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PREFACE

To condense the Art of Conjuring, the subject of a thousand books, into one Handbook of this length, is plainly impossible even to a conjurer. One can only give a representative selection from the best feats of modern conjuring to illustrate as many as possible of the basic principles of the art. That, indeed, was the purpose of the publishers: to provide a “ first book of conjuring” which would give the reader a repertoire of tricks for amateur performance and provide a possible stepping stone to greater things.

When the Author first started conjuring there were not many books and these few were not very helpful to beginners. They demanded that the student should spend long weary hours learning intricate and difficult sleight-of-hand movements and spend considerable sums on elaborate equipment. The reader of this Handbook will be expected to possess neither inexhaustible patience and perseverance nor a bottomless purse. The equipment he will need will be little and inexpensive and the amount of sleight-of-hand he will be asked to learn, he will be able to acquire in a very limited period.

The curious processes used by the conjurer are not always easy to describe and we have not hesitated to sacrifice style to clarity of technical explanation when we thought it necessary. At times our descriptions may appear to be too detailed, but these details should be carefully studied, for successful conjuring is mainly a matter of giving great attention to the smallest points. Genius is said to be an infinite capacity for taking pains and it is certain that, in this business of conjuring, there is much truth in the saying. We must ask you, therefore, to read our descriptions with care, for we have supplemented them by the smallest possible number of illustrations, believing that it is only an inattentive reader and an incompetent author who require batteries of drawings to amplify the text: as French writers on conjuring have always maintained.

You will learn the general principles of magic better by studying specific tricks than by reading long essays upon the subject, but a few observations regarding your approach and general attitude to the matter will not be out of place. First, you should remember that the object of a conjurer is not, primarily to deceive. That is his secondary object — his first being to entertain. So you will avoid presenting your tricks with an air of challenge and you will avoid also an air of superiority. You can best dothis by appearing a little amused and puzzled by the effects you produce, by appearing to be conducting experiments in an art which you have not altogether mastered and which still, at times, astonishes you.

A second thing to remember is that you cease to be a conjurer when you have finished your performance. Nothing can be more irritating to really intelligent people than the conjurer who poses as a “ magician ” and pretends to be a man of mystery after he has finished his act. The Author hopes that you will become a conjurer but not a conjuring bore.

WILFRID JONSON.

London, 1949.




PART 1

IMPROMPTU

THERE is good reason to believe that conjuring has been practised since pre-historic times: it is certain that the world’s oldest conjuring trick, The Cups and Balls, has been known since the dawn of civilization. Even if we set aside the dubious evidence of an Egyptian wall painting, and the vague testimony of a Greek vase, we find written descriptions of the trick in early Roman literature which show that even then it was an old and much developed feat of legerdemain.

But this is not the place to write a history of conjuring: our aim is to show you how to take your place in the long line of conjurers who have practised and developed the art from its early primitive stage to its present extensive cultivation. For that you need but two things, intelligence and perseverance. We regret the necessity for the latter but, although we shall do our best to smooth away your difficulties, a certain amount of diligence will still be indispensable.

Most books on conjuring begin by asking the student to learn a multitude of “ sleights ” before he is shown how to do any “ tricks.” We shall avoid this tedious method and teach you the sleights as, and when, you need them in the performance of tricks. Only by doing tricks can you learn to be a conjurer, and the sooner you start doing them, the better. The first part of the Handbook will therefore be given over to Impromptu Tricks with common objects which you can do at a moment’s notice for the amusement of your friends. The. second part will be devoted to tricks which can form a place in a set programme when you have advanced sufficiently to give a complete performance.

It is commonly supposed that the conjurer needs great dexterity and it is true that at times he exhibits very considerable skill, but his skill generally lies, not so much in the quickness, as in the precision of his movements, in the timing of his actions. The trick that follows will illustrate our meaning:

THE COIN THROUGH THE HAND

A coin passes through the back of the conjurer’s hand.

 



We must ask you always to read our instructions with the simple properties required, in this case only a quarter or a half-dollar, in your hands, and to follow our directions carefully and, at first, slowly, until you understand them thoroughly. Proceed step by step and master each point as you go and you will greatly simplify the labour of learning.

With the half-dollar held in the right hand at the tips of the fingers and thumb, close your left hand into a fist and hold it in front of you, breast high, back uppermost. Tap the edge of the coin on the back of the hand . . . once . . . twice . . . and at the third time allow the coin to slide behind the fingers so that they hide it from the view of persons standing in front of you. It will then be held flat against the two middle fingers by a slight pressure of the thumb. Keeping the right hand quite still, turn the left hand over, and open it, as if you had suddenly remembered that you had not shown that hand empty at the beginning. Then turn the hand back to its previous closed position and, as you do so, allow the coin to slip from behind the right fingers inside the left hand, by slightly releasing the pressure of the right thumb. The appearance of the two hands remains as before. There is nothing to show an onlooker that the coin is not still behind the fingers of the right hand, resting on the back of the left hand. Now move the position of the right fingers as though you were placing the coin flat on the back of the hand and then, with a little rubbing movement, pretend to push the coin right through the hand. Turn the left hand and open it to show the coin inside.

Let us summarize. Close the left hand, tap the coin on its back, and let the coin slide behind the right fingers, which hide it. Open the left hand and show it empty and, as you again close it, let the coin drop from behind the right fingers into the left hand. Finally, pretend to rub the coin through the back of the hand.

Stand before a mirror (which shall be your first “ audience ” and will let you see yourself as others will later see you when you attempt to do the trick to friends) and go over all these movements again.

You will see at once that, to obtain a good illusion the timing of the trick must be perfect. The coin must be dropped just at the moment when the edge of the left hand, in its turning movement, passes just below the tips of the right fingers. This is the part of the trick you must assiduously practise and you must not attempt to show it even to your best friend until you have thoroughly mastered it.

Perhaps you have realised by now that to make the trick a pleasant little comedy you will need to act it out a bit and I will here tell you the true secret of conjuring. The real secret of conjuring is ACTING. In your first efforts try to imagine that you are really doing what you pretend to do, that is to say, imagine that you are really rubbing the coin through the back of your hand by means of some magic power. Let your imagination direct your actions so that later you can act as if you were really doing what you say you do. There are some conjurers who perform with such ease, and act so well, that, watching them, one forgets that “ there is a trick in it ” and is content to marvel. It is then that conjuring has a right to be called “ magic.”

In addition to Timing, two other principles of conjuring were illustrated by the little trick we have just discussed: Simulation and Afterthought. After the coin had been dropped into the left hand the right fingers were held as though they still contained it, simulating the presence of the coin in the right hand. The principle is very widely used and you will employ it often. The Afterthought also is often used. You will remember that at the beginning of the trick you very conveniently “ forgot ” to show your left hand empty. This gave you an excuse to open it at the opportune moment. It is obvious however, that if you were to repeat the trick, immediately, to the same spectators, you would have no excuse for once more forgetting to show the hand at the start. This brings us to one of the accepted rules of conjuring. Never repeat a trick to the same audience unless a considerable interval of time has elapsed or you can perform it by some other method. It is not that every trick has an afterthought but that every good trick has an element of surprise which is its most effective point, and that all surprises are less astonishing when they are repeated. In addition, all tricks are much more difficult to perform successfully when the spectators know what to expect and are more on their guard at the critical moments.

The following excellent impromptu, for forty years a favourite trick of many first rate conjurers, illustrates the same principles.


THE WANDERING COINS

Four coins travel invisibly to join each other.

 



You require four coins (quarters or half-dollars, as nearly alike as possible) a large handkerchief or a table napkin, and two playing cards, pieces of paper, or envelopes; two used envelopes from your pocket, containing letters, will do admirably. You spread the napkin on the table and place a coin at each corner, A, B, C, D, thus:


A   B 
D   C


You then toss the two envelopes down on the table so that they cover the two coins D and B, and you tell your audience a story something like this:

“ This is an old Chinese mystery with four coins, two of which must always be visible and two invisible. All sorts of combinations can be made, but always two coins must be visible and two invisible.” As you say this you pick up the envelopes and, holding one in each hand, you shift them about so that they cover, successively, coins A and B, A and D, B and C and C and D. The exact order in which you cover the coins is not important provided you make up a definite order and stick to it, so that you can make all the movements rapidly and without hesitation, while you are talking.

Naturally you will hold the envelopes with your thumbs on top and your fingers underneath and, as you cover coins C and D, the right second finger nail is slipped beneath coin C and the coin is quietly picked up beneath the envelope. At the same moment the left hand, bearing its envelope, moves just in front of the right hand, and as the right hand moves away with coin C beneath the envelope, the left hand drops the other envelope on to the space vacated. The right hand passes on to cover, momentarily, with its envelope, first, coin D, and then coin B, and the envelope, with coin C beneath it, is then placed over coin A, care being taken not to let the two coins “chink” against each other or, as conjurers say, not to let the coins “ talk.” During all these movements you continue your story, saying: “It does not matter which two coins are visible so long as two are invisible, as we have them now.”

These movements, which have taken so long to describe, take only a few moments to make, and they must be practised until they can be made with the utmost precision. When coin C is picked up beneath the envelope no movement of the fingers must be visible to the spectators and you must not look at your hands while you are doing this, nor pause in your speech. And the left hand must approach at exactly the right moment to cover the abstraction of the coin.

You now pick up coin D with the right hand while your left hand takes hold of the near left hand corner of the napkin and raises it a little from the table. The napkin is held between the first finger and thumb with the middle fingers left free. The right hand, holding coin D, goes beneath the napkin and, without the slightest pause or hesitation, deposits the coin upon the waiting left middle fingers and continues beneath the napkin until it is underneath the two coins at corner A. It gives a little flick to the napkin, making the coins clink against each other and displacing the envelope to show two. The effect is as though the coin had passed through the fabric of the napkin.

The right hand is immediately withdrawn from beneath the napkin and it picks up the displaced envelope. The left hand releases its hold of the corner of the napkin and, at the same moment, the right hand places the envelope into the left hand, thus covering the coin D. The envelope, with its concealed coin, is then replaced over the other two, care being taken, once more, not to let the coins talk.

There are now three coins under the envelope at A and one, uncovered, at B. The spectators believe there are only two at A and that one is under the second envelope at C. (You will notice that you are always one move ahead of your audience, a stratagem very common in magic and generally called the One-ahead Principle.)

The coin at corner B is now passed through the napkin in exactly the same way. The right hand lifts the envelope to show three coins at A and transfers it to the left hand to cover the fourth coin. The envelope, with the coin, is then replaced at A.

The last coin, you say, you will pass through the covering envelope instead of through the napkin. With your left hand you slightly raise the envelope at corner C and, placing your right hand beneath it, you pretend to remove the coin. Holding your hand exactly as you would if the coin were held between the fingers and thumb, you bring it over the envelope at A and about a foot above it. Your left hand you drop to your side, where you hold the other envelope between first finger and thumb. You press the tip of your left second finger firmly against the first finger nail. The right hand pretends to drop the coin it is supposed to hold and, at the same moment, the left second finger is allowed to slip off the first finger nail and strike the envelope with a resounding “ whack.” The effect is both surprising and amusing. Allow the spectators to see that the right hand is empty and then daintily lift the envelope to show the arrival of the fourth coin.

We have reached a point when, we think, we should talk to you about practising. Beginners are invariably too enthusiastic and try to show their new tricks to their friends before they have really learnt them. The result is Generally disastrous, but it usually takes some time for the truth to be realized, that, however simple a conjuring trick may seem, it cannot be done successfully without a good deal of practice. Professional conjurers of long experience realize this full well and never dream of attempting to show a trick until they have run through it, privately, some dozens of times. Moderate your enthusiasm then, practise your tricks well, and you will be saved many moments of vexation.

The principle of Simulation which we have examined is the basis of a large number of methods by which small objects can be vanished. The books on conjuring are full of these methods, all slightly different from one another, but all based upon the same idea . . . . the simulation of the action of taking something in one hand, or of putting it into that hand, while the object is really retained, concealed, in the other hand. And this brings us to:


PALMING

When an object is thus concealed in the hand we say that it is “ Palmed ” although, originally, that meant holding it by a slight contraction of the palm of the hand. It is neither particularly easy nor particularly difficult to do, but it requires some practice. Place a coin (say a half-dollar ) on the palm of the open hand, rather towards the wrist, and then very slightly contract the hand so as to grip the coin by its edges between the fleshy base of the thumb and the opposite edge of the palm. After some practice you will find that you can hold the coin quite securely and freely use all your fingers. Practice it at odd moments. Practice also, balancing the coin on the tips of the two middle fingers with the hand held in the position shown in Fig. 1, and bending the fingers inward to press the coin into the palm, where it can be securely held.

Practice palming other small objects also, a ball, a cork, a piece of sugar . . . . anything that is not very heavy. Try to hold the hand loosely and naturally, as though it were empty, and learn to use the fingers freely. It is this last point, the freedom of the fingers, that makes true palming superior to Finger Palming and Thumb Palming, which we shall next describe, but for all that, many highly skilled performers have never used the true palm.

[image: e9780486163093_i0003.jpg]
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We will teach you the Finger Palm by showing you how you can use it to vanish a coin.

Toss a coin into the air, perhaps a foot, and let it fall, flat, upon the centre of the two middle fingers of the right hand. Bring the left hand up to the side of the right and turn the latter so that the coin falls from the fingers into the left hand. Immediately close the left hand upon the coin. Repeat this several times until the action is thoroughly familiar to you and then do it once more with the following slight difference. As you turn the right hand to tip the coin into the left, contract the right middle fingers so as to grip the coin by its sides, and retain it in the right hand. Close the left hand as though the coin had fallen into it, exactly as you did before, then move the left hand away and let the right, with the finger palmed coin, fall naturally to the side. Keep your eyes on the left hand. Pause a moment or two and then blow gently on the closed left fingers before opening them to show that the coin has disappeared.

Fig. 2 shows a coin held in the Finger-palm as you yourself see it. The hand, with its slightly pointing finger looks very natural and innocent to a spectator, and it is an excellent palm for many objects besides coins, and especially for comparatively heavy objects.
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In another form of the Finger-palm, very useful for small balls and other round or roundish objects, the article is gripped by contracting the little finger alone, as shown in Fig. 3. In practice the ball, for instance, is held, first, between the right first finger and thumb. The left hand is held open and palm upwards. The right hand approaches the left to transfer the ball and, as the back of the hand is turned to the spectators, the ball is rolled by the thumb from the first to the little finger, and there held. The left hand is closed at the moment precisely necessary to complete the illusion. It is, again, a question of Simulation and Timing.
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When you can satisfactorily execute this little manoeuvre you will be ready to attempt one more trick, a fine one which we call:


THE SURPRISING TUMBLER

You require a sheet of business letter paper, a tumbler, and a one dollar bill. The latter you will, in exercise of the conjurer’s time honoured privilege, borrow from one of your spectators. You seat yourself at the table and, placing the tumbler mouth downward in front of you, wrap the paper round the tumbler to make a close fitting cover to it, and twist the top of the paper to keep it from unwrapping. You must mould the paper closely to the form of the tumbler and make sure that the glass is completely covered by the paper. Take the one dollar bill and crumple it into a ball, placing it by the side of the covered tumbler. Gaze rather critically at the two objects as though they were in the wrong positions and then move them, lifting the covered tumbler with the right hand by grasping it near the table, between the first finger and thumb, and replacing it upon a different part of the table. Now pick up the one dollar bill and apparently place it into the left hand, but really retain it in the right in the crook of the little finger. Lift the covered tumbler once more, as before, with the right first finger and thumb and, as you replace it, turn the hand slightly so that the palmed bill comes under the rim of the tumbler. Replace the tumbler in a slightly different position, leaving the bill beneath.

You now hold your left hand over the tumbler and tell the spectators you are going to make the bill pass from the hand into the tumbler. You make a little rubbing movement with your left fingers and slowly open them to show that the bill has gone.

With your right hand you lift the covered tumbler and reveal the bill.

As the attention of the spectators is drawn to the bill, the right hand carries the covered tumbler to the edge of the table, where the left hand meets it. The left fingers go inside the tumbler as the right hand slackens its grasp on the paper. The tumbler slides rapidly out of the paper cover and is held by the left fingers just underneath the edge of the table while the left thumb rests naturally on the table top. The right hand calmly replaces the cover alone above the rolled up bill. (In the last sentence the word calmly is the operative one. The slightest haste, the slightest flurry, will raise the suspicions of the spectators.) Because of the stiffness of the paper, and the moulding you gave it, it retains the shape of the glass and stands up unaltered.

You are ready now for a major miracle.

You announce your intention of making the bill disappear from under the tumbler. You hold your right hand over the cover and pause for a moment while you glance round the attentive audience. Then you suddenly slap your hand down upon the cover and crush it flat.

Reach well under the table with the left hand and tap the tumbler against the underside. As you do so, pick up the crumpled paper with the right hand and turn it over, and you will find that you can succeed in managing to slip the one dollar bill out of the paper and conceal it in your hand. Toss the crushed paper aside, and, as you bring the tumbler from under the table take it in your right hand and drop the bill inside it. You thus produce the illusion that both the tumbler and the bill were passed through the table.

Just as you should, as a general rule, never repeat a trick (and you should always remember this when you are asked, as you often will be, to “do it again ”) so, as a general thing, you should not tell your audience exactly what you are about to do. Forewarned they will be better armed against your wiles and your trick will become much more difficult to execute successfully. Notice that in the foregoing trick you tell the audience that you are going to make the bill pass from the hand into the tumbler only after it is already there, unknown to them.

We now come to a very famous trick which has been performed in various ways by many famous magicians. It was one of the favourite pocket tricks of the celebrated Houdini. It employs a principle we have not previously introduced you to, that of Duplication. It is called:


THE THREE PELLETS

You begin by tearing a corner from a newspaper (the size of this piece you will find from experience) and, from it, you make three tightly rolled paper pellets each about the size of a large pea. Unknown to your spectators you have concealed in your left hand a duplicate, a fourth pellet which you have previously made. You hold the pellet concealed in your hand by bending the second, third, and fourth fingers quite naturally, leaving the first finger free to be used, with the thumb, in making the visible pellets which you throw upon the table. You also have, in your right coat pocket, a larger pellet or ball of newspaper, or, if you prefer, a golf ball, a small tomato, or any object of convenient size to conceal in the hand.

You begin by showing your right hand empty. With the left hand you pick up two of the pellets and drop them into the right, dropping the concealed pellet with them and immediately closing the hand. You pick up the third pellet with the left hand and pretend to drop it into your pocket, but really you keep it in the hand, concealed by clipping it between the tips of the first and second fingers. You utter the magic word “ Abracadabra ” and, opening the right hand, let the THREE pellets fall on to the table.

With the left hand you gather the three pellets together and pick them up, holding them all at the tips of the fingers. The fourth pellet will be hidden behind them and the hand appears to hold only three. You show the right hand empty and drop all the pellets into it. Then, with the left hand obviously empty, you remove one pellet from the right, which you pretend to place in your pocket as before. Again you pronounce the magic word and open the right hand to show three pellets once more.

Now the left hand apparently picks up the three pellets from the open right hand and drops them on the table. Really only two pellets are taken and the third is the one that was concealed at the left finger tips. One pellet is left in the right hand, which is immediately turned so that the pellet is concealed. The right hand then picks up a pellet and drops it into the left. Next it does the same with the second pellet, this time dropping the concealed one also. The right hand then takes the third pellet, really drops it into the pocket, and fingerpalms the tomato, golf ball, or whatever article you use. Again the magic word is pronounced and the left hand opened to show three pellets once more.

All the preceding actions have been briskly performed, but now you go still faster. The right hand gathers up two of the pellets and pretends to place them into the left. Actually the tomato is dropped into the left hand, which at once closes upon it, and the pellets are simply retained behind the tips of the right fingers. These fingers immediately pick up the third pellet and all three are at once dropped into the right coat pocket.

Once more you pronounce the magic word “Abracadabra” and ask the spectators what you have in your left hand. “Three pellets,” they say and, with a look of feigned astonishment, you open your hand to show the tomato, saying, “ What makes you think that?”

We have described the last trick as performed with pellets of paper but it can be performed with all kinds of small objects. Some performers are fond of doing it at the table with pellets of bread, others use pieces of match stick, and it can also be done with lumps of sugar. It is also capable of a great deal of variation, as you will discover for yourself when you grow more expert. It is not too early to impress upon you the need to think for yourself if you desire to succeed in conjuring. Having first learnt to perform a trick as we describe it, see if you can introduce some personal variation into it to alter it, however slightly. It is too early to expect you to evolve original tricks for yourself but it is not too soon for you to try to introduce some slight variations.

We think it is time to speak to you now about


PATTER

the words a conjurer uses when he is performing, which are not always so unconsidered as they may seem. There is a fashion at the moment, a fashion which we think is on the wane, for conjurers to be also comedians or, at least, for conjurers to attempt to be also comedians, for many of them are very sad comics. To understand this tendency we must consider a little of the history of conjuring.

A century ago people would flock to see anything that was marvellous, anything that they could not understand. The few conjurers of the time, in spite of the profound limitations of their technique, had no difficulty in holding the attention of their audiences, to whom their tricks were astonishing and inexplicable mysteries, and they presented their feats seriously. Then came the twentieth century, with its scientific revolution, to produce a public surrounded always by inexplicable mysteries and satiated with marvels. The petty mysteries of the conjurer became rather insignificant face to face with the marvels of modern science. Conjurers began to bolster up their tricks, first with humour and later with comedy, and gradually the fashion of the chattering, humorous, conjurer was developed.

But of recent years there has been a drift in the opposite direction. Conjurers have again discovered that conjuring presented as conjuring is just as entertaining, and can be just as amusing, as when it is presented with comedy — and that it can also be mystifying, while the element of mystery is killed when comedy is added.

We mention all this to reassure you. It is not necessary to be a comedian to become a conjurer. On the other hand there is no need to be grim and solemn. Be yourself, but be yourself at your best, let us even suggest that you be yourself a little improved, particularly in your speech.

When you set out to do a conjuring trick you must know precisely what you are going to do and there is no reason why you should not also know what you will say. We do not suggest that you should learn every word by heart, as earlier writers have insisted and many conjurers do, but we do suggest that you should know your “ main headings,” as public speakers do, that is to say, know the general drift of your talk. You will never then be entirely at a loss for words and you will find that, when you have done a trick a few dozen times, you will say much the same things every time you do it. You will then have “ set patter ” for your trick which will have grown to fit you and which you will be able to use with success.

Do not be afraid to put a joke or two into your patter, if the jokes fit, but do not drag in jokes simply for the sake of something to say, or to make a trick last longer. Above all, do not make a joke at the climax of a trick, when the spectators should be agreeably surprised by the unexpected ending which all good tricks have, and you do not want to spoil their appreciation with the distraction of a joke.

Finally, avoid the obvious and do not be afraid to keep silent when you have nothing interesting to say.

 



Let us now go back to our first trick, the Coin through the Hand, and give another version of it which will also provide a further example of the use of duplicates. For facility of reference we will call this version


THE BEWILDERING COIN

You will require two half-dollars (or quarters) as nearly alike as possible. One of these you drop into your left sleeve, where it will rest quite safely against your fore-arm as long as you keep your arm bent. When you drop your arm to your side the coin will fall into the left hand and be caught by the half closed fingers. Try this once or twice first.

Crumple a $5 bill into a ball and place it in your right trouser pocket.

Now, with the duplicate coin in your left sleeve, you perform your trick of the coin passing through the hand. At its conclusion you open your left hand to show the coin lying on its palm. You pick up this coin with the right hand and let the left hand drop to the side. The duplicate coin slides into the left hand and you are ready to repeat the trick.

Bring the slightly closed left hand up in front of you, breast high, and tap the coin on the back of the hand. Let the coin slide behind the middle fingers as before. Now raise the right hand a few inches, bend the middle fingers, with the coin balanced on them as shown in Figure 1, carry the coin smartly into the palm, and bring the fingers down flat upon the back of the left hand. Make a little rubbing movement and then raise the fingers to show that the coin has passed through the hand again (!) and open the left hand to show it there.

The visible coin is now lying flat upon the palm of the left hand. The second coin is palmed in the right hand. The right hand picks up the visible coin by its edges, between the first and second fingers. This brings the right palm immediately above the left middle fingers and, as the visible coin is picked up, the palmed one is dropped into the left hand, which slightly closes and turns a little to conceal the coin. The right hand then, apparently, drops its coin into the right trouser pocket, but, as soon as the hand is within the pocket, the middle fingers press the coin into the palm and the hand is withdrawn with the coin concealed.

You now blow gently upon the back of your left hand, which you turn over and slowly open to show another half-dollar. With a smile of pleasure you pick the coin up, exactly as before, allowing the palmed coin to fall into the left hand, which turns and closes enough to hide it. This time you really drop the coin into your pocket and palm in its stead the rolled up $5 bill.

Again you blow upon your left hand and open it to show another coin. You pick up the coin and drop the $5 bill into the hand in its place. With a satisfied smile you drop the half-dollar into your pocket, and, once more, you blow gently upon the back of your left hand.

Your look of satisfaction changes to one of consternation. You open your hand and reveal the crumpled bill. You open the bill with a frown and say: “I’m sorry . . . something went wrong!”

 



Notice the use of the coat sleeve in the last example for, in spite of the popularity of the explanation “ up his sleeve,” the sleeves are not often used in modern conjuring. There is, however, an excellent little impromptu trick which makes very good use of the coat sleeve, which we will call


THE FLYING DIME

You hold a Liberty head dime by its edge between the tips of the first finger and thumb, and call attention to the winged head that appears on one side. You cover the dime with the fingers of the other hand for a moment, and order the winged head to fly away. The coin disappears and is found behind a spectator’s ear, or in a similarly amusing place.

To perform the trick, hold the dime at the tips of the first finger and thumb, supported by the second finger as shown in Fig. 4. Now bring the right hand, held perfectly flat, above the coin, and cover it with the fingers for a moment. The right hand and forearm must be held in one straight line and brought above the coin in such a way that the left fingers point straight up the right sleeve. As soon as the dime is covered, squeeze it firmly between the finger and thumb so that it shoots straight up the right sleeve. It is propelled in precisely the same way that children squirt orange pips between finger and thumb. Remove the right hand to show that the coin has disappeared.
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Reach out with the empty left hand and pretend to find the coin behind someone’s ear. At the same moment drop the right hand to the side and permit the coin to fall out of the sleeve into the hand. Then slap the left fingers down upon the right as though placing the coin upon the right fingers, and move the left hand away, leaving the coin lying upon the right. The illusion is perfect if the timing is good.

If you have been practising your palming you should now be sufficiently advanced to tackle a very famous trick which we will call


THE COIN AND THE HAT

A coin disappears several times and is found each time under a hat and, finally and unexpectedly, a large and surprising object is found under the hat. Many performers produce as the final surprise a pint glass full of beer or water, others find a guinea pig under the hat. The famous Max Malini, who wandered about the world for years, performing for the most part at private clubs, would often finish this trick by producing a large and heavy stone or a piece of a brick, and is supposed to have had a special pocket made in his clothes to enable him to carry the weighty object without discomfort. We suggest that you use a large potato, a grapefruit, or something similar. Put this in your left hand coat pocket. Borrow a hat, preferably a deby, and a half-dollar.

Spin the coin into the air and catch it on the fingers of the right hand. Pretend to drop it into the left hand but really finger-palm it in the right (as previously described) and close the left hand as if it held the coin. Pick up the hat with the right hand, the fingers going inside it and holding the coin against the lining. Hold the hat at arms length and, with a little tossing movement towards the hat, open the left hand and show that the coin has vanished. A split second afterwards let the coin drop from the right fingers, to fall, audibly, into the hat.

Transfer the hat to the left hand, holding it in the same way again, fingers inside, and remove the coin from the hat with the right hand. Hold the hat at arms length again, and pretend to throw the coin high into the air. Actually, as the hand swings down the coin is pressed into the palm by the two middle fingers and then the hand swings up in the motion of throwing, with the fingers slightly apart. You follow the supposed flight of the coin with your eyes and follow it also as it seems to fall into the hat with an audible thud. This sound you produce by pressing your second finger tip against your first finger nail, inside the hat, and then letting it slip off to strike the side of the hat with a resounding“ wallop ” at the proper moment. Some people may find it easier to do this by pressing the third finger upon the second finger nail. Hands differ in their formation and it does not matter at all how these little things are done so long as the desired effect is produced. Always remember this when reading books on conjuring which try to maintain that there is a right and a wrong way to do these little sleights.

Now, with your right hand, you reach into the hat and remove the coin, showing it to the spectators.

Next you repeat the whole of the last phase. You apparently throw the coin into the air, really palming it in the right hand, and you pretend to catch it in the hat, where it is again heard to fall. You reach into the hat and, without making any sound, you leave the palmed coin in the bottom of the hat and bring out the hand as though it held the coin. You immediately put the hat down on the table, and then you pretend to put the coin into your left hand. After a moments pause you make a throwing movement towards the hat and open the left hand to show it empty.

With the right hand you lift the hat and turn it over, allowing the coin to fall on to the table. At the same moment your left hand takes the potato from your pocket and, as all eyes turn to the falling coin, the right hand puts the hat into the left, over the potato. The coin is picked up and the hat put down with the potato underneath it.

Once more the coin is apparently dropped into the left hand while it is really finger-palmed in the right. Another pass is made towards the hat and the coin shown to have disappeared. The hat is lifted to show the potato, the appearance of which comes as a complete and rather comical surprise.

 



We shall now give you a trick of an entirely different kind, of great interest because it is capable of so many variations. It is called


THE KNIFE AND THE PAPERS

Tear, or cut, six small pieces of paper, a little less than half an inch square (pieces cut from the margin of a newspaper will do well), damp them with water, and stick them to the blade of a table knife, three on each side, about an inch apart from each other. Hold the knife with the blade pointing slightly downward, thumb on top and fingers beneath the handle, as shown in Fig. 5, which shows your own view of the hand and knife.

With your right thumb slide the first piece of paper (the one nearest the handle) off the knife, crumple it slightly, and pretend to throw it away, but actually retain it in the hand, clipped between the tips of the first and second fingers. Now appear to show the other side of the knife by turning the hand over towards you to reach the position shown in Fig. 6, but, as the hand turns over, revolve the knife also, by pushing slightly with the left thumb and pulling a little with the first finger, so that the same side of the blade is again shown to the spectators. Simultaneously the right first and second finger tips cover the portion of the knife from which the paper has been removed (the portion marked A in Fig. 6) and pretend to remove a second piece of paper. Actually they show the first piece which they had concealed and which is now really thrown away.
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The hand is now turned back to the first position (that of Fig. 5) and once more the knife is twisted between the fingers, this time in the opposite direction, and the knife appears to have been shown on both sides. The little twist of the knife is completely hidden by the larger turn of the whole hand, and the illusion is perfect.

The knife is once more shown on both sides, the little twist being made in order to show the same side each time, and the knife appears to have only two pieces of paper on each side. With a wave of the arm the knife is quickly turned between the fingers and one paper is seen to have returned to the blade.

Another wave of the knife and the second paper appears to have returned to it, the knife being shown, by means of the twist, apparently to have three papers on both sides again.

You now pretend to remove all six papers, although you actually remove only the two that remain on one side of the knife, leaving the other three undisturbed. To do this first wave the knife from side to side, turn it between the fingers, and clap the right middle fingers against the point A of Fig. 6 and pretend to remove the paper that is supposed to be at that point. Quickly turn the hand over (giving the knife a twist again) and pretend to remove the paper from the opposite side. Next, actually remove the centre paper from the side of the knife now facing the spectators, then turn the hand and pretend to remove the piece from the opposite side. You can now, by means of the twist, apparently show the knife to have only one piece of paper on each side.

Repeat the previous moves apparently to remove the last piece of paper from each side but only remove one piece. Then, with the twist, show the knife on both sides.

Command three of the papers to return. Wave the knife, give it a twist, and show the papers to be back.

Command the other three papers to return, and by means of the twist, show three papers on both sides of the knife.

Then wipe the papers from the knife and drop them into your pocket. Put the knife down for curious persons to inspect it . . . .

The description has involved us in a good deal of unvoidable repetition and we hope you have followed us with knife and papers in your hands. We have described the trick as done with the knife held in the left hand, but if you find it easier to hold it with the right hand, by all means do so. All sorts of variations can be introduced into the trick and it can also take different forms, such as the little bat with three holes, and a peg which jumps from hole to hole, the bat that is marked with a piece of chalk, and various “ paddle ” tricks, specially made, which are sold by the dealers in conjuring apparatus.

 



There are many excellent little tricks which, while hardly important enough to stand alone, create considerable amusement when performed impromptu or when introduced in between more impressive mysteries. Amongst those which you should add to your repertoire is


THE JUMPING RUBBER BAND

Place a small rubber band around the roots of the left first and second fingers. Hold the left hand palm upwards and catch hold of the band with the right first finger and thumb. Stretch it towards yourself and let it fly back again. Stretch it towards yourself again and close the left fingers into a fist, so that all the fingers go inside the band. Release the band and quickly turn the hand over so that the fact that the fingers are within the band is not observed. Press the tip of the thumb against the band where it passes round the first finger, the point marked “A” in Fig. 7, so as to stretch the band a little, and release it with a slight flick. The band will fly from the first and second fingers to encircle the third and fourth.
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Open the fingers to display the hand from both sides with the rubber band around the third and fourth fingers. With the hand held palm downwards, insert the tip of the left thumb into the band and raise it from the fingers. Then close the hand into a fist, letting the tips of the fingers go inside the band again. Now remove the thumb. Open the fingers very slightly, to stretch the band, and it will fly back to its first position on the first and second fingers.

To finish the trick, put one end of the band over the tip of the first finger, carry the band behind the second finger, and then slip the other end over the first finger-tip again, as shown in Fig. 8. Be careful not to twist the band. Ask someone to hold the tip of your first finger in order “ to keep the band from escaping.” When the finger is firmly held, quickly slip the second finger out of the band. The band will fly across the room, and sometimes disappear completely.

With a little more difficulty the first part of the trick may be done with two rubber bands of different colours, one around the first two and the other around the last two fingers. At your command the bands change places. It is only necessary to stretch both bands at once and insert the tips of the fingers as you close the hand.

 



There are also many excellent little tricks with matches and match boxes, of which we will mention


THE ANIMATED MATCH-BOX

This is most mysterious if it is well done. Take your matchbox and open it about an eighth of an inch to ascertain which way the drawer is facing. Now place the box on the back of the left hand, the bottom of the drawer uppermost, so that the end of the open drawer comes over the knuckle of the second finger, and close the box so as to catch between the drawer and the box a little of the loose flesh that lies above the knuckle of the middle finger. Keep the hand perfectly flat while doing this. Make one or two “ passes ” over the box, as if to “ hypnotize ” it, and then very slightly bend the middle fingers downward. The flesh over the knuckles being straightened by this action the box will be pulled up and will stand on its end. When you straighten the fingers, again, in response, of course, to “hypnotic passes,” the match box will lie down again. With a little practice you will find yourself able to make the box rise and fall twice before the little piece of loose flesh works its way out of the box. Then the box is tossed into the air and you proceed with your mysteries.

When you have lit your cigarette you can try


DOWN YOUR SLEEVE

You hold the lighted match at arm’s length in your right hand. You blow strongly down your left sleeve . . . . and extinguish the match! Impossible? Of course.

Hold the lighted match between the first and second finger tips in the same way that you hold a cigarette which you have taken from your lips, horizontally, clipped between the fingers. As you blow down your left sleeve, and the spectators watch you do so, you put the tip of your thumb against the end of the match, behind the fingers, press down firmly on the match, and then, suddenly, release it. The resulting “ Flick ” sends a sudden shock through the match, which extinguishes the flame.

The same principle is responsible for the amusing


MAGNETIC MATCH

Take two matches from the box and place the latter on the table. Lay one match upon the box so that the head end overhangs the edge. Rub the head of the other match briskly on your sleeve to “ magnetize” it. Now slowly bring the head of the match you hold beneath the head of the other match and, as soon as the two heads touch, the match lying on the box flies up into the air.

Hold your match in the normal manner between the first finger and thumb. Hold it firmly and, underneath the thumb, press the tip of your second finger against the end of the match. As the two match heads touch, let the tip of the second finger slip off the match. The shock, running through the match, passes into the second one and flings it into the air in an astonishing way.

 



We think you will have learnt much from the study of these impromptu tricks. You will have learnt that conjuring is not a simple matter of the quickness of the hand but that it is a kind of acting that uses as its chief weapons imitation and simulation and the ability to do two things at the same moment, the thing the spectators see and the thing they do not see. You will have learnt also that all these things depend upon proper timing. If, in addition, you have gained some little experience of actual conjuring, you will now be able to tackle some more studied mysteries.





