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“HE MAGAZINE MARKET

fsall a question of how much a writer can stand to compromise

— Elizabeth Nowell to Vardis Fisher (1935)

- he 1880s and 1890s, rhodern rhass-circulation magazines came into being in the United
s, For the author they provided an important outlet for work and a major source of income.
ylore 1880, serious authors had only a few respectable magazines in which they could publish —
(e, Harper's, the Century, and three or four others. Such magazines were usually allied with
hook publishing firms and addressed a relatively well-educated and genteel audience. They tended,
neditorial philosophy, to pattern themselves after such British models as Blackwood’s, the Edinburgh
furew, and the Fortnightly. In the 1890s and early 1900s, however, editors and publishers like Frank
Munsey, S. S. McClure, John Brisben Walker, Edward Bok, and George Horace Lorimer began to
produce mass-circulation magazines for a vast middle-to-lowbrow American readership that
hiterto had not been addressed successfully. Advances in printing technology — especially in the
eproduction of illustrations — made it possible to manufacture visually attractive magazines in huge
printing runs and to price them at fifteen cents or a dime, well within reach of these new audiences.
During this same period, America was making the final transition from a largely agricultural
tnomy to a predominantly industrial one. Urbanization, growth in average income, better public
efucation, and an increase in leisure time combined to produce a ready audience for magazines that
pblisned popular fiction and articles of general interest. During the first half of the twentieth
tntury the American author could publish stories and serialize novels in an unprecedented number
ad variety of such magazines.
‘ The great boom in national retailing and the growing importance of brand names made mass-
atlation magazines the ideal advertising medium for American business. Indeed, it was the
Pﬁnership between advertising and magazines that made possible the enormous growth of the
i:;?::;al i“dUStry in the United States. Magazine publishers could sell their magazine-s for 1:? ;han
1 beC:,I; C<.)sts and still take substantial profits from advertising revenues. Magazine publis er;
¢ Intermediaries between specific groups of businessmen and homogeneous groups o

fead } >
5. A publisher had to devise an editorial philosophy that would appeal to a particular body of

l‘eade : . 2
Wan v Cquire material to fit that philosophy. Then space had to be sold to advertisers who
e was

ted ¢ i
O Present thejyr products to that segment of the retail market. Almost every magazin
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designed for a well-defined public, large or small, within the total population, As 5 con;

ups,

i in reading matter and in consumer gy,
magazine publisher came to be a dealer both i g g

The great success of magazines such as the Saturday Evening Post, Ladies’ Home

jouma]’ Redl,o
Munsey’s, Collier’s, Woman’s Home Companion, the Delineator, Cosmopolitan, McCall 5, Li

Jberty, the varj

for ﬁcﬁon
and began to make the services of a good literary agent indispensable. Agents became

ok,
Oug
Writers
l)ro](ers
rk and intrg.
oincidentany,

McClure publications, and many other magazines opened up high-paying markets

between magazines and authors, guiding writers to editors who f:ould us.e their wo
ducing editors to authors whose writing would fit the need.s of their magazlnes. Not ¢
advertising agencies began to spring up in New Y‘o.rk and 1{1 other publishing 'Centers at about gy
time. Such agencies facilitated dealings at another ‘interface’: they bro.ught buslnesses in tough with
magazines that would reach their particular markets, helped thesi: l:usmesses with COP)“Writing 3
layout, and carried out elementary experiments in market arlaly.s15.

The important role played by advertising in the magazine industr
magazine like the Smart Set, which addressed a limited and sophisticate
be risqué or controversial because it charged a high price per copy
from name-brand national firms. The drawback for the author was
magazines of its kind paid low fees — from one hundred to four hundre
even less for nonfiction, Writers who wanted to publish in mass-circul
financial rewards and wide exposure of such publication had to be
those markets. That usually meant turning out a relatively bland pr
mass-circulation magazines was written to order. Experienced au
Eric Ambler would recejve specific instructions from editors abo
and length. The editor might even dictate the point of the article,

y had an effect op content, 4
d readership, could afforq to
and did not coyrt advertigi,

that the Smare §e¢ and other
d dollars for a short story and
ation magazines and enjoy the
ready to tailor thejr work for
oduct. Much of the Mmaterial ip
thors like John P, Marquand ang
ut subject matter, structure, tone,
story, or poem; the author would
-upon price, negotiated by the agent.

