royal Academy, might well illustrate this passage, and is likely to have been known to many of Shaw’s readers.  Millais’ image shows a young subaltern embracing his love before he leaves for battle.  However the position of the young woman, her head leaning against his chest, her body blocking his way, indicates her wish to obstruct him from his task and prevent his destiny.  So Ailsa, as ‘the tears brightened upon her eyelashes’ (I:230), faces the inevitability of losing the most important man in her life.  Speaking to Jack Charteris, whose suit for his daughter Cheswick secretly supports, the Colonel considers that his daughter will not contemplate marriage because ‘at present Ailsa cares supremely for me’ (II:116).  She has admitted to Jack Charteris that she has need for no-one other than her father.  Mistaking him in the twilight for her father, when she tells him, with ‘unconsciously contemptuous vigour’, ‘no thank you!  I don’t want anyone else’ (I:197), we are aware that this refers not just to her immediate situation, but to her total preoccupation at this point with her father, which excludes any other thoughts of emotional romantic attachment.  It is only after her father’s death that she can contemplate a relationship with any other man: ‘Daddy, dear Daddy! I shall care for nothing after you’ she cries when faced with the possibility that her father will not return from the war, a cry which Shaw comments ‘proved her still very young’ (II:24-25).  When his death is confirmed, she walks in the bleak landscape of winter, where she had walked in the summer with her father:
Could it be that spring would come again… that from the mud of the ploughed field green ears would sprout, that ever again the barren thorns would garland themselves with blossom?...And strangely on this day Ailsa felt that she too might have been capable of renewal.

                                                                      (III:214-215)

She feels that she has reached a maturity, ‘standing a few steps further on’ (III:215) both physically and emotionally, in which she can consider moving on from a love totally reserved for him:

If he had lived, it still seemed to her that she had had enough while she loved him.  Now standing a few steps further on, where he had taken her promise not to engage herself to marry till the war was over, she found she was asking herself questions which she had never asked herself before.  Could it be that women sometimes felt for their husbands such tenderness of affection as she had felt for him…  Was marriage then sometimes not the end but the beginning of a happy life?
                                                                      (III:215-216)

It is in these two final sentences that Shaw guides her Young Adult girl readers towards an acceptance of romantic/sexual love, a severing of the childish familial relationships in which a father might be the object of a girl’s subliminal desires.  Shaw also reassures her readers that however unsatisfactory their parents’ marriage might be, those girl readers, like Ailsa, may still confidently seek a happy and fulfilling marriage of their own.
8.9    Romance and Love: Life’s Choices
i.  Ailsa Cheswick: ‘the radiance of noble youth’ (I:118)
Both the devotion between Ailsa and her father, and an acknowledgement of the lack of understanding and consequent damaged relationship between her parent and step-parent, underpin Shaw’s treatment of romance and love in Colonel Cheswick’s Campaign.  Ailsa idolizes her father, yet recognizes his shortcomings, the ‘one human being on earth who had all [his] confidence, and who… loved [him], knowing all [his] faults (II:24).  Cheswick is determined that she will marry a man who is worthy of her, and his campaign allows for other suitors who, he is confident, will woo her romantically, but who will fall short of Ailsa’s expectations and needs as she matures emotionally.  Perceptively he remarks that ‘[y]oung love draws a great deal of blood, but it doesn’t kill’ (I:72).   
Accordingly, Shaw shows her readers that Ailsa must experience both the pleasure and the pain of young love in order to realize what she actually desires in a man and make a choice.  Ted Mohun, with whom she has grown up, is tender and thoughtful in his pursuit of her, but she knows that she cannot accept him, or anyone at present, as a lover.  Shaw describes a romantic scene of proposal which would closely engage her Young Adult girl readers.  She creates an archetypical image of young lovers in the moonlight, standing looking at the mists in the valley below:
…young love had spoken and received its answer.

