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With nothing up your sleeve and just
a little hocus-pocus, you can make a
ball appear from a handkerchief or a
card fly out of the pack, or make
money multiply effortlessly! Walter
Gibson, one of today’s most popular
magicians and author of dozens of
books, presents a unique treasury of
magic tricks for the entire family.

Here are over 150 illustrated tricks
that you or your child can perform at
home with the use of simple props
from your desk drawer or kitchen
cabinet. There are trickssophisticated
enough for a dinner party, or simple
enough for a youngster to perform on
his own—all accompanied by Ric
Estrada’s clear, instructive illustra-
tions. Card tricks; rope tricks; string,
scarf, and coin tricks; mental magic;
effects that require a partner or an
entire audience—they’re all here, in
Walter Gibson’s new compendium
of the best magic being performed
today.

In the introduction to each section,
Walter Gibson reminisces about the
great magicians of the past, including
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Introduction

Macic 1s AN ARTFORM that is enjoyed by everyone—from the smallest
child, whose entire world is magical and fantastic, to the oldest
member of the family. Here is an entertaining, as well as instructional,
book of tricks you can perform for all your friends and family.

Because magic is such a popular form of theater, and because all of
us secretly wish we could make predictions, double our money, make
objects vanish, or read someone’s mind, I have collected and created
an array of easily learned tricks and special effects, performed simply
by using some of the most common and available items you would
find in your home. There’s no need for expensive equipment or devas-
tating setups. These exciting and mystical tricks can be created with
the use of plastic cups, safety pins, paper, scissors, rubber bands, pen-
cils, handkerchiefs, matches, cards, and mental powers!

This is a book you can grow up with; there are simple tricks that a
three-year-old can perform and enjoy, and there are special effects
that will dazzle the most sophisticated audience.

So put on your top hat, polish your crystal ball, freshen up your
white gloves, and dust off your magic wand—you are about to become
a Master of Mysticism in no time at alll






cuarter ONE: How to Create a Simple
Yet Challenging Act

THE BEST WAY to learn magic is to actually start doing magic.

This may come as a surprise to people who think that magic
depends on skill and long practice. Quick moves that deceive the eye,
or secret gadgets that produce incredible results, or even mystic words
like “presto,” “abracadabra,” and “alagazam” can hold spectators spell-
bound. All such factors play their part in magic by creating an atmos-
phere of mystery or drawing the audience’s attention away from the
trickery. All these techniques add to the fun, both for you, as the ma-
gician, and for your audience.

Magic can be learned trick by trick, beginning with the simplest
and proceeding to the more complex. By trying out certain tricks and
getting them to flow together smoothly you can gradually develop
routines in which tricks follow one another in logical order; and from
those, you can form a full-fledged program, adapted to your needs and
skills and suited for the type of audience that is watching your per-
formance.

All the way along, you will find yourself following certain basic
rules that apply to nearly all tricks—small or large—and thereby help
to improve your ability step by step. That is why magic becomes
easier to do the longer you stay with it.

Every trick consists of two components: effect and method. The
effect is what the trick looks like to the audience and therefore repre-
sents the impression that you are trying to create; while the method is
the means that you employ to attain that result.

Always, you must talk and act out the effect as if it were real, while
you are thinking in terms of the method in order to put across the de-
ception. Magicians call this misdirection and the term is a good one,
because it leads to the mystification of the spectators. That is where
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simpler tricks have an advantage over those demanding special skill,
since there is less to cover up. In short, a trick that practically works
itself is ideal, especially for beginners; with these tricks all the empha-
sis can be put on presentation.

There are two special rules that should constantly be kept in mind:
One is: Be careful not to tell people exactly what you intend to do,
because then they will know what to look for. By keeping the climax
of the trick as a surprise, it will be difficult for observers to catch on to
it in the early stages. The other rule is: Never repeat a trick on the
same occasion, since that would be a violation of the previous rule, as
you would be practically telling people what you intend to do.

Like all good rules, these have exceptions, which add to the fun of
doing magic. With some tricks, you can tell your audience just enough
to rouse their interest, without giving them the details of all that you
intend to do. In fact, by emphasizing certain points, you can easily ig-
nore others that are more important, thereby causing your audience to
overlook them. As for never doing the same trick twice, there are
times when you can deliberately announce that you will repeat a
trick; then instead, you perform a similar effect that you have held in
reserve.

This will work doubly to your advantage, because if people actu-
ally gain a clue to the first trick, they will be watching for it when you
agree to do it again. Since the second trick depends on a different
method, they will think they guessed wrong the first time and will be
completely baffled by the repeat as well. So when you come across
two or more tricks that are very similar in effect, it is a good plan to
practice all of them. If you like one method better than the others, use
it regularly, but be sure to have another in reserve.

When creating magic for people who have seen you do magic be-
fore, there is usually no need to worry about repeating tricks. People
are apt to remember some effects to the point where they exaggerate
them, so any guesses as to method will be completely wrong. But you
can help that situation further by changing the order of the tricks and
injecting one or two new ones as replacements so your routine will be
different. This is a specially good rule if you perform before the same
group often.

In choosing tricks to suit your own requirements, you should make
allowance for the spectators as well, since audience reaction is a vital
part of every magic show. When performing for young children, all
tricks should be simple and direct, with little need for routine, except
that you should hold your bigger surprises for the finish. To small chil-
dren, almost anything new is somewhat magical, so you should take




that approach, even with the smallest tricks. Since animation attracts
the young eye, the key tricks to a good program could very well be
Dicky Birds (page 192) and The Animated Hairpin (page 202), work-
ing from there up to The Animated Mouse (page 23), although this
could be used in a longer program. By interspersing various simple
tricks among these, you can soon judge which are most suitable for
younger children, since they usually show enthusiasm for things they
like best. With a group, you can always reach a climax by tearing
two sheets of tissue paper and restoring them in the form of The
Paper Hat (page 190), which you can replace on a child’s head as a
crowning achievement.

As your audiences approach the teen-age level, you will find a wide
variety of appropriate tricks to choose from. All forms of money magic
—coins and dollar bills—are of interest to this group, so you can follow
one item with another in almost any order. The Buddha Money Mys-
tery is a fine finale for a series of money tricks, so it is a good idea to
make up a set and have it in readiness any time you expect to enter-
tain a teen-age audience.

Since money magic is mostly performed on a table—like various
other coin tricks—a transition to table magic is a logical choice. Such
tricks as Balanced Egg, Magnetic Dice, Three-glass Turnup, and Turn-
about Knife are specially suited to this age group.

Getting away from the table, you can baffle this same audience with
tricks involving string, ropes, or handkerchiefs. It is advisable to brush
up on similar tricks beforehand, such as Drop-away Knots and Go-go
Knots, or Shake a Knot and Shake a Loop. This will enable you to
meet the frequent demand to “do it again,” which is inevitable with a
young audience, and you may want to interchange these tricks
quickly. If it becomes too constant, simply ignore their requests and
go on with something else, like String Through Buttonhole, which is
one trick you can repeat several times, leaving the youthful onlookers
still befuddled.

Tricks described under Puzzlers rouse the interest of this group,
and the tricks involving a partner are among the best, particularly if
you use a member of the audience to help you. Using someone from
the audience requires some secret coaching beforehand, which is usu-
ally quite easy to arrange.

Any of the Do as I Do effects have a strong appeal to teen-age spec-
tators, since they will get a chance to participate in the tricks—always
a delight for more youthful onlookers.

Once you have performed for a group of teen-agers, the tricks you
will be doing will have practically reached the adult level. You can



now discard the simpler or more elementary tricks, except when they
can be casually dropped in at some point during your routine.

Card tricks and mental magic come to the forefront with both teen-
agers and adults, because these tricks demand concentration and pro-
vide a challenge that is beyond the limitations of younger audiences.

An excellent opening effect is Link the Pins, described under Mis-
cellaneous Tricks, because it requires special preparation and there-
fore must be in readiness at the very start. It also gives you the advan-
tage of a good follow-up in Take-apart Pins. Another pair of tricks,
The Climbing Ring and The Rising Pencil, can also be used in tandem
as a starter, since they too depend upon advance preparation.

Leading from one trick to another is always good with this type of
audience; for example, under Table Magic, Three-glass Turnup is al-
ways good until too many people start trying it for themselves, so at
that point you can switch to Five in a Row and present them with a
still more puzzling problem.

Any knot tricks—whether with string, rope, or handkerchiefs—will
keep your audience guessing when you switch from one to another.
But you may find that tricks of mental magic will be your best
standby.

With mental magic you may find teen-agers just as alert as adults
and sometimes even more so. Teen-agers are also more outspoken, but
don’t let that bother you. Just keep your presentation moving. There
are times when your audience may guess the answer correctly, but
often they don’t realize it, so if you smile and proceed with your next
trick they are apt to wind up thinking they were wrong.

Always refer to a mental effect as a “test” rather than a “trick,” so if
you fail once, you will have the right to try again and when you suc-
ceed, people are apt to think it is something more than magic, like ex-
trasensory perception.

Card tricks, particularly the dealing type, can be interwoven with
mental magic, adding to the effectiveness of both. Card tricks can also
be performed as an act all by themselves, which is very impressive es-
pecially when you use a borrowed pack.

Experiment, and you will eventually develop an act that is comfort-
able for you. It is important that your tricks fit your skill and your per-
sonality, in order for you to perform well.




cuarrer Two: The Performance:
Presenting a Complete Act

Once You HAVE developed a few individual routines, particularly
those suited to a sizable audience, you will be on your way toward
presenting a complete magic act. As you progress you will have the
choice of working “single”—that is, doing the act all by yourself—or
putting on a “double” act, using an assistant. The choice of doing a
single or a double act is often a matter of convenience. Some noted
magicians—T. Nelson Downs, for example—have always worked en-
tirely alone; while others, like Thurston and Cardini, used an assistant
almost from the start. The exception to both rules was Jarrow, who
found that theaters would pay more for a double act than a single, so
he booked himself as Jarrow and Johnson; but for various reasons his
partner, Johnson, never appeared, so Jarrow had to do all his tricks for
Johnson and collect the double salary as well.

For practical purposes, it is best to work alone in the beginning, in
order to decide just when and why an assistant will be needed as you
improve or expand your act. You can then assign certain duties to a
helper, limiting them to minor details that almost anyone could han-
dle. Then, as the need for an assistant increases, you can take a regu-
lar helper into your confidence, so that he or she can become an in-
tegral part of your act. It is advisable to have a substitute available
for occasions when your regular assistant may not be available.

To add polish to your act, you might want to wear something mys-
tical-looking; a homemade top hat and cape always give an air of
magic, while a bright flower in a lapel or a colorful handkerchief can
add to your onstage appearance. Whatever is comfortable and won't
get in the way is suitable for performing magic.




D

After you've tested out enough tricks, you will have the framework
for a complete act that you can build on. As a working example of
how an act can be established and expanded, the following program
is composed chiefly of special effects that will appeal to advanced
performers, as well as those who are still trying out comparatively
simple routines. This example shows how an act should be built to
provide variety while rising to a climax, yet at the same time suited
to the style of the individual performer. From there, the act will
be expanded, moving you from a single into a double presentation.
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This act follows a standard pattern, consisting of three phases: An
opening, which should be a trick that is simple, yet surprising. From
that, you move into a sequence of effects, which have some con-
nection, whether real or imaginary, so that they follow one another
in somewhat logical order, increasing the audience’s interest on to
the finale, which marks the finish of the act. The basic program

runs as follows:

. Tick-Tack-Toe

Tri-cut Rope

The Bottle Imp

. The Oriental Snowstorm
. Silly Spooks

. The Inexhaustible Box

DUl h D H

To prepare your act, you would need a table set up with your equip-
ment before you start. A card table will serve this purpose, but some-
times a smaller table might be better. Some professional magicians use
tables with tops that are only fifteen inches square, which is just one
quarter the size of a standard card table. Small side stancs are there-
fore added to the setup, so that the performer can work from the cen-
ter table, laying articles on the side stands as he finishes with them.

If you use a card table for your center piece, you can place two
chairs alongside. Then, referring to your program, proceed to set up
your act as follows:

1. At front of table, place sheet of paper marked with X’s and O’s
for Tick-Tack-Toe (See page 68), with large scissors beside it.

2. At left front, lay rope for Tri-cut Rope (See page 38), either
bunched together or formed in a loose coil.

3. At right of table, the bottle for The Bottle Imp (See page 197),
with the little ball inside it.

4. Behind rope, put packet of paper flakes for The Oriental Snow-
storm (See page 228), covered by a small sheet of thin paper. Beside
it, a glass of water and a fan.

5. At back, the cloth for Silly Spooks (See page 225), with items
needed for the trick: bell, ruler, etc.

6. On chair at right, The Inexhaustible Box (See page 230), fully
loaded, with cardboard square on top.

In a large, ample room, arrange your “stage set” at one end, keeping
spectators directly in front of you to avoid bad angles. If cramped for
space set up your stage in a corner of the room, which automatically
solves the angle problem. Two rooms with a connecting archway are
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ideal, as you can put your audience in one and use the other for your
stage. The same applies with a big room separated by a room divider
or curtain. It would be ideal if you could stretch a curtain between
your stage and the audience; that way you keep the audience in an
expectant mood while you are setting up your act and then you can
make a more spectacular appearance when the curtain is drawn wide.
If you use a curtain, remember to arrange for someone to open and
close it at the start and finish of your act, rather than try to do it your-
self. Tt might be a good idea to have a dark curtain or wall behind
you, especially when illusion or disappearance is part of your act.

From the moment that you face your audience, you should adopt a
certain style suited to your own personality and the type of tricks you
are performing. Your talk or “patter” is a very important aspect of
your act, as it often enables you to put across your deceptions in an
unsuspected manner. The patter should be rehearsed along with
tricks, as there are always times when you will be talking about one
thing and doing something else. The same applies to gestures and
other actions that accompany your patter.

There are three styles of presentation popular with experienced ma-
gicians, and often a performer concentrates on the type that he likes
best or that seems most suited to his audience. However, in forming
an act, it is a good plan to adopt all three, since each has its advan-
tages with certain tricks, and by switching from one to another, you
can change your pace and avoid repetition. The three styles are the
humorous, in which you treat your tricks lightly, almost flippantly, as
though inviting your audience to join in the fun; the serious, where
you treat a trick like a scientific experiment; and the mysterious,
which takes on the semblance of real magic.

A humorous style puts an audience in a good mood, but too much
fast talk can become tiring, so it is better to adopt a serious style as
the act progresses, injecting a few appropriate quips at intervals.
Whenever you are short of talk, you can adopt the mysterious style,
using gestures more than patter; and it is here that musical accompa-
niment can figure strongly, as it will enable you to work silently, with
all the emphasis on your magic. Record appropriate music on a
cassette. Instruct someone as to when to start the tape during the
course of your performance. It will add a fine touch to the entire pre-
sentation.

When opening your act with the humorous approach, you might
bow to your audience and begin your patter along the following line:
“Before I deceive you with some mysteries of modern magic, let me
assure you that I have nothing up my sleeves except my arms.” Here,
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you draw up one sleeve, then the other, and spread your hands, add-
ing: “Also note that my hands are completely empty and not for a mo-
ment will they ever leave my wrists. In fact, I am very strongly at-
tached to my hands, because I have had them ever since I can
remember.” Turning to the table, pick up the tick-tack-toe sheet and
the scissors and approach a spectator, saying:

“Let’s start with a magic game of Tick-Tack-Toe. Look at this sheet
of paper and tell me which you want, the X’s or the O’s.” If he chooses
the X’s, hand him the scissors and tell him to hold them point upward
and open them so they form a letter X. Have him keep staring steadily
at the scissors, while you fold the paper along the creased lines; then
take the scissors, clip the folded paper, hand him the X portion, and
say: “There are your X’s and that leaves me the O’s.” Spreading the O
portion, you add: “Marvelous, wasn't it!”

If he should choose the O’s, hand him the scissors, point downward,
and tell him to keep staring at the two handles, each representing a
letter O. Fold the paper, clip it, and give him the O portion, keeping
the X portion for yourself. Either way, it works just the same!

Now, adopting a serious mood, take all the cut papers in your left
hand and hold the scissors in your right, saying, “The whole secret is
in the scissors. They are magic scissors and I will show you why!”
Turn to the table, place the cut papers on the sheet that covers the
packet for The Oriental Snowstorm, and pick up the coiled rope with
your right hand. Turn to the audience and perform the Tri-cut Rope,
stating that although the scissors seem to cut the rope, the result is
only temporary. Winding the rope around one hand, steal the knots
with the other and reach in your pocket for some “invisible powder,”
leaving the knots there. Make a big production out of sprinkling the
rope with the imaginary powder and then show the rope intact.

Using the same rope, pick up the bottle and perform The Bottle
Imp, treating it humorously or seriously, whichever you prefer. As you
finish the trick, form the rope into a round coil and set it on the table;
then pick up the torn papers from the Tick-Tack-Toe, along with the
sheet of paper and the hidden packet containing the flakes for The
Oriental Snowstorm. Here you assume a mysterious manner, announc-
ing that you will present a miracle made famous in the mystic land of
Tibet, where wizards can conjure up rain, hail, and even snowstorms
by merely soaking strips of paper in water and fanning them into life.
Now dip the papers in the glass of water and proceed.

Here is a good place to inject some music, which could be a tinkly
oriental tune, or something on the order of sleigh bells. Even without
music, very little patter is necessary as the fluttering paper flakes prac-
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tically speak for themselves. At the finish, you can take a bow as
though you were the Grand Lama in person. When you lay down the
fan, you can set it directly on the coiled rope, letting the wad of
soaked papers drop into the coil itself, which makes a very neat geta-
way.

Now let the music keep running into a weird, spooky tune, as you
gather items that you have already used and place them on the chair
at the left, thus clearing the table for Silly Spooks. The wadded
papers can be gathered within the coiled rope as you take it from the
table, thus being removed unnoticed. Continuing your mysterious
tone, you state that the spirits of the Western world are just as re-
markable as the mystics of the Far East; and to prove it, you go
through with your spook show, taking another bow at the finish.

That brings you to the grand finale. After putting the cloth and
other items used in Silly Spooks on the chair at the left, step across
and bring The Inexhaustible Box from the chair on the right, placing
it on the cleared table. After showing the box empty, begin producing
the hidden contents and spreading them around the box. Again, music
is effective here. A good spirited tune can be substituted for patter as
you proceed with producing item after item. At the finish, you can
gather all the loose articles and drop them in the box, along with the
items used earlier, showing that they more than fill the box and thus
adding to the climax.

An assistant should be an aid to you, the performer, making it possi-
ble for you to create more magic with ease. It is essential to practice
with your assistant many times so that everything will run smoothly.
Your assistant should know your cues and should make things less
confusing for you and the audience. An assistant may serve as a
needed distraction at times, but should never overpower you or the
magic.

When working with an assistant, you should increase the scope of
your act as far as possible. Instead of having everything set up on
your table, you can have your assistant bring out various tricks and
take away others. This speeds up the act and enables you to include
special effects. Your assistant can handle the cassette or tape recorder,
thus providing a continuous musical score. And the assistant can han-
dle any special sound effects. Most important, however, is your stage
set. It must have “wings” so that your assistant can come on and off
the set as required.

If you are working in a large room with an archway, your problem
is already solved, but if you are in a single room, some other provision
must be made. If a folding screen is available, stand it to the right of
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your table, allowing space behind the screen for another table or some
chairs, where your assistant can handle the various props that are
used in the act. Instead of a screen, you can hang a small curtain or
drape across the corner of the room to serve that purpose. If you de-
cide to use a front curtain, stretched across the room, you won’t need
a screen or corner drape. Your assistant simply sets his props to the
right; and to start the act, he only opens the curtain partway, thus
keeping his own setup out of view.

If you are using an assistant, you can add two specific effects to
your program. One is The Vanishing Bowl (See page 226), which,
when referring back to the original program list, should be listed as
“3-A,” since it follows The Bottle Imp. The other is Ball and Rope
(See page 227), which would be “4-A,” coming just after The Orien-
tal Snowstorm. In setting up your own table, all you need are these
items: Paper and scissors for Tick-Tack-Toe; the packet of paper flakes
for The Oriental Snowstorm, which is set behind the bowl to be used
in The Vanishing Bowl. The bowl itself contains just enough water to
fill an empty glass, which is standing beside it, with the fan also there.
Everything else, including the tray for The Vanishing Bowl, is out of
sight on your assistant’s “prop” table. The tray is to be used for carry-
ing articles on and off stage, so it will not cause suspicion when used
in the bowl vanish.

Start your act with Tick-Tack-Toe and as you clip the folded paper,
the assistant comes from the wing, bringing the coiled rope on the
tray. This enables you to lay the scissors on the tray while you open
the papers (X’s and O’s) and then place the papers on the tray in
order to take the rope and later the scissors to perform Tri-cut Rope.
The assistant stands by until you are done with the scissors and have
laid them on the tray. Then, as you are finishing the rope trick, the
assistant casually lays the cut papers on the packet behind the bowl
and goes backstage with the tray.

