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At midnight on 10 January 1901 Joseph Conrad put down his pen having finished “Typhoon.”
 The manuscript was sent to his literary agent, James Pinker, the following day. A new phase in his literary career was beginning for Conrad: although he was unaware of it, the manuscript that went to Pinker was to mark the beginning of the end of Conrad’s relationship with Blackwood’s Edinburgh Magazine, where he had been publishing his work since “Karain” in 1897. After William Blackwood rejected “Typhoon”, Pinker successfully negotiated for the story to appear in Pall Mall Magazine.
 Although “Amy Foster” had appeared in The Illustrated London News a month before “Typhoon”, it had not been finished until June 1901 and was accepted after “Typhoon” had been placed. “Typhoon” thus marks a turning point in Conrad’s career and in his relations with his publishers. Pall Mall was notable for another landmark for Conrad: the magazine, unlike Blackwood’s, was an illustrated monthly. The artist chosen to illustrate “Typhoon” was Maurice GreiffenhagenhaPause . This was the second time that a Conrad tale had been illustrated, and Pall Mall was fortunate in its choice of artist.
 Conrad was impressed: Greiffenhagen was an illustrator for Rider Haggard’s work, and an accomplished artist who contributed illustrations to The Daily Chronicle, The Lady’s Pictorial and Punch.
 

The textual differences between the near-simultaneous serialization of “Typhoon” in Pall Mall Magazine (January-March 1902) and the New York Critic (February-May 1902) have been examined in detail by Dwight Purdy, who notes four different kinds of “discrepancies”: “structural changes”; “substitutions in words and phrases”; “amplification, where parallel passages in one or the other text are considerably fuller”; and “revisions that effect characterization”.
 Purdy’s concerns are mainly textual whereas this paper will give an overview of Pall Mall Magazine at the time of the publication of “Typhoon”, outlining the context within which Conrad’s story appeared. Conrad’s shift from Blackwood’s Edinburgh Magazine to Pall Mall marked a transitional phase in his publishing history and this paper will address Conrad’s negotiations with Pinker and his apparent misgivings about publishing in a more popular magazine, as expressed in his letters. Finally, a detailed discussion of some of Greiffenhagen’s drawings for the Pall Mall serialization of “Typhoon” will seek to account for Conrad’s enthusiasm for this particular artist. 

Pall Mall Magazine 

Between 1902 and 1913 Conrad had nine publications with Pall Mall. Four of these, “Landfalls and Departures” (January 1905), “Emblems of Hope” (February 1905), “The Fine Art” (April 1905), and “Rulers of East and West” (May-June 1905), were ultimately to form seventeen of the forty-nine sections of his memoir The Mirror of the Sea (1906). Five stories also appeared in Pall Mall: “Typhoon”, “Tomorrow” (August 1902), “Gaspar Ruiz” (July-October 1906), “The Duel,” (January-May 1908), and “The Inn of the Two Witches” (March 1913). By 1902 Conrad was having disagreements with Blackwood’s, and his new agent was already seeking alternative publishers. With Pall Mall Conrad would get exposure to a wider domestic audience and would still be writing alongside some of the most prominent literary figures of the day. 

Pall Mall Magazine was founded by the multi-millionaire William Waldorf Astor, whose great-grandfather was John Jacob Astor. John Jacob had become the richest man in America, bequeathing to his family over twenty million dollars. His great-grandson William used his huge inheritance to invest in the arts through various publishing ventures. Ultimately he became associated with two of the most prominent names in twentieth-century journalism history: William Randolph Hearst and Alfred Harmsworth, Lord Northcliffe. From 1882-85 William Astor served as the US minister to Italy. He eventually moved to Britain in 1893, where he acquired the Pall Mall Gazette and promptly founded the Pall Mall Magazine in an effort to rival the Strand Magazine by attracting a middle- and upper-class readership.
 Initially published by Routledge, the magazine was based in London with offices in the Astor Court Building in New York. Astor appointed Lord Frederic Hamilton and Sir Douglas Straight as editors, but from September 1896 until December 1900 Hamilton acted as sole editor. In January 1901 George R. Halkett assumed editorial responsibility, passing the mantle to Charles R. Morley in July 1905.
 Having failed to establish a secure identity, the magazine was in decline by September 1914 and merged with Nash’s, a largely literary magazine, to form Nash’s Pall Mall. It was relaunched separately in May 1927, but by October 1929 it had merged again with Nash’s and was ultimately to be subsumed into Good Housekeeping in 1937.
  