Outside in the moonlight two figures stood side by side.  Ailsa with white dress falling straight in the damp air, and shawl dropping back, unheeded, like a monk’s cowl from her fair young head; Ted Mohun with face turned towards hers, eyes fixed on her eyes, hand touching 
                                                                            (I:66)
Colonel Cheswick having deliberately egged Ted on in his task, Shaw’s audience might anticipate that the lovers are now betrothed, but Cheswick’s campaign is calculated and ruthless, and Ted is instead sacrificed to ensure that Ailsa will ultimately make the right choice of husband, one in which her father can trust.  Ted is sincere but predictable in his disappointment, voicing sentiments that would stir the passions of any Young Adult girl reading the novel.  He tells Ailsa ‘[y]ou have filled my life till the thought of you enters into everything I do and makes me better…I ask nothing better than to be allowed to love you…I am well content just to have met you and loved you’ (I:67-69).  His final gesture, asking that he may keep as a token ‘a little glove…[which] he drew from his breast’ (I:69), before leaving her on the terrace, recalls the Pre-Raphaelite fascination with medieval courtly love, and the numerous idealized images it engendered in the second half of the nineteenth century, some of which are reproduced in Appendix 3:319.  We may also recall the preponderance of medieval settings in the Gothic novel, and of monastic references.  Shaw’s description of Ailsa, ‘with white dress falling straight in the damp air, and shawl dropping back, unheeded, like a monk’s cowl’ (I:66), emphasizes her youth and virginity.  The imagery of the white dress and the implication of monastic chastity in the shawl’s resemblance to a monk’s cowl, show her to be lacking in sexual maturity and unprepared for marriage.  
Ailsa regrets having to hurt Ted by her refusal, but because of her experience of Colonel and Mrs Cheswick’s relationship, she feels that ‘of course love doesn’t last’ (I:72).  She feels angered because ‘[Ted] was just like my brother, and I am disappointed!  I had thought better of him than to suppose he would give way to rubbishing sentimentality! (I:72).  She most regrets the change in their future relationship, and feels that ‘[h]e cannot come back the same’ (I:73).  With her father and stepmother’s fraught relationship as her model, she can only conclude that ‘[love] is only a delusion…I don’t believe that it exists.  The whole thing is a fancy which sensible people should keep clear of…this sentimental love business only seems to me a passing madness’ (I:75).  Because of this Ailsa is afraid of love, and because she values above all both her independence and the faith her father puts in her to run the estate on his behalf, she considers that marriage is ‘a horrible bond…it is nothing but a snare for dignity, happiness and independence’ (I:76).  
Paradoxically, it is Ailsa’s independence which draws her into her next consideration of marriage.  Although she has already met Jack Charteris, and he has made a favourable initial impression upon her, she does not consider him as a possible husband, but instead ‘a big pauper’ (I:110), and Mary Howard’s likely fiancé.  Shaw, however, having made her readers party to Colonel Cheswick’s campaign, is careful to show that Charteris stands apart from the young male visitors ‘by his unlikeness to any of the others’ (I:109), and creates a vivid visual image of him, in which ‘[t]he glow of sunlight in which he presented himself appeared to have penetrated his being’ (I:110).  We are once more reminded of the Pre-Raphaelite vision of chivalry, notably Dicksee’s Chivalry (1885, reproduced in Appendix 3:319), in which knights are defined as rescuers, protectors and lovers, bathed in a light which signifies their purity and manliness.  Ailsa, however, mindful above all of the precarious state of her father’s finances, and the probability that their estate, St Gilbert’s, must be sold should he die, decides that she must marry for money to save the inheritance.  Ted, ‘…four and twenty, fair-haired, grey-eyed, with a broad forehead and sensitive mouth…’ (I:14) is therefore unsuitable, having no money, inclining to bookishness, but also being still immature, for over the sensitive mouth ‘the moustache was slow to grow’ (I:14).  Ailsa realizes that she needs mature financial resources to ensure her future and that of St Gilbert’s, and she admits that ‘I might, like other people, want to marry for money’ (I:226), and ultimately acknowledges that Lord Exborough’s heir, Lord Amyot, would be a suitable choice.  He, ‘a very simple young man’ (II:29), seeks her help to learn about estate management, and their shared interest encourages a seemingly inexorable progress towards a betrothal.
Throughout this unromantic courtship however, Shaw tantalizes her readers with her portrayal of the unconscious but ever deepening attraction between Ailsa and Jack Charteris.  Shaw has shown that Jack, a mature man of the world at thirty-one, imagines ‘the woman of his dreams’ (II:96).  She is one who ‘was to stand upon her own ground in some measure independent of her sex’, and that she will be more than a mother and housekeeper, rather a ‘friend of his heart, companion of his brain’ who is ‘alive without him, independent of him, yet needing him as he needed her’ (II:96).  We are aware that Ailsa fits this ideal, that Jack realizes this, and that he is tasked by Colonel Cheswick with her future.  At this point, half way through the novel, he asks Cheswick, ‘…if I can win her, may I have her?’ (II:121), but the relationship takes a further four hundred pages to cement.  Shaw offers her readers the chance to experience, through Ailsa, the slow maturation of emotions and Ailsa’s recognition that she can love romantically, as her growing love for Jack overcomes her filial obsession and her pragmatic relationship with Amyot.  Shaw portrays through Major and Mrs Stone a Victorian ideal: a long-lasting happy marriage which developed from a youthful romance.  They ‘married for love when they were young, they were model husband and wife when [Cheswick] was a boy, they are lovers now’ (II:132), but Shaw realizes that there are other routes to a lasting relationship, and Ailsa’s involves making difficult choices. The choices to be made by Alisa may not be as dramatic or life-threatening as those made by the heroines considered in my earlier chapters, but they perfectly represent some of the issues which perturbed the late Victorian Young Adult girl facing her mature future.
Because Cheswick has entrusted Jack with Ailsa’s care, and extracted his daughter’s promise not to consider marriage until after the war, their love grows unconsidered (certainly on Ailsa’s part) and gradually.  When Cheswick finally leaves for war duty, she is depicted sobbing at the office window. Shaw then creates an engagingly romantic scene in which Ailsa’s ‘hand was drawn through some one’s arm, and she found she was being led quietly to a seat’ (II:173), while ‘[she] felt his heart beat under the hand which lay on his arm…She was grateful that he said nothing’ (II:173).  The beating heart is a subtle but clearly defined indication of Jack’s passion, and Shaw indicates that this heightened emotion is transmitted – consciously or not - to Ailsa.  She has not yet realized her feelings, for later ‘[s]he did not take his arm, but they walked side by side’ (II:177), unlike Jack, who ‘knew now that he loved Ailsa, that he loved her passionately, that the joy of his life…depended upon whether it was to be lived with her dear companionship’ (II:179).  Love is seen as a rejuvenating power, ‘[l]ife lay before him a long and smiling way’ (II:179), so, for Shaw’s Young Adult girl readers, Ailsa’s slow recognition of his feelings is as frustrating as it is titillating.  There are indications that she is aware of a change in her feelings, as ‘[i]t was a disappointment…next morning to learn…that he had gone to town already, and Ailsa thought she had never known [Amyot] so dull’ (II:181).  Jack quietly pursues his goal, and more frequently we see that ‘he took her hand…kept her hand as he spoke…pressed it warmly’ (II:197), and although Ailsa, ‘gently withdrew her hand’ (II:197), she recognizes an influence on her emotions as ‘the pressure of his hand lingered with her’ (II:198).
Shaw continues to build the emotional tension, as she shows Ailsa and Jack walking in the grounds discussing the demands of duty, matters which occupy their conscious thoughts.  To represent the development of their mutual love, she frequently places them in an outdoor environment, beyond the confines of house and family and, mirroring the verdant settings, we see their relationship grow and flower.  As Jack prepares to depart for war, he seeks Ailsa’s advice about his inheritance as Lord Greytown, and Shaw creates an archetypically romantic picture which her Young Adult girl readers could recognize from popular contemporary images, both fine art and commercial sources, as may be judged by the images reproduced in Appendix 3:321.  To appreciate the sensuous intensity of the image, and its sensual effect on readers, particularly Young Adult girls, the passage deserves extended quotation:
The moon had already risen.  The terrace and gardens were softly illuminated.  The fountain shot up like a silver torch between beds of musks and carnation.  Nightingales lingered in the woods not far off, and at intervals called and answered; their notes were rare still, and low, only preluding the chorus of the night.  Along all the scale of standing and climbing plants, from the limes above to the mignonette which grew rankly in roomy borders, sweet scents gathered.  The warm air which stirred the blossoms was the acolyte of ten thousand censers.  Far away at the foot of the hill a light mist lay on the meadows, seeming to surround St. Gilbert’s with a silvery sea.
 ‘I cannot fancy paradise lovelier,’ Ailsa said under her breath. ‘Hush! listen.’