PART II

STUDIED MYSTERIES

IN this, the larger part of our Handbook, we shall give you a repertoire of conjuring tricks for set performances, tricks requiring, at times, a little preparation and a few small properties, but never tricks requiring bulky or expensive apparatus. Your first performances will be given in your own home, or the homes of friends, before a limited number of people and you will neither require nor have any use for tricks with much apparatus.

In arranging a set programme one of the most important points to consider is the proper routining of the material available. It is not sufficient to do six tricks one after the other and call that a “ show.” They must be arranged in the best order. Generally one should end the show with one’s best effect and one should start with a fairly short and surprising trick. The object of this is to get the full attention of the audience as quickly as possible. The tricks that come in between should be arranged to give as much variety as possible.

But other things must also be taken into consideration. There are technical points to think about. For instance, one trick may require that you drop a coin, unseen and unheard, into your left coat pocket. Another trick may require that you have a tumbler in that pocket. Obviously you must do the trick with the tumbler first, to empty the pocket, but the Author will confess that he once, in his youthful days, vanished a borrowed watch and dropped it into a tumbler that was in his pocket! The nerve shattering crash of the watch in the tumbler reverberates through his dreams to this day.

But it is another kind of routining we will mention here, that of linking two or three small effects together to make one more or less imposing routine. And, if we may digress for a moment, we would here discuss the use of the words trick and effect. We have used the word trick in this Handbook in its popular sense, as it is used in the phrase, “ a conjuring trick.” But, led by the 19th century author of conjuring books, Professor Hoffmann, and supported by most subsequent writers, conjurers generally prefer not to use this word, which they consider beneath the dignity of their Art in this application. They prefer to use the word trick to designate the method or device the conjurer uses, and to speak of the result of the use of that method or device (or of a combination of various methods and devices) as an effect, a problem, or an experiment. Personally we have no passion for lost causes and shall continue to talk, as everyone does, of conjuring tricks, EXCEPT WHEN WE ARE PERFORMING THEM, when we shall shun the word “ trick ” like poison, just as we shall shun anything else which would remind our audience that there may be anything spurious about the mysteries we show them. When you present a conjuring performance you must try to lead your audience to join you in creating a world of make-believe in which the impossible can, and does happen. You will no more mention tricks than you will show them the false bottom of the magic canister or the coin concealed in the left palm. These are the skeletons in the cupboard that must always be closed.

And now we will return to our routining of small tricks with an example we will call

A PROBLEM IN SUSPENSION

First you must make for yourself a simple piece of apparatus with a length of fine cat-gut, such as anglers use for casts, a good elastic band or short piece of cord elastic, and a safety pin. Form the cat-gut (which should be about nine inches long) into a loop and tie it to the elastic band. Pin the other end of the elastic to the inside of your right coat sleeve. You must adjust the pin so that the loop of gut will lie just inside the coat sleeve. Next provide yourself with a small beer bottle of very dark opaque glass, a piece of stout picture cord about a yard long, a table knife, and a little cork ball small enough to slip easily through the mouth of the bottle. This ball you can cut from an ordinary cork and round with sand paper. It should then be blackened with ink.

Fold the cord into four and push it half way into the bottle, then place the little cork ball in the mouth of the bottle so that it is hidden by the cord, which also keeps it from falling inside. Presently, when you take the cord out of the bottle, you will be able to secretly obtain possession of the ball. Put the bottle and the knife on your table and, with the cat-gut loop in your sleeve, you are ready to perform.

You can very well use this routine as your “ opening” or commencing effect, in which case, before you come forward, you draw the loop out of your sleeve and slip it over the tip of the second finger, allowing the gut to go under the finger nail. The loop will lie close beneath the hand and when the back of the hand is turned upwards only a little piece of gut on either side of the nail will be visible.

If you do not use this trick as your opening one the best time to put the loop into position is at the conclusion of the preceding trick. You can pull the loop down quite deliberately and slip it on your finger tip as you bow to acknowledge the applause that greeted the termination of your trick, or you can do it as you turn to replace something on your table.

But the important thing is that you should plan your procedure beforehand and rehearse it. No part of a conjuring trick should be left to chance and you should go over every part of it, in private, many times, before you attempt to do it in public, even before the limited public of your personal friends.

So, with the loop in position on your second finger, which must from now on be kept quite straight, or the loop will slip off and be drawn up the right sleeve by the elastic, you commence the trick by picking up the knife, which you hold in your left hand. You briskly rub the blade of the knife with the right fingers, as if to magnetise it, and allow the knife to pass between the loop of gut and the four fingers. Then you spread the fingers wide apart, pressing downwards with the first and fourth, and leave the knife, apparently clinging to the fingers, but really supported by the tension of the elastic. Fig. 9 shows an underneath view of this, a view which must never be seen by the spectators. The hand is displayed in various positions, always with its back to the spectators, the knife clinging fast to the fingers.
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The left hand then grasps the knife by the handle, the right second finger bends slightly to release the loop of gut, and the loop flies invisibly up the sleeve.

The right fingers return to the knife blade, the second, third and fourth fingers being placed against the side of the blade while the first finger tip is placed against the edge of the knife, as shown in Fig. 10. The knife again clings to the fingers, the weight of the handle keeping the knife point firmly against the first finger tip. The hand can be displayed in all positions and it is even possible to remove the third and fourth fingers from the blade. Finally, a spectator may be allowed to remove the knife from the finger-tips.
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You now pick up the bottle, remove the cord, conceal the little ball in your hand, and pass the bottle and cord for inspection, apologizing perhaps for the absence of the beer. While the articles are being inspected you “ thumb-palm ” the ball, that is to say, you roll it with the first and second fingers into the fork of the thumb and grip it there against the side of the hand as shown in Fig. 11. You now retrieve your properties, the cord with the left hand, the bottle with the right. You grasp the bottle by its neck between fingers and thumb and let it swing between the fingers so that its mouth comes just beneath the thumb-palmed ball. You at once release the ball so that it falls into the bottle.
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Very slowly and deliberately you lower one end of the cord into the bottle. When half the cord is in the bottle you turn it upside down and let go of the cord. The cork ball runs into the neck of the bottle and wedges the cord, which hangs there, “ supported entirely by voluntary contributions,” as David Devant used to say in a similar case.

Let the cord swing for a little while and then grasp it in the left hand and reverse the position of the things, allowing the bottle to swing gently on the cord. The little ball

*An illustrious magician of our times. wedges firmly in the neck of the bottle and holds it quite securely.

Now, with the right hand held palm upwards, grasp the bottle by its neck, close to the mouth, between the first and second fingers and thumb, and pull the cord out of the bottle. Pull firmly and steadily, without displaying any effort, and the ball will roll out with the cord, into the bend of the third and fourth fingers, and can be “ palmed ” in similar manner to that illustrated by Fig. 3. Immediately hand bottle and cord for inspection again.

 



The routine is of particular interest as illustrating the combination of apparatus and sleight-of-hand, and the repetition of a trick by a different method. The effect of the first levitation of the knife by means of the elastic is enhanced by the second levitation by the hand alone.

The practice of handing articles to the spectators for examination or inspection is not generally to be recommended. Interesting though it may be perhaps, to the persons invited to inspect the apparatus, it is not very entertaining to the rest of the company, and unduly drags out a trick. It should only be done when it is thought that examination of the properties may increase the effectiveness of the trick. In the present case, unless the articles are handed for inspection, the audience will probably conclude that the knife is coated with some sticky substance and that the bottle is fitted with some kind of hook. Incidentally, try, when you can, to hear the theories and opinions of your friends as to how your effects are produced. They will always be interesting and sometimes they will be instructive.

 



We shall now turn to a new theme, that of destruction and restoration, an effect which conjurers produce in many different forms. We will take, first, a simple sleight-of-hand version, which may be done with


PAPER NAPKINS

You require two paper napkins, one of which you privately squeeze into a ball and conceal in the bend of the left elbow. Simply place the ball of paper on the inside of your arm, at the joint, and bend the arm so that the ball disappears within the folds of the coat, where it will remain concealed as long as you keep the arm bent. You can easily put the balled napkin in position as you turn to your table to pick up the other one, which should be there ready, neatly folded in four.

The napkin, by the way, should not be simply rolled up. First crush the paper in one direction to make a rough “ wick ” and then crush it the other way into a rough ball. Later, when you desire to open it, you can do so in two movements, first pulling the ball into a “ wick ” again and then opening that sideways. It is taking care of little points like this that makes the difference between the good conjurer, who is attractive and elegant in all he does, and the uninstructed amateur who fumbles everything he touches.

Open the folded napkin and display it, deliberately, on both sides, holding it throughout between the first fingers and thumbs, with the palms of the hands towards the audience. We have seen so many bad conjurers spoil this, and other paper tearing tricks, by working with the backs of the hands to the spectators that we cannot too strongly emphasise this point — palms always open to the audience please.

Very deliberately tear the napkin into four pieces. Stand with the right side slightly turned away from the audience and hold the four pieces at the tips of the fingers of the right hand. With the left hand pull the right sleeve back a little by grasping the coat at the bend of the elbow and giving a little tug. Take the pieces of napkin in the left hand and proceed to pull back the left sleeve in just the same way, an action which quite naturally permits you to finger-palm the napkin from the bend of the elbow. Immediately place the four pieces in the left hand so that the finger-palmed ball of paper is concealed beneath them.

Now, using the right hand alone, slowly crumple the pieces into a ball on top of the other ball concealed in the hand. Squeeze the two balls together and display them between the tips of the right finger and thumb. They appear as only one ball of paper. Turn them over so as to bring the duplicate napkin uppermost and then take the duplicate with the left hand, leaving the ball of pieces finger-palmed in the right. Blow gently upon the bundle held at the tips of the fingers of the left hand and, as you thus draw all attention to that hand, once more hitch the left sleeve back a little and leave the bundle of pieces in the bend of the elbow.

Daintily and deliberately undo the bundle and reveal the restored napkin.

Presently you must rid yourself of the bundle of pieces reposing in your sleeve. There is no hurry to do this and you tmust choose your opportunity to do it when the attention of the spectators is diverted to some other direction, perhaps at some time during the course of your next trick.

 



Make a mental note of this method of concealing a small object in the bend of the elbow. It can be used in other ways, particularly in opening tricks, when one can commence with the object already in place.

We will now discuss another version of the same effect which uses a different principle. We will call it


A STUDY IN BLACK AND WHITE

You will require some black and some white tissue paper. You will find that tissue paper bought by the quire will cut without waste into sheets about 15 inches by 10 inches. For each presentation of the trick you will require two pieces of black and two pieces of white. Put one of the black sheets on the table before you, so that its long edges are horizontal, and put a spot of paste about three inches in from its upper left hand corner. Take the second sheet of black and superimpose it exactly upon the first and press it down upon the paste. (It is desirable, of course, to prepare a number of sheets at the same time.) When the paste is dry, place one of the white sheets on the upper black one and roughly pleat them both together into a long strip about two inches wide. Then pleat the strip into a two inch square above the spot of paste and finally squeeze it into a rough ball. You now have a sheet of black tissue paper on the back of which reposes a bundle consisting of a piece of black and a piece of white. Put the other piece of white in front of the black, fold both together, and place them in your pocket, and you are ready to perform.

Unfold the black and white papers, taking care to keep the little bundle concealed behind them, and announce “ a problem with the national colours of Scotland.” Hold the papers by their corners with the fingers concealing the little bundle and you may show both sides.

Slowly and deliberately tear up the papers. Using only one hand, crumple the papers into a bundle and press this bundle against the concealed one. Display the papers deliberately at the finger tips, the two bundles pressed together and appearing as one, and then simply turn them over to bring the torn pieces to the rear. Slowly open the bundle of duplicate sheets to show the restored papers. The torn pieces remain concealed and attached to the black sheet.

Although the trick is very easy to do it requires a good deal of practice to do it really neatly and well, in fact we will here venture a general observation that the easiest tricks to do are often those that need the most practice to do really well.

The trick is of some interest because of the many variations of it that are possible. For instance, it is possible to tear up two sheets of black and white tissue and restore them as one sheet of black and white squares, representing a chess board. One can even produce simple designs, names, and messages.

Using the same principle (which is the principle of double facing) in a slightly different way, and joining another trick to it, we have an effect we will call


THE COUNTING CHALK

The total of the figures given by two dice shaken together in a tumbler appears, written in chalk, on a piece of black paper. That is the effect which the audience will remember.

Take two pieces of black tissue paper and attach them to each other with a spot of paste as you did for the preceding trick. Take two small pieces of white chalk, little more than half an inch long, chalk the figure 14 boldly on one of the pieces of paper, and crumple the paper into a ball with one of the pieces of chalk inside. Place the other piece of chalk on your table with two dice and a tumbler.

Commence the trick by dropping the dice into the tumbler and handing it to someone to hold. Then show the sheet of black tissue paper, keeping the rolled up duplicate concealed, crush it into a ball, and place it in some prominent position in the room.

Turn your back to the person holding the tumbler, so that you cannot see the dice, and instruct him to shake the dice thoroughly in the tumbler. When he is satisfied, tell him to look into the tumbler and add together the points shown by the two dice. When he has done that, tell him to hold the tumbler above his head, to look through the bottom of it, and to add to his previous figure the total of the points he the n sees.

Take the pieceof chalk and hold it for a moment against the man’s forehead, asking him to think intently of the total which he has reached.

Pretend to put the chalk into your left hand, but really finger-palm it in your right. With a little tossing movement towards the black paper, open the left hand to show that the chalk has disappeared. Step over to the black paper and take the opportunity to drop the chalk into your pocket.

Hold the ball of paper up on high and ask the man to state the total given by the dice. It will always be fourteen, as we will presently explain. Deliberately open the paper ball. Out drops the missing (?) chalk, and on the paper is the figure 14!

It remains for us to explain why the total is always fourteen. Very few people besides conjurers and dice players (and dice players are not common in many areas) appear to be aware that the opposite sides of all properly made dice always total seven. That being so, as you can easily verify by inspection, the opposite sides of a pair of dice must always total fourteen. The use of the tumbler, as described, ensures that the opposite sides are, in fact, totalled, without calling attention to the fact.

Take care in this trick, to hand the tumbler and dice to a man who can count accurately beyond ten, a piece of advice which is not so futile as it may seem.

The last trick, while it used the same principle of Double Facing, departed from the theme of destruction and restoration, but we will return to that theme now. In the days of our grandfathers the most famous effect of this kind was the often done watch trick. The borrowed watch was smashed into pieces, loaded into a pistol, and fired at an ornamental target upon which it reappeared, restored to its former state. The trick has disappeared with the passing of the demand for conjuring with apparatus and with the introduction of wrist watches, whose flapping straps complicate the working of the trick. It is high time that, in spite of various difficulties, it was revived in modern form but, meanwhile, we will describe the trick that has replaced it, the burnt and restored Dollar Bill trick, which has many variations, of which we shall give you two examples, the first being


THE BILL AND THE CIGARETTE

You will require the following “ properties ”: a candle in a candlestick, an envelope, a box of matches, a pencil and a small white card (such as a visiting card), a cigarette, an ash tray, and a one-dollar bill.

First take the envelope and, with a sharp knife, cut a slit in its face, about an inch and a half long, in such a position that the slit cannot be seen from the back when the envelope s opened. Write with a pencil, in small figures, underneath the flap at the right hand end, the number of your one dollar bill, such as E 08326409 F. This is illustrated by Fig. 12 which also shows a folded Dollar Bill which has been pushed half way through the slit in the face of the envelope, which is indicated by the dotted line.
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Take the cigarette and remove some of the tobacco. Fold the one dollar bill, roll it up tightly, and push it into the cigarette. Replace a little of the tobacco above the note and the cigarette will appear to be quite ordinary. Put this cigarette in your right hand coat pocket with the box of matches. The cigarette should lie in the pocket on the outside of the box of matches.

With the pencil and visiting card in convenient pockets, the ash tray and the envelope on your table with the candle in its stick, you are ready to perform.

If you are performing to a fairly large audience it will be sufficient to ask for the loan of a one dollar bill: you are certain to have several offered to you and you can choose one that resembles your own bill. Before a small company it is a good scheme to make “a vote of confidence ” of the matter, and declare that you wish to know how many present would be prepared to lend you a one dollar bill. Several people will then offer you one and you can take the one that is most like your own for “ wear and tear.”

Remark that, while you are begging, you would like to ask for a cigarette also. When one is offered you, take it with your right hand. Hold the borrowed bill in your left hand and, having thanked the donor of the cigarette, thrust your right hand, cigarette and all, into your coat pocket and bring out the box of matches. You will remember we told you to put your prepared cigarette on the outside of the box of matches. As soon as your hand is inside the pocket you drop the borrowed cigarette on the left or inside of the box and then pick up the box and the prepared cigarette together and bring them out of the pocket. The action is made so natural by the presence of the Dollar Bill in the left hand that it passes without suspicion. Place the box in the left hand, with the bill, and put the cigarette between your lips. Then strike a match to light the cigarette but, as you go to do so, change your mind and light the candle instead. Drop the matches on the table.

Fold the borrowed bill three times, into halves, quarters, and then eighths. Pick up the envelope and half place the bill inside it, then, as an afterthought, withdraw the bill and unfold it as you ask its owner to jot down the number. Hand him the pencil and visiting card and apparently read the number of the bill, really reading the number written on the envelope, which you hold in the same hand beneath the bill. Again fold the bill and put it in the envelope, pushing it half through the slit as shown in Figure 12. Display the bill in this position, your right thumb covering the number written on the flap. Then take the envelope in the left hand, thumb on top and fingers beneath, the fingers covering the slit and the portion of the bill protruding from it, moisten the flap and seal the envelope. Hold the envelope in front of the lighted candle for a moment so that the shadow outline of the bill can be seen against the light, and then lean over and light your cigarette in the flame of the candle. (The cigarette contains enough tobacco to smoke for some time.) As you light the cigarette slide the bill out of the slit in the envelope with your right thumb and hold it behind the right fingers. Then take the envelope with the left hand, leaving the bill concealed in the right, and immediately pick up the match box with the right hand and drop it into your pocket, leaving the bill there also.

Wave the envelope gently above the flame of the candle so as to warm it and then turn to the audience and address them. As you speak to the audience (you must prepare some special talk for this moment) you allow the envelope to be caught in the flame of the candle, as though by accident. You should appear to be in blissful ignorance of the catastrophe which is overtaking the borrowed bill until the flames begin to lick your fingers — and then you panic and pass the flaming envelope from hand to hand in fumbling futility. Finally, in despair, you drop it into the ash tray and watch it burn!

When the laughter has subsided quietly show your hands empty and remove the cigarette from your lips. Quickly-tear off the lighted end and drop it into the ash tray, then break open the remainder of the cigarette and unroll the one dollar bill. Check the number of the bill with the record taken of it, and hand it back to its owner (?) !

 



The bold artifice of reading the number of the duplicate bill when pretending to read the number of the borrowed one may seem at first sight a risky one, but on reflection you will see that the procedure, as we have described it, is absolutely natural, and you may always be certain that if your procedure is natural it will never be suspected. Timid souls, however, will never carry off a thing like this — will never read the number with the necessary ease and je ne sais quoi — but then, timid souls will never make good conjurers. However, there is another procedure which dispenses with this subterfuge, which dispenses, indeed, with the need for a duplicate bill, and this we will now describe in the trick we will call


THE BILL IN THE EGG

For the first time in this Handbook we shall ask you to visit one of the conjuring shops and make two small purchases costing but very little — a Thumb Tip and a few sheets of Flash Paper.

The Thumb Tip is a little shell of metal or celluloid-compound shaped to fit over the extremity of the thumb and painted “ flesh colour ” to resemble that digit. The celluloid tips are generally better shaped than the metal ones and fit the thumb better, but, as they are inflammable, there is some danger if they are used in conjunction with fire, as in this case. It is better then to buy a metal one. You will probably think the tip is a very poor imitation of the thumb, especially as to its colour, but this is not important because it should never be seen by the spectators except for a fleeting moment. Its shape and its colour matter very little, the only important thing is that it should not shine. So keep it, when it is not in use, in a little box, and do not let it get polished through being carried always in one of your pockets, as some amateurs do. Remember that a shiny thumb tip attracts attention, and that is the very last thing a thumb tip should do.

Flash paper is a commodity of frequent use to the conjurer and is tissue paper which has been impregnated specially. It is very dangerous stuff to make and we shall not describe its manufacture. Once it is made it is quite harmless when handled in small quantities, but it burns away in a flash when touched by a match or a lighted cigarette and, leaving practically no ash, it seems to disappear. For our present purpose you will require a piece about three inches square.

Your other requisites will be a raw egg, a plate, a spoon, a table napkin, a visiting card, and a pencil, all of which should be on your table. A cigarette lighter should be in your right coat pocket. Your thumb tip should be in your trouser pocket by the side of the folded piece of flash paper. It should be mouth upward so that your thumb can be thrust into the tip as you take the paper from the pocket. If we may now drop into conjurer’s jargon for a moment, we would mention that an amusing “ gag ” is to “ plant ” the egg with a member of the audience. That is to say, you take an opportunity to speak to one of the audience before your show and ask him to put the egg in his pocket and give it to you when you want it later. You give him very brief instructions, and we will describe the trick as though the egg has been “ planted ” in this way.

Your first task is to borrow from your audience, as pleasantly as possible, a Bank note; “ Any sort of note,” you say, “ ten dollars, five bucks, a thousand francs, a million Chinese dollars, — or one dollar bill.” When a bill is offered hand the visiting card and pencil to the owner and ask him, before he parts with his money, to take a note of the number of it, on the card.

While he is doing that say, in quite a normal tone of voice, as if it were a most natural request: “ I wonder if someone else will lend me an egg. Will someone oblige me with an egg?” The man who has the egg, following the instructions you gave him, says: “ Yes, here you are,” in an equally ordinary way. You take the egg from him, thank him, and hand it to another person in the front row of your audience, saying, “ Would you mind taking care of this gentleman’s egg for a few moments.” Done with what comedians call a “ dead pan,” that is to say, a perfectly straight face, the thing is very funny, and the absurdity of trying and succeeding in borrowing an egg will suddenly smite the audience and draw a peal of laughter.

The other person will by now have made a record of the number of the bill. First retrieve your pencil, do not forget this, and then take the bill and carefully fold it into a little packet small enough to go into the thumb tip. Display this little packet at the tips of the left fingers while your right hand takes the piece of flash paper from the trouser pocket and brings the thumb tip out, in position upon the right thumb, concealed behind the paper.

The paper is now transferred to the left hand, where it is held between the second and third fingers. The right hand then takes the bill, holding it between the first finger and the “ thumb-tipped ” thumb. The left hand folds the flash paper upwards and the right places the note within the fold. The left fingers grasp the thumb tip through the paper and retain it with the bill within the folded paper. The bill is removed from the paper and shown to the audience once more — and then returned to the paper, being this time, pushed into the thumb tip. The right thumb is thrust into the tip on top of the bill and the tip is withdrawn from the paper with the bill safely within it. The paper is then screwed up into a rough bundle as though it contained the bill, and displayed at the tips of the right first finger and thumb in such a way that the thumb is immediately behind the paper packet and the thumb tip is completely screened. Both hands are held with their palms to the audience to emphasize the point that the performer holds nothing but the little packet which contains the borrowed note.

The little packet is now transferred to the left hand while the right takes out the cigarette lighter and “ strikes ” it. The paper packet is gently warmed in the flame of the lighter, with the disastrous result you will have anticipated. The packet flares up and disappears.

You stand for a moment in mock confusion and then say: “ I hope you’ve still got that egg safely.” Take the egg from the person who has been holding it and display it to the audience with obviously empty hands. Hold the egg over the plate and break one end with the spoon. Push your thumb, with the thumb tip, right through the broken end of the egg, leave the thumb tip inside the egg, and slowly and deliberately draw out the bill. Put the egg down and then open the bill and read out the number, asking the owner of the bill to check with his record. Return the bill to him and wipe your hands on the napkin.

After the show remember to recover your thumb tip from the egg and leave behind no evidence to explain your amusing mystery.

We should like you to notice how, throughout the trick, you use the hand that carries the thumb tip. You use it as naturally as possible, and quite freely, and the audience will notice nothing peculiar even though you may, at times, fail to completely hide the thumb tip.

To avoid unduly complicating and lengthening our description we have described this trick with a cigarette lighter used to ignite the flash paper, but this is a somewhat mundane method unworthy of a true conjurer. When we have performed the feat we have always used, instead, the little trick of


THE LIGHTED MATCH FROM THE POCKET

The simplest way of taking a lighted match from your pocket is to have a matchbox in the trouser pocket with a loose match lying beside it. You simply rub the match against the box as you remove it from the pocket. But it is sometimes difficult to find the match quickly and without fumbling and it is better to use a special match holder, of which there are various types. You may buy one at a conjuring shop or you may make your own.

To make your own match holder, paste the two sides cut from a match box, end to end, upon a strip of good card (a strip cut from a playing card will do well) and then fold the strip so that the two match box sides are face to face. Fasten a loop of string and a safety pin to the end, place a match between the two striking surfaces and twist a small elastic band around several times to hold the match firmly in place. Pin this little apparatus into the top of your pocket. When the match is pulled out it is ignited by friction against the striking surfaces pressed together by the elastic band.

This holder can, of course, be used to produce a lighted match from other places besides the pocket. It can be hung, for instance, under the edge of your jacket. Renew the striking surfaces from time to time.

 



The thumb tip you have purchased is an extremely useful little piece of apparatus and we will give you another trick in which it may be used:


THE SMOKE TRICK

It will be, perhaps, an agreeable change to both Author and Reader if we first describe the effect of this trick as the audience will see it and then tackle the “ how, why and when ” of it all.

The performer produces a cigarette and a lighted match. He lights the cigarette and then extinguishes the match by blowing down his sleeve. He inverts a tumbler upon a saucer and covers it with his pocket handkerchief. He blows clouds of smoke towards the tumbler. He pushes the cigarette into his left fist and makes it disappear. Finally he uncovers the tumbler and shows it to be filled with the smoke of the cigarette.

Let us first take the production of the cigarette and the lighted match. Insert a long pin, point upwards, in the back of the left lapel of your coat and impale a cigarette upon it so that it is concealed behind the lapel. Place the match holder, with a match within it, beneath the bottom edge of your jacket on the right hand side.

Make some remark about wishing to smoke, and place both hands flat upon your jacket pockets as if you were feeling for your cigarette case. The action shows that your hands are empty and calls attention to that fact far better than if you mentioned it, for, in that case the audience might have doubted it. You will find that while it is always necessary to direct the attention of an audience to everything that you wish them to see it is almost invariably better to do so indirectly. If you say: “ Observe that my hands are absolutely empty,” they will immediately suspect you of concealing something within or behind them. But to return to our trick.

With your hands spread upon your jacket, look down at the bottom edge of it, pause for a moment, and then pull the lighted match out of the holder with your right hand. At the same moment quietly take the cigarette from behind the left lapel with your other hand. Then suddenly turn your head and look at the cigarette. You will find that the action of the left hand will pass unnoticed, all eyes being upon the right hand and the match, and the cigarette will seem to have suddenly appeared in the left hand.

You proceed to light the cigarette and then extinguish the match by blowing down the left sleeve, as we explained in Part I.

The appearance of the smoke in the tumbler is due to chemical means. In the beginning the saucer stands on top of the tumbler. In the saucer are a few drops of liquid ammonia; in the tumbler a few drops of hydrochloric acid. The precise amounts required must be found by experiment, as they depend upon the strength and quality of the chemicals used. (Perhaps we should mention that hydrochloric acid should be handled with care, although the warning may be wasted in these days of technical education.) After lighting your cigarette you lift the saucer and put it down on the table. Then you casually display the glass and invert it on the saucer. As soon as the two chemicals come into contact they begin to form a cloud of white sal ammoniac and moisture smoke. To prevent the formation of the smoke being seen, and the chemical nature of the trick disclosed, you immediately cover the tumbler with your pocket handkerchief.

Behind this handkerchief, in your pocket, rested your thumb tip and, as you took the handkerchief from your pocket, you obtained the tip upon the left thumb. When you have blown a number of clouds of smoke towards the glass, and your cigarette is reduced to half its original length, you double your left thumb into the palm of the hand and close the fingers upon the thumb tip. Then you withdraw the thumb alone, leaving the tip within the left fist. You take the cigarette from your mouth and thrust it, deliberately, lighted end first, into the left fist (and, secretly, into the thumb tip). You insert your right first finger and thumb within the fist as if to extinguish the cigarette and you thrust your thumb into the thumb tip and crush the cigarette within it. The cigarette is quickly extinguished and is then withdrawn, inside the thumb tip, upon the right thumb. The right hand is held with the first finger extended, as if to say: “ Attention,” and with the second finger tip touching the end of the thumb. The palm is towards the audience and the hand is plainly empty. The action adequately masks the thumb tip while being at once elegant and natural. All this time your eyes watch the left hand, which now begins a little rubbing movement, as though kneading the cigarette away. After a few moments the hand is opened to show that the cigarette has disappeared.

You uncover the glass to reveal the smoke and, in replacing the handkerchief in your pocket, you leave the thumb tip there.

 



There you have a trick very much in the modern manner .... the cigarette produced “ from nowhere” and the straightforward presentation without any assistance from the audience. The conjurers who entertained our grandfathers took every opportunity to let members of the audience take part in their tricks and borrowed their properties from the audience instead of producing them from the air.

By way of a change we give you next an old and famous trick called


THE RING ON THE STICK

which is not often seen nowadays but which, in spite of its simplicity, is well worth doing. It is found in the repertoire of nearly all the native Indian conjurers, who do it very well, and the celebrated Charles Bertram (the favourite conjurer of King Edward the Seventh) did not disdain it. You will find, with experience, that the simplest tricks are nearly always the best, their clean cut effects being easily followed, appreciated, and remembered by the audience. It requires a very great deal of experience to present a complicated effect without hopelessly fogging the audience so that they lose track of the course of events and are more muddled than astonished, more bewildered than surprised.

In the old books of magic and conjuring this trick is described with a wand used in place of a stick, but conjurers seldom use a wand today. Technically this is, perhaps, a pity, because the wand was very useful to the old conjurers, who used it very cleverly at times to conceal the presence of an object in the hand. These old conjurers thought nothing of producing an object as large as an orange from grandfather’s beard. This is how they managed it. Wherever they performed the old conjurers used their own tables which were fitted with nice little shelves at the back. They called this shelf the servante since nearly all the technical terms of the conjuring of that day were French ones. On the servante was the orange. On the table itself, its end projecting above the servante, was the conjurer’s wand, a neat little ebony stick with ivory or silver ends. Very occasionally the ends were real silver. Stepping up to his table the conjurer would scoop up the orange and grasp his wand, and remark that he required an orange. Walking down amongst his audience he would indicate grandfather with a wave of his empty hand and say: “ Here is a most infinitely obliging gentleman who has had the kindness to bring an orange with him.” He would place his wand smartly under his arm and with a “ Pardon me, Sir!” would plunge his hand into grandfather’s beard and slowly draw out the orange! The family would remember the occasion for forty years. Those were the days!

Instead of a wand you will use a thin stick two or three feet long, and you will also require a large silk handkerchief or scarf in one corner of which you have made a little pocket in which is sewn a cheap ring.

You begin by showing the stick, which you place under your left arm. You then borrow a ring, a man’s ring for preference, since it is more easily handled. Holding the ring between the right first finger and thumb you display the silk handkerchief between your hands, the corner containing the dummy ring being clipped between the right middle fingers. You apparently place the ring in the centre of the handkerchief and grasp it through the silk with the left hand. Actually it is the dummy ring in the corner of the handkerchief which you thus hold, the borrowed ring remaining finger-palmed in the right hand. With this hand you take the stick from beneath the left arm, sliding the ring on to the end of the stick as you do so. You will find it will require a fair amount of practice to do this deftly in one action, without any fumbling. You tap the ring through the handkerchief with the stick.

You ask some person to step forward for a moment and hold the ring, and you give it to him to hold through the handkerchief. You slide your hand, with the borrowed ring, along the stick to its centre and hold it horizontally beneath the handkerchief so that the ring is well covered by the hanging folds. You get two other persons to hold the ends of the stick, insisting that they hold it perfectly horizontally. This allows you to keep your hand on the stick and prevent a premature exposure of the ring.

When all is ready you grasp one corner of the handkerchief and, with a quick pull, draw it smartly away so that it brushes against the ring on the stick and sets it spinning, giving an excellent illusion of the ring having just arrived there.

 



We shall now give you a trick which has the appearance of requiring considerable dexterity while, in reality, it requires nothing more than neatness in palming or finger-palming. The properties are simple: three tumblers, a cone of stiff red paper, a cone of stiff white paper, a cone of stiff blue paper, and nine table tennis balls, three of which have been painted red, three blue, and the other three left white. After this narration of colours you will not be surprised to know that the trick is called


THE PATRIOTIC BALLS

The paper cones are simply twisted sheets of stout coloured paper, and they are stood in three tumblers, in a row, with the points of the cones towards the audience. The balls are arranged on the table in front of the cones, each set of three balls before the cone of the same colour.

The trick may be presented as an observation test, the audience being asked to observe all your actions closely and to try to state, at the conclusion, the position of the balls. The conjurer apparently puts the three red balls into the red cone, the white into the white one, and the blue into the blue one, but when the cones are inverted a red, a white, and a blue ball roll out of each.

The following series of movements will bring about this result:


1. Take a red ball and pretend to put it into the red cone but, as soon as your hand is behind the point of the cone, finger palm the ball and flip the inside of the cone with your fingers to simulate the sound of the ball dropping into it.

2. Pretend to put a white ball into the white cone, but let the finger palmed red ball drop in instead, and finger palm the white one in its place.

3. Pretend to put a blue ball into the blue cone, but drop the finger palmed white one instead, and palm the blue one.

4. Pretend to put a second red ball into the red cone, but really drop the palmed blue one and palm the red one in its place.

5. Actually drop a white ball into the white cone (still keeping the red ball palmed).

6. Pretend to put a second blue ball into the blue cone, but really palm it and drop the red one instead.

7. Actually put a red ball into the red cone (keeping the blue ball palmed).

8. Pretend to put a white ball into the white cone but drop the blue instead.

9. Actually drop the last blue ball into the blue cone, keeping the second blue ball palmed.

10. Grasp the red cone by its top, the fingers, and the finger palmed blue ball, inside the cone, lift it out of the tumbler in which it stands and turn it over so that the balls roll out, letting the palmed blue ball roll out with the red and the white.

11. Invert the white cone in the same way, showing red, white, and blue balls.

12. Do the same with the blue cone.


A program of magic should have plenty of variety, and after a sleight-of-hand trick you can very well follow with one using a certain amount of apparatus, such as


THE CELEBRITY TRICK

which we will now describe.

This is how the audience will see it. The performer first shows, one by one, nine postcard photographs of celebrated persons, which he gives to one of the company to hold. An ordinary photograph frame is then shown, and taken to pieces, demonstrating that it contains, simply, a back, a glass, and two sheets of white card. The frame is reassembled, wrapped in a sheet of brown paper, and given to another spectator for safe keeping. A packet of small cards, each bearing the name of one of the celebrities, is dropped into a little bag and shaken up. One of the cards is drawn from the bag. The portrait of the celebrity whose name appears upon the chosen card disappears from the batch of postcards and reappears in the frame.

The trick is capable of a good deal of variation to suit the tastes of different audiences. It need not be confined to portraits of celebrities but all kinds of pictures may be used. There are three things to consider: the disappearance of the postcard, its reappearance in the frame, and the “ choice” of the celebrity. We have written “ choice ” in quotation marks because we think you may have guessed that it is a question of “ Hobson’s choice.”

The disappearance of the postcard is brought about by four minute pellets of wax on the back of one of the other portraits. A special “ conjurers’ wax” can be purchased from the conjuring shops which is admirable for this purpose, but a soft beeswax, or even ordinary soap, will do very well. Place the card that is to disappear fourth in the pile of postcards and the card with the wax pellets upon its back, third. Show the cards one by one, counting them, calling the names, and dropping them face downwards on to your table. The one that is to disappear will thus fall face down upon the wax pellets. Pick the cards up, place an elastic band around them, and hand them to the assisting member of the audience, squeezing them together as you do so, to make the card adhere to its waxed neighbour. When, later, you count and display the cards again, by dealing them one by one on to your table, the double card will be dealt as if it were one, and the “ vanish ” will be accomplished. The elastic band placed round the packet of cards will effectively keep a meddlesome assistant from looking through it.