There he lays the scissors aside and picks up the bottle for The Bot-
tle Imp, putting it on the tray and bringing it onstage just as you
finish restoring the rope. When you take the bottle, the assistant
lowers the tray in natural fashion and walks off. After you conclude
The Bottle Imp, the assistant comes on again with the tray to receive
the bottle, which is carried off while you are coiling the rope and lay-
ing it on the table in readiness for The Oriental Snowstorm.

Here you inject an added touch of the mysterious. Picking up the
bowl, state: “This magic bowl comes straight from the mystic land of
ancient Tibet, as a special gift from the Grand Lama. It contains
melted snow from the summits of the Himalaya Mountains, which I
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will use in my next mystery.” Here you pour the water from the bowl
into the glass. Then add: “Since the magic bowl has now served its
purpose, it must be returned to the Grand Lama’s palace in the for-
bidden city of Lhasa.”

By now your assistant has returned, bringing the tray with the cloth
for the bowl trick lying on it. Lift the cloth, place the bowl on the
tray, cover it, and step forward while the assistant lowers the tray and
strolls offstage, while you are tossing the cloth in the air and showing
that the bowl has vanished. Laying the cloth on the table, you pro-
ceed with The Oriental Snowstorm, remarking that the icy water from
the Himalayas has turned the soaked paper back into the original
snowflakes.

As you lay the fan on the coil of rope, the assistant comes on with
Ball and Rope. This, of course, is a special rope, with a string at-
tached, as described under Ball and Rope. You stretch the rope, the
assistant puts the ball in place, and you cause the ball to run back and
forth along the rope in mysterious fashion, finally catching it in one
hand and showing both rope and ball to be quite ordinary. During the
trick, the assistant gets the tray and gathers all the items from the
table; and at the finish, you drop the ball and rope on the tray along
with them. The assistant hands you the cloth for Silly Spooks and
walks off with the tray.

By the time you have shown the cloth, the assistant has brought on
the articles needed for Silly Spooks and stands by while you perform
the trick. This enables you to inject some comedy by having the
“spooks” toss articles at the assistant, who ducks away as if scared and
pretends to be as amazed as the audience. The assistant finally brings
on The Inexhaustible Box, which you show empty while the assistant
is taking away the spooky articles, and as you start producing articles,
the assistant comes on with the tray to receive them. This leads to the
finale.

The act should be kept fairly flexible, to allow for any other tricks
that may be inserted at different spots; and if well rehearsed, the au-
dience is almost sure to demand an encore. So after closing the cur-
tain, you can have the assistant reopen it and bring you two strips of
paper for The Paper Hat, which you produce magically from the torn
strips and place it on your assistant’s head so that you both can take a
final bow.
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cuarrer THREE: Tricks with Rope, String,
and Handkerchiefs

Harry Blackstone

O~ THE AFTERNOON OF Thursday, October 8, 1914, a brisk, personable
man about thirty years old stopped by at the Magic Shop in Phila-
delphia to greet the members of the newly formed Mephisto Club,
which was about to hold a special meeting. His name was Harry Bou-
ton and he was appearing with his company of four assistants at the
Globe Theater, just around the corner, headlining the program with a
half-hour magic act.

One of the Mephisto members who had seen the show spoke so
highly of Bouton’s skill at card manipulation that Bouton volunteered
to demonstrate it then and there. Taking six cards from a pack, Bouton
vanished them one by one, at only six feet away from his audience;
then he plucked them from thin air under the goggle-eyed gaze of
his fellow magicians. Giving the group a parting wave, he continued
on his way to get ready for his next show.

After that display of Bouton’s ability, the Mephisto members could
hardly wait to see his full performance. So they arranged a box party
and attended in full force. The act opened with two assistants show-
ing both sides of a four-fold screen, which they formed into a square
at the very front of the stage. There was a flash of flame and smoke
and out stepped the magician, wearing a devil’s costume, which natu-
rally drew applause from the Mephisto members. Discarding his sa-
tanic regalia, he became Harry Bouton in evening clothes and contin-
ued with his act, which included his card manipulation and a variety
of other magical effects.
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The climax was the Bridal Chamber, an illusion involving a large
skeleton cabinet (i.e. a cabinet without concealed pockets or hidden
chambers), which was shown completely empty. After the two as-
sistants drew curtains that enclosed the cabinet, the magician gave
a wide sweep of his arms and the curtains were whisked away to show
a complete bedroom set, with a bowing bride attired in her wedding
costume and a smiling maid beside her, stroking a full-grown Russian
wolfhound that had somehow wangled its way into the act.

The response from the Mephisto party was stupendous. I know, be-
cause I was a youthful member of the group. We occupied a balcony
box close to the stage, and Louis Lyons, owner of the Magic Shop,
had provided us with packets of artificial “spring flowers™ that packed
flat but opened automatically when released. There were fifty flowers
to a packet, held by wire clips that broke apart when we threw them
on the stage so that Harry Bouton & Company were practically
bombed by miniature bouquets that sprouted all around them. A
much better tribute, we thought, than ordering wreaths from a florist’s
shop and having ushers carry them up onto the stage.

Harry Bouton thought so, too. He told me so, when he again ap-
peared in Philadelphia, more than eight years later. By then, he had
changed his name to Blackstone and was traveling with a company of
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more than a dozen people. He put on a headline show at the Nixon
Theater, finishing his fifty-minute act with a Vanishing Horse. Among
the many new tricks that he presented was the production of hun-
dreds of beautifully colored flowers that poured incessantly from a
large sheet of cardboard, which he had shown on both sides and then
formed into a cone. After the show, he told me that he was using the
same flowers that Lyons and the Mephisto Club had so generously
showered upon him years before. His assistants had swept them up,
but instead of throwing them out, they had packed them up and
taken them along for future use with the show.

That was typical of Blackstone, who was one magician who never
missed a trick. All during his travels, he was acquiring everything
from new costumes and new scenery to new tricks and illusions, many
of which he planned while on the road and then built during the sum-
mer at his workshop in Colon, Michigan. Nearly all his time was
dedicated to magic, small as well as large. He enjoyed doing card
tricks for other magicians as much as he liked putting on a big illusion
show for a theater audience.

Over a period of some thirty years, Blackstone and I spent days,
weeks, and even months together, so I saw his show grow bigger and
better, year after year. Always, Blackstone was hoping to fulfill a life-
long ambition of traveling season after season with a full evening
show, as Herrmann, Kellar, and Thurston had before him, but as stage
shows and vaudeville gave way to talking pictures and radio, that goal
seemed increasingly unattainable. Then, with the start of World War
II, there was a sudden demand for live entertainment at Army and
Navy bases throughout the country and abroad.

Blackstone was an immediate choice. Many servicemen had seen
his show in their younger days and were eager to witness it again.
Magic itself was a universal form of entertainment, so the United
Service Organization promptly started Blackstone on a tour of the
military bases with a full evening show that proved an immediate suc-
cess. When the war ended, the theater business experienced a surpris-
ing revival, and Blackstone, by then in his early sixties, went on tour
with a company of twenty to thirty people, rivalling the big shows of
the past.

During 1946 and 1947, when I accompanied him on a coast-to-coast
tour, Blackstone not only put on his full show, but also visited govern-
ment hospitals in all the larger cities to renew acquaintance with
disabled veterans who remembered him from his years with the
USO, when he had invited servicemen on the stage to help with his
card tricks. Now, with Blackstone working at close range in the hospi-
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tals, nearly everybody participated, and Blackstone climaxed his per-
formances with a touch of comedy magic that really “wowed” his au-
diences.

Announcing that he would try an experiment in hypnotism, he had
a volunteer stand facing the audience and posted another man in back
to catch him in case the volunteer happened to fall. Standing at the
volunteer’s left, Blackstone rolled a borrowed handkerchief into a ball
and gave his hands a sudden upward spread. To the man’s amaze-
ment, the handkerchief was gone; and when Blackstone suddenly
snatched it from nowhere, the volunteer began to believe he was re-
ally hypnotized. His wonderment increased when Blackstone repeated
the procedure time and again, bringing uproarious laughter from the
entire crowd of onlookers.

What Blackstone did was simply give the rolled-up handkerchief a
backhand toss over the volunteer’s head, where it was caught by the
helper stationed behind him. While the puzzled volunteer was look-
ing at Blackstone’s empty hands and peering under his coat, Black-
stone would draw his attention toward the left and would reach
behind the man’s back with his right hand, taking the missing hand-
kerchief from his helper and deftly bringing it into sight.

After repeating the trick a few times with some neat variations,
Blackstone would vanish the handkerchief and instead of reproducing
it, he would pick up an empty drinking glass and give it a quick toss
over the baffled man’s head. It, too, was caught by the handy helper,
who already had the handkerchief and would push it into the glass
while the volunteer was wondering if both had gone up Blackstone’s
sleeve. This time, Blackstone would find a chance to reach behind him
and recover the glass with the handkerchief inside it, bringing both
from beneath his coat, or sliding them under the man’s coat and pro-
ducing them from there.

That sometimes concluded the routine, but quite often Blackstone
would add to the comedy by picking up a pitcher full of ice water, as
though about to vanish it. That was a cue for the waiting helper to
throw up his hands in horror and duck away before the pitcher came
flying in his direction, while the audience howled in delight—with the
exception of the lone volunteer, who stood there, still wondering what
it was all about. Blackstone then placed the pitcher on a table instead
of tossing it and joined in the laugh.

I often played the part of Blackstone’s helper, and on one occasion
he was doing the trick for a group of workers just inside the open door
of a fairly large garage. The door was of the flexible type that slid up
along the ceiling, and Blackstone gave the handkerchief such a hefty
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Quick Vanish

toss that it went high over the volunteer’s head and landed on the
door itself. So I had to go out and retrieve the handkerchief and get it
back to Blackstone. All that while, Blackstone kept the volunteer won-
dering where the handkerchief could possibly be, never guessing that
all the delay and commotion going on behind him had much to do
with the handkerchief’s vanishing and reappearance. That was real
magic on Blackstone’s part.

To present Quick Vanish as an absolute mystery, it should be
worked as a one-person effect, with or without the aid of a helper.
The “one-person” refers to a single person who serves as your audi-
ence, without any other onlookers on hand to turn a near miracle into
a barrel of fun.

Seat the lone spectator in a chair and stand directly in front of him,
showing a small handkerchief or a fairly large paper napkin. Roll or
compress the handkerchief into a compact wad between your hands,
gradually bringing them closer to the person’s eyes, raising them to
that level. Turn your hands sideways until the back of the left hand
cuts off the view of your right palm, which is cupped so that the
thumb and fingers can grip the handkerchief, with the thumb stretch-
ing across in front of it, if necessary. At this point, start moving your
hands up and down, fairly rapidly, and as they go above the specta-
tor’s eye level, draw your right hand backward a few inches and
thrust it just above the left. Snap your right hand forward so the heel
of the right hand hits the left palm with a hard, resounding slap,
spreading the right thumb and fingers sufficiently to release the wad-
ded handkerchief.
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The spectator, whose view is blocked, mistakes the loud slap for a
clap of your hands, never realizing that you have driven the handker-
chief on a beeline straight over his head, for it actually goes that fast.
To further the deception, bring your hands toward you, like a recoil,
spreading them in the same action; then actually clapping them to-
gether, now that they are far enough away for the spectator to see
them. This gives the impression that you clapped your hands twice
and that did it. Being positive that you must have the handkerchief
somewhere on your person, your friend will never think to look else-
where for it.

By seating the lone spectator in front of a table, you drive the hand-
kerchief far enough to drop beyond it, leaving no evidence of where it
went; and you can later reclaim it at your leisure. A low bookcase or a
television set will serve just as well. Of course, you can still rely on a
friend who is “in the know” to serve as a hidden helper by catching
the flying object or picking it up while the baffled spectator is insist-
ing that you open your coat or roll up your sleeves to aid the search
for something that has really gonel

18




SHAKE A KNOT

Simple but effective, this trick catches
people completely by surprise. Dangle a
handkerchief by one corner from your
right hand, pointing to the lower corner
with your left hand (Fig. 1). The left
hand raises that corner to the right,
giving it a downward shake, still retain-
ing its hold on the upper corner. This
action is repeated a few times (Fig. 2),
but nothing happens. However, on the
final try, you give the corner a really
hard shake and a knot appears instantly
and magically on the lower corner!
(Fig. 3).

You prepare for this surprise before-
hand by secretly tying a small, tight
knot in one corner of the handkerchief.
When you show the handkerchief (as in
Fig. 1), you keep the knot concealed
between your right thumb and fingers,
which are bunched to hide it. Pointing
to the lower corner keeps attention cen-
tered there; and each time it is raised to
the right hand, it is promptly shaken
downward in natural style (as in Figs. 2
and 3)—that is, until the last time.

Then, instead of lightly holding the
handkerchief in the right hand between
thumb and forefinger, grip it firmly; and
this time when giving the downward
shake, let the knotted corner go instead
(Fig. 4). The move is an absolute
fooler, with the action covered by a
more forcible shake, which after so
many previous attempts will seem nat-
ural in itself. The result is the sudden
appearance of the knot on what the on-
lookers still think is the lower corner.
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SHAKE A LOOP

For those who have seen Shake a Knot
(page 19), this effect will provide a
new surprise. Instead of a knot appear-
ing in a dangling corner of a handker-
chief, two corners tie themselves to-
gether, forming a loop. Begin by dan-
gling the handkerchief from your right
thumb and fingers, casually letting peo-
ple see both the upper and lower
corners (Fig. 1). Then lay the handker-
chief across the palm of the left hand,
and with your right hand, bring one
corner to the center (Fig. 2), and do
the same with the other corner. Grip-
ping the corners with your right thumb
and fingers, give a downward shake and
the ends of the handkerchief tie them-
selves into a loop! (Fig. 3).

The preparation in this case is quite
artful. Spread the handkerchief on a
table and bring the side corners in to
the center, where you tie them to-
gether. Bunch the handkerchief loosely
in your pocket, so when you bring it
out, you can openly dangle it by its
upper end (as in Fig. 1). Nobody sus-
pects that the side corners of the hand-
kerchief are already tied together, be-
cause they are out of sight behind the
handkerchief (Fig. 4). When you grip
the center of the handkerchief, your left
fingers hide the knot while you bring
the free ends together (as in Fig. 2).

Now stating that you will grip the
two corners together, dip deep into the
cloth with your right thumb and
fingers, plucking the knotted side
corners instead (Fig. 5). Raising your
right hand quickly, give the handker-
chief a hard downward shake, retaining

your grip on the knot. By thrusting both
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thumbs into the loop thus formed,
spread it (as in Fig. 3) and display the
magically knotted corners!




PENETRATING HANDKERCHIEF

A large handkerchief and a twelve-inch
stick are the only items needed for this
highly puzzling effect. Have someone
hold the stick at one end and extend it
toward you. Meanwhile, take the hand-
kerchief by diagonal ends, one in each
hand, and twist it in rope fashion. This
enables you to wrap the handkerchief
around the stick four times and tie the
ends in a knot (Fig. 1). While the spec-
tator then holds both ends of the stick,
take hold of the knotted ends and pull
the handkerchief right through the solid
stick! (Fig. 2).

The secret lies in the way you wrap
the handkerchief around the stick. First
lay it across the stick so that both ends
dangle equally (Fig. 3). Then bring
each end underneath the stick, up and
over the top in opposite directions (Fig.
4). This means that you have actually
wrapped it twice around. To keep it
fimly in position, tell your helper to
place the forefinger of his free hand on
top of the handkerchief, following the
line of the stick (Fig. 5). Next, take the
ends of the handkerchief and again
wrap them around the stick, but in the
reverse direction, so that you first carry
the ends over the person’s finger, then
down under the stick and up over (Fig.
6). This means that you wrap the hand-
kerchief back around twice. Tie the
ends together and tell your helper to
draw his finger free, so he can grip both
ends of the stick. As soon as he does, you
can give the handkerchief a quick up-
ward pull, apparently right through the
stick. Done properly, the reverse wrap-

ping process nullifies the first, making
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withdraws his finger.



UNITED AND UNTIED

For this trick show two handkerchiefs
of about the same size, one dangling
from each hand (Fig. 1). Bring the
upper ends of the handkerchief to-
gether momentarily, draw the lower
end of one handkerchief upward, and
give it a slight shake. Instantly, the
handkerchiefs are united in a knot (Fig.
2). After showing the knot briefly,
stroke it with your free hand (Fig. 3).
Instantly, the knot dissolves and the
handkerchiefs are shown separate, as
they were to start.

All you need for this quick miracle is
a small rubber band around the tips of
the left thumb and forefinger (Fig. 4).
The rubber band is hidden by the hand-
kerchief held in the left hand. As you
bring the upper ends of the handker-
chiefs together, spread the rubber band
with the left thumb and finger; then
push the ends of the handkerchiefs
straight through with the tip of the
right forefinger (Fig. 5). For a little
showmanship, run the right hand along
its handkerchief until it reaches the
lower end; then give the handkerchief a
downward shake (as in Fig. 2) and the
handkerchiefs will be united.

To the spectators, the join looks like a
real knot, and by giving it a quick
stroke with the left hand (as in Fig. 3),
you can pull the rubber band away, ap-
parently “untying” the “knot” that you
magically formed. The rubber band can
be retained in the left hand or dropped
to the floor unnoticed.

NoTE: For close range, use two hand-
kerchiefs of the same color with a
rubber band to match, or two dark
handkerchiefs with a dark rubber band.
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THE ANIMATED MOUSE

The best way to learn this trick is to
surprise yourself with it, which you can
readily do by following the directions
exactly. Lay a fair-sized handkerchief
on the table, with a corner pointing to-
ward you; then fold that near corner
over to meet the far corner (Fig. 1).

From there, you fold in the side
corners (X and X) so they come to-
gether on the center line (Fig. 2). Next,
you roll the center portion—with the
corners X and X—upward toward the
two far corners until you reach the line
indicated by the letters Y and Y. That
done, lay the fingers of your right hand
palm upward on the rolled-up center,
pressing it down tightly (Fig. 3).

With your left hand, bring the far
corners of the handkerchief downward
so they cover your right fingers and fold
the side ends (Z and Z) inward so that
they overlap, enabling you to hold them
in place with your right thumb (Fig.
4). This tucks your right fingers into a
close-fitting pocket, and to retain it, you
turn the handkerchief inside out with
your left hand.

Both hands then work together, con-
tinuing that process until two tiny
corners pop into view. One represents
the head, the other the tail of the mouse
(Fig. 5). By laying it on the upturned
right hand and giving it a slight kick
with the fingers (Fig. 6) the mouse will
apparently climb the right forearm
(Fig. 7). This action can be covered
with the left hand, making it all the
more realistic.
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THREE PAPER NAPKINS

Three paper napkins are all you need
for this highly perplexing table trick.
Two are plain; the third has some
printed design or special coloring that
distinguishes it from the other two.
Place a plain napkin on the table, with
a corner pointing away from you; then
lay the other plain napkin on it, with its
far corner a bit higher than the first;
then finally, the special napkin still far-
ther out (Fig. 1).

You then roll the three napkins away
from you, emphasizing that the special
napkin is on top (Fig. 2). But when
you unroll the three napkins toward
yourself, the special napkin proves to be
between the other two (Fig. 3). When
they are rolled and unrolled in the same
fashion, the special napkin appears be-
neath the other two; and when the
process is done for a third time, the spe-
cial napkin reappears on top!

It all hinges on one simple, un-
suspected move. Roll the napkins ex-
actly as described and just before you
complete the roll, the near corner of the
bottom napkin will flip over from be-
neath, ahead of the others (as in Fig.
2). Stop right there and unroll the nap-
kins toward you and the special napkin
will be in the middle. Repeat the proc-
ess, watching for that telltale flip; and
the special napkin will go to the bot-
tom; then back again to the top.
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VANISHING KNOT

This requires a piece of fairly heavy
string about three feet in length. First,
tie a loose single knot in the center of
the string, forming a loop about two
inches across. Above that, tie a standard
double knot, forming a loop equal in
size to the lower. To the double knot
add a third and even a fourth knot to
make it stronger. Then draw the ends of
the string wide apart and have some-
body hold them (Fig. 1).

You now point out that to remove the
knot from between the loops would be
impossible, as you would either have to
pull it down through the bottom of the
lower loop or carry completely over the
bigger knot and off the end of the
string. However, you say that it can be
done by making the knot invisible and
dissolving it magically. To help that
process, cover the center of the string
with a handkerchief (Fig. 2). Then:

Reaching beneath with both hands,
work on the knot briefly. For a little
showmanship bring your left hand from
under the cloth, pretending that you are
bringing the knot with it. Being invisi-
ble, no one sees it when you open your
hand and rub your thumb and fingers
together to dissolve it. With your right
hand, you lift away the handkerchief
and to the surprise of the onlookers, the
single knot is gone, leaving only a large
loop instead of the two smaller ones
(Fig. 3).

