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Preface

I was about five or six years old when some uncle—or
family friend anointed as an uncle—pulled a coin out of
my ear. It was my first introduction to magic, and I've been
hooked ever since. The possibility that someone could pull
a coin from my ear was unbelievable. The possibility that I
could pull a coin from my ear was worthy of unending
devotion and study. I mean, come on—what a great way to
make money! But more importantly, what a great world to
live in where such things are possible.

I studied magic voraciously; reading, watching, practicing. I
worked with coins and cards, ropes and silks, wands and
canes, invisible strings and unseen mirrors. I wanted
nothing more than to be a magician. Alas, as I began to truly study magicians, I
realized I didn’t have the discipline to master their seemingly endless techniques and
skills. So, I moved into spinning illusions of a different kind. But my heart has never
strayed far from the parlor room. I can still make magic happen with everyday objects
that fascinate my friends and delight my children. And I remain a devoted admirer of
the amazing men and women who perform the art of magic all over the world. I have
been privileged to know many.

One in particular, Mr. Tom Ogden, has become a good friend. Tom is a fairly unassum-
ing guy whose pleasant face and rakish demeanor mask a world of deviltry up his
sleeve and in his jacket pocket. Tom manipulates cards with an ease and dexterity that
most can only match whilst channel surfing with the remote. His keen wit is always at
the ready to abet his whimsical skills, and he has bewildered and entertained me for
years with his bottomless bag of tricks. He makes it look-too easy, and perhaps it is.

It recently dawned on me that if a schnook like Tom Ogden can mesmerize a frankly
superior mind like mine, maybe anyone can do it. Well, Tom was the first to agree.
And that is no small confirmation. Not only is he a master magician, but he is a fan
and student of magic and its illustrious history. He has brought magic into theaters,
corporate board rooms, sales seminars, personal growth programs, cruise ships, dining
rooms, video arcades, broom closets...he’s a bit obsessive and has waaayyyy too much
time on his hands.

In this book, Tom will take you on a tour of prestidigitation. He will show you the
how, where, and why of every trick. He will take you into magic’s illustrious history
and its exciting future. And by the final page, you will be a veritable David Copperfield
(minus the millions of dollars and Claudia Schiffer).

Whether you are a little curious or completely devoted, nimble-fingered or
knuckleheaded, you can have a new hobby, career, interest, or obsession in magic. If
you have ever been amazed, this book is for you. For amazement lies within. And
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perhaps most astounding of all is the joy that awaits when the magician and child is
awakened in you.

I hope you enjoy Tom. I know you’ll enjoy his book. Welcome to an astonishing world
of mystery, curiosity, power, laughter, wonder and delight. Welcome, oh, intrepid
student, to the magnificent world of MAGIC!

—Jason Alexander

Best known from his nine seasons as George in television’s Seinfeld, Jason Alexander
won the Tony Award® for his performance in Jerome Robbins’ Broadway. He also
appeared in the original Broadway casts of Broadway Bound, The Rink, Merrily We Roll
Along, Personals (Drama Desk nomination), and Accomplice. He’s appeared in such
feature films as North, The Paper, Pretty Woman, Jacob’s Ladder, Love! Valour! Compas-
sion!, and supplied the voice of Hugo in Disney’s The Hunchback of Notre Dame.
Alexander has directed the films For Better or Worse and, most recently, Candy Pink. On
TV, Jason Alexander starred in revivals of the musical plays Bye Bye Birdie and
Cinderella, as well as providing the voice for Duckman in, well, Duckman.



Foreword

My love for magic started when [ was five years old. I was sitting in the audience
watching my first magic show. The magician asked for a volunteer, and I was the lucky
boy who got to go up on the stage. As the magician plucked silver dollars from behind
my ear, [ felt a strange and wonderful sensation. Amazement, wonder, awe, whatever
you want to call the emotion, I felt it—big time. I knew at that moment what [ wanted
to do with my life. [ wanted to share the emotions I was experiencing with others. I
wanted them to feel what I felt that day.

Since you’re holding this book in your hand, I assume that you, too, have been bitten
by the magic bug and that you're taking your first tentative step into the world of
illusion. Welcome.

As a beginner in magic, you naturally will be fascinated with the ‘secrets’ of magic—
how the tricks are done. Let me tell you the most important secret right now: Knowing
how the tricks are accomplished does not make you a magician. Being able to properly
perform magic, and affect people in a positive way, is what makes you a magician.

Through this book, Tom Ogden will teach you how to become a real magician. You
could have no better instructor in the ways of the conjurer than my good friend Tom
Ogden. I've worked with Tom countless times and can assure you that he speaks from
experience. He’s an accomplished magician and, more importantly, a first-rate enter-
tainer.

Remember, your true goal is to entertain your audience. Your audience can be your
family, friends, coworkers, or a theater full of strangers. The goal is the same, to amaze,
yes, but primarily to entertain.

Practice your magic. But most of all, have fun as you share your magic with others.
—Lance Burton

Lance Burton, World Champion Magician, was the first
American ever to be awarded the Grand Prix at the
Fédération Internationale des Sociétés Magiques (F.1.8.M.)
(1982), magic’s highest competitive award. His television
credits include 15 appearances on The Tonight Show (ten
with Johnny Carson and five with Jay Leno), two national
television specials (The Legend Begins and The Encounter) as
well as guest star appearances in numerous other pro-
grams. In Las Vegas, Burton appeared for nine years in the
Folies Bergere at the Tropicana Hotel and Casino and five
years in his own show at the Hacienda Hotel. In 1996 he
began a 13-year contract in the Lance Burton Theatre in
the Monte Carlo Resort and Casino.




Introduction

Bottom line? In these pages, I've tried to write the book I would have wanted to own
when I first started out in magic.

The Complete Idiot’s Guide to Magic Tricks has more than just complete explanations of
the tricks. It also covers showmanship and stage presence, ethics and professionalism,
the history of magic, and how to do your first paid performances.

But first and foremost, it’s about tricks.

The Tricks

I've been performing magic for 35 years, most of them as a full-time professional, and
I've read dozens of magic books and countless sets of instructions in magazines and
boxed with magical paraphernalia.

Most magic books, even books for complete beginners, are filled with vague phrases
like, “Use your favorite method to pretend to put a coin in your left hand, but secretly keep
it hidden in your right hand.” Favorite method? Pretend? Secretly keep it hidden? How?
Even the so-called self-working tricks had such bare-bones instructions that I often
turned them into not-working tricks.

Professor Hoffmann observed in Modern Magic (1876), “There is a vast difference
between telling how a trick is done and teaching how to do it.” I hope that The Com-
plete Idiot’s Guide to Magic Tricks will “teach you how to do it.”

You don’t have to buy special apparatus. OK, maybe a hank of rope and a deck of
cards, but no tin tubes or giant packing crates. I don’t want you to have to spent lots of
money to have to perform your first tricks. Make the investment with your time and
dedication, not your pocketbook.

I've included something for everyone in The Complete Idiot’s Guide to Magic Tricks, from
the very basic tricks that any beginner can perform (albeit with practice) to variations
for the veteran performers on the intermediate and advanced levels.

I hope that The Complete Idiot’s Guide to Magic Tricks will “teach you how to do it.”

What Won’t | Find?

I believe in the First Commandment of the Magician’s Code: Thou shalt not reveal the
secrets and methods of magic tricks.

So, if all you're looking for to find out secrets, like where Lance Burton’s doves come
from, where Seigfried & Roy’s elephant goes, or how David Copperfield flies, put this
book back on the shelf and go home.
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I don't believe in exposure for exposure’s sake, but I do believe in legitimate instruc-
tion for the serious student in the art of magic. Everyone has to start somewhere, and
with this book I hope to instill in you a genuine love for the art of magic and a respect
for its ethics and professionalism—and at the same time, teach you some really killer
magic.

There are absolutely no tricks in this book that you can’t do as a direct result of reading
The Complete Idiot’s Guide to Magic Tricks.

You don’t have to buy special apparatus. OK, maybe a hank of rope and a deck of
cards, but no tin tubes or giant packing crates. I don’t want you to have to spent lots of
money to have to perform your first tricks. Make the investment with your time and
dedication, not your pocketbook.

I've avoided dangerous or hazardous tricks, including those that use of sharp knives,
cigarettes, or fire. In the few tricks that could employ such objects, I've offered alter-
nate handling and marked them with special warnings. (These include “Astral Ashes,”
“You Got the Moves,” “Ashes to Ashes,” “Magic with Everyday Objects,” “Center
Tear,” “It’s All in Your Mind,” “Dollar Bill in Orange,” and “It’s Just a Stage You're
Going Through.”) Still, no sword swallowing, no real escape artist tricks, and no ropes
or scarves around the neck. Sorry.

What else won't you find?

» No tricks that require special lighting, smoke, or mirrors.

» No tricks with livestock. Magic with animals require special care and feeding of
the animals and is far beyond the scope this book.

» No tricks in which candy, or anything other than food, is given away.

» No tricks with liquids. Anything that could be spilled is out! There’s just too
messy to deal with here.

» Only one or two tricks require an assistant. Most can be practiced and performed
on your own.

I know, I know. There are great tricks to be found in every one of these categories.
They’ll just have to wait for our next magic book.

What you will find are more than 125 tricks, from simple self-working wonders to
stunning sleight-of-hand sensations.

Apology to the Lefties

Like most magical literature, these instructions are written with the right-handed
reader in mind. I have tried to be as sensitive and politically correct as possible
throughout this book. Unfortunately, though, I just didn’t have the extra pages to give
the separate handling to every trick and sleight for you readers who are left-handed. I'll
have to ask your forgiveness as you adapt these instructions.

XXi
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Interestingly, you're not alone in magic. A group of left-handed magicians, friends on
the West coast, formed their own little circle called The Left-Handed League back in
the 1970s. Among its better known members are actor Harry Anderson, comedy
magician Mike Caveney and screenwriter Turk Pipkin.

How to Use This Book

The Complete Idiot’s Guide to Magic Tricks is divided into six parts, each of which reveals
different secrets within the art of magic.

Part 1, “Open Sesame,” defines magic, helps you set some goals and introduces you to
the Magician’s Code, our own Bureau of Standards and Practices. Open Sesame, the
magic door opens wide, and you learn your first set of tricks, all with the traditional
magicians’ symbol, a magic wand.

Part 2, “All the World’s a Stage,” teaches you basic stagecraft and showmanship,
including how to routine an act, how to dress, how to write your patter, and what to
do when disaster strikes.

Part 3, “Easy Does It: No Skill Required,” is where we really start learning magic
tricks. The tricks in this section don't require any sleight-of-hand whatsoever. You'll
find more than 50 tricks with cards, coins, and mathematics.

Part 4, “Getting Down to Basics: Simple Sleights with Ordinary Objects,” intro-
duces you to some of the most basic and versatile sleight-of-hand moves with cards,
coins, and everyday objects. You'll add another 50 miracles to your bag of tricks with
this section.

Part 5, “Life Is a Cabaret,” and it’s time to look at bigger tricks you can do for larger
audiences or from a stage. This section is filled with longer, more involved routines—
25 tricks that can be found in the acts of professional magicians performing today.

Part 6, “Past, Present, and Future Perfect,” sounds like a Time Machine. And it
should. This is where you examine the history of magic, then discover its effect on
modern popular culture. Before you go, you'll learn how to look and act like—even
become—a professional!

I really hope you’ll take the time to actually read the appendices rather than just
flipping them (which is what I usually do) or not even glancing at them aft all.

Appendix A, “Say the Magic Word,” is not just a glossary of the magic terms scat-
tered throughout the book. It also includes almost a hundred additional jargon terms
and weird ways in which magicians use common words and expressions.

Appendix B, “Where to Learn More,” includes advice on how to continue your
studies in magic through books, videos, classes, and magical mentors. It also lists the
names and addresses of the top magic dealers, magazines, clubs, and conventions.
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Appendix C, “Recommended Reading,” contains the information on all the books
I've mentioned throughout The Complete Idiot’s Guide to Magic Tricks, and 1've added
the names of several more books that I think merit special attention.

Magic Boxes

Throughout the book, I've added five types of bonus information in special boxes.

Say the Magic Word

This is where you pick up the slang,
jargon, and unusual word usages of
the magical cognoscenti.

Tip of the Wand

These boxes suggest ways to make
your magic more effective, extra
deceptive, and more entertaining,

Hocus Quote-Us

Learn what the experts have to say
about the theory and practice of
magic.

Sawed in Half

Here’s what not to do. These
warnings help you avoid some of the
common mistakes of the sorcerer’s
apprentice.
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Part 1
Open Sesame

In the beginning, there was Magic.

What is magic, anyway? Well, magicians have tried to answer that question for
centuries, coming up with dozens of definitions and classifications. Let’s see if you can
figure it out for yourself by taking a small peek at what others have said.

Then we’ll look at where you're heading. Why do you want to perform magic? And
what kind of magic do you want to do? Before you can become a full-fledged Sorcerer’s
Apprentice, you'll have to take the Magician’s Pledge. To be a magician, there are some
things you have to promise to do: like practice, and keep the magical methods to
yourself. Before you learn your first magic trick, raise your hand and take that oath!

Finally, your first magic tricks! And you'll use the traditional emblem of the magician:
the magic wand. Before this section is over, you’ll have more than a half dozen
wanderful illusions in your bag of tricks.

So, let’s get started. Open, Sesame!




Chapter 1

The Big "M":
Y Magic!

In This Chapter
» The search for a definition of magic
» The belief in real magic in the world
» The Golden Bough breaks magic into categories
» Magic—The Secret Clubhouse

» Fancy names for magic and magicians

» Tricks vs. Effects vs. Methods

What is magic?
Just what do we mean by magic? It's all just tricks, right? [llusions.

Well, people didn’t always think so. Long before magicians performed in ill-fitting
tuxedoes, people were trying to figure out the universe. And, believe it or not, some of
the folks who thought they had the answers were called magicians.

The world is filled with wonderful things. Let me put that another way: The world is
filled with things full of wonder. Early magic, before it became a performance art, was
humanity’s attempt to understand and harness the world’s wonders. Since the begin-
ning of time, magic has tried to duplicate, alter, or defy the immutable laws of Nature.

Probably the first “tricks” in pre-history were natural deceptions, natural occurrences
such as mirages or optical illusions, that early humans thought they saw but that
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weren't really there. Before long, some schmuck in a
cave was learning how to create illusions of his own.

If we lose a sense of the mysterious,
life is no more than a snuffed-out

candle.

—Albert Einstein

You can almost see Grok, sitting in his cave, looking at
his shadow and pondering, “Is that dark figure on the
wall—there, that thing that keeps following me—is it
alive? Is it real? What is it?”

Hocus Quote-Us
Or imagine this scene: Grok grunts and points over

i Javaboy’s shoulder. The kid looks away, and Grok grabs
the woolly mammoth meat roasting in the fire between
them and eats it. Javaboy turns back. The meat has
disappeared! No wait, the meat’s in Grok’s hands. How
did it get there? Javaboy decides that it must be magic,
and Grok has the gift!

If you stop to think about it, it’s not such a great leap from there to today, when we
pretend to put a coin into one hand but secretly keep it in another.

Back then it was magic; today it’s known as magic tricks.

Out on a Limb

Throughout the centuries, some branches of magic developed into occult and pseudo-
scientific forms, such as divination, astrology, wizardry, alchemy. But, at the same,
magic also developed into an entertainment art. Even the first magicians used psychol-
ogy, the power of persuasion, and manual or physical dexterity to convince others that
they had special powers—and that they should be rewarded for a demonstration of
those abilities.

Of course, if the magicians didn't tell anyone that they were just doing tricks, some-
times they ran the risk of being accused of, well, being in league with the devil.

Some time back, I was performing on a cruise ship, and we anchored off a small island
in Indonesia. After a welcoming ceremony by the locals that included the ritual
offering of a dead chicken (honest!) to see if auspices were good for our arrival, one of
the area tribes allowed about 150 of us to travel up into the hills to visit their village.
We were greeted with dances, chanting, singing, and exchanges of gifts. Then, while
the passengers watched the native women weave at hand looms, I noticed all the
hamlet’s children near the stone circle where the dances had been performed.

Needless to say, | immediately walked over and started doing some small magic tricks
to entertain them, just a bit of simple sleight-of-hand. Soon, the rest of the tribe
gathered, and I discovered that I was in the middle of the circle.

Well, I finished up my impromptu “show,” and soon the passengers and I were head-
ing back to the ship. As we departed, our Indonesian liaison pulled me to one side and
said, in deadly earnest, that the elders of the tribe had been watching me and my
“powers” very closely. It seems that they couldn’t decide whether to burn me at the
stake or elect me chief!
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Maybe I'm exaggerating, but only a little. In retrospect, I have no doubt that the
village had a local shaman, upon whose magic they often depended. I'm sure my
sudden appearance and demonstration of my magical power could have been per-
ceived as a threat.

Did I mention that this was in 1995?

I was only doing a few simple tricks. Why was my magic perceived as being so great or
powerful? The answer’s simple. I didn't do card tricks or tricks with shiny rings or tin
tubes or trick boxes. I did sleight-of-hand with things from their own environment:

» [ made two small stones from their ritual dance circle jump from one hand to the
other. (You'll learn this trick as “Coin Flight” in Chapter 15.)

» 1 took ashes from their ceremonial fire mound and made them appear on
someone’s palm. (Look for “Ashes to Ashes” in Chapter 16.)

» [ borrowed a knife from one of the men'’s belt, then cut and restored a piece of
twine (aka “The Cut and Restored Rope: The Real Work,” Chapter 19, “Give a
Magician Enough Rope...”).

» [ plucked a leaf from a bush, ripped it into shreds, balled it up on my palm,
closed my fist, then opened it to reveal the leaf completely whole and restored
into one piece (I'm pretty sure that’s the trick that drove them over the edge. But
it’s “Ah, Choo!” also from Chapter 16.)

My little “show” was perceived as real magic because I was able to manipulate and
control Nature. Just think! Before you finish this book, you could be elected chief too!

In his ground-breaking study of myth and magic, The Golden Bough (1890), Scottish
anthropologist Sir James George Frazer (1854-1941) wrote that all societies have
evolved through three separate but overlapping belief systems, starting with the
magical (where mysteries abound, but some people have power and influence over
them), through the religious (where humanity looks to a higher power for answers and
control over their life, surroundings, and future), and into the scientific (where hu-
manity tries to confront the mysteries and conquer the laws of nature for itself.)

Frazer called the magic performed in early civilization “sympathetic magic,” governed
by a “Law of Sympathy”: A magician can affect another individual by performing spells
or some other occult actions over an object that’s similar to, or in sympathy with, that
person. Frazer recognized two types of sympathetic magic:

» Contagious magic. The magician performs the spells over something that's come
in contact with the “victim,” like a lock of hair or toenail clippings. (Ugh, gross!)

» Homeopathic or Imitative magic. The magician weaves a spell over an object that
represents, resembles, or is somehow otherwise similar to the individual. The best-
known example of imitative magic would be sticking pins into a voodoo doll.

Have you experienced any unexpected, sharp pains recently?



Part 1 > Open Sesame

Not long after my Indonesian experience, I was performing in Kenya. Before the show,
a man approached me and asked, “Do you really do magic?” He did not even question
whether there was real magic in the world. He knew there was. It was part of his
culture. He believe there was magic used for good and to heal (what we call “white
magic”), and there was magic used for evil or to harm people (the infamous “black
magic”). I guess he wanted to know what kind of magic [ was going to do so he’d know
how close to sit.

During that same African tour, I led a workshop for corporate and civic leaders entitled
“Magic and Creativity.” After the seminar, one of the men who had attended came up
to me, a bit disappointed, saying that he had only come because he wanted to know
how witchcraft could be used to increase his bottom line.