From the outset Pall Mall courted literary celebrities: Rudyard Kipling met Bret Harte at the dinner organized by Astor to inaugurate the magazine.
 The first edition included contributions from Harte as well as Hall Caine, Sir Arthur Conan Doyle, Rudyard Kipling, Algernon Swinburne, and Israel Zangwill. Artists such as Aubrey Beardsley, Sir Frederick Leighton, and Laurence Housman were commissioned to illustrate contributions for early editions and by the time of Conrad’s association with the magazine, Greiffenhagen had joined the staff. W. E. Henley briefly replaced Quiller-Couch as the magazine’s bookman, a position previously held by Zangwill. Pall Mall went on to publish work by Rider Haggard, Henley, Ford Madox Heuffer (later Ford), W. H. Mallock, Ouida, Bram Stoker, W. M. Rossetti, Katharine Tynan, and H. G. Wells. Keir Hardie, Winston Churchill and Max Beerbohm were numbered among the contributors, and the magazine serialized Stevenson’s posthumous historical novel St. Ives.
 Pall Mall also published Thomas Hardy’s controversial short story “An Imaginative Woman”, George Meredith’s Lord Ormont and his Aminta, and Arthur Symons’ “Flowers”. The short stories “Back in the Army Again” and “Follow Me ‘Ome’” were among Kipling’s contributions.
 This list of contributors demonstrates an open-minded editorial policy: the writers represent a broad political spectrum, and the fiction ranges from the conventional to the avant-garde.
 The fact that Pall Mall had published some of H. G. Wells’s early short stories may even have influenced Conrad in its favor; he was still on very good terms with Wells in 1901. 

The 1890s was a boom period for literary magazines, and the most successful decade for Pall Mall. On both sides of the Atlantic developments in printing technology were transforming the publishing scene. James L. W. West outlines the effect of these changes for the American literary press in terms that could be applied to the British scene: 

Advances in printing technology—especially in the production 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 … Urbanization, growth in average income, better public education, and an increase in leisure time combined to produce a ready audience for magazines that published popular fiction and articles of general interest. (West in Finkelstein and McCleery, 269)

Richard Ohmann notes how the new magazines of the 1890s “greatly increased visual display”: “To flip through the pages of one of these magazines was to have the eye pictorially arrested dozens of times, hundreds if the advertising pages are included. The initial impression, and perhaps the appeal, was as much of pictures accompanied by print as vice versa” (Ohmann, 224). By the time Conrad joined its lists Pall Mall was just such a publication. It was visually impressive with lavish illustrations, sometimes in color, for most of its contributions, both literary and factual.

In Pall Mall, as in many of the new magazines, reputable authors like Conrad were published alongside anonymous poetry, children’s stories, and articles of general interest from at home and abroad. This formula had been established in Britain by George Newnes’s Strand Magazine early in the 1890s in a break with the more traditional style of serialization in literary periodicals; rivals like Pall Mall followed suit. Sullivan suggests that the “Strand formula created a large demand for the short story, a genre hitherto not very significant, artistically or commercially, in Britain” (Sullivan ed., xxi). The Strand (1891-1950) was one of the most successful magazines of the late nineteenth century. As well as Pall Mall, periodicals such as the Harmsworth London Magazine, the Idler, Pearson’s and Windsor Magazine sought to capitalize on its formula, and often published authors who had appeared in the Strand.

On its launch, Hamilton and Straight had high-minded ideals for Pall Mall. Their editorial policy was outlined in the October 1893 preface: “The Magazine was started in the belief that there was a large and influential section of the reading public who would cordially welcome and heartily support a periodical that aimed at securing, and maintaining a high and refined literary and artistic standard” (Reprinted in Rutenberg in Sullivan ed., 306). However, by 1895 Pall Mall was reliant on popular writers like Haggard, Ouida, and Grant Allen for contributions, and Rutenberg notes that in 1894-5 few prominent literary or political figures featured “as the editorial thrust of the periodical seemed to shift”. He deduces that the “editors or publishers were increasingly unwilling or unable to remunerate major writers” (Rutenberg in Sullivan ed., 307). In an effort to secure a wider audience, the Pall Mall Story Book was introduced in 1909 to appeal to a mass audience. Ultimately, though, the magazine failed. As Rutenberg explains:

The besetting fault of Pall Mall was its uncertain identity. Beginning as a serious literary and artistic periodical, an illustrated journal of belle lettres and significant nonfiction, it gradually lost its purpose. Originally eclectic and claiming indifference to aesthetic quarrels and cultural pettiness, it became the organ of the philistines, as it glorified stately houses, silver nefs, and shooting. However, when circulation ebbed, the publisher once more sought a mass audience, through the Story Book, only belatedly to restore quality to its writing in the final volumes. (Rutenberg in Sullivan ed., 309)

