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Preface
This being a magic book, it’s only appropriate to begin with a trick question: 

What’s a sleight? 

Careful; I told you it was a trick question. 

Forgetting dictionary definitions for the moment, as magicians we can rattle off 
sleights right and left (the more-practiced of us can also perform every sleight 
they can rattle off; I’m on the fence as to whether this is a good thing or not). The 
French Drop, the Zarrow Shuffle, palming, passing, liftings in doubles and 
triples…

Those are sleights, dammit. 

But what about other stuff? Stuff that is just one widdle baby step above self-
working and one giant leap under a second deal? 

Sleight or not? 

Don’t worry; that was a rhetorical question. 

Is turning over a packet of cards without being noticed a sleight? What about 
holding an extra loop in a length of string without a spectator being aware? 
Miscalling cards? Being one-ahead? Or one-behind? 

Not self-working in the strictest sense and not sleights either. Not sleights 
according to the way we usually think of them, but by definition they are 
absolutely sleights. 

A sleight, according to Merriam-Webster, is “deceitful craftiness”. While they 
might not be considered sleights to the Elmsley Counting world, they are most 
definitely sleights with which miracles can be achieved quite easily, usually with 
nothing more than a bit of timing, a touch of misdirection, and out-and-out 
chicanery.

“Deceitful craftiness” indeed. 

So Tractare is a look at those things which ain’t self-working, but don’t require 
hours of hours just to get that side-straddle-inverted-Faro-vertical-palm just so, 
either. In short they are the seldom-known, little-explored methods that can 
knock an audience right upside the head with the astonishment bat. 



8

That makes such things – whether they are considered sleights or not – 
something to treasure. Also something to know about, explore, and, yep, play 
with every now and again. 

Tractare is nothing if not a collection of – well, let’s call them “handlings” and 
avoid the whole “is sleight/is not sleight/is/is not” discussion for somebody else  – 
with which to play. Play and imagine and create and astonish. In Tractare, you’ll 
find the handlings I’ve used for my own enjoyment and my audiences’ 
astonishment.

Gee, something to enjoy doing and something audiences like seeing. 

Magic, sleight or not, don’t get no better than that. 
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Foreword
Right after I put Automata to bed (a fancy literary term us author-types use when 
we send a book off to either be printed or cremated on the whim of editors), Dean 
Montalbano, of Leaping Lizards Publishing, asked me what else I was working 
on. I answered, truthfully, that I didn’t know (a fancy literary term us author-types 
use when we have no damn clue how we ever wrote a book in the first place and 
are intimidated to no ends by trying to write another) but I had an idea. 

And therein sprang the whole mind-storm, poured out on poor Dean. 

Automata, I thought and explained to Dean, was the first of three books. Where 
Automata dealt with self-working math-type stuff I fell in love with and use all the 
time, I envisioned the second book to be all about the little methods that I picked 
up here and there and turned into my own small miracles. Nothing with lots of 
sleights, I explained to Dean, just the little things which are somewhere between 
self-working and sleight-enriched. 

Dean must have liked the idea, because you’re holding Tractare in your hands, 
which is actually quite appropriate. 

Tractare, you see, is Latin. Roughly, it means “handle” or “perform”. And that’s 
what these astounding bits and pieces require: your handling them, your 
performing them. Along the way, you’ll also want to exercise a bit of imagination, 
creativity, and the like to them, but encapsulating all of that in a title would be 
unwieldy, my Latin is rusty, and, frankly, I happen to like one-word titles. 

So what are you going to find in Tractare?

You’re going to find handlings – lots of handlings -- that serve as a foundation for 
some powerful magic. Far from sleights as you think of them, what with pinkie-
breaks and classic palms and the like, these are the things that work because of 
sheer deviousness. And brother, how they work! 

Without causing cramps in the hand, mind you, which leaves you time to 
concentrate on… what? 