On performance tours here in the States I've had little old ladies beat me with their
umbrellas, screaming, “You got the Devil in you, boy!”

It’s a sobering thought to realize that people worldwide still believe in real magic and
in true magical powers. That’s the tradition and history that we, as magical entertain-
ers, still carry with us into the 21st century.

It’s Us Versus Them

One of the reasons magic continues to fascinate people is its secrets. How we do our
magic has always been shrouded in secrecy. Throughout history, the practice of magic
has been a closed, secret society. Well into the 20th century, it was very difficult to
learn how even the simplest tricks were done. Although the earliest magic books date
back half a millennium, there was no magical literature, per se, until quite recently.
There were no instructional magic videos, no TV specials breaking the Magician’s
Code, no Internet sites revealing the tricks.

Now You See It

Master illusionist Mark Wilson (b. 1929) was the first Western magician to perform in China after
Nixon’s historic 1972 visit, and during the trip, Wilson was assigned a Chinese magician as a
liaison. During one of their exchanges, Wilson performed a stunning card trick, in which the red
cards separate from the black cards. Wilson offered to teach it to his new friend, and tears came
to the Chinese magician’s eyes. Wilson was puzzled, so the other magician explained, “You must
understand. It may be a well-known trick in the United States, but here no one has ever seen it.
If you teach it to me, | will be the only person in a country of a billion people who knows how

it is done.”
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Like other vocations, many of magic’s “tricks of the trade” were passed down from

generation to generation, from master to apprentice.

So think of this book as a metaphorical passing of the magic wand.

A Rose by Any Other Name

The performance of magic has been known by many colorful names throughout
history: conjuring, thaumaturgy, legerdemain and prestidigitation.

The word “magic” itself has a colorful history. Two thousand five hundred years ago,
the Magi first visited Greece. The Magi (singular, Magus), a priesthood following the
teachings of the Persian prophet Zoroaster, practiced astrology and other occult arts.
The Greeks coined the term magikos to describe their mysteries. The Romans general-
ized the word’s meaning with their Latin magical (meaning, essentially, the art of
magic). The term referred to both the arcane practices, such as conjuring up spirits and
foretelling the future, and the entertainer’s performances of deception by nimble

finger-work. Today, we use the word magic.

At the start of this book, I welcomed you all as
Fellow Conjurers. Today, the word “conjurer” is
synonymous with “magician,” and “conjuring” is
the act of performing magic. However, that wasn'’t
always the case.

From the Old French and Latin com (together) and
jurare (to swear), the word “conjurer” originally
referred to the oracles, seers, wizards, and sorcerers
who swore incantations and spells to call up
supernatural creatures (especially demons) or to
raise spirits of the deceased. Their ritual or ceremo-
nial act became known as conjuring. But, as magic
became accepted as social entertainment in the
17th and 18th centuries, stage magicians—for the
first time—could claim that they conjured without
the fear of being accused of witchcraft. Well,
usually.

[are

Hocus Quote-Us

When the Magi came to Greece in
the 5th century B.C. ... the Greeks |
held them in a certain awe, but they |
didn’t trust them. So magic always |
had that cast: this is not fully
trustworthy. These people are
suspect.

—Eugene Burger

I've always liked the word prestidigitation. The word is generally used interchangeably
with “magic,” but prestidigitation is, more specifically, sleight-of-hand. The word,
coined by French performer Jules de Rovere in 1815, comes from the Latin roots
praestus (nimble) and digitus (finger). So, if you have sneaky fingers, you're a prestidigi-

tator!

There’s another French word for magic, also meaning sleight-of-hand, but it’s not
heard quite as often: legerdemain. The term is an Anglicization of the French léger de

main, literally meaning “light of hand.”
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A far stranger word for magic is the seldom-heard thaumaturgy. Derived from the Greek
root thauma, meaning “a wonder,” thaumaturgy is, literally, the working of wonders.
And, oh yes, the worker of the miracles? The magician is known as a “thaumaturge.”

It’s a Trick!

Whenever someone hears that I'm a magician and says to me, “Do a trick,” I think,

“What? Roll over? Play dead?”

Magicians perform tricks. That’s what we do. But, believe it or not, some magicians

don’t like the word!

“Trick” comes from the Old French trichier, which means “to cheat.” True, a magic
trick is a deception, but most of us don’t want our audiences thinking that we’re trying
to cheat or delude them.

Some magicians have embraced that connotation over the centuries. British magicians
Nevil Maskelyne (1863-1924) and David Devant (1868-1941) suggested in their 1911

Hocus Quote-Us

Perception ... originates with the

perceiver, not with the object. ...

The magic show takes place ulti-
mately in the spectator’s head.
~Henry Hay, in The Amateur
Magician’s Handbook

book Our Magic that the “trick” was the secret used to
accomplish the magic, in other words, how the magi-
cian tricked (or deceived) you. But, today, when people
talk about magic “tricks” they mean the actual feats of
magic.

If you want to be on the “inside,” magicians prefer the
word “effect” to “trick.” By “effect,” magicians mean
what the spectators think they see being performed, in
other words, what takes place magically. Magicians use
the term because it’s what, in effect, happens during the
trick.

For example, if you attend a magician’s lecture or
convention, you'll often hear performers dismissing a
confusing or involved trick by saying, “I saw what he
did, but what’s the effect?”

Effective Immediately

How many different types of effects are there? Well, magic breaks or replicates the laws
of Nature. So, I guess a better, or easier, question might be, what are the unchangeable
laws of Nature that magicians have tried to break?

Over the years, many magical thinkers have tried to delineate the different effects that
are possible, but there has never been a consensus.

One of the first attempts to codify magic’s effects was made by David Devant, who is
considered to have been one of England’s greatest magicians. He offered seven differ-
ent possible effects (the parenthetic definitions are mine):
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» Production or creation (that is, making something appear)

\

Disappearance (making something vanish)

» Transformation (changing one thing into another, or changing its physical
appearance or attributes)

» Transposition (making two or more objects change places)
» Defiance of natural laws, such as gravity

» Demonstration of animation or teleportation (making something come to life,
move under its own power, or move from one place to another)

» Demonstration of psychic or mental powers (mind-reading, in all its various
forms)

In 1932, the British magic author and theorist S.H. Sharpe (1902-1992) published his
own list in Neo Magic. In it, he listed six categories with several sub-heads. (This time,
the definitions are his own.)

» Productions (from not being to being)
Disappearances (from being to not being)
Transformations (from being in this way to being in that)

Transpositions (from being here to being there)

YYyYyvyYy

Natural science laws defied
a. Anti-gravity

b. Magical animation

¢. Magical control

d. Matter through matter
e. Multi-position

f. Restoration

g. Invulnerability

h. Rapid germination

» Mental phenomena

a. Prediction

b. Divination

c. Clairvoyance

d. Telepathy or thought transference
e. Hypnotism

f. Memorization

g. Lightning calculations

In his 1944 book The Trick Brain, Dariel Fitzkee (1899-1978) offered 19 basic effects.

And the debate continues. For instance, what kind of effect is a penetration—you
know, a solid through solid, such as sawing a person in half. And, how about escapes?

9
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Are they magic, or are they a separate field altogether? (Some illusionists would argue
that the magical effect of an escape is really penetration—being able to penetrate
through the ropes and chains.) And, should demonstrations of mental phenomena,
mind-reading or telekinesis, be considered magic? Or, like escapes, are they too a
completely different discipline?

1t all gets rather confusing.

You're probably asking yourself right about now, “What difference does it make how
many different types of effects there are? I just want to do magic!”

It’s important for several reasons. First of all, you'll want to see the tricks from the
audience’s point of view. What do they think they see happening?

Second, whether you're doing more than one trick at a single sitting or performing for
the same spectators on different occasions, you'll want to vary the types of tricks you
do to hold the audience’s interest.

And third, as you're building your magic repertoire and constantly adding more effects
to your bag of tricks, it’s good to know what’s out there and available to you.

{@Q A Method to Your Madness

If laypeople guess at how we do our magic, they usually

@ explain it with invisible wires, false bottoms, trap doors,
trick boxes, fast hands, palming, sticking things up our
Tip of the Wand sleeves, smoke, or mirrors.

You should always try to be aware of In lay terms, they're talking about the “secret” of the
the educated guesses or hunches - trick. Magicians call the means by which a magic effect .
your audience will make when trying is accomplished the “method.”

to figure out your tricks and attempt
to, overtly or subliminally, eliminate
those as possible methods.

The method is much more than just the secret, however.
The method can include such elements as the prepara-
tion, the basic underlying magic principles, the sleights
and other handling used, and sometimes the entire
routine that’s performed.

There’s More Than One Way to Skin a Cat

10

Depending upon how obsessive-compulsive you are and how many lists you want to
make, there are all sorts of other ways to categorize magic and magicians. And just to
prove it, here’s another list:

You and your magic can be defined by

» What style of magic you do.
» The type of character you play.
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» Your choice of tricks.

» The size of your act.

» The type of venues you play.

» The type of audience you perform for.

» Whether it's a hobby or your meal-ticket.

Throughout this book, we'll examine all of these categories, and many more. And by
the time you’re through, you'll have more than 100 tricks, sleights, and subtleties at
your fingertips. So let’s get the show on the road.

The Least You Need to Know
> |t's still a widely held belief throughout the world that real magic exists.

» Scientists and magical theorists have tried to categorize and define the many
types of magic.

» Magicians closely guard their secrets and, until very recently, primarily passed
them down from master to apprentice.

» Magicians prefer to use the word “effect” to “trick” to mean what they perform
and what the laypeople think they see.

11






Chapter 2.

Let’s Get the
Show on the

In This Chapter
» Who can do magic?
» Why do magic?
» Special uses for magic
» Amateurs, part-timers, and pros
» The least you need to begin
» Breaking the barriers to performing

Just as there’s no single, simple answer as to what magic is, there’s also no single,
simple reason why people get into magic.

In this chapter, we’ll focus on why you're interested in magic and the many reasons to
perform it. We'll also investigate some of the nontraditional ways that magic’s being
utilized: in education, business, religion, and medicine.

We'll take inventory of what you need to get started: your basic bag of tricks. And,
finally, we'll eliminate those last-minute worries. It's magic time!
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Can Anyone Do Magic?
Yes, Virginia, you can do magic.

Magic is an entertainment art, pure and simple. It’s a practiced skill, requiring no
innate powers or abilities, either physical or psychological. While average dexterity, a
sense of stagecraft and showmanship, and a general understanding of human nature
are useful tools—as they are for any performance art—they’re not prerequisites before
starting a study of magic.

Anyone with the interest and drive to seek out the secrets of magic, practice the basic
sleights, and rehearse the routines can become a magician.

So, can you do magic? The answer is yes, with patience and practice, you can do magic.

Now You See It

Many actors have learned magic at one time or another for a particular role. But there are also
dozens of celebrities who are truly interested in the art and who perform magic. High on the list
of magic aficionados are such notables as Jason Alexander, Mohammed Ali, Woody Allen, Harry
Anderson, Carl Ballantine, Milton Berle, Marlon Brando, George Bush, David Carradine, Johnny
Carson, Dick Cavett, Tony Curtis, Dom Deluise, Cary Grant, Neal Patrick Harris, Benny Hill,
Shari Lewis, Karl Malden, Steve Martin, Mickey Mouse, Dick van Patten, Orson Welles, and .
HRH Charles, Prince of Wales. ‘t

N

% | What'’s In It For Me?

{ —.  Why do magic?

NS,
:‘% - When [ was a kid, by that time, there were lots of

magicians on television, such as Fantasio and Jay
Marshall (among many others) on the Ed Sullivan Show
. (yes, kiddies, I'm that old) and Mark Wilson on The
Whether you are a newcomer to the |  Magic Land of Allakazam. Then were my first live shows:

Hocus Quote-Us

field or an old pro, the idea is to - seeing Frank Scalzo (and his Technicolor Doves) at the
have fun. ~ Kimberton Carnival, and Phil Chandler coming to town
—George Schindler, in Magic with with a Spook Show (where the magician performed
Everyday Objects - between two late-night horror movies).
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So, I thought, if I could perform magic, well, that would be pretty special, huh? Yes, I
admit it—at first I just wanted to be able to do something special, something that
would let me be the center of attention. Plus, I enjoyed fooling the heck out of people.
As I matured, however, I realized that my real desire was not to fool people but to
entertain them. And be special and the center of attention.

Why do you want to be able to perform magic? Why did you pick up this book?

Let Me Entertain You

People become interested in magic for any number of reasons. For many, it was the
experience I had, of seeing a magician perform, either live or on television. Some were
given a beginner’s magic set as a birthday or holiday present. But it’s a big jump from
seeing a magician to deciding, “Hey, I want to do that.”

Here are just a few of the right reasons people want to learn magic and how they wind
up using it:
» Have fun.
Provide fun. Yes, you too can be the life of the party.
Make new friends...
...And influence people (learn leadership skills and stage command)
Get dates. (See my next list.)

Build poise or self-confidence.

YYVYVYYY

A burning desire to perform. Different than providing fun, some people just need
to be in some branch of the performing arts.

\

Fool people. (Also see the next list.)

\/

Fascination with the puzzle aspect of magic. Different than fooling others,
puzzles provide mental challenges to the audience and, often, the performer.

Exercise and digital dexterity.
Earn money.

Meet new people by using magic as an “icebreaker,” especially in business settings.

YyvYyVvYyYy

Use magic to illustrate a message or motto.

Of course, there are some wrong reasons to do magic. I hesitate to even mention them,
but here are some of the reasons that there’s a sizable number of people who don't like
to watch magic:

» Attract or become the center of attention. I call this the “Hey, Look At Me”
syndrome.

> Be able to do something that no one else can—the “Ain’t I Special?” complex.

15
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» Fool people. Yes, this was also on the last list. It’s alright to fool people, but don’t
make people look like fools. As I was growing up, a woman next door refused to
watch my magic because she thought I was trying to make her look stupid.

» Get dates. [ wasn’t sure which list to put this one in. Sure, magic can make you
seem witty, charming, and mysterious, but if you push it too much, you can
come off as pompous, creepy, or just plain nerdy. It's a razor-thin line. (If your
last recourse to getting a date is magic, well, maybe you should pick up
The Complete Idiot’s Guide to Dating.)

1 Want More

There must be more to life than pulling rabbits out of hats. Besides its entertainment
factor, magic is used for a variety of different purposes. Let me mention just three:
Education, Religion, and Rehabilitation.

Magic is often used in educational arenas by classroom teachers, motivational speakers,
and sales leaders, because the magic keeps the audience awake as the performer deliv-
ers a message. Ideally, the actual effect should also suggest the points to be made.

(> T3

£
Sawed in Half

Gospel magic is a legitimate form of
educational entertainment, espe-
cially when used to reach the very
young. But if you perform Gospel
magic, be careful that no one
confuses your illusions with actual
miracles from the Bible. | watched a
Gospel magic show several years
back and, as | went forward to
congratulate the pastor, | heard a
little girl ask her mother, in all
naiveté, “ls that how Jesus did all of
his tricks?”

-
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Example? How about a cut-and-restored rope to demon-
strate the theme “Togetherness”? Or calling a volunteer
onto the stage to be a “team player”? Or, on a grand
scale, making a new product appear at an industrial or
trade show?

Magic is also used in the ministry. In a sense, it's a
specific form of educational magic, because Gospel
magic, as the genre is known, uses its patter and effects
to illustrate Christian teachings. Sometimes even the
apparatus has been specifically decorated to resemble
religious accouterments.

Magic has long been recognized for the physical (espe-
cially digital) dexterity that it requires. I know several
doctors who are not magicians but practice sleight-
of-hand with coins and cards to keep their fingers
nimble and their minds alert. Magic is also beneficial in
physical therapy and rehabilitation. It has psychological
value, because it gives patients a goal—a reason to
exercise their minds and bodies—as well as practical
physical healing. In the mid-1980s, David Copperfield
worked with physicians and nurses nationwide to codify
one such remedial program under the name Project
Magic.
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For the Love of It

What do you want to do with your magic? Do you just want to learn a few kicks to
fool the gang tricks and be the life of the party, do you want to make few bucks at it
now and then, or do you want to be the next David Copperfield?

Each of these is a valid, fulfilling, and practical goal. It all depends how much you're
willing to invest in your craft.

By the way, we magicians have different names for you, depending on whether you're
doing this just for the fun or it or whether you're doing it to avoid getting a real job.

Amateur Hour

From the French and Latin word amare, an amateur is, literally, one who loves; thus,
an amateur magician is someone who practices the art for his or her own pleasure,
rather than as a profession or for money. In its everyday usage, the term “amateur”
sometimes carries the negative connotation of someone who lacks professional skill. In
the case of magicians, however, many amateur magicians have great technical exper-
tise and performance capabilities, but have simply chosen not to pursue magic as a
career, even on a part-time basis.

The Semi-Professional and the Part-Time Pro

A semi-professional is someone who has a nine-to-five job but also performs magic
shows, often on weekends, as a secondary occupation. Unfortunately, the term semi-
professional sometimes carries a negative connotation, implying that someone who
has a “real” job but does magic “on the side” isn’t good enough to “make it” as a full-
time pro. Does “semi-professional” mean that the performer is almost professional?
Almost good enough to perform? Absolutely not.

That’s why Gene Anderson (b. 1941), a comedy magician and full-time Dow Chemical
employee, coined the term part-time professional: A person who performs magic on a
professional level but has a different full-time occupation. Any magician who is doing
shows for money should be performing on a professional-level. It's just that the
magician has chosen to perform on a part-time basis.

The Big Leagues: The Professional

In simplest terms, a professional magician is someone who makes his or her full-time
living as an entertainer. But the words “professional” and “professionalism” go well
beyond that, incorporating such concerns as attitude, ethics, and businesslike behav-
ior. At the end of the book, we’ll take a more detailed look at the important issue of
professionalism.

17
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I have to point out that many amateurs and semi- or part-time professionals are as
skilled {(or more so) as some of their professional peers. They have the same passion
that brought us all into magic. They're still avidly learning new tricks, practicing, and
rehearsing. Much of a professional’s time and energy, unfortunately, is taken up in
getting booked and in the tedium and rigor of touring. Also, because they're hired
based on their reputation, many pros are reluctant to add or change material.

Your Basic Bag of Tricks

So it’s time to start putting together your bag of tricks. What's your first step? Fortu-
nately, you don’t have to drop out of school and enroll in a Wizards Academy, or
spend all your bar-mitzvah money on special props—at least not at first.

No Special Powers Needed

Like most manual tasks, magic is a skill, a craft that can be developed through practice.
Almost anyone with normal eye-hand coordination can perform most magic, but even
advanced sleight-of-hand can be perfected through sufficient practice. I mean, I can’t
even hammer a nail straight, but I can get a chosen playing card to anywhere [ want in
the deck.

And, once again, just in case you’'ve already started shopping for a black cat, cauldron,
and broom, you don't need any supernatural powers to perform this magic. You don't
need to be hearing voices or getting psychic heat flashes. Mere mortals may apply.

It Costs How Much?

18

You can spend tens of thousands of dollars on your illusions (if, say, you want to make
a Lear jet disappear) or you can spend next to nothing. The choice is up to you.

If you stay in magic, I predict that most of you will go through these stages:

» Building your apparatus out of inexpensive items found around the house

> Buying tricks made out of tin tubes and fancy red boxes with fake Chinese
lettering

» Investing in a few magic books or instructional videos
» Maybe getting one “big” trick to end your show

» LEvery few months, getting that new trick that everyone’s talking about (what I
call “flavor of the month” magic). Trust me, we all have piles of played-with-
once-but-never-put-in-the-act stuff in our magic closets.