Yet, despite the banality of some of its contributions, in 1901 Pall Mall Magazine had secured Conrad as one of its contributors and published one of his most highly regarded works, “Typhoon.” 
Conrad, Blackwood’s and Pall Mall Magazine
The move to Pall Mall was a significant shift into new publishing territory: while Blackwood’s had one eye firmly on the colonial market and encouraged stories from or about the colonies, like those of Conrad, Sir Hugh Clifford, and Frank Swettenham, Pall Mall had a more domestic flavor. “Typhoon” was flanked by personal articles like “Tragic Blunders: My Domestic Pets and What Became of Them” by Lady Dorothy Stanley, “On the Wrong Side of Things: A Story for Children” by Christian Burke, and “A Rural School: My Experiment in Technical Education” by the Countess of Warwick. Literary figures such as William Archer, Max Beerbohm, G. K. Chesterton, and Zangwill also featured in the same editions as Conrad. Since nearly all of the contributions were accompanied by drawings or photographs we find in Pall Mall Magazine some of the earliest illustrations of Conrad’s work, notably the Greiffenhagen drawings. Blackwood’s lacked illustrations and was densely printed. William Blackwood had courted Conrad as an author because of the colonial and sea-faring nature of his early work. In that sense the pieces for The Mirror of the Sea would have been suitable for Blackwood’s; “Gaspar Ruiz” might have been acceptable; but such stories as “Tomorrow,” “The Inn of the Two Witches” and “The Duel” have a more commercial quality, perhaps better suited for publication in a magazine such as Pall Mall.

Pinker astutely identified Pall Mall as a possible alternative outlet for Conrad, recognizing that he needed to reach a wider audience. Conrad had initially rejected Pinker’s services in 1899, but on 8 October 1900 he promised Pinker that he would soon have two stories to “place serially,” one of which was “Typhoon” (CL 2, 295). By 23 January 1901 Pinker had been negotiating with Pall Mall through Halkett, who, probably echoing the fact that the magazine could not afford to pay for quality work, felt that “Typhoon” was “too long and too expensive” (CL 2, 321, n. 1). Conrad, oblivious to Halkett’s reservations, was pressing for better payment, declaring to Pinker on 23 January 1901: “I think—since you ask me—that £75 is a disappointing price. But for all practical purposes I have no opinion in the business. I wired you that I could get 100 from B for the story.” It seems Conrad was trying to persuade Pinker to negotiate further with Pall Mall and was presuming on his reputation and record with Blackwood’s when he asserted that he could place it there. 

Money, though, was not Conrad’s only reason for shifting from Blackwood’s, as he went on to explain: “However I don’t want to go to B for the present for many reasons—one of them being that I wish to reach another public than Maga’s” (CL 2, 321). Yet, by early 1902 he was resenting what he regarded as the cynical world of popular magazine publishing and yearning to be back in the Blackwood “family.” If Conrad is to be believed, on 5 February 1902 he explained to George Blackwood: “Every one of the 80000 words I’ve written … since the end of Lord Jim has been written with the regret that they were not destined for Maga. My ambition had never been to see myself drawn, quartered and illustrated in a Magazine run for the Million by a Millionaire” (CL 2, 380). 
 On 7 January 1902 Conrad confided to David Meldrum, Blackwood’s literary adviser who had been instrumental in getting Conrad onto Blackwood’s books, that “to appear in P[all] M[all] M[agazine] and the Ill: Lond: News is advantageous no doubt—but I only care for Maga, my first and only Love!” (CL 2, 368). The advantage that Conrad perceived was possibly the opportunity to reach a wider domestic audience, and thus boost his reputation and, no doubt, his income. But such overtures were to no avail: “The Brute” and “Freya” were subsequently rejected by Blackwood’s. 

In the early stages of his association with Pinker, Conrad, presumably anticipating larger sales and fees, seemed to be excited about his change in direction. On 14 January 1901 he was actively urging publicity for his forthcoming work: “I wish, whatever publisher you capture, could be induced to make a certain amount of fuss about the story ‘Mr. J Conrad’s new tale Typhoon begins in … etc etc.’ That kind of thing. The public’s so used to the guidance of Advertis[e]ment! Why! even I myself feel the spell of such emphasis” (CL 2, 319). Advertisements for various commodities and celebrities during the nineteenth century had “already made them familiar to city people, in public spaces like the exhibit hall and the department store. Magazines brought them into the home, into the hands, before the eyes” (Ohmann, 224). Conrad evidently wanted to benefit from such exposure. 