The frame in which the portrait reappears is quite unprepared and any frame with a removable back may be used. The frame contains two pieces of white card upon one of which a duplicate of the postcard that is to vanish is mounted. At the beginning the cards are in the frame with the portrait in between them. There is also, unknown to the spectators, a third piece of white card just large enough to fit in to the front of the frame. This piece of card is covered on one side by a piece of thin transparent celluloid and on the other side with a piece of brown paper to match the paper in which the frame is brought forward. In performance the brown paper parcel is placed upon the table and opened. The frame is picked up and shown, the celluloid fake being left lying upon the paper, where, because of its brown paper backing, it rests unperceived. The frame is put down upon the paper and taken to pieces. First the back is shown, then the two white cards together, then the glass, and, finally, the frame itself. In reassembling the frame the white cards are replaced separately, the one bearing the portrait being replaced first, with the portrait looking through the glass, then the second card is replaced, and finally the back. The frame is then picked up with the celluloid fake in front of it, and shown. The celluloid resembles the glass and the fake makes the frame appear to be still empty. The frame is then wrapped in the paper again and given to someone to hold for a while. Later the frame is taken from the paper (leaving the fake lying face down and imperceptible upon it) and is shown with the portrait in place.

We must now explain how it happens that the portrait is always the one selected, how the selection is “ forced,” as conjurers say. The little bag in which the cards are shaken up is not so simple as it seems, being, in fact, divided into two compartments by a partition across its width. It should be about nine inches square and be made of fairly thick material such as stout flannel, for example. In one of the two compartments are nine cards each bearing the name of the same celebrity it is desired to “ force.” The cards which the conjurer displays, bearing different names, number only eight, and there is no card amongst them bearing the name which will be forced. These cards are dropped into the empty compartment of the bag and the bag is thoroughly shaken. In presenting the bag to the spectator it is held so that the compartment holding the different names is closed and the “selection” is made from the cards which are all alike. When the card has been drawn the conjurer thrusts his hand into the bag, takes out eight “ all different ” cards and tosses them on to the table. The bag he folds up and puts aside.

It only remains to consider the presentation. An important thing to remember when performing a trick of this kind before an audience of any size, is to get the people who will assist to do so upon the platform, where they can be seen by all the others. Avoid going down into your audience, especially in a large hall. You will begin, therefore, if performing in a hall, by asking for two people to step upon the stage to assist you. In a performance before a small company it will be sufficient to ask two people to draw their chairs forward where they can be seen readily by all the company. Then you display the postcards, count them, call the names, place the elastic band around them and hand them to one of the assistants, pressing them firmly together as you do so.

Next you open your brown paper parcel and show the frame. You undo the frame, show all the parts, and re-assemble it. You show it once more, apparently empty, wrap it up in the paper again, and hand it to the second assistant to hold.

You then display the small cards bearing the names ana allow the assistants to see that they are all different. But you must NOT ask them to notice this point. To mention that the cards are all different would be to suggest to them the possibility of cards being all alike, which is the last thought you desire to put into their heads! Drop the cards into the bag, shake them up, and have one “ selected,” asking the chooser to conceal the name from you for the moment. Remove the eight different cards from the bag, show them to the assistant, the name on the top one showing, and say to him, “ I am glad you did not chose So-and-So.” (Oh, wicked, wicked !) Place cards and bag aside.

Take the postcards from the assistant and ask him to announce the name of the celebrity he has chosen. Make a “ pass,” as impressively as you are able to, from the post-cards towards the frame, and then count the cards on to the table, calling their names as you do so. The selected card has vanished!

Take the brown paper parcel from the other assistant, place it on your table and undo it. Pick up the frame and show it to the spectators, with the selected protrait successfully within.

 



Should you feel indisposed to use so much “ apparatus ” as the frame we have described, you may substitute for it


THE NEST OF ENVELOPES

making the selected postcard pass into the innermost of a nest of three. The procedure appears to be very fair. The performer shows a large envelope. Opening it he removes a second envelope, considerably smaller. Inside that, in turn, is a third one, just large enough to hold a postcard. This envelope he hands to a spectator to inspect and seal. After putting the spectator’s initials upon this smallest envelope the performer seals it in the larger which, in turn, he encloses within the largest. In spite of all this the chosen postcard passes into the sealed and initialed envelope.

The secret lies in a fourth envelope, a duplicate of the smallest one, already sealed, with the second postcard within it. This extra envelope lies with its duplicate within the one of middle size. The envelopes should be of good quality, perfectly opaque, and each one a good deal larger than the one intended to go inside it.

In performance you open the nest and hand a spectator the smallest envelope, asking him to examine and seal it. You take it from him and slide it into the larger one, but immediately check yourself and draw it half out again. You will recognize the “ afterthought ” again and realize that it is the duplicate envelope containing the postcard which is drawn out this time. You ask the spectator for his initials which you write in bold letters upon the envelope, which you then seal within the larger one.

When, later, you open the nest of envelopes, you take care to hand the spectator the correct one and ask him to verify the initials upon it!

 



You will have to spend another quarter or two at a conjuring shop before you can do our next trick, one of the “ classics ” known in England as The Egg and the Handkerchief and in America by the more distinctive title of


KLING KLANG

because of the sound the egg makes against the sides of a tumbler into which it is placed in the course of the trick. You will need two of the small silk handkerchiefs conjurers use, each fifteen inches square, and a bottomless tumbler. A bottomless tumbler is not, as you might suppose, a drinker’s dream of unlimited “ booze,” but a tumbler from which the bottom has been removed with a glass cutter so that, unlike most tumblers, it has both an entrance and an exit. We suggest that you use white silk handkerchiefs so that you can wear one in your coat pocket as if it were an ordinary article. Actually, conjurer’s handkerchiefs are made from thin Japanese silk, or imitation silk, and have very small hems, so that they can be folded or compressed into a very small amount of space. You will also need a real egg, a table tennis ball in the side of which you must cut a half inch hole, and a cylinder of stout paper or cardboard large enough to go over your bottomless tumbler and about two inches taller. Pasted inside this cylinder at one end is a small tube just sufficiently large to hold the second silk handkerchief when it has been carefully folded and pleated into a small parcel. All this is illustrated in Fig. 13.
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In the beginning the bottomless tumbler, covered by the cardboard cylinder and with one of the silk handkerchiefs packed into the inner tube, is on your table. The second silk handkerchief is in your breast pocket with the table tennis ball behind it. The hole in the ball is uppermost so that when you take the handkerchief from your pocket you can slip the tip of your second finger into the ball and bring it out of the pocket behind the silk. The egg is in your right coat pocket where you can easily obtain and palm it in your right hand. Simply let it lie within the half closed fingers.

You can begin the trick by producing the egg from beneath a boy’s chin just as the old conjurer used to produce the orange from grandfather’s whiskers, as we described in “ The Ring on the Stick.” Read our description of that feat again and remember to reach out first with the left hand, so as to attract the attention of the spectators to that hand, and then produce the egg with the other one.

Now remove the cardboard cylinder and casually display the tumbler, holding it with the hand cupped around the base so that the fingers mask its bottomless condition. With the glass held thus, tilt it sideways and slide the egg into it. Rock the glass so that the egg taps against the slides and produces the characteristic “ Kling, klang.” Pick up the cardboard cylinder and drop it over the tumbler as the latter stands upon your hand. Lift the cylinder an inch or two to show the egg once more and, as you replace it, push the folded silk out of the inner tube with your forefinger, so that it falls into the tumbler on top of the egg. Now grasp the cylinder from the outside, gripping the tumbler through the sides of it, and pick up both together. The egg slides through the bottom of the glass and rests on the left fingers which simultaneously close a little to hide and to finger palm it. The back of the left hand is turned towards the spectators as the right hand carries tumbler and cylinder away and puts them on the table. There is no real difficulty about the manoeuvre, but it must be practiced assiduously to get the correct TIMING.

You now draw the white silk handkerchief from your pocket, bringing out the table tennis ball also, on the tip of the second finger. You bend the second finger inwards and place the ball in the right palm. You then wave the silk handkerchief in the air, keeping the back of the hand always towards the audience, and work the handkerchief gently into the ball with the tips of the second and third fingers. If this is well done the handkerchief will appear to gradually diminish and fade away as it is waved in the air. When the silk handkerchief is almost totally within the ball you bring the left hand up to the right and put the egg in front of the ball. You open the hands slightly to show the egg, keeping the ball behind it, then grip the ball in the left palm and drop that hand to the side again, leaving the egg in the right hand. Display the egg freely and then hand it to one of the spectators, who will be surprised to find that it is a real one.

Turn back to your table, lift the cylinder, and show the handkerchief in the tumbler. Replace the handkerchief in your breast pocket and, as you do so, drop the table tennis ball into one of the other pockets.

 



It is rather a pity that one very seldom sees, nowadays, a trick with a borrowed ring, and we give you next a modernized version of an old trick that is at once extremely effective and full of humour. We will call it


THE LOST RING

The performer begins by giving to a member of the audience for “ safe custody ” a box which he calls his “ jewel box.” It is simply a cardboard box tied up with red tape. He then borrows a ring from one of the ladies, which he wraps in a square of tissue paper, and warms with a lighted match, as he announces his intention of passing it into the “ jewel box.” There is a sudden flash of fire and the paper disappears — the ring also. Opening the “jewel box” the performer takes from it a matchbox, inside which, he says, is the lady’s ring. Opening the box he takes out a little paper parcel within which is a ring with a huge “ emerald,” which he offers to the lady but which she promptly disowns. He replaces this ring in the matchbox and takes another from the “ jewel box.” This matchbox proves to contain a ring with a huge “ ruby ” which the lady also refuses to acknowledge as hers. All the matchboxes in the “ jewel case ” are opened in turn, revealing an astonishing collection of “ magnificent jewelry ” . . . . but not the lady’s ring! The boxes are placed together on the table and one is chosen by the audience by a process of elimination. This box is opened by the lady and in it she finds her ring.

We will now describe the various properties and their disposal. The collection of imitation rings may be dispensed with but it adds much humour to the trick and without it the business of showing the matchboxes empty would be very tedious. The rings can be obtained, either from a five and dime store, or a costume jewelry shop, and you will need ten of them, as preposterous as possible. You wrap each one in tissue paper and put it into an empty matchbox. These, in turn, you put into an ordinary cardboard box which you tie round with red tape. In your right trouser pocket you place an eleventh matchbox with its drawer half open, and in the upper part of this same pocket you fasten the little holder for the production of a lighted match which we described on an earlier page.

You next take three pieces of flash paper, each about three inches square. One of these pieces you roll into a tight “ wick ”and twist into a circle. You then wrap it in one of the other pieces to make a little dummy packet which will roughly resemble a ring wrapped in paper. You put this dummy packet into a convenient pocket with the third piece of flashpaper, and you are ready to perform.

You first give the “ jewel box ” to some one to hold and then you ask for the loan of a ring. You take out your little piece of flash paper and also the dummy packet, and hold them in your left hand with the dummy underneath, unseen. You take the ring and place it on the piece of paper which you fold around it to make a packet like the dummy one. You transfer both packets to the right hand, turning them over as you do so to bring the real packet underneath the dummy. Then you put the dummy packet alone back into the left hand while your right hand goes without haste into your trouser pocket. You put the ring packet into the matchbox, close the box, and then pull the lighted match from the pocket. With this you flash off the dummy packet . . . . and the ring has disappeared!

You ask the man who holds the box if he heard the ring arrive within it and, while talking to him, you casually put your hand into your pocket and finger palm the matchbox. Taking the “ jewel box ” from the holder of it you put it on your table and leave the palmed matchbox behind it.

You now open the box and remove the matchboxes, one by one, displaying the contents and asking the lender of the ring if each one is hers. You can get a great deal of fun from this, especially when she disowns a particularly gawdy monstrosity and you ask her if she is quite sure it is not her ring. After showing each ring you replace it in its matchbox and you toss the boxes carelessly upon the table by the side of the “ jewel box.” When all the rings have been shown you pick up the “ jewel box ” and place it aside, and the eleventh matchbox which was behind it is thus, imperceptibly and easily, added to the others.

You now ask the lady if she is sure she would not like to have one of the rings in exchange for her own! When she refuses you ask if she would take half the rings for hers and you divide the matchboxes into two heaps, one of five and one of six, taking care that the box with the borrowed ring (of which you must never lose sight) is one of the five.

Turn to the man who held the “ jewel box” and ask him to choose one of the heaps, “ this one or that.” If he chooses the heap of six say, “ Good. We will put those back then,” and pick them up and drop them into the “ jewel box.” But if he chooses the heap of five you say, “ Very good, we shall not need the others then,” and still you pick up the heap of six and drop them into the box.

The five remaining boxes you arrange in two sets, of two boxes and three boxes, the borrowed ring in one of the two, and say, “ Which now, two or three?” If he replies “ Three,” you gather them up and drop them into the “ jewel box,” then you pick up the other two and hand them to him. But if he replies “ Two ” you simply pick up the two boxes and hand them to him, asking him to hold one box in each hand and noting with which hand he holds the box that contains the borrowed ring. (You may have this box marked, if you wish, in some inconspicuous way, but so that you can always recognize it.)

You turn to the lady and ask her to choose one of the boxes the gentleman holds. If she chooses the one that does not contain her ring you take it from the man and toss it into the “ jewel box ” and ask him to open the other one. If, on the other hand, she chooses the box that does contain her ring, you ask the man to hand it to her and allow her to open it herself and recover her property.

Thus all ends happily, whichever way they choose, by means of the famous “ conjurer’s choice ” of which you should make a careful note, for it can be used in many other ways in many other tricks.

 



After the expense to which we put them in the last trick our readers, especially those inclined to thrift, will welcome a trick which costs practically nothing. It is a trick with paper that is probably of Japanese origin but which, for some inexplicable reason is always called


THE AFGHAN BANDS

The performer shows a long strip of paper the ends of which have been pasted together to form a band or ring. He cuts the ring, lengthwise with a pair of scissors, cutting right round the circle and making of it, as might be expected, two separate bands. He does exactly the same thing with a second band but calls the attention of the audience to the fact that this time he utters a magic word as he cuts the band, with the result that, instead of two single bands, he makes two which are linked to each other. He cuts a third band in the same way, but this time he utters a different word, and at the conclusion of the cutting he has one long band. The three results obtained are illustrated at A, B, and C in Fig. 14.

The secret lies entirely in the fabrication of the bands which are made from strips of newspaper about two inches wide and at least four feet long. The first band, which divides into two equal rings, is exactly what it appears to be, a plain straightforward ring. But in joining the second band one end of the paper strip is turned over, once, before it is pasted to the other end. In joining the third band one end is turned over twice before it is fastened. Provided the bands are not too short the twists will not be noticed . . . which is why we have given you the minimum length of four feet.
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As to the magic words, you will find two old favourites, ABRACADABRA and ALDIBORONTICOFOSCOFORNIO, as effective today as ever they have been.

 



We come now to a trick of a very different kind, of a kind of conjuring which has become rather popular of late years under the general name of “ mental magic,” the devotees of which call themselves “ mentalists,” an unhappy choice which, always, irresistibly reminds this writer of mental institutions. We will call the trick


THE MYSTERIOUS ADDITION

It is a trick that can be accomplished in many different ways and presented, also, to produce different effects. We will describe it to you, first, as a prediction effect.

First the performer writes a prediction upon a scrap of paper, which he folds and leaves in some prominent place. Four members of the audience each give him a four figure number, which he writes upon a piece of paper, a card, or a scribbling pad. A fifth member of the audience adds the column of figures so formed. The prediction is opened and read, and found to tally with the total of the sum.

Exactly the same procedure can be used to present the trick as an experiment in mental control, instead of a prediction. The performer declares himself able to control the thoughts of the persons he selects, so that they are compelled to give him the numbers he wills them to, numbers which eventually add to the total he has already written.

The reader is, by this time, sufficiently acquainted with our subject to realize that the total is “ forced ” in some way. Actually the figures given to the fifth person to add are not those dictated by the first four but another set of figures previously written by the performer, and the total of which he knows. There are various ways of achieving this result.

One method is to have a pad of small sheets of paper or a pile of small cards. You write your sum, the total of which you will predict, on the bottom card or sheet of paper. The figures furnished by the spectators are written upon the top card. As you approach the fifth person you turn your pad, or pile of cards, over, so as to bring the prepared figures uppermost, and hand the new top card, or piece of paper, to the fifth person for addition.

Another method is to have a little bundle of slips of paper held together by a broad rubber band. The figures given by the spectators are written upon the pad as shown in Fig. 15, two lines being drawn beneath them. The piece of paper is then removed from the pad and handed to someone for the addition of the figures. The secret lies in the fact that the top sheet, upon which the figures have been written, is only half a sheet. It is held in place by the rubber band, which also conceals its bottom edge. This half sheet hides the performer’s own figures, which are written on the top half of the second sheet. It is upon this second sheet that the two lines for the total are drawn. The left thumb holds the half sheet in position while the right hand grasps the bottom of the second sheet and draws it off the pad.

[image: e9780486163093_i0017.jpg]

FIG 15



A third method, which we believe was originated by the Author of this book, and has never been published before, is to write the four sets of figures on the margin of a newspaper, which is then torn off and handed to the fifth spectator for the figures to be totalled. The performer’s figures, which add to the total he intends to “predict,” are first written in the bottom margin of page two of the paper. The spectators’ figures are written, as they are given, in the side margin at the bottom of page one. The corner is then torn off the paper. This corner will bear both sums, one on each side, as illustrated in Figs. 16 and 17. The margin bearing the performer’s figures is torn off and given for addition while the rest of the corner is carelessly crumpled up and flicked into the fire or dropped into the performer’s pocket. The use of a newspaper to jot down the figures gives an appearance of improvisation which is particularly disarming.

[image: e9780486163093_i0018.jpg]

FIG 16



[image: e9780486163093_i0019.jpg]

FIG 17



Frequently used in conjunction with the last trick is another called


THE SLATE TRICK

in which words, figures, or designs, appear mysteriously upon a slate previously shown void of any kind of inscription. This is a trick which was once very generally used by spurious spirit mediums (on dit) and was “adopted ” by conjurers. Although slates have long since ceased to be used by any one else they still figure at times in conjuring performances.

There are many methods of making writing appear upon a slate, far too many for us to discuss them at all fully in this Handbook. We will content ourselves with giving you one or two of the best methods with a “flap” slate. This is a slate fitted with a sheet of slate coloured cardboard or plastic which lies within the frame and can therefore cover anything written upon the slate itself. A flap slate may be purchased at a conjuring shop for a few quarters or a few dollars. The expensive models have flaps which “lock” within the frames and can be given for examination by the audience. The cheap models are made throughout of cardboard. Something in betweeen the two is really needed, such as one made of real slate, with a plastic flap, for instance.

The commonest method of using the slate is to write upon it the words or figures which are to appear and to conceal the writing with a flap which has been covered on one side with newspaper. The slate is first shown blank on both sides. A sheet is then torn from a newspaper and the slate is wrapped in it. But, before wrapping, it is put down for a moment upon the rest of the newspaper and, when it is picked up again, it is taken without the flap, which is left lying upon the newspaper, unperceived because of the piece of paper pasted on its back.

Another procedure is to put the writing upon the flap and to add this to the slate when wrapping it up. Each procedure has its own strong points; in one the slate may be handed to the audience after the appearance of the writing and in the other it may be examined before the writing appears.

Another procedure is to use with the slate a large “window” envelope, that is to say, an envelope with a large opening cut in its face as shown in Fig. 18. The envelope should be just large enough to contain the slate, and the back of the flap is covered with a piece of paper cut from the front of another similar envelope. The words or figures required are written upon the slate and covered by the flap. In presentation the slate is shown and the initials of a spectator are written upon the slate, not, of course, upon the flap side. The slate is then put into the envelope. The spectators see the slate slide into the envelope and the initials are plainly in view all the time through the “window.” After some hocus pocus the slate is drawn out of the envelope and the flap is left within it, where, because of the matching paper upon its back, it cannot be seen.
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Naturally the reverse procedure may also be used. The flap may be in the envelope at the start, unnoticed because of the paper upon its back matching the inside of the envelope. The flap bears the figures or words to be produced. The slate may be inspected by the audience and then put into the envelope, to be withdrawn later with the flap in position.

You will understand that when the Slate Trick is done in conjunction with “The Mysterious Addition” the presentation must be altered. It is no longer a question of a prediction but of the production of mysterious writing revealing an unknown total. You would first show your slate and wrap it up or put it into the envelope, not forgetting to put with it a small piece of chalk. Spirits cannot write without writing implements. Then you will get your figures written and give them to someone to total. That person will be asked to concentrate all his mind upon the total reached, which will then be “precipitated” upon the slate.

There is another method of producing slate writing which uses two ordinary slates without any flap, but as it can also be used to produce figures or writing on ordinary pieces of cardboard, and as we think this procedure much to be preferred, we will describe it in that form, dubbing it, for identification,


THE INVISIBLE SCRIBE

This trick can be presented in conjunction with “The Mysterious Addition” or a name may be forced with counters, as we described in “The Celebrity Trick.” We would also mention another procedure for forcing a two figure number, such as forty-four. You hand a piece of paper to one of the spectators and ask him to write on it a single figure. You take the paper from him and hand it to another person, asking him to write a second figure beneath the first. As you take the paper from this person you glance at the two figures and mentally add them together . . . . let us say they are eight and six, totalling fourteen. You pass the paper to a third person who, we will suppose writes a five, making the total nineteen. A fifth writes nine, bringing the total to twenty-eight, and a sixth adds another eight, making it thirty-six. As this is less than nine short of the total you require you stop, because the addition of another number might exceed your figure, and say “I will ask someone else to total these figures” and, apparently, you simply draw two lines beneath them and hand the paper to another person. Actually, however, you quickly add an eight to the column of figures, to make the forty-four you want, and then draw the lines beneath it for the last spectator to insert the total.

We will now return to the pieces of cardboard upon which we shall produce our writing. They may be as small as postcards or as large as posters, but we will suggest pieces about the size of a sheet of business writing paper. Both sides of the cards should have the same appearance. With a blue crayon pencil write the figure 44 boldly upon one of the cards and in the top left hand corner of it write a small, but not too small figure 1. Place this card on top of the other with the writing face downward and put a rubber band round the cards to hold them securely.

If you will follow our description with two cards, or even two pieces of paper, in your hands, you will understand it more easily. Pick up the two cards and show them on both sides and remove the rubber band. Take the top card and place it underneath the other, taking care not to allow the spectators to catch sight of the figures written on the underneath side of the card. In the upper left hand corner of the card that is now uppermost write the figure 1 with your blue pencil and show it to the spectators. Grasp the card by its left hand bottom corner, lift it, turn it over, and slide it beneath the other card. Write the figure two in the upper left hand corner of the card that is now on top and show it to the spectators. Grasp this card also by its left hand bottom corner, lift it, turn it over, and slide it beneath the other card, taking care that the figures on one side of it are not seen. Write the figure three in the upper left hand corner of the card now on top, and show it to the spectators. Grasp this card in the same way by its left hand bottom corner, lift it, and turn it over without sliding it beneath the other card. Alter the 1 that is written in the upper left hand corner of the card now on top into a 4, and show it to the spectators. Now spread the two cards a little so that the 1 on the corner of the bottom card can also be seen. Then turn the cards over and show the 2 and 3 on the opposite corners. Square up the cards, place the rubber band around them, and hand them to someone to hold.

Proceed with the writing of the figures on the piece of paper and their addition. Ask for the total and, taking your blue pencil, pretend to write the number in the air above the cards. Remove the elastic band and reveal the appearance of the total on the card.

This business of mysterious writing upon slates naturally brings to mind another trick said to have once been popular with fraudulent mediums and generally called


THE BILLET READING TRICK

We will give you a method suitable for presentation by a conjurer.

A number of small pieces of paper are handed round the audience with the request that very brief questions be written upon them. The writers are asked to write their initials plainly beneath their questions and to fold their papers into four with the writing inside. The slips are collected and shaken up in a hat and the performer, taking them out one by one and holding them to his forehead, “divines” the initials of the writers and answers their questions.

The slips of paper should be about two and a half inches long and two inches wide. The paper should be fairly stout and each slip should be previously folded into four and unfolded again. The writers of the questions, when they fold their papers, will naturally follow the original folds, and all the papers will be of the same size and of the same general appearance.

If you will take a slip of paper of the size we have indicated and fold it into four you will find that, if you clip it between your first and second finger tips by the corner that is actually the centre of the paper, you can open the paper completely with one movement, by inserting the tip of the thumb beneath one thickness of paper at the opposite corner and pressing the paper flat against the fingers. The illustration, Fig. 19, should make this quite clear . . . the tip of the right thumb is just about to be thrust beneath the uppermost corner of the folded paper, at the point marked X. This movement of opening the paper with one hand must be practised until it can be done very quickly and very surely.

As the performer collects the folded papers from the writers of them, who are asked to drop them into the hat themselves, he shakes the hat vigorously to mix them up. When nearly all the slips have been collected he shakes the hat a little too vigorously, so that some of the slips are shaken right out. He picks the slips up and drops them back into the hat, but, in doing so, he quickly opens one of them with the movement described above and leaves it, open, in the bottom of the hat. As he collects the remaining slips he takes the opportunity to read the writing on the opened slip.
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Returning to the platform he puts the hat upon his table and takes from it one of the slips (not the one he has opened) and holds it to his forehead. He asks the writers of the various questions to concentrate their minds upon them. Closing his eyes he begins, as dramatically as possible, to “divine” the initials on the slip, actually naming those written upon the open slip within the hat. He is careful, however, not to be too certain of them, nor does he next give the words of the question but takes care to reply to it somewhat indirectly so as not to give the impression that he reads the actual question.

Let us suppose, for instance, that the initials on the slip lying open in the hat are “H.V.J.” and the question itself is “Who will win the Boat Race?” The performer, with an air of considerable strain, says something like this: “I get an impression of the initials H and . . . something not quite clear . . . and a .... is it a J? . . . Concentrate please! Would it be H.Y.J.? No! H.V.J. ! . . Is that right? Thank you. Concentrate on your question please. Something to do with water isn’t it? I see a newspaper headline . . . it reads, ‘Cambridge’s Great Victory’ . . . Does that answer your question?” ...

At that point he opens his eyes, removes the slip of paper from his forehead, opens it, glances at it as if to verify his answer, and nods to himself with satisfaction as he carelessly crumples the slip and drops it on to the floor.

But in that brief moment he has memorized the initials and the question written upon that slip. He can now take another one from the hat and reply to it in the same impressive way. He repeats this process with three or four slips, each time answering the slip he has just read while holding another to his forehead. Finally, he brings from the hat the slip he first read, quickly folding it as he does so, and having apparently read that question also, he drops it to the floor with the others.

Generally the performer only reads a proportion of the questions, excusing himself from reading more because of the “great strain of concentration.” The number of slips that are actually read will depend upon the character of the audience and the amount of interest they show in the effect.

 



Another trick of a similar type is one we will describe under the title of


AUTOMATIC WRITING

You may have assisted in experiments in this kind of thing, which, at one time, was quite a popular fad. If not you may try one now. Place a sheet of paper upon the table before you and rest the point of your pencil upon it, as though to write, but do not let your wrist or forearm rest upon the table. Close your eyes and try to dismiss all thought from your mind and make it an absolute blank. After a while the pencil point will move, involuntarily, and begin to trace meaningless doodles upon the paper. This is as far as the Author has ever got but more . . . shall we say more gifted people sometimes succeed in producing more or less legible writing which, with the interpretation of a vivid imagination, may give a more or less intelligent message!

But we need not here discuss the fact or fallacy of automatic writing, we will simply use it for the mise en scene of an ingenious trick, the reproduction by alleged automatic writing of a word written upon a piece of paper by a spectator.

Upon a piece of paper about three inches square the performer draws a circle which he calls a “circle of influence.” He asks one of the spectators to write within the circle the name of any famous person, living or dead, and then to fold the paper into four. He takes the folded paper, tears it into pieces, drops the pieces into an ash tray, and sets fire to them. While he tells the audience of the remarkable results to be obtained by automatic writing he holds the point of his pencil in the smoke of the burning paper. Then, after a false attempt, he succeeds in writing the same name upon a small scribbling pad.

Take a piece of paper of the size we have described (about three inches square) draw a circle in the centre of it, and fold the paper twice. If you now tear the folded paper, first into halves and then into quarters, you will find that practically the whole of the circle and, consequently, the name written within it, will be left upon one of the quarters. All the secret of the trick is there. When you receive the folded paper from the writer of the name, you hold the centre portion, which bears the circle, between the right first finger and thumb. You tear the paper into halves, place the left hand piece upon the right, and tear again. It is then a simple matter to clip the centre portion between the tips of the first and second fingers and to drop all the other pieces into the ash tray.

In your right hand pocket you have a small scribbling pad and a box of matches. You put your hand into your pocket and quickly open the centre of the paper and leave it against the face of the pad. You bring out the box of matches and set fire to the pieces in the ash tray.

You hold your pencil in the smoke from the burning paper for a moment and then you take the pad from your pocket, with your right thumb holding the opened centre piece against the face of the pad. You quickly read the name within the circle and then you close your eyes and hold your pencil to the pad. After a moment you make a few convulsive scribbles upon the paper. You open your eyes, look at your “writing” and shake your head. You tear the scribbled sheet from the pad and crumple it up with the written corner within it and drop it into your pocket. You ask the writer of the word to concentrate more deeply upon it and you make another attempt, this time producing a scribble which can just be deciphered as the word that was written.

Practice to see how badly you can write the word and still make it just painfully legible, unless you are like some of the Author’s friends whose handwriting is always like that.

 



To return to a simpler type of conjuring, we will give you now a very effective little trick which we will call


THE TRANSPOSED HANDKERCHIEF

The effect of this trick is that the conjurer empties the matches from an ordinary box of “safeties” which he encircles with a rubber band and places in a prominent position. He tucks a small silk handkerchief into his hand, from whence it vanishes, passing invisibly into the match box.

There you have a small trick which has all the elements of success: it is simple in effect and easily followed by the audience and it uses ordinary everyday objects with which they are familiar.

You will need a piece of special equipment called a “Handkerchief pull.” This is a sort of egg shaped cup, generally made of aluminium, open at one end, attached to a length of cord elastic. It is worn hanging under the coat beneath the left arm, the elastic passing through the left armhole of the vest and then round the wearer’s back, to be fastened to one of the trouser braces in front of the right side. The length of elastic must be adjusted so that the cup of the pull will lie, when it is released, beneath the coat about six inches below the armhole of the vest.

In your left pocket you put two matchboxes, one half full of matches and the other containing one of the white silk handkerchiefs which you used in the trick, “Kling Klang,” which we have already taught you. The second handkerchief you wear in your breast pocket. The two matchboxes should lie in your pocket so that you can take them both out together with the one containing the matches on top. In your right coat pocket you have a small rubber band.

You begin by taking the two matchboxes from your pocket and holding them in your left hand in such a manner that the box containing the silk handkerchief is concealed, partly by the other box and partly by the fingers surrounding it. To make the concealment more complete you push the drawer of the upper box half open, showing the matches. Fig. 20 shows the position in which the boxes are held and how well the second box is concealed beneath the first. With the boxes held in this position you pull out the matches and drop them on to the table, and then, with your right hand, you close the box. Naturally, you do this by putting your thumb against one end and your fingers against the opposite end and squeezing it shut. The back of the hand and fingers completely hide the box for a moment. As the box shuts, the tips of the right thumb and fingers close upon the concealed box, and both boxes are raised a little so that the lower one now occupies the position in the hand previously taken by the upper one. Without making any attempt to palm the top box, but simply holding it by its ends between fingers and thumb, the hand moves straight to the right coat pocket, leaves the box there, and comes back with the elastic band. To the audience the conjurer appears to have simply closed the box and then taken the rubber band from his pocket. The band is put round the box, lengthwise of course, and the box stood somewhere where it is in full view.
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You now stand with your left side turned a little away from the audience and rest your left fist upon your hip. With your right hand you take the silk handkerchief from your breast pocket, toss it into the air, and catch it. While all eyes follow the handkerchief your left hand moves up a few inches, grasps the cup of the pull, and returns to its former position, fist on hip. You now turn to face the audience and bring your left hand in front of you at natural height and begin to tuck the silk handkerchief into it. Actually, of course, you push the silk handkerchief into the cup of the pull. When the silk handkerchief is completely within the cup you release the latter, allowing it to fly back beneath the coat, pulled by the elastic cord. But you continue for a moment or two the movement of tucking the silk handkerchief into the fist and you raise the latter shoulder high. You pause for a moment and then blow gently upon your hand and open it slowly to show that the silk handkerchief has disappeared.

You then invite a member of the audience to step forward and open the matchbox . . . . and to remove the silk handkerchief from the box.

Those of you who have some knowledge of conjuring will recognize here a great improvement on an old trick. In its old form the box of matches was “faked,” the matches could not be removed in full view of the audience (being, in fact, simply a false row of matches glued upon the bottom of the drawer) and the box could not be handled by the spectators . . . which is a point of considerable importance when one performs, as amateurs do, to small parties of one’s intimate friends.

 



We will describe here an excellent trick with a borrowed handkerchief, a modern, abbreviated, version of an old trick called


THE INDESTRUCTIBLE HANDKERCHIEF

in which you appear to burn a hole in the centre of a borrowed handkerchief and to magically mend it again. To perform the trick you will need the thumb tip which you have already used in “The Bill in the Egg” and “The Smoke Trick,” and a little piece cut from an old handkerchief, a circular piece a little more than three inches in diameter will do well. You tuck this little piece into the thumb tip in such a way that it may easily be withdrawn centre first, and you put the thumb tip in a convenient pocket until it is needed. In the same pocket you put a little box of snuff.

When the time comes, you put your right thumb into the tip and withdraw it from the pocket. You borrow a handkerchief (we advise you to use a man’s handkerchief as ladies’ ones are often so fragile) and you throw the handkerchief over your left forefinger so as to find the centre of it. You grasp the centre of the handkerchief with the right thumb and forefinger and remove the left hand from it, so that the handkerchief hangs corners downward. Now the left hand encircles the centre of the handkerchief and the right hand releases it, leaving the handkerchief hanging from the left fist. The right hand goes to the fist and pretends to pull out a little of the handkerchief Really it leaves the thumb tip in the fist and pulls up the little piece of cloth, which appears to be the centre of the handkerchief.

While this is being done you ask someone for a match (or you may take a lighted match from your pocket) and you remark about “a fact that few people seem to know; that handkerchiefs nowadays are made from a sort of fireproof material.” You hold the lighted match to the “handkerchief” as you continue: “They don’t burn.” As the piece of material catches fire you blow out the match and say; “Good gracious! This one does!” You blow out the flames and extinguish the glowing embers with finger and thumb, tucking the little piece back into the thumb tip and withdrawing the latter upon your thumb. You roll the handkerchief into a loose bundle with its centre inside it and put it down upon the table. Then you take the snuff box from your pocket and leave the thumb tip behind. Opening the box, you sprinkle a little snuff upon the handkerchief and, after a pause and a muttered incantation, you shake out the handkerchief and show it completely restored.

 



We have deliberately left to the end of our Handbook the famous trick which we mentioned at the beginning, the world’s oldest conjuring trick


THE CUPS AND BALLS

Which is performed with three metal goblets or cups and a number of small balls. It is a trick which, at the moment, is rather neglected in this country, but it is a trick which every amateur should learn to do, if only because it provides such excellent training in those two great virtues of the sleight-of-hand performer, Timing and Simulation. As, in addition, it is a trick which gives excellent scope for acting you will understand that its acquisition is a veritable education in conjuring. In France it enjoys great popularity and no French performer would deem himself worthy of the name of “prestidigitateur” if he could not perform “le Jeu des Gobelets.” It is the principal stock in trade of the Egyptian “ gilly gilly ” men who astonish the tourists in the land of the Nile. A celebrated Iranian performer, long resident in Paris, Medjid Kan Rezvani, has made known to European conjurers the version of the trick favoured by the “ magicians ” of his native land, which uses large metal or china bowls and little bundles of cloth in place of balls. Akin to this version is the one performed by the itinerant conjurers of India, who use little wooden bowl-shaped cups each with a foot by which they are always handled. Still farther east the Japanese conjurers revert to the shape of the European cups of goblet type, but make them out of thin wood and paper instead of metal. Which brings us back home to certain English conjurers who use plastic beakers, paper picnic cups, or old ice-cream containers. These seeming practicalities add nothing to the effect and we advise the reader to purchase a proper set of cups worthy of the dignity of this classic of legerdemain.