One nightingale sang alone.  The strong rich notes filled the night…It seemed only a beginning, and presently into the silence came, not the same, but another note, meltingly sweet, tremulous, sad.  It continued alone, holding the hearers entranced, till the first note answered, and the duet began…
‘There are two,’ said her companion gently, ‘in paradise.’                                                                                                          

                                                                     (II:207-208)                                                               

In the midst of Shaw’s elaborate description, the comments of Ailsa and Jack continue to chart the progress of their love.  To Ailsa the physical setting is ‘paradise’, but Jack, acutely aware of his currently unrequited love for her, is conscious that her presence beside him in this enchanted setting mirrors the romance of the nightingales,  and therefore ‘[t]here are two…in paradise’.  As his departure comes closer, he wrestles with thoughts of love and death, and although he is ever aware that she does not yet love him, in his imagination he sees Ailsa looking at him ‘with gentle, pathetic, grey eyes – eyes which seemed to say that she, after all, wanted him as he wanted her’ (II:223).  Shaw artfully builds the suspense, titillating her readers with Jack’s constant, quiet attention after a spell in London, his ‘air of being at home’ (II:251) when at St. Gilbert’s, and Ailsa’s realization that ‘it was very pleasant to have him to talk to once more’ (II:251).  In their last conversation together, Jack, older, and with past experience of loving, knows his feelings, ‘[h]e treasured the moments consciously, counting them as pearls of memory that were securely his’ (II:265).  Ailsa, still emotionally tied to her father, still a young woman inexperienced in love, ‘was unconsciously happy’ (II:265).   Shaw reiterates Ailsa’s devotion to her father, her emotional immaturity and her ‘feminine belief in friendship’ (II:251) which obscure her recognition of her growing feelings; the author thereby deflects any possible criticism which her Young Adult girl readers might level at Ailsa’s attitude to Jack.  