Yet, embracing of the world of advertising is at odds with Conrad’s expressed yearning for the closed, safe, world of Maga, suggesting a calculated approach in his correspondence, a need to cultivate new publications and a new audience, but, at the same time, he was trying to smooth over his relations with Blackwood’s. However, Conrad was shrewd in recognizing the power of publicity that publication in a more populist magazine would afford him. He was no doubt looking at the success of popular authors in such publications as Pall Mall and the Strand and yearning for such a profile for himself.
 Blackwood’s would have spurned such blatant promotion of its authors, relying instead on its reputation for the kind of writing that was, as Conrad himself later noted, the staple literary diet of the colonial clubhouse.
 

Nevertheless, despite his desire to court publicity, Conrad was sensitive about having retained a literary agent. He wrote to Edward Garnett on 10 June 1902 in embarrassed and somewhat nettled tones: “In so far as writing to you I hardly dare look you in the face. Why do you introduce the name of Pinker into your letter? It is almost indelicate on your part. The times indeed are changed—and all my art has become artfulness in exploiting agents and publishers” (CL 2, 424). On the day he finished “Tomorrow,” 16 January 1902, he declared ruefully to Pinker that the story was “ ‘Conrad’ adapted down to the needs of a magazine,” adding that the word restrictions imposed on him caused him to “resent the thing’s existence” (CL 2, 373).
 The word restrictions may well have been due to editorial policy at Pall Mall, designed to reduce payment to authors. Certainly, publication in the popular market had come at a considerable cost to Conrad’s sense of artistic integrity, yet his characterization of magazines as a tiresome and debasing necessity is perhaps not to be trusted: “Typhoon” is, after all, one of his best works. 

However, the payment for “Tomorrow” seems to have soothed his irritation somewhat, for he wrote again to Pinker on 17 March 1902: “I am glad you got forty from PMM. Frankly the story is worth it” (CL 2, 394). Despite his declaration of fealty to Blackwood’s, Conrad was pragmatic when it came to financial affairs, and as David Finkelstein says: “Success with and higher fees from other publishing sources soon meant that the Blackwood firm would be dropped from consideration for any further Conrad work” (Finkelstein, 148-9). Yet, as we have seen with “Tomorrow,” Conrad was consciously seeking new publishers and deliberately writing for a new market. He must have been buoyed by some degree of financial success because just a year earlier he had complained to Ford Madox Ford that he was not happy with the terms for his “sketches”.
 “Halkett really is a last resource,” warned Conrad, indicating either that he had not been happy with the remuneration for “Typhoon” and “Tomorrow” or that he was unhappy about publishing in Pall Mall itself (CL 3, 142). 

In January 1902 Conrad told Pinker that he was still “in a devil of a fix” with his finances. Karl points out that at this point Conrad was between major literary projects and that “Typhoon” and “Tomorrow” “must have seemed to him marking time” (Karl, 491). On David Meldrum’s recommendation William Blackwood had just rejected Romance without even reading part III.
  Blackwood’s relationship with Conrad was under strain, not least for financial reasons. The major problem for Conrad and Blackwood’s was not so much the quality of his short stories but the question of finance and the complication of being represented by an agent. Finkelstein observes that “Conrad’s relationship with his publisher William Blackwood and with literary agent James Brand Pinker reflects the changing nature of and tensions within British publishing practices at the turn of the century” (Finkelstein, 145). Literary agents had acquired a reputation, often unfounded, for sharp practice, and Blackwood’s feelings of amity eventually cooled toward Conrad because of his association with Pinker: “After Conrad notified William Blackwood in writing that Pinker had assumed agency duties as of 16 February 1903, negotiations for his work assumed an impersonal tone, with documents and discussions centering on costs, royalties, and copyright issues” (Finkelstein, 148).
 

The relationship with Blackwood’s was thus all but over in 1902: only “The End of the Tether” (July –December 1902) and the two “sketches” remained to be published there. Pinker’s decision to broaden Conrad’s publishing base had paid off when Pall Mall accepted “Typhoon”. The magazine would not have had the cachet of Blackwood’s, despite the list of well-known literary figures publishing there, but Conrad was left with little choice. Under Pinker’s agency he was spreading his wings, publishing in the Illustrated London News and Pall Mall; the popular and financial success of Chance (1912) and publication in the New York Herald lay ahead. Nevertheless, branching out into the domestic market must have been unsettling, as suggested by Conrad’s comment that Maga was his “first love”. In Blackwood’s Conrad could identify with the colonial experiences of his fellow writers. Indeed, he may have felt more comfortable in the predominantly male atmosphere of Maga than in the more domestic, and often feminine atmosphere of Pall Mall. The writer who collaborated with Ford Madox Ford, who debated literary style with Henry James and H. G. Wells, must have felt uncomfortable within the context of a magazine like Pall Mall. 