What really happens under the cloth
is this: You spread the lower loop with
both hands, working the single knot up-
ward until it joins the big knot above
(Fig. 4). By pulling the string toward
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DROP-AWAY KNOT

This is a highly deceptive, hard-to-
follow rope trick that can be repeated
time after time. You will need five feet
or more of heavy string or light rope to
accomplish this seemingly impossible
effect.

Hold the rope between your hands,
with the ends protruding upward from
your upright fists (Fig. 1). Keeping that
grip firmly, the right fist brings its end
up in front of the left forearm, then

over the forearm and dowm in back of @aﬁoﬁgﬁ o
the left end, forming two separate di- shown

visions (Fig. 2). The right fist, still
maintaining its grip, is thrust through
the lower section, then back through
the upper section, in the direction of
the arrow.

This maneuver is extremely simple,
due to the flexibility of the rope, which
is brought into a crisscrossed formation
with the fists still gripping the ends, but
with the palms of the hands now up-
ward (Fig. 3). Now, by merely bending
the hands inward and downward with a
forward tilt, the rope is allowed to slide
clear of the hands, which support it,
cradle fashion, in what appears to be a
large, loose double knot (Fig. 4).

Show this from all angles without
pulling on the ends and you will con-
vince people that the knot is genuine;
then give the ends a sudden tug and the
knot will drop away entirely (Fig. 5).
As a variation, you can bring the ends
of the rope together and grip them with
the right hand only, finishing with a
downward shake that dissipates the
double knot.
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LOOP A LOOP

Take two ten-inch lengths of different-
colored string, one dark, the other light,
and tie each into a loop. Push the dark
loop through the light loop and raise
the ends of the dark loop so they come
together, with the light loop dangling
from the center. Put your left forefinger
through the ends of the dark loop and
press its tip against the tip of your left
thumb; then grip the bottom of the
dangling light loop between the thumb
and first two fingers of your right hand
(Fig. 1).

Go through these details a few times
and you will find them easy to re-
member. Exhibiting the loops as de-
scribed, you lift the light loop and give
it a downward tug, repeating the action
as you count, “One—two—three!” On
“Three,” the loops instantly change
places, the light loop doubling up be-
tween the left thumb and forefinger,
with the dark loop dangling below,
leaving the onlookers blinking in disbe-
lief (Fig. 2). You repeat the tugging
process with the dark loop and again
the loops change places in a twinkling.
Further repeats can follow.

It is all done with one easy, undetect-
able move. As you raise the light loop,
hook its lower end with the tip of your
right second finger; and with your
thumb and forefinger, grip either strand
at the right of the dark loop (Fig. 3).
Release the lower end as the right
thumb and forefinger pull sharply
downward and the change will be auto-
matic. Instead of strings, you can use
endless strips of cotton known as “jersey
loops,” which come in varied colors and

27

are specially adaptable to this trick be-
cause of their flexibility.



POKO-CHINKO

This name was applied to a feat of Chi-
nese wizardry requiring several large
wooden disks, with holes drilled
through the center, along with 1}2
yards of rope. Instead of making up
such disks, which should be at least 3
inches in diameter and %2 inch thick,
you can use wooden curtain rings; the
dimensions may be slightly different.

The initial procedure is based on the
Coins from String (page 142), but on a
larger scale, Poko-Chinko is ideal as a
party or platform trick.

Push the two ends of the rope
through a disk; then run them through
the loop, fixing the disk on the rope
(Fig. 1). Then drop the other disks on
the double string, tying a knot above
them and let someone hold the ends
(Fig. 2).

Using a cloth as cover, reach beneath
and bring out the disks, one by one,
counting them as you go. Assuming that
you started with six, stop when you
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come to five, then pull away the cloth.
There, on the rope, firmly tied in place,
is the bottom disk, leaving onlookers
puzzled as to how you managed to
draw the others down over it (Fig. 3).
To prove that point, show that it is nec-
essary to untie the knot to remove the
disk. .

A neat piece of deception at an un-
suspected moment produces this bizarre
result. You start by looping the first disk
on the doubled rope (as in Fig. 1), but
when you slide the others on above it,
pause when you come to the final disk,
in this case No. 6. As you start to slide it
on the double rope, spread the ends
slightly, so it goes over one end only
(Fig. 4)-

No one will notice that the sixth ring
slides down a single rope, particularly if
you follow its downward course with
your free left hand while the right hand
grips both ends of the rope up above
(Fig. 5). With the left hand gripping



both ropes just above the last disk, the
right hand drops the ends and comes
down to join the left hand, so they can
tie a single knot above the disks. By
making the knot loose and inserting a
thumb or finger in the hole, you can
keep the disks well stacked, hiding the
fact that the ropes were separated (Fig.
6).

When you give the ends of the rope
to your helper (as in Fig. 2), tilt them
forward, so the disks will still seem well
stacked when you cover them. From
then on it is truly marvelous, from your
standpoint as well as theirs. Under the
cloth, you release the bottom disk and
the rest come with it—except for the
sixth disk, which is tied to the string.
Since they mistake it for the first disk,
they marvel how it could have hap-
pened; while you marvel at how easily
you fooled them!
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ROPE AND CONE

This is a clever variation of The Bottle
Imp using a cone made from fairly stiff
cardboard. The cone, which can be sta-
pled, taped, or glued to hold its shape,
should have a hole in its tip, like an
ice-cream cone, so that a two-foot
length of thin rope can be pushed
through it. Allow the rope to extend a
bit from the cone.

Holding the cone tip downward in
your left hand, push the rope down
through the cone with your right hand,
almost to the end (Fig. 1). Then, grip-
ping the lower end of the rope, let the
cone drop, so it dangles point upward,
to everyone’s amazement (Fig. 2). The
secret is a very small ball—either rubber
or tinfoil—which you conceal in your
right hand while pushing the rope
down through the cone. Toward the
finish, let the ball drop into the cone
and jam the rope as your left hand con-
tinues its downward pull.




After the miracle of the suspended
cone, grip the cone with your left hand,
tilting it to draw the rope downward
with the right hand, releasing the little
ball so that it drops into your cupped
right hand. That enables you to give
both cone and rope for examination as
the finish of the mystery—except this is
not the finish; it is just the beginning.

You can now let other people try it
for themselves, to no avail. Have extra
cones and rope ready for them, leaving
out the ball, of course. Then you can
use their cones and ropes to perform the
trick—really baffling everyone!

This makes it a wonderful trick for a
children’s party, where they will all be
trying to work it—each having their
own cone and rope.

Only don’t be too sure of yourself!

There was one magician who did this
to what he thought was perfection. He
kept showing one child after another
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just how it should be done, until he had
half a dozen all trying it with no suc-
cess. By then, the first boy who tried it
had a great idea. While the magician
was showing other children how to fool
themselves, this boy simply tied a knot
in one end of his rope and pushed the
other end through the cone until the
knot stopped it. The audience saw him
doing this while the magician was busy
with the other children.

Then, suddenly, the smart boy said:
“Look, Mr. Magician!” And there the
boy was dangling the cone from the
lower end of the rope, thanks to the
hidden knot the magician could not
even see, leaving the magician totally
nonplused, to the amusement—and not
the amazement!—of the audience.

So remember this rule: As a magi-
cian, be sure to watch other people as
closely as they watch youl



TRAVELING KNOTS

Two ropes, each five or six feet in
length, are used in this surprising effect,
along with two good-sized paper bags.
Rope “A” is tied with three single knots
in a row (Fig. 1), and the right hand
lays these on the left so they form a
series of coils, each on top of the one
before (Fig. 2). The coiled rope (A) is
dropped in Bag A, with an end hanging
over the edge.

Rope “B” is shown as a simple, plain
rope (Fig. 3), and the right hand
gathers it into three coils (Fig. 4), plac-
ing them on the left hand. They are then
dropped into Bag B, with an end pro-
truding, so that the two bags appear
(Fig. 5) with the knotted rope on the
left, the ordinary rope on the right. All
is so fair and above board that the audi-
ence will be ready for a big gasp when
they see the magical result that follows.

With your left hand, draw Rope A
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from its bag, showing that the knots
have completely vanished; then, with
your right hand, bring Rope B from its
bag, showing that the knots have ar-
rived there in the interim! (Fig. 6).

It's all done in a smooth, undetecta-
ble manner. With Rope A, as the right
hand piles the loose knots on the left,
the fingers slide the left end of the rope
beneath the coils thus formed, and
when the rope is dropped into the bag,
the right hand draws the left end up
through the coils (Fig. 7) and hangs it
from the bag. With Rope B, the right
hand forms each coil with a reverse
twist (as shown in Fig. 4), and the left
fingers push the left end up through the
coils so the right hand can grip it (Fig.
8) and leave it in sight.

Shake the ropes slightly as you draw
them from the bags and the knots will
be automatically transposed!
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GO-GO KNOTS
Bundle Knots

A yard or more of ribbon and a card-
board mailing tube form the needed
items for this highly perplexing effect.
Starting at the left end of the ribbon,
tie the string around the tube with a
simple, single knot, leading off to the
right. That enables you to tie a second
knot in the same fashion and also a
third (Fig. 1). You can add even more
if the tube and ribbon are long enough,
but three is a good number.

Next, tilt the right end of the tube
upward and drop the right end of the
ribbon down through (Fig. 2). That en-
ables you to draw all the knots upward,
bunching them together as you draw
them off the end of the tube, thus form-
ing a tight bundle that you push down
into the tube itself. That done, you have
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someone hold the ribbon by the ends,
keeping it horizontal as you draw the
tube back and forth along the ribbon.

As you do, the onlookers see to their
amazement that all the knots have com-
pletely vanished! (Fig. 3).

You don’t really have to know how
the trick is done in order to do it. Just
follow the description and it will work
itself. Pushing one end down through
the tube actually unties the knots in ad-
vance, making the finale automatic.

NoTE: This can be worked as a pocket
trick with a piece of string and a small,
improvised tube; or as a platform pre-
sentation with a big tube and a rope so
long that two people will be needed to
hold the ends!



STRAIGHT THROUGH

One of the fastest tricks on record, this
requires a thin rope or tape measuring
about three feet in length. The ends are
tied firmly to form a strong loop, and
you ask a spectator to extend his arm
toward you, so that you can stretch the
loop crosswise beneath his forearm.
Holding one end of the loop in each
hand, bring the ends up around his arm
(Fig. 1). From there, you thrust the left
end of the loop through the right end,
switching hands, so that the right
thumb grips the left end, and the left
thumb grips the right end (Fig. 2).

Now you count “One—two—
THREE!” giving a slight tug with the
first two counts and a hard yank with
the third. As your hands spread wide
apart, the entire loop comes straight Py
through the spectator’s arm, so fast that

he cannot even feel it! (Fig. 3). @&TO%@%OV;;Z‘;@S

It’s not only fast, it’s also easy. Just
after the second tug, hook the outer
strand of the rope with your right sec-
ond finger and release the end with
your right thumb as you make the final
yank (Fig. 4). The loop whisks around
the spectator’s arm and comes on top
automatically. Practice this around a
chair arm or over the back of a chair
and you will be all set to dazzle your
friends.
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THE MYSTERIOUS STRING

Tie the ends of a string together, mak-
ing one continuous loop. Thread a ring
on the doubled string, then put the
ends of the loop over a person’s two
forefingers so the string is taut and the
ring is on the center of it (Fig. 1).
State that you will take the ring away
without removing the string from either
of the spectator’s fingers. And then pro-
ceed to do so, leaving only the string.

Here’s the trick: Slide the ring to- -

ward the forefinger at the left (Fig. 2).
Take hold of the string at the right of
the ring and draw it into a loop slipping
it over the finger at the left. Then re-
move the loop that was already on the
person’s finger. This is done in a split
second. The string remains taut, still
girding both fingers, but the ring drops

down free.
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STRING AND STRAW

An ordinary string is pushed through a
drinking straw, so that both ends of the
string extend in full view (Fig. 1). Fold
the straw exactly in half, so the ends of
the string extend downward, and pro-
ceed to cut the string and straw at the
very center (Fig. 2). Yet when you
press the cut portions of the straw to-
gether and draw them straight apart,
everyone is amazed to see that the
string is completely restored! (Fig. 3).

This mystery depends on a neat bit of
preparation. Beforehand, take a drink-
ing straw and cut a lengthwise slit
about two inches long near the center.
In showing the straw, keep the slit
turned downward (Fig. 4). In perform-
ing the trick, run the string through the
straw, but let the ends protrude une-
qually while you bend the straw down-
ward at the center. Grip the straw be-
tween your left thumb and fingers just
below the bend, and with your right
hand, draw on the ends of the string to
equalize them.

That action brings the center of the
string down through the slit in the
straw, so that the string is hidden be-
hind the left thumb, which can be low-
ered further while you keep drawing on
the ends of the string (Fig. 5). This en-
ables you to insert a pair of scissors
below the bend and cut the straw in
half. Laying the scissors aside, you
bring the hands together and draw por-
tions of the straw apart, showing the
supposedly cut string apparently re-
stored.
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TRI-CUT ROPE

This is one of the best of the “cut and
restored” rope tricks, particularly be-
cause it works almost automatically.
Using a rope up to six feet in length,
bring the right end across to a point
midway between the left end and the
center of the rope and tie it there with
a single knot. Then bring the right end
across in the same manner and tie it
midway between the left end and the
center of the rope.

Now, you pretend to cut the rope
just below each knot and let the rope
dangle with the knots as markers. Lay-
ing the scissors aside, coil the rope
around your right hand with your left;
then reach into your left coat pocket for
some invisible powder that you sprinkle
on the rope. The right hand gives the

rope a toss, uncoiling it, and the knots

38

have vanished, leaving the cut rope
fully restored!

The secret is this: Instead of cutting
the main portion of the rope below the
knots, you cut off the tied ends. It looks
exactly the same, so no one suspects
that you have not actually cut the rope.
In winding the rope around your right
hand, keep drawing the knots along the
rope with your left hand and when you
reach into your pocket and pretend to
take out some “invisible powder,” you
leave the knots there. The right hand
can then unwind the rope and show it
fully “restored,” since it was never cut.

NOTE: By putting small marks—pref-
erably with ink—a few inches below
each end of the rope, you will know
exactly where to cut the rope after you
have tied the knots.




cHAPTER FOUR: Dinner-table Magic

T. Nelson Downs

Back v THE pAYs of high silk hats, nearly every magician made a
practice of plucking coins from the air and dropping them into a
“stovepipe,” which is what hats were nicknamed. Audiences were
fascinated. Today you can have the same results using a hat or a
child’s sand pail or some similar receptacle. You also need up to a
dozen fifty-cent-size coins, which you can keep in your pocket until
needed; then bring them out in the bend of your left fingers (Fig. 1
[See page 41 for illustration]).

Keeping the back of your hand toward the audience, grip the pail
by the rim so your fingers come inside, where they press the hidden
coins against the side of the pail. With your right side toward the
audience, show your right hand empty; then make a grab in the air as
though catching a coin and dropping it into the pail. Simultaneously,
the tips of your left fingers release a coin so that it plunks into the
pail (Fig. 2). You then repeat the action, “catching” another coin
and “dropping” it into the pail, so you can reach in and bring out
both coins, showing them to the spectators.

Now, you actually drop one coin back into the pail and pretend
to do the same with the second coin; but instead, you retain it in the
bend of your right fingers (Fig. 3). Pointing upward with your fore-
finger, push the coin upward with your thumb, at the same time
bending your forefinger, so the coin comes between the tips of your
right thumb and forefinger (Fig. 4). From the audience’s view, it
looks as though you actually plucked a coin from the air.

Pretending to drop this coin into the pail, draw it into the bend of
the right fingers while the left fingers release another coin from their
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hidden store. Continuing thus, you keep catching coins—always the
same coinl—until the supply is exhausted.

The “Aerial Treasury” or “Shower of Money,” as it was sometimes
called, requires practice in order to time the pretended dropping of
the right-hand coin with the release of a coin by the left fingers; but
when the knack has been acquired, the trick becomes automatic. A
good finish is to dip your right hand into the pail and bring out half
a dozen coins or more; then let a few plunk back into the pail, while
you retain the rest in the bend of the right fingers. You can then push
them up singly with your thumb, dropping each coin openly into the
pail after you produce it.

Toward the year 19goo, a young man named T. Nelson Downs was
busily clicking a telegraph key in Marshalltown, Iowa. When not
working, he continuously practiced sleights with coins, inventing new
moves and palming methods. He finally gave up his job and went into
vaudeville, styling his act the “Miser’s Dream.” Showing his hat and
hands completely empty, Downs spread his fingers wide, so people
could see both back and front. He then produced from forty to fifty
coins, quite a bit more than the customary dozen.
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The act was so great that when Downs went to England, he was
booked for six solid months at the Palace Theatre in London. As the
“King of Koins,” he sauntered on the stage with a pleasing, knowing
smile, where the glare of the spotlight caught the glint of British
half crowns as they materialized from nowhere at the very tips of
his deft fingers.

After finishing at the Palace and arranging a return engagement,
Tommy—as his friends called him—headed for the Continent. His
fame had spread ahead of him; and when he reached Germany, a
packed theater was waiting to view his performance. So he was more
nonchalant than ever. He smilingly went through the preliminaries,
and suddenly his smile faded. All the coins weren't where he needed
them. He had left them on his trunk in his dressing room! Downs
had to continue, so recalling how old-time magicians made fast grabs
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for imaginary coins, Downs did the same, roving the stage, snatching
everywhere, and finally bowing off. The audience began to applaud,
thinking that the King of Koins must have been too fast for them to
see the coins that they assumed he had caught and thrown into the
hat. Offstage, Downs grabbed a startled stagehand and tried to explain
his dilemma, which was difficult, since Tommy did not speak German
and the man knew no English. One word, though, sprang to Tommy’s
mind, so he kept repeating it: “Geld—Geld—Geld—" meaning “money
—money—money—~ while showing his empty hand and pointing
toward his dressing room.

The applause was subsiding, so the King of Koins stepped onstage
to take a bow; then he glanced over his shoulder and saw that the
stagehand was gone. So Downs roved the stage again, repeating the
pantomime of the imaginary coins, this time to dwindling applause.
A glance toward the wing told him that the stagehand was back, so
he bowed off again, waving the empty hat with one hand and thrust-
ing his other hand behind him, so the stagehand could plant the stack
of coins unseen. Onstage again, Downs went right into his regular
act, with coins glinting from his fingertips, just in time to rally the
dying applause and turn it into a thunderous ovation.

That was back around 19oo, and after several more years of con-
tinued success, Downs retired from vaudeville and went into business
in Marshalltown. He continued to do magic more as a hobby than as
a profession, attending functions and displaying his never-diminishing
skill. At a conclave of the International Magic Circle, held in Detroit
in 1934, he worked his original act, as he had performed it at the
Palace Theatre in London thirty-five years before, for the benefit of
those of us who had been too young to see it back then.

When I asked about that time in Europe when Downs had for-
gotten his coins, he recited every detail, much as I have given it here.
A few nights later, we elected Downs president of the IMC, and the
next morning, a reporter stopped at the hotel and asked to interview
him. We called Tommy’s room and he said that he was just having
his morning cup of coffee, but that we could bring the newsman
right up. So four of us arrived and found Tommy propped in bed
wearing an old-fashioned nightcap. He waved the reporter to a chair
and the interview began. But when Tommy started to describe his
coin act, the reporter became incredulous and asked:

“You say that you catch half dollars from thin air. But just how can
you do that?”

“Like this,” replied Tommy. He snapped a thumb and forefinger
to show that his hand was empty; then he plucked a coin from the
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tip of the reporter’s pencil. “And like this"—a snap from the thumb
and fingers brought a coin from the reporter’s notebook—"and another
one up here.” Tommy took that one from the bed lamp, so neatly that
it seemed to emerge from the lighted bulb. He found another in the
mouthpiece of the telephone; then he whisked a handkerchief from
the reporter’s breast pocket and shook a few more coins from the
handkerchief.

Rather than use his nightcap for a hat, Tommy dropped the coins
in his empty coffee cup until it was half filled; then he broke open a
roll, brought a coin from it, and pushed the coin through the solid
side of the cup, where we heard it jingle among the rest.

So the reporter had his story, but he went his way wondering if the
editor would believe it. After he had gone, Tommy turned to me and
said whimsically:

“After that night in Europe that we talked about, I decided never
again to get caught without my coins. Now I even sleep with them.”

Next to coins, Downs liked card magic, and although he was skilled
in the most difficult sleights, he enjoyed simpler tricks as well. One
of his favorites is known as the Piano Trick because it is performed
as follows:

Tell a person to place his hands flat on the table, with fingers
spread slightly as though about to press the keys of a piano. From a
pack of cards, take two cards and rest them, side edge upward, be-
tween the last two fingers of the person’s right hand, saying, “Two
cards—an even number.” You then place another pair between the
next two fingers, saying, “Two more—still even” and another pair
between the next two fingers, saying, “Two more, still even.” Another
pair goes between the right thumb and forefinger; then a pair between
the left thumb and forefinger. Two more go between the first two
fingers of the left hand; two more between the second and third
fingers of the left hand, in all cases with the comment, “Two more—
always even.”