In describing Jack’s departure, Shaw again presents her readers with archetypical images of Victorian sentiment, and another example of the freedom of emotion allowed by being in natural surroundings.  He and Ailsa walk in the grounds, he gathers a spray of two wild roses, and asks her to keep one as a pledge that she will not forget what he has said to her.  While he has made a passionate if veiled statement of his emotional commitment to her, she has merely acknowledged his kindness as a friend. ‘If there is anything unexpressed which, looking back, you could have wished expressed, remember that I too wished it said’ (II:267), he repeats, and insists that he takes the full-blown rose, and she, the bud, powerful visual indicators of their respective feelings for each other.  We are not surprised that the image left with readers at the conclusion of the second volume evokes both the Pre-Raphaelite vision of a lady bidding farewell to her knight, off to battle, and that Victorian ideological favourite, the blue robed, Madonna-like ministering angel sending her Empire-building soldier/lover to his destiny.  Appendix 3:317-321 reproduces typical images. Shaw writes:
At a little after six next morning he was being driven away lonely from the silent shuttered house, when a blue figure stepped out of the porch, and shading her eyes looked down the avenue to see him go.  He turned and saw her.  She waved him a farewell…the picture left to him…was…of Ailsa standing by the doorway with the sun shining on her bright hair and on the woollen dress in which he had first met her in the fields.
                                                                    (II:269-270)
This marks the turning point in Shaw’s narrative of romance and love: she divides her novel into two parts (this has nothing to do with its three-decker format), and Ailsa is now left without the influence of either her erstwhile love, her father, or her future love, Jack Charteris.  Significantly, while she is still stunned by their departure and ‘unconscious’ to her future, she watches ‘a tiny pink bud open slowly to a shell-like cup’, and she looks at it ‘with a sort of wonder at the associations it had’ (III:11).  True to her promise she preserves the flower by pressing it, where, like her unrecognized feelings for Jack, ‘it lay waiting the time when it should be asked back again’ (III:11).  However Shaw further tantalizes her readers, showing that Ailsa has come to terms with marriage as her way forward, but as Lord Amyot’s wife.  As I shall discuss in my final section, this is a crucial point in Ailsa’s progress towards an identity of her own, but we may conjecture that Young Adult girls reading this section of the novel would be more frustrated and exasperated by her choice, than approving of her ideologically driven sense of duty. She is ‘bored’ by Amyot, ‘noting every annoying trick he possessed’ (III:19), but because she has experienced her father’s long, unloving relationship with Sweetie she is ‘on the whole, content’ (III:19) to become Amyot’s wife.  Amyot’s proposal makes her realize that she can never consider him as an equal, and she tells him that ‘I don’t love you in the least…I like you’ (III:50-51), readily admitting, but with ‘a sense of humiliation’ (III:54), that she would not consider marrying him if he did not have an inheritance which would assure the fate of St. Gilbert’s.  When her father is killed Ailsa’s grief is so intense that she can think of nothing else, and, a mere ninety pages from the novel’s end, Shaw continues to torment her readers with the possibility that Ailsa’s new vulnerability lays her open to a disastrous future. ‘Had Lord Amyot proposed that day, Ailsa would have accepted him’, (III:189) she warns.
It is only with Ailsa’s wish to hear from Jack how her father died that she realizes that ‘it was not only on her father’s account that she wished to see her friend again’ (III:199), and she is prepared to travel to Egypt immediately to find him.  While her mother’s maid’s ‘notions of romance’ (III:202) are fired by this decision, however, Shaw continues to keep her audience on tenterhooks, new information about Jack proves the trip unnecessary, and Amyot’s proposal becomes ever more likely to be made and accepted.  Although we are told that ‘she shrank like the mere girl she was with unutterable repugnance from the reality at hand’ (III:213), even when Jack returns, Ailsa is determined that she must make the marriage which will save St. Gilbert’s.  We saw in my earlier examination of intergenerational relationships that Ailsa eventually feels that, like the seasons, ‘she might have been capable of renewal’ (III:215).   In moving on from her all-consuming love for her father she can, nevertheless, still only consider her duty to her family estate, and her emerging realization of her love for Jack is brought about by his gentleness and sympathy rather than a passionate outburst.  Once more, Shaw’s images are mirrored in popular art (Appendix 3:317 and 321), ‘[t]hey stood together…he…looking down at her…The lifting of her eyes to his was answer enough…  ‘You are not alone.  Not now’, he added’ (III:222-224).  Nevertheless he is convinced by Mrs Cheswick that the announcement of Ailsa’s engagement to Amyot is imminent, and ‘[t]he blow was so unexpected that he staggered under it’ (III:248), unaware that Ailsa’s acceptance will never now be given.  Amyot’s petulant pleas for Ailsa’s love, spurred by his jealousy of her preoccupation with Jack, trigger in her a pity for him, but his outburst against what he considers to be her father’s selfishness finally destroys any thought she might retain of marrying him.  She tells him, ‘I did honourably intend to marry you.  But now I don’t think I can ever forgive you’ (III:239).  As she reconsiders her situation since the death of her father, she realizes that Amyot is ‘an inconsiderable speck’ (III:250, while with Jack, ‘all subjects seemed deeper and greater’ (III:251), and she recognizes her error in contemplating marriage for money (and St. Gilbert’s) alone.
Shaw concludes her novel with a reassuringly romantic message for her audience.  Ailsa, by chance, comes across the rose which Jack gave her, and she finally realizes her true feelings for him, released now from her perceived obligation to marry Amyot and his inheritance, and freed, by her father’s death, to make her own choice.  As Ailsa makes these discoveries, Shaw seeks to sweep her audience along, to involve them in Ailsa’s joy as ‘her own secret was revealed to her at last!’ and as ‘[i]n the first rush of sensation, it seemed to her that it was for this moment that she had lived’ (III:255).  Through that flower Ailsa finds hope and terror, sensations to which her young female audience could respond: hope what was left unsaid at Jack’s departure for war was a declaration of his love for her, and terror that ‘he had never meant, had never thought of that which she was wishing now’ (III:256).  When she finds herself almost kissing the rose, ‘[i]t was as if she had offered him her lips unasked’ (III:256), but we feel that rather than shame at making so bold a gesture, her greater fear is that it might be rebuffed.  Nevertheless, it is ‘with a strange throb at her heart, and a strange soft light in her eyes’ (III:257) that she moves on both from her father’s death and Amyot’s suit.  Shaw’s message to Young Adult girls is that emotional maturation makes ‘the most commonplace…become wonderful’ (III:264), and that as true love changes Ailsa, so it will them.  Shaw shows us that only with this new confidence, as ‘a woman of the world’ III:265), can Ailsa finally meet Jack on an equal footing, and she responds to his request for the rose knowing that she is now ready to make her choice.  To his statement that ‘[i]t was a little bud…when I left it with you’, she replies, ‘[i]t is a full-blown rose now!’ (III:268).  Hearing this he kisses the rose, ‘he bent above her’, and their future is assured ‘in the meeting of their lips’ (III:268).  With this final passage of archetypical Victorian imagery, we might imagine that Shaw could amply satisfy any romantic appetite within her Young Adult female audience.
ii.  ‘Pretty little’ Mary Howard  (I: 97)
Whereas Ailsa’s journey to find love and romance moves her from a state of emotional childhood to readiness for full womanhood, Shaw also seeks to show that this is not the only route which can lead to true love and a happy marriage.  In Mary Howard we see a girl of twenty-one, ‘as nice a girl as you can meet in London’ (I:97), who ‘knows what she wants’ (I:96), who ‘is about to lay siege in force to the position of Lady Greytown’ (I:97).   Colonel Cheswick sarcastically admires Mary’s knowledge of the world of suitors and suitable marriages, telling Ailsa that ‘[y]ou may learn a great deal that will be useful to you’ (I:97), about ‘the craft of husband-catching’ (I:100).  Cheswick, a man of the world, sees Mary’s skill in attracting a husband, for ‘she is as good-natured as she is pretty…She loves the profession for its own sake, and there is nothing she would enjoy more than to instruct a person of [Ailsa’s] intelligence in the art of catching, playing, and landing men!’ (I:100).  Shaw is warning us that Mary is a pretty, vivacious, but shallow girl, ever conscious that her sole destiny is a profitable marriage.  Once she has arrived at St. Gilbert’s Mary presents a very different type of Young Adult girl to the serious, unsophisticated Ailsa.  Mary is ‘a born coquette’, a ‘blushing blonde, so timid yet so perfectly assured, so frank and innocent, yet so worldly-wise, so simply good-natured, yet so imperially spoilt’ (I:111-112).   Mary is charming, she ‘instinctively laid siege’ (I:111) to every young man, but she ‘always managed to flutter on the limits of coquetry without stepping over the border-land to become fast’ (I:115), so that she always appears ‘a good sweet simple little woman’ (I:116).  Shaw’s early descriptions of Mary reveal her as a chocolate box beauty, ‘rolling curls of light brown hair on the tips of her rosy fingers…soft round throat…dimpled shoulders…prettily curved arms…graceful poise of the head…fugitive colour so sensitive it came and went for pleasure in a well-placed curl’ (I:116-117), and ‘the pretty darling’ (I:239). 
Shaw constantly refers to Mary as rosy, or ‘rose-coloured’ (I:239, I:254), but it is Ailsa who opens like a rose as she moves from budding to full-blown love.  It is no coincidence that Major and Mrs Stone, whose lifelong love is the epitome of married bliss, lived at Rose Farm.  Mary’s appearance seems to indicate her character, bubbly and insubstantial, and it is vividly contrasted with Ailsa’s ‘statuesque…unbroken harmony of purity…the radiance of noble youth’ (I:118).  As the novel progresses however, Mary’s attitude to love changes, and we see a depth of character in her, an exemplar through which Shaw reassures her young audience that emotional maturity may be reached by very different routes.  Mary herself is unaware of her depths at first, for she is convinced that in her character ‘there is nothing to find out’ (I:123), yet it is this very self-awareness which allows her to develop.  She appears shallow and silly, prone to ‘reckless frankness’ (I:177), a matchmaker critical of Ailsa’s ‘old maid’s ways’ (I:178), treating the young male guests at St Gilbert’s as her playthings as each comes to ‘lay all his wits at fair Mary’s shrine’ (I:235-236).  
However it is the situation she engineers when out walking with Jack, and where she first encounters Ted Mohun, which precipitates the change in ‘her little coquettish heart’ (I:247).  Shaw observes that ‘after a certain age men must cease to play the public fool.  Woman too perhaps!’ (I:236), but that ‘Mary had not yet reached the age’ (I:236).  Out walking, Mary thoughtlessly demands that Jack gather a bunch of nuts, but it is Lord Tommie, ensnared by her flirting ‘as she played the coquette’ (I:244), who rushes to fulfil her increasingly imperious commands, and dislocates his shoulder in doing so.  From Shaw’s description of Mary’s behaviour, we could imagine that the young woman will eventually become as ineffectual and foolish as Mrs Cheswick, as despite Tommie’s predicament, she continues to flirt with Jack.  Even when she realizes the gravity of the situation, she uses it to her advantage, as ‘the coquette was all merged in the sisterly girl…[her] breath came and went as for sobs’ (I:257).  We learn that ‘Mary cried like a child…covering her face with two little bare hands through which tears trickled in bright running drops…mopping up her tears with a little lace-edged handkerchief, never intended for a purpose so tragic’ (I:259-260), cementing our belief that Mary is incapable of selfless concern for others.  At this point her attraction to Ted is that of a flirt, for she admires his appearance, and his strength in rescuing Tommie, and, as she realizes he is the young man she thinks Ailsa will marry, ‘[h]er breast was lifted with a little sigh’ (I:263).  Artfully, in suggesting that she should nurse Tommie at St Gilbert’s, ‘[p]erfidious little’ (II:76) Mary has contrived that Ted, as his mentor, should also stay, while her wholehearted pursuit of an alliance between Ailsa and Amyot leaves her own way clear.  
Playing her role as nurse, Mary claims that she ‘had felt different’ (II:77) since becoming twenty-one, and ‘put away childish things’ (II:78), but it is only when Ted becomes gravely ill that her maturing emotions allow her to love truly, and she ceases acting as a nurse and truly becomes one, tending him at Rose Farm.  Her ‘half-shy merriment’ (II:185) is an indication that she is beginning to realize that with Ted she is operating on a deeper level than her teasing flirtation with Tommie.  Depicted sitting at her bedroom window in the moonlight, Mary admits to Ailsa that ‘I never intended to fall in love with a man without a penny’ (II:189), she has ‘cheeks not only pallid, but stained with tears which were dropping unheeded’, quite unlike the artful, artificial tears at Tommie’s accident.  At last she realizes that with true love she ‘cannot help it…It is stronger than you’ (II:189), and that ‘[i]f he never looks at me I shall have loved him.  He cannot hinder me from doing that’ (II:189).  Mary has grown up, and Shaw now portrays her not as a chocolate-box beauty but a sensitive young woman, with ‘a radiance of joy’ (II:190) in her face, affirming to Ailsa ‘the peace and joy’ (II:190) her love for Ted has brought her.  She is prepared to disobey her mother to remain near him, and, unlike the old Mary, is ‘very gentle, very quiet’ (II:193) in her determination.  As Ailsa tells Mary, ‘[y]ou seem to have grown so much older!’, and she responds, ‘I feel older’(II:195-196), Shaw is emphasizing to her Young Adult female audience that the ‘born coquette’ has matured into a loving young woman, with ‘maidenly dignity’ (III:94).  Mary’s maturation could be well-illustrated by reference to two of the Pre-Raphaelite painter Sophie Gengembre Anderson’s paintings: Young Girl Fixing her Hair (mid- to late nineteenth century) shows a girl with a a self-consciously knowing expression, very much as Shaw portrays the earlier Mary at her toilette.  Portrait of a Young Girl (mid- to late nineteenth century), the girl gazing pensively into the distant moonlight, reminds us of Mary, ‘a radiance of joy’ (II: 190) on her face as a result of her realization of her love for Ted. These images may be found in Appendix 3:316.  As we read a few pages further into this volume, of Ailsa’s intensely romantic encounter with Jack in the garden, we feel that from opposite extremes each girl is moving closer to perfect love.
Fittingly, it is Major and Mrs Stone who realize Mary’s true worth.  We are told that her attention to Ted is ‘sharpened then by more than sisterly love’ (III:95), and that, as he begins to recover, ‘she had saved him’ (III:95).  Major Stone likens Mary to his wife, for ‘[s]he would have done this when she was young’ (III:96).  Shaw can offer no greater praise of Mary than this, and when Ted admits to Mrs Stone that he will not willingly let Mary return to London, but wants to marry her, we feel that, like the Stones, they will be inseparable.  Whereas the immature Mary would have only countenanced a romantic scene of proposal (such as Ailsa will find with Jack), the ‘gentle, helpful and good’ (III:113) young woman she has become no longer needs this.  We are told that ‘there was not the passionate romance which Ted had once breathed [to Ailsa]’ (III:113), but ‘a manly assurance from an honest fellow…that he asked nothing better from life than to be allowed to go through it with [Mary] by his side’ (III:113), ‘a friend and a sweetheart’ (III:115).  The emotional maturity gained by Mary has been prompted by observing Ailsa’s behaviour, and she tells Ted ‘I could not have loved you so well if I had not known Ailsa’ (III:114).  Rather than Ailsa learning Mary’s ‘husband-catching craft’, Mary has learnt Ailsa’s steadfastness and integrity.  The death of the Stones, hand-in-hand, allows Mary and Ted to take their place as the ideal lovers, ‘billing and cooing’ (III:277), (Major Stone’s pet name for his wife had been ‘Pigeon’) as the Stones had, and Mary whispers ‘I hope we may end so’ (III:123).  
8.10    Relationships with Society: The Ideology of Marriage  