Pall Mall: The Popular Context

As already noted, Pall Mall targeted a primarily British domestic market: its readership was of both genders, young and old. The nature of the contributions suggests that the magazine aimed to interest the whole family: children’s stories sit side by side with documentary pieces about the Empire; inferior verses fill the page gap at the end of “high brow” literary works; fashion plates are juxtaposed with ethnographic photographs of Africans; “celebrity” articles about Edwardian high society are complemented by satirical sketches by Max Beerbohm; and interest in the monarchy is everywhere apparent. Illustrated nursery rhymes and historical romances abound, as do articles on high-profile figures of the day. This is a magazine that was intended to be passed around the family for all to enjoy. However, as already noted, the magazine’s identity was problematic. 

Appropriately enough, “Typhoon” opens under a line-drawing of a full-masted ship caught in a storm with stylized fish leaping on either side. However, this installment ends about one third down the page, with the storm imminent and tension building: 

A plunge of the ship ended in a shock as if she had landed her forefoot upon something solid. After a moment of stillness a lofty flight of sprays drove hard with the wind upon their faces.


“Keep her at it as long as we can,” shouted Captain MacWhirr.


Before Jukes had squeezed the salt water out of his eyes all the stars had disappeared. (PMM, January 1902, 108)

(To be continued)

So as not to waste the empty space on the page after this cliffhanger a short sonnet, “Twilight” by H. A. G., is used as a filler, which opens thus: “HILL, tower, and tree have now a golden crest; / Bright rose-tipt clouds of even softly stray / Across the darkening sky, then fade away, / As dies the sunlight in the crimson west. / Now shines the evening star! All earth is drest / In quietness as in a garb of grey.”
 The verse seems to be chosen as a counterpoint to Conrad’s tense tale of man against the elements. Yet its sentimentality reduces the tension and apprehension that the typhoon builds up at the end of the installment. 

H. A. G.’s offering is followed by William Archer’s “Conversation VIII with Mr Spenser Wilkinson”. Some attempt may have been made here to include a piece that complements Conrad’s story: Spenser Wilkinson was a war historian concerned with the navy. The context in which “Typhoon” appears suggests that Halkett or his assistants were sometimes attempting to contextualize the maritime theme of the story by preceding or following it with articles about the sea, but, perhaps in the interests of diversity, there is often no complementary material surrounding “Typhoon”. The opening installment is preceded by Christian Burke’s children’s story, “On the Wrong Side of Things”, and the last one is followed by another maritime piece, “War with England: Is Invasion Possible?” by Major Hoenig of the German army, and illustrated with sailing ships. This eclectic mixture of articles may have been in keeping with the editorial policy of appealing to a wider popular readership, but it does diminish the overall quality of the magazine and could well account for Conrad’s subsequent reluctance to place his work with Halkett. 

 With Pall Mall Conrad entered new territory, and, instead of publishing alongside a host of ex-colonial officers, with Pall Mall Conrad positioned himself in a distinctly domestic market. This is illustrated most effectively by the context in which his next story, “Tomorrow”, appears. The story is preceded by “Hey Ho, Prince Rupert”, by Edward Tyrrell Jacques, a whimsical historical poem, stylized and romantic, and evidently aimed at younger readership. As with “Typhoon”, the space at the end of the story is filled with another sentimental poem, “Sunshine and Shadow”, by Florence Prime. It complements Conrad’s story by virtue of its repetition of the word “tomorrow”. The poem ends thus: 

The rain may fall, the wind may blow,

The tempests roar to-morrow

But I shall be with you, my own,

And there’s an end to sorrow

Tomorrow, love—tomorrow.

(PMM 547)

Conrad uses the word “tomorrow” to create a pathos and to suggest endless deferral; this sonnet, by contrast, uses “tomorrow” to suggest a closure that we never find in Conrad’s story: it is subtle while the sonnet is banal. Such a bookend for his work could hardly have impressed Conrad. Yet “Tomorrow” is itself not one of Conrad’s best stories: it could be regarded as rather sentimental. The inclusion of this poem does suggest an attempt at overall design and probably indicates the editorial policy of eclecticism in the magazine’s content aimed at a family readership
Just prior to this period of publication in popular magazines Conrad had been engaged in intense debates with H. G. Wells about the nature of artistic vision. Wells later wrote about “All this talk that I had with Conrad and Hueffer and James about the just word, the perfect expression, about this or that being ‘written’ or not written.”
 Grappling with new forms of expression and developing a modernist literary sensibility in debates with Wells and Ford, Conrad was pushing the boundaries of literary art: he was on the threshold of a new literary era that was modernist and self-mythologizing. Yet at this point Conrad was also struggling to find sufficient readership for his work to pay his debts: hence, no doubt, the attraction of the popular media. 