That’s right: the presentation. You’ll also find those here as well. You’ll see the 
handlings, how they work, learn the ins-and-outs of them, and get an idea of how 
I use them.

From there, you’re on your own, armed with some great tools to create powerful, 
effective magic. 
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What kind of magic? Close-up, if you want a generic classification, but if you’re 
into details, you’ll find a little bit of everything here: penetrations, telepathy, 
transpositions, teleportations, appearances, vanishes, stray elephants… okay, 
I’m kidding about the stray elephants (those are featured in another book, 
tentatively entitled “Elephantidae”), but there is a lot of variety in here, using a 
variety of themes, a variety of props, and a variety of, well, handlings. 

I also hope you find some enjoyment along the way, says the writer in me. The 
magician in me, though, hopes you find more enjoyment performing these 
wonders. The performer in me hopes your audience finds even more when they 
see them. 

‘Cuz sleights or no, that’s what it’s all about. 

So, enjoy! 

Shane
Parts Unknown 
February 11th, 2007 
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Notes About Using This Book 
This book is put together a bit differently than the typical magic book. While the 
familiar format of effect/set-up/method will be followed, other information has 
been systematically added to assist the reader in getting the most from the 
material present on these pages. 

Aside from adding a notation with the props required to perform a piece, a 
notation will be made about other props which may be suitable for the effect. It’s 
hoped that, by providing however slight a springboard into imaginative 
gymnastics, the reader will see the more possibilities with the method than what 
is typically considered. 

The largest addition to the “magic book” format is the use of the Neale 
Classification System for effects as described in the book creator Robert Neale 
wrote along with David Parr, The Magic Mirror. It is not the intention of the author 
to regurgitate the explanations to be found there (especially when the thinking is 
so incredibly clear as to be required reading); rather, an encapsulated 
explanation will be given minus the psychological research Robert Neale put into 
the effort. 

The reason for the inclusion of the Neale Classification is to allow the reader, at a 
glance, to see in the simplest terms the psychological appearance of a given 
trick. Using this system, rather than the more concrete Fitzkee system favored by 
others, is to allow those performers who are looking for a trick with a certain 
appearance to locate like material quickly and easily. From the author’s own 
reliance on Neale Classification, it can be attested to that this is quite often the 
case.

The Neale Classification System 

In the Neale Classification System, there are three primary categories, each with 
three secondary divisions. Those divisions have two states each. Below is the 
overview of the Neale Classification system: 

Category: Being 
1.“Existing” or “Not Existing” 
2.“Characteristics Changing” or “Not Changing” 
3.“Holding Together” or “Falling Apart” 

Category: Doing 
1.“Moving in Space” or “Not Moving in Space” 
2.“Moving in Time” or “Not Moving in Time” 
3.“Functioning According to One’s Nature” or “Not Functioning According to 
One’s Nature” 
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Category: Relating 
1.“Attracting” or “Repelling” 
2.“Agreeing” or “Disagreeing” 
3.“Union” or “Disunion” 

A clarification and examples of each classification, division, and state are as 
follows:

Being: “Existing or Not Existing” 
Objects appearing or disappearing. “The Miser’s Dream” is an example, as is 
“The Multiplying Billiard Balls”. Tricks where appearances and disappearances 
happen in stages also appear here, such as “The Diminishing Cards” where a fan 
of cards shrinks several times until it finally disappears, or a marble-sized sponge 
ball appearing then growing to golf-ball then softball-sized. 

Being: “Characteristics Changing or Characteristics Not Changing” 
Objects whose physical characteristics change. While color changes of all sorts 
intuitively belong here, so do many other changes of one object for another (a 
coin for a bill, a napkin rose for a real rose, etc). Less intuitively, penetrations can 
be found here as well. 

Being: “Holding Together” or “Falling Apart” 
Objects whose central integrity holds or does not hold. “Torn and Restored” 
routines are found here, as are certain “superhuman” pieces.