 and Empire: ‘the grace of womanhood’.
In the first part of the previous section in this chapter my examination of Ailsa’s devotion to her father, her support for Jack Charteris as a soldier (rather than as a lover), and her abiding determination to save St Gilbert’s from sale showed that Shaw emphasizes to her Young Adult girl readers the importance of duty.  As is apparent from my brief discussion about Shaw’s novels Castle Blair and Hector, she used her work for younger readers to expound on the role of the Victorian gentleman.   In the men portrayed in Colonel Cheswick’s Campaign Shaw shows the roles of military, landowning and intellectual gentlemen to be different in detail but not in essence: each should strive to be ‘a man of honour’ (II:137).   In this novel Shaw expanded her argument to guide Young Adult girls in their supporting role as sweethearts and wives of Empire-builders, and protectors of the genteel life style.
Ailsa is portrayed as the ideal (and idealistic) daughter of the Empire.  Although she dreads the possible outcome of her father’s soldiering, she supports him wholeheartedly.  When it appears that Colonel Cheswick’s debts may necessitate resigning his commission, she is adamant that their estates should be sacrificed first.  She responds, ‘[y]ou resign your commission?  Never!  St Gilbert’s and everything must go first’ (II:19).  Here we see how different her perception of the Colonel’s duty is to that of Sweetie, who bitterly comments to Jack that ‘[Cheswick] wouldn’t have the regiment neglected, whatever happened.  He has always put the service before everything else’ (II:158).  Shaw presents Ailsa as the antithesis of her weak, ineffectual, intensely feminine step-mother, who can neither offer support for her husband at home or in his career.  It is Jack who expresses the womanly ideal which Ailsa fulfils, for he tells her, ‘you seem to efface yourself entirely, to have one wish with others’ (II:81) and this selflessness she extends to all, from workers on the estate, to guests, and supremely, to her father.  Jack observes that ‘[h]e leaves you for the war.  You don’t care for soldiering, you disapprove of the war, yet you have but one sincere wish, that he should go’ (II:81).  Despite this, Ailsa considers that she is not a dutiful daughter, for she questions everything, but she defends her right to do so, and Shaw’s readers realize that Ailsa’s is no blind duty, but results from a careful consideration of right and wrong.  Shaw exemplifies Ailsa’s empathy with others as an essential attribute of womanhood, for with it ‘peace was in her hand’ (II:100).  Her readers could also interpret this as an affirmation and recommendation of Ailsa’s support for the preservation of British imperial interests through her father’s military career.  Moreover the future role of Young Adult girl readers as mothers of gentlemen is promoted through Ailsa’s advice to Lord Amyot, for he is totally unprepared for the ‘great responsibilities attached to landed properties’ (II:34).  ‘They only bewilder me; I haven’t a notion how to meet them’ (II:34), he tells her despairing, but Ailsa encourages him to learn by helping her run the St Gilbert’s estate.  Through Ailsa Shaw is encouraging her young readers towards their duty as wives and mothers: that they will help husband and son, ‘[t]o learn to do your duty in that sphere of life to which it has pleased God to call you’ (II:35).  Jack, we see ultimately, has been called to relinquish his fortune but maintain his duty as a gentleman by fulfilling his pledge to Cheswick to look after his daughter.  Ted’s destiny is to save Mary from a shallow life as a trophy wife, and instead, with her, to provide an exemplar of perfect, simple married life.
In the contrast she draws between the characters of Ailsa and Mary, Shaw offers her readers the empowerment to question the apparent inevitability of what society regards as a suitable marriage.  Earlier in my chapter I have indicated that Shaw herself was unusual in remaining single and maintaining a career until more than fifty.  Mrs Cheswick observes that Victorian expectations of male and female behaviour were very different: ‘Society accepts a man without a woman…but it does not care at all for a woman without a man’ (I:85).  Cheswick considers that engineering Ailsa’s marriage is ‘the only manner in which I can provide satisfactorily for her future’ (I:57).  Shaw, having shown her readers the unsatisfactory relationships between Ailsa’s father and step-mother, and between Lord Exborough and his wife, appears at first to be consigning Mary to a similar fate.  Mary, readers learn, ‘will probably have left home with sealed orders’ (I:96) to make sure of a marriage to Jack, the heir to a desirable fortune.  Her mother is determined that, like her sisters, Mary will marry first for money and the position it will offer, with little concern for her daughter’s happiness.  Arranged marriages of that sort, Shaw warns, may be disastrous, but with careful consideration of their daughter’s needs, a parent can guide them, and engineer a match which marries minds.  