» Settling into your favorite tricks, most of which you will make out of inexpensive
items found around the house
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The effectiveness of your magic does not depend on how much you spend. It depends
on the entertainment you can provide.

Perseverance: The Other 99%

The most important thing you can invest in is yourself. Commit to spending the time
that you will need to learn, practice, rehearse, and polish your tricks.

Thomas Alva Edison said, “Genius is one percent inspiration and ninety-nine per cent
perspiration.” I think the same goes for magic. One percent of magic is learning the
secrets; everything else is working on your showmanship and performance.

How Little You Can Get Away With

I realize that you want to know how every trick in the universe is done. And you want
to know it now.

By the time you actually decide which tricks you like most and want to perform
regularly, you’ll have learned dozens, if not hundreds, of tricks. The great thing is,
you'll be able to go back to the old tricks, and learn new ones, for the rest of your life.

It doesn’t matter how many, or how few, tricks you do, as long as you do them impec-
cably. Before long, some of those tricks will be “signature” tricks. Soon, you'll be taking
requests. People who have seen you perform will bring up their friends, saying, “Show
my bud that trick with the so-and-so.”

Now You See It

When Albert Goshman (1921-19917) was considering performing magic professionally, the
noted close-up magician Dai Vernon (1894~1992) advised him to learn and perform five tricks
better than anybody else. If he could do that, Vernon observed, he would have a life-long
career in magic. Goshman followed Vernon's suggestion, and, even though he perfected many
more than five routines, goshman became internationally famous for the handful of tricks that
had become his trademarks.

Bana G ks ki SRk b W’J

Danger, Will Robinson

I feel like Robby the Robot, flailing my arms in warning, but there are some tricks you
should carefully consider before putting them into your repertoire because they can be

19
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dangerous, or just messy. Any tricks in this book that fall under these categories will
have “Sawed in Halt” advisories printed by them to tell you of the ramifications if

something does go wrong.

Here are some things that should cause extra concern:

> Playing with fire, including flash paper (paper that has been treated to burn up

quickly)
» Sharp objects

» Tricks with (cough, cough) cigarettes

b
&3

Sawed in Half

Some tricks are just too dangerous to
perform. In The Discoverie of
Witchcraft (1584), Reginald Scot
explains how "to thrust a dagger...
into your guts...and...recover
immediately.... [You] seem to kill
yourself, or at the least make an
unrecoverable wound.” He then
goes on to describe a magician who
made a mistake trying to perform
the illusion and actually did kill
himself. Scot’s advice? "See you be
circumspect.” That is, be careful!

Hocus Quote-Us
The hand is not quicker than the
eye; it does not need to be.

—The Great Merlini, in How to
Entertain Children with Magic
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» Water, which can, and will, spill

» Confetti, glitter, or other loose objects, which
can fall on the floor, causing you or others to slip

» Edible giveaways (As my mother would say,
“Who knows where it’s been?”)

» Animals (Birds can fly to chandeliers; rabbits can
scratch and bite. And all of them can, well,

poop.)
» Balloons, which, when popped or deflated, can
be easily swallowed by infants

That’s not to say tricks that involve water, birds, and fire
shouldn’t be learned or even performed. Magic with all of
these items can be performed safely and effectively, if
proper precautions are taken and if they are handled
carefully. Some of the most exciting magic seemingly puts
the magician or the assistants in death-defying situations.
But notice I said “seemingly.” There should always be
safeguards in place to make sure no one—the magician,
the assistants, or the audience—is in any danger.

Release the Genii Inside

Are you all ready to go? I'm sure that most of you are.
But some of you might still be just a little bit nervous.
Don't worry. Be happy. Here are the Top Ten most
common excuses (in no particular order) that beginners
use to keep their inner genii bottled up. Let me answer
your concerns right off the bat!

> “I'm too clumsy.” Remember, you can be
uncoordinated in one skill and talented in
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another. In the case of magic, “practice makes perfect” is more than a motto.

It’s a way of life.

“My hands are too small.” You don’t need mongo-size hands for magic. Some of
the top sleight-of-hand artists in history have had short, stocky fingers.

“I’'m not fast enough.” Speed doesn’t count.
In fact, it draws unnecessary attention. Instead,
the hands have to move smoothly and natu-
rally. “The hand is quicker than the eye,” is a
myth: The eyes see at the speed of light.

“I'm too old to start a new hobby.” Don't be
silly. You should never stop learning. Jack be
nimble, Jack be quick, you're never too old to
learn a new trick!

“I'm not smart enough.” You don't need a
super 1Q for magic. In fact, most magic is
quite simple. Yes, you will have to be able to
read and follow instructions, but you're doing
OK so far, aren't you?

“I’'m not sneaky enough to fool anybody.”
It’s true. You will be fooling people using
some truly clever techniques, but you don't
have to the Great Deceiver to get away with
most magic tricks. People don't know the
secrets we know, so it's much easier to bam-
boozle them than you would suspect.

“I'm afraid I'll make a mistake and look
stupid!” Remember Murphy’s Law, “If some-
thing can possibly go wrong, it will,” and (to
paraphrase poet Robert Burns) “The best laid
plans of mice and men oft go astray.” Unfor-
tunately, they’re both true. Every magician—
repeat—every magician has had tricks go
wrong. We'll take a more detailed look in Part
2 at what to do when disaster strikes.

“I get terrible stage fright.” We all do from
time to time. True, some magicians get it
worse than others. But practice and prepara-
tion can cut it to a minimum. So can getting
enough successful performances under your
belt to build your ego and self-confidence.

Hocus Quote-Us

The belief that arduous practice and
exceptional skill is necessary in the
performance of close~up magic is
erroneous. In fact some of the
cleverest and most bewildering tricks
are made possible through the use
of subtle principles and unique
methods that can easily be learned
by anyone with a fair amount of
practice.

—Frank Garcia in Million Dollar Card
Secrets

=

Hocus Quote-Us

If these things are done for mirth
and recreation, and not to the hurt
of our neighbor, nor to the abusing
or profaning of God’s name, in my
opinion they are neither impious nor
altogether unlawful: though [by
these means] a natural thing [is]
made to seem supernatural.

—Reginald Scot, in The Discoverie of
Witchcraft
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» “I don’t look like a magician.” There’s no right or wrong “look” for a magician.
You don't have to be a magazine cover model to do magic. You don’t have to
wear a top hat and tails. You just have to look appropriate for the magic you're
going to perform.

» “Magic is evil and the work of Satan.” Your point being...? Seriously, I've said it
before, and I'll say it again: You're not going to be burned at the stake for doing
magic. Unless, maybe, it’s a really good trick.

There are probably as many different reasons to perform magic as there are people who
take up the want. And, over time, your reasons, and the tricks you perform, will
probably change. The important thing now is that you take that first step on your road
to wizardry.

If you're ready to make that commitment, turn the page and take the Magician's
Pledge.

The Least You Need to Know
» There are no special prerequisites to learning or performing magic.

» People become interested in magic for many different reasons and utilize it in
many different ways.

» Magic can be performed just for the fun of it, part-time, or as a vocation.

> You don’t need to make a large financial investment to perform magic; but you
do need to dedicate your time and energy to perfect your craft.

» Most of the mental barriers the beginner puts in place are unfounded and can
be quickly removed.
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The Magician’s
Pledge

In This Chapter
» Why you should keep the secrets of magic
» Creating a "Magic Moment”
» Natural magic vs. flourishes
» Involving your audience

» Make your magic direct

You've probably all heard of the Magician’s Code. I guess it’s supposed to be the
magical equivalent of the Ten Commandments, rules ordained by some Higher Power
(maybe some Universal Society of Wizards?) that we must all follow ... or die.

There’s no such thing.

Well, not exactly. But over the years, there has been an informal gathering of pithy
maxims—more common-sense recommendations than laws—collected to help per-
formers in their practice of magic.

Taking the Pledge

Before you can become a full-fledged Sorcerer’s Apprentice and find, out how every-
thing in magic is done, you’ll have to take the Magicians Pledge.
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I'm serious. To be a magician, there are some things you have to promise to do. So,
before you learn your first magic trick, you have to take the oath!

Stand up.

I mean it! Stand up, and raise your oath hand. (You can do this in the privacy of your
room when the family’s away. They’re probably already not too sure about you if they
saw you buy this book!)

Put your other hand on this book and read these words out loud.

I promise

To keep the secrets,

To practice the tricks,

And use my powers only for good.

Believe it or not, you've already agreed to two parts of the Magician’s Code—the
secrecy and the practice—which is a good start. (I hope the part about good versus evil
magic speaks for itself. We don't want any witchcraft or voodoo coming out of this.)

Anyway, I digress. Here are my Mystic Seven Rules, my version of the Magician’s Code.

1. Never tell the secrets.
There’s an old joke:
Audience member: “How’s it done?”
Magician: “I'd tell you, but then I'd have to kill you.”
Don’t make me come out there and find you!

OK, you shouldn’t keep secrets from your parents. I'm talking about the methods of
magic.

Why should you keep the secrets? First of all, one of the major reasons people enjoy
magic is they like being astonished, and trying to figure out how it’s done. If you reveal
the secret, you take away much of the entertainment value of the trick.

Now You See It

In his 45th Epistle to Lucilius, Seneca the Younger (4? B.C.-A.D. 65) described seeing a magic
trick performed. He noted, "It’s in the very trickery that it pleases me. But show me how the
trick is done, and I have lost my interest therein.” Things haven’t changed in two millenniums.
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Another reason for secrecy: The methods are usually very simple. When people find
out how easily they were deceived, they often feel stupid—and hate you. They'll say,
“Is that all there is to magic?”

Magicians call revealing how a trick is done “exposure.” In some highly publicized
instances (including high-profile books and television specials), exposure has been
deliberate. In other cases, it’s by accident or from a bad performance. Some magicians
even call the legitimate teaching of tricks to magic students exposure.

The ethical question among magicians seems to hinge on the way in which the secrets
are exposed. If the information isn’t specifically solicited, it's generally considered to
be exposure. Interested parties who seek out the information through private lessons,
videos, or books (like, say, The Complete 1diot’s Guide to Magic Tricks) are considered to
be legitimate students of magic.

2. Practice the trich.

Audiences have a love-hate relationship with finding out how tricks are done. Sure,
they want to know. Aren’t you curious when you see a new trick? But in their heart-of-
hearts, I truly believe they enjoy and want to maintain the mystery.

That’s why practice is so essential. Practice makes perfect. That’s not just a slogan; it
should be a mantra. The more you practice, the less hkely you are to make a mistake
that will expose how the trick is done.

Practice your routines, step-by-step, over and over, until you have every part down,
and you can perform the whole trick perfectly from beginning to end. We'll look more
at practice and rehearsal methods in Part 2. Until then, did I mention you should
practice?

3. Never tell the audience in advance what you're
going to do.

Many times you’ll hear magicians announce the name or title of their next trick: “And
now, the Mystery of the Hindu Rope of Doom,” or some such nonsense. That’s not
what I'm talking about.

I'mean you shouldn’t tell up front what effect you're going to try to achieve. For
example, you shouldn’t say, “And now the Hindu Rope trick, where the rope will rise
from my hand, turn as solid as a steel bar, then fall like a limp noodle.”

That's giving too much away.

There are two main reasons. First, and probably most importantly, if the audience
knows in advance what you're going to do, they can concentrate on how you're doing
it. And, nine times out of ten, such a detailed description will give them some idea of
what to look out for. Don't do it.
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Also, there is the rare possibility that something might go wrong. Let me put that in
less terrifying terms: The trick might not work out exactly the way you wanted or
expected it to. The rope didn't get rigid? Maybe you can cut it in half and put it back
together, then. Or challenge the audience to tie the rope in a knot without letting go
of the ends. (You'll learn all three of these rope tricks in Chapter 18, by the way.)

The point is, if the audience doesn’t know what’s supposed to happen, you can switch
gears at any time and finish the trick in a different way or go on to a new trick entirely.
(We'll look at this concept, known as finding an “out,” in more detail in Part 2.)

As with almost every rule, there are exceptions. With some tricks, you have a “catch
me if you can” plot. You openly defy the audience to figure out the trick. Others,
sometimes called “sucker tricks,” pretend to show how a trick is done, then fool them
in a different way. Still other tricks are actually more amazing, or at least perplexing, if
you repeat them once or twice. You'll learn examples of all of these throughout The
Complete Idiot’s Guide to Magic Tricks.

But, by and large, it's good practice not to give too much away before you've done the
dirty work.

4. Never repeat a trick.
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I don’t mean ever. | mean for the same audience at the same sitting. Repeating a trick
is the same as telling the audience in advance what you're going to do. You've elimi-
nated any surprise or mystery. The first time they look to see what; the second time
they look to see how.

If your audience really wants to see a trick again, they’ll ask the next time they see you.
By then it will be probably be OK to repeat the trick. They’ll have forgotten all the
details, so it will seem new—especially if you perform it with some new twist.

Before long, your spectators will bring up their friends to see their favorite tricks.
They’re not trying to figure them out; they want to share them with their friends.

One more thing before we leave the rule about never repeating a trick. You will eventu-
ally find certain tricks that audiences always enjoy, and that you do so well no one will
ever figure them out. These favorites will probably become part of your repertoire, your
magical bag of tricks, and you can repeat them almost every time you perform.

In fact, some of these tricks will become your “signature pieces.” Audiences will be
disappointed if they ask you to perform them and you don’t. Wouldn't you be upset if
you went to a concert and the singer or band didn’t do your favorite song? Of course
you would. Magic audiences are no different.

If you're asked to perform for the same people, you'll be tempted to replace all of your
tricks so the audience will see an entirely different, brand-new show. However, the tricks
that you perform best have probably been in your repertoire the longest. You've prac-
ticed, rehearsed, and performed them more than any others. (By replacing just a few
tricks in your “act” at a time, you always have some killer material.)
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5. Never run when they’re not chasing you.

Audiences know that you're going to try to fool them. You're a magician! But, unless
you act weird or do something really sneaky, they usually accept what you're saying
and doing at face value. They assume that ordinary-looking objects are ordinary and
unprepared.

Unless you're saying it for comic effect, you probably don’t want to call something
“ordinary” or “everyday.” It will draw attention to it and make the audience suspicious.

You'll be running when nobody is chasing you.

6. Nobody likes a wise guy.

Magic already deceives your audience. It tricks them. If you want them to be enter-
tained, and not angry that you're fooling them, never be a smart aleck. Otherwise,
you're placing not just a chip but a whole 2-by-4 on their shoulder and challenging
them to figure out your tricks.

And, rather than be made to look stupid, they’ll respond in any number of undesirable
ways. They might...

>» Heckle or berate you.

» Walk away.

>» Simply dismiss you and your magic.

» Come up with the correct method.
By the way, in this last instance, it doesn’t matter if their solution is wrong or right.
How can you prove they’re wrong without exposing the correct method?

You can, of course, make a conscious choice to perform as a wiseacre, but it is an
incredibly difficult persona to pull off and still be entertaining. (A non-magical ex-
ample would be comic Don Rickles.) But if you make this choice, you must be incred-
ibly talented and terrifically entertaining, as well as totally aware of the effect you’ll
have on the audience and the response you're likely to get. Until you have years of
experience, I wouldn't recommend you perform magic as a smarty-pants.

7. Knowing the secret doesn’t make you a magician;
performing magic makes you a magician.

I know the colors of the spectrum, but I can’t draw a straight line. I know what a plié is
in ballet, but I can’t dance. Just knowing how the magic works doesn’t mean you can
perform the tricks. Even the tricks you see labeled as “self-working” (like the ones in
Chapter 10), don’t happen automatically when you pick them up!

If you read the description of a magic trick and it sounds like something you’d like to
be do, try it out with the recommended props in hand. Practice each part diligently.
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(Yes, that word “practice” again! You'll hear it several more times before this book is
through!) Rehearse it, move-for-move, word-for-word, beginning-to-end, until it’s
perfect. Then comes the real test: Performing the trick in front of real people. Hone
your performance until your audience is amazed and amused each and every time you
perform.

That’s what makes you a magician!

Tricks of the Trade

Every time you perform, there’s lots more going on than just the secret. You'll use
everything you’ve learned and every bit of experience you’ve acquired to make that
performance as entertaining and as deceptive as possible.

So, before you learn your first tricks in Chapter 4, | want to let you in a few more
miscellaneous secrets.

This is “concept stuff.” I know it seems a bit strange introducing these notions to you

now, before you've started to learn any magic, but there’s a method to my madness.

These are such important ideas that 1 hope you'll have them in the back of your mind
the whole time you're reading this book. Every so often, as you're learning a trick, I
hope the little beep will go off in your brain and you'll say, “Oh, yeah ... “ And 1 hope
you’ll also refer back to this chapter time and time again.

This Magic Moment
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Remember how Jeannie in I Dream of Jeannie did her magic? That’s right: She folded
her arms and nodded her head. And how about Samantha on Bewitched? Right again!
She twitched her nose.

What they were doing was giving us a “magic moment.” They were letting us know
the instant that the magic happened. You probably know of at least one magical
equivalent: a wave or a tap of the magic wand. What else could you do to signify the
instant that the magic takes place? In addition to the wand stuff, here are three of the
most common:

» Snap your fingers
» Wave of the hand

» Say a magic word

No, you don’t have to give such a magic signal. The magic will happen just fine
without it, thank you very much. But I can give you at least three good reasons to
consider using one.
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Creating a magic moment suggests that all of the folderol and fiddle-dee-dee you've
done up to that point had nothing to do with how the trick is done. It was all just
preparation. The magic hasn’t even begun to take place yet. Not until ... now! ... and
you snap you fingers. It happens, at that instant, at the magic moment.

The pause before the magic moment also gives the audience a chance to reflect on
everything they’ve seen up to that point. The hand is empty. The newspaper is in
pieces. The rope is cut in half. Then, you wave your hand or say the magic word, and
... woosh! ... the magic takes place.

Any audience is a collection of individuals who are digesting what they're seeing at
different speeds. By giving a magic moment, you ensure that everyone in the audience
“sees” the trick and responds at the same time. (This holds true if you're performing
for just one person. Your spectator’s scattered thoughts are all brought together

and crystallized at one instant, exactly when you want, when you provide a magic
moment.)

The Too-Perfect Theory

Another reason for a magic moment is give a reason as to why or how the magic takes
place!

Most magicians believe that you should leave no possible clue as to how a trick is
done. But some magicians believe that tricks can be so incredible, so impossible, that
they are actually “too perfect.” Often you’ll hear the audience say, “But the magician
never even got near the (fill in the blank with the appropriate prop).”

According to this “Too-Perfect Theory,” the audience can be so blown away by the
magic that they either refuse to believe what they’ve seen or dismiss it outright. That’s
usually when you'll hear things like, “It’s done with a stooge!” Or mirrors. Or a trap-
door. Or twins. People can only suspend their disbelief (see Chapter 7) so far.

To keep the audience hooked long after the tricks are over, many magicians like to
provide spectators with several possible explanations for their tricks. That way, the
audience is never certain how the tricks were done, and they’ll keep discussing the
magician and the tricks. There’s the old stand-by, sleight-of-hand, so you might like to
make sure you touch whatever props are used at some point during the routine. Even if
everything is done in the spectator’s hands, you might want to at least approach the
apparatus.

Then, of course, there’s providing a magic moment: Snap your fingers over the deck,
gesture at the empty box that you never got near, hold your fingertips to your forehead
before you open your mind-reading prediction.

As you might expect, the “Too-Perfect Theory” is debatable among magicians, but the
issue is worth considering as you design the presentations of your magic tricks.
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Au Natural

No, I'm not suggesting you perform magic in the buff.