Doing: “Moving in Space” or “Not Moving in Space” 
Any routine where movement through space is suggested. A coins-across plot, a 
levitation, certain acts of mentalism, and other routines where an object moves 
are in this division. 

Doing: “Moving in Time” or “Not Moving in Time” 
Routines which imply movement through time. Predictions could be found here, 
as well as certain revelations. Returning an object to a prior state also is here. 

Doing: “Functioning According to One’s Nature” or “Not Functioning 
According to One’s Nature” 
Routines which involve the concepts of one’s natural inclination either functioning 
or not. Sponge bunnies producing offspring as real bunnies would, producing an 
egg from the mouth like a chicken would, and other such exchanges of natural 
inclinations are here. 

Relating: “Attracting” or “Repelling” 
Routines implying the attraction or repelling between objects, object and people, 
or people and people, and so on. The old pencil-and-hand bit would be found 
here, obviously, but so would Curry’s “Out of This World” and “Pseudo-
Psychometry” routines. 
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Relating: “Agreeing” or “Disagreeing” 
Routines conveying sympathetic associations and disassociations are classified 
here. “Do as I Do” routines, “Topsy Turvy Bottles”, and the like can be found 
here. Essentially, any routine where an action on one object is matched or 
mismatched with another object falls under this classification. 

Relating: “Union” or “Disunion”
Routines implying a joining or disjoining. On the surface, the various “linking” 
routines (pins, clothes hangers, rings, etc) belong here, but also most mentalism 
effects which require the “joining” of one mind to another and extreme 
coincidence fall into this category. 

For more information on the Neale Classification and its interpretation, please 
see The Magic Mirror, by Robert Neale and David Parr. 
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Eyes, Ears, Nose, and… 
Neale Classification: Doing/Moving in Space 

Credit: The first version of this I read, “The Hindu Bean Trick”, appeared in John 
Scarne’s book, “Scarne’s Magic Tricks”. John Ramsay published his version, 
“Five Little Beans”, in manuscript form. Since then, other versions have come 
about, including Paul Britt’s extremely funny and bizarre version in “Magick”. This 
is not to say this originated with Scarne, however; more likely it’s been around 
about as long as humans figured beans were eatable and the side effect of 
eating said beans was temporary. 

Effect: The performer shows four beans, placing one in his mouth to wet it a bit, 
then putting the bean in his ear. Another bean is likewise put in the other ear. 
The remaining beans go up the nose. The performer, giving forth with a magical 
hiccup, then slowly produces the beans one at a time from his mouth. 

Method: This is about as simple as it gets. Start with four beans in your left 
hand, counting them out so the spectator’s see your hands are empty except for 
those four beans. Close your left hand a bit, cupping it, so the spectators can’t 
see inside it. Now, with the right fingers, pick up two beans at once. Close your 
left hand as you show one bean at the tip of the right fingers while hiding the 
other from sight. Put both beans into your mouth, using the tongue to put one of 
the beans next to the cheek and the other on the tip of the tongue. Stick out your 
tongue a bit, showing the bean, and then take it from the tongue with the right 
fingers. Place it on top of the closed left fist (a la the billiard ball vanish), then 
apparently pick it up again with the right fingers but in reality open the left fist a 
bit, letting the bean fall into the left fist. Mime taking the bean with the right 
fingers and placing it in your ear. 

Repeat this (two in the mouth, one back on the left fist, mime putting it in your 
ear) until you have only one bean remaining in the left hand. Place this one 
directly into your mouth, letting it show on your tongue. Do any kind of 
gesticulating you deem necessary, and then produce the beans from your mouth, 
at the tip of your tongue, one at a time. 

The end.

 And with that, you’ve most likely gone onto the next page, lamenting the death of 
the trees which gave their all for the description of this stupid trick. 