Knowing the characters of his daughter and of Jack intimately, Cheswick’s ‘campaign’ ensures that they are given the opportunity to learn about each other.  Moreover Cheswick has entrusted his friend Lady Julia to conduct his campaign in loco parentis during his absence.  The result is not a foregone conclusion, as Lady Julia admits, for ‘[t]o manage babies like Mary and her tribe of boys is one thing; to have a man such as Jack Charteris in your hand is quite another’ (III:5), while ‘she saw Alisa too going in the wrong direction’ (III:6).  Lady Julia’s influence is portrayed by Shaw as benevolent, and her role as a caring mother-figure, sympathetic to the intellectual and emotional needs of a Young Adult girl, is one which Shaw promotes as desirable to her female audience.  Subtly guided, Ailsa makes her own choice, after weighing up her perceived duty to her childhood companion (Ted), her inheritance (Amyot), and her father’s friend (Jack).  She receives little support from her step-mother, whose own indecisive character and unsatisfactory marriage render her incapable of assessing Ailsa’s needs, or offering constructive advice.  Her father’s second marriage has embittered him, and his admission to Ailsa that ‘[w]hat we seek in a woman is an interpreter of ourselves to ourselves, of our best to the world…we are usually doomed to disappointment’ (II:130) testifies to the enormity of the task ahead of a Young Adult girl, acquiring ‘the household virtues’ (II:100) to become a ‘ministering angel’ to her family.
  The skill to support a husband, Cheswick insists, ‘is more than beauty, more than sense, it is the grace of womanhood’ (II:131).  Shaw’s message to her audience is that, to fulfil their future roles as wives, intelligence, independence, selflessness, and loyalty are necessary, and that these will lead to a happy marriage, and thus promote the ideology of Victorian society.
8.11   Identity and Selfhood
Physical and emotional maturation should bring with them the formation of an adult identity/selfhood.  Fresh from the uncertainties of adolescence, Young Adult girls would welcome reassurance that they too will achieve a secure identity which will ensure their position within society.  In my earlier chapters I have shown that the novelists whose work for this audience I have discussed were attempting to provide the advice and exemplars which could guide their Young Adult female audience towards making suitable choices, and achieving a fulfilling adult identity.  As my section on relationships with society showed, in Colonel Cheswick’s Campaign Shaw was promoting to her readers a public and private identity finely tuned to Victorian ideological constructs of womanhood.  In creating an aspirational adult identity for her audience through Mary Howard, Shaw relied largely on depicting Mary’s maturing attitude to love and romance.  In Ailsa, however, she examines more minutely the progress of identity achievement.
When first we see Ailsa she seems much younger than her twenty-two years, although she is already carrying out her role as her father’s agent in managing the estate, with a hatchet marking trees to be felled for timber.  She is ‘no princess, as the place seemed to demand, but a tall, fair girl plainly dressed in serge…shady hat, thick boots, and garden gloves’ (I:6).  We see that Ailsa is deeply upset by her task, and shows her trauma in an act of what might now be diagnosed as self-harm.
  She feels powerless to prevent the destruction of the trees and, as ‘[s]omething like a quiver ran through her features at the striking of certain trees (I:7-8), she cuts her own arm.  Shaw shows that this act is a considered decision rather than a sudden one, for ‘very deliberately she rolled back her sleeve, looked for a moment at her own white arm, and struck herself with the hatchet a light blow which drew blood’ (I:8).  Her act discovered by Ted, she tries to hide it, both from him and later from her father, but has to admit that ‘I – hurt myself…With the hatchet – accidentally…At least not accidentally’ (I:45).  Shaw reveals Ailsa, thought ‘so strong’ (I:46) by her self-occupied step-mother, to be as vulnerable as any of her audience might feel.  Shaw indicates that Ailsa’s behaviour stems from the particular stresses caused during her childhood and adolescence by a father who was often absent, the early death of her mother, and her father’s remarriage to the unmotherly Sweetie.  Colonel Cheswick remembers that Ailsa’s hatchet was an early gift, saying, ‘I brought you this toy’ (I:21).  In responding that ‘[i]f we have toys we must pay for them’ (I:21) readers may feel that Ailsa acknowledges both her father’s part in her adolescent trauma, and her wish to move on from this to a positive, adult identity.
 In finding her identity, and achieving selfhood, Ailsa changes the focus for her choice of future role.  Early in the novel she ‘would rather be a doctor than anything else in the world’ (I:17), a ministering angel in its wider sense.   However she takes to heart the advice given to her by Lady Julia (who acts, as we have seen, in loco parentis not only for Ailsa’s father but also for the ineffectual Sweetie) and, guided also by her own maturing emotions, she accepts instead marriage to be her future, remaining at home to become that more specific manifestation of ministering angel, the Angel in the House.  Lady Julia stresses that she must ‘accept the responsibilities of your father’s daughter…you are not free to indulge school-girlish notions (I:210), and Ailsa accordingly works through ‘the emotions natural to her age’ (II:101), and in the third volume, reaches her ‘newly acquired consciousness’ (III:66) of her identity.
Cheswick sees his daughter as a substitute for the son he never had.  Ailsa is ever conscious of the differing perceptions men and women have of the world, and she reproves his interpretation of situations in the Empire, because his role as a soldier colours his reactions.  She tells him that ‘your sense as a man forces you to admit that the Egyptians have a grievance – as a soldier you want to go and kill them for it’ (I:31).  At first Cheswick constantly regrets Ailsa’s gender, exclaiming ‘[i]f only you had been a boy’ (I:32), and ‘why were you not a boy?’(I:230), but as Ailsa demonstrates her great strengths he acknowledges her emergent identity as a woman.  Ailsa combines the best male and female attributes, showing an ‘uncommon common-sense’ (II:13) rare, Cheswick contends, in women, and contrary to Sweetie’s assertion that ‘we women do not do our duty as we ought.  I – I don’t think, you know, that we can.  I really don’t think that it is in us’ (I:49).  However, because of her acceptance at the age of twenty of the responsibilities of the management of St Gilbert’s, Ailsa’s passage from girl to woman is not that of ‘many girls of her age’ (I:82), merely ‘a succession of years as emptily civilized as the existence of a caged canary’ (I: 82).  Because she resents Colonel Cheswick’s irascible and selfish behaviour, Sweetie sees her step-daughter’s independent mind as a shortcoming, and despairs that ‘[s]he is just like her father in that way she has of not even seeming to see the difficulties once she has made up her mind’ (II:74).   