But, to learn the trick, the reader can use with advantage three ordinary tumblers whose transparency will permit him always to see what is transpiring, and for balls he may use rolled up pieces of paper. Later he will be able to select his cups and balls with some knowledge of what he is purchasing.

Our predecessors in conjuring appear to have used nutmegs for balls and the French conjurers still call their balls “ muscades.” It is possible that oak apples were also used. Little cork balls were later introduced and are still largely employed, but balls of sponge rubber (cut from rubber bath sponges) were “ discovered ” twenty or thirty years ago, and are very popular, since they are extremely easy to use. Nearly all versions of the trick finish with the production beneath the cups of a number of large balls, or other objects of convenient size, such as apples, oranges, onions, tomatoes, small clockwork toys, live birds . . . the list is limited only by the ingenuity of conjurers, which seems to be without limit.

The sleights with the cups and balls are many and we shall only give you a selection of the simplest and the best. Later, when the trick has taken your fancy, as we know it will, you can read some of the many different books and articles written about the trick during the last four hundred years, and increase your knowledge.

First you must learn to conceal one of the small balls in your hand. The “ classic method ” is to “ palm ” it by gripping it at the root of the second and third fingers, as shown in Fig. 21. To get the ball into that position you pick it up between first finger and thumb and roll it across the fingers with the thumb, which holds it in position for a moment while the middle fingers open very slightly and then close again to grasp the ball. It is a method more suitable, in the Author’s opinion, to fleshy hands than to thin and bony ones.
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A second method is to hold the ball in the crook of the little finger as we explained in Part I and illustrated in Fig. 3. This method has been used by many celebrated performers but there is really little to choose between the two methods, each has its advantages and, perhaps, its disadvantages, and you may use both or either of them. Give each of them a good trial before making your decision.

The second thing to learn is to make a ball disappear from your hand, and this we have taught you already. You simply simulate the action of putting the ball into the other hand and, as you do so, you roll it to the root of the fingers or the crook of the little finger and conceal it there. We would once more remind you of the need to follow with your eyes the supposed passage of the ball and to keep your gaze upon the hand that is supposed to hold it while that hand moves away. The hand that conceals the ball must be held quite naturally and, if possible, used in some other action. After a moment the ball is commanded to disappear and the closed hand is slowly opened to show that the command has been obeyed. Do not imagine that it is a matter of great dexterity or of “clever sleight-of-hand.” It is simply a matter of Simulation, Timing, and, above all, of Acting.

The third thing to learn is to secretly introduce a ball beneath a cup. This is quite simply done by lifting a cup, with a ball concealed in the hand, and dropping the ball on to the table, beneath the cup, at the exact moment when the cup is replaced. This action you have already learnt in the trick of “ The Surprising Tumbler ” in Part I.

The fourth thing to learn is to apparently place a ball under a cup while actually keeping it palmed. One of the most effective methods is to first pretend to put the ball into the left hand while really palming it in the right. The right hand then tilts one of the cups as it stands upon the table, the left hand pretends to slip the ball beneath, and the right hand allows the cup to fall back into position.

Finally you should learn a little movement with the cups which the French conjurers call “ the gallop ” because, when it is done rapidly, it produces a noise like hurrying hoofs. A set of cups is so made that when they are standing one upon the other there is room for a ball, or two balls, between them. This is depicted in the sectional illustration, Fig. 22. Pick up the stack of cups by grasping the lowest one with the left hand. Grasp the uppermost cup with the right hand. With a very slight upward swing of the hands, take the top cup from the stack and place it mouth down upon the table. The ball within the cup, because of the little upward swing, remains within it and is carried away inside it. Repeat this movement, placing the second cup upon the first, with its ball carried within it because of the momentum of the little upward swing, and then place the third cup upon the second. Thus the stack of cups has been reversed, and the balls which were at first beneath the top and middle cups are now beneath the bottom and middle ones. To the spectators it appears that you have merely reversed the order of the cups and they are quite unaware of the balls within the stack. Practise this movement until you can do it with the minimum amount of upward swing and take care that it is indeed a little swing and not a jerk, which would attract suspicion.
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From these elements many different routines may be constructed when we reveal the additional “ secret ” that, while the performer appears to use only three balls he actually uses four, apart from the large balls produced at the end of the trick. If you read the old books on conjuring you will find some astonishingly long routines with the cups. We do not advise you to copy them for you are unlikely to find a modern audience who would be prepared to sit through such a tedious exhibition. It is better for your routine to be too short than too long, to leave the spectators asking for more, than wishing you had not done quite so much, and we will give you a routine of model brevity.

Commence with your three large balls (or your potatoes, tomatoes, or other objects) and three of your small balls in your left coat pocket. The three cups are nested together with the fourth small ball within the outer one.

Begin by displaying the cups and, with an action similar to that used in the “ gallop ” arrange them in a row upon your table, secretly leaving the hidden ball beneath the left hand cup. Take one of the small balls from your pocket and pretend to place it under the right hand cup, but really palm it in the right hand. Command the ball to pass from cup to cup and make a suitable gesture over them, with the right hand, the hand that palms the ball. Then, simultaneously, lift the two cups with both hands and show that the ball has passed. Replace the cups on the table leaving the extra ball under the right hand cup.

Pick up the ball that is on the table, apparently place it in the left hand (really palming it in the right) and offer to pass it under whichever cup the audience may select. If the right hand cup is chosen you simply vanish the ball and lift the cup to show that it has arrived, but if one of the other cups is chosen you first lift that cup and place it aside from the others, introducing the palmed ball beneath it as you do so, then you vanish the ball from your hand and apparently pass it under the selected cup. In either case the palmed ball is left beneath the chosen cup as the latter is replaced upon the table.

A second cup is dropped on top of the one that conceals the extra ball and the visible ball is put on top of it. The third cup is taken in the right hand and crashed down upon the other two. The three cups are immediately lifted all together to reveal the ball lying on the table. The effect is as though the ball was knocked right through the cups.

The “ gallop ” move is then made, stacking the cups again, and the “ knock through ” procedure repeated, after which the cups are ranged in line, with the galloping action, the extra ball being left under the right hand cup.

A second small ball is now taken from the left coat pocket and the two balls are passed, one by one, underneath the right hand cup. To do this you pretend to put one of the balls into the left hand but really palm it in the right hand. You vanish this ball and lift the cup to show the extra ball which was already beneath it. In replacing the cup over the ball you introduce the palmed one. You now vanish the second ball in the same way, and show two balls beneath the cup. You put the cup down on one side and leave the extra palmed ball beneath it.

The tempo of the trick should now be speeded up, lest it become tedious. Although to the expert there is a great deal of difference between the various passes that are possible with the cups, to the audience they are all very similar, simply small balls passing from cup to cup and place to place.

Put the two visible balls on top of the left and middle cups and take the third ball from the pocket. Apparently put this ball into the left hand but really palm it in the right, and vanish it with a throwing movement towards the right hand cup. Grasp the middle cup and, without lifting it from the table, tilt it rather violently so as to toss the ball that rests upon it into the left hand, which you hold beside it in readiness. As the cup returns to rest release the palmed ball so that it falls beneath the cup. Vanish the visible ball with a tossing movement towards the middle cup. Repeat the tilting movement with the third cup and vanish the third ball in its turn with a throwing movement towards that cup. Now lift the cups one by one, showing a ball under each one, and replace them over the balls. You will still have the fourth ball palmed in the right hand.

Say: “ Some people think I use more than three balls. They are right. Let us count them.” Lift the right hand cup, displaying the ball beneath it, which you count as “ one,” and replace the cup on the table beside the ball, leaving the palmed ball beneath the cup. Pick up the visible ball with the right hand, pretend to put it into the left hand but really palm it in the right, and apparently drop it into your left hand coat pocket. Repeat all these movements with the second cup, counting “two,” loading the palmed ball into the cup and pretending to drop the visible ball into your pocket. Do the same with the third cup, counting “three” but this time really put the small ball into the pocket and bring out, finger-palmed, in the left hand, one of the large balls.

Now lift the right hand cup, showing another small ball, counting “four,” and transfer the cup to the left hand, thus, automatically but secretly, introducing the large ball into the cup. Put the cup down with the large ball beneath it, put the small ball into your pocket, and bring out the second large ball in the finger palm. Lift the second cup, showing the small ball beneath it, which you count as “five,” transfer the cup to the left hand, placing it right over the large ball, put the cup down with the large ball beneath it, pick up the small ball and put it into your pocket, finger-palming the third large ball in exactly the same way as before. Load this large ball into the third cup in exactly the same way, and drop the “sixth” ball into your pocket. Then with a crescendo of “Seven, eight, NINE ” tip over the cups to show the three large balls.

Although it should at this stage be unnecessary to do so we will, nevertheless, remind you of the need to diligently practice all the movements and then to rehearse the whole routine before attempting to show it even to your friends. Do not be in a hurry to show it to them, learning the trick is very good fun, and it is almost impossible to give it too much practice.
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We regret that the time has come for us to leave you, although we could have continued on this fascinating subject for many more pages. We hope to meet you again in our companion Handbook of Card Conjuring.

Reading this book will have made you realize that conjuring is something more than mere quickness of the hand and that a knowledge of “ how it is done ” is not sufficient; you must also know how to do it. Let us recapitulate and bring together the general ideas you have gathered in the course of our Handbook.

First you should always remember that a conjurer is an entertainer, that conjuring is a branch of acting. While you are performing you will do your best to convince your audience that you are a person endowed with marvellous powers. When you have finished performing you will drop all pretence and admit that all is make belief. That is not to say that you will tell people how you produce your mysteries ... Heaven forbid! But you will freely admit that all is illusion and if, as sometimes happens, people refuse to accept your disclaimer and insist on crediting you with supernatural powers, it is no business of yours, you are not bound to try to convince them. As long as you do not foster their credulity you may rest with an easy mind.

Remember next that in sleight-of-hand timing is more important than quickness, deftness more valuable than dexterity. Remember also that a natural action will always pass without comment while an unnatural action will immediately draw the attention, and the suspicions of the audience.

Try to imagine, especially when you first practice a trick, that you really do the things that you pretend to do. You will be able then to produce a better imitation of a real magician, which is the object of conjuring.

Practice the details of all your tricks very thoroughly and when you can do all the necessary movements with the utmost ease rehearse the whole trick as one entity, talking and behaving as though you were appearing before an audience, even to the extent of bowing to acknowledge the imaginary applause! Do this, not once, but many times, until you know your trick thoroughly, from beginning to end, and can do it almost without thinking. Then arrange your tricks in sequence to make a programme and rehearse this programme as a whole (making sure that the requirements of one trick do not clash with those of another) and then finding out how long it takes to present your “ act.” Since beginners invariably go on far too long we would mention that a very fine conjurer may safely present a performance of thirty minutes’ duration in a drawing room, of fifteen minutes on a concert platform, and of ten minutes on the vaudeville stage. All others should keep well within those limits.

Remember also, that when you are performing upon a platform or stage you should keep there. Do not continually run down amongst your audience to have things inspected or handled. If you need members of the audience to assist you, get them to come up upon the stage and seat them comfortably there. Thus the people at the back of the hall will be able to see what is going on as well as those in the first three rows.

 



Were we to leave you at this stage you might with justice ask “ Where do we go from here.” So we will tell you a little about the world of conjuring.

You are aware, of course, that your conjuring education has not been completed by the study of this Handbook. You still have much to learn. First you might add to your repertoire a selection of card tricks taken from the Handbook of Card Conjuring. And, as your skill and experience increase, you should certainly attempt some of the classic feats of conjuring such as the Linking Rings, the Billiard Ball Trick, and others which we have not dealt with in this volume as they are at present beyond your skill.

There is a very well-organized conjuring world having its own papers, its own books, and its own clubs and societies. America does not lack for organized magical societies. There is the time-honored Society of American Magicians with its nationwide local Assemblies, and monthly publication, “ M.U.M.” The International Brotherhood of Magicians, with headquarters in Kenton, Ohio, embraces many local “ Rings ” and publishes an important monthly periodical, “ The Linking Ring.” A Magicians Guild has a large professional membership, and other worthy individuals seriously devoted to magic; the monthly Guild organ is “Genii, The Conjuror’s Magazine.” An independent magazine for magicians published quarterly in New York City is “ The Sphinx,” which has just celebrated its fiftieth year of publication. Numerous other magical societies and clubs scattered throughout the United States play an eloquent role as part of the “ grass roots ” of magic, some catering to different age groups, sexes, collectors, and other common interests.

You will find the conjuring world an excellent one, famous for its good fellowship and containing men of all ranks and races, creeds, colours, and occupations. There is one general qualification for entrance . . . . a love of good conjuring.
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PREFACE

THE scope of this book is very similar to that of its companion volume A Handbook of Conjuring and, while an acquaintance with that work is not essential, its perusal is recommended, since, although the technique of conjuring with cards is very different from that of ordinary conjuring, the principles of its presentation remain the same. This Handbook, like its companion, aims at illustrating those principles with a representtive selection of tricks which the amateur can perform without an excessive amount of practice, and will not require the reader to spend weary hours in the pursuit of excessive dexterity.

We would impress upon the reader the plain fact that the first aim of the conjurer is to entertain. If he will always remember that fact he will not go far wrong. For our part we shall refrain from including in this handbook any tricks which, however mystifying they may be, are boring, such as those in which the pack is four times dealt into thirteen heaps, and similar rigmaroles sometimes dear to compilers of books on card conjuring.

While pure dexterity with cards can, in the hands of a master, produce astonishing results, the majority of card tricks are effected by subtlety and misdirection more than by skill. The tricks themselves are often very simple and the art of the conjurer lies in dressing them up so that they appear to be miraculous. The beginner usually pays too little attention to this part of his business: neglects the dressing and spoils the trick. We shall clothe each trick in an appropriate costume and ask you to notice the skill with which the costume conceals the trick’s weak points ; how the dressing distracts the spectator’s mind from the fallacy which he must not be allowed to perceive.

 


LONDON, 1950

WILFRID JONSON




PART 1

“Why he does what he likes with the cards, — when he’s got’em, There’s always an Ace or a King at the bottom ”


THE Author of the Ingoldsby Legends was neither the first nor the last gentleman of the cloth to betray an astonishing knowledge of card conjuring. To have “an Ace or a King at the bottom ” or, indeed to have any known card there, is a great advantage to a card conjurer, as our first trick will show.

“ THAT’S IT ”

With a card that you know upon the bottom of the pack, you put it down upon the table and ask a spectator to cut it into two parts. Invite him to take a card from either portion and to show it to the company, without letting you see what card it is. When the card has been shown to all, ask the chooser to replace it upon either portion and note carefully upon which heap he does replace it, but do not let your interest in this point be apparent to the spectators.

If he replaces the card upon the portion that was previously the uppermost part of the pack, tell him to drop the other portion on top of it. Let him then cut the pack and complete the cut in card playing fashion.

But should he replace the card upon the other packet, the original bottom part of the pack, ask him to cut that portion and complete the cut, thus burying the selected card in that packet, to put the two halves of the pack together and to cut once more.

Perhaps we had better clarify this business of cutting for the benefit of any readers unacquainted with card playing practice. In games of cards the person who shuffles the pack places it upon the table before a second player who cuts by lifting off a portion of the cards and putting them down on the table by the side of the remainder of the pack. The dealer then completes the cut by picking up the original lower portion and placing it upon the other. So, when these actions are combined by one person, to cut and complete the cut one lifts off a portion of the pack and puts it down on the table. One then picks up the remainder of the cards and puts them on top of the other portion. Cutting the pack is often regarded as the great safeguard of the honest player against the crooked gambler, and many card players display a faith in the virtues of cutting which is not borne out by the facts, as will presently be clear to you.

But to return to our trick. Whichever of the two procedures outlined above has been followed, the practical result is the same, the original bottom card of the pack has been placed immediately above the selected card.

You now take the pack and turning it face upwards, spread it from left to right in a long overlapping row, so that the indices of all the cards can easily be seen. With a little practice you will find that, with a good clean pack of cards, you can do this with one swift and skilful sweep of the hand. Now you hold your forefinger an inch or two above the cards and say to the chooser of the card : “I will pass my finger slowly along the cards like this. When it passes above your card I want you to think to yourself ‘That’s it.’ Do not say anything, do not move a muscle, but every time my finger passes over your card simply think to yourself, ‘That’s it.’ ”

You pass your finger slowly along the row of cards from one end to the other and you look for the card you know, the original bottom one. The chosen card is the one below it, the one to its right in the row of cards. You do not pause when you reach it but carry on to the end of the row and say : “ I did not get it that time. Again please.” You carry your finger back along the row and a little way past the selected card ; then you pause and let your hand, with its pointing finger, swing in pendulum fashion, above the section of the row of cards in which the selected one lies. Then in a hesitant fashion you lower your finger and let it fall upon the chosen card.

In card conjuring one can often do more by intelligent planning and anticipation than by much sleight-of-hand and it would be a great pity if, at the conclusion of the preceding trick, one failed to take advantage of the fact that the cards are all spread out before you. So, before you gather them up you will remember the third and fourth cards from the bottom, that is from the right hand end of the overlapping row. Then you slip one finger beneath the top card, the card at the left hand end, and neatly gather up the overlapping row of the cards with one quick sweep of the hand. Much of the charm of good conjuring lies in the precision and dexterity with which the performer handles the cards and even such a simple action as gathering up the spread out pack can be done with elegance and distinction.


A MATHEMATICAL CERTAINTY

Knowing the names of the third and fourth cards from the bottom you put the pack down upon the table and ask one of the spectators to cut it into two heaps. When he has done so you ask him to touch one of the heaps. And here we come to an artifice often used in conjuring . . . . to apparently give a spectator a free choice when, in reality, whatever he may say the trick will take the same, premeditated, course. If the spectator touches the original bottom half of the pack you ask him to pick up that half, while you yourself pick up the other half. But if he touches the original top half you pick that up yourself, saying, “Very good. Will you take the other half then.” Notice that you do not ask him to choose one of the heaps but simply ask him to touch one of them.

You now ask the spectator to “do everything that I do. Will you count your cards first.” You count by dealing the cards one by one on to the table. The spectator does the same and as counting in this manner reverses the order of the cards, the two cards that you know were previously the third and fourth from the bottom will now be the third and fourth from the top of his heap of cards. Announce the number of cards in your heap and ask how many he has. Behave as if the matter was important. Actually it has nothing whatever to do with the trick but it is valuable “ misdirection.” Whatever number he announces ask him to discard one card. He will naturally discard the top one.

Ask him next to continue doing exactly as you do. Take the top card of your heap and slip it into the centre. Wait while he does the same. Take a card from the bottom and put it into the centre. Take a second card from the top and place it in your right coat pocket. Take another from the bottom and put it in the centre of the cards you hold. Take one more card from the top and put it into your left coat pocket. Put your cards down on the table. If the assisting spectator follows all these actions, which have been deliberately designed to drag so many red herrings across the trail, the card in his right-hand coat pocket is the one that was originally the third from the bottom of the pack and the card in his left-hand coat pocket is that which was originally fourth from the bottom.

You bring the trick to a climax by saying, “ It is a mathematical certainty that this card in my left-hand pocket being the . . . .” (you bring it out and name it as you show it) “ the card in your right-hand pocket is the . . . .” (you name the first of the two cards you have remembered) “and this one being the . . . . ” (you take the card from your right-hand pocket and name it also) “the one in your other pocket is the . . . ” (You name the second card you have remembered.) “Am I right, sir ? ”


FALSE SHUFFLING I

If it is useful to know the card on the bottom of the pack, it is still more useful to be able to shuffle the cards and yet keep it there. It is not a difficult thing to do, in fact it is quite the simplest form of False Shuffle. But first we had better make sure that you know how to shuffle a pack of cards, for many people do not.

A good shuffle is one that mixes the cards thoroughly and leaves them so that neither the shuffler nor any spectator knows even the approximate position of a single card. We will confess at once that a really good shuffle is very rarely made but we will tell you how you may make a fairly good one. Take the pack in your left hand, face downwards, its left edge resting on the palm of your hand, the bottom card lying against your fingers and your thumb lying upon the top card of the pack. Grasp the pack by its ends with the right hand, the fingers at the far end of the pack and the thumb at the near end, and lift up all but a few of the top cards, which you retain in the left hand by a slight pressure of the left thumb. As the right hand raises the bulk of the pack the cards remaining in the left hand fall face down upon the left fingers. The right hand returns with the balance of the pack and a few more cards are deposited upon those in the left hand, being half dropped and half pulled off by the left thumb. The process is repeated until the whole of the pack has been returned to the left hand in little instalments. That is the true shuffle.

Let us ask you to remember two technical terms which will facilitate future description, for conjuring also has its technical jargon. The action of drawing away the underpart of the pack is called an “under-cut.” The action of shuffling the cards in the right hand on to those in the left is called “shuffling off.”

To false shuffle without disturbing the bottom card you first undercut three quarters or more of the pack but, as you do so, your left finger tips press against the face of the bottom card and keep it in position so that it remains in the left hand beneath the top cards. The balance of the pack is then shuffled off and the bottom card will have remained unchanged.


THE SEVEN HEAPS.

Having secretly noted the bottom card of the pack you false shuffle the cards to leave the bottom one undisturbed and put the pack, face down, upon the table. You ask a spectator to divide the pack into seven heaps, and you remember the position of the heap with your noted card at the bottom. Such a known card, by the way, is called a “ key card ” and we shall thus refer to it in the future.

You ask the spectator to remove any card from any of the seven heaps, to remember it, to show it to the other spectators, and then to drop it on the top of any heap. That done you gather the heaps together again, apparently haphazardly, but actually you take care to drop the heap with the key card on top of the chosen card, and to leave the chosen card somewhere near the centre of the reassembled pack. You should handle the heaps neatly and carelessly ; neatly so that you may not be suspected of any sleight-of-hand, carelessly so that the fact that you keep track of the position of the card will not be observed. Pick up each heap by its ends between the second finger and the thumb and drop each one daintily upon the next. Ask the spectator now to cut the pack and to complete the cut, and observe the depth of his cut. If he cuts deep, that is to say, if he lifts up more than half the cards, the selected card will be left somewhere near the bottom of the pack, while if he cuts high the card will be towards the top.

Take the pack and, holding it face upwards, casually spread the cards between your hands. Look for the original bottom card (the key card) and quickly notice the name of the card below it, to the right of the key card in the face up pack. This is the selected card and since you know its approximate position in the pack, you should need only a quick glance at the cards to find it. Close the pack and shuffle it casually. Let us suppose the chosen card is the six of spades. Take any club and any red card from the pack and place them face up upon the table. Ask the spectator to fix his mind very strongly upon the colour of his card. Pause for a moment and then, since the selected card is a spade, pick up the red card and put it back in the pack and take a spade from the pack and put it down beside the club. Ask the spectator to think then of the suit of his card. After a moment’s hesitation return the club to the pack. Turn the pack face downwards and begin to deal cards very slowly on to the table, counting aloud and saying “ Ace, two, three, four, five, six . . . . You are thinking of the six of Spades. Is that right ? ”

Notice the dressing please. To the spectators the trick will appear less like a card trick than like an experiment in thought reading.


FALSE SHUFFLING II

It is sometimes more useful to know the top card than the bottom one and when that is so the simplest method, very often, is to secretly glance at the bottom card and then to shuffle it to the top. This is very easily done by undercutting about three quarters of the pack and shuffling off until only a few cards remain in the right hand. The cards are held in the right hand between the thumb and the second finger, and you will find it a simple matter, at this point, to slightly straighten finger and thumb so as to hold only the bottom card and let all the others fall on to the pack. The last card is then dropped on top.

We hope that you are trying all these things as you come to them. You will make no progress in card conjuring by reading this book and sitting back and thinking about it. You must take the cards in your hands and try the actions as we describe them. Although we shall not ask you to learn anything very difficult even the simplest piece of conjuring technique requires a certain amount of practice.

We hardly think it should be necessary for us to explain how one may shuffle the top card of the pack to the bottom, but for the sake of completeness we will describe the simple procedure.

Commence the shuffle by drawing off the top card with the left thumb and then shuffle off the remainder of the pack. It is as well to immediately shuffle the pack again, keeping the card in its place on the bottom.

You should notice that by combining these two shuffles you may take the top card of the pack to the bottom at the same time that you shuffle the bottom one to the top.


THE CHANGING CARD

Secretly notice the bottom card of the pack, shuffle it to the top and hand the pack to one of the spectators. Ask him to think of a number. Tell him he may choose any number he wishes but that, to save time, you would suggest a number under twenty. When he has decided upon his number, turn your back and ask him to deal on to the table the number of cards he thought of; quietly, so that you will not be able to hear the cards fall. Ask him then to turn up the top card of those in his hand, to remember it and to show it to the other spectators, to replace it, to replace the cards he dealt, to cut the pack, and to complete the cut.

When he has done all this (the effect of which is to place your key card above his chosen card) you take the pack from him and holding it so that the spectators cannot see the faces of the cards, you spread it in a fan and find the key card. The one to the right of it will be the selected one. Let us suppose the selected card is the eight of Clubs. Draw the next card to the right, which we will suppose is the two of Hearts, over the eight of Clubs so as to conceal it and spread the cards a little so that the two cards, lined up as one, are a little free from the rest of the fanned pack. Hold the fan in the left hand and lower it so that the faces may now be seen by the spectators. Grasp the two cards between the right hand first finger and thumb and say: “ Your card was not the two of Hearts, was it?” (naming the visible card). Raise the fan again so that the backs of the cards are towards the spectators and, as you do so, draw out the rear card of the two, the selected eight of Clubs and place it face down on the table. To the spectators it will appear that you have put the two of Hearts upon the table. Cut the pack to leave the two on the top.

Spread the pack in a fan again and remove another card in exactly the same way as you did the first, that is, show it in the fan, name it, and remove it as you turn the back of the fan to the spectators. Put this card, which we will suppose is he four of Diamonds, on the table beside the first.

Ask the assisting spectator to touch “ one of the cards, the two of Hearts or the four of Diamonds.” If he touches the four, turn it over and return it to the pack, then ask him to put his hand upon the other card and hold it tightly. If he touches the eight of Clubs, however, the supposed two of Hearts, tell him to keep his finger firmly upon it, turn up the four of Diamonds and return it to the centre of the pack. The “ choice ” is forced and in either case the spectator keeps his hand upon the chosen card while he believes he has the two of Hearts.

Ask the name of the selected card and say you will make it change places with the two. Ruffle the pack, that is to say, holding it in the left hand with the thumb across its back, lift up the ends of the cards with the right second finger tip and then release them so that they make a rustling, crackling noise. Then turn over the top card of the pack . . . .the two of Hearts !

Ask the spectator to turn up the card beneath his hand . . . . it is the selected one !


FALSE SHUFFLING III

We shall now ask you to learn a kind of false shuffling which is rather more complicated but which you should be able to acquire without difficulty thanks to your practising of the simpler kinds. We will call it the Pick Up Shuffle. It can be used for a variety of purposes but we will describe it first as it is used to retain a number of cards undisturbed upon the top of the pack, in other words a false shuffle to retain the top stock.

Commence the shuffle by under-cutting the pack, as we have already described, leaving the top cards which you desire to retain (the top stock) and a few more in the left hand. The bulk of the pack, in the right hand, should be held solely by the second finger and thumb, leaving the other fingers, and particularly the third one free. Bring the right hand down to the left so that the cards it holds cover the top stock and, beneath them, grasp the top stock with the right third finger against the right thumb. Leave a good packet of cards in the left hand and lift the right, carrying the top stock away hidden beneath the rest of the cards. Shuffle these cards off until the stock is reached and then drop that on top.
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Figure 1 shows the position as the right hand moves upwards carrying away the top stock concealed beneath the other cards. The stock is held between the third finger and the thumb, and the other cards are held by the second finger and the thumb. The illustration, of course, shows the position as you see it yourself. The hands should be held so that the spectators see only the backs of the cards.

The shuffle is not difficult to do but you must practise it until you can do it practically without thinking about it and can pick up the top stock beneath the other cards without the slightest hesitation.


THE SENSE OF TOUCH

It is very convenient to give every trick a name by which it may be remembered, but the fabrication of titles is not always easy.

To be able to shuffle a pack and leave certain cards undisturbed on the top is of little value without a way of finding out what those cards are, or of secretly putting certain known cards in place. Many books on conjuring blithely ignore this difficulty and leave the beginner to solve the problem by himself. He sometimes solves it, as we have seen an amateur do, by using a different pack for every trick, each one having been arranged beforehand ! We shall teach you a trick now which will give you the opportunity to find a few cards and to put them on the top of the pack. The cards we shall seek are an ace, a two, a four, and an eight, all of different suits, which we shall need for the following trick. To prepare for one trick in the course of another is a very useful stratagem. The trick we give you will also teach you another method of using the known card upon the bottom of the pack.

Begin by glancing at the bottom card and remembering it ; then shuffle the pack without disturbing that card. Spread the pack between your hands, in a wide fan, as neatly as possible, and ask a spectator to choose one. When he has drawn a card, ask him to show it to the rest of the audience without letting you see it. Unless there is some good reason to the contrary it is always wise to have this done. Without this precaution you are at the mercy of a single person, who may forget the card he drew or even maliciously deny it. While the card is being shown close the pack, cut it and complete the cut, bringing your key card, your known card, to the centre, but hold a little division in the pack by inserting the tip of your little finger beneath the key card as shown in Figure 2. Such a division in the pack is called a “ break ”.
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You now ask the selector to replace his card in the pack and you cut the cards and hold out the bottom half towards him. He replaces his card upon it and you drop the other half of the pack on top. But you have cut, of course, at the break held by your little finger tip, and so, the selected card is beneath your key card. You now shuffle the pack, taking care not to separate the two cards, by drawing off a fairly large packet of cards when you approach the middle of the pack where the two cards lie.

You now state that you have a very remarkable sense of touch, sensitive to even the slightest vibrations of thought. You ask the selector of the card to keep his mind upon its identity while you deal the cards upon the table.

You push the top card half way off the pack with your left thumb and run your right fingers over its face as though you were feeling its pips. You turn the card so that all may see it and then deal it face down upon the table. Without seeming to do so you glance at the face of the card yourself. A little experimenting will show you just how much the cards must be turned for you to be able to see the faces without the fact being obvious to the spectators. You continue dealing the cards one by one like this, quickly feeling the face of each one and throwing them haphazardly down on the table, and you watch for your key card. You also watch for the four cards you require, an Ace, a two, a four, and an eight of different suits, and as you come to these you deal them a little to one side so that presently you will be able to gather them up separately from the rest of the pack.

You should have found your four cards by the time the key card appears. You know that the next card is the selected one and you must not pause when you reach it but show it and deal it face down like the others. However, you carefully notice exactly where the selected card falls and you mark it by dealing another card on to its back. You deal a few more cards and then you suddenly stop as you feel the face of the next one. With a smile of satisfaction on your face you say to the spectators : “ My remarkable sense of touch tells me that the next card to turn up is the selected one.” Then you stop, as if bewildered by the expressions of incredulity shown by the spectators, all of whom have already seen the selected card dealt on to the table. You finger the card on top of those that remain and repeat : “ Yes, the next card I turn up will be yours.” The way in which this is received will depend a good deal upon the manners and breeding of your audience and upon the degree of intimacy between you, but people have been found rash enough at times to bet that the next card is not the selected one. In which case you repeat your statement : “The next card I turn up will be yours ” and turn up the selected card on the table.

During the ensuing laughter you gather up the cards, quietly putting your Ace, two, four, and eight on the top of the pack, in that order.


THE MATCHING CARDS

With your Ace, two, four, and eight upon the top of your pack you execute the Pick Up Shuffle to leave them undisturbed and, placing the pack upon the table, you ask a spectator to cut it into two portions. When he has done so you pick up the original top half and invite him to take the other. You ask him to shuffle his cards and you do the same with yours. Actually you false shuffle yours by first shuffling off four cards, one by one, and then shuffling the rest on top of them. This is a very convincing form of false shuffle but its only result is to transfer your four top cards to the bottom of your half pack.

You now place your cards in your right coat pocket and invite the spectator to do the same with his, and you announce a further demonstraton of your remarkable sense of touch. For once you may tell your audience what you are going to do before you have done it, although, as we explained in the Handbook of Conjuring this is not, as a general rule, a wise thing to do. You state that you will ask the assisting spectator to draw a card from his pocket, haphazard, and by sense of touch alone you will draw cards that match it from your pocket. And this you do.

Let us suppose that your four cards, which are now on the bottom of the half pack in your pocket, are the Ace of Clubs, two of Diamonds, four of Hearts, and eight of Spades. The spectator draws from his pocket the ten of Clubs. You draw from your pocket the bottom card, the Ace of Clubs, saying “This matches the suit.” Then you withdraw the second card, the two, leave the third, and bring out the eight, saying : “And these two give the value.” It is best not to look at the cards but to run the finger tips across their faces to sustain the fiction that the sense of touch is alone responsible.

As another example : if the assistant drew the Ace of Spades you would draw the first and fourth cards from the bottom of your half pack, an Ace and a Spade.

For the three of Hearts you would produce your Ace, your two, and your Heart.

Counting Jacks as eleven, Queens as twelve, and Kings as thirteen, all the cards in the pack can be matched by your Ace, two, four, and eight.


THE PICK UP CONTROL

The theme of a very large number of card tricks is that spectators draw cards from the pack, remember them, and replace them. The conjurer then finds the cards in some ingenious way.

To do this the conjurer has to control the selected card in some unsuspected manner so that while it appears to be lost in the pack it is really kept in a known position, generally on the top of the pack. The old books from which we learnt the business, so many years ago, had practically only one method of control, the Two Handed Pass, which is really a secret cut. It is an excellent method, and we use it ourselves, but, unfortunately, it is so difficult that several years of patient practising must be spent to acquire any mastery of it, and a life-time may be passed in a vain effort to perfect it. Fortunately other methods have been invented during the last fifty years, years which have seen a revolution in the technique of card conjuring, and one of the best of these methods uses the Pick Up Shuffle which we have just taught you.

You spread the cards between your hands in a wide open fan and invite a spectator to choose one. When he has shown it to the rest of the company you invite him to return it to the pack, which you begin to shuffle from the right hand into the left. You pause in your shuffle and extend your left hand towards him and, quite naturally, he replaces his card upon the others in that hand. Apparently you at once shuffle the rest of the pack on top of the chosen card but actually, when the right hand comes down with its packet, you pick up a few cards, including the selected one, beneath it, and carry them away with the cards in the right hand. You then complete the shuffle and leave the selected card on the top of the pack.


THE CARD AND THE NUMBER

One of the most effective ways of revealing a selected card which has been “ lost ” in the pack is to find it at a numerical position chosen by a member of the audience. We shall give you a simple and amusing method.

Let a spectator choose a card, show it to the company, and replace it as you shuffle the pack. Bring the card to the top of the pack by means of the Pick Up Shuffle and then tell the chooser of it that you will invest him with your powers for a moment and enable him to find his card himself. Ask one of the other spectators to give you a number and suggest a number under twenty to save time. Let us assume that twelve is chosen. Hand the pack to the selector and instruct him to hold it in his left hand, to snap his fingers above it, and to order his card to fly to the twelfth place in the pack. When he does this (he will generally be rather sheepish about it) shake your head and say “ Oh no, not like that ! ”

Take the pack from him saying, “ You won’t get any results like that. You were not concentrating.” Quickly count off eleven cards, by dealing on to the table, and turn up the twelfth, asking if it is the selected one. It is not. Replace all the cards on top of the pack and the selected card, originally on top, will now be the twelfth from the top.

Hand the pack to the spectator and ask him to try again. Tell him he must concentrate upon the job and do it with confidence. Ask the second spectator what number he chose, as though you had forgotten it, and get the selector to name his card and order it to fly to the chosen position.

Let him count down for himself and find it.


THE CORNER CRIMP

He would be a rather poor and ill-equipped conjurer who always used the same method to control a selected card, and we will now introduce you to another method which is very simple but, if properly used, very effective. You simply bend the inner right hand corner of the bottom card of the pack and use that card as a key card. Such a bend in a card is called a crimp. The corner crimp is easily made by placing the first finger tip underneath the corner and pulling down with the second finger tip as shown in Figure 3. Of course the right hand rests above the pack, its thumb at the inner end and its fingers at the far end, and hides the left hand while it makes the crimp. In the illustration we have shown the left hand alone to make the action quite clear. The crimp should not be made too strongly. There is no need to break the corner of the card and the more expert you become in its use the less you will need to bend the corner.
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You may crimp your card either before you start your trick or while the chooser of the card is showing it to the other spectators, but in either case you then cut the pack to bring the crimped card to the centre. When you ask the chooser to replace his card you have the pack lying face down in your left hand and you lift up half the pack with your right. In doing so your right thumb finds the slight break in the pack made by the crimped card and cuts the pack at that point. The selector replaces his card and you drop the half pack fairly on top and deliberately square the cards.