Conrad and Greiffenhagen

Using Munsey’s as an example, Ohmann argues that the increased visual content of magazines was designed to make them more accessible and increased their cultural capital: “The visual presentation of the magazine announced its own status as an elegantly made commodity that would grace a modern parlour” (Ohmann 224). Greiffenhagen was an artist who could interpret Conrad’s work and, literally, make you see his narrative, thus, as Ohmann suggests, visually enhancing the story. Highly accomplished black-and-white images, the drawings for Pall Mall depict key moments in the narrative in such vivid detail that they are among the finest illustrations of Conrad’s work. It is little wonder that Conrad was impressed. On 31 May 1902, writing to William Blackwood and agonizing over the worth of his art, Conrad included Greiffenhagen amongst a list of famous and not so famous people who had admired his work (CL 2, 416).
 It can be assumed that, having seen the “Typhoon” illustrations, Conrad was confident that Greiffenhagen’s opinion was worth citing. A detailed examination of some of these drawings highlights the attention to textual interpretation that is a hallmark of Greiffenhagen’s style, a style of which Conrad evidently approved. 

In his 1919 “Author’s Note” to Typhoon and Other Stories Conrad cites the publication of “Typhoon” in Pall Mall and outlines his admiration for Greiffenhagen: “It was on that occasion, too, that I saw for the first time my conceptions rendered by an artist in another medium. Mr. Maurice Greiffenhagen knew how to combine in his illustrations the effect of his own most distinguished personal vision with an absolute fidelity to the inspiration of the writer” (Typhoon and Other Stories, 51-2). As Jones says: “Conrad’s words undermine the received view of him as largely indifferent to the serialization of his work, or, for that matter, indifferent to the visual arts in general” (Jones 206). Indeed, it was Greiffenhagen’s “fidelity” to his own purpose that most impressed Conrad and this is most clearly demonstrated by a close examination of some of those illustrations. 

The first illustration for “Typhoon”, from the early part of the story when the Nan-Shan is in dock, features MacWhirr at the centre. MacWhirr is discussing the white elephant on the Siamese flag with Jukes, and Greiffenhagen depicts him exactly: “his hair was fair and extremely fine, clasping from temple to temple the bald dome of his skull in a clamp as of furry silk. The hair of his face, on the contrary, carroty and flaming, resembled a growth of copper wire clipped close to the line of the lip” (133).
 His short stature, sturdy limbs, and rather too tight clothing, the brown suit and bowler hat, right down to the silver watch-chain are faithfully reproduced. Jukes stands open-mouthed behind his captain, holding a coil of rope, in astonishment at his captain’s lack of imagination, while the pair of them gaze out of the frame of the picture towards the Siamese flag. The slightly puzzled expression on MacWhirr’s face, his furrowed brow, coupled with a slight tilting of the head and hands lightly clenched over the railings, convey Conrad’s sense, as stated in his 1919 Author’s Note, that MacWhirr possessed a “mind much too simple to be perplexed by anything in the world except men’s idle talk for which it was not adapted” (131).  His whole attitude, including the tilted head and pensive expression, are thoroughly representative of MacWhirr’s pedestrian thought processes. 

MacWhirr is again the center in the next image, holding his umbrella and flanked by Jukes and the “mournful, self-possessed Chinaman” (139). The Chinese man, holding the parasol over his head, looks directly at the reader while MacWhirr addresses Jukes, and directly behind them stands Rout. Again Greiffenhagen’s fidelity to the text is evident in the way that Rout smokes “austerely”, though Greiffenhagen does switch the hands round: in Conrad’s text Rout is “nursing his right elbow in the palm of his left hand” and in the picture he does the opposite (139-40). The Chinese man walks  “behind in paper-soled silk shoes”, while the whole group is set against a backdrop of ship’s tackle and bustling crew, and these white-rimmed shoes beside a coil of rope draw the eye into the picture. Greiffenhagen has scoured Conrad’s text for such details to reproduce in his drawing. The whole image is framed by the ship’s rigging and wooden deck, and the dark shadows suggest a strong eastern sunshine, exactly in keeping with the setting of the story. 