When magicians use the word natural, they mean that when you perform a sleight,
your hands should move the same way they would if you weren’t making the secret
move, Likewise, if you're hiding something in your hand, it should look like it would if
nothing were hidden there. Otherwise, the audience will get suspicious. They may not
know what’s being done, but they know you just don’t look natural. They’ll know
something sneaky’s going on.

Truth be told, many coin sleights look very odd. In order to perform the sleights that
allow us to produce, vanish, multiply, or in some other way change the coins, magi-
cians sometimes have to hold them in ways that normal people just don’t hold them.
The reason is simple: We have to! We're not really magic! (But don’t tell anyone!)

One of our jobs as magicians is to make our sneaky
moves, our sleights, look as natural as possible. The best

way to do this is to perform the action we're supposed
to look like we're doing, then try to simulate it.

I'm getting a bit ahead of myself, but for the sake of

Say the Magic Word explanation, let’s say you're supposed to put a coin from
When you perform a sleight or secret | your right hand into your left hand, but you're secretly
move, or hide something in your ~ going to keep it in your right hand. (This is called a pass,
hand or on your person, it's impor- | and you'll learn it in Chapter 15). Stand in front of a
tant that you look natural; that is, mirror, and watch yourself actually transfer the coin
the same way you would if you from your right into your left hand. When you do the
weren’t performing the secret secret move and don’t transfer the coin, the movements
action. of your hand should look exactly the same.

Always strive to make your magic look natural.

Let It Flourish
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Another debate that continues to rage among magicians is how much demonstrable
skill you should display to the audience. (Similarly, magicians discuss the appropriate
use of flourishes, or gestures, that are often designed simply to show off obvious skill.)

One Sunday afternoon I was at the Magic Castle, a magician’s private clubhouse in
Hollywood, California, and I saw one of the teenage magicians proudly showing off his
work on a Paul Harris card trick. He had half the deck in each hand. The top cards of
each pile shot up, did a somersault, and landed on the top of the card in the other
hand. (It was darned clever, and it was performed quite well.) But just at that moment,
85-year old “Professor” Dai Vernon, a legendary card master, shuffled by, took one
look at the move, and said to the kid, “That’s what’s killing magic!”
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Fortunately, we all knew the Professor’s philosophy on cards: Whenever you handle a
deck of cards, everything has to look completely natural.

The problem with flourishes, he felt (along with many other magicians), is their
flamboyance. The audience knows it’s not our first time on the dance floor, but we
don’t want them to think we’re so skilled that they dismiss our card magic out-of-
hand. Their thinking would be, “If you can do that with a deck of cards, of course you
can find my card, or anything else you want to do with them.”

What they’ll say, however, is, “I wouldn’t want to play cards with you.”

Sense-ational

Try to involve as many of the audience’s senses as possible in your magic. Need a
review of science class? Remember sight, sound, touch, smell, taste?

Beyond the five senses, try to involve the audience’s minds and their emotions as well.
Perhaps you could start your trick with a provocative question: “Do you believe in
ESP?”

The more meaningful you can make your magic, on as many levels and in as many
ways as possible, the more the audience will enjoy and remember you and your
performance.

Now Taking Requests

I've mentioned before that, once you've performed enough to develop a reputation,
you may have people come up and ask you to do a specific trick. The danger when you
take “requests” is that whoever asks often gives away the effect: “Do that trick where
the rope stands up.” Here you have a few options. -

You can do the trick, and hope they just want to

enjoy it one more time rather than try to

GG

catch you. ‘ e
Or, as I've suggested, you could put some spin on W

the trick. It doesn’t even have to be a real Var.iation; Hocus Quote-Us

it can be totally bogus: “You remember last time I

used a blue rubber band? Watch what happens The essential ingredient of successful |
when I do it with a red rubber band!” (Or a five- magic is simplicity. The average ;
dollar bill rather than a single. You get the picture.) | person enjoys being entertained by |

magic, but if the routines are
complicated, the tricks will become
problems instead of magic.

—Frank Garcia in Million Dollar Card
Secrets

I generally try to beg off by offering to do a similar
trick with the same objects, saying something like,
“Well, here, let me show you something just like it
that you haven’t seen before.” It will usually satisfy
their request, and they’ll be happy to see some-
thing new.
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g

Hocus Quote-Us

[Beginners] spend hours on elabo-
rate sleights and methods that would
have no meaning except to another
magician who already knows the
secret of some old trick.... Both
versions would look the same to an
audience.

—Bill Severn, Magic and Magicians

A

0

Hocus Quote-Us

The very best method of performing
a given trick is the easiest method,
and it is the method which should
be used.

—Jean Hugard and Fred Braue,
Expert Card Technique

KISS

Finally, don’t forget to KISS your audience: Keep It
Simple, Stupid.

You want your magic to be direct, so that the audience
can understand what’s supposed to happen. Try to avoid
multiple or complicated steps, proving this and showing
that. Keep the introduction of the props and the premise
as short as possible. Just let the magic happen. Other-
wise, you might run the risk of losing the audience’s
attention or interest. (That sounds better than saying
you'll bore them to death, doesn't it?)

Keep sleight-of-hand, especially visible moves and
flourishes, to a minimum. I know you've spent hours
and hours learning them, but in most cases your audi-
ence only cares about the magical effect and being
entertained.

And, if you have a choice of how to do a magic trick, it’s
usually best to go with the easiest or more direct
method. There are dozens, if not hundreds, of ways to
make a person pick the playing card you want them to
take, for example, but some of them take longer than it
does to reveal the card at the end of the trick.

Remember, audiences only care about the effect (what
happens); they know nothing about the method (how
you do it). The easier it is for you to do the magic, the
less likely it is that you will make a mistake, that some-
thing will go wrong, or the audience will see the secret
something.

Have you memorized all this? Or have you just had enough theory for now? Alright,
turn the page. Your first magic awaits!
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The Least You Need to Know

» A code of ethics involving secrecy and professionalism in performance has
evolved into the so-called “"Magician’s Code.”

» Sometimes the magic seems too perfect to be true; one answer is to suggest the
“magic moment” when the magic supposedly occurs.

» Your actions should look natural at all times, although flourishes can be used
with great discretion to spice up your magic.

» Try to involve the audience as often and on as many levels, physical and psycho-
logical, as possible.

» Direct magic, with simple, uncluttered presentations, is often the most involving
and entertaining.
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Chapter 4

It’s Wanderful, It's
Marvelous

In This Chapter
The earliest use of a magic wand
The wand as a tool for Druids, alchemists, and diviners
The wand as a magic accessory
How to make the magic wand appear and disappear
How to make the wand cling to your hand

Passing the wand through a solid object

YYYYVYYVYY

Understanding palming, misdirection, sucker tricks, and sight gags

Well, it’s time to start looking like a magician! And it’s time to learn some tricks!

Perhaps the image most associated with magic—the traditional symbol of a magician's
power—is the magic wand. Along with the top hat, cape, and rabbit, the magic wand
says magic to laypeople. How did such a simple thing—a stick of wood—come to
represent this mysterious craft?

Wielding the Wand

The use of the magic wand can be traced back to ancient times when a staff or rod was
carried as an emblem of mystical skills and authority. Remember the story of Moses?
His staff (referred to today as Aaron’s rod) turned into a snake and gobbled up the
serpents produced by the Pharaoh'’s wizards.
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Hermes, a messenger of the Greek gods who possibly descended from the Egyptian
deity Thoth, carried a caduceus—a wand-like rod encircled by two intertwining cords or
snakes. The caduceus symbolized wisdom and the ability to heal—traits attributed to
all early magicians. (The caduceus has since been adopted by physicians as their
emblem.)

Remember, too, the story of Circe, the enchantress of Greek myths who turned men
into swine? According to Homer’s The Odyssey, Circe accomplished the trick by tapping
the men with her magic wand.

The Druids, wizard-priests who populated Europe (especially the British Isles) in the
first millennium BC, carried wands to demonstrate their command over the earth’s
elements. The Druids were a fertility cult with the tree as their central symbol, so it was
only natural that the priests’ ceremonial wands were carved from wood. (The upper
echelon of Druidic wizard-priests carried wands made of gold. The second rank carried
silver wands, and the lower five levels of priesthood had wands of bronze.)

In the Middle Ages, the magician-alchemists adopted the wand as a symbol of their
great magical skill. Dowsers and soothsayers used magic wands known as divining rods
to locate hidden objects and foretell the future. Medieval doctors, who carried walking
staffs as they wandered from hamlet to village, were often referred to as—what else?—
wand carriers.

A 17th-century mounte- =
bank holding a wand as {
he performs the classic : !

Cups and Balls trick.
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No one is certain when the magic wand was adopted by ordinary street conjurers.
Certainly such entertainers did nothing to dispel the public’s association of the wand
with the occult, but magicians soon learned that a wand had practical uses as well.

The techniques that early street magicians developed are still in use today, so you

might want to take special note of them:

» The wand can be used for misdirection. If you
point your wand, the audience will tend to
look in that direction. When the audience
looks over there, you're doing the dirty work
over here.

» When you hold a wand, your hand is in a loose
fist. (Try it.) If you have something palmed
(hidden in your hand), holding a wand gives
you an excellent excuse to keep your hand
closed, yet still look perfectly natural.

» As you pick up your wand, you can also

Say the Magic Word

Misdirection is, quite simply, getting
the audience to look, think, or
perceive in the direction or way you
want them to.

secretly pick up an object sitting next to the wand.

» As you pick up or set down your wand, you can ditch an object that is being
concealed in your hand. One popular method is to have your wand resting across
a top hat sitting mouth-up on the table. As you grasp the wand, you drop what-
ever you're hiding in your hand into the mouth of the top hat.

As you reach for the
wand, drop the object
hidden in your hand
into the open top hat.
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The Trick Stick

You can easily make your own magic wand. You can take the mystic approach and
pretend you're a Druid in the first century BC by going to some darkened forest (or
maybe just your backyard), finding an old yew or hazelwood tree, and hacking off a
gnarled branch. (For some reason, many Druids thought these types of trees contained
the most mystical powers.)

Here's a more practical idea. Go to a store that sells dowel rods. You'll find them at art-
supply stores and almost all hardware stores.

Find one /2" or 3/4" in diameter, and have it cut to a length of 12"-15". (Try different
lengths and diameters to see what feels comfortable to you.)

If you can’t get a dowel rod, try using the thick paper tube on a pants hanger that you
get from the dry cleaners. It'll work just as well. '

The traditional 20* century magic wand is black with white tips. My first wand,
however, was a 10" black rod with a 1'/2" silver tip at each end. Paint your dowel rod or
cardboard tube whatever color you want, let ‘er dry, and, voila, you have a magic
wand!

Wand from Nowhere

Your audience thinks a magician can just—poofl—make a magic wand appear out of
thin air. (Is there fat air?) Well, here’s one way you can do just that.

The Effect: You open a small coin envelope or purse and pull out a solid wand too
long to fit inside.

Preparation: Get a small manila coin envelope, about

'i%é- 2'/2"x4'/4". (In stationary stores, this is a #3 envelope.)
TN\ Make a small horizontal slit on the flap-side of the
@ ) envelope, near the bottom.
~ Hide your magic wand in your left sleeve. (You can hold
Tip of the Wand it in place against the underside of your forearm by

If this is your opening trick, you can | tucking one end under a watchband or bracelet.)
start with the envelope in your left £ The Routine: When you are ready to perform, pull the
hand, with the tip of the wand . end of the wand out of your sleeve far enough that the
already inserted in the slit. Flick the | tip extends to the base of your middle and ring fingers.
envelope with your right fingersto | Bend your fingers slightly to hold the wand in place.

show that the small envelope is
empty, and then reach in and pull
out the long wand.
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Pick up the coin envelope with your right hand, and
casually show it to the audience. They won't see the slit,
but if you're as paranoid as I am, you may want to cover
it with your thumb. All they have to see is that the
envelope is small and empty.
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As you place the envelope in your left hand, work the tip of the wand into the slit.
(You'll have to experiement in order to find the handing that seems most comfortable
to you.) Practice in advance so you can do this quickly and smoothly; it has to look
like you're just switching the envelope from one hand to the other.

Reach into the coin envelope with your right thumb and forefinger, grasp the tip of
the wand, and slowly pull it out of the envelope. Give the audience time to register
that the wand is much too long to have fit in the envelope. If you want, call attention
to it by acting surprised, holding up the wand like a ruler, and briefly comparing its
length to the envelope’s. Finally, crumple up the envelope, or put it away so that it
cannot be examined.

Producing the wand
from a coin envelope,
from the audience’s
point of view.

How the trick is done,
from your point of view.

You can use this same method to produce the wand from almost anything. Many
magicians pull the wand from a small change purse that has been prepared with a slit
in the bottom. If you’re performing at a dinner party, you can produce the wand from
a dinner roll by pushing the tip of the want through the bottom of the bun.

Set the roll in your left hand, near the fingertips. Poke a hole into (and secretly
through) the center of the roll with your right fingertip. Casually reposition the bun so
that the end of the wand enters the hole in the bottom of the roll. Then, using your
right thumb and forefinger as if they were tweezers, reach into the roll and slowly pull
out the wand.
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Static Cling

The Effect: A magic wand clings to your left palm. You turn your hand to show the
audience how it's done: You're holding the wand in place with your right forefinger.
You repeat the trick, but this time your right hand is nowhere near your left hand.
(Throughout the book, when I give you sample patter, it will be in italic.)

Preparation: None.

The Routine: ['ve always been fascinated by static electricity. You know: You rub a balloon
against your head, and it sticks to the wall. The balloon, not your head. You put your socks in
the dryer, and the ones that aren’t eaten up by the dryer come out stuck to each other. You
have to peel them apart. I've always wondered if I could produce that static cling by magic.

First of all, check the wand and my hand to make sure there isn't anything sticky on them. If
you think theyre covered with Super Glue, this won't be much of a trick.

Show your magic wand. Also show that your open left hand is empty. Both can be
examined. Place the wand across the center of your left palm, and close your left fist.
The wand should stick out of both sides of your fist.

Grasp your left wrist with your right hand, as if to steady your arm. Raise your left
hand and slowly open it so that the back of the hand is toward the audience. Amaz-
ingly, the wand seems to stick to your palm. Spread your left fingers and wiggle them.
Shake your left hand. The wand does not fall.

The secret is simple. As you grasp your left wrist with your right hand, secretly extend
your right forefinger to press the wand against your left palm. This cannot be seen
from the audience’s view.

Would you like to see how it’s done? Okay, but don't tell anyone, or they’ll kick me out of the
Magicians’ Union.

The clinging wand, from the How it’s done, from your
audience’s point of view. point of view.
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Turn your hand so that audience can see the right
forefinger holding the wand in place.

Did you figure it out? Or was it too hard for you? Here,
I'll do it again.

You're now going to perform what magicians call a
sucker trick. That’s where you perform a trick, show
how it’s done, and then repeat the trick but, by
using a different method, fool the audience again.
Your explanation may or may not be correct;
regardless, the audience discounts it when you fool
them the second time.

Perform the trick exactly as before. This time,
however, you slowly remove your right hand from
your left wrist. The wand continues to cling to your
left palm.

See, you just can’t move your right hand. Of course, if
you’re a real magician, you can.

How do you do it? The great thing about a sucker
trick is it proves the adage, “A little knowledge is a
dangerous thing.” Because you've supplied one
solution to a puzzle, the audience mentally blocks
out any other possible solutions.

Remember how you set up for Wand from No-
where by tucking the wand under your watch-
band? If you want to perform this sucker ending,
secretly prepare by placing a long pen (or similar
object) under the watchband on your left wrist.

The clinging wand, the sequel,

from the audience’s point of view. view.

Say the Magic Word

In a sucker trick, the magician
pretends to explain how a trick is
done. (This may or may not be the
correct method.) Then, the magician
repeats the trick, but uses a different
method to fool the audience again.

Sawed in Half

Although it's in common use, the
jargon term “sucker trick” is, well,
not very flattering to the audience.
Never, ever, under any circum-
stance, say the term in front of non-
magicians. They'll eat you alive!

How it’s done, from your point of
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After you show how you make the wand cling to your hand, the audience won't be
expecting you to repeat it, so they’ll let down their guards. When no one is watching,
secretly grasp the end of the pen tucked under your watchband, and pull it out along
the inside of the forearm and past the wrist so that one end reaches the center of the
palm.

When you repeat the trick, hold your open left hand palm down. Pick up the wand
with your right hand, and secretly slip it between the palm and the pen. Repeat all the
same moves as before. This time, however, you can remove your right hand, because
the pen, unseen by the audience, holds the wand in place.

When you place the wand on the table or hand it to the spectator, all eyes will be on
the wand. This is the perfect time to nonchalantly push the pen back up your sleeve
and out of sight.

This trick doesn’t have to be performed with a magic wand, of course. You can use any
object that’s long enough to extend out of the ends of your fists. Try it with a pencil or
pen, a butter knife or other cutlery, a breadstick, and even chopsticks.

Trapdoor Trickery
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This is one of those tricks that, on the printed page reads like it couldn’t fool anybody.
You just have to trust me on this one. This is a great trick, totally simple to do, and it’s
used by many professional magicians. Don’t pass this trick by.

The Effect: You drape a handkerchief over your loosely closed left fist. You make a
small depression in the center of the hanky with your magic wand. Then, you slowly
push the wand all the way through the handkerchief. Finally, you spread out the
hanky to show that there’s no hole in it.

Preparation: You need a clean pocket handkerchief.

The Routine: Make your left hand into a loose fist and cover it with a pocket handker-
chief. Pick up the wand with your right hand.

Everyone knows that magicians use trapdoors. Of course, mine’s invisible. I'll show you what |
mean.

Using the tip of the wand, poke the center of the handkerchief into your left fist,
making an indentation, a sort of well.

Turn your wrist so that the back of your hand is toward the audience. Under cover of
the hanky, open your hand so that fingers and thumb are in a C shape.

Make one or two more pokes with the wand. As the wand approaches your hand for
one last poke, push the wand straight in against the side of the handkerchief. Push the
wand into the open C formed by the fingers until it hits the left palm. Close your left
fingers back into a fist, holding the wand in place. Performed smoothly, this should
simply appear as if you're making one last depression in the hanky.
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The wand penetrates the How the wand penetrates
handkerchief, from the the handkerchief, from
audience’s point of view. your point of view.

Slowly push the wand all the way down into the hanky. From the audience’s point of
view, it looks like the wand is going through the middle of the handkerchief and out

the bottom.
A Id
Set the wand aside. Spread out the handkerchief ’3{:&%
and point to its center. f ‘
See! The wand went right through the trapdoor. And the @

h hi healed!
andkerchief has heale Tip of the Wand

This trick doesn’t have to be
wander Away performed with a magic wand. You
The Effect: You wrap your magic wand in a piece can use a pen or a butter knife. |
of newspaper, and then immediately tear up the often perform it with my pocket
paper. The wand has disappeared! If you want, you comb.
can make the wand reappear in your pocket (or
elsewhere).

Preparation: You must have two identical-looking magic wands for this trick. One
should be solid, perhaps made out of a dowel rod. The other, a hollow wand, must be
made out of poster board or construction paper or other art paper that matches the
color and gloss of the wand as closely as possible.

The easiest way to make the hollow wand is to roll a piece of construction paper
around the solid wand. Glue this piece of paper in such a way that you produce a tube,
or shell wand, wrapped around the solid wand. Slide the shell off the solid wand.
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Say the Magic Word

In magician’s parlance, a shell is a
hollow object made to look like a
solid object. Usually, the shell is made
slightly larger to allow you to next it
over the matching, solid object. The
audience must never suspect that a
shell is other than the real thing; to
that end, you must handle the shell
as if it were just as solid and heavy as
the item it counterfeits.