You pause for a moment and make some remarks regarding your trick and then you cut the pack again, once more cutting at the crimped card and bringing the selected one to the top of the pack. Immediately you false shuffle the pack, first shuffling the selected card to the bottom and then shuffling it back to the top.

Practise cutting at a crimped card, in the manner we have described, until you can find it at once, without hesitation, by the sense of touch alone. You must not look at the cards when you do this.


THE REVERSED CARD

An excellent way of revealing the selected card after you have brought it to the top of the pack is to find it turned face upward, and this may be done readily in the following amusing fashion.

With the pack in the left hand in the position for dealing, and the selected card on top of it, you pull out the bottom card and, showing it, ask if it is the chosen one. As you show the card your left thumb pushes the top one a little way off the pack to the right and you slip the tip of your left little finger beneath at, so as to separate it slightly from the rest of the pack. You next drop the bottom card face up on top of the selected card on top of the pack and, still keeping the little finger beneath the chosen card, you close the other fingers around the two cards so as to square them perfectly together. Now with your right hand you grasp the two cards as though they were one, between the second finger at the far end and the thumb at the near end, and remove them from the pack.

The left thumb now pushes the new top card over to the right so that it overlaps the pack. The left hand edge of the two cards in the right hand (which are held as if they were one) is placed beneath the right hand edge of the top card, and the latter is tipped over to fall face up on the top of the pack as you ask, “ Is this the card ? ”

The card is then pushed a little to the right by the left thumb and picked up by the right fingers underneath the two cards that they hold, and the next card is turned face up in the same way.

When six or seven cards have been turned over, shown, and taken in the right hand in this way, you appear to lose patience, and say, “ Oh well, I give it up. What was your card anyway ? ” At the same time you turn all the cards in the right hand face down on top of the pack, which will leave the selected card, face up, six or seven cards down in the pack.

On hearing the name of the selected card you say, “ Oh, that card always was a nuisance. We will find it another way.”

Cut the pack and then run your thumb rapidly across the edge of it to make a crisp crackling noise. This for effect. Then spread the pack in a long overlapping ribbon of cards so that the chosen one shows, face up, in the middle of the row of face down cards.


SENSITIVE FINGER TIPS

The principle of the corner crimp is used again in our next trick, which is presented as another demonstration of the conjurer’s extraordinary sense of touch. The performer appears to succeed in finding, by sense of touch alone, a card which has been simply thought of by a spectator.

Commence by handing the pack to a spectator to shuffle. On receiving it back take the top five cards and, spreading them in a fan, ask the spectator simply to think of one of them. You glance at the cards yourself and remember their order. To do this it is not necessary to remember their complete names and it is far easier not to do so. For instance, I take the five cards from the top of the pack that lies beside me as I write, which happen to be the Queen of Diamonds, King of Spades, seven of Clubs, four of hearts, and five of Clubs, and I simply remember Queen, King, seven, four, and five. It is only necessary to remember suits when two or more cards of the same value appear amongst the five.

When the spectator has thought of a card you close the fan and secretly crimp the corner of the batch of five cards. Then you cut the pack, drop the five crimped cards on the bottom half, and replace the upper half above them. You then take the pack and shuffle it, when you will find that it is very easy to shuffle without separating the five, which will hang together in one batch because of their crimped corners. Finally you cut the cards, so as to bring the five crimped ones to the top of the pack, and you put the pack into the inside breast pocket of your coat, which it is wise to empty for the purpose of this trick.

You now “ build up ” your effect. That is to say, you enumerate the preceding stages of the trick to impress upon the spectators the remarkable nature of what is being done. A card has been selected by being simply thought of and has been thoroughly shuffled into the pack. Only one person knows the identity of the card. The pack is out of sight in your pocket and only your remarkable sense of touch can aid you to find the card.

Now you ask the spectator to name his card and, as soon as you hear its name you know its position. For example (using the cards we have already mentioned) you repeat to yourself Queen, King, seven, four, five and you know if the selected card is the first, second, third, fourth, or fifth from the top of the pack in your pocket. You put your hand into your pocket, count down to the required number, and slowly draw out the selected card.


THOUGHT DIVINED

We have previously called your attention to the excellent ruse of preparing for one trick while performing another, and we will now give you another example of its efficacy. At the close of the preceding trick the pack was in your inside coat pocket and, as you remove it you leave behind two cards in preparation for the present mystery, which links up well with the last.

You hand the pack to another spectator requesting him to shuffle it and then to hand you any three cards. You hold the cards in front of him in a fan and ask him to think of one of them. Once more you remember the order of the cards.

You now pretend to put the three cards into your inner coat pocket but actually, hidden by your coat, you thrust them into the upper right hand vest pocket and then let your finger tips enter the coat pocket. At this moment you open your coat a little so that the spectators may see the fingers leaving the coat pocket.

In the last trick you found a card that had been thought of, using only your sense of touch. In this one you are going to discover which of the three cards were thought of. You ask the spectator to fix his mind upon his card. You gaze at him earnestly as though you were endeavouring to read his mind and, after a moment, you put your hand into your coat pocket and remove one of the cards you left there at the start. You glance at it (without letting it be seen) nod to yourself as though you were satisfied, and replace it on the pack, saying, “ I don’t think you are thinking of that one.”

You go through the same performance again, as convincingly as you can. First you read the man’s mind, then you remove the second card from the coat pocket and return it to the pack, saying “ And not that one either.”

You continue : “ And before I show you that I have succeeded would you mind naming the card you thought of.” As soon as you hear its name you know if it is the first, second, or third card in your vest pocket. You keep your coat over the pocket as you quickly find the correct card and draw it out.


PALMING

The technique of card conjuring, as we have mentioned before, has been practically revolutionized during the last fifty years. The nineteenth century conjurer almost invariably controlled a selected card by using the Two Handed Pass, generally bringing it to the top of the pack. He would then palm the card, that is to say he would conceal it in his hand, and he would hand the pack to a spectator to be shuffled. When he received the cards back he would replace the palmed one on the top of the pack and proceed with his trick.

This procedure is excellent but, while it is still used at times by some of the experts, it has gone somewhat out of fashion. The general tendency today is for the conjurer to shuffle the cards himself, thus considerably speeding up the action of his trick.

But there are occasions when it greatly strengthens a trick to allow the spectators to shuffle the pack, and there are other tricks to which palming is essential, so we will give you a method. It would be possible to give you a hundred methods but not very useful to do so. Ever since card tricks and card games were invented the hunt had been on for an indetectible method of palming. . . . and the hunt is still on. We are always appreciative of efforts to extend the technique of conjuring but we feel that the existing methods of palming are quite adequate if the conjurer knows his real business, which is to conduct himself in such a manner that at the moment he is palming his card or his cards the attention of the spectators is diverted to something else. So we shall teach you a comparatively simple but excellent method of palming which you can use for either one or a number of cards. First examine Figure 4, which shows a card in the palm of the hand. It stretches from the first joints of the fingers almost to the heel of the hand, which is slightly bent in a natural manner. The card bends to follow the curve of the hand. Notice now the position of the thumb, which is relaxed. A great fault of many amateurs is to stick the thumb out stiffly, as in Figure 5, when they have palmed a card, and the unnatural appearance of the hand “ telegraphs ” the fact to all the spectators. Of course, when a card is palmed the back of the hand must always be kept towards the audience, but that, alone, is not sufficient. The hand must be held and used in a natural way, so that the presence of the card is not even suspected.
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To palm the top card of the pack you proceed in this way. Hold the pack in the left hand in the position for dealing and, with the left thumb, push the top card about three-eighths of an inch to the right, so that it overlaps the side of the pack. Bring the right hand over the pack as if to grasp it by its ends, fingers at the far end and thumb at the near end. The tips of the first three fingers should rest against the far end of the pack so that the crease lines which show where the fingers bend will rest against the edge of the top card. As the little finger is shorter than the others its tip will now rest upon the far right hand corner of the top card. We hope you have a pack of cards in your hands as you read our description and can ascertain that the facts are as we have stated them. Press gently down with the right little finger upon the far right hand corner of the top card and, since it is overlapping the pack, it will be levered up into the palm of the hand. It will be necessary to raise the left thumb very slightly to let the card do this, and the less the thumb moves the more imperceptible will be your palming. As soon as the card strikes the inside of the right hand the hand contracts very slightly to secure it, and then grasps the pack and moves away with it as shown in Figure 6. To the spectators it should appear that the pack was simply taken from the left hand into the right.
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When it is required to palm a number of cards a little preliminary action is necessary. Let the right fingers and thumb rest naturally upon the ends of the pack while the left thumb counts off the number of cards it is desired to palm by pushing them off the pack a little way to the right. Square them up and leave them overlapping the pack about three-eighths of an inch. Now let the right hand leave the pack, to make some gesture or perform some action, and then bring it back to the pack to palm the batch of cards exactly as if it were only one.

The difficulty in learning to palm is mainly psychological. The beginner lacks confidence, thinks that the action is too obvious, holds his hands too tensely, feels self-conscious, and generally fumbles the job. You must practise the simple movement until you can do it almost unconsciously, remembering that the only source of confidence is reliance in your own ability.

We will now give you a few tricks to exercise your skill in this new acquisition.


HYPNOTISM !

You ask the company if they believe in the possibility of mass hypnotism and assure them that, at times, the thing is possible. You will try an experiment ! Very solemnly you make “ hypnotic passes ” towards them and you then request that one of them select a card from the pack and show it to the others. You have the card replaced in the pack and you bring it secretly to the top, either by using the Pick Up Control or by means of the Corner Crimp and a simple cut. Then you palm the selected card from the top as you take the pack in your right hand, and you tell your audience your story.

“ A card has been selected,” you say, “ while you were all under hypnotic influence.” You return the pack to the left hand and spread it in a fan, all the while keeping the selected card palmed, and you continue, “ As a matter of fact, it was this card.” You remove a card from the fan and show it to the company as in Figure 7, which shows your own view. Observe how you boldly use the hand which palms the card, so boldly that none will ever suspect its presence ! You continue, “ Undoubtedly all of you being under hypnotic influence believe that the card you saw was some other one. What, by the way, was the card you thought was chosen ? ” On hearing its name you say, “ Let me prove to you that you never really saw that card by showing you that I put it into my pocket before we started.” Without haste you replace the card you hold on the top of the pack and thrust your hand, with the palmed card into your pocket and withdraw it, holding the selected card !
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We commenced the last sentence with the words “ without haste.” Please read it again because those two words are most important. Beginners are generally in too much hurry when they have a card palmed. It seems to burn the flesh and make them anxious to be rid of it. Remember that, in conjuring, quick movements always attract attention and, perhaps because of the old untruth “ the quickness of the hand deceives the eye,” quick movements are always suspected.

You must carefully practise this action of pretending to take the card from your pocket. You must particularly watch to see that when the hand moves to the pocket its back always remains towards the audience so that they have not the slightest glimpse of the card. Once the hand is safely within the pocket the card is released from the palm and retaken at the finger tips.


THE CARD IN THE POCKET

This is a trick which has enjoyed considerable popularity amongst conjurers and is very puzzling to the spectators. You first hand the pack to one of the company to shuffle and then you ask him to think of a number. You suggest that he should think of a number under twenty in order to save time. You now turn your back upon him and instruct him to quietly count down in the pack and remember the card that lies at the number of his choice, and to replace the cards counted. You tell him to count very quietly so that you will not be able to hear the cards fall and you ask him to tell you when he has finished his task. Then you turn and take the pack from him. You hold it behind you for a moment while you appear to be deep in thought. You then remove a card from near the bottom of the pack and bring it forward, its back to the spectators so that none can see what card it is, and you pretend to put it into your pocket. Actually, as soon as the hand is in the pocket, you palm the card and bring it out again. You immediately take the pack in the hand that is palming the card and, as you place the pack on the table in front of the assisting spectator you add the card to the top of the pack.

Now you build up your effect by pointing out how remarkable it would be if, without any clue and without asking a single question, you had succeeded in finding a card, chosen by merely thinking of a number, and had placed that card in your pocket.

You pick up the pack and ask the assisting spectator to tell you, for the first time, the number he thought of. Let us suppose he says “ Fourteen.” You deal thirteen cards down on to the table, slowly and deliberately, and place the fourteenth in front of him, saying, “ This should be the card you remembered, the fourteenth. What card was it ? ” When he has named it you ask him to turn up the card in front of him and he finds, of course, that it is a different one, because you have added one card to the top of the pack. The card he remembered is now on the top of the pack. As he turns up the card on the table and everyone is watching him, you quietly palm the top card of the pack. Then you calmly put your hand into your pocket and withdraw it holding the palmed card at the finger-tips : and another miracle has been accomplished.


THINK OF A NUMBER

We are reminded of another excellent trick in which a spectator counts down to his chosen number, as in the last, but the general effect is quite different.

First secretly crimp the bottom card of the pack, as we have already taught you, and then shuffle it to the top. Hand the pack to a spectator and ask him to think of a number. Again suggest a number under twenty, to save time. When he has made his mental choice turn your back and tell him to deal that number of cards noiselessly on to the table. When he tells you he has done that, tell him to show the card that remains on top of the pack to the rest of the company, to replace it, to replace the cards he has dealt, to cut the pack, and to complete the cut.

Turn and take the pack from him, remarking that the card having been selected and replaced under test conditions, all your powers will be required to find it. Actually, as you will have discovered if you have performed the actions yourself, the selected card lies beneath the one with the crimped corner.

Look at the end of the pack. The crimped card will show quite plainly to one who knows what he is looking for. Cut the pack so that the crimped card becomes the bottom one, and the selected card will be on top. False shuffle so as to leave the card there and then ask for its name.

Slide the top card, the chosen one, to the right so that it overlaps the pack about an inch. Immediately grasp the pack with the right hand, by its ends, and slap it down upon the table. The pressure of the air against the overlapping card will cause it to turn over and appear, face up, upon the top of the pack.

This last effect is a very old way of revealing a selected card and is generally called “The Revolution.” A little experiment will be necessary before the effect becomes quite certain. The pack should be tossed on to the table from a distance of about eighteen inches, and not too violently. But it is not sufficient to “ let fall the pack ” as a famous author has said when describing the trick.


EDUCATED FINGERS

Still using the principles we have taught you already, we give you now a beautiful trick which combines some classic card technique with modern simplified methods. The effect, as the audience see it, is that two cards are chosen and replaced in the pack, which is then shuffled by a spectator. The pack is then put into the performer’s pocket and the two cards are found by his educated fingers.

You begin by letting two people each draw a card from the pack, and while they are showing their cards to the rest of the company you crimp the corner of the bottom card and cut the pack to bring the bottom card to the centre. Then you cut the pack at the crimped corner and have the first selected card replaced, dropping the cut back on top of it. You repeat this with the second card and then cut at the crimp once more to bring both cards to the top of the pack. Next you palm the two cards from the pack and hand it to a spectator to shuffle thoroughly.

With your right hand, which holds the two palmed cards, pull out the lining of your trousers pocket and show it empty. Replace the pocket and leave the two cards within it. Leave the cards standing on their ends. Take the pack from the shuffler and put it into the pocket also. Leave the pack on its side. Thus the two cards already in the pocket will not become mixed with the pack.

Ask the name of the first selected card. Put your hand into your pocket and pretend to feel for the card in the pack. After a moment or two bring out the card you require. Remember that if you had the cards replaced in the order in which they were taken the first selected card will be the second card in your pocket.

Produce the other card in the same way.

There we have what Professor Hoffmann called “ the bare bones ” of the trick — the first essentials, the foundations upon which one has to build. We will now examine our procedure in more detail.

When cutting at the crimp for the selected cards to be returned try to make your cut as late as possible. That is to say do not cut the pack long before the spectator is ready to return his card. He may become suspicious and try to return it to another part of the pack. The pack should rest naturally in the left hand. You ask the selector of the card if he will replace it and you extend the left hand towards him. As he holds out his card you cut the pack, using only the second finger and thumb of the right hand. The thumb finds the crimp almost automatically and the cut is made without hesitation at the correct spot. The selector replaces his card upon the lower portion and you drop the upper portion on top of it, letting it fall four or five inches, to land with an audible “ smack ”. This emphasises the apparent fairness of the procedure and makes the subsequent discovery of the card all the more remarkable.

The next point to watch is the palming of the two cards after they have been brought to the top of the pack. It is best done as you move towards the person you ask to shuffle the pack. It is a simple matter to push the two cards a little to the right in readiness for the palm. Speak directly to a member of the audience seated on your left and ask him if he will shuffle the pack. As you move towards him palm the cards in your right hand and take the pack in the same hand, holding it by its ends, and give him the pack. Your own inclination would be to give him the pack with the other hand, the empty one, but this would be quite wrong. Give him the pack with the right hand and hold the left so that he can see it is empty and he will not dream that you are withholding any cards.

Your technical troubles are now nearly over. But you must be careful how you hold your hand as you pull out and replace the lining of your trouser pocket. Try this over, half a dozen times, in front of your wardrobe mirror.

When you receive the pack from the shuffler hold it at the tips of the fingers and let all the audience see that you place it deliberately and fairly into the pocket. But do not make any remarks about this. It is always a mistake to say “Observe that my hands are empty . . . . notice that I do not do anything tricky ” . . . and so on. Such remarks only remind the audience of the possibility of trickery and spoil the enjoyment of good conjuring. And we hope your conjuring will be good.

Finally, when you are producing the cards from the pocket try to act as if you were really finding them in the shuffled pack . . . . finding two particular cards amongst fifty-two. And we think that you will find that your acting will be more convincing if you appear to be just a little bit astonished at your own success.


FALSE SHUFFLING IV

When the top stock is rather large, that is to say when you desire to keep in place on the top of the pack a fairly large number of cards, the Top Stock Pick Up Shuffle is not the best method to use, in fact seven or eight cards is the most that should be retained by that means.

To keep a large stock undisturbed, take the pack in the left hand in the usual shuffling position and undercut beneath the number of cards you wish to retain. Bring the right hand down to shuffle off and, with the left thumb, draw off the first card of the right hand packet so that it overlaps the left hand packet (the top stock) about three-eighths of an inch at the end nearer yourself. Then shuffle off the remaining cards. The pack will now be in the left hand with the top stock at the bottom separated from the rest of the pack by one card which protrudes at the near end, as depicted in Figure 8. Cut the pack by picking up with the right hand the protruding card and all those above it. Complete the cut and your top stock will once more be in place.
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A card left protruding from the pack in this manner is called, in the jargon of the craft, a “ jogged ” card. It is “ in-jogged ” when it protrudes from the near end of the pack and “ out-jogged ” when it protrudes from the far end. A false shuffle using this principle is a “jog shuffle ” and the simple one we have just taught you is the Top Stock Jog Shuffle. Some very marvellous things may be done by shuffles based on this principle . . . . but that is another story.


SPELL IT OUT

We shall now return for a while to the idea of knowing the card which is on the bottom of the pack and using it for a key card. We shall acquaint you with some variations of that idea in this and the succeeding sections.

To discover a selected card by spelling its name has been, for long, a favourite effect with conjurers. As you spell the name of the card, you deal one card for each letter, and the selected card is reached with the last letter of its name.

One of the simplest methods for achieving this effect is very similar to the one which we have already described for finding a card at a chosen number. (See “ The Card and the Number.”) You bring the chosen card to the top of the pack, which you hand to the chooser. You tell him to spell out the name of his card and to deal one card for each letter. He is to turn up the last card. Of course, the card he turns up is not the chosen one, and you blame him for not doing the trick properly. You replace the cards and show him how he should have done it. You deal one card for each letter of the name and turn up the selected card as you pronounce the last letter. The first attempt has put the card into the correct position.

The weakness of this method is that it can only be used once before the same people. After that they would be rather suspicious regarding the preliminary failure. We will give you another method.

If you examine the question of the number of letters required to spell the different cards of the pack you will find that all, except the Joker, may be spelt with eight, nine, ten, eleven, twelve, or thirteen letters when spelt in full as, for example, “ Ace of Spades ”, and that even the Joker can be spelt with thirteen if you call him “ The Jolly Joker.” Here is the table :


Ace, two, six, and ten of Clubs . . . . . eight letters

Ace, two, six, and ten of Hearts and Spades,

four, five, nine, Jack, and King of Clubs . . . . . nine letters.

Three, seven, eight, and Queen of Clubs,

four, five, nine, Jack and King of Hearts and Spades . . . . . ten letters.

Ace, two, six, and ten of Diamonds,

three, seven, eight, and Queen of Hearts and Spades . . . . . eleven letters.

Four, five, nine, Jack and King of Diamonds . . . . .twelve letters.

Three, seven, eight, and Queen of Diamonds . . . . . thirteen letters.


Or perhaps you will find this a more convenient form : —


Clubs ..... five letters

Hearts and Spades ..... six letters

Diamonds ..... eight letters

Ace, two, six, and ten ..... three letters

Four, five, nine, Jack, and King ..... four letters

Three, seven, eight, and Queen ..... five letters.


Armed with this information you are able to perform the spelling trick in a different way.

Begin by spreading the cards between your hands and asking a spectator to select one. As you spread the cards, by pushing them to the right with your left thumb, you count them and separate the first twelve from the others. When the selector has made his choice you close the pack and hold a break under the twelfth card with the tip of your left little finger. After the selector has shown his card to the company you cut the pack at the break and ask him to return his card. You drop the cut on top of his card, square up the pack very deliberately, and make your Top Stock Jog Shuffle. The chosen card will then be the thirteenth from the top of the pack. To the minds of the spectators it is hopelessly lost in the pack.

You tell your audience that you have a most intelligent and well-educated pack. The cards even know how to spell their own names. You enquire the name of the selected card. If it is either the three, seven, eight, or Queen of Diamonds (or even the Joker) you simply run your fingers across the edge of the pack to make a sharp crackling noise, purely for “ effect ”, and hand the cards to the selector, telling him to deal one card for each letter of the name of the one he selected.

Should the card be any of the others you must calculate how many cards you must remove from the top of the pack to produce your effect. You do this by showing the selector how you wish him to count the cards by dealing them on to the table one by one so that everyone may follow. If the card is spelt with eight letters (ace, two, six, and ten of Clubs) you deal five cards in explanation. You pick up these cards and put them back on the bottom of the pack. Then you hand the pack to the selector for him to spell his card. For a nine letter card you would deal four, for a ten letter card three, and so on.

There are some people to whom all calculations are abhorrent and for whom the task of deducting four from thirteen is too difficult. There are others who find it impossible to remember the values of the cards and to work out the numbers of their letters, or at least, to do so quickly. We must confess that we have never liked work of this sort, either of memory or of calculation, when in the presence of an audience. When the Author is giving a conjuring show he wishes to be free to give the whole of his mind to the things he says and the way in which he says them, and he does not wish to be worried with either calculation or recollection. If you are like him you may prefer the following method, which makes use once more of the principle of the key card.

Invite a spectator to choose a card and, while he is showing it to the company, glance at the bottom card of the pack, remember it, and cut the cards so as to bring this key card to the centre of the pack, keeping a break below it with the tip of the little finger. Cut the pack at the break, let the card be replaced, drop the cut back on top, and square up the pack. The selected card is now beneath your key card.

Make a quick movement of the hands and run your thumb across the edge of the pack so as to make a rustling noise and arouse the suspicions of the audience. Stop, and say : “ I beg your pardon. I hope you do not think I have done anything to your card. Let me show you it is still in the pack.” Turn the pack face upwards and pass the cards from your left hand to your right hand one by one, showing their faces. Watch for your key card, the original bottom one. The one beneath it, the one to the right in the face up pack, is the selected card. Beginning with the key card, spell the name of the selected card to yourself as you pass the cards one by one from left to right. Omit the final “S ” of the name of the suit, and when you come to the penultimate letter, look at the spectator and say : “ Have you seen your card ? ” and, as he replies to you, cut the pack to bring the last card you reached to the top. Now make the Top Stop Jog Shuffle and hand the pack to the selector for him to spell his card.

There is an extension of this idea which, we think, considerably improves it. You proceed exactly as above but when you run through the pack to show the cards you first spell to yourself, as you count, the name of the selected card, then you note the name of the card you reach when you arrive at the final “ S ”, and then you spell that card also, omitting the “ S ”. Let us suppose this final card is the king of Hearts. You cut the pack and you tell the spectator who chose the card that you are going to give him the power to find his card by spelling its name. First you will show him how to do it. “ For instance,” you say, “ if I want to find the King of Hearts I concentrate my mind upon that card and flip the pack, so. Then I deal one card for each letter of its name, so ....


K-I-N-G-O-F-H-E-A-R-T-S


and the King turns up.“ You deal the King face up as you pronounce the letter S.

Now you hand the pack to the spectator and make him concentrate his mind upon his card and spell and find it for himself.


THE MARKED CARD

This principle of the Key card has many variations, such as that of the Marked Card, to which we now introduce you You will often notice, when you are doing card tricks with a pack that has been used for games, a card with a definite mark upon its back, a cracked corner, or a spot of some sort. If you do not notice such a card you can always manufacture one by pressing your thumbnail into the corner of a card.

With your marked card, found by chance or made to order, on the bottom of the pack, you proceed exactly as we have already taught you. You have a card selected, you cut to take your key card to the centre of the pack, and you have the selected card replaced beneath the key. You can now shuffle the pack if you take care not to shuffle the centre portion, so that the selected card will remain beneath the key card.

An excellent way of proceeding then is to put the shuffled pack on the table and ask the selector to cut it into six or seven small packets. When he has done this ask him if he can tell in which of the packets his card lies. Undoubtedly he will say that he has no idea. Ask him to choose one of the packets. Spread the packet he chooses into an overlapping row and run the tips of your fingers along it, while you half close your eyes and behave as if this slight contact of the finger tips were conveying some information to you. Meanwhile you are looking for the marked card and as soon as you have ascertained that it is not within the packet you tell the selector that his card is not there, and ask him to choose another packet. Proceed in this way until you find the packet with the marked card and then announce the presence of the selected one.

Keeping track of the selected card, which you know is the one beneath the marked one, you spread the cards haphazardly over the table, using both hands. You take the spectator by the wrist and ask him to concentrate his mind upon the identity of his card. You steer his hand in a circular movement over the cards and then gradually decrease the size of the circle until it diminishes to a point directly above the selected card. You suddenly put the spectator’s hand upon his card and let him turn it up.

You can imagine how strong the effect is, and often the spectator will examine the card, vainly seeking a clue to the mystery.


FROM THE FAN

We now come to another variation of the principle of the key card, one which is quite different from any that have gone before.

You hand the pack to a member of the audience to be shuffled, and, when you receive it back, you take the top ten or twelve cards and put the rest of the pack on the table. As you do so you glance at and remember the bottom card of your packet of ten or twelve.

Now you mix your packet of cards together in a casual way, using both hands, and you so contrive that at the end of the mixing your noted card will be the top card of the packet. You should not have any real difficulty in doing this. Now you spread the packet of cards into a very wide fan, so that all the cards are well separated from each other, and holding the fan in one hand, you invite a spectator to lift up one card by its corner, to peep at its index, and to remember its name. As the spectator does this you count and remember the number of cards between your key card, on top of the fan, and the card which the spectator peeps at.

You then close the fan of cards and, cutting the pack, bury the packet of ten or twelve within. Finally you cut the pack several times, each time completing the cut.

The position now is that the key card is lost somewhere in the pack and that the selected card follows it, separated by a certain number of cards which you know. You have only to find the key card to be able to find the selected one also.

It would be interesting to leave you to devise your own continuation to the trick but as we should be unable to enjoy the results, or even know if you arrived at any, we had better, perhaps, provide you with a conclusion.

If when you replaced the packet within the pack, you put it somewhere near the centre, and if, when you cut the pack, you did so an even number of times, the selected card and the key will be still somewhere towards the centre of the pack. Verify that please, while we wait a moment ..... Then if you cut the pack into three portions you may be fairly sure that the selected card and the key card will be in that portion which was the centre of the pack ? Good !

Cut the pack into three portions then and ask the selector if he has any notion as to which of the heaps contains his card. When he replies in the negative suggest that the centre heap be tried. Say : “ I will just show you the cards in this heap. After I have shown you all the cards, but not before, tell me if your card is in this heap.” Now you deal the cards into a face up pile and you count them as you deal. Let us suppose that there were six cards between the key and the selected card. As you deal, and count, your key card turns up, say, at the sixth card, you count on six more, and the next, the thirteenth, is the selected card. You remember its name, and you complete the dealing.

You ask the spectator if his card is in the heap, and when he replies in the affirmative, you turn the cards face downwards and hand them to him. You turn your back and hold your hands behind you and you ask the spectator to deal the cards on to your hands, one by one. As you feel the cards being dealt on to your hands you count them and, after the twelfth has arrived and before the thirteenth, you suddenly cry : “Stop! You are holding your card ! Am I right ? ”

You pause for a moment to permit the spectators to applaud if they wish to, as they should, and then you continue : “ Now let me see if I can discover the name of your card. Put the card into your pocket so that I cannot see it, will you ? ” When he has done that turn to face him and say : “ I want you to think of the identity of that card and I will try to divine it.” (Let us suppose for the sake of our description that the card is the three of Spades.) “ First, let us see, is the card red or black ? It is black I think. Yes, I see from your eyes that it is black. A Club or a Spade, that is the question ? I will take a chance and say it is a Spade. It is. Now it might be a court card or a pip card. King, Queen, Jack .... no, I see it is a pip card. The ace ? No. The two ? No. The Three ? Yes ! It’s the three. Am I right ? Thank you ! ”

In some such fashion and with some such words, which will be much more effective than simply blurting out its name, you divine the card. If you act your part well, a good proportion of your spectators will half believe that you can read the man’s mind, and will be willing and pleased to believe it. It is this that we meant when we said in our Preface that the art of the conjurer lies in dressing up his tricks. And when those tricks are well dressed up the spectators will find pleasure in believing in the reality of magic even though the belief only lasts while the performance continues.


THE SPECTATOR DOES IT

The variations of this theme of the discovery of the chosen card are almost as many as the variations which there are in the use of this principle of the key card. In the trick which we shall now give you the selector of the card appears to find it for himself.

First you have a card selected and, while it is being shown to the company, you turn your back so that you cannot see what card it is. While your back is turned you quietly turn the bottom card of the pack face upwards, cut to bring it to the centre, and hold a break beneath it with the tip of your little finger. You now turn back to the audience and have the card replaced, cutting at the break so that it is replaced beneath the reversed card, and dropping the cut back in the manner which should now be quite familiar to you. Your trick will be improved if you then give the cards a shuffle, taking care not to disturb the centre of the pack where the two cards lie.

In this, and in all tricks in which cards are secretly reversed in the pack, it is best to use cards the backs of which have plain white margins rather than the popular pictorial cards, now so much in vogue, upon which the colouring extends to the edge of the card. With these cards one must keep the pack very carefully squared up if the reversed one is not to be seen at the wrong moment, while with the white margin cards there is nothing to be feared even should the pack be slightly spread out.

But to return to our trick. You continue by asking the chooser to step forward and face the audience with you, and you tell him that you wish him to try a simple experiment with you, or rather, a not so simple experiment. You say to him : “ I want you to hold the pack behind your back like this, and to do exactly as I tell you.” In illustration you put the cards behind you, and you quickly turn the second card from the top face upwards. Then you hand the pack to the chooser and give him your instructions. “ Hold the pack behind your back please. Keep it there all the while so that none can see exactly how this is done. Now take the top card and .... no ! better not use that one ..... put that on the bottom of the pack and take the next one. Now turn that card face up and thrust it into the pack, anywhere you like. Have you done that ? Good. Square up the pack please and then give it to me.”

Now you turn to the audience and explain what has been done so that they may appreciate the truly marvellous nature of the effect. First a card was chosen at random and put back in the pack, which has been shuffled. The selector of the card has thrust a second card, face upwards, into the pack. And now comes the miracle. In some such words you make sure that the spectators really appreciate the worth of your trick. You must always do this. The conjurer who does not blow his own trumpet will find nobody else to do it for him.

You now take the pack and spread it in a fan until the reversed card can be seen. You are careful to do this slowly and deliberately so that all can see that you do not manipulate the cards in any way. You remove the reversed card and the card beneath it together, and you ask the name of the selected card. You slowly turn over the two cards you hold to show that the chooser has found his own card.

You can see, of course, what really happened. It is your original reversed bottom card which is next to the selected one. The card the chooser thrusts into the pack is the second one from the top which you had turned face upwards and which he turns face downwards, thus losing it in the pack.


TURN OVER

Here is another trick which bears some similarity to the last in that a card is found by another which is reversed.

The procedure is similar also. You have a card selected and you turn away while it is being shown to the company. While you turn your back you cut the pack to bring either a seven, an eight, a nine, or a ten to the bottom. You then turn this card over and count off the same number of cards as its value, reversing the order of these cards as you do so and finally replacing them on the bottom of the pack. That is to say, supposing that you bring an eight to the bottom of the pack, you first turn the eight face upwards, then you count off eight cards, taking the second on top of the first, the third on top of the second, and so on, and replace the eight cards on the bottom of the pack. The result is to leave the reversed eight, eight cards from the bottom of the pack.

Now you turn to the audience again and cut the pack, holding the break beneath the cut in the usual fashion. You have the selected card replaced beneath the cut and you have nothing more to do than to “ work up ” the effect.

You explain that you are going to ask one of the cards to turn over in the pack and that that card will enable you to find the selected one. You run your thumb across the edge of the cards and spread the pack in a fan until the reversed one appears. You cut the pack to make the reversed card the top one and call attention to the number of its pips, eight. You count down eight cards and ask the name of the selected one ; then you turn it over to show that another marvel has been produced.


THE FORECAST

Sometimes, instead of finding a selected card the conjurer forecasts the card that will be chosen and this, astonishingly enough, may also be done by the aid of our old friend, the bottom card of the pack.

You tell your audience that, after very many years of patient research, you have discovered a method of foretelling with comparative certainty the events that will occur in the immediate future. Unfortunately the events must occur within the very immediate future and your present time limit is within five minutes of your forecast. This limitation of time is extremely annoying and has kept you, up to now, from giving up work and making a real clean up on the football pools. However, it is rather interesting and you will give a demonstration of your ability with the pack of cards.

You take the pack and glance at the bottom card. You remember its name and you shuffle it to the top. Now, keeping the pack in your left hand, you take an envelope and a slip of paper and, using the pack to support the paper, you write on the latter, “ The lady will cut the cards at the .... of ....” writing, of course, the name of the card you noted, now on the top of the pack. Of course, if you are performing amongst friends you would write the name of the lady you intend to ask to assist in this trick. The slip of paper you now seal in the envelope and, while you are doing this, you take the opportunity to push the top card a little over the side of the pack. Then, when you have pressed the flap of the envelope well down to seal it, which gives you an excuse to place the envelope on top of the pack again, you are able, very simply, to carry the card away beneath the envelope as you take the latter in your right hand. This card beneath the envelope is, of course, the one whose name is written upon the slip of paper within.

Now, with the pack resting upon the palm of the outstretched left hand, you advance to the lady and ask her to cut the cards wherever she wishes. Impress upon her that she has perfect freedom to cut high or low, as she prefers. When she has cut the cards you say, “ We will mark the cut with the envelope for a moment,” and you put the envelope, with the card beneath it, on the bottom half of the pack, and ask the lady to replace the top half above the envelope. Then you hand the lady the pack, with the envelope sandwiched within it, asking her to hold them for a moment.

Now you recapitulate. A moment or two ago you wrote a forecast which you sealed in the envelope. The lady has now cut the pack at a point she freely chose, and nobody knows what card lies at that point. Could anyone have known beforehand ?

You ask the lady to lift up the envelope and to tell the company what card it is at which she has cut. When she has done that you ask her to open the envelope and read aloud your forecast ......


A CARD PUZZLE

We will conclude Part I of our handbook with an excellent puzzle with cards which is well worth showing if you will take the trouble to learn it properly. It is done with the twelve court cards and aces and the object is to lay them out in four rows of four cards so that in none of the rows, horizontal or vertical, shall there be two cards of either the same value or the same suit. A possible arrangement is shown below :
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All the explanations of this puzzle which we have seen tell you to begin by setting up the two diagonals with four cards of the same value, but this spoils the whole thing by making it appear too easy. Actually, even when the diagonals are set up, the thing is not so simple as it appears to be.