That leaves only one available space, between the third and fourth
fingers of the left hand. There you set a single card upright, stating,
“And here we have just one odd card.”

Now, returning to the starting point, lift out the first pair of cards,
turn them face down, separate them, and drop them side by side,
saying, “Two cards—still even.” Do this with the next pair, dropping
them separately on the cards already there: “T'wo more cards—still
even.” Continue this with each succeeding pair, until you reach the
single card. Then you say: “Here we have two piles, both even.
Which pile do you want?”
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Whichever he says, you take the single card and say, “Very well.
Here we have one odd card. I will place it on your even pile to make
your pile odd.” You do that and add: “Now hold your odd pile
squarely between your hands.” As he does that, you pick up the
other pile and state: “From this even pile, I will send one card into
your odd pile. That will leave me with an odd number and will add
a card to your pile, making it even!”

You give your pile a forcible snap and say, “Now let’s count the
piles and see what happened.” Counting your cards, you announce:
“One, two, three, four, five, six, seven! Now count yours and you find
that you have eight.” The person does that and finds to his amaze-
ment that you are right!

Try this trick yourself and you will find that it actually works itself,
which may puzzle you all the more. But a careful study will provide
the answer. In separating the pairs into two piles your repeated state-
ment, “Always even” or “Still even” makes people overlook the fact
that there are just seven pairs, so that each heap is actually odd in-
stead of even. When thus deluded, the onlookers take all the rest for
granted and deceive themselves.
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BALANCING THE CUP

Balancing a paper cup on the upraised
edge of a paper plate looks very difficult.
Actually it is quite easy if the plate is
gripped at the edge by the right fingers,
which are bent inward and kept toward
the spectators. This enables you to ex-
tend your right thumb up behind the
plate while your left hand is pretending
to balance the cup on the upper edge,
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so the tip of the thumb serves as an
added base.

A plastic tumbler can be used instead
of a paper cup. But don’t risk china
plates and cups or a regular drinking
glass, as they are too apt to slip and
break. If that happens with paper or
plastic, you will still have another
chance to try the balance.




GLASS ON CARD

Presented as a table trick, this effect can
prove to be a real surprise. With your
left hand, take a playing card—say, the
6 of diamonds—and set it upright while
your right hand places a glass on the
top edge of the card. When you move
your hands away, the card remains up-
right, with the glass balanced precari-
ously on top of it! (Fig. 1).

A special card is needed for this de-
ception. To prepare it, take an odd
card, such as a joker, and bend it in
half, lengthwise, so that the halves
come back to back. Glue the right half
of the joker to the back of the 6 of dia-
monds from another pack, making sure
that the edges come even (Fig. 2).

By pressing the left half flat with the
left thumb, this can be shown as an or-
dinary card. While setting the card up-
right and placing the glass on top, the
left thumb releases pressure and opens
the flap toward the right so that it
serves as a hidden support for the glass
(Fig. 3). After a brief balance, take
away the glass with the right hand and
the card with the left, closing the flap in
the same action so both sides of the
card can be shown.

To make the finish more convincing,
have the ordinary 6 of diamonds on top
of the pack from which you take the
specially prepared card. Have the pack
laying handy, and at the finish, show
the back of the prepared card with the
left hand, lay the glass aside with the
right, and pick up the pack, placing it
face down on the prepared card. As an
afterthought, draw off the top card
from the pack and put it in the glass,
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(Magivian's viewpott)

offering both for examination. People
seeing the ordinary 6 of diamonds will
suppose it to be the card you used for
the amazing balance.




AMAZING TUMBLER
BALANCE

This is an impromptu version of the
Glass on Card (described on page 46),
using a plastic tumbler instead of a reg-
ular drinking glass. A playing card is
held face front in the right hand, thumb
at one side, fingers at the other; and the
left hand carefully places a plastic tum-
bler on the top edge of the card, leaving
it balanced there (Fig. 1).

It all depends on the right forefinger,
which is secretly extended upward be-

hind the card, serving as a hidden prop
when the left hand draws the tumbler
slightly backward (Fig. 2). Some skill
is needed, which makes the balance all
the more convincing, especially when
the left hand removes the tumbler and
passes it for inspection while the right
hand offers the card for examination. A
paper drinking cup can be used for the
balance instead of a plastic tumbler.

BALANCING GLASS

This surprising trick is ideal for the din-
ner table. Take a half-filled glass of
water and tilt it at an angle on the ta-
blecloth. When you move your hands
away the glass remains balanced in this
precarious position.

Prior to showing the stunt, slip a
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matchstick beneath the tablecloth.
When you proceed to balance the
drinking glass choose the spot where
the matchstick is located. With the aid
of the hidden stick you can balance the
glass after a few tries.



CHANGING LIQUIDS

Show a small goblet filled with a col-
ored liquid. Cover the glass with a
handkerchief. When you remove the
cloth, the colored liquid has become
water. To prove that this is not a
change produced by chemicals, drink
the water or ask some other person to
do so. The liquid is plain water.

The trick requires a thin, flat piece of
transparent colored plastic, cut to fit the
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glass. This is inserted in a small goblet
of water. (Remember: The water must
reach the top of the colored plastic—no
more, no less.) From the spectators’
viewpoint they receive the illusion of a
colored liquid. The plastic is carried
away with the handkerchief, which you
calmly place in your pocket. All that
remains is a goblet of water.




THREE-GLASS TURN-UP

This trick is so simple that you can
learn it immediately, yet it will prove a
baffler to other people when you tell
them to try itl Set three glasses in a
row, the center glass right side up, the
other two upside down (Fig. 1). The
trick is to take two glasses, one in each
hand, and turn them over; then again
take two and turn them over; then re-
peat the move a third time. At the
finish, all three glasses must be right
side up (Fig. 2).

Here is the system: Counting the
glasses from the left, make the follow-
ing moves: First, turn over Nos. 1 and
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2; second, turn over Nos. 2 and g; third,
turn over Nos. 1 and 2. Being so simple,
it would seem that anyone could do it
after watching you.

The reason they can’t do it is that
after you have done it (Figs. 1 to 2),
you turn down the center glass (Fig. 3)
and tell someone to try it. From that
position, it won't work in three moves.
When you repeat the trick, turn up the
center glass to start (as in Fig. 1). Few
people will notice the difference, be-
cause they will be too busy watching
your moves, hoping to copy them.



FIVE IN A ROW

This is an elaboration of the Three-glass
Turn-up in which five glasses are ar-
ranged alternately right side up and up-
side down, the object being to turn over
two glasses at a time, bringing them all
right side up in just three moves. Start-
ing from Fig. 1 and numbering the
glasses from left to right, the following
pattern will create the required result:
Move 1: Turn over Nos. 1 and 4.
Move 2: Turn over Nos. 2 and 5.
Move 3: Turn over Nos. 1 and 5.
This brings all five glasses upright

(Fig. 2). To repeat the trick, you turn
down glass Nos. 2 and 4, putting the
row in its original state. When someone
else wants to try it, turn up glass Nos. 2
and 4 and then turn the others down
(Fig. 3). That makes the feat impossi-
ble in three moves, turning two glasses
at a time. The use of five glasses makes
it easier to fool your audience because
the moves are more intricate and there
are more glasses to turn down before
starting over, making detection less

likely.
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FIVE MORE IN A ROW

full...
1

full..
2

Here is a baffler well suited to the din-

ner table. You arrange five glasses in a

row, running:

FULL EMPTY FULL EMPTY FULL
The trick is to move just one glass,

yet have three full glasses at one end of

the row and two empties at the other.
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The more people try it, the more impos-
sible it seems—until—

You pick up the full glass at the right,
pour its contents into the second glass
from the left, then put it right back at
the right! You have moved just one
glass, yet the trick is donel




@ AFTER TURN OVER_AS LISTED
| v = 4 3

(3) TuRNDOWN

EVENS

SEVEN UP

Seven glasses in a row, alternating up-
side down and right side up, make this
the most advanced form of the Turn-up
Glasses (Fig. 1). The purpose is to turn
over two glasses at a time, allowing five
such moves to bring all seven glasses
upright (Fig. 2).

However, to make the trick more
difficult, it can also be specified that
every glass in the row be turned over at
least once. To keep track of that, when-
ever a glass is turned over for the first
time, it should be drawn a few inches
forward, so the whole line will be that
much closer at the finish.

Various moves are possible, but one
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of the simplest and most effective is the
following, counting from left to right:
First, 1 and 4; second, 2 and s; third, 3
and 6; fourth, 4 and 7; fifth, 2 and 6.

Since that many moves are difficult to
follow, you can often allow other people
to try it from the original setup (Fig.
1), in which the even-numbered glasses
are right side up to start. But if you
want to make sure your audience can-
not possibly accomplish the feat, turn
down those even numbers to start, leav-
ing the odd glasses up, so the row will
be set (as in Fig. 3), bringing failure to
all who try it.



THE BALANCED EGG

This feat dates back to Christopher Co-
lumbus, who supposedly stood an egg
on end to prove that the world was
round. Since you already know that the
world is round, you can duplicate The
Balanced Egg just to prove that Co-
lumbus was right (Fig. 1).

Of course there is a trick to it; in this
case the trick is a fair-sized sprinkling
of salt that is formed into a little
mound, which will not be noticed on a
white tablecloth, napkin, or handker-
chief. The salt forms just the right base

on which to balance the egg (Fig. 2),
although some amount of skill or pa-
tience may be needed, which will make
it all the more effective. Afterward, you
can simply brush the salt away.

If no white cloth is available, the salt
can be formed into a mound under-
neath a tablecloth, napkin, or handker-
chief of any color. Have it all set be-
forehand and press the egg down into
the cloth just above the mound, which
will spread sufficiently to complete the
balance.
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TRAVELING SALT

In this effect, the performer removes
the top from an ordinary salt shaker
and pours the contents into his left fist.
Setting the shaker aside, he extends
both arms and closes his right fist. As
the left fist squeezes, it is gradually
opened to show that the salt is gone.
The right fist is then turned downward,
and from it you pour the vanished salt!

As an adjunct to this trick, you need a
transparent, tube-shaped pill bottle, just
narrow enough to fit upright inside a
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salt shaker, which is partly filled with
salt. The tube is then pushed down into
the shaker until it is imbedded in the
salt, leaving the open end of the tube
projecting almost an inch above the
mouth of the shaker. The shaker cap is
then screwed in place to hide the pro-
jecting tip of the tube, and you are set
to go.

In performing, pick up the shaker
with your left hand, hold it loosely and
fairly deeply in your left fist, and turn



your left side toward the spectators.
With your right hand, unscrew the cap
and lay it on the table (Fig. 1). This
enables the left thumb to dip down-
ward and press sideways against the
projecting tube, the salt shaker being
entirely out of sight within the loose
left fist. The right hand then ap-
proaches the left and grips the shaker
between its thumb and fingers, drawing
it downward from the left hand.

During this action, the left thumb re-
tains the inner tube by pressing the
upper end into the bend of the left
fingers, keeping it deep enough in the
left fist to remain unseen (Fig. 2). As
the left fist tightens around the con-
cealed tube, the right hand casually and
openly pours salt from the shaker ap-
parently into the left fist. Actually the
salt goes into the tube, until it is almost
filled (Fig. 3). The right hand lays the
salt shaker on the table beside the cap,
then returns to flick away stray grains
of salt from the top of the closed left
fist.

While doing this, turn your body so
that the back of the right hand is to-
ward the spectators. This enables you to
bend the right index finger inward and
insert it in the opening of the tube
(Fig. 4). A tight fit is helpful here, but
if the tube is slightly loose, you can still
gain a satisfactory grip by pinching the
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lip of the tube with the tip of middle
finger. The right hand is then lifted,
with knuckles straight upward, bringing
the hidden tube along with it, salt and
all (Fig. 5).

The left hand is then raised and ex-
tended toward the left, carrying atten-
tion in that direction, while the right
thumb secretly draws the tube down-
ward from the tip of the index finger,
pressing it into the bend of the right
fingers so that the right hand can form
a fist about the tube, exactly as the left
hand did earlier. During this hidden
maneuver, the body should be turned
frontward, directly toward the specta-
tors, so that the right fist can be ex-
tended to the right and both hands will
be far apart.

The salt is then “magically” squeezed
from the left hand, which is extended
palm upward, so that the right fist can
just as amazingly pour the salt back into
the left hand. The salt can either be
dumped on the table or poured back
into the shaker by the left hand. Either
way, the right hand, still fisted, reaches
for the shaker and secretly inserts the
tube therein, finally putting the cap on
the shaker. Or you can drop the tube in
your pocket while reaching for a hand-
kerchief to brush remnants of the salt
from your hands.



TURNABOUT KNIFE

Try this for a real surprise when seated
at a dinner table. You start by laying a
napkin on the table, with two corners
pointing away from you, so the napkin
is half folded. Next, place a table knife
on the napkin, just beyond the center,
and call attention to the fact that the
blade of the knife is toward the right
(Fig. 1).

Working with both hands, you roll
the doubled center around the knife
until you reach the far end; then you
simply unroll it toward you (Fig. 2).
When you finish unrolling it, the knife
naturally comes into sight again, but for
some mysterious reason, the knife has
turned completely about, with its blade
now pointing to the left! (Fig. 3).

It all depends on a look-alike knife,
which is concealed between the double
fold at the center of the napkin, with
its blade pointing the other way. Have
the napkin in your lap and lay it care-
lessly on the table, smoothing it out to
form a triangle pointing away from you,
with the upper corner more advanced.
Lay the first knife on the double fold
and roll the two knives forward to-
gether.

The under corner will automatically
flip over first (Fig. 4). The moment it
does, you reverse the action and unroll
the napkin toward you. The upper
corner has become the lower, so the
hidden knife comes out on top. Lift the
knife with one hand, and with your
other hand, slide the napkin into your
lap, taking the original knife with it.

NoTE: The flatter the knives, the bet-
ter, as there will be less bulge in the
napkin.
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MAGNETIC DICE

Take a pair of dice and set one “five”
side on the other so that the spots con-
form exactly. Lift the upper die with
your right thumb and forefinger, and to
everyone’s surprise the lower die will
come up with it, just as if the dice were
magnetized!

That is, to everyone’s surprise except
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your own. Just prior to this demon-
stration of pretended magnetism, you
secretly moistened the tip of your left
second finger. In picking up the upper
die, casually slide its five side along
your left fingertip. The moisture thus
obtained will cause the dice to adhere.




MAGIC SUGAR LUMPS

If you like sugar in your tea or coffee,
you should like this quick table trick.
Placing one lump of sugar on another,
you lift the upper lump, and the lower
lump comes up with it (Fig. 1). Show-
ing the clinging lumps from all angles,
you drop them in your coffee and let
people wonder whether the sugar lumps
were magnetized or whether they were
personally mesmerized.
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The answer is neither. Beforehand,
put a little dab of butter on one side of
a sugar lump and lay it so that side is
toward you. Press that side downward
on the lower lump and the trick will
practically work itself (Fig. 2). Drop-
ping the magnetic lumps into a cup of
tea or coffee will dispose of the evi-
dence.




STAND-UP MATCHPACK

Here is a very clever table trick with an
ordinary matchpack. You open the
pack, showing it full of matches (Fig.
1), then close it and balance it upright
on the table (Fig. 2). Afterward, you
open it again and show the matches as
you did before.

Now for the secret: In opening the
pack, bend a match downward with
your right thumb, which keeps it hid-
den while you show the matches (Fig.
3). Close the pack and use.the bent
match as a prop on the side away from
the audience’s view (Fig. 4), thus bal-
ancing the pack on the table (as shown
in Fig. 2). Pick up the pack and reopen
it, reversing the process to push the
match back where it belongs.

Balanced
on Table

Te @
Balance

Seen -from

Your Side!
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JUMPING CHOPSTICK
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This is a quick but puzzling trick, using
a pair of Chinese chopsticks, that will
dazzle any youngster. Hold one at its
near end, between the tips of right
thumb and first three fingers, just above
table level, so that the left hand can
slant the other chopstick across it, at
the far end (Fig. 1). A magic wave of
the left hand and the leaning chopstick
does a flying leap and turnover of its
own accord (Fig. 2).

The secret is a sharp upward snap of
the right third fingertip against the
inner end of the chopstick (Fig. 3).
Though short and almost too slight to
notice, this provides the needed power
to put the leaning chopstick into flight,
with the wave of the left hand hiding
the right finger’s action. Drinking
straws can be used for this effect if
chopsticks are not available.




AROUND THE TABLE

Using common objects from the dinner
table, lay them in a circle and tell a per-
son to mentally choose one. Then have
him turn away, so that you can start
tapping objects, saying, “Go!” with each
tap. He is to spell the name of the cho-
sen object mentally, a letter for each
tap, and say “Stop!” when he reaches
the final letter.

He does this, and when he turns
around after saying “Stop!” he is
amazed to find you pointing directly to
the chosen object, with all the onlookers
agreeing that you picked it without hes-
itation.

It all depends on the objects used for
the test. Pick those that spell with a
different number of letters; for example,
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C-U-P=3; F-O-R-K=4; K-N-I-F-E=5;
S-A-U-C-E-R=6; and P-I-T-C-H-E-R=
7. Tap any objects for the first two;
then tap the CUP for No. 3; the FORK
for No. 4; and so on. This automatically
completes the spelling on the chosen
object.

Other items may be used as alter-
nates, such as SPOON or GLASS for
No. 5; NAPKIN for No. 6; MUSTARD
or KETCHUP for No. 8. The number of
items can also be increased by adding
items with longer names that happen to
be available, such as: MACARONI or
MAGAZINE for No. 8; SPAGHETTI or
CIGARETTE for No. g; and WATER-
MELON for No. 10.
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A CHINESE MYSTERY

You start this by filling a small, narrow-
necked bottle with rice, using a funnel
or cone-shaped drinking cup to pour the
rice (Fig. 1). Taking a simple wooden
chopstick, you push it down into the
bottle of rice (Fig. 2), pronounce a few
Chinese incantations, and raise the
chopstick straight upward. To every-
one’s amazement, the bottle of rice
comes up with it (Fig. 3). Yet all can
be examined later.

Surprisingly, this trick works itself.
Pushing the chopstick well down into
the rice packs the grains so tightly that
they actually grip the chopstick so
firmly that it can lift the bottle (Fig.
4). To release it, hold the bottle tightly
with one hand and twist the chopstick
with the other as you draw it out. The
trick can be worked with a strong
drinking straw, swizzle stick, or pencil.




cHarTER FIVE: Bafflers
and Participation Tricks

Harry Houdini
THE TRICK THAT BAFFLED HOUDINI

WueN Harry HoupiNi was appearing as a headliner on the Keith
Vaudeville Circuit in 1922, he went backstage at another theater to
talk to Emil Jarrow, a comedy magician who specialized in clever
tricks with cards and objects borrowed from the audience. The stage
doorman, who wore a rather frayed and faded uniform, recognized
Houdini and ushered him to Jarrow’s dressing room, where the two
magicians were soon talking business.

Houdini was conducting a campaign against fake mediums who
claimed they could get messages from “spirits” and cause objects to
materialize or dematerialize while “sitters” were grouped around a
table. What Houdini wanted was a trick that would match the claims
of the fakers, yet afterward could be explained to people in such sim-
ple form that they would realize how completely they had been
duped.

“Small magic is your specialty,” Houdini told Jarrow, “so I felt that
you could come up with something that will fill the bill. If you can,
you can name your price for it. But it has to be both clever and easy.”

Jarrow pondered; then nodded. “I've got it, Harry,” he said, “but
we'll need a few more people for an audience. The other acts have
gone out for lunch, but I'll see if any are still around.”

None happened to be around, so Jarrow brought in the doorman as
a witness. Jarrow rolled up his sleeves, picked up a watch that was

lying on the dressing-room table, and held it in his right hand, which
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he covered with a handkerchief. Turning his hand downward, he in-
vited Houdini to reach up from beneath and make sure the watch was
still there. Houdini did and agreed that it was. Jarrow told the door-
man to do the same, and as soon as the doorman gave a nod, Jarrow
said to Houdini, “Grip my right arm, below the sleeve, so there’s no
chance of any trickery.”

Houdini not only gripped the arm that Jarrow thrust in his direc-
tion, he also watched it closely, as did the doorman. With his left
hand, Jarrow suddenly whisked away the handkerchief and turned his
right hand upward—empty! The watch was gone, dematerialized, un-
less there was a trick to it; and the only way to prove there wasn't,
was to bring it back. So Jarrow turned his right hand downward, cov-
ered it again with the handkerchief, and had both Houdini and the
doorman reach up beneath and assure themselves that his hand was
empty. Another whisk of the handkerchief and there was the watch,
back again in Jarrow’s upturned hand!

With that, Houdini suggested that he and Jarrow go out to lunch.
Over the coffee cups, Houdini asked Jarrow how much he wanted for
the trick.
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“From you, nothing,” said Jarrow. “Maybe it looked better than it
really is. I'd want you to be satisfied, Harry.”

“I told you that if I liked it, you could name your price,” reminded
Houdini. “That offer still stands.”