.,

Decorate the ends of the fake wand to resemble the tips
of the real wand. If you want to make the hollow wand
even more convincing, glue a short, solid plug (made of
a wooden or plastic dowel) into each end of the tube.
That way, you can casually tap the ends of the wand
against the table to show that your trick stick is solid.

Place the solid wand at some convenient, but hidden,
location. Get a sheet of newspaper, and you're ready to
begin.

The Routine: Show the hollow wand, and wave it in the
air. If you want, tap it against the table to show that it is
(more or less) solid.

Roll up the wand in the sheet of newspaper. Make a
magic gesture over the newspaper tube, and then tear up
and discard the newspaper, being careful that none of
the pieces of the wand fall out or are exposed.

The magic wand has disappeared!

Show your empty hand. Reproduce the solid magic wand from wherever you have

hidden it.

This routine presents the trick as two different effects: a vanish followed by a produc-
tion (or reproduction). If you prefer, you can just make the wand disappear. That way,
you don't have to worry about trying to make two wands that match. If you're per-
forming several tricks in a row, the vanishing wand might make an excellent closer (the
closing trick or routine of an act). When you’re ready to make the wand disappear, say,
“Well, I guess my magic’s all through, so [ don’t need this anymore!” Roll it up into
the newspaper, rip it up, and presto! it’s gone!

Accessorize, Accessorize, Accessorize!

These days, very few magicians actually wield a wand. Perhaps they think it looks hokey
or is too much of a cliché. More probably, the wand just isn’t necessary any more.

Say the Magic Word

A sight gag is an action or prop that
provokes faughter without the need
for verbal explanation.

Over the years, however, magicians have invented
several gimmicked wands that allows them to perform
specific effects. Some trick wands are used merely as
sight gags rather than used to perform magic. Many of
these wands are available in magic shops. Among the
more popular trick wands are the following:

» Coin wand Coins appear, one at a time,
attached to the end of the wand.

» Rising wand The wand, held against the palm
or in a loose fist, rises straight up a few inches.
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» Color changing wand.

» Breakapart wand When the magician holds the wand, it’s solid; when the
spectator holds the wand, it breaks apart pieces, like beads on a string.

» Drooping wand When the spectator holds the wand, it bends or sags.
» Stretching wand.

» Multiplying wand During comic banter with an assistant, the magician makes
a magic wand multiply into five or six wands.

» Pop-off wand A sight gag in which the white tips of an oversized wand pop off
whenever the wand is squeezed.

Congratulations! You're the proud owner of your own magic wand, and you can
already use it to perform a half dozen tricks. Now it’s time to pick up a few tips on how
to present your magic so that it’s as effective, deceptive, and entertaining as possible.

The Least You Need to Know

» The tradition of the wand as a symbol of magical power goes back to ancient
Egypt and Greece.

» |In addition to being ornamental, magic wands have a practical use. They can
help a magician conceal, acquire, or dispose of items hidden in the hand.

» A magician can use misdirection to make an audience look the other way at a
crucial moment during a trick.

» In a sucker trick, you perform an effect, expose a probable method, then fool
the audience by repeating the trick by using a different method.

» You can easily make a magic wand at home from a dowel rod or cardboard
tubing.

» Some extraordinary tricks and sight gags can be performed only with specially
crafted magic wands.
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Part 2
All the World’s a Stage

If you're like most magicians when they first start out, things are a little shaky. That’s
because most people have never had to stand up in front of an audience before—much
less try to entertain them.

But we'll fix all that in this section of the book. First, you'll find out how to build your
confidence, how to rehearse properly, and how to look your best. Also, you'll learn
what to say and how fo say it.

Next, it's time for some real tricks of the trade: how to work with volunteers from the
audience, and how to get applause and laughter. Then, some tips on what to do when
something goes wrong. (Don’t worry, it happens to all of us.)

Before this section’s over, you'll know it all, from your big entrance to that well-
deserved bow.

Ready? Curtain Going Up!
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How Do You

Get to
Carnegie Hall?

In This Chapter
» Practice vs. rehearsal
» How to build your routines
» Theme acts

- » Openers, closers, kickers, and cappers

» Choosing magic that’s right for you

There’s an old show business joke: A violin player walks up to a man on the street in
New York City and asks, “How do I get to Carnegie Hall?” The man answers, “Practice!”

Now that you've started learning some magic tricks, we're going to take a look at the
best way to practice them, and how to put them together into a routine or an act.

Practice Makes Perfect

As you’ve probably learned while trying out the tricks with the magic wand, they may
not automatically work the first time you try them. Usually, you have to try a trick
many times before you can get it to work even once.

That’s where practice comes in.

Practice is the repetition of a sleight or move, or a series of moves, until the action
becomes second nature and, hopefully, flawless.
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Practice in the privacy of your room or away from
strangers. This is no time for anyone to be watching

you. You'll feel awkward enough trying something
completely new. Plus, you’ll want to be removed from
all criticism at this point. There’ll be plenty of time for

Say the Magic Word ~ that later.
Practice is the repetition of a single The first time you try the trick, you’ll discover where
sleight or series of moves to perfect | your trouble spots are—the places where whatever
them. Practice is usually performed you’re doing or holding seems especially awkward.
quite informally, over and over, until Isolate just those sections of the trick, and practice them
you can perform the move perfectly: | on their own.

first time, every time.
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Some magicians like to practice their moves “cold.” That
is, they’ll set the deck of cards, or piece of rope, or
whatever they’re working on someplace around the
house. Whenever they pass by the trick, they pick it up and try to perform the move.
Their reasoning is that when they practice the move several times back-to-back, they
get noticeably better at it. But when they actually perform the trick, they only get one
chance.

I prefer, however, to practice the move incessantly. If it’s small enough, I'll carry the
prop with me. I'll take it out of my pocket while I'm in line at the bank or waiting for a
movie to begin. I'll practice it while watching Jeopardy! I'll practice it until I can do it
without even knowing the gizmo’s in my hand. And I never worry about anyone
staring at me: I'm not giving away a trick, because I'm only doing one move or sleight.
Plus, I figure I don't look any stranger than anyone else on the streets these days.

A word about mirrors. Mirrors can be your friend. Practicing in front of a mirror will
give you an idea of what the audience will see, but not exactly. Remember that you are
seeing a reverse image of what a spectator will see.

Also, the angle may be quite different. Some moves that are completely deceptive
when viewed straight-on don't fool a soul if they’re seen from above, below, or the
side. Some magicians who perform close-up or table magic practice their moves in the
center of a small tri-fold mirror, so they can see their hands from several angles. (These
mirrors are available at many stores that sell beauty supplies as well as through many
magic shops.)

Remember that when you look in a mirror, you're seeing not only the audience’s view
but also the side of the hand the spectator doesn’t see. You must be able to mentally
separate what the spectator will see from what you’re hiding.

As you can tell, practice is rather informal. You work on bits and pieces of the trick,
then finally put them together and practice performing them from beginning to end.
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Stress Rehearsal

Now it’s time to rehearse. Many magicians use the
words “practice” and “rehearsal” interchangeably,
but I think of rehearsal as the performance of a
complete trick, routine, act, or show, as if an
audience were present. Proper rehearsal will get you
ready for actual performance, because it's more
detailed and more formal than practice.

When you rehearse, you should perform the trick
word-for-word, movement-for-movement, as close
as possible to actual performance conditions. This
should include the wardrobe, lights, words, music—
all elements we'll look at further in this part of the
book.

If you're used to practicing in front of a mirror, you
should try to wean yourself away from it during the
first few rehearsals. If you keep watching the
mirror, you'll become dependent on it. You must
get used to looking at your (for now) invisible
audience.

You shouldn't rehearse in front of an actual audi-
ence, of course, but you may want to invite a
trusted friend, family member, or (if you're fortu-
nate enough) a theatrical director to watch you
rehearse. First of all, you may need someone to act
as a volunteer for some of your tricks. But more
importantly, they can provide feedback on how
your trick looks like from their point of view.

Listen to their observations and recommendations,
but remember, they’re only suggestions. Your
invited guests may be able to point out rough spots,
or if they saw your secret moves, but, when all is
said and done, you're the one who's performing the
trick and responsible for what the audience sees.

You're the star!

Putting It Together

Say the Magic Word

Rehearsal is much more formal than
practice. It’s a run-through perfor-
mance of a complete trick or
routine as if there were an audience
present.

Sawed in Half

Unless you want the stage techies to
know you’ve never worked in
theater, don’t confuse “practice” or
“rehearsal” with a “run-through.” A
run-through (sometimes called a
“technical rehearsal” or “tech,” for
short) is less detailed than a full dress
rehearsal, for the purpose of setting
lights, music, and cues, and to
pinpoint and eliminate potential
and actual problems. (In other
words, you run through your
routines, but it’s not necessarily a
run-through. Got it?)

So let’s say you've learned all the magic-wand tricks in Chapter 4. You've practiced and
rehearsed each one, and you're able to perform them successfully. You've fooled
whomever you showed them to, and they seemed to enjoy them as well.
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Say the Magic Word

A routine is a series of magic tricks
that naturally flow together.
Magicians use the word to mean the
order in which you perform the
tricks. When you place tricks in a
specific order, you are routining
them. Your completed routine or
collection of routines is your act or
show. A theme act is based around a
central premise or prop(s).

Marvin (“Mr. Electric”)
and Carol Roy.
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You may want to keep performing them as separate
tricks, but you may want to put several of them together
into a routine, or put several routines together into an
act.

Theme acts are built around a single concept or type of
prop. For example, in a cigarette act, the magician
produces or does tricks mostly with cigarettes; likewise, a
silk act uses lots of silk handkerchiefs.

There are many ways to decide which tricks belong in
one routine or section of the act:

» The tricks may all use the same prop.

» All of the props may be built around a central
theme or story.
» The tricks may just “feel” like they belong

together. You may not even know why you feel
that way; they just seem right together.

“‘Mr. ELLECTRIC”
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Now You See It

One of the most famous proponents of the theme act is Marvin Roy (b. 1925). In his teens, he
performed silk magic as Marvin the Silk Merchant. In 1950, he produced an act with lightbulbs.
Working with his wife Carol, Marvin Roy has toured the world as Mr. Electric, performing such
effects as producing a string of lit miniature bulbs from his mouth, and producing Carol inside a
giant lightbulb. In addition to his Mr. Electric act, Marvin and Carol have developed theme acts

with jewelry, puzzles, and other items.

Everyone Line Up!

One of the real difficulties is deciding in what order to perform your magic tricks. This
is what magicians usually mean when they talk about their routines. There are many
ways to “routine” a show.

Doin’ What Comes Naturally

Sometimes the effects flow naturally: from one into the next. You produce something,
do a trick with it, then vanish it. That’s the sort of routine you’d have if you perform
the magic-wand tricks in order from the last chapter.

» You show your hands empty, reach into a small envelope, and pull out a wand
much too long to have been inside. '

» You talk about the wand’s magicai properties, and how it clings to its master. The
wand sticks to your hand.

» You explain that the wand can perform tricks of its own, and to prove it, you do
a trick with a trapdoor.

» You roll the wand (which, unknown to the audience, is tubular rather than solid)
into a piece of paper, and tear the paper into pieces. The wand disappears.

» If you need the wand for another trick, you can immediately reproduce it.

Sometimes the prop in a routine transforms into or helps you produce the next prop.
For example, you may have seen a magician onstage do something like this: A red ball
changes into a red silk handkerchief, which then turns into a cane. Or, a magician
performs a card trick on a table, lifts the last card, and underneath is a coin. This leads
into several tricks with coins.

53



Part2 > All the World’s a Stage

Some routines are built around a story. For instance, in one trick you'll learn in Chap-
ter 10, the four jacks represent robbers. One of these cards could also represent a crook
in the subsequent trick. This concept is seen more often with stage magic than in
close-up magic. In his early television specials, David Copperfield often devised small
mini-plays that used several different magic tricks to tell the tale.

After a while, if you do your tricks in the same order, you’ll become comfortable
performing them that way. The tricks will begin to feel as if that’s the natural order in
which they belong—even if they wouldn't ordinarily seem related.

Open and Shut Case

There are other considerations when picking the order to perform your tricks. Two
types of tricks almost scream out where you have to place them. These are known as
openers (performed first) and closers (performed last).

Say the Magic Word

An opener is the first trick or routine
in an act. Some tricks have to be
openers, if the set-up or props must
be removed to allow you to perform
other tricks. Most openers are short,
flashy tricks, but a good performer
can make almost any trick into an
effective opener.

Say the Magic Word

A closer (pronounced clo’-zer) is the
last trick or routine you perform. The
term also describes a trick strong
enough to be worthy of the closing
spot.
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Some tricks have to be performed first because you are
pre-set in an awkward physical preparation that will
make it difficult for you to perform other tricks. These
are best used as openers. You may want to perform the
wand-from-envelope as an opener, for example, because
it will be much easier to do other tricks after the wand
has been removed from your sleeve!

Magical tradition suggests that an opener should be a
quick, flamboyant trick to command the audience’s
attention. Other magicians prefer to open with a short
speech or a patter routine to settle the audience and get
them comfortable with the performer’s character and
performance style.

Either way, the important thing is to get the audience to
notice you—and like you—immediately.

At the other end of the spectrum, closers are tricks that
are almost always used as—you guessed it—the last trick
you perform. The closer is often the biggest show in
your act or the trick with the most powerful effect—
something that’s so good, it’s impossible to follow with
another trick.

Can You Top That?

Many magicians follow their actual closer with a short,
final piece—more of a friendly farewell than an encore.
The great clown Red Skelton would end a riotous
evening with a gentle thank you, a sincere wish that his
audience has a safe trip home, and a “God Bless.”
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Two similar types of post-trick tricks are worth
mentioning; the terms are sometimes (erroneously)
used interchangeably. A capper is a trick or bit of
business that finishes off or tops the last routine. A [
kicker is also an extra added effect, not necessarily

better but almost always different than the original Say the Magic Word E

effect. a
A capper is an effect that completes

Let’s say you've plucked coin after coin out of thin or tops a previous trick. A kicker is

air. (It’s called “Miser’s Dream,” and you'll learn it an extra climax that follows a trick, E

in Chapter 21.) After you've produced your last but has a completely different effect |

single coin, you make one last grab in the air and than the original routine.

catch a handful of coins. That’s a capper. Then you
pour out the bucket, and the coins have changed to
dollar bills. That’s a kicker.

Tomorrow, and Tomorrow, and Tomorrow

When building your routine, take into account the audience’s attention span. How
long can they watch any single trick, or a whole act, before losing interest, no matter
how good you are? How long can they sit or stand still in one place? (My attention
span is usually mandated by my butt and my bladder.)

I would love to give you the optimum running lengths for a trick, a routine, and an
act, but they’re different for every magician and type of audience. You'll have to
discover what works best for you through experience.

Change for Change’s Sake

Have you ever heard the expression “Too much of a good thing”? You want your act to
build in excitement and surprise, but you may want to vary your tricks to make your
act more interesting.

How? One way is to alternate (or intersperse) the tricks that need a volunteer from the
audience with those that you perform solo or with your own assistant. That way, the
spectators can relax between “audience-participation” tricks; plus, if you're a stage act,
it won't look like an endless stream of people running on and off the platform.

Here are some other ways to vary your routines:
» Follow a large trick or two with one of a smaller, more intimate nature.
» Change type, color, or size of props.

» Do many different effects. If you tear and restore a napkin (Chapter 16), cut and
restore a rope (Chapter 18), and cut and restore a piece of newspaper (Chapter
21), you've done three different, terrific tricks, but they’re all the same effect.
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You’'ve taken something apart and put it back together. Maybe follow the cut-
and-restored rope with a trick in which the ropes stretch, then get tied in knots.
Then move on to a completely different prop and effect.

Similarly, in close-up magic, you may want to perform more than card tricks. Card
tricks are great, but after awhile, they sometimes start to look the same. If you special-
ize in cards, coins, or any other prop, vary the look, story, and effect of the tricks. With
cards, some might be “pick a card” tricks, others might have a thyming patter, or be
mere demonstrations of skill.

In all of these cases, when you vary and alternate tricks, consider everything but
method. It doesn’t matter if all the tricks are done the same way, because the audience
doesn’t know how the tricks are accomplished. The only thing that matters is that they
look like different tricks.

Index Indicators
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When [ was first learning how to routine my tricks together, [ would take a stack of

3xS5 file cards. I wrote the name of a trick at the top of one card, and underneath I

wrote all of the special considerations to take into account when performing that trick:
» How long did it take to perform?

Did it need advance preparation, or could it simply be picked up and performed?

Did it have to be performed at any particular spot in the program?

If so, was it an opener or closer?

Did it need a trained assistant?

Did it use or require audience participation?

YYYVYYYy

Was it messy? Did I have to clean up afterwards?

I made an index card for every trick. Then I'd pick out tricks that seemed to go to-
gether or naturally followed one into the next, and arranged them in some order.
(Some performers call this type of segment—material such as tricks, jokes, or songs that
are always performed together—a “chunk.”) Of course, I didn’t have to perform these
tricks together; I just noticed that, over time, I usually did.

In addition to these “chunks,” I had other feature tricks, openers, closers, and so on.

Then, when I'd routine a show, I'd lay out all the individual cards and “chunks” on a
table and mix and match until I had the tricks in an order I liked. I could easily arrange
my show for a special occasion, a particular audience, or a specific running length.

Before long, I no longer needed the index cards. Now all that information is in my
brain, and I can make up new routines and shows at the drop of a top hat. Soon, you'll
be able to, too!
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So Many Tricks, So Little Time

By the time you finish this book, you will have learned more than 100 different tricks.
Which tricks should you do?

Be careful when picking a trick for your repertoire (your metaphorical bag of tricks) or
your act. Make sure you like the trick: If you don’t, you’ll have a rough time making
audiences like it.

Make sure you enjoy and feel comfortable performing it. You'll invest a lot of time
practicing and rehearsing the trick.

After all that, if a trick doesn't fit your style or personality, or just doesn’t “feel right,”
drop it. It will never look natural in your hands. I have learned the secrets to thou-
sands of tricks, have actually practiced hundreds, yet my working repertoire is only a
few dozen tricks.

But the final judge is the audience. 1f, for whatever reason, the audience doesn’t enjoy
(or respond appropriately to) a trick, drop it in favor of something new. There are
plenty of magic tricks to choose from, and entertaining the audience is everything.

( The Least You Need to Know

» Practice is work on a sleight or move; rehearsal is more complete and works on
the entire trick, routine, or act.

» Theme acts are often built around a single type of prop or concept.

» Some tricks seem to naturally flow from one into the next; tricks can be
grouped together into routines, however, in any way that feels comfortable to
you.

» Some tricks are best performed first (openers) or last (closers). Cappers top the
effect; kickers add an extra, unexpected (and often unrelated) effect.

» For your own magic, choose tricks that you enjoy performing.
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Chapter 6

Say the Secret
Words

In This Chapter
» How to write the all-important patter, or script
» Tuming your "Ah-ha”s into "Ha-ha"s
» Interior monologues, or the silent script
» Mime, pantomime, and the silent act

» Magic and music

Once you've mastered the technical handling—the mechanics of performing a trick,
you have to decide on a presentation. And, for most of us, a large part of that is
planning what you’re going to say.

Pitter Patter

“Patter” is the term magicians use for what we say onstage. It’s believed that the word
“patter” is derived from the Catholic “Our Father” rite, the “Pater Noster”: Perhaps to
much of the laity, who didn’t speak the Latin (in which the mass was conducted), the
priests’ chanting sounded as nonsensical as the incantations believed to have been
intoned by medieval wizards.
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Hocus Quote-Us

The [magician] uses words of art,
partly to protract the time, and
partly to gain credit and admiration
of the beholders.