We are going to show you how to lay out the cards from left to right in four rows, explaining all the points it is necessary to remember in order to do so. We think the best way to do this will be for us to actually lay out the cards as we would if we were showing the puzzle to some friends. So we first take the court cards and aces from the pack and shuffle them thoroughly. Now we turn the cards face upwards and take the first one, which we put down on the table in what will be the top left hand corner of our square of cards. The card happens to be the Jack of Diamonds. The next card is the King of Clubs which we put down beside the Jack. The third card is the Jack of Clubs, which we pass by, since we have already both a Jack and a Club in the row and, in any case, the cards must be alternately red and black ones. The next card is the Ace of Hearts, which we put beside the King. Now a glance at these cards shows that to complete the row we require a Queen, and a second glance shows that it must be the Queen of Spades, so we find that card to make the first line ....
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Now the second line must always commence with a card of the same value as the second card of the first line, but of the opposite colour. In the present case it must be a red king and, since the first vertical has already been started with the Jack of Diamonds we must use the King of Hearts. Now the two diagonals must consist of cards of the same value and the centre cards must be of the opposite colour to the corner ones. Our next card must therefore be a black jack, and as the King of Clubs heads the second vertical line we must put down the Jack of Spades. Our rule about the diagonal tells us that the next card must be a red queen and as the Queen of Hearts will not do we can only put down the Queen of Diamonds. An ace is needed to complete the line and must obviously be the Ace of Clubs. Our second line is completed then, and we have....
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The third line must always commence with a card of the same value as the third card of the first line. It must therefore be an ace and, as we have already two red cards in the first vertical line, we put down our remaining black ace, the Ace of Spades. Our next two cards will be determined by the rule of the diagonal and can only be the Queen of Hearts and the Jack of Clubs. The King of Diamonds must complete the line, giving us ....
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It requires very little thought to see how one must arrange the last four cards to complete the magic square so ....
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With a little practice you will become so expert at laying out the puzzle that you will be able to deal the cards almost without hesitation, while your friends will find it very difficult to do even though they start with the two diagonal lines.





PART II

WE will commence the second half of our Handbook with a simple piece of sleight-of-hand, of very great utility, which we shall ask you to learn before you go any further. You should find no difficulty in doing so. In this Handbook we do not ask you to learn anything that requires much dexterity. This piece of sleight-of-hand is called

THE GLIDE

and its object is to enable you apparently to deal the bottom card of the pack while in reality you slide that back a little and deal, in its place, the second card from the bottom.

It is done in this way. You hold the pack by its sides in the left hand, between the forefinger and the thumb, with the back of the top card facing the palm of the hand. You let the tips of the second and third fingers rest against the face of the bottom card, as in Figure 9. You turn the hand so that the pack faces the ground and draw back the bottom card about half an inch, as shown in Figure 10, by a simple movement of the second and third fingers.
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FIG 9



The right hand second and third finger tips now draw out the second card from the bottom, apparently the bottom one, and drop it on to the table. Then, by reversing the movement of the fingers the drawn back card may be slid back to its former place.

[image: e9780486163093_i0041.jpg]

FIG 10



The Glide may be used to change one card into another as, for example, to change an indifferent card into a selected one. You have a card selected and replaced in the pack and you bring it to the top by means of the corner crimp, for example. You now shuffle the pack by drawing off the top and bottom cards together and shuffling the rest of the pack on top of them, when the selected card will be the second from the bottom. Please try this shuffle before we go on. You will find that it is a combination of the shuffle to take the top card to the bottom and False Shuffle I which leaves the bottom card in place.

Now, holding the pack in position for the Glide, you show the bottom card to the spectators saying, “ I suppose the shuffle has not, by any chance, left the selected card on the bottom of the pack ? ” As the chooser replies you lower your hand, making the glide, and apparently draw out the card you have just shown and drop it on to the floor. But really it is the second card from the bottom, the selected one which you drop upon the floor. You ask the selector to put his foot upon it.

Now you ask for the name of the selected card and command it to change places with the card on the floor. You cut the pack to bury the card you have shown in the centre and you run your thumb sharply across the edge of the pack before asking the selector to turn up the card beneath his foot.

In the pages that follow we shall give you some further uses for this simple sleight.


THE INSEPARABLE ACES I

To avoid repeatedly having to ask the audience to select cards from the pack the practice has developed of performing tricks with the kings or the aces, which the conjurer removes from the pack himself. Of late years the aces have been most favoured since they are the most conspicuous cards in the pack. In the present trick you use the two red aces.

You run through the pack and pick out the two aces, which you throw down upon the table, and you secretly glance at the top card of the pack and remember its name. You then put the pack down beside the aces and ask one of the spectators, when you have turned your back, to first cut off a small packet of cards and put it upon the table to one side, then to take either of the aces and to place it on top of this small packet, next to cut off a further portion of the pack and to drop it on top of the ace, then to place the other ace upon the last portion, and finally to drop the rest of the pack on top and to square up the cards. You then ask the spectator to cut the pack twice, each time completing the cut.

You now turn round and, taking the pack, point out exactly what has been done. The two aces have been lost in the pack and separated from each other by an unknown number of cards. You hold the pack in the position for the glide and commence to deal the cards from the bottom, dealing them face up upon the table, as you remark that you will demonstrate that the aces are inseparable and, in spite of all, will be found together in the pack.

As you deal the cards from the bottom you watch for the original top card, which you have remembered, and as soon as it appears you know that the next card will be one of the aces. Instead of dealing this ace you make the glide, sliding the card back about half an inch. You must do this without the slightest hesitation or pause and you then continue to deal the cards until the second ace appears, when you at once deal the first ace upon it to show that the aces have come together again.

It will be interesting to ask if you now realize why we told you at the beginning that you use the two red aces in this trick. The point is that in the dénouement the aces are dealt in the reverse order to which they were placed in the pack and if you were to use the black aces this fact might possibly be noticed by a wide awake spectator because of the conspicuous nature of “ old mossy face ” the Ace of Spades.


THE INSEPARABLE ACES II

The effect is the same as in the last trick, the separated aces come together again, but this time all the four aces are used and all the action of the trick is done by the performer without any assistance from the audience. This is a great advantage in a card trick, and a welcome change from the majority, in which the active participation of the audience is generally required.

To lend a little verisimilitude to the story you will tell of the inability to keep the aces separate it is as well to commence the trick with them all together in the pack. As we pointed out in Part I the best way to manage this would be to get the four aces together in the course of a preceding trick, but another way is to do so as you look through the pack for the Joker. You fan the cards between your hands and hold a break when you come to the first ace. You fan the cards further until you come to the second ace. You draw this out of its position and slide it back beside the first one. You do the same with the third and fourth aces. You ignore the Joker if you come to it before you have found all the aces, as you probably will, and you return to it afterwards. Without comment you discard the Joker. It is probably better to leave the audience wondering why you did this than to give them an explanation that is not entirely convincing.

Now you tell your story : that in a well-trained and properly kept pack of cards the aces are always inseparable. Drag them apart and, as soon as they can, they will fly together again. You fan the pack, the faces of the cards towards the audience, until you come to the aces, all together as you have stated, and you draw them out and drop them upon the table.

Now, holding the pack in your left hand, spread into a wide fan, you push the aces half way into the fan in different parts of it, as shown in Figure 11. Apparently you do this haphazardly but really you take care to remember the name of the card to the right of each of the first three aces. The indices of all the cards being plainly visible when you fan the pack like this you will have no great difficulty but, to facilitate remembering the cards, it is as well to pick out three of the same suit. So, for example, you look along your fan and you see the seven of Hearts, behind which you put your first ace. You go farther along the fan until you come to another Heart, say the four, and you put the second ace behind that. You carry on until you come to, say, the King of Hearts, behind which you put the third ace, and all you need remember now is “even, four and King of Hearts.”
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Next you close the fan, leaving the aces still half protruding from the pack so that the spectators can see quite plainly that they are separated from one another. Then holding the pack by its sides, you tap the ends of the aces and drive them slowly into the pack, which you then cut twice, each time completing the cut. You take care, also, to cut at about the centre of the pack each time, so that the two cuts practically neutralize each other and leave the cards as they were, although the spectators, with the trust which the public has in the efficacy of cutting, will not realize this fact.

You remark that although the aces have been well separated it will only take them a few moments to come together again and, holding the pack in the position for the glide, you begin to deal the cards, faces up, from the bottom of the pack. As you deal you watch for the first of your three memorized cards, in our example the seven of Hearts, and, as soon as it appears, you glide back the next card, which you know will be the first ace, and you go on dealing without a pause until you come to the second card which you have remembered.

When you were practising the Glide you probably discovered that an easier way to do the same thing was to push the bottom card back half an inch with the fingers of the right hand instead of pulling it back with the second and third fingers of the left hand. We hope you realized that this method, besides being less elegant, was less good and less undetectable as, always when it is used, there will be a slight hesitation before the card is dealt as the fingers push back the bottom card before drawing out the second one. However, it will be necessary to use that method now and to push back the second ace flush with the first with the right hand fingers, since the position of the first card prevents the use of the Glide. To cover the momentary hesitation before dealing, you deliberately pause, and say to the audience: “Surely we should have reached an ace by now?”

Then you continue to deal the cards until you reach the third card which you have remembered, the King of Hearts in our example, when you pause once again and say: “Still no aces,” as the right fingers push the third ace flush with the first two so that you may continue to deal indifferent cards.

You go on dealing until you actually come to the fourth ace when you say: “At last we have come to the ace, and the other three are with it ” . . . . and you deal the three drawn back aces on to the first.


THE FOUR ACES I

Almost everybody has seen and nearly everybody knows the ancient trick with four kings which are shown, spread in a fan, with the three jacks concealed behind them. The fan is closed and the seven cards, apparently four, are dropped on the top of the pack. Now the first “king”, really a jack, is taken from the top and slid into the pack a little way down. A second “king”, another jack, is pushed into the pack half way down. A third is replaced in the pack three-quarters way down, and the last king, which may be shown, of course, is placed on the bottom of the pack. The pack is then cut and the four kings are discovered all together in the centre. While these childish manœvures are being carried out an infantile story of four burglars is told.

The trick in that form is so well-known that it is not worth doing, although it still appears from time to time in books on conjuring written by the ill-informed for the wholly ignorant. But the trick is the fore-runner of the modern Four Ace Trick, which is so popular that we have been unable to discover a conjurer who has never performed some version of it, and we have been informed that there are over a thousand different versions. In the method we shall describe for you we shall take advantage of the old trick being so well known to have a little fun with the audience.

This trick may well follow the last, in which case you will have the aces separate from the pack, but if it does not you will commence by running through the pack and picking out the four aces. And then you have your joke. You murmur an excuse and turn your back to the audience! First you take the three top cards of the pack and slip them into your bottom left hand vest pocket, where they remain hidden by your coat. Then you arrange the four aces into a very trim fan which you hold in your right hand in a suspicious way, as if you were hiding something behind it. The pack you keep in your left hand.

Now you turn back to the audience and announce the famous mystery of the four aces.

If you are performing the trick before a small company of people in an ordinary room we suggest that you kneel down and do it all upon the carpet.

You put the pack down on the carpet and then, using both hands, you close the fan of cards rather clumsily and put them on the top of the pack, saying: “ The four aces I place on the top of the pack, so.” Then you pick up the pack and deal the aces one by one in a row upon the carpet saying: “ Now I deal the aces in a row upon the floor.” You pause for a moment and add: “Now everyone knows that the aces are in a row on the carpet.” Again you pause. The peculiar action and the unnecessary statements will have made everyone dissatisfied that the aces are on the carpet as you say they are. Some expressions of doubt will surely be made. You raise your eyebrows and open your eyes in surprise . . . . and then you slowly turn over the four cards to show that they really are the aces.

Now you say: “Let’s start again.” You pick up the aces and place them on top of the pack. You say: “First I deal the aces in a row upon the carpet.” You bring your right hand over the pack and grasp it by the ends while you run your thumb across the edge to make a suspicious rustling noise. Then you deal the four aces on to the carpet rather quickly and say: “Well, everyone knows that the aces are there this time.”

Again the audience will dissent and after a pause, with an expression of mock amazement, you turn over the four cards to show the aces once more. As you do this you push the top three cards a little to the right of the pack with your left thumb and slip the tip of your little finger beneath them to hold a “ break”. You say: “This is very strange. Let us start again.”

You gather up the four aces and you drop them on the top of the pack. Then you pause as though a thought had just struck you and say: “I see what it is. You don’t think I put the aces on top of the pack.” Aided by the break held by the little finger you take the top seven cards in the right hand and put the pack down upon the carpet. Now you take the seven cards in your left hand, holding them at the finger tips as shown in Figure 12. The thumb is on one side and the second and third fingers upon the opposite side. The little finger rests against the near end and the forefinger at the far end. Held thus the cards are kept perfectly together so that it is impossible to see how many there really are. You show that you have four aces. You draw off the top ace, the little finger moving away to permit this, and show it. You slide it back underneath the packet as you say: “The first ace.”
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You do the same with the second and third aces, showing them and putting them beneath the packet, but the fourth ace you replace on top of the packet after you have shown it. As a result of this manoeuvre your packet of seven cards will be arranged, from the top, an ace, three indifferent cards, the other three aces.

Having shown the four aces you put them, very carefully and deliberately, on the top of the pack and say: “Now, no kidding this time,” and you turn over the top card, an ace, and turn it face down again.

Then you deliberately deal the four top cards on to the carpet in a row from left to right and say: “Now on each ace I deal three more cards.” Commencing with the left hand heap you do precisely what you say. As a result you will make four heaps. The left hand heap will consist of the four aces. The other three heaps will consist of indifferent cards. The audience should believe that each heap consists of an ace surmounted by three ordinary cards.

In the trick we called “A Mathematical Certainty ” (Part I) we gave you an example of the equivocal choice, and here we give you another. Your object is to have the left hand heap, consisting of the aces, “ chosen ”by one of the audience. You say to one of the ladies: “ Would you mind choosing from these heaps either the inner or the outer pair.” If she replies “ the inner ” you pick up that pair and drop them upon the pack, but if she replies “ the outer ” you say “Good,” and push those two heaps forward a little, using only one finger to do so. Then you pick up the two inner packets and drop them upon the pack. Then you say to the lady: “Right or left please?” and whichever she chooses you pick up the heap that does not contain the aces and drop it upon the pack, interpreting “right” to mean your own right and “left” to mean the lady’s left. You leave no time for consideration of the point but at once ask the nearest spectator to draw his or her chair a little nearer and place one foot upon the remaining heap.

Now you approach your climax. You may say: “You have probably heard that a remarkable affinity exists between the four aces, which cannot bear to be separated. In the pack here we have three of the aces. Beneath this gentleman’s foot we have the fourth ace, selected by chance, with three ordinary cards. In a moment the three aces will fly from the pack to join the fourth beneath the gentleman’s foot. There !” You run your thumb over the edge of the pack and then spread the cards face upwards in a long row upon the carpet. “The aces have gone”, you say, “and the three ordinary cards that were under your foot have flown under my coat.” Here you reach under your coat and pull out the three cards you put into your lower vest pocket at the beginning of the trick.

And you conclude by asking the man to lift his foot and to turn up the four aces !


THE GLIDE FORCE

For the first time in this Handbook we mention the word “ force ” although the card “ selected ” in the trick called “ The Forecast” was actually a “ forced ” card. There are various ways by which a conjurer may ensure that a certain card, predetermined, is “ selected”, although the person who draws it deems that he has had a free choice. Then we say that the conjurer has “forced ” the card. Needless to say we speak of this only amongst ourselves and never mention the word to the public.

The method used by the experts is called the “ Classic Force ” and we shall not describe it to you since it calls for more skill than you can easily acquire, more than we have undertaken to ask of you. For the moment we will show you how you can force a card by means of the Glide, which is very simple.

Put the card you desire to force upon the top of the pack and then shuffle it to the bottom. (All forces are stronger if they are preceded by a shuffle which gives the impression that you have no knowledge of the position of any of the cards in the pack.) Now hold the pack in the left hand in the position for the glide, draw back the bottom card, and begin to deal the cards slowly from the bottom, always dealing the second one, of course. Ask someone to call “ stop ” at any moment. At the request to stop, glide the bottom card back into position, and then draw it half way off the pack and permit the person who called to remove it, and place it in his pocket.

It is as simple as that !


THE FOUR ACES II

We shall now describe a trick with the four aces which is of such great simplicity that you may hesitate, perhaps, to believe that it really could be effective. But when your knowledge of conjuring has increased you will understand that it is often the simplest tricks that are the most mystifying. The simpler the solution the less likely it is that it will be considered. We can remember, many years ago, seeing a well-known professional magician do this trick to a gathering of experts in the Magic Circle Club Room, and completely deceive all of them. And we can remember, also, their looks of blank astonishment when the simple secret was revealed to them.

The effect of the trick as it is remembered afterwards is that you shuffle a pack and place it upon the table. You ask someone to cut it into four approximately equal heaps. You turn over the cards on the top of the heaps and reveal the Four Aces.

The first thing to do is to get the four aces on the top of the pack and we will suggest a way in which you may do this without being suspected. First you glance at, and remember, the bottom card of the pack. Then you false shuffle to leave the card undisturbed, and you force it upon a spectator by means of the Glide Force which we have just described. You ask the spectator to put the card into his pocket without looking at it or letting anyone see what it is.

Now you ask the company if they think it is possible for you to discover the identity of the card that is missing from the pack by simply looking through it once only. The answer should be “ No” because it is practically impossible to do this. You will have no difficulty, however, since you already know the card, having forced its selection. Let us suppose it was a six. Keeping the backs of the cards to the spectators you look through the pack and, every time you come to an ace you slip it to the top, while every time you come to a six you drop it, face down, upon the table. At the end you will have the four aces on the top of the pack and three sixes on the table. You turn the three sixes over and ask the spectator to remove the fourth one from his pocket. You gather up the four sixes and put them on the bottom of the pack.

Now you shuffle the pack, leaving the four aces undisturbed on the top, and put the cards down on the table. You ask a spectator to cut the pack into four approximately equal portions and, when he has done so, you look at them with a rather critical eye. It is impossible to give explicit instructions for the continuation of the trick because it depends so much upon how the cutting has been done, but you watch and note the position of the top portion of the pack which is capped by the four aces. We will call this heap A and the others B, C, and D. Perhaps C will be a little bigger than D. You say : “ There are too many here” and you take two or three cards from C and put them on D. Then you seem to notice that B requires some cards and you take two (aces) from A and drop them on B. Then you take two more from A (aces again) and drop them on C. Then you observe that A is short and take a few cards from D to make it up. You also add a card from B (an ace). Then you take a few cards from C and put them on D, but decide that you have put too many and take one (an ace) back again. With that you appear to be satisfied.

You snap your fingers over the four heaps and then turn up the top cards, the Four Aces!

The movements we have given you are purely optional. You may use them if you wish or you may work out a series of movements for yourself, or you may improvise as the size of the heaps suggests to you. You have only to keep cool, take care to remember the position of the aces, and be careful not to overdo the thing and confuse yourself.


THE THIRTEEN PRINCIPLE

We stated above that it is practically impossible to discover the name of a card abstracted from the pack by merely looking through it once. We said “practically impossible” because we are not quite sure that it cannot be done by means of a mnemonic system and, in any case, we have seen so many fantastic things accomplished since we first dabbled in this conjuring business that we shall be reluctant always to use the word impossible without any qualification. But, it is not only possible but very simple to discover the card by going through the pack twice. Try it as you read our directions please.

Remove a card from your pack and place it aside, without looking at it please. Now go through the pack and add the “ spot” values of the cards together, subtracting thirteen everytime your total exceeds that number, ignoring the Kings and counting the Queens as twelve spots and the Jacks as eleven spots. A simple example will show you that this is not so formidable a task as it may appear to be at first. I look through the pack that is beside my typewriter. The bottom card is the nine of Clubs, but I take no notice of the suits and simply think “nine.” The next is the five of hearts. Nine and five are fourteen. I deduct thirteen and carry one. The next card is a seven which, added to one, makes eight. Another seven makes fifteen and again I deduct thirteen and carry two. The next card is a two (two and two are four) then comes a King, which I ignore, and a three (four and three are seven) followed by a Queen, which I count as twelve, taking my total to nineteen. I immediately deduct thirteen, reducing the total to six, to which I add the next card, a nine, making fifteen. I at once return to two by deducting thirteen, and I carry on in this way until I reach the end of the pack, when my final figure is eight. This is then subtracted from thirteen to give me the value of the missing card.

I look through the pack a second time for the fives and find the five of Clubs, five of Spades, and five of Diamonds, and I know that the abstracted card is the five of Hearts.

Do not think that you need to be a mathematical wizard to do this trick. It is very rarely that your figure goes over twenty and after a few trials you will find that the deduction of thirteen almost becomes automatic.


THE SLIP FORCE

Just as we gave you more than one way to control a selected card we think we should give you an alternative method of forcing a card. The Slip Force which we shall describe is easy to do and absolutely certain in its action. It is therefore very popular with amateur magicians, who generally do it very badly. We shall give you a method which is absolutely undetectable because the secret action is entirely covered by a natural movement.

You secretly place the card you desire to force upon the top of the pack and you false shuffle so as to leave the card there. You state that you wish to have a card selected entirely by chance and that you will ask a lady to thrust the bottom card, face up, into the pack at any point she desires. You remove the bottom card as you speak and hand it, face up, to one of the ladies. You hold the pack in the palm of the left hand, face down, with the thumb across the back of the top card and the four fingers against its right side. and you ask the lady tc thrust the corner of her card into the end of the pack wherever she desires. When she has done so you bring the right hand over the pack and grasp all the cards, above her face-up one, between the right third finger at the far end and the thumb at the near end, and you open the pack to the right at that point as if it were a book, the left thumb moving away to permit this, as shown in Figure 13. With the cards in this position you will find that the tips of the left second and third fingers rest against the back of the top card of the pack (the force card). Please notice also that the right first and second fingers are unoccupied. Now you do several things at the same time and you must practise them so that you can do them without any excessive haste yet with all the actions blending together into one smooth motion. First you draw your hands back a little to free the pack from the face up card held by the lady. Then you press upon the top card with the left middle fingers and you turn the right hand a little towards yourself. The left fingers drag the top card off the upper packet as the right hand carries the latter away and the card is slipped, like a flash, upon the lower packet. The right hand, carrying the upper packet, moves in an arc to the face-up card the lady holds, grasps it between the unoccupied first and second fingers, and takes it from her. The left hand is immediately extended towards the lady with the lower packet as you say : “We will not use the card above, which we have all seen, but the one below.” The lady accordingly takes the top card of lower packet.
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FIG 13



The superiority of our method over those generally used and described lies in the action of taking the face up card from the lady with the hand that holds the top packet and thus giving us a natural reason for moving this hand away, a movement which entirely masks the slipping of the force card from the top to the centre.

The Slip Force will require a little practice before you can do it well but there is no great difficulty about it provided that your hands are reasonably well kept.


WITH A FORCED CARD

Many remarkable effects can be produced when you have learned to force, but the ability to ensure the selection of a certain card must be used with discretion and not abused. I think it was Mr. Jean Hugard, Australian-born author of a number of fine American books on conjuring, who first remarked that the amateur, when he forces a card, is apt to reveal the fact by his unwise procedure. Instead of continuing as he would have done with a freely selected card he hands the pack to the “ selector ” and tells him to replace the card himself and to shuffle the cards well. This, of course, is wrong. Proceed in your usual way. Have the card returned as you always do and shuffle the pack yourself. Afterwards, if you wish, you may hand the cards to a spectator for shuffling.

We will give you an excellent trick as an example of the way to use a forced card.

First you glance at the bottom card of the pack, remember its name, and shuffle it to the top. Let us suppose that this card is the ace of Diamonds. Force this ace upon one of the spectators by means of either of the methods we have taught you. Ask the selector to show the card to the company and then let him replace it in the pack. Shuffle the pack well and then, as if it were an afterthought, ask him if he would like to shuffle also. When he has shuffled take the pack from him and say: “ I want to find the Joker. I suppose, by the way, it was not the Joker you chose? No! Good.” You fan the pack between your hands and you find, first the forced card (the ace of Diamonds) and then the Joker. You remove the Joker and throw it down upon the table. Then you cut the pack to take the ace to the top and you immediately shuffle the pack again, this time shuffling the ace to the bottom. You put the pack down on the table by the side of the Joker.

Now you ask the selector of the card to cut the pack, and by a gesture you indicate that you wish him to put the part cut down beside the other half. You drop the Joker face up upon the original top portion of the pack and you complete the cut by picking up the bottom half and dropping it on top of the Joker.

Now you remind the audience of the course of events. A card has been selected and replaced in the pack which has been shuffled by the selector. The position of the card in the pack is therefore entirely a matter of chance. The selector has cut the pack and the cut has been marked by the Joker. “There are some things that can only be described as remarkable coincidences until they happen again and again . . . and then one calls them magic.” As you say the last words you take hold of the Joker and with it turn over the top half of the pack to reveal the selected card.

The recapitulation of events in this case has served two purposes. It has “built up ” the effect and it has allowed an interval to elapse between the cutting of the pack and the ultimate disclosure of the result, an interval which has given time for the details of the somewhat irregular cutting procedure to have faded from the spectators’ minds.


THE CARD UNDER THE CARPET

But it is when we use an extra card, a duplicate card, that the force really comes into its own and, by its means, a selected card is apparently made to fly from the pack and reappear elsewhere. Sometimes two or three cards are forced and made to reappear in some piece of apparatus. Actually, of course, it is the duplicates that reappear. We are not including tricks with apparatus in this Handbook but we will briefly mention some of the best things of this sort, which may be purchased from dealers in magical equipment.

There are various kinds of frames which may be shown empty and will yet “produce ” selected cards. In our companion volume A Handbook of Conjuring you will find the description of a trick with a small picture frame and a number of postcards which may also be done with a playing card. There is a special sword which, when plunged into a pack of cards which has been thrown into the air, will produce a duplicate of the chosen card, impaled upon its point. Truly an astonishing effect. There are various forms of the Rising Card Trick also, in which selected cards rise out of the pack while it stands in a glass or in a simple piece of apparatus.

For the amateur performer the trick we shall now describe is, in many ways, equal to any of these apparatus tricks and has the advantage over all of them that it needs no expensive equipment. You will need only an extra card taken from another pack having the same patterned back. (When you buy your cards, always buy two packs at a time, so that you will have plenty of different duplicate cards available. There is an old story told amongst conjurers of a professional appearing at a theatre who had the nine of clubs “chosen” from the pack twice nightly all the week !)

You will also need momentary access, alone, to the room in which you will be performing, some time beforehand, so that you may slip your duplicate card under the corner of the carpelt, or under a rug, at the part of the room which you will occupy when you do your turn.

Now, in the course of your performance you look through the pack and locate the duplicate of the card under the carpet. You cut the pack to bring this card to the top and you remove the Joker as the ostensible reason for looking through the pack. You hand the Joker to one of the spectators and invite him to thrust the corner of it into the pack. You use the slip force to have your duplicated card selected. You allow a second spectator to select a card in exactly the same way, by thrusting the Joker into the pack, but this time you do not slip the top card. You allow a real choice to be made. However you must proceed in exactly the same way as you did when you forced the card.

Now you have the two cards replaced in the pack and you bring them both to the top by one of the methods previously described, and you false shuffle to leave the cards there. The duplicate of the card under the carpet should be the second card from the top of the pack.

You go down on one knee and put the pack down on the carpet near to the spot beneath which the concealed card lies. You ask the person who drew the freely chosen card to name it, and you pick up the pack and throw it down upon the carpet so that the card he names appears face up on top of it. (See the trick called “The Revolution” which we described in connection with “Think of a Number ” in Part I.)

You turn this card face down again and ask the other selector to name his card, the forced one. Once more you pick up the pack and slap it down upon the carpet, but, as you do not slide the top card off the pack, nothing happens. At this you must appear to be very surprised. You pick up the pack and slap it down again, still without result. You turn the pack towards yourself and, frowning furiously, you look through it as though you were seeking the card. Suddenly you smile and say “Ah ! I must have slapped it down too hard”, and you turn back the carpet to reveal the chosen card !


THE ONE WAY PACK

We now introduce you to another principle which has almost unlimited possibilities if it is used with imagination.

If you will examine a pack of cards of the kind which has a geometrical pattern, or a “ wall-paper ” pattern to its back, you will observe at first sight that the pattern is the same whichever way the card is turned. We will now ask you to examine the cards more carefully, comparing one with another and we shall be very surprised if, after close inspection, you do not find some slight difference in the patterns at the two ends of the pack. The difference, no doubt, will be very small, such as a leaf with a sharp point at one end and one with a round point at the other, or a trifling difference in the position of two dots, but, nevertheless, the difference will be easy to discern when you know what to look for, and it will be repeated in every card of the pack. Some excellent cards may be found for this purpose which have a check design of small squares, in which the corner square at one end is white while that at the opposite end is red or blue, according to the pack.

Now, if you arrange the cards so that they all point the same way, that is to say so that all the pointed leaves or all the white corner squares are at the same end, you have a “one way pack.” Take any card from this pack and turn it round and, however much the pack is shuffled you can always find that card by looking at the backs.

The brightly coloured bridge cards, so popular today, which bear on their backs pictures of kittens, pretty girls, or Swiss mountains, according to taste, are all “ one way packs” but cannot be used for our purpose because they are so too obviously. We can introduce another stratagem, however, in order to use them. First you mix all the cards so that some of the kittens for example, are head ups and others are tails up, and then you make a minute mark in one corner of each card. You will now have a one way pack which is independent of the back design, and you will always be able to find a card that has been reversed in this pack by the position of your mark. The marks may be made with coloured ink to match the colour of the cards or may be simple pencil dots; or you may remove a tiny fragment of coloured surface, with the point of a sharp knife, to leave a white spot on the card.

We will give you two or three tricks to illustrate the use of this principle.


ONE WAY ELIMINATION

Using a one way pack, all the cards of which are pointing in the same direction, you spread it between your hands for a card to be selected. When the card has been taken you close the pack and hold it in your left hand while you ask the chooser to show his choice to the rest of the company. You watch carefully to see how he handles the card and if he turns it end for end. If he does not turn the card round you take the pack in your right hand, grasping it by the far end, and spread it in a fan with a twist of the fingers, asking him to replace the card. Thus you have reversed the pack and his card will be pointing in a different direction from all the others. On the other hand, if you see him turn his card, you fan the pack in your left hand without reversing it.

You may now shuffle the pack and let the selector shuffle also, after which you divide the pack into two heaps and invite him to guess which one contains his card. You take the heap he indicates and fan it between your hands, showing him the faces and looking at the backs yourself. You look for the reversed card, of course. If you do not find it you say, “ I think you guessed wrong that time ” and discard the heap, but if you do find it you congratulate him upon having guessed correctly.

Now you give the half pack a shuffle and divide it into two portions again, asking him to guess once more which packet contains his card. Again you fan the cards of the packet he chooses, congratulate him if he is correct, and discard the packet that does not contain the card.

The twelve or so cards that remain you shuffle and divide into two portions. Holding one lot in each hand you spread them so that you can see the backs sufficiently well to distinguish the reversed card, and you ask the assisting spectator to guess “left or right.” Again you tell him if he is right or wrong and you discard the “wrong ” cards.

You continue thus until you have only one card left, which proves to be the selected one.


THE TRANSPOSED CARD

With all the cards of your one way pack pointing in the same direction, you shuffle it well and put it down upon the table. Now you cut the pack into two portions which you place one on either side of the table. To do this you grasp the pack by its ends between the second fingers and thumbs of each hand, the left hand grasping the bottom half and the right hand the top half of the pack. You separate the hands, each holding half the pack, and put the halves down on opposite sides of the table. You will find that this naturally leaves the one way backs of the two halves pointing in opposite directions.

You retire from the table and invite a spectator to remove a card from one of the heaps, to show it to the company, and to put it within the other heap. Then you ask him to shuffle both the heaps and replace them on the table.

Now you return to the table and reassemble the pack. In doing so you reverse the movements you made when you cut the pack. That is to say, you grasp each heap by its end, bring them in front of you, and place one on top of the other. All the cards will now be pointing in the same direction except the transposed card.

There are many ways in which you might complete the trick but we will suggest that you use the following. Take the cards and begin to look through them, searching for the reversed back. Cut the pack anywhere and remove the top card. Look at this card and name it, saying, for example, “Was the selected card the ten of Clubs ?” On receiving the negative response drop the card on to the table, allowing the spectators to get a fleeting glimpse of its face, so that they may see that it is, indeed, the card you named; but do not deliberately show it to them.

NOW find the reversed card and cut that to the top. Look at the card which, for convenience of description, we will suppose is the Queen of Spades, and say “Was the selected card the nine of Diamonds ?” Drop the card on to the table on the right hand side of the first one, but do not allow the face of the card to be seen. You must remember the name by which you miscalled this card.

Cut the pack a third time and take the new top card. Look at it and name it, saying, for example, “Was it the two of Clubs ?” Again drop the card upon the table, to the right of the last one, without letting its face be seen.

Say, “ Three attempts and three failures. It is not the . . . .” pick up the left hand card and glance at his face, then replace it without showing it and continue your sentence . . . .“the ten of Clubs or . . . .” look at the centre card, again, needless to say, without showing it . . . .“the nine of Diamonds” (miscalling it again) “or . . . .” look at the right hand card, this time tilting it a little so that its face may be seen and naming it . . . . “the two of Clubs? Too bad !”

Ask a lady to choose one of the three cards and, by means of the equivocal force with which you should now be familiar, interpret her selection to mean the centre card and replace the other two in the pack. Now announce that you will make the previously selected card change places with the one the lady has now chosen. Ask for the name of the selected card. Command the cards to change places. Make a crackling noise with your thumb against the edge of the pack and ask someone to turn up the card upon the table . . . . and there is the selected card, the Queen of Spades !

You have there a fine example of the real art of conjuring, an art in which acting is of far more importance than dexterity.


IN YOUR HANDS

You secretly reverse the top half of your one way pack, which you put down upon the table. You cut the pack, cutting only about a quarter of the cards, and you complete the cut. The result of these actions is that the centre of the pack points in the opposite direction to the rest of the cards.

You invite a spectator to take the pack in his own hands while you retire to the side of the room. You request him to take a card from the centre of the pack, to show it to the company, to replace it on the top of the pack, to cut the pack and complete the cut, and, finally, to replace the cards upon the table.

The selected card will now be in the centre of the pack pointing in the opposite direction to all its neighbours.

Spread the cards in a face up over-lapping row upon the table and ask one of the spectators to indicate which portion of the pack contains the card. Remove about a dozen cards from the point indicated and spread them in a fan, holding it with the backs of the cards towards yourself. You will be able to see the position of the selected card quite easily because of its reversed back.

Ask the selector to concentrate his mind upon his card. Run your finger backwards and forwards along the top of the fan once or twice and then stop at the selected card, draw it from the fan, and hand it to him.


THE FIVE CARD TRICK

This is, in the Author’s personal opinion, the best trick that can be done with a one way pack.

You begin by giving the pack to be shuffled and, when you receive it back, you ask a spectator to thrust a pencil into the centre of the pack and push out a small packet of cards. You pull these cards out and drop them on the top of the pack. Then you take the top five cards in your right hand and spread them into a fan, which you show to one of the spectators, asking him to think of one of them. You hand him also a slip of paper and a pencil and ask him to write the name of his card upon it, to fold it, and to hand it to another spectator. You turn away while he writes so that it is impossible for you to see. You ask the second spectator to look at the name of the card upon the paper and then to mentally select a second one from the five that you hold. You ask him to write the name of his card on the slip of paper for the sake of the record. Throughout these proceedings you take care to hold the five cards so that the spectators can see that you do not look at the faces of them.

Now you replace the five cards in different parts of the pack, quite naturally reversing them, and you hand the pack to someone to shuffle.

When you receive the pack back you take a small number of cards from the top, six, seven, or eight, and spread them in a fan. You watch for a reversed card amongst them. You show these cards to each of the assisting spectators asking if the cards of which they thought are amongst them. Should they both say “No” you put these cards aside and take another small batch. You keep watch for the cards that are reversed in the pack and take care never to include more than one such card in any fan. So, when either of the choosers tells you that his card is amongst those you hold you know at once that it is the reversed one. After some hesitation, acting as though you were “mind reading” you pick out the correct card from the fan. You carry on thus to find the second selected card.


THE PACK REVEALS IT

We shall now leave the One Way Pack to give you severa tricks which depend upon a pre-arrangement of the cards. Some astonishing effects may be produced by this means.