More’s the pity, that, since this is actually a damn neat trick. It just needs a bit of 
playing and a handling change or two. 
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First, let’s look at what the trick is. Simply, objects are shoved into bodily orifices 
(the seven nice ones; the other two I ain’t touching unless dinner’s involved) and 
all congregate in the mouth. At first blush, that doesn’t appear to leave us a lot of 
room to play with, but that’s just an illusion; in reality, there’re a few things we 
can do. 

The primary things to look at are the beans. Personally, that doesn’t do it for me 
much at all. Maybe if I were sitting in the sand of some long-ago and far-away 
bazaar, I’d stick with it. But now? Nah. That’s gotta be changed. But to what? 
Really, the only limitation is the size – whatever we use has to be on the small 
size.

Well, others have done the trick with peas, but that’s too close to beans for my 
taste. Buttons have been used, as have small coins and, yes, flies (I hate to 
admit it, but my first thought was doing this with maggots, the old “Night Gallery” 
tale of burrowing earwigs coming to mind; thankfully, I sobered up). The first time 
I did this for anyone other than my dogs I did it with some medication that came 
in small capsules (this is not recommended at all, in fact, it was actually quite 
stupid, but in my defense it was stupidity for art’s sake; doing this with empty 
capsules is the way to go if you’re going this route, or use small props that look 
like pills). For an all-purpose performance, though, candy would work: think in 
terms of Tic-Tacs and small breath mints. 

So we’re not as limited as it first appears and we can leave the legumes alone if 
we want (and file this one away for those impromptu kind of times when snow 
peas are on our plates). 

And we’re not limited on where those little things go, either. The original routine 
called for shoving the things in ears and noses, but the eyes aren’t out of the 
question, either. Yes, it may seem illogical, but this is one routine where logic 
goes out the window pretty quickly and, well, putting a Tic-Tac up your nose 
doesn’t generate the creepiness in an audience quite the same as shoving them 
into the corner of your eye. 

So we know we can use lots of different things, and do different things with them, 
so we’re left with two concerns: the “why” and the “how”. 

As you probably know – as you definitely know if you’re read my other writings – 
I’m a proponent of meaning. To me, there just has to be a reason we do the 
things we do, otherwise we’re just showing off for the sake of showing off. 

Here, we can let that slide: showing off is the reason for doing this, and it’s a 
quite adequate reason in its own right. 
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But that’s not to say we can’t do more with it. Paul Britt, in “Magick”, has a 
hilarious routine involving a character from Stoker’s “Dracula”, Renfield, shoving 
the flies hither and yon. Likewise, you could thematically turn the clock back to 
when we were wee little tykes and did all sorts of stupid things with small objects, 
like eat them and shove them up our noses. Then there’s always the topical turn, 
where drugs could be smuggled in different ways.

Speaking of presentations, this one is fairly flexible. And what it lacks in flexibility 
it makes up in plain old-fashioned fun. 

What about the moves, though? I did say the handling needed to be changed. It 
felt like sacrilege to change the handling, though, considering who has touched it 
in the past, but there were pieces I couldn’t let stand, particularly the vanish used 
to get rid of the beans. So a bit of personal refinement was brought to bear to 
make things a bit tidier (translation: make it something I felt comfortable doing). 
Also, while the routine as whole may be lacking in any real meaning, some of the 
moves could do with some staging to iron out the rough spots (like putting the 
mint in you mouth, then moving it to the left hand, then moving it back to the right 
hand, and then back to the mouth). 

And with those changes, plus a subtlety or two to sell it a bit, this routine became 
a keeper.

Beyond: “Hey, Mom! Look What I Can Do!” 

Effect:  The performer brings out a box of Tic-Tac mints, opening the box. “Hey, 
want to see something really weird? As a kid, did you ever swallow things you 
weren’t supposed to, like pennies, or stick peas up your nose? I did it and that’s 
when I found I could do something really weird. Watch. 

“First I’ll need some Tic-Tacs…” The performer pours four of the candies into his 
hand, showing them. 

“Next, I’ll need to wet it a bit…” The performer pops the candy into his mouth, 
rolling it around a little and sticking out his tongue, showing the candy and taking 
it from his mouth. 