th Tarkington, who for over thirty
ional magazines — particularly from

s pro-business and Ppro-success, The

Self-Made Merchant’, Few deviatio

d in the Post and an author had to be
willing to conform in order to publish there,?
Most of the stories Tarkin

: however. Political themes, for exam
returned Tarkington's story “Ripley, Try to Be Nice’ in April 1939 be
5 Deal Propaganda and we haye bur

nt our fingers on Propagand o : oved the

i ganda stories’. Tarkington rem
political references and sold the MaNUSCript to the Pogt op, 5 second try.} gt
Near the end of his life. Tyy Y

cause ‘it is patent anti-New

Kington’s fiction — heretofore relentlessly upbeat — began to take

¢ The Man of the Fami] ialization by the Post
in February 1940 becayse fiction editor Adelj;ide W, el e st .

e Neall thought it ‘very depressing reading, 3?‘1 ft
For almost the frg tf ess-m%fp e <o hat makes us doube i as a serial for a popular magazinc -
Wy iy me in the long lustory of his dealings with the Post, Tarkington was moved 0

* orrespondence followeq with Neall aboyt such subs ‘reality’ and ‘life’. but she ¥
Not persuaded, ¢ am not Prepar ubjects as reality’ and ‘life’,

€ With you whep, You say that none of our lives has 2 hapP

ed to argu,
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¢ him. Then she added with incontrovertible commercial logic: ‘Isn’t that perhaps
g he ert o read stories that suggest that perhaps some of the characters are going to find
o cople wan. on gave in and by early March 1940 was revising his serial. He still retained his
happines_s?’ F;:;l;l;,gznd his knack for compromise; on 18 March, Neall accepted the revised novel for
pagin® ve o her © ongratulatory letter she told Tarkington, with no apparent irony: ‘We have all

" be scemingly effortless skill with which you have repaired the weaknesses — from a
dmirB6 W — in MAN OF THE ramiLy.’ Neall was not quite finished with the novel, however.
oint Orftv;ille)’s to Tarkington in April, she directed that he cut ‘hells or damns or other swear

hich she had queried in the margins. He could have a few, she noted, but only a few.*

Serial P h
hen she *¢
' Jdlof w

wordsé » willingness to compromise would not always guarantee a sale, especially if the material
ven

tive serial involved a woman of doubtful moral behavior. Zona Gale’s novel Light Woman
ina Pro_sf’ecn sctress who refused to marry the man with whom she had been living because, after
dealt wx.tfhna of the time, she was opposed to the idea of marriage. The manuscript had another
Zhe if:: Eas well — it contained a suicide. Ladies’ Home Journal turned down Light Woman in 1934 as
ray

3 id Cosmopolitan, €Ven after Gale had offered to change her ending and have her heroine marry the
1

Edwin Balmer at Redbook stalled, then asked for a new ending; Gale rewrote her conclusion,
an.

Lnt Balmer still rejected Light Woman. Through Paul Revere Reynolds the novel was offered in
u

~ ccession to Woman ’s Home Companion, Pictorial Weekly, Harper’s, Scribner’s, McCall’s, the Delineator,

Colliers, and even the New York Herald Tribune, which sometimes printed first-run serials. At that

point Reynolds gave up and returned the manuscript to Gale, who, through a friend, played a long

shot and sent the novel to Liberty. That magazine, to Gale’s great relief, bought the serial rights. Gale