You arrange your pack so that the top card is a ten, the second a nine, the third an eight, and so on down to the tenth card, which will be an ace. The suits do not matter, it is only the numerical sequence 10, 9, 8, 7, 6, 5, 4, 3, 2, 1 which is required. Make a little bend or crimp in one corner of the Ace so that you will be able to cut at that card (see “ The Corner Crimp” in Part I).

False shuffle the pack to leave the top stock (your ten arranged cards) undisturbed, and then invite one of the company to select a card and to show it to the others. Cut at the crimp for the replacement of the selected card, drop the cut back on top of it, and then false shuffle again, leaving the top eleven cards undisturbed.

Now spread the pack upon the table so that the top twelve or fifteen cards lie in an overlapping line, and ask one of the company to touch any one of the cards thus exposed. Turn up the card that is touched and call the number of spots upon it. Count that number of cards along the row and turn up the next one . . . . the selected card.


ODD AND EVEN

We have previously shown you how you may arrange a few cards in the course of one trick for the purpose of another, and we shall now give you a trick in which, with colossal audacity, the conjurer arranges the whole pack in front of his audience. But it will be, of course, quite a simple arrangement.

The effect of the trick is similar to that of “The Transposed Card” which we described when we were discussing the One Way Pack, but the present trick may be performed with any cards. First you hand the pack to a spectator for thorough shuffling and, when you receive it back, you cut it into two equal portions. You invite a spectator, while you turn away, to take any card from either heap, show it to the company, and bury it in the other heap. You then direct him to reassemble the pack by placing the two heaps together, to cut and to complete the cut.

This having been done you take the pack and look through it very carefully, You appear to make some mental calculation and then you remove one card and put it face down upon the table. You ask the name of the transposed card and then you turn over the card on the table. You have failed !

“ I can’t understand this,” you say. “Will you try again ?” Once more you cut the pack into two halves. You turn away while the spectator takes any card from either heap and buries it in the other. He reassembles the pack, cuts, and completes the cut. All this while you stand with your back to the table. You turn now and look through the pack and, after a little hesitation, you remove one card and put it down upon the table. You ask the name of the transposed card and you turn over the one on the table. You are right !

With the knowledge of conjuring which you have gained from this Handbook you will be rather suspicious of that preliminary failure. In fact it is the secret of the trick. The first time you look through the pack you separate the cards between the odd ones and the even ones. As you pass the cards from the left hand into the right hand you put all the even cards in front and all the odd ones behind. (The odd cards, of course, are the Ace, three, five, seven, nine, Jack, and King . . . . the others are the even ones.) When you have the pack thus divided, you crimp the corner of the even card on the face of the pack, the bottom card, and then run through once more until you come to the first odd card. You throw this card down upon the table and then cut at the dividing point between odd and even, thus taking the crimped card to the centre.

Now, when you “try again ”, you simply cut the pack at the crimped card and thus divide it into two approximately equal parts, one containing all the odd and the other all the even cards. You will now have no difficulty in finding the transposed card, one even card amongst all the odd ones or one odd card amongst the even ones.

Bear in mind that there is always a possibility that you may pick the correct card at the first attempt. In such a case conceal your own astonishment and take credit for the miracle you have performed . . . . with all due modesty, of course !


WITH TWO PACKS

One of the two packs which you will use for this experiment must be previously arranged so that the spot values of any two consecutive cards, when added together, will total either fourteen or fifteen. You will have to discard two aces to do this, so that the pack will consist of only fifty cards. The following is an example of how the beginning of the pack might run :
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and so on. The suits of course, do not matter. Have this pack in your pocket, in its case, and commence the trick with the other one, which is without any arrangement.

You first shuffle the pack and then you spread it between your hands and ask someone to select a card. As you pass the cards from hand to hand you secretly count them, and you keep a break beneath the fourteenth one. When a card has been selected you close the pack and slip the tip of your little finger into the break to hold the division beneath the fourteenth card. You ask the chooser to show his card to the company and then you cut at the break for him to return it to the pack. You drop the cut back on top of his card, deliberately square up the pack, and execute your top stock shuffle. The selected card will be the fifteenth in the pack. You hand this pack to a spectator to hold, first, as a wise precaution, putting an elastic band around it in case he should be seized with a sudden urge to shuffle. Always be careful in such cases, particularly with habitual card players, many of whom automatically shuffle a pack when it is handed to them.

You now produce the second pack, which you remove from its case and casually cut once or twice. This cutting does not spoil the order of the cards. A pack of cards that has been arranged in sequence is very much like one of those lines of marching caterpillars of which one occasionally reads. Divert the leader from his course so that he veers round the trunk of a tree and begins to follow the last in line and all the caterpillars will march endlessly round and round the tree until exhaustion overcomes them or you divert them once again. It is thus with the arranged pack. The top card is always ready to follow the bottom one and both of them are prepared to become middle units. Cutting the pack, so long as the cut is properly completed, only creates new top and bottom cards, new first and last caterpillars, without altering the sequence of the units of the pack. But to return to our trick.

Hand the pack to another spectator and ask him to cut it wherever he wishes and to remove two cards. Take the pack from him and ask him to add together the spot value of the two cards he has removed, explaining that Jacks count as eleven, Queens as twelve, and Kings as thirteen. Ask him then to announce the answer to his piece of arithmetic which, because of the arrangement of the cards, is bound to be either fourteen or fifteen.

Turn to the spectator who holds the other pack and ask him, if the number is fourteen, to deal fourteen cards from his pack and to place the fifteenth in his pocket. If, however, the number is fifteen, ask him to count down in the pack and to put the fifteenth card in his pocket.

Pause now for your necessary recapitulation which will build up the effect, which is truly astonishing. One person has selected a card which has been shuffled back into the pack. A second person has taken two cards at random from another pack and added their values together to produce an haphazard figure. A third person has put into his pocket the card standing at that number in the shuffled pack.

Quietly ask the name of the selected card and then request the spectator to remove it from his pocket.


EIGHT KINGS

There are various ways in which a pack may be arranged so that the conjurer can remember the complete order of the cards, from the first to last, and so that the sight of one card will tell him the name of the next. This leads to a host of interesting possibilities which we can only touch in passing in the course of this Handbook.

One of the oldest and simplest ideas is that known as the “ Eight Kings” because the order of the cards is remembered by means of the following jingle : —


Eight Kings threatened to save
 Ninety-five ladies for one sick Knave.


These cryptic lines are easily remembered and will recall to you the order of eight, King, three, ten, two, seven (save), nine, five, Queen, four, Ace (one), six, Jack (knave).

You must now fix upon an arrangement of suits. You may take the Bridge order, Clubs, Diamonds, Hearts, Spades, or one of alternating colours, such as Clubs, Hearts, Spades, Diamonds, which can be remembered by another ancient formula, CHaSeD, in which the capitals give the suits. Let us suppose you decide upon the latter.

To arrange your pack you first sort it out into the four suits. Now take one of the Clubs, let us suppose it is the six. You remember your lines about the sick Knave and you place on the face up six of Clubs the knave of Hearts. You return to the commencement of your memorized lines and you find the eight of Spades, then the King of Diamonds, the three of Clubs, the ten of Hearts, the two of Spades, the seven of Diamonds, and you carry on in this way until you reach the last card of the pack, which will be the Ace of Diamonds. If you wish to include the Joker in the pack you may do so provided you take care to remember at exactly what point in the arrangement you have placed it. It is advisable always to have it at the same point.

Naturally, with the pack arranged thus, you can always tell what card has been taken from it by looking at the one that was above it. The best way to do this is to cut the pack at the point from which the card is drawn and then to secretly glance at the bottom card. Then if, when the card is replaced, you undercut the pack, that is, draw off the bottom half and have the chosen card replaced beneath it, you will restore the pack to the complete arrangement. A better use for the arranged pack is given in the trick that follows.


THREE CARD DIVINATION

With your cards arranged in the Eight Kings order you invite three spectators each to choose one from the pack, which you spread between your hands in the usual fashion. As each person selects his card you open the pack a little to allow him to withdraw it and then, with your left thumb, you pull the card which was beneath the chosen one about an inch to the left. You press down a little on the edge of this card and tilt it up with your thumb so that you can slide the top portion of the pack beneath it as you close the cards. The card next in sequence to the chosen one thus becomes the top card of the pack. You do this each time a card is selected so that, at the conclusion, you have three cards on the top of the pack which follow, in the Eight Kings order, the cards which have been selected. As each card is drawn you ask the choosers to put them into their pockets without looking at them, “so that there can be no question of thought reading being the simple solution to the problem in progress.”

When you have slipped the three cards to the top of the pack you false shuffle by simply drawing off the three cards, one by one, and then shuffling the rest of the pack on top of them.

You are now able to “ divine” the name of the three cards in the spectators pockets, “ three cards which nobody knows.” You fan the cards towards yourself and pretend to study them. Naturally you have only to look at the bottom card of the pack and go one backwards in your arrangement to know the name of the first selected card. For example, if the bottom card is the five of Diamonds . . . . you know that a nine always precedes a five and a spade a diamond. Then the first selected card is the nine of spades. Simply ask the spectator to put his hand into his pocket and hand you the nine of Spades !

In exactly the same way the second card from the bottom will give you the second selected card and the third from the bottom the last selected one.


SI STEBBINS’ ARRANGEMENT

Another method of arranging a pack, of American origin, is known by the name of its inventor, Si Stebbins, and is, perhaps, superior to the Eight Kings arrangement. It is very simple and may be summed up in the words “change the suit and add three.” Thus, supposing you are using the Bridge order of the suits and you begin your arrangement with the Ace of Clubs, you would follow that card with the four of Diamonds, seven of Hearts, ten of Spades, King of Clubs, three of Diamonds, six of Hearts, and so on, always adding three points to the last card and changing the suit. Your pack which started with the Ace of Clubs would finish with the Jack of Spades.

All the tricks done with the Eight Kings arrangement may be performed with the Si Stebbins’ pack and to them we would add the following excellent trick which makes use of the fact that, in this arrangement, the cards of each suit run in descending order, that is to say, the King of Clubs is followed four cards later by the Queen, and four cards later still by the Jack of Clubs, and so on down to the Ace. And this is so for all the suits.


ONE IN FIVE

You seat a spectator at the table and place the pack, arranged in Si Stebbins’ order, in front of him. You turn your back and instruct him to cut the pack anywhere he wishes and to complete the cut. You ask him if he is satisfied that the cut was made at random or if he would wish to cut again. You make sure that he is satisfied that he has had a free choice. You ask him then to look at the card he cut, the new top card of the pack, to show it to the company, and to put it face down upon the table. You then ask him to deal four more cards on to the table and to put the pack into his pocket. Finally you ask him to mix up the five cards on the table and then to arrange them in one row.

You turn back to the table and examine the cards one after the other. Finally you pick up one of the cards and hand it to the assisting spectator. It is the chosen card.

If you will go over the action of the trick again, bearing in mind the manner in which the pack is arranged you will understand that of the five cards on the table two will be of the same suit and the others of the three other suits. The selected card will always be the higher of the two cards of the same suit.


READING THE PACK

The ancient trick of reading all the cards of the pack without seeing their faces may be done, of course, with the arranged pack, although it would be unwise to read too many cards because of the risk that the regular rotation of the suits might be noticed by an observant spectator. However, by the use of a little ingenuity an excellent trick can be made of this feat which can well follow some other effect with an arranged pack.

A little preparation will be necessary. Pinned to the back of your trousers, underneath your coat, you must have a little spring paper clip. In your right hand upper-most vest pocket you have six cards taken from another pack with the same back design. You must remember the names of these six cards and their order. If you always use the same six cards for this trick their names will soon be familiar to you.

First you false shuffle the pack by the method we described in Part I under the heading of “False Shuffling IV”, leaving a good stock undisturbed on the top of the pack after you have cut it. You hold the pack behind your back with both hands while you tell your story of the possibility of card reading by sightless vision. While you are talking you must do several things and you should therefore take the pains to determine beforehand exactly what you will say, so that you will be able to talk without hesitation while you are thinking of something else. The first thing you do is to put five cards in the clip under the back of your coat. You keep your arms pressed closely to your sides while you do this and use only your hands and wrists so that no movement of your elbows will be seen to warn the spectators that you are busily at work. Next you palm the top card of the pack in your right hand and you take in the same hand the bottom card which you bring forward as you say, “Notice please that I do not hold the card up like this and then name it. I name the cards while they are still behind my back and normal vision of any sort is quite impossible.”

You replace the card on the bottom of the pack behind your back but, just as the hand retires with the card, you glance at the palmed one and, from it, you at once know the names of the five cards in the clip and the cards that are on the top of the pack. You put the palmed card on the bottom of the pack also, as by omitting to read this card you break the sequence of the cards you do read, naming two small batches instead of one long series.

You now name the top card of the pack (it follows the palmed one in the arrangement) and bring it forward and drop it upon the table. You may then read three more cards from the top, fairly rapidly, in the same way. For example, supposing that you are using the Si Stebbins’ arrangement, if the palmed card was the King of Clubs the cards read will be the three of Diamonds, six of Hearts, nine of Spades, and Queen of Clubs.

At this point you bring the pack forward again and hand it to someone to shuffle. On receiving it back you put it behind your back again and quickly pull the five cards from the clip and add them to the top of the pack. Now you must think backwards from the King of Clubs . . . . ten of Spades, seven of Hearts, four of Diamonds, Ace of Clubs, Jack of Spades . . . . and you are ready to call the names of the five cards, beginning with the top one, the Jack of Spades. If you think it desirable you may produce the cards in an irregular order. You call the first two cards as you stand facing the spectators with the cards behind you. Then turn sideways to them and turn up the next three cards as you name them.

Again hand the pack to someone to shuffle and remark that some people sometimes think that it is not really a question of sightless vision but of a superior sense of touch. Take the pack back and drop it into your coat pocket as you say that you will name the cards without either seeing or touching them. Name the first of the six cards in your upper vest pocket. Thrust your hand into your coat pocket and apparently bring out from it the card you have named but really take the card from the upper vest pocket. (You will remember that we used this idea also in the trick called “Thought Divined” in Part I). Name the second card of your memorized six and remove it in the same way. Then name the remaining four cards one after the other and remove them very rapidly from the pocket, bringing the trick to a brisk termination.


PREPARED CARDS

There are so many different kinds of special cards and prepared packs which may be made, or may be purchased from the dealers in conjuring apparatus, that it is quite impossible to deal with them adequately in the space at our disposal and, in any case, we strongly advise you to use none of them until, at least, your experience of conjuring is sufficient to enable you to make a sound judgment of the merits and demerits of each one of them. You will also find that in your early conjuring years your chief opportunities to perform will be found in the homes of your friends, perhaps after a game of cards, and you will naturally use the cards that you find there rather than produce a pack of your own.

One of the oldest ideas in connection with special cards is to have in the pack one card which is a fraction longer or wider than all the others. Many makers of playing cards enclose in the outer wrapping of their packs a specimen card, either a blank card, an extra joker, or a bridge score card. These specimens often differ in size very slightly from the cards they accompany and will make excellent long or wide cards. Such a card can always be found in the shuffled pack by the feel of the fingers and can be used as a key card. If a selected card is replaced under the wide or long card, cutting he pack at that point will take the chosen card to the top.

A later and better idea is the short or narrow card made by taking a minute shaving from the end or side of a card. The short or narrow card is better than the long one because it cannot be accidentally discovered by a spectator who handles the pack. To find the short card you take the pack in the left hand and place the right hand fingers on the far end and the thumb upon the near end. Now you run the finger tips across the ends of the cards, raising them a little and releasing them one by one in a steady stream, when a slight pause in the even falling of the cards will tell you when you have reached the short one. A little practice will enable you to stop with accuracy at the short card. A narrow card is found in a similar way by running the thumb across the side of the pack.

Another idea, now fallen somewhat into disuse in this country but still popular with continental conjurers, is the bisauté pack which our American friends call the “stripper deck.” The sides of this pack are trimmed to make all the cards very slightly wedge shaped, slightly wider at one end than at the other. When all the cards are arranged so that the wide ends are together the pack appears to be unprepared yet, if any card is reversed in the pack, that is to say, turned end for end, it can readily be found since it becomes a “ wide ” card at the narrow end of the pack. By holding the pack by the sides at one end, and running the fingers of the other hand down its long edges, a reversed card may be drawn out of the pack. Any number of cards reversed in this way may be drawn out thus with one action and put either on the top or the bottom of the pack, and it is this stripping of the cards from the pack which has suggested its American name, the stripper deck. (Various old English words like “deck” now no longer used in English have survived in the American language.) The bisauté pack is used in very much the same way as the One Way Pack, being turned round after the cards have been selected so that they will be replaced in reversed position. Most of the conjuring dealers who sell the stripper deck include with it very full instructions.

There are various ways in which the cards may be marked so that they can be identified as readily from their backs as from their faces. Marked cards, or “ reader decks” as the Americans call them, may be purchased ready made, or you may make your own. Red backed cards will be marked with red ink, and blue backed ones with blue ink, so that the markings will be practically invisible to anyone who does not know what to look for and where to look. The backs of most cards show a pattern in white upon a blue or red back-ground. The pattern generally consists of leaves, scrolls, dots, or points, all of which may be shortened, altered, or obliterated by a pen stroke. One of the best methods of marking consists in deciding upon twelve such points and to alter or erase the point that gives the value of the card. That is to say the seventh point will be altered on all the four sevens and the twelfth point on all the four Queens, while the kings will be left unmarked. Three further points will be required to give the suits, the clubs, diamonds, and hearts being marked while the spades are left untouched. So the only unmarked card in the pack will be the King of Spades. The cards can also be marked in this way by being pricked with a needle, in which case they are “read” by feeling with the finger tips, as a blind man reads braille. This is not an accomplishment you will learn in a few hours. Needless to say in all systems of marking the cards are marked at both ends.

A very good trick pack would be one consisting of marked cards arranged in Si Stebbins’ order. When a card is drawn from this pack a glance at the back one of its former neighbours will give the name of the card withdrawn.

Various trick packs are sold, made with long and short cards, cards stuck together in pairs, cards with false indices, cards that are all alike, double backed cards, double faced cards, and an infinity of ingenious ideas. We advise you to have nothing to do with any of them. Most of them have been invented for only one purpose, to sell to uninformed amateurs and clumsy dabblers in conjuring.

There are also some ingenious mechanical changing cards which, if intelligently used, can find a place in a conjuring programme, such as the beautifully made “moving pip cards” which can change from, say, fives to sevens. By simply moving a tiny lever you may make two pips detach themselves from the others and move to occupy the vacant spaces on the card.

Occasionally the playing card manufacturers, prompted by the more ingenious and irresponsible members of the fraternity, give us some excellent joke cards which are worth collecting and using occasionally. Imagine the feelings of a spectator who finds that he has “chosen” from the pack the fifteen of Diamonds or the seven and a half of Clubs !


IN CONCLUSION

We should not be doing our duty to the reader if we left him without a few words of general advice and counsel. It would have been better, perhaps, to have done this at the beginning rather than at the end of our Handbook, but we know well that Prefaces are never read, and hungry diners seldom pause to read articles on dietetics.

You may have discovered already, by grim experience, that all conjuring tricks, even the most simple, require a certain amount of practice before they can be done with any success. If they are to be done really well they need a considerable amount of practice. The chief thing is to moderate your enthusiasm and not rush off to show your new tricks to the neighbours before you have learned them thoroughly. And to learn a trick thoroughly it is best to proceed by regular and well defined stages.

First, read our description of the trick at least twice and make sure that you follcw our explanation and understand exactly what you must do and precisely what the effect of the trick will be to the spectators. Next make sure that you can do, with ease, all the manipulations which the trick requires. If, for example, you have to false shuffle the pack, you must practise this shuffle until you can do it without thinking about it, just as when you shuffle the cards fairly. If, after that, you have to palm a card, you must also practise your palming until you can do it as easily as you can sign your name.

Having made sure that all the different secret actions are well within your ability to do, you can begin to perform the trick to yourself, as a whole, first with the book in front of you and then from memory. After doing it half a dozen times you should be ready to advance another step.

Sit down in an armchair and spend half an hour thinking about the trick and considering what you will say when you are doing it. We have given you numerous lines in the Handbook which may serve as examples of the kind of talk you need, but we have refrained, deliberately, from giving you too much talk because it is essential that what you say should come naturally from you, and should suit your character and personality. Make a few notes of suitable “lines of patter”, including any jokes that may occur to you as apt and suitable, but do not upset yourself by racking your brains for witticisms. A conjurer does not have to be a comedian.

You will now be able to REHEARSE your trick, combining words and actions, and going through it several times. Stand before your wardrobe mirror and do the trick to yourself a number of times, watching the expression of your face and checking generally on your acting of the little play, for every conjuring trick is a play in miniature. In this rehearsal you must talk out loud as if you were actually doing the trick to a company of spectators. It is not sufficient to simply mutter the words to yourself. The rehearsal must be a real attempt to perform the trick exactly as you will perform it, soon, to a “real live audience.”

We have said that a trick is a miniature play and, if it is to be a successful play, it must be acted with conviction. When you order a card to fly from the centre of the pack to the top you must express your command as though you were convinced of its necessity and sure of its efficacy. It is only by adequately rehearsing your words and actions that you will be able to do this.

When you have conscientiously rehearsed you may face your audience with confidence and assurance. You will probably feel rather nervous but your nervousness will not effect your ability. We hope indeed, that you will feel nervous, for it is always a sign of the artist to be a little highly strung, and unless you have something of the artist in you, you will never make a good conjurer.
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100 BEST-LOVED POEMS, Edited by Philip Smith. “The Passionate Shepherd to His Love,” “Shall I compare thee to a summer’s day?” “Death, be not proud,” “The Raven,” “The Road Not Taken,” plus works by Blake, Wordsworth, Byron, Shelley, Keats, many others. 96pp. [image: e9780486163093_i0047.jpg] × 8¼.

0-486-28553-7

 


100 SMALL HOUSES OF THE THIRTIES, Brown-Blodgett Company. Exterior photographs and floor plans for 100 charming structures. Illustrations of models accompanied by descriptions of interiors, color schemes, closet space, and other amenities. 200 illustrations. 112pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-44131-8

 


1000 TURN-OF-THE-CENTURY HOUSES: With Illustrations and Floor Plans, Herbert C. Chivers. Reproduced from a rare edition, this showcase of homes ranges from cottages and bungalows to sprawling mansions. Each house is meticulously illustrated and accompanied by complete floor plans. 256pp. 9[image: e9780486163093_img_8540.gif] × 12¼.

0-486-45596-3

 


101 GREAT AMERICAN POEMS, Edited by The American Poetry & Literacy Project. Rich treasury of verse from the 19th and 20th centuries includes works by Edgar Allan Poe, Robert Frost, Walt Whitman, Langston Hughes, Emily Dickinson, T. S. Eliot, other notables. 96pp. [image: e9780486163093_i0048.jpg] × 8¼.

.0-486-40158-8

 


101 GREAT SAMURAI PRINTS, Utagawa Kuniyoshi. Kuniyoshi was a master of the warrior woodblock print — and these 18th-century illustrations represent the pinnacle of his craft. Full-color portraits of renowned Japanese samurais pulse with movement, passion, and remarkably fine detail. 112pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-46523-3

 


ABC OF BALLET, Janet Grosser. Clearly worded, abundantly illustrated little guide defines basic ballet-related terms: arabesque, battement, pas de chat, relevé, sissonne, many others. Pronunciation guide included. Excellent primer. 48pp. [image: e9780486163093_i0049.jpg] × 5¾

0-486-40871-X

 


ACCESSORIES OF DRESS: An Illustrated Encyclopedia, Katherine Lester and Bess Viola Oerke. Illustrations of hats, veils, wigs, cravats, shawls, shoes, gloves, and other accessories enhance an engaging commentary that reveals the humor and charm of the many-sided story of accessorized apparel. 644 figures and 59 plates. 608pp. 6[image: e9780486163093_img_8539.gif] × 9¼

0-486-43378-1

 


ADVENTURES OF HUCKLEBERRY FINN, Mark Twain. Join Huck and Jim as their boyhood adventures along the Mississippi River lead them into a world of excitement, danger, and self-discovery. Humorous narrative, lyrical descriptions of the Mississippi valley, and memorable characters. 224pp. [image: e9780486163093_i0050.jpg]× 8¼.

0-486-28061-6

 


ALICE STARMORE’S BOOK OF FAIR ISLE KNITTING, Alice Starmore. A noted designer from the region of Scotland’s Fair Isle explores the history and techniques of this distinctive, stranded-color knitting style and provides copious illustrated instructions for 14 original knitwear designs. 208pp. 8[image: e9780486163093_img_8540.gif] × 10[image: e9780486163093_img_8542.gif].

0-486-47218-3
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ALICE’S ADVENTURES IN WONDERLAND, Lewis Carroll. Beloved classic about a little girl lost in a topsy-turvy land and her encounters with the White Rabbit, March Hare, Mad Hatter, Cheshire Cat, and other delightfully improbable characters. 42 illustrations by Sir John Tenniel. 96pp. [image: e9780486163093_i0051.jpg] × 8¼.

0-486-27543-4

 


AMERICA’S LIGHTHOUSES: An Illustrated History, Francis Ross Holland. Profusely illustrated fact-filled survey of American lighthouses since 1716. Over 200 stations — East, Gulf, and West coasts, Great Lakes, Hawaii, Alaska, Puerto Rico, the Virgin Islands, and the Mississippi and St. Lawrence Rivers. 240pp. 8 × 10¾.

0-486-25576-X

 


AN ENCYCLOPEDIA OFTHE VIOLIN, Alberto Bachmann. Translated by Frederick H. Martens. Introduction by Eugene Ysaye. First published in 1925, this renowned reference remains unsurpassed as a source of essential information, from construction and evolution to repertoire and technique. Includes a glossary and 73 illustrations. 496pp. 6[image: e9780486163093_img_8539.gif] × 9¼.

0-486-46618-3

 


ANIMALS: 1,419 Copyright-Free Illustrations of Mammals, Birds, Fish, Insects, etc., Selected by Jim Harter. Selected for its visual impact and ease of use, this outstanding collection of wood engravings presents over 1,000 species of animals in extremely lifelike poses. Includes mammals, birds, reptiles, amphibians, fish, insects, and other invertebrates. 284pp. 9 × 12.

0-486-23766-4

 


THE ANNALS, Tacitus. Translated by Alfred John Church and William Jackson Brodribb. This vital chronicle of Imperial Rome, written by the era’s great historian, spans A.D. 14-68 and paints incisive psychological portraits of major figures, from Tiberius to Nero. 416pp. [image: e9780486163093_i0052.jpg] × 8¼.

. 0-486-45236-0

 


ANTIGONE, Sophocles. Filled with passionate speeches and sensitive probing of moral and philosophical issues, this powerful and often-performed Greek drama reveals the grim fate that befalls the children of Oedipus. Footnotes. 64pp. [image: e9780486163093_i0053.jpg] × 8¼.

0-486-27804-2

 


ART DECO DECORATIVE PATTERNS IN FULL COLOR, Christian Stoll. Reprinted from a rare 1910 portfolio, 160 sensuous and exotic images depict a breathtaking array of florals, geometfics, and abstracts — all elegant in their stark simplicity. 64pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-44862-2

 


THE ARTHUR RACKHAM TREASURY: 86 Full-Color Illustrations, Arthur Rackham. Selected and Edited by Jeff A. Menges. A stunning treasury of 86 full-page plates span the famed English artist’s career, from Rip Van Winkle (1905) to masterworks such as Undine, A Midsummer Night’s Dream, and Wind in the Willows (1939). 96pp. 8% × 11.

0-486-44685-9

 


THE AUTHENTIC GILBERT & SULLIVAN SONGBOOK, W. S. Gilbert and A. S. Sullivan. The most comprehensive collection available, this songbook includes selections from every one of Gilbert and Sullivan’s light operas. Ninety-two numbers are presented uncut and unedited, and in their original keys. 410pp. 9 × 12.

0-486-23482-7

 


THE AWAKENING, Kate Chopin. First published in 1899, this controversial novel of a New Orleans wife’s search for love outside a stifling marriage shocked readers. Today, it remains a first-rate narrative with superb characterization. New introductory Note. 128pp. [image: e9780486163093_i0054.jpg] × 8¼.

.0-86-27786-0

 


BASIC DRAWING, Louis Priscilla. Beginning with perspective, this commonsense manual progresses to the figure in movement, light and shade, anatomy, drapery, composition, trees and landscape, and outdoor sketching. Black-and-white illustrations throughout. 128pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-45815-6

 


THE BATTLES THAT CHANGED HISTORY, Fletcher Pratt. Historian profiles 16 crucial conflicts, ancient to modern, that changed the course of Western civilization. Gripping accounts of battles led by Alexander the Great, Joan of Arc, Ulysses S. Grant, other commanders. 27 maps. 352pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-41129-X

 


BEETHOVEN’S LETTERS, Ludwig van Beethoven. Edited by Dr. A. C. Kalischer. Features 457 letters to fellow musicians, friends, greats, patrons, and literary men. Reveals musical thoughts, quirks of personality, insights, and daily events. Includes 15 plates. 410pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-22769-3

 


BERNICE BOBS HER HAIR AND OTHER STORIES, F. Scott Fitzgerald. This brilliant anthology includes 6 of Fitzgerald’s most popular stories: “The Diamond as Big as the Ritz,” the title tale, “The Offshore Pirate,” “The Ice Palace,” “The Jelly Bean,” and “May Day.” 176pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-47049-0

 


BESLER’S BOOK OF FLOWERS AND PLANTS: 73 Full-Color Plates from Hortus Eystettensis, 1613, Basilius Besler. Here is a selection of magnificent plates from the Hortus Eystettensis, which vividly illustrated and identified the plants, flowers, and trees that thrived in the legendary German garden at Eichstätt. 80pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-46005-3

 


THE BOOK OF KELLS, Edited by Blanche Cirker. Painstakingly reproduced from a rare facsimile edition, this volume contains full-page decorations, portraits, illustrations, plus a sampling of textual leaves with exquisite calligraphy and ornamentation. 32 full-color illustrations. 32pp. 9[image: e9780486163093_img_8540.gif] × 12¼.

0-486-24345-1

 


THE BOOK OF THE CROSSBOW: With an Additional Section on Catapults and Other Siege Engines, Ralph Payne-Gallwey. Fascinating study traces history and use of crossbow as military and sporting weapon, from Middle Ages to modern times. Also covers related weapons: balistas, catapults, Turkish bows, more. Over 240 illustrations. 400pp. 7¼ × 10[image: e9780486163093_img_8539.gif].

0-486-28720-3

 


THE BUNGALOW BOOK: Floor Plans and Photos of 112 Houses, 1910, Henry L. Wilson. Here are 112 of the most popular and economic blueprints of the early 20th century — plus an illustration or photograph of each completed house. A wonderful time capsule that still offers a wealth of valuable insights. 160pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-45104-6

 


THE CALL OF THE WILD, Jack London. A classic novel of adventure, drawn from London’s own experiences as a Klondike adventurer, relating the story of a heroic dog caught in the brutal life of the Alaska Gold Rush. Note. 64pp. [image: e9780486163093_i0055.jpg] × 8¼.

0-486-26472-6

 


CANDIDE, Voltaire. Edited by Francois-Marie Arouet. One of the world’s great satires since its first publication in 1759. Witty, caustic skewering of romance, science, philosophy, religion, government — nearly all human ideals and institutions. 112pp. [image: e9780486163093_i0056.jpg] × 8¼.

0-486-26689-3

 


CELEBRATED IN THEIR TIME: Photographic Portraits from the George Grantham Bain Collection, Edited by Amy Pastan. With an Introduction by Michael Carlebach. Remarkable portrait gallery features 112 rare images of Albert Einstein, Charlie Chaplin, the Wright Brothers, Henry Ford, and other luminaries from the worlds of politics, art, entertainment, and industry. 128pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-46754-6

 


CHARIOTS FOR APOLLO: The NASA History of Manned Lunar Spacecraft to 1969, Courtney G. Brooks, James M. Grimwood, and Loyd S. Swenson, Jr. This illustrated history by a trio of experts is the definitive reference on the Apollo spacecraft and lunar modules. It traces the vehicles’ design, development, and operation in space. More than 100 photographs and illustrations. 576pp. 6¾ × 9¼.

0-486-46756-2

 


A CHRISTMAS CAROL, Charles Dickens. This engrossing tale relates Ebenezer Scrooge’s ghostly journeys through Christmases past, present, and future and his ultimate transformation from a harsh and grasping old miser to a charitable and compassionate human being. 80pp. [image: e9780486163093_i0057.jpg] × 8¼.

0-486-26865-9

 


COMMON SENSE, Thomas Paine. First published in January of 1776, this highly influential landmark document clearly and persuasively argued for American separation from Great Britain and paved the way for the Declaration of Independence. 64pp. [image: e9780486163093_i0058.jpg] × 8¼.

0-486-29602-4

 


THE COMPLETE SHORT STORIES OF OSCAR WILDE, Oscar Wilde. Complete texts of “The Happy Prince and Other Tales,” “A House of Pomegranates,” “Lord Arthur Savile’s Crime and Other Stories,” “Poems in Prose,” and “The Portrait of Mr. W. H.” 208pp. [image: e9780486163093_i0059.jpg] × 8¼.

0-486-45216-6

 


COMPLETE SONNETS, William Shakespeare. Over 150 exquisite poems deal with love, friendship, the tyranny of time, beauty’s evanescence, death, and other themes in language of remarkable power, precision, and beauty. Glossary of archaic terms. 80pp. [image: e9780486163093_i0060.jpg] × 8¼.

0-486-26686-9

 


THE COUNT OF MONTE CRISTO: Abridged Edition, Alexandre Dumas. Falsely accused of treason, Edmond Dantès is imprisoned in the bleak Chateau d’If. After a hair-raising escape, he launches an elaborate plot to extract a bitter revenge against those who betrayed him. 448pp. [image: e9780486163093_i0061.jpg] × 8¼.

0-486-45643-9

 


CRAFTSMAN BUNGALOWS: Designs from the Pacific Northwest, Yoho & Merritt. This reprint of a rare catalog, showcasing the charming simplicity and cozy style of Craftsman bungalows, is filled with photos of completed homes, plus floor plans and estimated costs. An indispensable resource for architects, historians, and illustrators. 112pp. 10 × 7.

0-486-46875-5

 


CRAFTSMAN BUNGALOWS: 59 Homes from “The Craftsman,” Edited by Gustav Stickley. Best and most attractive designs from Arts and Crafts Movement publication — 1903—1916 — includes sketches, photographs of homes, floor plans, descriptive text. 128pp. 8¼ × 11.

0-486-25829-7

 


CRIME AND PUNISHMENT, Fyodor Dostoyevsky. Translated by Constance Garnett. Supreme masterpiece tells the story of Raskolnikov, a student tormented by his own thoughts after he murders an old woman. Overwhelmed by guilt and terror, he confesses and goes to prison. 480pp. [image: e9780486163093_i0062.jpg] × 8¼.

0-486-41587-2

 


THE DECLARATION OF INDEPENDENCE AND OTHER GREAT DOCUMENTS OF AMERICAN HISTORY: 1775-1865, Edited by John Grafton. Thirteen compelling and influential documents: Henry’s “Give Me Liberty or Give Me Death,” Declaration of Independence, The Constitution, Washington’s First Inaugural Address, The Monroe Doctrine, The Emancipation Proclamation, Gettysburg Address, more. 64pp. [image: e9780486163093_i0063.jpg] × 8¼.

0-486-41124-9

 


THE DESERT AND THE SOWN: Travels in Palestine and Syria, Gertrude Bell. “The female Lawrence of Arabia,” Gertrude Bell wrote captivating, perceptive accounts of her travels in the Middle East. This intriguing narrative, accompanied by 160 photos, traces her 1905 sojourn in Lebanon, Syria, and Palestine. 368pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46876-3

 


A DOLL’S HOUSE, Henrik Ibsen. Ibsen’s best-known play displays his genius for realistic prose drama. An expression of women’s rights, the play climaxes when the central character, Nora, rejects a smothering marriage and life in “a doll’s house.” 80pp. [image: e9780486163093_i0064.jpg] × 8¼.

0-486-27062-9

 


DOOMED SHIPS: Great Ocean Liner Disasters, William H. Miller, Jr. Nearly 200 photographs, many from private collections, highlight tales of some of the vessels whose pleasure cruises ended in catastrophe: the Morro Castle, Normandie, Andrea Doria, Europa, and many others. 128pp. 8[image: e9780486163093_img_8542.gif] × 11¾.