Another illustration deals with Chinese men lounging on the deck, the exhaustion on their faces speaking of the “leaden heat” of the text. MacWhirr sees “two of them especially, stretched out on their backs below the bridge”. As in the text, the men in the drawing appear as if dead. The image is tilted forward to suggest the roll of the vessel, and every detail of Conrad’s description is in evidence in Greiffenhagen’s drawing:

Three others, however, were quarrelling barbarously away forward; and one big fellow, half naked, with herculean shoulders, was hanging limply over a winch; another, sitting on the deck, his knees up and his head drooping sideways in a girlish attitude, was plaiting his pigtail with infinite languor depicted in his whole person and the very movement of his fingers. (145)

It is a testament to Greiffenhagen’s skill as an illustrator that he manages to interpret the atmosphere and attitudes suggested by the text, even the naked “herculean shoulders” and the languid plaiting of the pigtail. 

The last two illustrations for Pall Mall deal with the height of the storm, and here Greiffenhagen conveys the tension of Conrad’s text through perspective and angle. In the first, at the climax of the first part of the typhoon, MacWhirr walks into the wheelhouse to see a man at the helm, “propped against the gear casing in a striped cotton shirt open on his breast. The little brass wheel in his hands had the appearance of a bright and fragile toy. The cords of his neck stood hard and lean, a dark patch lay in the hollow of his throat, and his face was still and sunken as death” (176). This is all graphically depicted by Greiffenhagen. MacWhirr’s position at the entry to the wheelhouse is suggested by the picture’s perspective that puts the man at the helm in the foreground, and MacWhirr in the background, feet firmly forward on the floor while he presses his shoulders against the wall in an effort to steady himself against the pitch of the ship. The illustration is again sharply angled towards the reader to suggest a sideways roll in the storm. 

The last illustration is of the engine room as the ship rises up after reaching the eye of the storm. The perspective is angled even more sharply this time, suggesting how the ship “rose slowly, staggering, as if she had to lift a mountain” (184). The caption reads “He and Jukes looked at each other”; and this time the focus is on Rout steadying himself with feet apart staring at Jukes, whose back we see in the foreground. The light upper half of the drawing contrasts with the dark lower portion with its glint of machinery, and this contrast draws the eye to the tense faces of Rout and Beal. What Jones finds striking in such illustrations is “how the artist complements the written text with a visual representation of discontinuity or dislocation”: “Greiffenhagen’s images show a more radical strategy than usually accorded to magazine illustration at the turn of the twentieth century, when periodicals often conformed to conservative generic expectations or relied on syndicated images to match the text.” Except for MacWhirr, “characters always occupy peripheral spaces, and the eye is drawn to the gaps foregrounded in the picture plane, matching to some extent Conrad’s narratorial experiments with textual gaps” (Jones 201). Greiffenhagen’s ability not only to faithfully depict narrative scenes but to interpret and invoke narrative style is no doubt what impressed Conrad. 

Looking at these illustrations one is struck by how Greiffenhagen has interpreted and supplemented the original text, how he not only manages to include the detail, but also evokes both the atmosphere of heat and languor and the extreme tension caused by the typhoon. It is little wonder that, writing to Pinker years later on 14 December 1918, bemoaning the inappropriate and inaccurate drawings for The Rescue, Conrad reflected on his illustrators over the years and singled out Greiffenhagen:

I must say that I have been accustomed so far to be taken seriously by my illustrators; and whatever I may have felt about illustrations I have always been grateful to them for their loyalty, beginning with Greiffenhagen, who was my first illustrator when you first took my fortunes into your hands by serializing “Typhoon” in the Pall Mall. (CL 6: 331)

“Loyalty” suggests the bonds of seamanship that Conrad had experienced in his youth, but he may also be thinking of how these illustrators contributed to the construction of his public image. Certainly Conrad was not at all happy with Dudley Hardy’s illustrations for the early installments of The Rescue: “Without going into the spirit of those illustrations I am not at all pleased at their technique which wants to be forcible and is only dull. And what the devil does the man mean by putting a fur cap on Lingard’s head and in a story whose action is in the tropics? That’s beyond a joke” (CL 6: 330). He finally persuaded the editor of Land and Water to hire Greiffenhagen for the remainder. As we have seen Pall Mall marked a transitional phase for Conrad. In particular Pall Mall introduced some of the earliest illustrative interpretations of his tales, drawn by a man who was to become one his favorite illustrators, Maurice Greiffenhagen. 