Again, Jarrow pondered. Then: “I'll make a proposition,” he said.
“Remember that beaten-down uniform that the doorman is wearing?
He wants a new jacket for it, but the theater wont give him the
money. Suppose I tell him to go and buy one and send the bill to
you.

Houdini gave Jarrow a steady, somewhat quizzical look; then, with
just a slight trace of a knowing smile, he said:

“It’s a deal.”

In May 1923, Houdini told a group of New York magicians that he
could duplicate a medium’s feat known as an “apport,” whereby a
solid object is transported from one place to another and back again.
He borrowed a half dollar, had someone note its date, and called upon
a wealthy skeptic named Joseph Rinn to mark the coin with a pencil
so he could identify it later. Houdini then laid the coin on his out-
stretched right palm, covered it with a handkerchief, and told
members of the group to feel the coin beneath the cloth.

Rinn, who had offered ten thousand dollars to any medium who
could produce a genuine apport, was so interested in the test that he
insisted upon feeling the coin like all the rest. Yet when Houdini
lifted the handkerchief, the borrowed coin was gone. Houdini pointed
to a hat lying on a table at the opposite side of the room and told
Rinn he would find the coin there. Rinn went to the table, dipped his
hand in the hat, and not only brought out the coin, but also identified
the mark that he had made on it.

While the group of magicians blinked in amazement, Houdini told
Rinn to drop the coin back in the hat. With his coat off and his right
shirt sleeve rolled high above his elbow, Houdini again covered his
right hand with the handkerchief and let everyone feel his empty
palm, to make sure there was nothing there. As a convincer, Houdini
insisted that Rinn, the complete skeptic, make the final checkup, since
he was ready to wager ten thousand dollars that the coin could not
possibly come back.

But it did come back. When Houdini lifted the handkerchief, there
it was, the borrowed coin, exactly as Rinn had marked it. That put
Houdini in something of a dilemma. Either he had to admit it was a
trick by explaining it to the magicians, or he had to demand that Rinn
hand over a certified check for ten thousand dollars, which he said he
would be ready to deliver to anybody who could prove that the im-
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possible had been accomplished. So Houdini explained the trick to his
fellow magicians.

It all went back to that day with Jarrow, when Houdini specified
the type of trick he wanted. Jarrow had come up with a bold but
clever idea. He had called in the stage doorman as an innocent by-
stander to witness the trick; but the doorman—to his own amazement
—had turned out to be less innocent than he looked. When Jarrow had
asked him to feel the watch and make sure it was still there, Jarrow
had forcefully planted it in the doorman’s hand, even closing the
doorman’s fingers over it. Then, thrusting his arm toward Houdini, he
had called attention to his sleeve, drawing it still farther up, to prove
there could be no chance of trickery. Naturally, Houdini went along
with that, since Jarrow was known to be an expert when “sleeving”
was involved.

In short, the trick was really over when Houdini thought it was just
about to begin, so it was not surprising that his attention was drawn
from the real source of the mystery. So Jarrow boldly reversed the
process to bring the watch back, insisting that the doorman feel his
empty hand beneath the handkerchief, giving Jarrow his chance to
take back the watch that the doorman still held.

Jarrow practically gave away the secret when he suggested that
Houdini buy the doorman a new jacket in return for it, which Houdini
promptly did. But the trick was well worth the price—and more—for
after Houdini went over the details with Jarrow, he was able to build
it into the type of mystery he wanted. Where Jarrow liked to concen-
trate on an individual spectator, such as Houdini, using a chance by-
stander like the doorman as a stooge, Houdini specialized in commit-
tee work, so if he needed a helper, he picked the most important man
in the group, as in the case of Rinn.

Either course is excellent, but the techniques differ. With Jarrow’s
method, you keep your palm turned downward, so you can place the
object squarely in your helper’s hand, nudging it aside, so you can
swing your own hand in the opposite direction. This enables you to
get away with an object like a watch or small ball, later regaining it as
described. With Houdini’s method, you use a flat object, preferably a
borrowed coin, keeping your palm turned upward so that your helper,
somewhat skilled in his own right, can “steal” the object from be-
neath the handkerchief and replace it in the same way.

With Rinn, Houdini amplified the routine by having him look in a
hat, find the coin, and apparently leave it there after letting other
people inspect it. Since all that was pretense on Rinn’s part, he was
actually doing the trick instead of Houdini, which made it all the
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more baffling. Having put it to the test, Houdini was eager to have
fellow magicians perform the trick, because whenever they worked it,
they were proving that they could match the claims of pretended me-
diums, so during the next few years, it gained widespread popularity
throughout the world of magic.

It was during that period that I first saw the trick, but even then, its
origin had been almost completely forgotten. Houdini had not men-
tioned Jarrow when presenting it as a “spirit test,” and the few magi-
cians who saw Houdini perform it had shown it to others, who in turn
had passed it along to still more, so that tracing it back was almost im-
possible. Nearly twenty-five years later, the trick itself had practically
faded into oblivion when I became editor of The Conjurors’ Magazine
and arranged with Jarrow to run some of his long-cherished secrets.

During our discussions, Jarrow told me the story of Houdini and the
doorman, but I did not have a chance to use it before Conjurors’ sus-
pended publication in 1949. Still, I had no idea how the trick had got-
ten into circulation until Joseph Rinn sent me a copy of his memoirs,
which appeared in 1950 and contained a full account of the magi-
cians’ meeting where Houdini had baffled the group with the trick
that had baffled him when Jarrow performed it a year earlier.

Nearly thirty more years have passed since I pieced together this
story involving three long-remembered names in magic—Jarrow, Hou-
dini, and Rinn—so here it is and the trick along with it. Try it and if
you pick the right person to help you, chances are that people who
witness it will find it as baffling as ever!
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TICK-TACK-TOE

Most people are familiar with the game
“Tick-Tack-Toe” where two players
take turns marking X's and O in
squares until one wins by lining up
three-of-a-kind in a row. Here is a magi-
cal form of the game that will baffle
your friends whenever you perform it.
From a sheet of thin paper, cut a
square measuring exactly eight inches
by eight inches. Using a pencil and
ruler, divide the paper into two-inch
squares. Then, with a heavy marker, in-
sert an X and an O in alternate arrange-
ment, filling the squares as follows:

O X O X
“ O KO
O MO M
WO MO

Show the marked sheet and fold the
upper portion downward and front-
ward, forming a crease through the cen-
ter of the second cross-row from the top
(Fig. 1). Fold the lower portion back-
ward and upward, forming a crease
through the center of the second cross-
row from the bottom (Fig. 2).
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Now fold the right edge frontward,
over to the left, creasing the center of
the second row from the right (Fig. 3).
Then fold the left edge backward to the
right, creasing the second row from the
left (Fig. 4). This gives you a perfect
square, which you fold closed diago-
nally (Fig. 5) to form a triangle, which
you then fold in half to form a smaller
triangle (Fig. 6).

Turn that triangle around bringing
its short point upward. Hold the trian-
gle in one hand and with a good stout
pair of scissors in your other hand you
say:

“Tick-tack-toe—all in a row—

Which do you want? An X or an O?”

Whichever the spectator says, you
clip the triangle straight upward from
base to apex (Fig. 7). Whichever is
chosen—"X” or “O"—clip a trifle toward
that side (you should be able to see an
“X” or an “O” through the paper) and
all the chosen squares, in this case the
O’s, will come out individually, so you
can give them to the chooser while you
spread out the others, still joined to-
gether (Fig. 8).
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THIEVES AND SHEEP

This fast and puzzling trick is surpris-
ingly easy to perform. This has practi-
cally become a classic in its field. Use a
sheet of paper to form five small pellets,
alike in size and shape; these are laid in
a row to represent five sheep. Two simi-
lar pellets are made and shown in each
outstretched hand. Each is a thief, and
the hands themselves stand for barns in
which the thieves are sleeping over-
night (Fig. 1).

You state that the thieves decide to
steal the sheep from the farmer’s yard,
one at a time. To illustrate this, you
close your fists, turn your hands down-
ward, and pick up the “sheep” with
thumb and forefinger: Right—left—
right—left—right in alternating fashion
(Fig. 2). Then add that the farmer be-
came suspicious and turned on a light
in his house, so the thieves quickly put
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the sheep back in the yard: Left—right
—left—right—left (Fig. 3).

You continue: “The farmer put out
the light and the thieves stole the sheep
again.” Still keeping your fists loosely
closed, you repeat the earlier pick-
up: Right—left—right—left—right. How-
ever, you add: “Meanwhile, the farmer
phoned the sheriff and they found the
sheep missing so they decided to search
the barns with flashlights.” Here you
turn your fists palms upward and state:

“But the thieves knew what was com-
ing and were ready for them. So what
do you suppose they found? Both
thieves sound asleep in one barn and all
five sheep safely together in the other!”
Here you open both hands and reveal
two pellets—the thieves—in the left
hand; with five pellets—the sheep—in
the right hand (Fig. 4).




What makes this trick smooth and
effective is the fact that it really works
itself. Follow the routine exactly as
given and you will see why. Most peo-
ple overlook the fact that you are using
an odd number of pellets—five—to rep-
resent the sheep, so when you pick
them up alternately, beginning with the
right, your right hand will have three
sheep and your left hand only two.
Adding each thief, that gives the right
hand four pellets; the left hand, three.

In replacing five pellets on the table,
you start with the left hand, which
therefore lays down three supposed
“sheep” while the right hand lays down
only two. This leaves the left hand
empty while the right hand retains two
pellets. The final pick-up, right—left—
right—left—right, therefore, gives you
five “sheep” in the barn on the right and
two “thieves” in the barn on the left,
and the miracle is accomplished.
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THREE MATCHSTICK BAFFLERS

The three puzzling propositions that
follow are all of a sophisticated type,
requiring some knowledge of mathe-
matics or geometric figures toward their
solution.

FormING A SQuaRE Here you begin by
forming a cross with four matches, ar-
ranging them exactly as shown in Fig.
1. You then challenge anybody to move
one match only, yet make the matches
form the sides of a perfect square.
Seemingly impossible, unless you know
the answer!

The secret is to move the match at
the right a trifle outward, leaving a tiny
square formed by the bases of the
matches (Fig. 2). This meets the
specified conditions, which did not
mention the size of the proposed
square.

SEveN To ONE Five matches are ar-
ranged to form the letters VII, which
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most people recognize as the Roman
numeral for 7 (Fig. 1). By moving just
one match, it can be changed into the
equivalent of the number 1. You claim
you can do it, and when people give up,
you can show them how.

Here’s how: Move the match on the
right to a horizontal position stemming
from the letter V (Fig. 2). Mathe-
maticians will recognize that as the
symbol for the “square root of one.”
Since that happens to be +1 or —1, you
have made it the equivalent of 1.

Six to Six Six matches are arranged
to form a hexagon, the geometric term
for a six-sided figure (Fig. 1). The prop-
osition is to add three more matches and
thus form another six-sided figure.

This is done by inserting the three
matches (as shown in Fig. 2). Study it
in perspective and you will see that it
represents a cube, another six-sided
geometric figurel



FOLLOW THE ARROW

D

For this baffler, you need a small square
of cardboard, on which you draw an
arrow, pointing straight upward. Hold
the square in your left hand, with your
forefinger pressing the corner at the
upper right and your thumb pressing
the corner at the lower left. With your
right finger, hook the upper left corner
and swivel the card downward and for-
ward to the lower right, bringing the
other side to view. Mark another up-
ward arrow on that side.

Now, every time you hold the card
and turn it downward as described, the
arrow will point upward on both sides
(Figs. 1 and 1A). To make the arrow
act in a magical manner, take the
square with your right hand and shift
your left thumb to the upper left corner
and your left forefinger to the lower
right. This enables the right forefinger
to swivel the square downward and for-
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ward from upper right to lower left,
which causes the arrow to point down
(Figs. 2 and 2A). Keep repeating this
and, with each turnover, the arrow will
point up—down—up—down, much to ev-
eryone’s surprise.

If you hold the arrow upright, with
your left thumb at the left side and
your left forefinger at the right, a sim-
ple downturn by the right forefinger
will make the arrow point to the right
(Figs. 3 and 3A), only to point upward
when the square is given another down-
turn. In contrast, you can point the
arrow upward and hold the square with
your left thumb at the top and your left
forefinger at the bottom. With your
right forefinger, swivel the card forward
and to the left, which will make the
arrow point to the left (Figs. 4 and
4A).




TOPSY-TURVY NUMBERS

Here is the latest version of a “turnover
teaser” worked with a square of stiff

cardboard measuring from 12 to 2
inches each way. Inscribe the front of
the square with a large numeral “6”;
then hold it upright between the tip of
your left forefinger at the upper right
corner and the tip of your left thumb at
the lower left corner (Fig. 1).

Now, with the tip of your right
forefinger, hook the upper left corner
(marked *) and swivel it forward and
downward in a diagonal direction to
show the back of the square. Still keep-
ing the square upright, you inscribe an-
other “6” on the back, to match the one
on front (Fig. 1A). You will then be
ready to baffle yourself with the follow-
ing routine:

Hold the card as already described,
showing either side with the “6”
straight upward. Do the diagonal down-
turn with the right forefinger, showing
an upright “6” on the other side and
repeat it several times, commenting: “A
6" on each side—always a ‘6.”” Then
take the square in your right hand,
keeping the same side constantly in
view, and invert the square, saying,
“When we turn it upside down, it be-
comes ‘g."”

Meanwhile, you turn your left hand
palm frontward, so that when you re-
place the square with the “9” upright
between the left thumb and forefinger,
the thumb presses the upper left corner,
and the forefinger engages the lower
right corner. No one is apt to note the
difference, for since the number is still
upright, people will be thinking in
terms of top and bottom, where the
square is concerned (Fig. 2). But when
your right forefinger turns over the
square forward and downward from the
upper right corner (*), it follows a new



diagonal, and the square now shows a
“6” (Fig. 3).

Remarking that the “g” is topheavy,
you again invert the square with your
right hand, replacing it between left
thumb at upper left and left forefinger
at lower right. Another diagonal turn-
over from upper right downward and
the “9” again becomes a “6.” After a few
repeats, you switch to another system,
namely:

Place the square with the “9” upward
between the left thumb at the left edge
and the left forefinger at the right edge
(Fig. 4). With the right forefinger,
bring the top edge downward and for-
ward, turning the square over. This
time the “9” plops sideways, practically
on its back (Fig. 5). Set the “9” up-
right (as in Fig. 4) and repeat the ac-
tion (as in Figs. 4 and 5).

Now, for variety, set the square “g”
upward with the left thumb pressing
the top edge and the left forefinger at
the bottom. This enables the right
forefinger to swivel the right edge for-
ward and to the left (Fig. 6). Again,
the “9” goes sideways, this time plop-
ping “face down” (Fig. 7). That gives
you another idea. The right hand holds
the square in that exact position so the
left hand can shift its thumb to the left
side and its forefinger to the right side.
From there, the right forefinger brings
the top edge downward and forward,
finishing the turnover with a “6.”

That gives you a better idea. By re-
versing the moves, you bring the “6”
back up to “9.” The right thumb swivels
the bottom edge of the square upward
and backward. The left thumb and fore-
finger shift from the side edges to the
top and bottom (Fig. 7). The right
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thumb then swivels the square front-
ward to the right so the “g” reappears
(Fig. 6).

You then remark that since turning
the card downward always produced a
“6,” turning it upward should always
produce a “9.” To prove it, set the card
“6” upward with left thumb at upper
left corner and left forefinger at lower
right corner (as in Fig. 3). With your
right thumb, swivel the lower left
corner upward and forward, so the di-
agonal turnover shows a “9” on the
other side (as in Fig. 2).

Immediately take the square in your
right hand so the left can do a forward
turn and press its forefinger against the
upper right corner while its thumb
presses the lower left corner. Now, with
the right forefinger, hook the lower
right corner and swivel it upward and
forward along the diagonal. This turn-
over will bring the other “g” to view (as
in Fig. 1), and you can repeat the pro-
cedure as often as you wish.

This routine has been described from
your viewpoint, as that is both the eas-
iest way to learn it and to appreciate
its surprising effects. In demonstrating
it to other people, it is best to turn your
right side toward the onlookers and ex-
tend your left hand far enough to view
proceedings while the others are look-
ing on so you can enjoy it too!

Emphasize the fact that turning the
square downward always brings a “6,”
while turning it upward will result in a
“9.” Emphasize it as a “fact” because it
has no bearing on the case. That helps
to puzzle people all the more. Add any
variations of your own as you go along.
They help to make the trick more fun.
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MAGIC SEVEN

Whether you term this an experiment in
“thought coincidence” or a process of
“mental elimination,” it will work per-
fectly every time you try it, provided
you follow the simple procedure exactly
as described. All you need are seven
playing cards placed in a face-down
row and a single coin to go with them.
Drop the coin on a card and state that
while your back is turned, you want
someone to move the coin to the next
card in the row, in either direction,
every time you give the word, “Move.”
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You can demonstrate this with some
sample moves, showing how the coin
might simply be moved back and forth,
or moved progressively to the end of
the line, according to choice. Since you
have no control over the moves, it
might wind up anywhere without your
knowledge. However, you will try to
picture its position mentally, and at in-
tervals you will call upon the person to
take away a card from the row before
making further moves. Your purpose is
to eliminate all the cards until only one



remains, sight unseen, with the coin
resting on that final card.

To do this, you will obviously have to
visualize the coin’s exact position dur-
ing certain stages of the process, as any
mistake can mean failure. Except that
you not only don’t intend to fail, you
won’t! Here is the reason why:

Since there are seven cards, mentally
number them 1 to 7, from left to right.
To start the action, drop the coin on
any odd card-1, 3, 5, or 7. You can
mention that you must see the starting
point so that you can follow the specta-
tor’s moves mentally. Proceed this way:

Starting with seven cards, give the
word “Move” just seven times; then you
say, “Now take away the card at the left
end of the row.”

Now having six cards, you say
“Move” six times; then you say, “Take
away the card at the right end of the
row.

With the five cards remaining, you
say “Move” five times; and add, “Take
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away the card at the left end of the
row.”

Down to four cards, you give the
order “Move” four times and tell the
person, “Take away the card at the
right.”

With three cards, you call for three
“moves” of the coin and say, “Take
away the card at the left end.”

With two cards, you say “Move”
twice and order the person, “Take away
the card at the right end.”

That automatically narrows it down
to the lone card now covered by the
coin.

NotE: If a finicky spectator wants to
start by placing the coin on a card of
his own choice, you can allow him that
privilege, provided you watch where he
puts it. If he lays it on a card at an odd
position (1, 3, 5, 7), proceed as usual;
but if he puts it on an even card (2, 4,
6), you count that as his first move, and
simply order six more to make your reg-
ular total of seven.




THE BENDING PENCIL
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Borrow a pencil and hold it by one end
between your right thumb and fore-
finger. Tell your audience to watch
the pencil intently while you move it up
and down. The pencil seems to lose its
shape and bend like rubber, yet it is a
real pencil.
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It all depends on a remarkable illu-
sion achieved by the motion of the pen-
cil. Hold it horizontally and wiggle it
with short, quick shakes, which will
make it appear to bend.
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TRICK OF THE MONTH

Several monthly sheets torn from last
year’s calendar are the items used in
this mystery. These are laid on the table
and a spectator chooses one, keeping his
choice to himself. The sheets are then
mixed and turned over, bringing the
blank sides up. You tell the chooser to
spell his month letter by letter as you
tap the sheets at random and to say
“Stop!” on the final letter; and when
you turn up that sheet it proves to be
his month.

It all depends on the months you use.
The layout shows MAY, JUNE, APRIL,
AUGUST, OCTOBER, NOVEMBER,
SEPTEMBER, each with one more let-
ter than the month preceding it, rang-
ing from three letters up to nine. In-
stead of mixing the months as you turn
them down, you actually lay them in a
special order, as:
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APRIL MAY
AUGUST JUNE SEPTEMBER
OCTOBER NOVEMBER

Make your first two taps on any
months; then tap them in numerical
order, following a zigzag pattern:

Whatever the month, you will turn it
up when the chooser says “Stop!” as you
tap the final letter. In repeating the
trick, substitute extra months for some
that you originally used, as JULY for
JUNE, MARCH for APRIL, JANUARY
for OCTOBER, DECEMBER for NO-
VEMBER. Others (MAY, AUGUST,
SEPTEMBER) must remain the same.




THE MYSTIC WATCH

While you are out of the room, a watch
is set at any desired hour, and then
placed face down on the table. When
you return you look at the back of the
watch, without touching it, and name
the hour indicated by the hands.

A confederate from among the spec-
tators is required for this baffler. This
person is the one who places the watch
on the table. He and you have pre-
viously agreed to consider one side of
the table as the “top edge.” When he
places the watch, the confederate sets it
so that the stem points toward the de-
sired number of an imaginary circle, the
“top edge” of the table representing 12.
By glancing at the watch you know the
hour at which the hands have been set.
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AMAZING MATCH
BALANCE

Balancing a wooden match upright on
the tip of your forefinger is really amaz-
ing, particularly when other people try
it and just can’t make the match stand
up. They can’t because there is a secret
to the trick that nobody is apt to guess.
Beforehand, break off a tiny tip from
the lower end of the match. In starting
the balance, press the match firmly
downward with your thumb; this
imbeds the frayed end in the flesh of
the forefinger so the match stays up-
right when the thumb is lifted. It won’t
work when others try it with ordinary
matches.