had learned a hard lesson about the kind of behavior expected of heroines in popular magazine
fiction.”
Money from the magazines was extremely important to writers before 1940. Indeed, they
often made a good deal more from serial rights than from book royalties. Between 1919 and 1936, F.
Scott Fitzgerald earned some $225,784 for his magazine fiction as opposed to on]y $66,588 for his
novels. Theodare Dreiser, in the early 1920s, was still relying heavily on fees for magazine work to
meet his day-to-day expenses. Dreiser was by then in his early fifties and was the author of five
novels, including Sister Carrie, Jennie Gerhardt, and The Financer, but those books brought him little in
the way of dependable income. And Edith Wharton, to take one final example, left Scribners for
Appleton in part because the latter house offered more profitable arrangements for serializing her
novels in magazines.® Serial money, collected in advance, could make it possible to complete a book.
A dependable writer whose work was in demand could often contract for serial rights on the basis of
a manuscript that was only about one-fourth complete. If an editor liked the finished chapters and
the accompanying synopsis of the rest of the story, the magazine would buy the serial rights for a
stated figure, payable in installments. An advance of perhaps one-third of the money would be made
initially. The author lived on these funds while composing subsequent chapters and collected further
checks as later chapters were delivered against specific deadlines. Often the early chapters were
funning in the magazine before the final chapters had been composed. When these last chapters
“ere delivered, the author received the remainder of the money and was free to begin revising the
nove] for book publication.
lend thil::::i:ntly, howeVer,. the auth(‘Jr .had. to pay an artistic price. for .serial publ‘ication. Some n'ovels
Ves more readlly to serialization than others: an episodic story with a chronologlcally
“anged plot, for example, can easily be presented in coherent segments over a five- or six-month

period , Ol'l the
f

i:;?;lent flashbacks and dislocations in chronology will not appear to best advantage in monthly

other hand, a novel written within a twenty-four-hour time frame or a narrative with

E ments, A Farewel] to Arms, for example, is a relatively straightforward narrative; it was a simple
a
ter for Scribner’s Magazine to serialize the book in six segments from May to October of 1929,
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Tender Is the Night, by contrast, has a complex time 'frame' and em a
that takes up the middle third of the book. By splitting t?us three-part nove] into foy, ; ?ne"%
Scribner’s Magazine made the potentially confusing narrative s.tructure quite difficy]g ¢, folloy, :_“s,
gerald was convinced that most reviewers of Tender had read it as a serial and thyy they hag go‘tt ity
negative first impression of the book in that medium.
Authors who were interested in selling serial rights obviously needed ¢,

with serialization in mind from the beginning, taking care to structure the nar
suitable for monthly magazine publication. James Boyd’s first novel, a historicg
Revolutionary War entitled Drums, had not been written in this fashion,

ploys a major flashbyqy

O Write the,

. l’lOVe]s
rative in i’“taulnems

ture ahey the

5 al'ld RObert
on in 1924 be

Cause of
thod which, Teprodyces
evelopment of , stron

essary in a seria|’| Wrote
care to tailor by Many.

1 adven

howeve
Bridges, editor of Scribner’s Magazine, turned it down for magazine publicati

Boyd’s technique of delineating character. “The very excellence of your me
the character through a succession of episodes, rather than through the d
story, seems to me to stand in the way of that impelling interest which i nec
Bridges to the young author. In composing subsequent novels, Boyd took
scripts for the serial market. For example, when he sent the first installment of Rojf River to Machu
Perkins ten years later, he noted: “The action is sustained, and the break is logical. I haye an idea ghyy
the succeeding installments will not only be briefe movement angd therefore
satisfactory from a serialization standpoint’.”

Concessions to taste and decorum also
Hemingway to omit numerous words and lines
strong for magazine presenta.tion.8 Pre
gerald’s 1926 novella ‘The Rich Boy’ was mad

r but more rapid in

¢ time I will send you a copy of how it will appear in
book form somewhat stronger in tone,’®
Some authors saw serialization ag undignified. Ellen Glasgow, who was much concerned about
her literary reputation, all but forbade her a

gent Paul Revere Reynolds from offering serial rights for
~ her novels to mass-circulation Magazines, '°

More business-minded authors simply saw serialization
a source of additiongy] income, In answer
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itan Magazine. Fitzgerald was unhappy, but the only satisfaction he received
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vey at Me“OPOI . . . ; : 13
corl Ho e unctt text pubhshed in book form by Scribner’s after the serial run was over.

i seeing ho wrote regularly for mass-circulation magazines sometimes found themselves
W
I