0-486-45366-9

 


THE DORÉ BIBLE ILLUSTRATIONS, Gustave Doré. Detailed plates from the Bible: the Creation scenes, Adam and Eve, horrifying visions of the Flood, the battle sequences with their monumental crowds, depictions of the life of Jesus, 241 plates in all. 241pp. 9 × 12.

0-486-23004-X

 


DRAWING DRAPERY FROM HEAD TO TOE, Cliff Young. Expert guidance on how to draw shirts, pants, skirts, gloves, hats, and coats on the human figure, including folds in relation to the body, pull and crush, action folds, creases, more. Over 200 drawings. 48pp. 8¼ × 11.

0-486-45591-2

 


DUBLINERS, James Joyce. A fine and accessible introduction to the work of one of the 20th century’s most influential writers, this collection features 15 tales, including a masterpiece of the short-story genre, “The Dead.” 160pp. [image: e9780486163093_i0065.jpg] × 8¼.

0-486-26870-5

 


EASY-TO-MAKE POP-UPS, Joan Irvine. Illustrated by Barbara Reid. Dozens of wonderful ideas for three-dimensional paper fun — from holiday greeting cards with moving parts to a pop-up menagerie. Easy-to-follow, illustrated instructions for more than 30 projects. 299 black-and-white illustrations. 96pp. 8% × 11.

0-486-44622-0

 


EASY-TO-MAKE STORYBOOK DOLLS: A “Novel” Approach to Cloth Dollmaking, Sherralyn St. Clair. Favorite fictional characters come alive in this unique beginner’s dollmaking guide. Includes patterns for Pollyanna, Dorothy from The Wonderful Wizard of Oz, Mary of The Secret Garden, plus easy-to-follow instructions, 263 black-and-white illustrations, and an 8-page color insert. 112pp. 8¼ × 11.

0-486-47360-0

 


EINSTEIN’S ESSAYS IN SCIENCE, Albert Einstein. Speeches and essays in accessible, everyday language profile influential physicists such as Niels Bohr and Isaac Newton. They also explore areas of physics to which the author made major contributions. 128pp. 5 × 8.

0-486-47011-3

 


EL DORADO: Further Adventures of the Scarlet Pimpernel, Baroness Orczy. A popular sequel to The Scarlet Pimpernel, this suspenseful story recounts the Pimpernel’s attempts to rescue the Dauphin from imprisonment during the French Revolution. An irresistible blend of intrigue, period detail, and vibrant characterizations. 352pp. [image: e9780486163093_i0066.jpg] × 8¼.

0-486-44026-5

 


ELEGANT SMALL HOMES OF THE TWENTIES: 99 Designs from a Competition, Chicago Tribune. Nearly 100 designs for five- and six-room houses feature New England and Southern colonials, Normandy cottages, stately Italianate dwellings, and other fascinating snapshots of American domestic architecture of the 1920s. 112pp. 9 × 12.

0-486-46910-7

 


THE ELEMENTS OF STYLE: The Original Edition, William Strunk, Jr. This is the book that generations of writers have relied upon for timeless advice on grammar, diction, syntax, and other essentials. In concise terms, it identifies the principal requirements of proper style and common errors. 64pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-44798-7

 


THE ELUSIVE PIMPERNEL, Baroness Orczy. Robespierre’s revolutionaries find their wicked schemes thwarted by the heroic Pimpernel — Sir Percival Blakeney. In this thrilling sequel, Chauvelin devises a plot to eliminate the Pimpernel and his wife. 272pp. [image: e9780486163093_i0067.jpg] × 8¼.

0-486-45464-9

 


AN ENCYCLOPEDIA OF BATTLES: Accounts of Over 1,560 Battles from 1479 B.C. to the Present, David Eggenberger. Essential details of every major battle in recorded history from the first battle of Megiddo in 1479 B.C. to Grenada in 1984. List of battle maps. 99 illustrations. 544pp. 6½ × 9¼.

0-486-24913-1

 


ENCYCLOPEDIA OF EMBROIDERY STITCHES, INCLUDING CREWEL, Marion Nichols. Precise explanations and instructions, clearly illustrated, on how to work chain, back, cross, knotted, woven stitches, and many more — 178 in all, including Cable Outline, Whipped Satin, and Eyelet Buttonhole. Over 1400 illustrations. 219pp. 8[image: e9780486163093_img_8540.gif] × 11¼.

0-486-22929-7

 


ENTER JEEVES: 15 Early Stories, P. G. Wodehouse. Splendid collection contains first 8 stories featuring Bertie Wooster, the deliciously dim aristocrat and Jeeves, his brainy, imperturbable manservant. Also, the complete Reggie Pepper (Bertie’s prototype) series. 288pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-29717-9

 


ERIC SLOANE’S AMERICA: Paintings in Oil, Michael Wigley. With a Foreword by Mimi Sloane. Eric Sloane’s evocative oils of America’s landscape and material culture shimmer with immense historical and nostalgic appeal. This original hardcover collection gathers nearly a hundred of his finest paintings, with subjects ranging from New England to the American Southwest. 128pp. 10[image: e9780486163093_img_8541.gif] × 9.

0-486-46525-X

 


ETHAN FROME, Edith Wharton. Classic story of wasted lives, set against a bleak New England background. Superbly delineated characters in a hauntingly grim tale of thwarted love. Considered by many to be Wharton’s masterpiece. 96pp. [image: e9780486163093_i0068.jpg] × 8¼.

0-486-26690-7

 


THE EVERLASTING MAN, G. K. Chesterton. Chesterton’s view of Christianity — as a blend of philosophy and mythology, satisfying intellect and spirit — applies to his brilliant book, which appeals to readers’ heads as well as their hearts. 288pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46036-3

 


THE FIELD AND FOREST HANDY BOOK, Daniel Beard. Written by a co-founder of the Boy Scouts, this appealing guide offers illustrated instructions for building kites, birdhouses, boats, igloos, and other fun projects, plus numerous helpful tips for campers. 448pp. [image: e9780486163093_i0069.jpg] × 8¼.

0-486-46191-2

 


FINDING YOUR WAY WITHOUT MAP OR COMPASS, Harold Gatty. Useful, instructive manual shows would-be explorers, hikers, bikers, scouts, sailors, and survivalists how to find their way outdoors by observing animals, weather patterns, shifting sands, and other elements of nature. 288pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-40613-X

 


FIRST FRENCH READER: A Beginner’s Dual-Language Book, Edited and Translated by Stanley Appelbaum. This anthology introduces 50 legendary writers — Voltaire, Balzac, Baudelaire, Proust, more — through passages from The Red and the Black, Les Misérables, Madame Bovary, and other classics. Original French text plus English translation on facing pages. 240pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46178-5

 


FIRST GERMAN READER: A Beginner’s Dual-Language Book, Edited by Harry Steinhauer. Specially chosen for their power to evoke German life and culture, these short, simple readings include poems, stories, essays, and anecdotes by Goethe, Hesse, Heine, Schiller, and others. 224pp. 5% × 8½.

0-486-46179-3

 


FIRST SPANISH READER: A Beginner’s Dual-Language Book, Angel Flores. Delightful stories, other material based on works of Don Juan Manuel, Luis Taboada, Ricardo Palma, other noted writers. Complete faithful English translations on facing pages. Exercises. 176pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-25810-6

 


FIVE ACRES AND INDEPENDENCE, Maurice G. Kains. Great back-to-the-land classic explains basics of self-sufficient farming. The one book to get. 95 illustrations. 397pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-20974-1

 


FLAGG’S SMALL HOUSES: Their Economic Design and Construction, 1922, Ernest Flagg. Although most famous for his skyscrapers, Flagg was also a proponent of the well-designed single-family dwelling. His classic treatise features innovations that save space, materials, and cost. 526 illustrations. 160pp. 9[image: e9780486163093_img_8540.gif] × 12¼.

0-486-45197-6

 


FLATLAND: A Romance of Many Dimensions, Edwin A. Abbott. Classic of science (and mathematical) fiction — charmingly illustrated by the author — describes the adventures of A. Square, a resident of Flatland, in Spaceland (three dimensions), Lineland (one dimension), and Pointland (no dimensions). 96pp. [image: e9780486163093_i0070.jpg] × 8¼.

0-486-27263-X

 


FRANKENSTEIN, Mary Shelley. The story of Victor Frankenstein’s monstrous creation and the havoc it caused has enthralled generations of readers and inspired countless writers of horror and suspense. With the author’s own 1831 introduction. 176pp. [image: e9780486163093_i0071.jpg] × 8¼.

0-486-28211-2

 


THE GARGOYLE BOOK: 572 Examples from Gothic Architecture, Lester Burbank Bridaham. Dispelling the conventional wisdom that French Gothic architectural flourishes were born of despair or gloom, Bridaham reveals the whimsical nature of these creations and the ingenious artisans who made them. 572 illustrations. 224pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-44754-5

 


THE GIFT OF THE MAGI AND OTHER SHORT STORIES, O. Henry. Sixteen captivating stories by one of America’s most popular storytellers. Included are such classics as “The Gift of the Magi,” “The Last Leaf,” and “The Ransom of Red Chief.” Publisher’s Note. 96pp. [image: e9780486163093_i0072.jpg] × 8¼.

0-486-27061-0

 


THE GOETHE TREASURY: Selected Prose and Poetry, Johann Wolfgang von Goethe. Edited, Selected, and with an Introduction by Thomas Mann. In addition to his lyric poetry, Goethe wrote travel sketches, autobiographical studies, essays, letters, and proverbs in rhyme and prose. This collection presents outstanding examples from each genre. 368pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-44780-4

 


GREAT EXPECTATIONS, Charles Dickens. Orphaned Pip is apprenticed to the dirty work of the forge but dreams of becoming a gentleman — and one day finds himself in possession of “great expectations.” Dickens’ finest novel. 400pp. [image: e9780486163093_i0073.jpg] × 8¼.

0-486-41586-4

 


GREAT WRITERS ON THE ART OF FICTION: From Mark Twain to Joyce Carol Oates, Edited by James Daley. An indispensable source of advice and inspiration, this anthology features essays by Henry James, Kate Chopin, Willa Cather, Sinclair Lewis, Jack London, Raymond Chandler, Raymond Carver, Eudora Welty, and Kurt Vonnegut,Jr. 192pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-45128-3

 


HAMLET, William Shakespeare. The quintessential Shakespearean tragedy, whose highly charged confrontations and anguished soliloquies probe depths of human feeling rarely sounded in any art. Reprinted from an authoritative British edition complete with illuminating footnotes. 128pp. [image: e9780486163093_i0074.jpg] × 8¼.

0-486-27278-8

 


THE HAUNTED HOUSE, Charles Dickens. A Yuletide gathering in an eerie country retreat provides the backdrop for Dickens and his friends — including Elizabeth Gaskell and Wilkie Collins — who take turns spinning supernatural yarns. 144pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46309-5

 


HEART OF DARKNESS, Joseph Conrad. Dark allegory of a journey up the Congo River and the narrator’s encounter with the mysterious Mr. Kurtz. Masterly blend of adventure, character study, psychological penetration. For many, Conrad’s finest, most enigmatic story. 80pp. [image: e9780486163093_i0075.jpg] × 8¼

0-486-26464-5

 


HENSON AT THE NORTH POLE, Matthew A. Henson. This thrilling memoir by the heroic African-American who was Peary’s companion through two decades of Arctic exploration recounts a tale of danger, courage, and determination. “Fascinating and exciting.” — Commonweal. 128pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-45472-X

 


HISTORIC COSTUMES AND HOW TO MAKE THEM, Mary Fernald and E. Shenton. Practical, informative guidebook shows how to create everything from short tunics worn by Saxon men in the fifth century to a lady’s bustle dress of the late 1800s. 81 illustrations. 176pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-44906-8

 


THE HOUND OF THE BASKERVILLES, Arthur Conan Doyle. A deadly curse in the form of a legendary ferocious beast continues to claim its victims from the Baskerville family until Holmes and Watson intervene. Often called the best detective story ever written. 128pp. [image: e9780486163093_i0076.jpg] × 8¼.

0-486-28214-7

 


THE HOUSE BEHIND THE CEDARS, Charles W. Chesnutt. Originally published in 1900, this groundbreaking novel by a distinguished African-American author recounts the drama of a brother and sister who “pass for white” during the dangerous days of Reconstruction. 208pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46144-0

 


THE HUMAN FIGURE IN MOTION, Eadweard Muybridge. The 4,789 photographs in this definitive selection show the human figure — models almost all undraped — engaged in over 160 different types of action: running, climbing stairs, etc. 390pp. 7[image: e9780486163093_img_8542.gif] × 10[image: e9780486163093_img_8541.gif].

0-486-20204-6

 


THE IMPORTANCE OF BEING EARNEST, Oscar Wilde. Wilde’s witty and buoyant comedy of manners, filled with some of literature’s most famous epigrams, reprinted from an authoritative British edition. Considered Wilde’s most perfect work. 64pp. [image: e9780486163093_i0077.jpg] × 8¼.

0-486-26478-5

 


THE INFERNO, Dante Alighieri. Translated and with notes by Henry Wadsworth Longfellow. The first stop on Dante’s famous journey from Hell to Purgatory to Paradise, this 14th-century allegorical poem blends vivid and shocking imagery with graceful lyricism. Translated by the beloved 19th-century poet, Henry Wadsworth Longfellow. 256pp. [image: e9780486163093_i0078.jpg] × 8¼.

0-486-44288-8

 


JANE EYRE, Charlotte Brontë. Written in 1847, Jane Eyre tells the tale of an orphan girl’s progress from the custody of cruel relatives to an oppressive boarding school and its culmination in a troubled career as a governess. 448pp. [image: e9780486163093_i0079.jpg] × 8¼

0-486-42449-9

 


JAPANESE WOODBLOCK FLOWER PRINTS, Tanigami Kônan. Extraordinary collection of Japanese woodblock prints by a well-known artist features 120 plates in brilliant color. Realistic images from a rare edition include daffodils, tulips, and other familiar and unusual flowers. 128pp. 11 × 8¼

0-486-46442-3

 


JEWELRY MAKING AND DESIGN, Augustus F. Rose and Antonio Cirino. Professional secrets of jewelry making are revealed in a thorough, practical guide. Over 200 illustrations. 306pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-21750-7

 


JULIUS CAESAR, William Shakespeare. Great tragedy based on Plutarch’s account of the lives of Brutus, Julius Caesar and Mark Antony. Evil plotting, ringing oratory, high tragedy with Shakespeare’s incomparable insight, dramatic power. Explanatory footnotes. 96pp. [image: e9780486163093_i0080.jpg] × 8¼.

0-486-26876-4

 


THE JUNGLE, Upton Sinclair. 1906 bestseller shockingly reveals intolerable labor practices and working conditions in the Chicago stockyards as it tells the grim story of a Slavic family that emigrates to America full of optimism but soon faces despair. 320pp. [image: e9780486163093_i0081.jpg] × 8¼.

0-486-41923-1

 


THE KINGDOM OF GOD IS WITHIN YOU, Leo Tolstoy. The soul-searching book that inspired Gandhi to embrace the concept of passive resistance, Tolstoy’s 1894 polemic clearly outlines a radical, well-reasoned revision of traditional Christian thinking. 352pp. [image: e9780486163093_i0082.jpg] × 8¼.

0-486-45138-0

 


THE LADY OR THE TIGER?: and Other Logic Puzzles, Raymond M. Smullyan. Created by a renowned puzzle master, these whimsically themed challenges involve paradoxes about probability, time, and change; metapuzzles; and self-referentiality. Nineteen chapters advance in difficulty from relatively simple to highly complex. 1982 edition. 240pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-47027-X

 


LEAVES OF GRASS: The Original 1855 Edition, Walt Whitman. Whitman’s immortal collection includes some of the greatest poems of modern times, including his masterpiece, “Song of Myself.” Shattering standard conventions, it stands as an unabashed celebration of body and nature. 128pp. [image: e9780486163093_i0083.jpg] × 8¼

0-486-45676-5

 


LES MISÉRABLES, Victor Hugo. Translated by Charles E. Wilbour. Abridged by James K. Robinson. A convict’s heroic struggle for justice and redemption plays out against a fiery backdrop of the Napoleonic wars. This edition features the excellent original translation and a sensitive abridgment. 304pp. 6[image: e9780486163093_img_8539.gif] × 9¼.

0-486-45789-3

 


LILITH: A Romance, George MacDonald. In this novel by the father of fantasy literature, a man travels through time to meet Adam and Eve and to explore humanity’s fall from grace and ultimate redemption. 240pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46818-6

 


THE LOST LANGUAGE OF SYMBOLISM, Harold Bayley. This remarkable book reveals the hidden meaning behind familiar images and words, from the origins of Santa Claus to the fleur-de-lys, drawing from mythology, folklore, religious texts, and fairy tales. 1,418 illustrations. 784pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-44787-1

 


MACBETH, William Shakespeare. A Scottish nobleman murders the king in order to succeed to the throne. Tortured by his conscience and fearful of discovery, he becomes tangled in a web of treachery and deceit that ultimately spells his doom. 96pp. [image: e9780486163093_i0084.jpg] × 8¼.

0-486-27802-6

 


MAKING AUTHENTIC CRAFTSMAN FURNITURE: Instructions and Plans for 62 Projects, Gustav Stickley. Make authentic reproductions of handsome, functional, durable furniture: tables, chairs, wall cabinets, desks, a hall tree, and more. Construction plans with drawings, schematics, dimensions, and lumber specs reprinted from 1900s The Craftsman magazine. 128pp. 8[image: e9780486163093_img_8539.gif] × 11.

0-486-25000-8

 


MATHEMATICS FOR THE NONMATHEMATICIAN, Morris Kline. Erudite and entertaining overview follows development of mathematics from ancient Greeks to present. Topics include logic and mathematics, the fundamental concept, differential calculus, probability theory, much more. Exercises and problems. 641pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-24823-2

 


MEMOIRS OF AN ARABIAN PRINCESS FROM ZANZIBAR, Emily Ruete. This 19th-century autobiography offers a rare inside look at the society surrounding a sultan’s palace. A real-life princess in exile recalls her vanished world of harems, slave trading, and court intrigues. 288pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-47121-7

 


THE METAMORPHOSIS AND OTHER STORIES, Franz Kafka. Excellent new English translations of title story (considered by many critics Kafka’s most perfect work), plus “The Judgment,” “In the Penal Colony,” “A Country Doctor,” and “A Report to an Academy.” Note. 96pp. [image: e9780486163093_i0085.jpg] × 8¼.

0-486-29030-1

 


MICROSCOPIC ART FORMS FROM THE PLANT WORLD, R. Anheisser. From undulating curves to complex geometrics, a world of fascinating images abound in this classic, illustrated survey of microscopic plants. Features 400 detailed illustrations of nature’s minute but magnificent handiwork. The accompanying CD-ROM includes all of the images in the book. 128pp. 9 × 9.

0-486-46013-4

 


A MIDSUMMER NIGHT’S DREAM, William Shakespeare. Among the most popular of Shakespeare’s comedies, this enchanting play humorously celebrates the vagaries of love as it focuses upon the intertwined romances of several pairs of lovers. Explanatory footnotes. 80pp. [image: e9780486163093_i0086.jpg] × 8¼.

0-486-27067-X

 


THE MONEY CHANGERS, Upton Sinclair. Originally published in 1908, this cautionary novel from the author of The jungle explores corruption within the American system as a group of power brokers joins forces for personal gain, triggering a crash on Wall Street. 192pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46917-4

 


THE MOST POPULAR HOMES OF THE TWENTIES, William A. Radford. With a New Introduction by Daniel D. Reiff. Based on a rare 1925 catalog, this architectural showcase features floor plans, construction details, and photos of 26 homes, plus articles on entrances, porches, garages, and more. 250 illustrations, 21 color plates. 176pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-47028-8

 


MY 66 YEARS IN THE BIG LEAGUES, Connie Mack. With a New Introduction by Rich Westcott. A Founding Father of modern baseball, Mack holds the record for most wins — and losses — by a major league manager. Enhanced by 70 photographs, his warmhearted autobiography is populated by many legends of the game. 288pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-47184-5

 


NARRATIVE OF THE LIFE OF FREDERICK DOUGLASS, Frederick Douglass. Douglass’s graphic depictions of slavery, harrowing escape to freedom, and life as a newspaper editor, eloquent orator, and impassioned abolitionist. 96pp. [image: e9780486163093_i0087.jpg] × 8¼

0-486-28499-9

 


THE NIGHTLESS CITY: Geisha and Courtesan Life in Old Tokyo, J. E. de Becker. This unsurpassed study from 100 years ago ventured into Tokyo’s red-light district to survey geisha and courtesan life and offer meticulous descriptions of training, dress, social hierarchy, and erotic practices. 49 black-and-white illustrations; 2 maps. 496pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-45563-7

 


THE ODYSSEY, Homer. Excellent prose translation of ancient epic recounts adventures of the homeward-bound Odysseus. Fantastic cast of gods, giants, cannibals, sirens, other supernatural creatures — true classic of Western literature. 256pp. [image: e9780486163093_i0088.jpg] × 8¼.

0-486-40654-7

 


OEDIPUS REX, Sophocles. Landmark of Western drama concerns the catastrophe that ensues when King Oedipus discovers he has inadvertently killed his father and married his mother. Masterly construction, dramatic irony. Explanatory footnotes. 64pp. [image: e9780486163093_i0089.jpg] × 8¼.

0-486-26877-2

 


ONCE UPON A TIME: The Way America Was, Eric Sloane. Nostalgic text and drawings brim with gentle philosophies and descriptions of how we used to live — self-sufficiently — on the land, in homes, and among the things built by hand. 44 line illustrations. 64pp. 8% × 11.

0-486-44411-2

 


ONE OF OURS, Willa Cather. The Pulitzer Prize-winning novel about a young Nebraskan looking for something to believe in. Alienated from his parents, rejected by his wife, he finds his destiny on the bloody battlefields of World War I. 352pp. [image: e9780486163093_i0090.jpg] × 8¼

0-486-45599-8

 


ORIGAMI YOU CAN USE: 27 Practical Projects, Rick Beech. Origami models can be more than decorative, and this unique volume shows how! The 27 practical projects include a CD case, frame, napkin ring, and dish. Easy instructions feature 400 two-color illustrations. 96pp. 8¼ × 11.

0-486-47057-1

 


OTHELLO, William Shakespeare. Towering tragedy tells the story of a Moorish general who earns the enmity of his ensign lago when he passes him over for a promotion. Masterly portrait of an archvillain. Explanatory footnotes. 112pp. [image: e9780486163093_i0091.jpg] × 8¼.

0-486-29097-2

 


PARADISE LOST, John Milton. Notes by John A. Himes. First published in 1667, Paradise Lost ranks among the greatest of English literature’s epic poems. It’s a sublime retelling of Adam and Eve’s fall from grace and expulsion from Eden. Notes by John A. Himes. 480pp. [image: e9780486163093_i0092.jpg] × 8¼.

0-486-44287-X

 


PASSING, Nella Larsen. Married to a successful physician and prominently ensconced in society, Irene Redfield leads a charmed existence — until a chance encounter with a childhood friend who has been “passing for white.” 112pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-43713-2

 


PERSPECTIVE DRAWING FOR BEGINNERS, Len A. Doust. Doust carefully explains the roles of lines, boxes, and circles, and shows how visualizing shapes and forms can be used in accurate depictions of perspective. One of the most concise introductions available. 33 illustrations. 64pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-45149-6

 


PERSPECTIVE MADE EASY, Ernest R. Norling. Perspective is easy; yet, surprisingly few artists know the simple rules that make it so. Remedy that situation with this simple, step-by-step book, the first devoted entirely to the topic. 256 illustrations. 224pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-40473-0

 


THE PICTURE OF DORIAN GRAY, Oscar Wilde. Celebrated novel involves a handsome young Londoner who sinks into a life of depravity. His body retains perfect youth and vigor while his recent portrait reflects the ravages of his crime and sensuality. 176pp. [image: e9780486163093_i0093.jpg] × 8¼.

0-486-27807-7

 


PRIDE AND PREJUDICE, Jane Austen. One of the most universally loved and admired English novels, an effervescent tale of rural romance transformed by Jane Austen’s art into a witty, shrewdly observed satire of English country life. 272pp. [image: e9780486163093_i0094.jpg] × 8¼

0-486-28473-5

 


THE PRINCE, Niccolò Machiavelli. Classic, Renaissance-era guide to acquiring and maintaining political power. Today, nearly 500 years after it was written, this calculating prescription for autocratic rule continues to be much read and studied. 80pp. [image: e9780486163093_i0095.jpg] × 8¼.

0-486-27274-5

 


QUICK SKETCHING, Carl Cheek. A perfect introduction to the technique of “quick sketching.” Drawing upon an artist’s immediate emotional responses, this is an extremely effective means of capturing the essential form and features of a subject. More than 100 black-and-white illustrations throughout. 48pp. 11 × 8¼,

0-486-46608-6

 


RANCH LIFE AND THE HUNTING TRAIL, Theodore Roosevelt. Illustrated by Frederic Remington. Beautifully illustrated by Remington, Roosevelt’s celebration of the Old West recounts his adventures in the Dakota Badlands of the 1880s, from roundups to Indian encounters to hunting bighorn sheep. 208pp. 6¼ × 9¼.

0-486-47340-6

 


THE RED BADGE OF COURAGE, Stephen Crane. Amid the nightmarish chaos of a Civil War battle, a young soldier discovers courage, humility, and, perhaps, wisdom. Uncanny re-creation of actual combat. Enduring landmark of American fiction. 112pp. [image: e9780486163093_i0096.jpg] × 8¼.

0-486-26465-3

 


RELATIVITY SIMPLY EXPLAINED, Martin Gardener. One of the subject’s clearest, most entertaining introductions offers lucid explanations of special and general theories of relativity, gravity, and spacetime, models of the universe, and more. 100 illustrations. 224pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-29315-7

 


REMBRANDT DRAWINGS: 116 Masterpieces in Original Color, Rembrandt van Rijn. This deluxe hardcover edition features drawings from throughout the Dutch master’s prolific career. Informative captions accompany these beautifully reproduced landscapes, biblical vignettes, figure studies, animal sketches, and portraits. 128pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486 16149-1

 


THE ROAD NOT TAKEN AND OTHER POEMS, Robert Frost. A treasury of Frost’s most expressive verse. In addition to the tide poem: “An Old Man’s Winter Night,” “In the Home Stretch,” “Meeting and Passing,” “Putting in the Seed,” many more. All complete and unabridged. 64pp. [image: e9780486163093_i0097.jpg] × 8¼.

0-486-27550-7

 


ROMEO AND JULIET, William Shakespeare. Tragic tale of star-crossed lovers, feuding families and timeless passion contains some of Shakespeare’s most beautiful and lyrical love poetry. Complete, unabridged text with explanatory footnotes. 96pp. [image: e9780486163093_i0098.jpg] × 8¼.

0-486-27557-4

 


SANDITON AND THE WATSONS: Austen’s Unfinished Novels, Jane Austen. Two tantalizing incomplete stories revisit Austen’s customary milieu of courtship and venture into new territory, amid guests at a seaside resort. Both are worth reading for pleasure and study. 112pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-45793-1

 


THE SCARLET LETTER, Nathaniel Hawthorne. With stark power and emotional depth, Hawthorne’s masterpiece explores sin, guilt, and redemption in a story of adultery in the early days of the Massachusetts Colony. 192pp. [image: e9780486163093_i0099.jpg] × 8¼.

0-486-28048-9

 


THE SEASONS OF AMERICA PAST, Eric Sloane. Seventy-five illustrations depict cider mills and presses, sleds, pumps, stump-pulling equipment, plows, and other elements of America’s rural heritage. A section of old recipes and household hints adds additional color. 160pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-44220-9

 


SELECTED CANTERBURY TALES, Geoffrey Chaucer. Delightful collection includes the General Prologue plus three of the most popular tales: “The Knight’s Tale,” “The Miller’s Prologue and Tale,” and “The Wife of Bath’s Prologue and Tale.” In modern English. 144pp. [image: e9780486163093_i0100.jpg] × 8¼.

0-486-28241-4

 


SELECTED POEMS, Emily Dickinson. Over 100 best-known, best-loved poems by one of America’s foremost poets, reprinted from authoritative early editions. No comparable edition at this price. Index of first lines. 64pp. [image: e9780486163093_i0101.jpg] × 8¼.

0-486-26466-1

 


SIDDHARTHA, Hermann Hesse. Classic novel that has inspired generations of seekers. Blending Eastern mysticism and psychoanalysis, Hesse presents a strikingly original view of man and culture and the arduous process of self-discovery, reconciliation, harmony, and peace. 112pp. [image: e9780486163093_i0102.jpg] × 8¼.

0-486-40653-9

 


SKETCHING OUTDOORS, Leonard Richmond. This guide offers beginners step-by-step demonstrations of how to depict clouds, trees, buildings, and other outdoor sights. Explanations of a variety of techniques include shading and constructional drawing. 48pp. 11 × 8¼.

0-486-46922-0

 


SMALL HOUSES OF THE FORTIES: With Illustrations and Floor Plans, Harold E. Group. 56 floor plans and elevations of houses that originally cost less than $15,000 to build. Recommended by financial institutions of the era, they range from Colonials to Cape Cods. 144pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-48645598-X

 


SOME CHINESE GHOSTS, Lafcadio Hearn. Rooted in ancient Chinese legends, these richly atmospheric supernatural tales are recounted by an expert in Oriental lore. Their originality, power, and literary charm will captivate readers of all ages. 96pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-46306-0

 


SONGS FOR THE OPEN ROAD: Poems of Travel and Adventure, Edited by The American Poetry & Literacy Project. More than 80 poems by 50 American and British masters celebrate real and metaphorical journeys. Poems by Whitman, Byron, Millay, Sandburg, Langston Hughes, Emily Dickinson, Robert Frost, Shelley, Tennyson, Yeats, many others. Note. 80pp. [image: e9780486163093_i0103.jpg] × 8¼.

0-486-40646-6

 


SPOON RIVER ANTHOLOGY, Edgar Lee Masters. An American poetry classic, in which former citizens of a mythical midwestern town speak touchingly from the grave of the thwarted hopes and dreams of their lives. 144pp. [image: e9780486163093_i0104.jpg] × 8¼.

0-486-27275-3

 


STAR LORE: Myths, Legends, and Facts, William Tyler Olcott. Captivating retellings of the origins and histories of ancient star groups include Pegasus, Ursa Major, Pleiades, signs of the zodiac, and other constellations. “Classic.” — Sky & Telescope. 58 illustrations. 544pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-43581-4

 


THE STRANGE CASE OF DR. JEKYLL AND MR. HYDE, Robert Louis Stevenson. This intriguing novel, both fantasy thriller and moral allegory, depicts the struggle of two opposing personalities — one essentially good, the other evil — for the soul of one man. 64pp. [image: e9780486163093_i0105.jpg] × 8¼.

0-486-26688-5

 


SURVIVAL HANDBOOK: The Official U.S. Army Guide, Department of the Army. This special edition of the Army field manual is geared toward civilians. An essential companion for campers and all lovers of the outdoors, it constitutes the most authoritative wilderness guide. 288pp. [image: e9780486163093_i0106.jpg] × 8¼.

0-486-46184-X

 


A TALE OF TWO CITIES, Charles Dickens. Against the backdrop of the French Revolution, Dickens unfolds his masterpiece of drama, adventure, and romance about a man falsely accused of treason. Excitement and derring-do in the shadow of the guillotine. 304pp. [image: e9780486163093_i0107.jpg] × 8¼.

0-486-40651-2

 


TEN PLAYS, Anton Chekhov. The Sea Gull, Uncle Vanya, The Three Sisters, The Cherry Orchard, and Ivanov, plus 5 one-act comedies: The Anniversary, An Unwilling Martyr, The Wedding, The Bear, and The Proposal. 336pp. [image: e9780486163093_i0108.jpg] × 8¼.

0-486-46560-8

 


THE FLYING INN, G. K. Chesterton. Hilarious romp in which pub owner Humphrey Hump and friend take to the road in a donkey cart filled with rum and cheese, inveighing against Prohibition and other “oppressive forms of modernity.” 320pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-41910-X

 


THIRTY YEARS THAT SHOOK PHYSICS: The Story of Quantum Theory, George Gamow. Lucid, accessible introduction to the influential theory of energy and matter features careful explanations of Dirac’s anti-particles, Bohr’s model of the atom, and much more. Numerous drawings. 1966 edition. 240pp. 5[image: e9780486163093_img_8540.gif] × 8½.

0-486-24895-X

 


TREASURE ISLAND, Robert Louis Stevenson. Classic adventure story of a perilous sea journey, a mutiny led by the infamous Long John Silver, and a lethal scramble for buried treasure — seen through the eyes of cabin boy Jim Hawkins. 160pp. [image: e9780486163093_i0109.jpg] × 8¼.

0-486-27559-0

 


THE TRIAL, Franz Kafka. Translated by David Wyllie. From its gripping first sentence onward, this novel exemplifies the term “Kafkaesque.” Its darkly humorous narrative recounts a bank clerk’s entrapment in a bureaucratic maze, based on an undisclosed charge. 176pp. [image: e9780486163093_i0110.jpg] × 8¼.

0-486-47061-X

 


THE TURN OF THE SCREW, Henry James. Gripping ghost story by great novelist depicts the sinister transformation of 2 innocent children into flagrant liars and hypocrites. An elegantly told tale of unspoken horror and psychological terror. 96pp. [image: e9780486163093_i0111.jpg] × 8¼

0-486-26684-2

 


UP FROM SLAVERY, Booker T. Washington. Washington (1856-1915) rose to become the most influential spokesman for African-Americans of his day. In this eloquently written book, he describes events in a remarkable life that began in bondage and culminated in worldwide recognition. 160pp. [image: e9780486163093_i0112.jpg] × 8¼.

0-486-28738-6

 


VICTORIAN HOUSE DESIGNS IN AUTHENTIC FULL COLOR: 75 Plates from the “Scientific American - Architects and Builders Edition,” 1885-1894, Edited by Blanche Cirker. Exquisitely detailed, exceptionally handsome designs for an enormous variety of attractive city dwellings, spacious suburban and country homes, charming “cottages” and other structures — all accompanied by perspective views and floor plans. 80pp. 9¼ × 12¼.

0-486-29438-2

 


VILLETTE, Charlotte Brontë. Acclaimed by Virginia Woolf as “Brontë’s finest novel,” this moving psychological study features a remarkably modern heroine who abandons her native England for a new life as a schoolteacher in Belgium. 480pp. [image: e9780486163093_i0113.jpg] × 8¼.

0-486-45557-2

 


THE VOYAGE OUT, Virginia Woolf. A moving depiction of the thrills and confusion of youth, Woolf’s acclaimed first novel traces a shipboard journey to South America for a captivating exploration of a woman’s growing self-awareness. 288pp. [image: e9780486163093_i0114.jpg] × 8¼.

0-486-45005-8

 


WALDEN; OR, LIFE IN THE WOODS, Henry David Thoreau. Accounts of Thoreau’s daily life on the shores of Walden Pond outside Concord, Massachusetts, are interwoven with musings on the virtues of self-reliance and indivdual freedom, on society, government, and other topics. 224pp. [image: e9780486163093_i0115.jpg] × 8¼

0-486-28495-6

 


WILD PILGRIMAGE: A Novel in Woodcuts, Lynd Ward. Through startling engravings shaded in black and red, Ward wordlessly tells the story of a man trapped in an industrial world, struggling between the grim reality around him and the fantasies his imagination creates. 112pp. 6[image: e9780486163093_img_8539.gif] × 9¼.

0-486 46583-7

 


WILLY POGÁNY REDISCOVERED, Willy Pogány. Selected and Edited by Jeff A. Menges. More than 100 color and black-and-white Art Nouveau-style illustrations from fairy tales and adventure stories include scenes from Wagner’s “Ring” cycle, The Rime of the Ancient Mariner, Gulliver’s Travels, and Faust. 144pp. 8[image: e9780486163093_img_8540.gif] × 11.

0-486-47046-6

 


WOOLLY THOUGHTS: Unlock Your Creative Genius with Modular Knitting, Pat Ashforth and Steve Plummer. Here’s the revolutionary way to knit — easy, fun, and foolproof! Beginners and experienced knitters need only master a single stitch to create their own designs with patchwork squares. More than 100 illustrations. 128pp. 6½ × 9¼.

0-486-46084-3

 


WUTHERING HEIGHTS, Emily Brontë. Somber tale of consuming passions and vengeance — played out amid the lonely English moors — recounts the turbulent and tempestuous love story of Cathy and Heathcliff. Poignant and compelling. 256pp. [image: e9780486163093_i0116.jpg] × 8¼

0-486-29256-8
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