—Reginald Scot, in The Discoverie of
Witchcraft

gé\mé

Hocus Quote-Us

Nothing is so profoundly a
performer’s own as his patter. You
can change the color of your eyes
more easily than the color of the
patter that suits you.

~Henry Hay, in The Amateur
Magician’s Handbook

The words you speak create the mood of your perfor-
mance. Will it be serious, comic, mysterious, or simply a
demonstration? The patter reflects your style and
character, and it can be used to entertain or to misdirect.
Sometimes the patter adds to your deception: You lie.
Choose your words carefully, because they can be all-
important to the success of your performance.

When All Is Said and Done

Few things define you onstage as much as the words
you say. The patter immediately lets the audience know
your basic character and tells your point of view about
the trick you're performing. That’s why it’s so important
to find, or write, patter that’s “you.” The patter must
not only be appropriate for you personally, but also for
the audience and the situations in which you'll be
performing.

How do you decide what to say? Actors usually have the
advantage of being handed their scripts. We usually
have to write our own.

For those of you making your first stab at this daunting
task, I suggest you start by writing down what you want
to say. Don't depend on your ability to think up patter
on the spot, or having the Magic Muse strike you during
a performance. Your patter should be as planned and
practiced as the rest of your presentation. Memorize the
words, but use the script, only as a basis, a springboard,
for the words you actually speak.

Your first attempt will probably be rather dry, bare-bones
descriptive patter—and there’s nothing wrong with that.

Here's a example of simple, straightforward patter for the vanishing wand:

Here I have my magic wand. I roll it up in a piece of newspaper, say the magic word—
Abracadabra—and, look, the wand has disappeared!
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You might try your hand at using patter to tell a story. For example, the original patter
written by Gene Gordon for “The Professor’s Nightmare” (Chapter 18), in which three
different-sized ropes all become the same length, is about a geometry student who
disproves the mathematical axiom, “Things that are unequal to one thing are unequal
to each other.” British magician Paul Daniels (b. 1938) tells the story of Papa Bear,
Mama Bear and Baby Bear while performing his version of the trick. Two examples of
story patter found in this book are the tale of the bank robbers in “The Four Robbers”
(Chapter 10) and “The Cattle and the Rustlers” (Chapter 12).
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As I've suggested, you don't have to perform your prepared patter word for word. In
fact, you shouldn’t. You don’t want your words to sound like a recitation; feel free to
vary it, change words around, and react to what’s happening at that particular perfor-

mance.

Then why write out a script at all? Until you become adept at thinking up words as
you go along, a script will give you confidence: You'll know you do have something to

say.

Throughout this book I've included some patter
lines and ideas for many of the tricks you'll be
learning. (It will appear in italics with the trick.)
Often, marketed magic tricks suggest patter; some
give full patter. There are whole books of patter for
standard magic tricks available at many magic
shops. Canadian magician Sid Lorraine (1905-
1989) and professional comedy writer Robert
Orben have both produced several such manu-
scripts. You'll probably have to adapt any prepared
scripts to be appropriate to your age, character, and
performance style.

h

Hocus Quote-Us
Don’t talk like Professor Hoffmann;,
don’t talk like me; talk like you.

—Henry Hay, in The Amateur
Magician’s Handbook

The Mad Patter: How to Be Funny

Sometimes the magic alone is so astonishing or unexpected that it elicits laughter.
More often, audiences laugh at what we say and do, most of which is planned, some of

it ad-libbed, or merely accidental.

First of all, comedy is not just telling jokes. Jokes are formalized stories, from “one-
liners” to long, drawn-out stories. Most involve a “set-up” (a premise or opening line),

some further elaboration, then the “punch” or
“punchline” (involving the surprise twist, a wry
observation, or play on words).

Some magicians tell great jokes and successfully
integrate them into their tricks. Often, they'll drop
them as “asides” while they perform the steps of
the routine. For example, an experienced magician
might pretend to read comic want-ads while
cutting up and restoring a piece of newspaper (see
“Clippo” in Chapter 21).

More often, your comedy will be quips about
what'’s happening onstage or in the audience, or
observations about yourself or members of the
audience. A simple way to add comedy to your act
is the use of sight gags. A sight gag is any prop or
action that provokes laughter when the audience

Say the Magic Word

A sight gag is an action or actions
(sometimes referred to as a “bit” or a
“bit of business”) or a prop that
provokes laughter without the need
for words or explanation. A sight gag
may be immediately funny or, like
some jokes, require a series of “set-
ups” to get to the “punch.”
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sees it. Oversized props (such as giant sunglasses) or surptise actions (such as snakes
jumping out of a peanut-brittle can) are two commonly used sight gags.

Comedy can also be produced by specially decorated props or paraphernalia. Your
wardrobe, make-up, and, of course, your stage actions can also provoke laughter.

Three popular “bits of business” that invariably get laughs are the magician getting
into trouble (for example, you can’t find the selected card), the magician pretending to
get hurt (for example, you're holding a deck of cards, try to tap it with a magic wand,
hit your thumb instead and general clumsiness and slapstick (such as pretending to
stumble as you cross a stage).

Just think: If you pretend to stub your toe and drop a deck of cards, you have the
slapstick of your awkwardness, you've hurt yourself, and you’re in trouble because you
dropped the cards. Big yuks here.

You already have a sense of humor if you've ever laughed at anything. But can you be
funny? If you've ever made someone else laugh, you can be funny. You only have to
learn how to use that talent in your magic.

Where can you find your jokes and comedy material?
» Think funny! Immerse yourself in appropriate humor by listening to comics and
comedy magicians. See funny films, videos, and TV.
» Look for comedy in comic strips, funny signs, illustrations, books, and magazines.

» Check with magic dealers. There have been lots of books of comic patter and
jokes written especially for magicians.

» Adapt, don’t adopt. Don’t use a joke or bit exactly as you've heard or seen it.
Change the words or actions to make it pertain to you and your magic.

» Don'’t steal another performer’s jokes or sight gags. Seek permission or be sure
that they are so old they’re in public domain. (We'll talk more about this in
Chapter 24.)

» Write it down! If you think of a joke or funny bit, or you ad-lib something funny
while performing a trick (which you will!), write it down as soon as possible,
before you forget. Don’t trust your memory.

And here are a few general tips about actually performing comedy. Of course, all rules
are made to be broken, but | would recommend sticking with these until you are an
accomplished comedy magician.

» Use comedy that’s appropriate for your age, the audience, and where you're
performing.

» Avoid questionable material (for example, ethnic jokes or sexual innuendo). If in
doubt, leave it out!

» If you're telling a joke, memorize your punchline.
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» Wait for the laugh. It'll take some people longer than others to “get it.”

» Don't apologize or berate the audience if they don't laugh. Just move on to the
next trick.

» Just like you don’t tell in advance what'’s going to happen in a trick, don’t
announce that you're going to tell a joke or that “this’ll kill ya.” Comedy, like
magic, is based on surprise.

Most of all, humor is a personal style. What do you find funny? That’s probably the
type of comedy you'll perform best.

If you don'’t feel comfortable performing comedy, don't do it. The audience will
recognize the strain and be uncomfortable with and for you. It’s easy to tell whether
the audience finds you funny or not. People laugh, or they don’t, and you’ll know the
difference between real and nervous laughter.

If they don’t laugh at first, don't give up. Like the tricks and sleights themselves, the
performance of comedy and comedy magic is a practiced, learned skill that takes years
of performance in front of many types of audiences to master.

Magic Words

Remember in Chapter 3 when we talked about creating a “magic moment,” and I
suggested that magicians commonly do it by saying a magic word?

Well, what exactly is a magic word?

The magic words are, of course, spoken as part of your patter. But a magic word has a
specific function: It’s the word or phrase that supposedly causes the magic. You know
plenty of magic words already: Abracadabra, Hocus Pocus, Presto. In the story of “Ali
Baba and the Forty Thieves,” the only way to open the secret door to the cave was to
call the magic words “Open Sesame.” The illusionist Dante was known for his magic
words “Sim Sala Bim.” Mark Wilson naturally chose “Allakazam” to be used as the
magic word on his ground-breaking television show, “The Magic Land of Allakazam.”

“Abracadabra” is the best-known magic word. Its first written record comes from A.D.
208, when it was part of a folkloric cure for a fever. Occultists suggest that abracadabra
is an acronym of the Hebrew letters for the Holy Trinity. Regardless, abracadabra was
in common use as a conjuring word by the Middle Ages.

“Hocus Pocus” is another common magic phrase. Its roots are uncertain; some histori-
ans point to Ochus Bochus, a legendary Norse wizard. Thomas Ady, in his 1656 book
on witchcraft, cites a medieval stage magician named Hocus Pocus. Others think hocus
pocus is a corruption of words from the Latin Catholic mass.

“Presto” is unusual in that its true meaning is known. It’s an Italian word meaning
“quickly” or “at once.” The word is often used when performing a transformation, as
in “Presto Chango!”
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Sing Out, Louise!

No matter how clever your patter is, it’s useless if the audience can’t hear you.

If you’'ve been fortunate enough to study speech or elocution in school, you've already
learned the importance of speaking clearly and enunciating each word. Perhaps the
best example of unencumbered verbal communication is a TV news anchor. Don't
listen to the content; just study the way they speak. The words are clean and precise.
You can hear and understand every word.

Of course, you have many variables in a live performance situation. You’ll always have
the ambient sounds of the room where you’re performing. You may not be the only
one talking. You may have to be heard over background music.

If you are working to a small group and there’s no conflicting noise, you don’t need to
raise your voice too much to be heard.

If you're working on a stage, be sure your voice projects to the other side of the room.
Projection is not shouting: It's using the diaphragm to push the air out of your lungs

and through your larnyx. Shouting, on the other hand, is centered in the throat. If you
shout rather than project, you’ll wind up with a sore throat before the end of your

performance.

One way to practice projection is to imagine that your listener is at the far side of a
large room. Speak in a loud but conversational tone. If someone sitting at the other
end of a room can hear you, everyone in between can hear you as well.

Consider using vocal tricks, like regional accents or stage whispers, to add color and
style to your performance. Sometimes lowering the volume draws your audience in

closer to you.

Sawed in Half

If you use a mike stand, try to adjust
its height in advance of the show. It
looks unprofessional if the first thing
you do after walking on stage is
adjust the microphone stand,
especially if it doesn’t move easily.
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A brief word or two about microphones. Not all micro-
phones are the same. If you have the chance, you
should test the microphone and the sound in advance
(that is, do a “sound check”). Remember, the sound on
your side of the stage will be different than the sound
“out front.” If you can, have someone stand on the
other side of the speakers to check the volume and the
tone (e.g., treble, bass), quality (e.g., crisp or fuzzy
sound) and possible feed-back (that awful electronic
squeaking and squawking).

Make sure you know what kind of microphone will be
provided. Remember, you're a magician, so you'll need
your hands free. You'll need a mike on a stand or a
wireless lapel (or lavaliere) microphone.
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The Silent Script

Some actors use a technique known as the “interior monologue” to keep themselves
mentally and emotionally involved with everything happening onstage. In essence,
they talk to themselves, but it’s an unspoken script. Their thoughts might include:

» the actor’s observations on another actor’s
words or actions

» the actor’s observations on his or her own
actions

» the actor’s true thoughts—what he or she
really means—while saying something else

An interior monologue provides the actor with an
inner life: You can see it in their eyes and expres-
sions. -

Magicians, especially those who perform silent
acts, can make use of this technique as well. In his
book Magic and Showmanship, Henning Nelms
coined the term “silent script” for the unspoken
patter that a magician recites in his or her mind
while performing. In a silent script, you may
silently reinforce your actions (“Look, I'm putting
the silk in my pocket”) or comment on your
attitudes, reactions, or what'’s happening onstage
(“I'm pretty good, huh?” “Boy, did he just do
something stupid!”)

By “performing” a silent script in addition to your
actual patter, you will keep your mind active and
connected to the audience at every moment.

Speak Up, I Can’t Hear You!

Hocus Quote-Us

Every performer needs lines to think
whenever he is silent. ... The
technique consists of writing out on
paper enough lines to fill all the
gaps in your speech. Then recite
these lines mentally while you
perform. Do not attempt to memo-
rize them exactly, just get the basic
ideas in mind. Note that although
both the spoken and the silent
scripts fit your assumed character,
the silent lines do not fit your real
situation at all. The silent script ...
provides an easy way to believe in
your own miracles.

—Henning Nelms, in Magic and
Showmanship

Most people’s opinion of mime is based on the often-intrusive white-faced silent
clowns that we see doing strolling comedy at parties and theme parks.

In fact, mime is a legitimate theatrical technique, popular at least by the time of
ancient Greece and Rome. In true mime, all actions and concepts are illustrated
without the use of speech, apparatus, or stage props. Although many mimes work in
white-face, this is by no means universal. Perhaps the best-known mime character is
the white-faced Mr. Bip created and performed by the French artist Marcel Marceau.

Pantomime is also performance without speech, in which gestures, movements, and
facial expression are used to help to convey a story, theme or message. As opposed to
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mime, in pantomime the actors often use props, apparatus, and costumes in the

production.

A magic act in which you don’t speak is usually referred to as a “silent act.” Usually the
tricks are performed to music and/or sound effects. Some, but not all, silent acts are
also pantomimes (but usually not mimes), because the performer uses gestures, facial
expressions and other physical movements in addition to the magic manipulations to
convey the magician’s character and the act’s theme.

Music Hath Charms

Many magicians, both patter and silent acts, work to music. Music can be used in
magic acts to create special moods and responses the same way it does in films, on TV,

in theater, and in church.
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Hocus Quote-Us
Music hath charms to soothe the

savage breast.

—~William Congreve, in The Mourn-
ing Bride (1, 1)(1697)

Sawed in Half

Recorded music is protected for
professional use by copyright. Either
you or the theater in which you
perform is responsible for obtaining
rights for the music’s use. In most
instances, artists are covered under a
blanket license agreement obtained
by the venue annually. You may
want to check with ASCAP or BMI,
the two largest licensing organiza-
tions for their exact rules.
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What type of music suits the character you want to
portray and the mood you want to create? Should the
music be modern, popular, classical, or standards? What
tempo—fast, slow, rthythmic? Do you want music in a
peppy major key, or an atmospheric or mournful minor
key? What instrumentation? Should it be an instrumen-
tal or do the words help convey your act’s theme?

There’s some controversy about the use of well-known
or popular music. If the music comes with certain
associations, those connections may transfer automati-
cally to your act. Three examples of soundtrack music
that instantly evoke certain images are the themes from

» Chariots of Fir—Slow-motion action
» Mission: Impossible—Suspense
» The Exorcist—Supernatural mystery

If your audience starts humming, tapping, or singing
along with the music, it may draw them out of your
magic. It’s a decision only you can make from personal
experience.

Now comes, perhaps, the hardest part: Your final task
will be to fit your routine to the music. One way is to
build your routine to fit the song. If you do, make sure
that you don’t add repetitive or nonessential actions just
to make the trick long enough. Your actions onstage
should match the tempo and length of the music; any
special accents in the music (such as a crescendo, a
cymbal crash, a chord) are great points for “magic
moments.”
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You can edit the music to fit your existing routine. This requires careful planning and
professional sound equipment to produce a good tape. Keep the finished tape as a
“master” copy. Make duplicates, and bring two copies to the show—one to use, and
one as a back-up for when the sound equipment eats the tape. Because it will.

You may have the opportunity to work with a band or orchestra. The live sound can
make your act even more exciting. If you're a patter act, they can play on and off, and
provide accents (such as ta-da chords and drum rimshots). If you're a silent act and
have “charts” (musical arrangements for the band to follow), the live orchestra can
follow you rather than your having to work to your tape.

Learning to write and deliver patter is a lifelong process. Experimentation with patter
and pantomime styles, comedy and music, will keep your act fresh and alive for both
you and your audience.

Now, let’s find out how to look and act your best as you become an Actor Magician.

The Least You Need to Know

> Write out or prepare your patter in advance, but only use it as a starting point
for what you actually say in performance.

» Comedy, well-delivered, can be an important tool in entertaining with magic.
» |t doesn’t matter how good your patter is if it can’t be heard.

» Use a “silent script” to keep your magic fresh and your mind active, attuned to
what’s happening at every moment while you perform.

» Carefully select your music; make sure that it’s appropriate to your character
and style and that you match it to the visual cues in your magic.
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Chapter 7

N

. Every Move a
Picture

In This Chapter
» Getting on and off stage
» Be your own director
» Finding a wardrobe that’s right for you
» Staying scrubbed and shiny new

The great 19th century French magician Robert-Houdin said, “A magician is an actor
playing the part of a magician.”

Whether you do your magic on a stage or close-up among friends, you are playing a
role: the magician.

The Character Actor

Think of yourself as a character in a theatrical play. Your character is the persona, the
“role” you take when you perform, whether it’s doing card tricks one-on-one or a
bigger show on a stage.

You may choose to portray a recognizable “type,” such as a wizard, a Mississippi
riverboat gambler, a nerd. This kind of act is often referred to as a “character act.”

Perhaps the best example of a contemporary character act in magic is Tomsoni & Co.,
in which John Thompson (b. 1934) portrays a Polish prestidigitator name The Great
Tomsoni, the Wizard of Warsaw. The act doesn’t depend on ethnic jokes: Rather,
Thompson enacts a highly-decorated Eastern-European magician with an aristocratic
bearing, who wears white tie and tails and an honorary sash across his chest. He is
assisted by his wife Pam, who plays a gum-smacking, bored, and slightly-ditzy blond-
haired floozy.
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If you don’’t play an obvious “type,” them you must build your character based on
your own personality. It will be a “heightened” extension of the real you. Your charac-
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Hocus Quote-Us

A magic trick is a little play, carefully
built, detail by detail. It is devised so
that everything is so obviously fair
that the one or two small points on
which depend the success of the
deception may be slid over without
attracting attention.

—John Mulholland, in Quicker Than
the Eye

The Great Tomsoni &
Co. (John and Pam
Thompson)
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ter will take into account such psychological and
physical features as your:

Attitude, bearing, and point of view. (Are you
haughty, joking, devil-may-care, daring?) -

Level of magic ability. (Are you award-winning, a
klutz, incompetent?)

Physical attributes. (How old are you? Are you
peppy or weak?)

Status or reputation, as perceived by others and
yourself. (Are you award-winning? Does your
character think he or she is too good for the
venue?)

Idiosyncrasies, eccentricities, and individual
traits. (Do you mumble to yourself? Do you use a
specific magic word throughout your act?)

TOMSONI & CO.
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Regardless of how you create and develop your character, everything you say and do
when you perform, everything the audience experiences, must be related to the
character you’re portraying. This includes such elements as selection of tricks, ward-
robe, prop decoration, body movements and mannerisms, patter (including the words
you use, diction, and dialect), and music.

In general, then, your character is comprised of all the qualities or features that distin-
guish you from all othermagicians.

Curtain Up!

When you walk onto the stage, you must let the audience know by your first actions
that you have complete command of the stage, and that they can sit back, relax, and
be entertained. They sense your charisma and are immediately charmed. This indefin-
able quality that you develop and build on every time to perform is known as stage
presence.

One way to “take charge” is to pause a few moments before you begin your magic to
mentally prepare yourself. Let yourself know that you have a special gift that you are
about to share with the audience.

Then, don’t just walk on stage (literally, or figuratively if you’re performing close-up).
Make an entrance! Know why you are coming on the stage: to dazzle, amaze, and
entertain. Some actors call this entering a scene “with intention.” You know what you
want to achieve and how you're going to do it.

Tell yourself, “I have the skills and the talent; now it’s show time!”

Let’s Take a Trip

Between your entrance and your exit, you must take the audience on a journey. In
order to travel to this incredible world where you can make the impossible possible,
you must get the audience to believe, if only for a while, that magic is possible.