“Okay, that was pretty normal. Now it gets weird. Watch.” The performer takes 
the Tic-Tac and puts it into his ear.

“Yeah, that’s a little weird,” the performer says, speaking a little louder. “So is 
this…” The performer then takes another candy, wets it, and then puts it up his 
nose.
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“Now that’s a lot weird. Or stupid. Or whatever.” The performer is speaking 
loudly, and now quite nasally as his nose is plugged with the candy. “But this is 
weirder…” The performer takes another candy, wets it, and pushes it into his 
eye. The performer stops. “Needs to be a little wetter.” The performer wets the 
candy, puts it back on his eye, and works it into the eye. 

The performer, now speaking loudly, through a stopped-up nose, and with an eye 
squinting terribly, makes an announcement: “That’s all weird, but not that weird. 
This is weird!” 

The performer picks up the last candy and simply pops in into his mouth. 
“Watch!” the performer says though the precariously placed candies. 

The performer first takes a deep breath through his nose, then throws his head 
back. Next he holds his nose and closes his eyes, obviously stressing himself 
somehow. Finally, he tilts his head to the side, jerking it slightly. He begins rolling 
the candy around in his mouth. 

Opening his mouth, the performer shows the one candy he placed in his mouth 
on his tongue. He takes it and puts it in his hand. 

He does it again, extending his tongue and showing another mint in his mouth 
and putting it in his hand. He does it a third time; three candies have traveled 
through various means. 

But on appears stuck. The performer tilts his head back, then moves his head 
forward. The last mint is between his lips. 

“You never know how talented you are until you try something new! Want to give 
it a shot? Better get your own Tic-Tacs, though; these have been used.” 

Set-up: For this, all you need is a box of Tic-Tacs or other small candies. Put it in 
your pocket and you’re ready to go. 

Method: The basic working of this is the same as the original. Simply, you get 
one-ahead with the candy then stay there until the end when the final candy 
makes everything square. The only thing that has changed, really, are the 
vanishes (well, that and the presentational bits, but we’ll get to that later). 

Bring out the box of mints, pour four of them into your left hand, and put the box 
back in your pocket. Show the four mints so the spectators can see those are all 
you’re using and the hands are otherwise empty. Don’t make a big show of this; 
just do it a bit slowly so the point sinks in without so much as a pronoun from 
you.
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Slightly cup the left hand as you pick up two of the mints with the right fingers. 
Here you have to clearly show one mint while hiding the other, but both mints 
have to be close enough to each other and the fingertips that you can dump them 
both into your mouth fairly clearly. You’ll find your own way of doing it, I’m sure, 
but here’s the way I do it. 

Pick up the first mint by pinching it between the second finger and the joint of the 
thumb. This will be the “hidden mint”. Now pick up another mint by pinching it 
between the first finger and the tip of the thumb. This is the mint the spectators 
will see at your “fingertips”. This weird little grip allows you to show one mint fairly 
freely – the hand can be held loosely as well – while still sneaking that other mint 
around.

Put both mints into your mouth at once. This is easily done by taking the mint at 
the tip of the thumb into your mouth while extending your second finger, in effect 
pushing the hidden mint into your mouth. 

Congratulations. You’re now one ahead. Enjoy it while it lasts; it’s a good feeling. 

Position one of the mints in your mouth at the end of the tongue and the other 
between your cheek and gum. Stick out your tongue, showing the mint, and take 
it off the tongue with the right fingers. Keep your hand in pretty much the same 
position you used to sneak the two mints into your mouth – consistency may be 
the hobgoblin of little minds, but it’s our best friend when being sneaky. 

Hold the now wet mint at the tip of the left thumb and second finger, while 
keeping the left hand slightly cupped. Stick out your tongue and wet the second 
finger of the right hand with it, then rub the inside of the ear with it to apparently 
get the orifice serving as an mint-receptacle moist. Bring the right hand back to 
the left hand, mime the action of picking up the mint between the right thumb and 
second finger but, as you do, pull the left thumb down and back and let the mint 
fall into the left palm. 