Cheswick’s changing attitude to his daughter reflects her developing identity, and he moves from calling her ‘little woman’ (II:20-21), and ‘little daughter of Eve’ (II:50), to responding to Ailsa’s exclamation that ‘were I a son – ’, that ‘I am glad that you are not.  No son could be to me what you are’ (II:50).  I have shown that this may be a sublimated sexual wish of Cheswick’s, but it is also a recognition of her role as a maturing young woman in whom, ‘all the aspirations of his boyhood [were] all clear and new’ (II:55).  Charging Jack with the future care of Ailsa, Cheswick admits that ‘[s]he is the only human being in whom…I have confided the whole state of my affairs’. Later when confiding in Jack Cheswick records the scant regard which he, and we feel many other Victorian fathers, had for their daughters as children.  He reflects that ‘when she was a child I thought very little about her.  She cost me at first my keenest sorrow’ (II: 114), and wished for a son in the hope that his own shortcomings might be addressed in this way.   He realizes that ‘I had not been learning… to think highly of feminine capacity.  A schoolgirl represented nothing to me but a creature who in due course must be married’ (II:114).  As Ailsa has matured as a young woman however, he is conscious that ‘[o]nly within the last year or two I have begun to realize that the girl I have is as well worth everything I might have done as any son, and infinitely dearer to me’ (II:115).  In his view ‘[s]he loves [St Gilbert’s] with a double love.  She has all the daughter’s romantic attachment to the home of her childhood, and she has the son’s respect for his father’s inheritance…Head and heart are bound here’ (II:117).   After this realization he addresses Ailsa as ‘my son’ and calls her ‘a man of honour’ (II: 137), and expects ‘no shilly-shallying and woman’s weakness’ (II:137) in thoughts of marriage.  These statements place Ailsa above any other, her gender overcome by her maturing identity as an ideal woman, combining as she does, ‘head and heart’.  
When Jack before his departure to war offers his protection and pledge to Ailsa, we can see that Shaw’s romantic imagery of the rose-bud opening to become a full-blown rose is as appropriate to Ailsa’s maturing identity as to her developing love.  Her selfhood is about to flower, as she moves from identifying herself as her father’s dependent daughter towards her own identity as an independent woman who will choose Jack as her lifelong companion. Shaw assures her Young Adult girl audience that Ailsa ‘was growing fast and consciously’ (III:12) and gives them, through her heroine, the possibility that they too will find that ‘horizon after horizon’ (III:12) will open up.   Despite the traumas they may have to endure (in Ailsa’s case she fears above all the death of her father), they like Ailsa can have ‘the rich young faith in life…[which] helped her into the new stage of life’ (III:15).  Through her dissection of Ailsa’s hopes and fears, Shaw is offering her readers a vicarious experience which will help establish their own maturing identity.  It is an identity in which informed, independent choices can be made.  This identity is not merely a position in society gained by the acquisition of a fortune or a title, but an internalized recognition of selfhood, reached by a process of emotional and intellectual maturation.  We are shown physical proof that, after her father’s death, Ailsa accepts her greater responsibilities, as she makes decisions and signs her own name ‘in spaces waiting for his own signature’ (III:155).  Shaw also shows that Ailsa’s emotional growth promotes her realization of her self identity, as ‘little by little the conviction grew that the mastery of spirit over circumstance is a not a mere mirage’ and ‘[l]ittle by little her pulses throbbed again to the young red blood of hope’ ( III:198).  