This is called “Suspension of Disbelief,” a phrase coined in 1871 by Samuel Taylor
Coleridge (1772-1834) in his Biographia Literaria. The audience knows that what it’s
seeing is not true (disbelief), but they're willing to ignore that fact (suspen51on) in
order to partake of and enjoy the performance.

Suspension of disbelief is absolutely essential for a magician’s audience. The spectators
need not necessarily believe that the magician can perform real magic, but they must
forego trying to figure out how the tricks are done and, for at least the length of the
show, be willing to believe that magic is possible. Only then can they become enrap-
tured.
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Hocus Quote-Us

The last step in a successful trick is to
take a bow. ... | don’t mean that you
must literally bob your head or bend
from the waist. ... You must pause
definitely until everyone knows the
trick is done. Then pause just a little
longer. Give them time to decide
whether they will applaud.

—Henry Hay, in The Amateur
Magician’s Handbook

Hocus Quote-Us

The first and most important prin-
ciple in the design of stage move-
ment is to avord all purposeless
movement.

—John Dolman, Jr., in The Art of
Play Production

Get Off Already!

When you finish your trick, or at the end of your show,
you have to let the audience know that you are through.
Every magician develops his or her own way to do this,
and, over time, so will you.

Some magicians spread their arms wide, as if saying (in a
“silent script”) “There you have it!” Such a gesture
almost guarantees a response, and is, in fact, a popular
“applause cue.”

You may prefer to make a quick nod of the head, or
perhaps a full or partial bow. Or, maybe a small hand
gesture or flourish is more your style.

Many magicians lose the applause and response they
deserve because they move or exit too soon. The audi-
ence will love what you do. When they applaud, or
cheer, just wait! Stand there, smile, and enjoy it. Ac-
knowledge their response with a “thank you” or some
physical gesture, then move on to your next trick or
make your exit.

What | Really Want to Do Is
Direct

Actors have it easy. The writer gives them the words, the
director tells them where to move, the wardrobe depart-
ment dresses them, the electrician sets the spotlights,
and a marketing department advertises and sells the
tickets.

Unfortunately, most of us have to do all those things
ourselves. Magicians, like all performers, are judged by
how they look and the actions they take on the stage.
The series of stage movements and actions performed

during a magic trick is known as blocking. (Blocking can also mean the act of creating
the sequence of motions.) You made your first decision about blocking when you
decided what side of the stage to enter from, and how to get off.

One of the biggest problems many magicians have is eliminating unnecessary actions.
They pace nervously or wander aimlessly around the stage. They riffle or shuffle their

cards for no reason.

Edit your actions and economize on your motions so that every movement has a
purpose. That way, every move you do make will command complete attention.
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Cleanliness Is Next to Godliness

Look your best. This should not have to be stated, but remember the old adage,
“Cleanliness is next to godliness.” Personal grooming includes skin, hair, nails, body
odor, and breath. (Forego that Philadelphia cheese steak, heavy on the onions, until
after the show.)

Of course you bathe. But don’t forget to regularly wash or dry clean all of your ward-
robe as well. Sweat and body odors linger in cloth. You’ll be working in close proxim-
ity to members of your audience, the people who asked (or hired) you to perform, and
possibly your assistants or other performers. Don’t be a stinky magician!

Magicians make their living with their hands. A professional manicure is not just a
present to pamper yourself; it makes your hands look terrific!

Your hair, whatever the style, must be clean and appropriately groomed.

Be aware of what you look like to others. Let someone whose opinion you trust give
you an outside opinion.

Now You See It

| was astounded the first time | met Harry Blackstone, Jr. On television, it always looked like he
had a full goatee and mustache, but when | saw him in person, it was pencil thin. He told me
that he had discovered a goatee and mustache that looked full when you stood face-to-face
looked bushy and unkempt on television or from a stage.

While we’re talking about getting squeaky clean, don’t forget that looking your best
extends to your props and other equipment as well. Take a look at your props from
time to time. Are they getting dirty? Chipped? Should they replaced? Painted? Patched
up? Playing cards are the perhaps the worst offenders. Cards wear quickly and easily
pick up dirt from the hands. How much does a deck of cards cost? A buck fifty? If you
can’t afford a new deck, get your parents to raise your allowance, or raise your fees.
(One year, Santa filled my stocking with decks of cards. It was one of the best, most
practical gifts I ever got.)
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Now You See It

| was once playing in Pittsburgh, and a magician and his wife came out to see my show. After

the program, she mentioned, in all sincerity, how much she had enjoyed the trick | performed
with the black and gray silk handkerchiefs. | corrected her and said, *You mean the trick with
the black and the white silk hanky.” | could tell by the expression on her face that she honestly
thought that the white silk scarf had been gray. | had never noticed how dirty | had allowed the
ratty old silk hanky to become. Needless to say, the next day, and from then on, | had fresh,
clean handkerchiefs—and | hope other props as well—in my act.

Remember, if the audience doesn’t feel you have pride in your looks or the looks of
your act, they will lose interest quickly. Try to look better than your best.

Get Dressed!
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Looking your best includes clean, pressed wardrobe. It often doesn’t matter what you
wear as long as it suits your character And where you're performing. It could be blue
jeans (as popularized by Doug Henning in the 1970s), a GQ look (like David
Copperfield), or a tuxedo (for Harry Blackstone, Sr.). You would probably dress much
differently if you’re performing your magic impromptu among friends (casual clothes),
among co-workers at the office (business attire), or on a stage in front of a large audi-
ence (stage wardrobe or costume).

Throughout the centuries, magicians have worn a variety of costumes. In medieval
times, many wore long wizard-like gowns. Others mimicked Asian garb. Itinerant street
performers wardrobed themselves in everyday attire. By the mid-19th century, magi-
cians were legitimate entertainment in the theater and the homes of polite society. The
popular French magician Robert-Houdin, along with others of his era, made formal
attire—which at the time was “tie and tails”"—de rigeur for magicians. They dressed like
the company for whom they performed.

In the 20th century, the tuxedo jacket replaced the tailcoat as men's formal wear.
Although fewer magicians work in a tuxedo or tails today than, say, even two decades
ago, it’s not necessarily old-fashioned or un-hip to wear one on the stage. In fact, a
well-tailored tux can look quite elegant. Nothing looks more unprofessional, however,
than a worn, shiny, ill-fitting or out-of-style tuxedo.

Doug Henning, who first surfaced in the early 1970s, was primarily responsible for
magicians breaking away from the traditional tuxedoed look. He wore jeans, a brightly
colored shirt and sneakers—perfect for his onstage character.
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Now You See It

Yes, it's true. Those long tails and jackets do sometimes have secret pockets. A pochette, literally
French for “small pocket,” is a small, special pocket located in the back of the trousers at the
top of the thigh, hidden by the tails of a swallowtail jacket. A profonde is a secret pocket
located in the tails of a formal tailcoat, used to steal and get rid of objects.

e

Perhaps you’ll want an informal or contemporary look, too. Many comedy magicians,
for example, have foregone the tuxedo for a suit or sports coat and tie.

If you perform a character act, the role you portray will dictate your wardrobe. A
character act, in which you wear particularly unusual or specially made apparel, such
as would be worn to portray a gypsy or a wizard, is sometimes called a “costume act.”

Just make sure your wardrobe suits your age, personality and the style of act you're
performing, while still being acceptable to your audience and the venue in which you
perform. How you dress must have a “look”—a signature style—because audiences will
equate it with you and your magic.

So, Actor-Magician, we're almost ready to dive into the big bag of tricks. But, if you can
hold on a little longer, just a few more pages, I'd like to give you a few tips on some
situations you're likely to come up against whenever you perform ... and what to do
about them.

The Least You Need to Know

» Your performance character can be a recognizable “type” or an extension of
your own personality.

» Take command from the moment you walk on the stage so that the audience
can relax and enjoy your magic.

» Your applause cues, bows (literal or figurative) and exit should be as rehearsed
as the rest of your act.

» You are responsible for all aspects of how you look onstage, from your finger-
nails to your clothes.

» What you wear is not as important as making sure it's appropriate for your act
and acceptable to your audience and the venue where you’re performing.







Chapter 8

One Last Look

In This Chapter"
» Overcoming stage fright
» What to do when something goes wrong
» Handling hecklers

» Working with volunteers from the audience

In just a few pages we'll be tackling our next magic tricks. But before we do, let’s take
one last look at some of challenges that you may face when you perform.

With rare exceptions, the audience is on your side and rooting for you. They don't
want you to mess up: They want you to succeed and do well. Nevertheless, the audi-
ence will judge you on how you deal with the difficulties, the dilemmas and the
unexpected.

If you think about possible problems and unusual situations now, they won't be such a
big deal if they occur. Plus, if you're keep them in the back of your mind as you're
learning all the tricks, you'll be able to apply some of these ideas as you go along.

Boo!

Are you nervous? Well, of course you are. You should be.You want to do your best, but
you're not sure you've practiced enough. Then there’s the unexpected: What if some-
thing goes wrong? What if you drop the cards, or they see you hiding the coin? And
aren’t there lots of people out there who want nothing more than to see magicians
mess up?
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1 firmly believe that some nervous energy is good. It keeps you “alive,” on the edge. It
keeps you aware of everything going on around you. All of your antennae are out. As
actors would say, it also keeps you “in the moment”: You appreciate that particular
audience, watching at that particular time. You're aware of what makes every moment
between you and your audience special and unique.

But too much stage fright can be debilitating. I know a magician who is very tal-
ented—his ability with a deck of cards is staggering—but get him in front of more than
one or two people at a time, and his hands shake so violently it’s painful to watch.

What can you do to prevent stage fright, or at least keep it under control? First of all,
nothing prevents stage fright more than total preparation. You may still have stage
fright before every show—it’s perfectly normal. But if you know, in your heart of
hearts, that you have practiced and rehearsed so thoroughly that your routine is
flawless, you will start every show with all the confidence in the world.

There’s an old expression that’s been applied to almost every occupation: If it were
easy, everyone would do it. You have a special skill and craft, and you're willing to
share it with your audience. As another old adage goes, if they could do it, they’d be up
there instead of you.

Besides, what’s the worst thing that could possibly happen? If a trick doesn’t work, will
everyone get up and walk out? Will you be arrested and put in jail? Will you be thrown
out on the streets? Or be executed? Get serious. For the hobbyist magician, the worst
that could happen is someone might laugh, or make a wisecrack.

But is any of that terrible enough to make you afraid to perform? No.

Things Go Wrong
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No matter how much you practice, now and then you'll mess up a sleight. No matter
how many tech rehearsals you've had, sure as shootin’, one day when you step up to a
microphone, the feedback will sound like Martians are landing.

As my mother used to say, deal with it.

if a mistake happens, if a loud noise or some huge interruption takes place—anything
that's obviously not a planned part of your performance—and the audience notices it,
you can't pretend that nothing happened. The audience saw (or heard) it. The audi-
ence knows you saw or heard it. If you just ignore it, the audience will think you're
oblivious or too insecure to acknowledge it.

Usually all you have to do is just notice it, and let the audience know that you know
that they noticed it. You don't have to be terribly clever. Often, just a mere observa-
tion will get a huge laugh, applause, or other congratulatory response from the audi-
ence. Why? Because the audience felt more panic than you: Uh, oh. Something’s gone
wrong. That wasn'’t supposed to happen. What will the magician do? As soon as you
acknowledge the disturbance, you set them back at ease. They can relax, and get back
to enjoying the magic.



Chapter 8 » One Last Look

Here are just a few common situations you might encounter, and some of the standard
lines magicians have developed to cover them. Remember, you should only use these
types of “comebacks” if they fit your style and are appropriate to your age and character:

Someone arrives late.

» Stop everything. Wait patiently for them to sit. Just watch them with a big smile
on your face.

» Look at your watch.

> We'll have to start over.

» Good! Now we can start.

» Good! We thought you'd never.get here!

» Here’s what’s happened so far. Then do a rapid, tongue-twisting recap of everything
that’s happened in the trick or the show up to that point.

Someone walks out.
» (As they're leaving) I get better!
> (After they've gone) And stay out!
» (After they've gone) Good! I thought they’d never leave!
> (After they've gone) Now the fun can begin!

No one laughs.

> [f you're among friends, or business acquaintances, turn to someone you know
who has a sense of humor and say, “I told you that joke would never work.”

» [ expected so much from that one.

» Quiet in here, isn’t it?

» Do not say “Is this an audience or an oil painting?” or other put-downs of the
audience. You can do self-deprecating humor, but don't attack the audience.

After all, they were kind enough to watch you and give you the benefit of the
doubt.

No one applauds.
» What a nice quiet place to rehearse.
» Save your applause. Oh, you did.
» Not yet. Save it for the big ending.
> It was nothing. I can tell by the applause.

79



Part2 » All the World’s a Stage

The microphone whines or gives feedback.
» The Mother Ship has landed.
» Stand back! It’s going to explode!

You mispronounce something.
» 1just washed my tongue and I can’t do a thing with it.
> My tongue got wrapped around my eye tooth, and I couldn’t see what [ was saying.

Someone yells, “I've seen it before.” or "I know how it’s
done.”

¥ Oh, then we don’t have to do it. Start to put the prop away, and wait for the
audience’s objections to bring it back out.

» Hand them the prop, or invite them to do the trick.
» Me, too.

» Don't tell. It'll be our secret.

» Well, you're going to see it again.

Most of the time when someone calls this out, it’s not out of malice. It's just to let you
know they’re hip—they’ve been around. Most of the time, especially if it's a child,
simply acknowledging their comment is enough to satisfy them.

You mess up something so badly that you absolutely
cannot finish the trick, or the trick goes completely
wrong.

» QOops!
» Shrug your shoulders.

» Act as surprised as everyone else that it didn’t work. Then slowly and deliberately,
put the props down, and move on to your next trick.

» Laugh at yourself and the situation.

A

Pick up this book, and let the audience see the cover as you quickly leaf through it.

» But, whatever you do, don’t apologize. Don’t explain. And don't say, “See, what
should have happened....”

» The best recovery is fooling and entertaining them even more with your next
trick!
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Get Out of Here

If you're lucky, no one notices when you make a
mistake or goof up a trick. That’s one reason you
should never tell the audience in advance what
you're going to do. If the trick doesn’t work out,
you should try to improvise some other satisfactory
ending to the trick. [t may not be as good as the
one you had planned—but only you know that!
They don’t have a clue.

Magicians refer to this as getting “out” of a situa-
tion. Part of your practice and rehearsal should be
brainstorming what could possibly go wrong while
you're performing each trick. Make a list. Then, try
to come up with a possible “out” or “outs” for each
of those situations.

Expect the unexpected. Just when you think you've
covered every possible situation, something else
goes wrong. As I've mentioned before, things
happen. Keep your cool. Deal with it. And move
on.

Oh Yeah?

Tip of the Wand

Robert Orben has written a number
of booklets for comics, magicians,
and other stand-up performers that
contain lists of prepared ad-libs to
cover almost any situation. Many of
the major magic dealers can supply
them. | also highly recommend Lilly
Walters” What to Say When: A
Complete Resource for Speakers,
Trainers & Executives (McGraw-Hill,
1995). Available in the business
section of most bookstores, What to
Say When offers advice and provides
lines that are suitable for magicians
as well.

Trying to stop someone who heckles—who interrupts, grabs at things, or yells at you

when you're performing—is a no-win situation.

When it occurs, everyone watching is aware of it. They're embarrassed for you, and,
since the goon is a member of the audience, they're embarrassed.

There have been dozens of books and articles written about how to deal with hecklers.
During the nightclub era of the 1950s and 1960s, responding to hecklers with “put-
downs” and trying to “top” the heckler was common. Robert Orben even put out a
booklet entitled “Heckler Stoppers” filled with insult humor to make comebacks to

|

unruly or obnoxious audience members. Unfortunately, as one Las Vegas comic noted,
“For every heckler put-down I came up with, the drunken heckler had one more ‘Oh,
yeah?"”

You can’t win. If you chastise the offender, you come off looking ungracious or impo-
lite. You run the risk of upsetting his friends: They’re probably already upset at their
buddy, but if you insult their friend, they may turn their anger toward you.

Your first attempt should be to just ignore it. If you are fortunate, either the heckler
will quiet down on his or her own, or a friend will quiet them.
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Often, the heckler is simply seeking attention. If you simply talk to the person, ac-
knowledge their jokes or their presence, many times they’ll be satisfied and quiet
down. If you're performing a stage show and notice before you begin that the audience
is unruly, you might arrange in advance for the client, management, or booker to be
on the lookout for (and take care of) any troublemakers.

The best thing you can do is try to find a way to end the situation quickly and
gracefully.

Cliché City

Probably the comments you'll hear most often as a magician are “I wouldn’t want to
play cards with you,” “Are you going to make that food [you’re eating] disappear” and
“Can you make my wife disappear?” (For some reason it’s always the husbands who
ask about making their wives disappear, never the other way around.)

You’'ll hear these quips for the rest of your life, so get used to them now. Unfortu-
nately, the best you can usually do is smile, and acknowledge the joke. After all, the
jokes are actually rather clever (or were, the first time you heard them). And it’s prob-
ably the first time the person who says it to you has thought it up.

Let them have their 15 minutes. Then go somewhere private and bang your head
against the wall.

May | Have a Volunteer, Please?
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Working with volunteers from the audience is a whole art in itself. Many tricks in your
arsenal require the assistance of a spectator from the audience. Magicians call these
victims “volunteers,” whether they actually offer their services or have to be drafted to
take part in their shows.

There are many reasons to use volunteers:

» They personally become involved, physically and mentally.
» They stand “in stead” of or act as a committee of observers for the rest of the
audience.

» They can examine apparatus to prove that everything is ordinary and
ungimmacked.

» You need “extra hands” or additional people to perform the routine.

Many people simply want to watch, so don’t be upset if anyone declines to help out.
Quickly move on to someone else who might be eager to assist you.

When you invite someone to help you, whether you are performing close-up or they
must come up onto a stage, they become part of the act. They are part of your show,
and part of the stage picture. Make sure the rest of the audience can hear and see them.
Position them so that everyone in the audience sees their faces, not their backs.
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If you are inviting volunteers onto a stage, meet them at the top of the stairs. Welcome
them. Introduce yourself to every new volunteer. Ask his or her name. Use it when you
talk to them. People like nothing more than to hear their own names! Engage them,
verbally and visually. I also look at them occasionally to make sure [ haven’t put them
to sleep.

Let your volunteers take an active part in the routine. Otherwise, let them return to
their seat—or don’t invite them to help to begin with. Unless the apparatus you're
using is suspect, their purpose should be more than just inspecting props.

Always be aware of your volunteers’ safety. Whether they must walk up a set of stairs
or use a pair of scissors, their health and safety are paramount.

Don’t make fun of them. They were gracious enough to assist you. Treat them with
dignity, courtesy, and respect. Treat them the way you would want to be treated if you
were a volunteer.

Thank them for helping you before and during the trick. Afterwards, thank them
again. If you are performing for a large audience, ask the audience to join you in a
round of applause for them.

Now You See It

Harry Blackstone, Jr. {(1934-1997) was one of the true gentlemen of magic, as was his father
before him (Harry Blackstone, Sr., 1885-1965). Blackstone performed a rope routine that
required what he called “the committee” of several men to come onstage to help him. After
the trick, as he sent them back to their seats, he asked for another, special round of applause
for these volunteers, who had been such good sports and made the routine so much fun. It was

a practice that any magician would do well to emulate.

Remember, you will be judged not only for the magic you do, but how you worked
with the audience, and especially with those who were kind enough to help you while
you pulled off your tricks. Make your volunteers’ time onstage be magic as well.