SNAP!

Extend your right hand and with your
left hand place a wooden match across
the middle finger of your right, pressing
the ends of the match with the first and
third fingers. Have other people do the
same; then raise your right hand and
bring it down, counting, “1—2—Snap!”
When you do it, the match breaks in
half; with anyone else, the match re-
mains intact.

Naturally, there is a trick to it. After
showing everyone else just how to place
their matches, remove yours momen-
tarily, and in replacing it, raise your
right middle finger and slide the match
below it, resting the ends of the match
on the other two fingers. Start your up-
and-down count before anyone notes
the difference. Your match will snap as
downward pressure provides the finger
with added power.
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SMASHI

Rest the cover of a matchbox on one of
its narrow sides; and on the upper side,
place the drawer of the box so that it
stands crosswise on one end, a very easy
balance. Now challenge anyone to
clench a fist and smash the box and
cover with a hard downward stroke.
This looks easy, too, but the harder the
blow, the farther away the box and the
drawer will fly!




Sane 0.5
TROP AWAY
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DO AS I DO CARD TRICK

Two packs of cards are required for this
trick. You shuffle one and a spectator
shuffles the other; then exchange packs
and shuffle them again. After a few
more exchanges, tell the spectator, “Do
as I do.” With that, cut your pack in
three face-down piles, and he does the
same with his pack. Then each of you
peek at and return the card on top of
the middle heap of your own pack.
After that drop the bottom heap on top
of the middle, and the middle on top of
the top. Give the entire pack a few cuts
and exchange packs as you did before.
Then each of you look through the
other’s pack and find the card that you
took from your own. Lay these cards
face down, side by side, then let anyone
turn them up at the same time. To the
amazement of the onlookers, the two
cards match exactly!

Simplicity is the key that makes this
trick a real baffler. In shuffling and ex-
changing packs a few times, you easily
note the bottom card of one pack—say,
a red-backed pack—before receiving his




blue-backed pack. You immediately cut
his pack in three heaps by lifting off
two thirds and placing it to the right;
then lifting off the top third and placing
it still farther to the right. Tell him to
do the same, so you can each peek at
the top card of your middle heap.

In gathering the heaps by dropping
the middle on the center and both on
top, your partner automatically puts the
card you looked at—say, the 5 of spades
—on the card he peeked at—say, the
jack of diamonds. You only pretend to
peek at the card on the middle heap of
the pack he gave to you. After you each
cut the pack a few times, exchange
packs again. All you have to do is look
through your pack and find the card
you saw on the bottom, namely the 5 of
spades, and draw out the card below it,
which will be the jack of diamonds,
which is the card he peeked at.

While you are placing his card face
down on the table, your friend will be
looking through your pack for that very
same card—the jack of diamonds—so it
will automatically match yours when
both are turned up together!
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ALTERNATE DO AS I DO

To most observers, this looks exactly
like the standard Do as I Do with two
packs, but from your standpoint, it has
two important differences.

First, instead of noting the bottom
card of your pack, push the top card an
inch or so over the end of the pack and
note it by tilting the faces toward you.
Square the pack face-down, so that your
known card—say, the 5 of spades—is on
top of the red-backed pack when the
spectator receives it.

Next, in taking the spectator’s pack
and cutting it in three heaps, you cut it
by lifting off two thirds of the pack and
placing it well to the right, so you can
lift off the top third of the pack and set
it in the middle. Since you tell the spec-
tator to do exactly as you do, the 5 of
spades will be the top card of the red-
backed heap that he looks at—namely,
the heap now in the middle. You only
pretend to peek at the top card of your
blue-backed middle heap.

Actually, you have forced the 5 of
spades on the spectator, so if he wants
to shuffle the red-backed pack before
returning it, you can obligingly shuffle
the blue-backed pack and invite him to
“do as you do.” So when he starts look-
ing for the red-backed 5 of spades, you
go after the very same blue-backer and
both are turned up together.




THREE-HEAP DO AS I DO

This is an elaboration of the basic Do as
I Do. Here three spectators each take a
card from a different heap, yet you
amazingly match all three after the
packs have been exchanged. To do this,
you must note and remember the three
top cards of your pack, which is really
not difficult if you use this as a follow-
up to some lesser trick, in which you
used a limited number of cards, such
as the kings and queens.

Thus in replacing those cards in your
pack, you could put the QH, QS, and
QC on the top just as they are. Then,
giving the spectator your red-backers in
exchange for his blues, you start dealing
cards in three face-down heaps—left,
center, right—telling him to do the
same. That puts your key cards on the
bottom of each heap, so you can speed
things by dealing the cards in clumps
from then on.

Have each person look at the top
card of a heap and leave it there, while
you pretend to do the same. Then
gather heaps in any order, giving the
pack a few single cuts. Switch packs
and have each person look for his card
and remove it, while you are finding all
three cards, since each will be directly
beneath a different key card.
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DO AS I DO KNOT

This is a standout among Do as I Do
effects, because it causes people to con-
centrate so intently on what they are
doing that they are sure to overlook
your added touch—which, of course, is
the key to the trick. So it should really
read, Do as I Do Not.

Hand out a five-foot string or light
rope to your audience and show them
with your own exactly how to form the
rope into a double loop. Then let the
loop drop and a knot appears in the
center; but when they copy your action,
they do not get a knot. Your guests
will soon be frustrated because no mat-
ter how many times they try, it just
won’t work.

Basically, this is the same as the
Drop-away Knot described on page 26,
but in this case you show exactly how
the rope is worked into a double loop
(Figs. 1, 2, and 3 of Drop-away Knot),
making sure that everybody copies you
exactly. Now, in bending the hands in-
ward and downward with a forward
tilt, you secretly grip the rope with the
third and fourth fingers of your right
hand just below the loop and release
the end of the rope with your thumb
and first two fingers (Fig. 4).

The result is automatic. The unseen
move causes a knot to form in the cen-
ter of your rope (Fig. 5), something
that no one else will duplicate. If done
with ease and complete confidence your
guests will never realize you've done
something extra.
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DO AS I DO STRING TRICK

For this baffler, you use a dozen or more
pieces of cotton string, each approxi-
mately six inches long. Hand these out
in pairs to several spectators, keeping a
pair for yourself (Fig. 1). Telling other
people to “Do as I Do,” bundle your
two strings into a loose ball and give
two of the ends a sudden tug. To every-
one’s amazement—except yoursl—your
two short pieces suddenly unite into a
single long string (Fig. 2). But when
they try to do the same with theirs, they
wind up with two “shorties” just as they
began.

Use a cheap cotton string for this
trick, the type that is formed of long,
thin strands, actually consisting of thin
strings twisted together. The pairs of
six-inchers that you give to your friends
are quite ordinary; but your “pair” is ac-
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tually a twelve-inch length that you
have faked to look like two six-inch
pieces. To do this, spread the twelve-
inch string at the very center, drawing
the strands apart to form two small
loops (Fig. 3A). Twist these separately
to look like two short ends (Fig. 3B) so
that when you hold the join between
your thumb and forefinger, you ap-
parently have a pair of six-inch strings
like everybody else’s.

Then proceed to gather up the
strings, lightly compressing them to-
gether. When you have bundled them
sufficiently, take hold of the long ends
and give a quick, hard pull. The false
short ends will instantly be drawn back
to where they belong, giving you a sin-
gle string that can be examined.




SLIDE-AWAY KNOT

A single knot is tied in a short piece of
string or rope, which is dangled from
the right hand (Fig. 1). The left hand
grasps the knot and draws it downward,
apparently tightening it, but instead, as
the left fist comes clear, the knot has
completely vanished (Fig. 2). When
other people try it, they find themselves
tightening the knot instead of vanishing
it. This makes it an excellent Do as I Do
effect. Hand out strings and let specta-
tors copy your moves, to no avail.

The secret is when closing your left
fist around the knot, keep the back of
the hand toward the spectators and se-
cretly insert the two middle fingers in
the loop. Keep spreading the fingers as
you draw the loop downward and it
will run off the end of the string (Fig.
3). Anyone unfamiliar with this method
will snarl the knot instead. Use a
smooth string or ribbon or a thin nylon
rope and you can repeat the trick time
after time, with the same baffling result.
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CALL FOR THE WIZARD

This is a popular form of a “telephone
trick” where you invite a friend to name
any card in the pack, then talk over the
telephone to a mysterious mind reader
known as “The Wizard,” who concen-
trates and tells your friend the very
card he has in mind.

To add a little showmanship first,
tell everyone how marvelous The Wiz-
ard is; then say that you will call his
number and ask for him, but that you
will let your friend do all the talking.
Everybody in the room must concen-
trate on the same thought to make sure
that the message is projected, and also
to corroborate the fact that The Wizard
has really caught the thought—which in
this test will be a card named by your
friend.

Suppose your friend chooses the g of
clubs. Dial the number and when some-
one answers, simply say: “Let me talk
to The Wizard.” A few moments later,
say, “Here he is,” and hand the phone

to your friend, who asks the name of his
card. And The Wizard’s reply comes
through in mystic tone: “The g of
clubs!”

Here’s how you work it. There is only
one person at the other end and he is a
confederate who is awaiting your call.
When he answers the phone, he starts
saying, in a low tone just for you: “Dia-
monds—hearts—clubs—spades.” Since the
card is a club, you stop him on that
suit by saying, “Let me talk to The Wiz-
ard.”

In the same low tone, he starts
reciting: “Ace—king—queen—jack—10—
9—" and you stop him there by saying,
“Here’s The Wizard” and handing the
phone to your friend, who began by
naming the g of clubs. Of course, The
Wizard could continue counting clear
down to 2, if necessary; but wherever
you stop him he knows that that is the
value of the card.




FINGER FIGURES

This starts like a game, but winds up as
a mystery. Have two people hold out
their right fists, while you turn your
back. Each is then to extend some of his
fingers, representing a number from 1 to
4, or spread his hand for 5, or even keep
his fist closed for o. Another person, who
is acting as referee, calls out the total
number of fingers shown and after a
few moments of concentration, you
name the number of fingers shown by
each individual player.

Not only are you right, but you can
also repeat the procedure time after
time, leaving people more and more be-
wildered the longer it goes on, even
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The referee calls:
The referee calls:
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The referee calls:
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The referee calls: “7.” You

7. You
9.” You
The referee calls: “6.” You
5.” You
4.” You
2.” You

though you may change players on oc-
casion.

You need a partner for this feat, but
the system is so neat that you can ex-
plain it to a new helper in a few min-
utes. You tell your partner, ]oe, to start
by showing three fingers, so if the ref-
eree calls “7” as the total, you automat-
ically know that the other player, Andy,
is showing 4. On the next turn, Joe is to
show the number that Andy has just
shown; in this case, 4. That applies to all
the numbers that follow, enabling you
to keep on and on—and on!-without a
miss.

Here is a simple example:

say: “Joe—3; Andy—4.”
say: “Joe—4; Andy—3.”
say: “Joe—s; Andy—1.”
say: “Joe—1; Andy—4.”
say: “Joe—4; Andy—o.”
say: “Joe—o; Andy—2.”
say: “Joe—2; Andy—s5.”



Most people look for some signal be-
tween you and one of the players, or
even the referee, never suspecting that
the total itself gives you the cue. When
working with a group, other people may
be eager to participate, so you can let
somebody take Andy’s place, but not
Joe’s, because he is your partner. How-
ever:

With a large group, you can always
have another partner—perhaps Mary—
who can be so eager to get into the
game, that you finally let her take Joe’s
place. Since Mary knows the system,
she picks up from where Joe left off and
you go right on naming totals. Since
this is supposedly a test in ESP, you can
always reject a player who does not
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have the right “vibrations,” or you can
decide that you have concentrated long
enough and call a halt right there.

With a fairly large group, you can in-
troduce a very neat switch. Starting
with Joe as a confederate and Andy as a
skeptic, you have someone replace
Andy and then get Mary—your other
confederate—to replace Joe. While the
game goes on, Joe has a chance to draw
Andy aside and tell him how the trick
works. Shortly afterward, Andy be-
comes anxious to get back in the game,
so you let him replace Mary. Thus
Andy, the avowed skeptic, a person you
never even met before, becomes your
secret helper, leaving other skeptics ut-
terly nonplused!







cuarter six: Mental Magic and Messages

Joseph Dunninger

For MaNY YEARS, the Eden Musée, on West Twenty-third Street in
New York City, was a Mecca of Magic. Its vast array of life-sized wax-
work figures included an automatic checker player that would beat
you every time you played a game with it. The museum also had a
small theater called Egyptian Hall, where such famous magicians as
De Kolta, Powell, and Baldwin had appeared for extended engage-
ments. During Christmas week in 1913, I visited the Eden Musée and
witnessed a memorable magic show. That may seem like a long while
ago, but actually it was only shortly before the museum concluded its
thirty-year stay in Manhattan and moved to Coney Island in Brook-
Iyn.

By then, the old-time magicians had come and gone. But the up-
and-coming performer who supplanted the old-timers presented such
effects as the Chinese Rice Bowls, the Linking Rings, and the Floating
Lady, which were becoming well known even then. Among these, he
interspersed some specialties of his own, thus rounding out a flawless
program. I saw his show again several months later, and he had added
other novelties for the benefit of steady customers, which was why he
filled a continuous engagement of sixty-five weeks—a record for a ma-
gician in New York.

This talented magician’s name was Dunninger, and he went on to
set far bigger records during the sixty-odd years that I knew him; and
during that time, he told me exactly how it all came about for him.

After leaving the Eden Musée, Dunninger began doing private
shows along with occasional vaudeville engagements, augmenting his
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skill at sleight-of-hand with some large tricks and illusions requiring
three or four assistants. All the while, he was buying up larger and
heavier equipment, moving toward a full-scale magic show that would
rival the biggest in the business, until one eventful evening changed
his plans entirely.

Dunninger had finished a stage show at a private club and his as-
sistants were packing up when the chairman of the club’s entertain-
ment committee stopped by and asked him to do more of his skillful
work for the benefit of some special guests. Dunninger agreed, but
rather than repeat his expert manipulations with coins and cards, he
had members of the audience write names and numbers on slips of
paper; then called them off, to everyone’s amazement. Instead of hav-
ing them take cards from a pack, he had them simply think of cards,
yet he proceeded to find them and produce them from unexpected
places, leaving them utterly dumfounded.

“I was doing magic,” Dunninger told me, “but they didn’t know it.
If I changed a silver half dollar into a twenty-dollar gold piece and
back again, they were sure it had to be a trick, no matter how com-
pletely I fooled them. But if I switched a folded paper for a duplicate,
then opened the original and read it before switching it back, they
thought I was reading their minds.”

Apparently, Dunninger himself didn’t immediately realize the effect
he was having. A few weeks later, his agent received a call from the
club where he had appeared, saying they wanted him there again.
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When the agent reminded them that they had seen Dunninger only a
few weeks before, the committee man said, “We don’t mean his regu-
lar stage show, we mean his new show. Everybody who has heard
about it wants to see it.” The agent promptly phoned Dunninger de-
manding to know why he was booking a new act on his own; and in
reply, Dunninger could only ask, with real surprise, “What act?”

When the agent named the client, Dunninger was able to explain
that he had simply put on a brief act as a courtesy to the chairman,
but since they liked it so well, he would be willing to expand it. So the
agent called the club and booked Dunninger for a date at his full fee.
During the interim, he developed further effects in mental magic, and
on the appointed night, instead of bringing a truckload of illusions
and a crew of assistants, Dunninger arrived with a suitcase containing
pads, pencils, envelopes, chalk, slates, playing cards, and other com-
monplace items, which he used to demonstrate what he termed “Mira-
cles of the Mind.”

From then on, the new act steadily replaced the old, with con-
stantly increasing bookings at fees that grew with the demand. Such
success simply furthered Dunninger’s urge to go on tour with a full-
evening magic show, and ten years after he had left the Eden Musée,
he achieved that ambition. He appeared from coast to coast, carrying
a company that approached the size of Thurston’s. Along with magic
and illusions, he presented his one-man mental act on an elaborate
scale, distributing pads, pencils, and envelopes throughout the audi-
ence; then answering questions from the stage without having assist-
ants gather them.

I saw Dunninger’s big show in the Philadelphia Metropolitan Opera
House, the largest theater in the city (a vast contrast to the compact
Egyptian Hall of New York’s Eden Musée, which is a good example of
what had been going on throughout the country). We all expected
him to go out the next season with a still bigger show, but his fame as
a mentalist had reached New York ahead of him and he was booked
for private engagements at such fabulous fees that he put his big
show in storage, even selling some of his best equipment to Houdini,
who was going out with a road show of his own.

For nearly twenty years, Dunninger continued his phenomenal ca-
reer, performing at exclusive clubs and elite social events, which in-
cluded several appearances at the White House. I saw him frequently
during those years and worked with him on articles, books, and radio
scripts. With theater business falling off, Dunninger regarded his big
show as a relic of the past, and his new ambition was to go on the air
with his one-man act. I handled the final arrangements for his initial
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broadcast from Station KYW in Philadelphia, and its success led to his
regular program from WJZ in New York, over a national network.

The result was so sensational that from then on Dunninger starred
in radio, usually “warming up” with a “live” audience before going on.
This created a demand for public appearances, which he filled be-
tween his broadcasting commitments. When television overtook radio,
Dunninger’s popularity increased, since his act had become visual,
and the reactions of the baffled spectators whose minds he apparently
read added to the excitement. In all, Dunninger covered a twenty-
five-year period on radio and TV before he finally retired. By then, he
had set the pace for a whole new trend in mental magic, so that today
there are literally hundreds of self-styled “mentalists™ in the field.

Analyzing this, we find that many feats of mentalism are mere
magical effects that appear to be a “thought coincidence” rather than
the result of skill or trickery. Here is an example that Dunninger fre-
quently demonstrated to prove that very point, one that you can try
for yourself:

Give a pack of cards to a spectator, tell him to shuffle it and mean-
while think of a number, anywhere from 1 up to 15, without naming
it. That done, have him turn his back and count off that many cards
from the top of the pack, putting them in his pocket. Then tell him to
count off the same number again; but this time, he is to turn the
group to himself and note the bottom card, the one facing his way.
Add that he is to remember that card and replace the group squarely
on the pack, then give you the pack, face down.

Holding the pack in your left hand, ask three other persons each to
give you a man’s first name, specifying that it must be an actual name,
not just a nickname. Assuming that the names are Richard, George,
and Arthur, you proceed to spell those names by dealing cards, one
for each letter, so that they form a pile on the table, each card going
on the one before. Call the letters as you spell them, so there can be
no mistake; then gather up the entire heap and replace it on the pack.

Now tell those three helpers: “I want each of you to spell the name
you chose, exactly as I showed you, but now we will use the full
pack.” With that you give the pack to the man who had it originally
and tell him to bring out the cards from his pocket and replace them
on the pack. Up to that point, nothing could be more fair and above
board; if any trickery is due, it will have to come after you take the
pack again. But you don’t even touch the pack from then on.

Instead, you have the holder give it to the helper who named
“Richard” so he can spell R-I-C-H-A-R-D, dealing a card for each let-
ter. It then goes to the second helper, who spells out “G-E-O-R-G-E,”

94




and finally the third helper, who completes the spelling with “A-R-T-
H-U-R.” He then lays the pack in the center of the table, while you
turn to the man who held the pack originally and sum the situation
with this statement: X

“I have no idea what number you chose originally. Nor is it possible
for me to know what card you looked at. These other three people
had free choice of the names they gave me and they spelled them out
themselves, so whatever happens now will be a meeting of the minds
—your minds, not mine.” Pointing to the pack, you add: “I want you
to take the top card from the pack and hold it face down.” As he
does, you say, “Now name the card you looked at.”

He names it; for example: “The jack of spades.”

You tell him: “Turn the card face up.”

He turns it up. It is the jack of spades!

Follow the procedure exactly as given and you will find that this
amazing effect works itself automatically. You can practice it with
imaginary people: One handling the pack to start, the others spelling
chosen names. But don’t omit that part where you deal the cards
yourself, showing them how the names are to be spelled. That
reverses the order of the cards then on top of the pack and that does
the trick!

Just one more point: The names that are chosen must total more
than fifteen letters in order to be safe. So if you are given three short
names, like Roy, Ira, and Wayne, simply turn to a fourth person and
ask him to give you another name, thus raising the total. It doesn’t
make a bit of difference what number the original person decides to
use, provided it isn’t more than the specified fifteen!
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THE COUNTING RACE

This is a fast-moving game that has a
trick to it, so that you can always win.
Tell a person to pick any number from
1 to 10, naming it aloud; let’s say, 8. To
that, you add a number from 1 to 10
inclusive—say, 6—mnaming 14 as your
total. Continue in that fashion, with 10
as your limit, and whoever hits 100 is
winner of the race.