As she finally realizes that she could never marry Amyot, and writes to tell him so, Ailsa realizes that ‘by her late act she had cut herself free’ (III: 252).  Aware that her young female readers might face such a situation themselves, Shaw painstakingly relates Ailsa’s thoughts at this point.  She is ‘[f]ree for what?’ (III:252), and realizes that she is ‘[f]ree to aspire and to renounce’ (III:253).  She feels that it is ‘right that she should be strong to rule her circumstances rather than she should dwarf herself any longer to patient compliance’ (III:253).  Her newly realized identity as an individual is expressed as she ‘welcome[s]’ her new life ‘with all the reviving joy of youth, and faith, and hope’ (III: 254), and, as a result, ‘her own secret was revealed to her at last’ (III:255): her love for Jack Charteris.  Even her step-mother realizes that Ailsa is developing into ‘a woman of the world’ (III: 265) but it is not as a socialite, it is as a woman with an enviable identity of her own, and as a result, ‘her wit was stimulated, her mind had become more flexible, her perceptions crystal clear’ (III:265).  We may postulate that when Shaw states that ‘there is not a material possession in the world which is worth the sacrifice of yourself’ (III:273) it is not only Ailsa to whom the advice is given: it is Shaw’s entire readership of Young Adult girls. 

8.12     Conclusion: Is Colonel Cheswick’s Campaign a Text for  

Young Adult Girls?
Although it may not have achieved wide sales or lasting recognition, I consider that, for late nineteenth-century Young Adult girls, Colonel Cheswick’s Campaign offered both an absorbing narrative and a vehicle through which they might address issues particularly relevant to them.  In the unfolding experience of Ailsa Cheswick they were offered a resolution of problems particularly associated with a socially inexperienced, sensitive, shy, intelligent only daughter, whose intergenerational relationships are complex and often perplexing.  Shaw’s careful study of Ailsa’s interaction with young men of her own age, and the reasons behind the decisions she makes about love, could empower readers to consider their own situation through their vicarious involvement in Ailsa’s life.  Through the character of Mary Howard, Shaw offers an alternative reading, showing how an apparently shallow, intensely socially-aware girl from a large family of daughters, can defy expectations and also find selfless, long lasting love.  In this novel Shaw demonstrates that, although their experiences may be difficult and at times emotionally exhausting, Young Adult girl readers in situations similar to those of Ailsa and Mary might, like the characters, achieve self-knowledge and successfully establish an ideologically appropriate adult identity.  
However in considering why Colonel Cheswick’s Campaign faded so swiftly from public memory we may re-examine the approbation in The Literary World review of 1886 that Shaw’s novel provided ‘an oasis in the arid world of everyday fiction’.  Although to that writer it recalled the type of fiction ‘such as we used to enjoy before M. Zola and Mr. Henry James, Jr. took possession of their opposite poles of fiction’, and it was this ‘old-time quality’ which adults might have enjoyed, as the twentieth century approached, many Young Adult girls, prospective ‘New Girls’, might have found it increasingly alien to their lives and aspirations. 
  Although Ailsa initially challenges society’s expectations, and modifies them to suit her own life-choices, at the novel’s end we see her, like Mary, contentedly domesticated, the preferred option of Victorian ideology.  As Shaw herself demonstrated in her own journalistic career, horizons were widening for young women, and inspiration and instruction for life as a ‘New Girl’ were to be found not in novels looking back to an ‘old-time’ but in a new genre of adventure and career books which reflected a new freedom and independence in which marriage was not an ‘invariable destiny’ for girls.
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