Conclusion

John Stape argues that Conrad became increasingly reluctant to experiment with short fiction due to the difficulty he had in placing it. He suggests that his “more stable associations with establishment periodicals, first with Blackwood’s Magazine and then with Pall Mall Magazine, suggest a practical concession to marketing realities.”
 Although serialization was obviously financially necessary, Conrad nevertheless professed resentment of the limitations that such publication placed on his work, as we have seen, for example, with his complaints about word restrictions. Stape also suggests that while Conrad’s connection with Blackwood’s was artistically rewarding, that with Pall Mall tended to result in “potboilers.”
 This is no doubt the case with short stories like “The Inn of the Two Witches,” and possibly “The Duel” and “Gaspar Ruiz.” “Typhoon”, on the other hand, could hardly be described as a “potboiler,” that is, written simply for the money. It could be argued, however, that “Typhoon” was probably largely completed by the time it was accepted by Pall Mall, and at the time of its acceptance Conrad had yet to discover the constraints that some editors would place on his art. 

Those constraints may have irritated Conrad, but he continued to publish in Pall Mall until his fortunes began change, professionally and financially, following the serialization of Chance in the New York Herald. Many argue that from this point on Conrad’s literary powers were in decline. Whether or not this is the case, it is certain that Conrad’s association with Pall Mall Magazine had occurred during one of the most productive periods of his literary life. Despite Conrad’s protestations that all his art had “become artfulness in exploiting agents and publishers”, Pinker had found in Pall Mall a publication that would extend Conrad’s audience and it also carried one of his best works, “Typhoon”. The inclusion of Greiffenhagen’s masterful illustrations is further proof of how the move from Maga signalled that times were indeed changed. 
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� Collected Letters vol. 2: 424


� At this point Conrad was writing by hand and his manuscripts were typed up by Pinker’s typists. 


� It was almost simultaneously serialized in America in). 


� ‘Amy Foster’ was the first illustrated story to appear in print. 


� See Susan Jones, “Conrad on the Borderlands of Modernism” in Kaplan, Mallios and White eds, pp. 196. 


� Purdy, p. 99. For a fuller discussion see Purdy, “The Two Serial Texts of Typhoon”, pp. 99-119. Purdy shows that the Critic version is probably the earlier manuscript. 


� Prices for Pall Mall in Britain are not available and not printed on the front cover of the bound versions. In the United States, however, during Conrad’s time with Pall Mall, it was priced at 25 cents per issue. 


� It is to be assumed that Morley remained editor throughout the remainder of Conrad’s relationship with the magazine.


� This outline is taken from Sullivan ed., pp. 306-10. There are at present no extant archives for Pall Mall Magazine that I have been able to trace. 


� See Morton Cohen, Rudyard Kipling to Rider Haggard: The Record of a Friendship, p. 26. 


� St. Ives was incomplete upon Stevenson’s death.  Sir Arthur Quiller-Couch, in consultation with Belle Strong, Stevenson’s amanuensis and step-daughter, completed the novel in light of Belle’s knowledge of Stevenson’s plans for the novel. 


� The information in this paragraph comes from Daniel Rutenberg in Sullivan ed., p. 306. 


� Pall Mall was also notable for its championing of Art Nouveau.


� On the importance of advances in printing technology for late-nineteenth-century mass culture, see Ohmann pp. 36-8. 


� From Elaine Gross at <http://abbookman.com/ABBookman_F022505.html>. 


� The reference to being “drawn” and “quartered” is most likely a complaint about the restrictions placed on authors by magazines like the Illustrated London News. 


� Years later, when Conrad was achieving the kind of popular success for which he yearned, he was to compare himself with Robert Louis Stevenson, suggesting that in style at least that he was the more popular writer: “When it comes to popularity I stand much nearer the public mind than Stevenson who was superliterary, a conscious virtuoso of style; whereas the average mind does not care much for virtuosity” (CL 5: 257-8). 


� See the Collected Letters vol 4, p. 130. 


� “Tomorrow” was accepted by Pall Mall in March 1902. See Conrad’s letter to Pinker dated 17 March 1902 (CL 2: 393). 


� These sketches were presumably the articles that would ultimately be included in The Mirror of the Sea. 


� See Knowles and Moore eds, p. 352.


� In fact, Pinker had been working informally on Conrad’s behalf for more than a year, a fact that Blackwood would have been aware of. This letter puts the matter formally beyond doubt. It is in the National Library of Scotland MS 30,099 dated 16 February 1903. 


� H.A.G. is not listed in Welleslyan Index of acronyms and this author cannot be identified. 


� Experiment in Autobiography, p. 623. 


� Greiffenhagen was born in England in 1862 to Danish parents. As an illustrator he is generally associated with H. Rider Haggard, having illustrated King Solomon’s Mines (1886), Allan Quatermain (1887) and She (1887), among others. He was educated at the Royal Academy schools and was for a time the Headmaster of the Life Department at Glasgow School of Art. 


� All quotations from “Typhoon” are from the Dent edition. 


� Stape in Knowles and Moore eds, p. 339. 


� Stape in Knowles and Moore eds, p. 339.