The trick is this: By hitting 89, you
can always win, as your opponent must
name at least 1, but no more than 10. So
89 becomes a vital “key number,” which
in turn is controlled by lesser “keys”
running 1, 12, 23, 34, 45, 56, 67, and 78,
which are easily remembered because
each is just 11 more than the one be-
fore. Aim for one of those “keys”—say,
56—and you have 100 in the bag. Take
this example, in which the totals in ital-
ics are your calls: 3, 10, 16, 20, 30, 36,
37, 88, 47, 56, 6o, 67, 77, 78, 85, 89, 9o,
100.

Of course, the sooner you hit a key
number, the earlier you clinch the
game. This means that any time you
have the “first call” you can win the
game at the very start by naming 3 and
following with every key number from
then on to 100.
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NAMING NUMBERS

For a “two person” effect, this can prove
highly baffling, yet it is very easily
learned and therefore specially suited to
younger performers. One person, who is
to play the part of a “mind reader,”
leaves the room, while the other, who
acts as the “subject,” is given a number
—say, from 1 to 15—by the members of
the audience.

The subject stands facing the specta-
tors while the mind reader is called into
the room. Without a word passing be-
tween them, the mind reader steps in
back of the subject and extends his
hands, placing his fingertips on the sub-
ject’s temples. Slowly, the mind reader
counts aloud: “1—2—3—" and so on,
until he comes to the chosen number,
when he stops and says, “That’s itl”
This may be repeated time and again,
yet always, the mind reader will hit the
number correctly.

Actually, the subject signals the num-
ber to the mind reader, but the method
is so neatly hidden that no one can ob-
serve it. When the mind reader has
counted to the chosen number—say,
9—the subject simply presses his teeth
tightly together. This action, slight
though it is, produces an outward pres-
sure at the subject’s temples, which is
easily noted by the mind reader. He
claims that he is “sensing the subject’s
pulsation” in order to “obtain a mental
impression,” and many people really
think he does, which makes the trick all
the better.



NAMING THE OBJECT

Here is a feat of pretended “thought
projection” with a reverse twist that
makes it utterly baffling to the average
onlooker. As in other tricks of this type,
two people are involved: One who pro-
jects the thought, the “sender,” and an-
other who acts as “receiver” and picks
up the impression correctly.

The receiver stands with his back to
the audience, pressing his arm across
his eyes and resting it against the wall,
so that he cannot possibly see what is
going on. The sender asks the spectators
to point to any object in the room, such
as a coffee table, so he can project the
thought to the receiver. He then points
to various objects in slow progression,
asking, “Is it the sofa?” “Is it the radio?”
“Is it the wastebasket?” always getting
“No” for an answer until he asks, “Is it
the coffee tabler” and then he gets a
prompt “Yes” from the receiver.

This can be repeated, with the spec-
tators choosing a different object; and
again, with smaller items, such as a cig-
arette, a coin, a pencil—always with the
same success. If the spectators suspect
that the sender is changing his tone, he
can simply point to each item, letting
anyone ask, “Is this it?” without even
naming the object. Yet the receiver will
name the chosen object every time, and
the closer the spectators watch the
sender, the less chance they have of
guessing the secret.

That is because they will be looking
for some sort of signal on the sender’s
part, although there is actually none at
alll
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That is where the reverse twist comes
in. The receiver is the one who gives
the signal. The sender starts by pointing
to any object except the chosen one,
and when asked if it is the object, the
receiver simply says “No.” The sender
picks another wrong object and the re-
ceiver supplies another “No.” Finally,
just after again saying “No,” the re-
ceiver raises his arm very slightly
against the wall, and the sender, spot-
ting that action, names the chosen ob-
ject or points to it on his next turn.

Nobody suspects a signal from the
receiver, who is supposedly playing a
strictly passive part. It is natural for the
sender to glance toward the receiver
after naming an object, or pointing to
one, so the fact that he is picking up a
cue for the next object is almost certain
to be overlooked. Getting someone to
work as the receiver is easy, as you can
explain the system very quickly. Then,
posing as the sender, you can baffle
your audience with a helper whom you
apparently picked at random.
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MYSTIC TOTALS

While your back is turned have some-
one put three dice in a stack. Facing the
spectators, call attention to the fact that
five sides of the dice are completely
hidden—that is, the bottom of the up-
permost die and the tops and bottoms
of the two dice below. By simply touch-
ing the visible side of the top die you
can name the total of the five hidden
sides.

The secret to this trick is simple.
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Since the opposite sides of a pair of dice
always total seven, the opposite sides of
three dice will always add up to
twenty-one. By subtracting the number
on the uppermost die of the stack from
twenty-one you get the total of the five
hidden sides. Example: If a 1 shows on
top, the total is 20, as in the illustration.
If a 5 shows on top, the total of the hid-
den sides is 16. Simple mental arithme-
tic.




ROLL THE DICE

While your back is turned tell a
member of the audience to roll a pair of
dice and remember the total; then have
him pick up one of the dice and turn it
over, then add the number on that side.
Then he rolls that same cube and men-
tally adds its number to obtain a final
total. You turn and face the spectator
and immediately name the grand total.
As an example, the spectator rolls 3
and 2, totaling 5. He picks up the die
that says 2 and turns it over, adding 5,

Buk only & and & are visible
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which is the number on the other side.
Now he has 10.

He rolls the cube again: It registers 1,
which when added makes 11. You, look-
ing at the dice, see the original 3 and
the 1, which add up to 4. All you have
to do is add 7 and announce the grand
total, which is 11. This never fails if in-
structions are followed. Remember to
always add 7 to the amount shown on
the two dice when you turn around.




CIRCLES AND SQUARES

This mental mystery involves a few
special items that can be easily pre-
pared. First youll need five circles
measuring about three inches in di-
ameter, cut from thin cardboard. On
each of these, inscribe a number of four
figures around the rim of the circle,
leaving space enough to show where
the number begins and ends. The num-
bers are: 3 8 5 2, 4 3 8 5
2 4385243 852 4

On five cardboard squares, measuring
two inches each way, inscribe the same
numbers, one to each card (Fig. 1).
Begin the trick by checking the cir-
cles against the square, pointing out
that their numbers correspond. Mixing

100

the circles, put them in your pocket or
beneath a handkerchief; then draw out
one at random and hold it with the
numbered side downward. Then have
someone else take the squares, draw
one, and lay it on the table with its
number up. Assuming his square to be
4 3 8 5, you turn up your circle,
point to its figures, and show that it,
too,is 4 3 8 5, the very same num-
ber! (Fig. 2).

This can be repeated, always with the
same success, due to a special device
that no one suspects. That device is an
extra circle, bearing five figures instead
of only four; namely, 3 8 5 2 4,
completing the circle (Fig. 3). This cir-




4386

cle is already in your pocket or under
the handkerchief before you conceal the
five ordinary circles. The one you bring
out is the extra, and when the spectator
turns up a square card, you note its
number—as, 4 3 8 s5—and put your
thumb over the unneeded figure on
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your circular card, in this case 2, so that
your number 4 3 8 5 will be the
same as his.

Following that, you simply slide the
special disk in with the others and you
can either repeat the trick or conclude

it by putting all the disks away.




THREE COLORED SPOOLS

Three different-colored spools of thread
plus a piece of paper are used in this
trick. Give the spools and paper to three
spectators and ask them to wrap one of
the spools in the piece of paper after
you have turned your back. Then ask
them to switch the spools around and
hide two of them so that you cannot
possibly know the color of the wrapped
spool. Then you turn around, take the
wrapped spool, hold it to your forehead,
and immediately name the color of the
thread.

You must prepare two of the spools

<"

beforehand. Let us suppose the spools
you use are red, green, and white. Care-
fully peel the paper disk at one end of
the red spool and drop in one small
bead. Seal the paper disk back in the
same place. Repeat this process with
the spool of green thread, using two
beads in this case. The spool of white
thread remains empty. While lifting the
wrapped spool to your head, give it a
slight shake that will tell you whether
you have the empty white spool, or the
red spool with one bead, or the green
spool with two beads.

=
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CHOOSE A PLANET

Take five blank cards and on each draw
a picture of a planet, according to as-
trology, adding the names that identify
them: Moon, Venus, Saturn, and Ju-
piter. You can also include the Sun
(Fig. 1). Spread these on a table and
let a person choose a planet without
telling you which one he takes.
Promptly gather the cards, keeping the
faces toward you, and form a little
packet, which you turn face down.
Then state that you will draw off
cards one by one while the chooser
spells the name of his planet, mentally,
a letter for each card. You state that
you will pause with each card, then
place it on the bottom, but he is to say,
“Stop!” on the final letter of his planet,
while you still have that card in hand.
Assuming he chooses Venus, he will
mentally spell “V-e-n-u-s” and then add
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“Stop!” while you are holding the fifth
card. Turning that card face up, you
show it to be the planet Venus!

This trick works automatically, be-
cause each planet has just one more let-
ter than the card ahead of it. Gather the
cards in the order Saturn, Jupiter, Sun,
Moon, Venus, running from the top of
the face-down packet downward, and
the chooser is sure to hit on whatever
name he spells.

A good suggestion is to make up
other cards as substitutes for those al-
ready listed: Mars for Moon, Pluto for
Venus, Uranus for Saturn, Mercury or
Neptune for Jupiter. That helps if you
repeat the trick, as the substitution of
new names seems to widen the choice,
although it actually works out just the
same.




THREE CLOCK TRICKS

Here are three tricks that can be
worked individually, alternately, or in
combination, using a simple drawing of
a clock dial numbered from 1 to 12, and
a pencil. Make the diameter of the dial
just about the length of the pencil and
put a large dot in the center. You are
now ready to proceed.

Crosswise  SusTractioN While your
back is turned have someone lay the
pencil across the clock dial so that it
covers the center dot and crosses two
numbers on the dial, one large and the
other small. Tell the person to subtract
the small number from the large and
take away the pencil. Looking at the
dial, you give the result of his subtrac-
tion.

This works automatically. Opposite
numbers on a clock dial always reduce
to 6 when the lesser is subtracted from
the greater. Thus 12—6=6; 11—5=6;
10—4=6; and so on. You just can’t miss,
which makes it a good trick.
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Arounp THE Diar In this test, the
pencil is simply used to count around
the dial, beginning at No. 1 and count-
ing to the right, to any number that the
person wants—say, 1o—without telling
you. Then, starting with No. 12, he is to
count around the same number to the
left, which means that in this case, he
would stop on 3. He adds those totals:
10+3=13, and keeps it in mind while
you study the dial and come up with
the result: 13. Try it and you will find
that it always works.



Cross Out Six In this variation of
Around the Dial you tell someone to
cross out No. 6 entirely; then count
around to the left and stop at a num-
ber—say, 2—and remember it. His count,
in this case, would run: 7, 8, g, 10, 11,
12, 1, 2—making eight counts in all.
Again, starting from the crossed-out
6, he is to make the same number of
counts, this time to the right, and note
the number on which he stops. Thus his
count would run s, 4, 3, 2, 1, 12, 11, 10,
eight counts in all, stopping at No. 10,
which he also notes. Then have him add
those numbers mentally and keep the
total in mind, unless it happens to be
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the same, in which case he is to concen-
trate on the number itself. He does this;
and you come up with the answer: 12!

Like the other clock tricks this one
works itself, as the only possible com-
binations are 7+s5=12; 8+4=12;
9-+3=12; 10+2=12; 11+1=12; and 12
itself. You can tell a person to count as
high as he wants—to 20, 30, or even
more in each direction, simply skipping
the crossed-out 6 if he goes that far.

By switching from one of these de-
vices to another, you can apparently
repeat the clock test for the same group,
but always with a different result, mak-
ing it all the more effective.
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CALENDAR CALCULATION

This highly impressive effect requires
some careful calculation, but after you
have tried it several times, it will come
naturally and easily, much to the
mystification of your audience. Use a
monthly calendar that has either thirty
or thirty-one days (which eliminates
February), but make sure that the first
day of the month is a Sunday, Monday,
Tuesday, Wednesday, or Thursday; not
a Friday or Saturday. This means that
the dates will carry into a fifth week,
but not into a sixth.

While your back is turned, tell some-
one to cross out one date in each week,
making five crossed-off dates in all.
That done, ask him how many Sundays
he has crossed out; then how many
Mondays; how many Tuesdays; and so
on. Since you don’t ask in which week



these days appear, it is obvious that
you have no way of knowing or even
guessing the exact dates. But at the
finish, you tell the person to add the
five dates and write the total on a piece
of paper, whereupon you name the total
—say, g3l—and your total proves to be
correct!

Two factors are responsible for this
surprising result. Any month that you
use has a “basic total” dependent on the
day of the week on which the month
begins. If the first is a Sunday, your
basic total will be 75; for a Monday, 70;
for a Tuesday, 65; for a Wednesday, 6o;
for a Thursday, 55. To that total, you
add o for each Sunday that the person
crosses off; 1 for each Monday; 2 for
each Tuesday; 3 for each Wednesday; 4
for each Thursday; 5 for each Friday;
and 6 for each Saturday.
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In Example A, where the first is a
Sunday, your basic total is 75. Keeping
that in mind, you add the values of the
days of the week as the person calls
them off: 1 for a Monday; 3 for a
Wednesday; 8 for two Thursdays; and 6
for a Saturday. This makes a total of
75+1+3+8+6=g3.

In Example B, the first is a Wednes-
day, giving you 6o for a basic total
Adding the crossed-off days, you have
o for a Sunday; 6 for two Wednesdays;
4 for a Thursday; and 35 for a Friday.
This gives you 6o+0+46+44+35=75.

This is an excellent repeat trick, be-
cause you can use a variety of monthly
sheets, making it hard for people to
figure out the system. Since different
people will cross off different days, the
totals also vary in each case.




THE THREE NUMBERS

Ask a spectator to write down three
one-digit numbers. Any number from
o to g will do and can be used more than
once if desired. You do not see the
numbers. Next ask him to double the
first number, add three, then multiply
by five. To this he adds the second
number and multiplies the total by 1o0.
To that total he adds the third number,
then adds fifteen. Have the spectator
name the final total. After you have
heard the sum, you tell him the very
three numbers that he originally wrote,
each in its proper order.

Always be sure to give the proper in-
structions. When you learn the sum
total, deduct 165. You will then have a
number of three figures, from left to
right; those figures will be the ones that
the person selected at the start.

EXAMPLE: NUMBERS 8-1-3
8 doubled=186. Add 3=19.

Multiply by 5 which makes 935
Add 2nd number (1) making 96
Multiply by 10 making 960
Add 3rd number (3) making 963
Add 15 forming total of 978
Secretly subtract 165
Three original numbers 813
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MAGIC MATH

This rates high among prediction tricks,
if carefully followed. Have someone
write a number of three different
figures; for example, 387. He is then to
reverse that number, which would be
783; then write it down so that he can
subtract the smaller number from the
larger. For example:

783
—387

396

Now he is to reverse that result, write
it underneath, and add the two to-
gether:

396
-+-693
1089

Without a glance at the paper, or
even a blink of an eye, you state the
total: 1089. Amazingly, you are rightl
Follow the procedure given and the re-
sult will always be 108g—that is, if you
avoid one pitfall. When the person is
doing his subtraction, tell him:

“If the result in under 100—say, a
number like 28 or 43—put a o in front
of it, making it 028 or 043, so you will
still have a number of three figures.”

That takes care of an occasional cal-

culation that would otherwise go
wrong. For example:
615 099
—516 (reversed) —+990 (reversed)
099 1089




SUPER MATH

As a follow-up or alternate for Magic
Math, this effect is ideal, because it al-
ways has a different result, and almost
no one acquainted with the original
trick will recognize it in this more elab-
orate form. It also requires more careful
calculation, so make sure to pick a per-
son who is fond of addition and sub-
traction.

Have someone write down a number
of five different figures; reverse the
number, and subtract the smaller from
the larger.

You then say: “If the result has only
four figures, put a zero in front of it.
If it has five figures, let it stand as it is.”
Pause briefly and continue: “Now write
the result in reverse and add them both
together.”

With a four-figure result, here is a
sample of the final total:

34862 08019
—26843 +91080
8019 99099
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With a five-figure result, the reversal
may lead to this addition:

64583 26037
—38546 —+73062
26037 99099

However, the final total is not yet cer-
tain, so to clinch it, you then ask:

“Don’t tell me your number; just tell
me how many figures it has—five or six
—so0 I can concentrate and call them off
mentally.” If the person says that the
number has five figures, you announce
the total slowly, figure by figure: “g—g—
0—9—9!” You will be right. It’s always
99099.

However, there is a type that works
differently:

98431 84942
—13489 +24948
84942 109890

So if the person who did the adding
says that there are six figures in the
total, you simply call them off accord-
ingly—1—0—g—8—g—o—and you are
right.
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Using any monthly calendar, while your
back is turned have someone mark a
square consisting of nine dates. That
done, the person should call out the
number of the lowest date in the square
—say, 5. Going into a “mood of calcula-
tion,” you come up with a formidable
total, such as 117. When your friend
carefully adds all the numbers in the
square of nine, it turns out that your
total was right. This can be repeated,
using dates from any month a person
chooses, yet always your answer will be
correct.

It all depends on a fairly simple cal-
culation. Add 8 to the date named; mul-
tiply that number by 10, simply by put-
ting on a o; and subtract the number
itself. That will give you the total of the
square. In the example given, this
would run:

5+8=13X10=130—13=117

Repeating the trick with a different
month adds to the effect, because the
blocks of nine are apt to vary according
to the day of the week on which the
month starts. This makes the trick ap-
pear more difficult, but actually the for-
mula is the same, as shown in the sec-
ond example:

104-8=18x10=180—18=162




cHaptEr seviN: Money Magic

Horace Goldin

GOLDIN'S DOLLAR-BILL TRICK

ON THE NIGHT OF January 29, 1920, I went to the Cross Keys Theater
in West Philadelphia to watch the performance of a famous illusionist,
Horace Goldin. I had never seen him perform before, but I had heard
much about him. Twenty years before, Goldin had created a sensation
in the field of magic and in theatrical circles as well by developing a
“silent act” in which he presented tricks and illusions in rapid-fire
style. He had taken his act to England, where it had gained top bill-
ing in London’s best vaudeville theaters.

The novelty of viewing a dozen spectacular mysteries in as many
minutes left British audiences so bewildered that they had to go to see
Goldin’s act again and again, just to catch up with it. So Goldin had
stayed in England almost continually for a dozen years, changing and
expanding his repertoire to keep it fresh and new. Toward the end of
1913 he returned to the United States with his large company and
headlined some of the bigger vaudeville circuits. Those of us who
failed to see him at that time kept looking forward to his next Ameri-
can tour.

But when Goldin went back to England to fulfill engagements in
the summer of 1914, the war in Europe suddenly broke out and he
was forced to change his plans entirely. He arranged engagements in
India and Australia as “futures,” and during the next year, he and his
company headed for South Africa en route to the Orient. This devel-
oped into what was practically a four-year world tour that brought
him back into the United States after the war had ended.
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By then, much of Goldin’s equipment had been lost or damaged,
but he had enough available to put together an act that was suited to
the lesser vaudeville circuits, which were doing an expanding business
in the wake of World War I. Portions of his act still showed Goldin’s
famous rapid fire, such as his production of flags of the Allied nations,
springing out of nowhere in increasing size and number until they
filled the entire stage, culminating in two huge American flags, each
complete with a staff.

Goldin deliberately slackened pace when he presented two illu-
sions: One was Walking Through Glass, in which a girl stood on an
isolated platform behind a solid sheet of plate glass. A threefold
screen was placed at her sides, in back, and another was set up in
front of the glass. When the screens were removed, the girl was seen
in front of the glass, yet at every moment of the penetration, the glass
itself had been visible above, below, and beside the screens.

The other illusion was Goldin’s own version of the famous Indian
Rope Trick, where he had a boy climb a magically suspended rope to
a height of several feet. Then Goldin ascended a tall flight of movable
steps and covered the boy with a cloth. As soon as Goldin came down,
the steps were wheeled off so that he could reach up and whip away
the cloth in the very center of the stage, with no trace of the boy
remaining.

Horace Goldin was stocky and rotund in build, not the type that
you would normally picture as a magician. But when he “filled in”
with fast-moving silent routines, people sat amazed. Whenever Goldin
talked, he had a natural wit that brought laughs from the audience. In
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all, he had a great act, well worth waiting those years to see. Goldin
was a man you knew you ought to meet; and I made a point of stop-
ping backstage to see him after a show one night.

The group I was with included James Wobensmith, a patent attor-
ney so deeply versed in magic that some years later he was elected na-
tional president of the Society of American Magicians; and also Alvin
Plough, a Philadelphia newspaperman who eventually became editor
of the Linking Ring, the official organ of the International Brotherhood
of Magicians. Another of our party, Samuel Paul, was building his
own magic show and had brought along his son Leonard, whom we
had nicknamed “The Young Herrmann,” to see the Great Goldin. Our
enthusiasm roused Goldin to such a pitch that he forgot that he had
worked three shows that day and accepted Paul’s invitation to come
over to his house, which was nearby. We were still talking and doing
magic, and the get-together didn’t break up until nearly four in the
morning. That marked the first of many more such meetings while
Goldin was appearing at other vaudeville houses in the Philadelphia
area.