Authors o material. After the great success of her two-volume Early Life of Abraham Lincoln
revi

t by P
0, 1da Tarbell fou
’ ere magazine editor

4 in her biography-

1 4 ] .
reate ests that she write up this or that incident; sometimes Tarbell would pay a percentage
eq

¢ to the source of the material. She probably could have made her way easily for

1d that there was virtually no way she could stop writing about Lincoln, so
s that she do follow-up articles on incidents from his life that she had
People who had known Lincoln or had observed him would contact

her With r .
fher g3 .

t of her career ' _ .
d,eresdt work with different material. So eager was she to write on other subjects that she
(0]

by manufacturing little else but spin-off articles on Lincoln, but she very much

want€

roposed to Reyno
wasd ‘rather long an ‘ '
Stephen Vincent Benét’s short story “The Devil and Daniel Webster’, published first in the
soturday Evening Pos
ghologized in nUMETOHS high school textbooks. The story was also adapted for radio and the
an

oies; later a stage play and a television production were mounted. Benét found a ready market
m ]

1ds a lengthy article on ‘the rise of the hookless fastener’ — to us, the zipper. It
d dramatic story’, she assured him."*

. on 24 October 1936, brought wide notice to its author and was quickly

hereafter for short fiction based on incidents in American history, but eventually he tired of the

material. He complained in a letter to his agent, Carl Brandt, and asked that Brandt try to interest
magazine editors in something else. Brandt, however, did not seem to understand the problem: ‘Iam
much interested in the spread of your patriotic writing’, he wrote Benét. ‘In all seriousness, I don’t
see how you can get out of it or think you should.’® Still, Benét felt trapped by his own success with
‘Daniel Webster’.

Something similar happened to William Faulkner in his dealings with Scribner’s Magazine
during the early 1930s. Faulkner sold a cut-down version of ‘Spotted Horses’ to Scribner’s in
February 1931 and thereafter had difficulty selling them anything else for a time, so determined
were they to have another Flem Snopes story. K. C. Crichton, assistant editor of the magazine,
wrote Faulkner, “We regret that it has not been possible to accept more of the stories you have
offered us, but on Flem Snopes we are clear. He is our character and we think that in your hands he
will become one of the great characters of literature’. Faulkner was probably flattered, but
unfortunately for Scribner’s he had found a higher-paying market for his Flem Snopes material — the
Saturday Evening Post. In the meantime he sent other stories to Scribner’s, including ‘Rose of Leba-
non’, ‘Idyll in the Desert’, and ‘All the Dead Pilots’, but all were turned down. ‘“We have become so
hipped on the thought of Flem Snopes’, wrote Crichton, ‘that we are confining all our prayers in the
h°P1t;at G]esorge Horace Lorimer will be struck with lightning just at the time those pieces of yours
reach him.’

Fitzgerald must have felt similarly trapped in 1937 when, down on his luck and living in a
SCEd‘y hotel in Tryon, North Carolina, he was desperately attempting to manufacture amusing love
Stories, in his old style, for the Post. Fitzgerald was heavily in debt to Charles Scribner’s Sons, his
Publisher, and to Harold Ober, his literary agent. He had been in debt before — indeed it was almost
:l:)crrtpfe“l‘al condition for him after 1920 but he had always been able to rescue himself by writing

imse];C:llOIll for t‘ht'z Post and other mass-circulation magazines. In fact he had even trli;:d to have
Wl ;(lttared virtually an employee’ of the Post in 1932 for i'ncome tax purposes.‘ By 1937,
is Sitl,latl' zgerald had lost the knack of turning out salable material for the popular .ﬁctlon marlfet.
Pitzgeralg ;On T/vas caused in part by his inability to write convincingly about his prototypical
oFbis g G-rome_ Young, beautiful, and willfully independent, she had been a feature of nearly all
gazine fiction since 1919. By 1937, however, Fitzgerald was no longer much interested in

- and his e . . .
Peated attempts to recreate her in his post-1935 stories were unsuccessful. These
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. : AT - is carlier Post fiction is there ;
stories arc puzv.lmg: the familiar matter of his earlic ) but the Manpe
vital sisterg from

ands of hig Mmarke

; Tis ]acki
- . -iously diminished versions of their more enpagin : ng.
The heroines are curiously diminished versions of the gaging, F“derald'
s

t, Whi(}h, iy

carlicr stories, As a working author, however, he had to meet the dem
he interpreted it, still wanted his heroine.