Is your brain exploding with all this what-to-do advice? Mine too. Finally, it’s time! Let
the magic begin!
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The Least You Need to Know

Everyone gets stage fright now and then. The best prevention is practice and
preparation, but if stage fright occurs, use the nervousness to boost your energy
level.

Prepare possible “outs” for things that could go wrong during you performance.

You will be judged by your attitude and the way in which you handle clichés
and hecklers.

An audience member who volunteers is your guest and become part of your
show. Treat volunteers with the respect they deserve.




Part 3

Easy Does It: No
Skill Required

Hot dog, we're finally going to learn some more magic! Well, it’s about time! Actually,
all that theorizing back in Parts 1 and 2 is real important. Magic is more than just
knowing how the tricks are done. It’s the ability to perform them that’s important, so
the fundamentals of stagecraft had to come first.

If the tricks in this section were sold in a box, the instructions might read: “No Skill
Required.” It’s true that they don’t take a lot of finger-flicking, but you still have to
rehearse them over and over until they become second nature—until you can perform
thern smoothly and naturally from start to finish.

And don’t be put off by their seeming simplicity. These are strong tricks. Many of them
are classics. Plus, they have one big advantage over tricks that need more technical
know-how and sleight-of-hand. No matter how hard, or how close, the audience
watches you, they won't see how the tricks are done!
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Chapter 9

The Key to Kard
Konjuring

In This Chapter W
» The basic card trick explained
» Using a key card to find the spectator’s card
» How to get a card to the top of the deck
» More than a dozen ways to reveal a chosen card

» Basic card handling: spreads, jogs, crimps, and breaks

Perhaps no type of magic is performed more often than card tricks. Playing cards seem
to hold an endless fascination for laypeople and magicians alike. Perhaps it's because
of the infinite combinations and permutations offered by the 52 different designs—53
if we include the joker. Also, almost everyone has played with a deck of cards. Cards
are ordinary, everyday objects, which makes magic with them all the more extra-
ordinary.

Almost everyone knows at least one card trick, so yours must be special. The tricks in
this chapter are very simple, but they’re real foolers. And, even though they look very
different from one another, all of them use the same method to find out what card
your volunteer picks.
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king.

Now You See It

The creation of playing cards is often ascribed to Egypt. The first written reference to them
comes from 1392. Charles Poupart, treasurer to Charles VI of France, paid 56 sous to Jacquemin
Gringonneur to paint “three packs of cards in gold and divers colors of several designs” for the

Say the Magic Word

A card spread, a wide display of cards
held between the two hands, allows
your audience to pick cards from
anywhere in the deck. A ribbon
spread is a long row of cards spread
out on a flat surface, such as on a
table, instead of between the hands.

Say the Magic Word

In order to use a playing card as a
key card (sometimes called a locator
card) you must know its position in
the deck in relation to a chosen
card. It is not always necessary to
know the identity of your key card,
for example, when using a short card
or a crimped card as a key card.
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Your Basic "Pick A Card,
Any Card”

When you stop to think about it, almost every simple
card trick ends with some variation of the question, “Is
this your card?” Sure, you may surround the trick with a
cute story. You may even have several cards chosen. But,
when it comes right down to it, the plot of the basic
“pick a card” trick is always the same:

» A spectator chooses a card.

» The magician reveals the card.

So, let’s start our look at card magic with the simplest
routine and method.

The Effect: A spectator’s card is lost in the deck. You
find it.

Preparation: All you need is a regular deck of cards,
which may be shuffled before the trick begins.

The Routine: Spread the cards face-down between the
two hands or in a ribbon spread on the table.

To spread the cards, hold the deck in the left hand as if
you were ready to deal. Hold your right hand like a
serving tray, palm up and fingers outstretched. With
your left thumb, push cards from the top of the deck
onto the right fingers.

If you prefer to ribbon spread the cards, set the deck on
the table. Place your right thumb along the inner short
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edge of the cards. Stretch your hand over the top of the pack so that your right middle,
ring, and little fingers rest along the outer short edge of the cards. Rest the forefinger
on the left long edge of the deck. Press gently on the deck, and slide your hand in a
straight, even row to the right. You may vary the ribbon spread by moving the hand in
an arc to produce a fan-shaped display.

Pick a card, any card. Any card at all.

Spreading the cards
allows spectators to pick
a card from anywhere in
the deck.

The traditional ribbon
spread.

The ribbon spread’s
attractive cousin.
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The spectator removes a card from the deck. Square up the deck.

While your volunteer is looking at the card, you must find out the identity of the
bottom card of the deck. This is your key card (also known as a locator card), which
will help you find the chosen card. There are several ways to find out what the

bottom card is:

Say the Magic Word

Magicians use the word peek to
mean a secret, brief glance, usually
at a playing card. Interestingly, in
magician’s jargon, the performer says
“peek a card,” not "peek at a card.”

Say the Magic Word

In most magical literature and
throughout this book, the term cut
the cards suggests (unless otherwise
stated) a single, complete cut. In
other words, a packet of cards is
removed from the top of the deck
and placed beside the lower portion
on the table. Then the cut is
“completed” by placing the lower
portion of the deck on top of the
upper portion of the pack. (The
cards can be cut in the hands, of
course, rather than on a table.)
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» Look at the bottom card before the trick begins
and before anyone knows what you're going to
do. One method is to peek the card in the process
of squaring up the deck after a shuffle or, if the
spectator shuffles, as the deck is handed back to
you.

» As you hold the deck, you can tilt it upwards
slightly, just enough so that you can subtly
glance down and peek the bottom card.

» Turn your back to the audience, saying “Don’t
let me see your card.” While your back is turned,
simply look at the bottom card.

Ask the spectator to return the chosen card to the top of
the deck. Cut the cards.

Please place your card back on top of the deck. And we’ll cut
the deck to bury your card.

What has this accomplished? Your key card, the original
bottom card of the deck, is now on top of the chosen
card in the middle of a face-down deck.

Before we go any further, let me show you a great way to
find out the identify of a key card without looking at the
bottom of the deck:

After the spectator selects a card, square the deck and
hold it in your left hand. Lift up the top half of the deck
with the right hand. Point to the cards in your left hand
with your right forefinger and ask the volunteer to
return the chosen card to the “middle of the deck” (that
is, to the top of the packet in your left hand). As you
point to the cards, tilt the packet of cards in your right
hand so that you can peek its bottom (or face) card.
Drop the right-hand packet on top of those in the left
hand, burying the chosen card.
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Peek the key card while
pointing out where the
chosen card is to be
returned to the deck.

To make it seem that the chosen card is hopelessly lost, you may give the deck another
complete cut. In fact, you may cut the deck as often as you wish. As long as you do not
shuffle the deck, the key card will stay in position next to the selected card.

Okay, let’s get to the Big Finish. You know where
the chosen card is, but at this point you don't N
know what it is. j%%}

Pick up the deck and deal the cards face-up, one at
a time, onto the table.

I'm going to try to find your card. Don’t say anything if Tip of the Wand

you see your card. Just keep thinking of its name, over If, by chance, you are lucky enough
and over. to cut the key card to the bottom of
When you see your key card, do not hesitate. You the deck, stop. The chosen card will
know that the next card will be the spectator’s. be on top of the deck. If you wish,

you can use this stroke of good luck
to perform a miracle. Say, "Believe it
or not, | have cut your card to the
top of the deck. Turn over the top

As soon as you turn over the selected card, pretend
that the spectator’s thought has telepathically
flashed into your mind.

Wait! I'm getting an impression... Is this your card? card.”

| N

it’s a Revelation

The way you display or announce the identity of the chosen playing card is called a
revelation. As magic inventor and author ]J.(ames) G. Thompson, Jr. (1910-1975)
observed, you might have 100 different ways (magicians would say methods) to find
the chosen card. But if you have only one way to reproduce it, all 100 versions appear
to be the same trick. To the audience, it looks as if you know only one trick.

Conversely, you could use the same method (such as the keycard method you just
learned) to locate the card every time. But if you have 100 different ways of saying, “Is
this your card?” the audience thinks you know 100 different card tricks.

Therefore, it doesn’t matter how many ways you have to find the card, as long as you
have lots and lots of ways of revealing the card. Here are a few of my favorites.
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The Circus Card Trick

This revelation has been around as long as I, or anyone | know, can remember. Its
name refers, perhaps, to an early patter line about betting and con games on the circus
midway.

The Effect: You make a wager that the next card you turn over will be theirs. It is, but
not in the way they expected.

This type of trick, in which you challenge the spectator in a form of a bet, is known as
a “betcha.”

Preparation: None.

The Routine: Secretly position the selected card be-
neath your key card, somewhere in the deck.

Say the Magic Word

—\ Deal the cards one at a time, face-up, onto the table.
~ The card after your key card will be the chosen card.
Take notice of it, but keep dealing several more cards
face-up onto the table. Then pause.

A betcha is a trick or puzzle in which Pick up the top card, face-down, from the deck.

the magician challenges the specta-

tor in the form of a bet. Often, a - I bet you that the next card I turn over will be yours.

betcha involves the spectator Your volunteer will, of course, think that you intend to
performing complete some stunt; ~turn over the face-down card you are holding. Instead,
sometimes success depends upon set it back on top of the deck, rummage through the
understanding the magician’s play face-up cards on the table, find the selected card (which
on words. you memorized as you passed it) and turn it over, face-

down.

Heavy-Handed

The Effect: You “weigh” each card as you deal the deck onto the table. You are able to
find the selection because, you claim, it is the heaviest in the deck.
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Preparation: None,

The Routine: Secretly position the selected card beneath your key card, somewhere in
the deck.

I don’t know whether you are aware of it, but when you touch a card, your fingers add a bit of
schmutz to the card that makes it heavier.

As you turn each card face-up and deal it onto the table, pretend to be “weighing” the
card. When you reach the selected card (the card after your key card), stop. Perhaps go
back a few cards and consider another card one more time. Finally, settle on their
selection.

This is it.
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Elementary, My Dear Watson
The Effect: You locate the selection by examining each card for fingerprints.
Preparation: None.

The Routine: Secretly position the selected card beneath your key card, somewhere in
the deck.

Having been trained at Scotland Yard, I can find your card by looking for fingerprints. True,
they seem invisible to the naked eye, but not to the eyes of a trained card detective.

Deal the cards, one at a time, face-up onto the table. Appear to examine each one
briefly for fingerprints. When you reach the selected card, stop abruptly.

Aha! This is your card! Elementary!

The Eyes Have It

The Effect: You locate the selection by looking into your spectator’s eyes as you show
each card.

Preparation: None.

The Routine: Secretly position the selected card beneath your key card, somewhere in
the deck.

Scientists have learned that the pupil of the eye gets bigger when you look at something

that interests you. Let’s test that theory. I'm going to hold these cards up to you, one a time.
Don't say anything when you see your card. But I'll watch your eyes, and we’ll see if they give
you away.

Indeed, hold up the cards one at a time. The card after your key card will be the
spectator’s.

Wow! Your pupils just grew into the size of basketballs. This must be your card!

Just Look!

So far I've shown you how to use a key card to locate a selected card. In these ex-
amples, however, you don’t know what the chosen card is until it is actually revealed.
If you can find out the identity of the chosen card sooner, there are even more ways
you can reveal the card.

Here's a sneaky yet effective method to find out the chosen card. Begin the trick the
same way as before. Your volunteer picks a card and returns it to the deck. You secretly
glimpse a key card and position it on top of the chosen card somewhere in the center
of the deck.

Now here comes the tricky stuff: Casually turn the deck face-up and ribbon spread the
cards on the table (or spread them in a wide fan between the two hands).

Your card is not hidden in either hand, so it must be somewhere here in the deck. Right?
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As you gesture to the cards, casually, yet quickly, look for your key card. It should be
somewhere near the center of the deck. If you have ribbon spread the cards from left to
right, your key card will be directly behind, or to the left, of the card they selected.

The boldness of this method is completely disarming, yet it is a 100 percent surefire
way to locate and discover the chosen card. It looks to the audience as if you are
simply proving that the card is still in the deck, not that you are trying to find out

what it is.

Now let’s try two powerful “Is this your card?” revelations using this new technique.

A Mental Case

The Effect: You locate the selection by reading the spectator’s mind.

Preparation: None.

The Routine: Secretly position the selected card beneath your key card, somewhere in

the deck.

As in the last trick, you spread the deck face-up onto the table to learn the spectator’s
card. Because the table display is not necessary for this revelation, once you know the
chosen card, you can scoop up the deck and turn it face-down. For added effect, you
can even put the deck back in the card case.

Tip of the Wand

Instead of just blurting out the name
of the card, pretend to receive the
mental message in stages. For
example, "It’s a black card.” "A
club.” "A number card.” "A low
number.” "It’s a 3, the 3 of clubs.”
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Your card is somewhere here in the deck. The cards are in the
case. I can’t touch them. Just think of your card and look at
me. Your card is....

And now, you pretend to slowly receive a mental image
of their card. Struggle a bit. Remember, mind-reading
isn’t supposed to be easy.

If they’ve picked a black card, here are two jokes that
you might use when “psychically receiving” and an-
nouncing its identity.

» Your card is a red card, is it not? No? That’s what I
said. It is not a red card. It is a black card.

» Your card is a cherry-colored card. It’s not? You
mean you've never heard of black cherries?
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Now You See It

The joke about the cherry-colored card is said to have originated as a humbug by P.T. Barnum,
the famous circus impresario. From 1842 to 1868, he operated Barnum’s American Museum in
New York. Over the years, it housed a variety of exotic exhibitions, including a cherry-colored
cat. Visitors were amused to discover a rather ordinary black cat on display.

Barnum loved magicians, and he hired them to perform in his museum and later in his tented
shows. In 1837, while touring “Barnum’s Grand Scientific and Musical Theatre,” the showman
himself took to the stage, first as an assistant to, then later substituting for, his magician Joe

Pentfand. Barnum remained an amateur magician for the rest of his life, performing simple tricks
for his friends and at charity shows.

Heart Throb

You locate a card by using your volunteer as a “human dowsing rod.”

The Effect: A selected card is lost in the deck, which is ribbon spread on the table. You
hold the volunteer by the wrist and slowly move his or her arm back and forth above
the card. You are able to find the chosen card

because, you claim, the volunteer’s pulse quickens "\i«é

or jumps when his or her hand is above the K“\
selection.

Preparation: None. @

The Routine: Secretly position the selected card Tip of the Wand

beneath your key card, somewhere in the deck. To add a bit more mystery to this
Spread the cards face-up on the table and sight the routine, ask your assistant to close his
chosen card. or her eyes while you are moving the

arm back and forth. / don’t want
Are you left- or right-handed? Good. Then let’s use that. you to even accidentally look at E

It’s the psychic harfd. It’s most closely conn'ected to the your card. | might see where you are
heart and to the mind. Make a fist. Now stick out your looking. Just think of your card.

forefinger. Hold your hand over the cards on the table, After you drop his or her finger onto
and just think of your card. Let your arm hang freely. the card, ask your volunteer to open
I'm going to take your pulse. his or her eyes for the big revelation.

Hold your volunteer by the wrist as if you were
taking his or her pulse. Slowly move the arm back
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Say the Magic Word

and forth along the cards until, after several passes, you pretend to feel a bit of a
vibration; perhaps you claim to feel a skipped heartbeat. Gently lower your volunteer’s
forefinger onto the chosen card.

The heart never lies.

Top That!

\\ M 9 In this last section on key-card locations, we’ll look at
AN five more ways you can reveal a chosen card. All of
these endings depend upon your ability to first control
the chosen card to the top of the deck.

Here’s a very simple method to get a card to the top of

A control is any method that moves the deck using our friend, the key card.

a specific playing card or cards to a
known position in the deck. For
example, when you secretly move a
chosen card from the middle to, say,
the top of the deck, you are
controlling the card to the top.

Just as before, spread out the cards face-up and find your
key card. This time, as you close up the spread, casually
cut the cards so that your key card is brought to the face
of the deck. Square the deck and turn it face-down. The
key card is now on the bottom of the deck.

Once you can control a selected card to the top of the
deck, you can reveal the chosen card in endless ways.
Here are three of my favorites:

Reverso

96

The Effect: The selected card magically turns face-up in the deck.
Preparation: None.

The Routine: Secretly control the chosen card to the top of the deck.
Place the deck behind your back.

I'm going to try to find your card by touch alone.

With the cards behind you, pick up the top card (the selection), turn it over, and stick it
face-up anywhere into the center of the deck. Bring the cards back out in front of you.

[ think I got it. What was your card?
Spread the cards face-down. There is one card reversed in the deck: the chosen card!

Here's an alternate ending that makes it look like an entirely different trick. When you
bring the deck out from behind your back, turn the whole deck face-up.

Spread the cards face-up. There is only one face-down card in the deck. Remove it from
the deck. Ask the spectator to name his or her card. Pause slightly to build a bit of
suspense. Then, triumphantly turn over the card.
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The Airdrop Turnover

This is a classic revelation and still one of the
prettiest. You will use this revelation over and over
and over.

The Effect: The pack is dropped face-down onto
the table or floor. The selected card magically
appears face-up on top of the deck.

Preparation: None.

The Routine: Secretly control the chosen card to
the top of the deck. With the right hand, pick up
the deck from above, with the thumb at the inner
short edge and the four fingers along the outer
short edge of the deck. With the left thumb, push,
or jog, the top card about an inch to the right. The
side-jog is hidden by the fingers at the front of the
deck.

Say the Magic Word }
A playing card is said to be jogged

when one of its edges extends out of j
the deck. An out-jog protrudes from
the outer or front edge of the deck
(toward the audience). Cleverly, if
the card protrudes from the inner or
back edge (toward you), it is known
as an in-jog. And, if the card
protrudes from either side of the
deck, it is known—you guessed it—as
a side~jog.

This position of holding
the cards is known as
the “Biddle Grip,”
named for Elmer Biddle,
a 20th-century Ameri-
can magician who used
the distinctive hold in
“Transcendent,” a very
popular trick that he
published in Genii
Magazine (April 1947).

Hold the deck about 15 inches above and parallel to the table or the floor. Drop the
deck straight down. As the deck falls, air pressure will flip over the top card.

Unfortunately, this doesn’t work every time. Like all tricks, it requires practice. Some
magicians have greater success by giving a very gentle push when dropping the deck.
Also, the height from which you drop the pack can be a factor. You will have to
experiment to see what height gives you the best and most consistent results.
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O The Clapper
@x ﬂ’/ The Effect: A card is chosen and returned to the deck.

You set the deck on the table and clap your hands. The
selection leaps out of the deck and turns face-up onto

Say the Magic Word  the table.
A crimp is a slight bend (not a hard Preparation: None.
fold) in a card or cards. The crimp The Routine: Secretly control the chosen card to the top
can be upward or downward. A - of the deck. Set the pack down, with one of its long
crimp marks or holds a specific edges parallel to the edge of the table. Cover the deck
position in a deck. ~ with both hands, as if to square the cards. Using both

thumbs, give a slight upward bend all along the inner
edge of the top card. This type of bend is called a crimp.

Use both thumbs to put
an upward crimp along
the inner edge of the top
card.

Your card likes to work to applause.
Often the audience starts to clap at this point, but stop them.

Not big applause. Just a little applause. Like this.

A single, strong clap
produces enough air
pressure to flip over the

top card. )

Position your hands about 6-8 inches apart on or just above the tabletop, between the
deck of cards and the edge of the table. Clap the hands together just once, firmly and
quickly. The air pressure will catch under the crimp and flip the top card over, face-up.
The card flies off the deck and onto the table.
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Crimping Your Style
A crimped card can also be used as a key card. To do this, secretly give the inner right

corner of the bottom card a slightly upward bend, or crimp, before you begin your
trick. The curl must go unnoticed by anyone but you.

Although not every magician feels comfortable using a crimped card, there are some
advantages to us