I would stop backstage to see the Great Goldin at such theaters as
the Globe, the Nixon, the Colonial, or the Keystone. What intrigued
me about his show was his obvious enjoyment of even the smallest
tricks. Often, when we would go out for a cup of coffee, he would
take out a dollar bill to pay the check and suddenly tear it in half;
then bring his hands together and draw out the bill, fully restored,
under the eyes of the astonished cashier!

A year or more later, I saw Goldin frequently in New York, where
he was building a new show; and on one occasion, he gave me the de-
tails of his “Dollar-bill Tear,” which goes as follows:

Spread a dollar bill between your hands, the tips of your fingers at
the front corners; the tips of your thumbs in back (Fig. 1). Now
bring the left hand to the center of the bill, bending the second finger
inward so that it comes in back of the bill (Fig. 2).

Now move the right hand in to meet the left, keeping the right
fingers in front, so that they cover the left forefinger (Fig. 3). At that
moment, the left forefinger doubles inward, bringing the right half of
the bill behind the left fingers. This is shown from your “inside” view
(Fig. 4). From the front, however, it appears that the fingers of the
right hand have gripped their half of the dollar bill.

The right hand delivers a sharp downward stroke, making a tearing
sound as though ripping off its half of the bill (Fig. 5). Actually, it
would have done just that if the bill had not been flipped inward by
the left forefinger a moment before.
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The action is so realistic that when you swing your right hand off to
the right, many observers will swear that they saw its share of the bill
go with it. To carry that impression still further, slide your left thumb
in between the folds of the bill, so when the right hand circles back to
meet the left, your left thumb “kicks” the right half of the bill over to
the right (Fig. 6).

By spreading the right fingers as their half of the bill arrives behind
them, you add to the impression that it was there all the time. And
when the hands are drawn apart, spreading the bill between them, it
looks exactly as if you were fitting the two halves of a torn bill to-
gether.

That was Goldin’s short version. He had another that was longer,
but had to be performed just as briskly. It goes like this: After “tear-
ing” the bill, the left hand boldly shows its “half,” tilting it to an up-
right position. The empty right hand comes over as though it still held
its half, and holds the bill until the left fingers can grip it as before. By
simply repeating the former move, you tear the bill into imaginary
quarters.

The left hand then extends its “quarter” horizontally, exactly as it
did with the original bill (as shown in Fig. 1), and the right hand
approaches as before, as if to tear it in eighths. The left forefinger again
supplies the necessary “flip” and the hands are separated and brought
together, so that then, majestically, you can unfold the entire bill and
show it completely restored!

I say “majestically” because that was the way Goldin performed it—
like everything else he did. In England, Goldin had fulfilled so many
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command performances with his big show that he had advertised
himself as the “Royal Illusionist,” so he felt he had every right to tear
an American dollar into halves, quarters, and even eighths—the equiv-
alent of an English sixpence. In England, he had always started with
a one-pound note and cut it down proportionately.

Getting back to the trick itself, I suggested a small addition that
Horace personally approved as we discussed it over the coffee cups. It
was this: Why not fold another dollar bill into halves, quarters, and
eighths? Have that already concealed in the bend of the right fingers.
Now work the “tear” exactly as Horace did it, but toward the finish
press the two bills together so that they could be twisted apart when
down to one-eighth size, showing “half” in each hand. You follow that
by pretending to squeeze them together, with the right thumb draw-
ing the extra bill back into the finger bend, so it will be hidden there.
Then unfold the original bill and show it to be intact.

Hiding the extra bill is quite easy under cover of the outspread
original; and both bills can then be pocketed together. This applies
even when working with a borrowed bill, as you can pocket it first,
then remember that it isn’t yours, so you bring it out and return it to
its owner, leaving the extra bill in your pocket.

Once, while doing the trick with two crisp ten-dollar bills fresh
from the bank, I accidentally tore the original in half at the start.
Rather than give up, I showed the halves separately, put one on the
other, and went on with the pretended tearing process, folding the
torn bill as described, and adding the extra at the finish. I then un-
folded the extra instead of the original, which I retained in the finger
bend. I handed the unfolded duplicate to a spectator and everybody
was so eager to examine it that I had no trouble pocketing the torn
bill unnoticed.

As for Goldin, he continued to mingle small tricks with big illusions,
claiming that each type gave him ideas for the other. That certainly
applied in the case of tearing a bill in half and restoring it. A few
years later, he came up with the most sensational illusion of all time,
sawing a Woman in Half, which has become a classic, synonymous
with magic. Whenever 1 watched him present it, my thoughts went
back to the bill trick.
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DOUBLE YOUR MONEY
Show a large coin, held between the Then, for a real surprise, you open
tips of your left thumb and fingers, the chosen hand and show another coin
which point forward so that everyone therel!
can see that the hand is otherwise The secret is very clever. Set the sec-
empty. Your right hand is held open to  ond coin behind the first so that it
show that it is also completely empty. points straight backward between the

The right hand approaches the left  left thumb and second finger, which
and thrusts its thumb up in back of the hide it from the sides while the original

coin, so its fingers can close downward coin conceals it from the front (Fig. 5).
over the coin. The left hand closes at After showing both hands, which are
the same time and the fists are drawn apparently empty except for the onme

well apart. You then ask, “Which hand  coin, bring them together and take
has the coin?” and whichever they say, away the original coin in the right hand

the answer is “wrong,” because you while the left retains the duplicate.
open the other hand and show the coin
there.
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SIX CENTS AT A TIME

Place three pennies and two nickels in a
row, running penny, nickel, penny,
nickel, penny. Now challenge someone
to move two coins at a time to new po-
sitions so that the nickels and pennies
come together in separate groups. Al-
ways, however, a nickel and a penny
must be moved together, and they must
be side by side at the start of the move.
You also specify that the trick must be
done in four such moves.

To prove how easy this should be,
you can go through the moves yourself,
showing exactly what you expect other
people to do. But when they try it, they
are almost sure to miss out somewhere
along the line, even after you repeat it!

The four moves are as follows:

1. Move the nickel and penny at the
right end of the line clear to the left, al-
lowing space for the next two coins.

2. Move the nickel and penny now at
the right end of the line to the extreme
left.

3. Only one nickel now has a penny
just to its left. Move those two coins to-
gether to fill the space that you left at
the right.

4. Move the nickel and penny from
the right of the line to fill the space at
the left.

Practice these moves by placing your
first two fingers on two adjacent coins,
and you can slide each pair smoothly
and rapidly, making the moves very
difficult to follow. You can also vary the
trick by switching to three nickels and
two pennies. It will still be “six cents”
on each move, but it will confuse
onlookers still more.
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False bottom drops down
covennd dinme & revealing quarter.

DIME TO QUARTER

Holding a box of safety matches wide
open, dump the matches from the
drawer; then drop a dime into the
drawer and push it shut. With a magic
word, you again push the drawer open
and the dime has changed into a quar-
ter, which is dropped on the table so
the box and drawer can be shown com-
pletely empty.

A box with a deep drawer is prefera-
ble for this trick, although the shallow
type will do. Cut the bottom from the
drawer of another box and wedge it be-
tween the end of the solid drawer and
the cover of the matchbox, with the
quarter squeezed in between. Show the
box well opened, spill out the matches,
drop in the dime, and press the drawer
shut with your thumb at the back, so
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the false bottom will drop into the
drawer, supplanting the dime with the
quarter.

Open the box, show the quarter, and
remove the drawer entirely, pressing
the false bottom with your thumb as
you turn over the drawer and let the
quarter fall on the table. Push the
drawer back into the cover and drop
the matchbox in your pocket. Make sure
the false bottom is just loose enough to
drop into the drawer, but not too loose
to be noticeable when you show the
drawer empty. Calling attention to the
empty cover will distract attention from
the “empty” drawer.

A penny can be used instead of the
dime, or a nickel instead of a quarter.



QUICK COIN VANISH

Show a dime, place it on the center of a
half dollar, and set another half dollar
on top, so the dime is sandwiched be-
tween the two larger coins, which you
hold horizontally between the tips of
your right thumb and forefinger (Fig.
1). Extending your left hand palm up-
ward, release the lower half dollar, and
when it lands in the left hand, people
are surprised to see that the dime is
gone. That draws suspicion to the upper
half dollar, but you drop it along with
the lower half dollar, and there is still
no sign of the missing dime. Then put
the half dollars in your pocket, leaving
people wondering where the dime
could be.

One neat touch explains the mystery.

How

Arrange the coins exactly as described, Dme  cons

and when ready to drop the lower half QM " d%fe, held

dollar, extend the tip of the right sec- R 0
ond finger (Fig. 2), making the lower ——T>
half dollar turn over as it drops, letting W

the dime fall beneath it (Fig. 3). So the I

dime has vanished!

Then, when you drop the upper half %M@dmeddﬁgg@r J ()_?7
dollar straight down, without the flip- \h
over, they will be absolutely baffled. mgf/w
That’s when you can drop all three et T4
coins—two big half dollars and the little Podm @
hidden dime—into your left coat pocket
and let people argue where the dime k\
went. 8

Dwme [

goﬂé.
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BUDDHA MONEY MYSTERY

Half a century ago, this effect was
highly popular. Today it is almost for-
gotten and is therefore more baffling
than ever. It is also easy to make as well
as to perform. So here is how it goes:

Show four squares of paper, ranging
in size from 8% inches down to about 6
inches, all creased so that each can be
folded into a neat square, the smallest
about 2 inches (Fig. 1). The sheets may
vary in color as well as size—for exam-
ple, you can use red, brown, green, or
yellow. Place a coin in the center of the
smallest sheet—No. 4—fold the paper,
turn it over, and place it in No. 3, which
in turn is folded, turned over, and
placed in No. 2, which is also folded,
turned over, and placed in No. 1 (Fig.
2).
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Now comes the magic: Fold the large
sheet—No. 1—then tap it a few times,
whisper a mystic word, and unfold it.
Follow that by unfolding Nos. 2, 3, and
finally 4, which all prove to be com-
pletely empty; the coin has vanished!
Show both sides of Sheet No. 4; then go
through the folding process exactly as
before. Again, the mystic word; and
when you unfold the sheets, the coin
has returned!

It all depends on Sheet No. 2, which
actually consists of two identical
squares pasted back to back. This
should be done carefully, so that the
creases come together exactly when
both squares are folded (Fig. 3). A
dark paper—such as brown, purple, or
black—should be used, so there will be
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less chance of anyone noting that the
folded square is double. Inside the bot-
tom No. 2 sheet is a duplicate of No. 3;
inside that, a duplicate of No. 4.

When the coin is placed in No. 4 and
the sheets are folded and turned over as
described, the hidden section of No. 2
comes uppermost. So when you unfold
it, you automatically switch the dupli-
cates of Nos. 3 and 4 for the originals.
When sheets 3 and 4 are opened, the
coin is gone. To bring the coin back,
you merely reverse the procedure.
When the sheets are unfolded (as in
Fig. 1), you can pick them up in a
group and shake them, convincing peo-
ple that the coin has really vanished.

In unfolding the sheets, a clever
touch is to give No. 4—the innermost
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sheet—to the person who placed the
coin therein, so that he or she can later
claim that the vanish or transformation

took place in his or her own hands. This
also distracts attention from Sheet No.
2, which is the real clue to the mystery.

vARIATION: Instead of vanishing a coin,
you can change a half dollar into two
quarters; or a quarter into two dimes
and a nickel. Similarly, a U.S. coin can
be changed into a Canadian coin of the
same denomination, or any other trans-
formation that you want.

The more freely the sheets are han-
dled, the better. They can even be
turned over while unfolded, with the
exception of No. 2, which can be turned
over casually along with No. 1.




FIND THE COIN

For this trick you need four coins, all
alike in value—say, nickels, dimes, or
quarters—but three are United States
coins and one is a Canadian coin. You
also have four sheets of paper, each
about six inches square, and the coins
are placed in separate sheets, which are
then folded into smaller squares that
look exactly alike (Fig. 1).

The folded papers are then mixed
and given to you. Holding them in your
left hand, you draw them off one by one
with your right and press each paper to
your forehead to get the “vibration”
(Fig. 2). Finally you announce which
paper contains the Canadian coin, and
when the paper is unfolded, your guess
proves to be correct. Only it isn’t just a
guess, because you can hit it correctly
every time you try.

The secret is a tiny bar magnet,
which you hold in the bend of your left
fingers. Place the mixed papers over it
and draw them out, one by one, starting
from the bottom and replacing them on
top (Fig. 3). The Canadian coin is
magnetic, but U.S. coins aren’t, so when
you feel the magnet grip a paper, you
will know that you have the Canadian
coin. At the finish, take all the coins
from the papers and drop the papers in
your pocket, letting the magnet go with
them. If you want, you can use some
extra papers and let people put in any
coins—U.S. or Canadian—yet you can
always tell which is which.

NOTE: A good plan is to have a set of
four ordinary papers folded together,
like the special packet used for the Bud-
dha Money Mystery (page 120). After

122

< S

6IP5

doing one trick, you can fold the papers
all together and put them away. Then
later bring out the other packet to show
a different trick.




BIG MONEY

Try this for a real surprise! Show a
small box of safety matches with its
drawer open and shake the matches on
the table, leaving the drawer entirely
empty (Fig. 1). Close the drawer (Fig.
2), give the box another shake, open it,
and out plops a half dollar, magically
materialized within the matchbox! (Fig.
3)
The coin is actually there all the
time, wedged between one end of the
drawer and the cover, where it lurks un-
seen, even when the drawer is pushed
out. The best box to use is the “give-
away” type, used for advertising pur-
poses, as its drawer is only half as deep
as the standard, so the half dollar looks
more impressive when it appears. Just
push the drawer shut with your fingers,
keeping your thumb at the other end to
prevent the coin from coming along.
Instead, it drops into the drawer.

NoTE: Always use a box made of
cardboard, not wood, as the cardboard
bulges enough to wedge the coin. If too
tight, trim the inner end of the drawer
just enough to accommodate the coin
and you will be all set for the trick.
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ODDS AND EVENS

Here are three puzzling tricks with
coins that are somewhat similar in
effect, but decidedly different in
method. This means that when you are
asked to do one of these tricks a second
time, you can switch to another trick,
thereby baffling your friends even more.
Each trick involves small coins, as fol-
lows:

Quick CuanGce Have a person take
some coins from his pocket and count
them, without telling you how many he
has. He then holds them in either hand
and concentrates on whether the num-
ber of coins is odd or even. You then
take some coins of your own, place
them in one hand, and state: “Which-
ever you have, odd or even, I'm going
to change it. If your coins are odd, mine
will make them even; if yours are even,
mine will make them odd!”

Assume that he opens his hand and
shows seven coins. You say: “Seven—
odd”; then open your hand to show five,
and add: “And mine make eight, nine,
ten, eleven, twelve—changing odd to
even, as I said I would!”

It all depends on the simple rule that
adding odd to even brings an odd total;
while odd added to odd brings even.
Just make sure that you have an odd
number of coins—in this case, five—and
the trick will work either way. If your
friend had shown you eight coins, you
would have said: “Eight—even,” then
opened your hand, adding, “and nine,
ten, eleven, twelve, thirteen change
even to odd!”

Done emphatically, the trick can be
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repeated, as most people will be too
surprised to realize that they fell for
such a simple rule of arithmetic.

LerFt AND RicHT Have someone take
odd number of coins in one hand, an
even number in the other, without
stating which is which. Tell him to mul-
tiply his left-hand coins by 2, those in
his right by g, then add the two results.
That done, he names the total aloud.
After deep concentration, you announce
which hand holds the even number of
coins and which hand holds the odd
number.

The total tells you all you need, so
you really don’t have to concentrate. If
even, the right-hand coins are even; if
odd, the right-hand coins are odd.
Examples: Left, 7 coins. Right, 6 coins.
7X2=14; 6X3=18; 14+18=32, an even
total. Left coins odd; right coins even.
In contrast: Left, 4 coins. Right, g coins.
4X2=8; gX3=27; 8+27=35, an odd
total. Left coins even; right coins odd.

App Tuem Up  Show some loose coins
in each hand, then close your fists and
state: “In one hand, I have coins that
add up to an odd total; in the other
hand they add up to an even total. Try
to guess where the odd total lies, but
whichever hand you pick, you will be
wrong!”

Suppose your friend points to your
left hand. Open it and lay down a dime,
three nickels, and three pennies, count-
ing them: “Ten, five, five, five, one, one,
one—twenty-eight cents, an even total,
so you lose.” Then, to prove you won le-
gitimately, you open your right hand
and count its coins—a dime, two nickels,



and five pennies: “Ten, five, five, one,
one, one, one, one—twenty-five cents, an
odd total”—as you said it would be.

This raises one question:

What if your friend had pointed to
your right hand instead of your left,
when picking the hand with the odd
total? The answer is quite simple. In
that case, you count the coins one by
one, without referring to their values:
“One, two, three, four, five, six, seven,
eight, an even number”—in your right
hand; and “One, two, three, four, five,
six, seven, an odd number”—in your left
hand. So they still add up in your favor.

THE DOUBLING COIN

Show a coin and lay it on the table. Let
everyone see that your hand is empty.
Pick up the coin, then open your hand.
Two coins drop out instead of one.
Drop them on the table where they
may be examined—a quick way to dou-
ble money!

Two coins are needed for the trick.
One is placed on the table, the other
beneath, held to the under surface of
the table by a piece of gum or a dab of
soap. In picking up the visible coin,
slide it from the table with your thumb.
This lets your fingers go beneath the
table, where they get the second coin,
which appears with the other coin in
your hand.

TELL A COIN

Toss three coins on the table and turn
your back, telling someone to flip the
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coins over one by one, saying “Turn”
each time he does so. He can turn any
coin as often as he wants, but at the
finish he is to cover one of the three
coins with his hand. You then turn
around, look at his hand as though you
had X-ray vision, and announce “heads”
or “tails.” Whichever the case, when he
raises his hand, everyone sees that you
are right. To prove that it isn’t just
guesswork on your part, you can repeat
the test as often as you want; and al-
ways you will be right.

The secret is to note all three coins at
the start, to see if “heads” are “odd” or
“even.” One or three heads count as
odd; none or two represent even. If
heads are odd to start, you keep think-
ing “odd” until the person says “Turn”
as he turns over a coin; then you switch
to “even”; then back to “odd” on his
next announcement of “Turn”; and so
on, to the finish. Conversely, if heads
are even to start, you begin by thinking
“even” and keep switching to “odd” and
back to “even.”

Regardless of which coins are turned,
if you finish on “odd,” the heads will
still be odd; on “even” they will still be
even. So by simply noting the two coins
still in sight, you know exactly what the
hidden coin must be. If you end on
“odd,” and heads are even (none or
two), the hidden coin is a head; while
if an odd head shows, the hidden coin
must be a tail. If you end on “even,” an
even number of heads proves that the
hidden coin is a tail; whereas an odd
head means that the hidden coin is also
a tail.




INSTANT COIN VANISH

Spread a handkerchief on a table with
its far corner pointing away from you
and lay a large coin a trifle to the left of
the center (Fig. 1). Fold the near
corner up to the far corner, forming a
triangle and covering the coin (Fig. 2).
Next, fold the right corner at the base
of the triangle over to the corner at the
left (Fig. 3). For a final fold, bring the
top corner of the triangle down to the
left, stopping a little short of the lower
left corner (Fig. 4). Then roll the right
edge of the triangle down to the lower
left (Fig. 5), leaving the lower left
corner still in view. All is so simple and
aboveboard that trickery seems impos-
sible as you prepare for the sudden cli-
max.

Pick up the left corner of the hand-
kerchief and you will find that it con-
sists of two layers, one above the other,
forming "a double corner. Take the
upper corner with your right thumb and
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fingers; the lower corner with your left
thumb and fingers (Fig. 6). Lift the
corners, and in the same action pull
them rapidly apart to the full extent of
the handkerchief (Fig. 7). If you do
this properly and swiftly, you will find
to your own amazement that the coin
has vanished!

Actually, the coin is still there,
lodged in a deep crease running diago-
nally from corner to corner, but the
effect is so startling and convincing that
no one realizes it!

To conclude the trick, raise both
hands, bringing them together, and take
both ends of the handkerchief in the
left hand. Slide the right hand beneath,
so the left hand can lower the center
into the right palm. You then bundle
the handkerchief with the right fingers
and put it in your pocket, the coin
going with it.






MULTIPLYING COINS

This effect begins with three coins,
which are shown in overlapping fashion
on both sides, first heads and then tails.
The coins are held between the thumb
and forefinger of the right hand, so that
the left hand can point to the heads
(Fig. 1). Then, when the right hand is
turned over, the left hand points to the
tails and at the same time everyone
can see that the right hand is empty ex-
cept for the c<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>