In March 1937, living in the Tryon hotel, the weary Fitzgerald bcgan a stor

lent in w
named Gwen Davis, donned an inflatable flying suit and floated out the windo

y of Young |,
hich his hey,
W of 5
rk into

entitled ‘A Full Life’. The manuscript opened with an improbable incic :

1
Manhanan
the story,,
ater from the deck
his writing wig, ,

but as one reads ﬂlrough the
surviving draft of the story, one sees that his heart was not in the work IS artificy
(= ]

characters are woodcn, and motivations are unclear.

skyscraper. This was to be the first occurrence of a motif Fitzgerald wanted to wo
motif of flying and falling. Gwen flies and falls first from the skyscrapcr window, |
of an ocean liner, and finally from a circus cannon, Had he been able to inject
suitably light tone, Fitzgerald might have brought off this little fantasy,

: Plotting

About midway through the draft, Fitzgerald apparently realized what wag happcning and, in
disgust, worked a freakish detail into the story. He quite literally fi with dynamite,
she marries th,
r she becomes,

performing name js
“The Human Shell’ - and indeed she s 4y
his inability to bring his dynamite-fi
trying to manufacture yet another light romance for the Post, Fitz
gesture in his manuscript. He blew Gwen up. The e
was heard as far away as New York City. This grisly li
mind during his famous Crack-Up
writing one kind of story about one

Many authors of novels and
imposed on them by mass-circulati

lled his heroine
Gwen leaves her childhood home because she does not want to ‘raise the roof’, Later
son of a gunpowder manufacturer because she has ‘always hclongcd to him’, Still late
circus daredevil who makes her living by bcing shot from a cannon, Gwen’s
symptomatic of Fitzgerald's dislike for her: he dubs her

empty character. Discouraged by lled heroine to life and tired of

gerald made a macabre private
xplosion killed a man standing next to her and
ttle tale reveals much about Fitzgerald's state of
period. He felt victimized by his previous success, locked into
type of character — a heroine about whom he no longer cared."
short fiction chafed under the formal and structural limitations
on magazines. They disliked the simplistic, undeviating pattern of

ally with action or dialoguc in order to capture the attention of a
reader paging through an issue; it was rigidly plotted and moved relcntlessly toward an artificial

climax; and it ended with a ‘fina] suspiration’, often faintly saccharine in tone, usually in the
advertising pages at the rear of the magazine.” Some writers (Sherwood Anderson, for example)
could not adapt to these limitations, Other authors — Fitzgerald, Faulkner, and Dreiser among them

- = learned to work more or less within the formula and eventually turned out some very good short
fiction for the big-audience slicks, Writing for hi

ébl‘m}?ﬂsineu. Editors and staff
~ editorial requirements fluctuat

the ‘formula’ story: it hcgan typic

gh-paying magazines, however, was not a predict:
readers changed with some frequency at the various magazines, a'nd
ed. Writing for the magazines took patience, adaptability, and a thick
€r€ was no sheet of dos and don’ts for prospective authors to follow; length, subject matteh

anguage, plot, characterization — all had to be negotiated by a complicated system of i and
inference and suggestion

T » submission, rejection, and submission. The work could be frustratci
8 but the potential financial rewards were large, In fact, most American authors before Wor
W@r I saw the magazine market as virtually their only source of big money. After the war, however
different ways of publishing one’s work, or adapting it to other media, began to emerge- Boofs
r distributed through book clubs or reprinted as paperbadfs; s;:ci
presentation on the radio, stage, screen, or lecture circuit.

t
.y et abo!
gnificant amounts of money for some books. The author $

. fwhﬂt
come and lcarning how to exploit the full earning Potcntlal o!
a ‘litcrary propcrty:.

translation rights could yield s
tapping thesc new sources of j

was now bcginning to be called
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