Fake putting the mint in your ear. No overacting here – if this were done for real 
(something I don’t recommend, even for artistic purposes) it would be a minor 
action – save the overacting for the climax. 

From this point on, start speaking a little louder. Not shouting, mind you, but 
obviously with an increased volume. After all, you have a mint in your ear. 

Repeat those actions – sneak the extra mint in your mouth, fake picking up the 
mint – but this time the focus of your attention is the nose. Once you’ve done 
that, you want to talk a bit nasally as well as loud; remember, you’ve got a mint in 
your ear and now in your nose, you poor thing you. 
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For the eye bit, you’re going to alter things a bit. After you get the extra mint into 
your mouth, you’re in the position of having a wet mint at the left fingertips. Wet 
your right second finger with your tongue and rub it in the corner of your eye 
closest to your nose. Pick up the mint at the left fingertips – without the vanish; 
actually pick it up – and plainly put it in the corner of the eye. Let the spectators 
see the mint there, let the obvious sink in, then put the mint back at your left 
fingertips. Wet the right second finger again, moisten the eye again, and then 
perform the little vanish move so the mint is retained in the left hand and nothing 
is in your right. Now mime pushing the mint into the eye. Act like there’s a bit of 
exertion required on your part. Oh, and be prepared for the shrieking to start. 

Now squint your eye a bit as you talk loudly and nasally – you’re really messed 
yourself up here, don’t forget, what with a mint in your ear, up your nose, and 
crammed behind your eye. 

You’re all done at this point. Take the last mint, pop it into your mouth, and then 
go through whatever gyrations you want to “bring” the mints from their various 
points to your mouth. The ones I gave are the ones I do, but, hey, be 
adventurous and come up with others. Just keep them suitably realistic (now 
there’s a word I didn’t think I’d use in conjunction with shoving mints into bodily 
orifices) so the spectators stay focused. 

On the retrieval of the last mint, fake having problems, repeat whatever retrieval 
action you had in mind, and then produce the last mint. 

The end.

As you can see, I like to play this one for silly. Think of it as What I Would Do On 
The David Letterman Show As A Stupid People Trick”. And when the audience is 
least expecting it, this gets them. It looks like magic, but it might not be, so it 
could be a trick, although it probably isn’t… you get the idea. The spectators, 
God love ‘em, are thrown for a bit of a loop. 

You’ll also notice the bit about letting the “presence” of the mints in the eye, ear, 
and nose affecting you. That’s a huge part of making this silly and weird. Feel 
free to oversell just a bit if you have to (I know I get carried away sometimes and 
do; the trick still gets them). 

The bit with the eye and it being more difficult both during the insertion and the 
retrieval is there for a reason. The difficult insertion let’s the spectators see the 
mint at the orifice, giving the previous insertions a bit more credence; the difficult 
retrieval gives it a feeling that things are a bit more real than they are. Both of 
these are Good Things. 
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The work of wetting the right finger and moistening the openings explains away 
the need to take the mint out of the mouth, back to the left hand, and then back 
to the mouth. I tried it by eliminating the right hand going back to the mouth to 
take the mint, but that felt awkward since I had to close the left hand to do it and, 
well, that just felt too sneaky to be sneaky. So I started doing it this way and 
stuck with it. Still, you might want to revisit that option since it is very 
straightforward with the minimum of action. 

Before I leave this one, I guess I should say this: 

Don’t ever really put things in your eyes, or your nose, or your ears, or any place 
else in your body. That’s not just magical; it’s moronic. You’re an adult for God’s 
sake, so act like it. 

Just pretend to stick things up your nose, in your ear, or through your eye. It’s 
much safer. 

And don’t try to pick up women with this one. It won’t work. You’ll have a better 
chance performing The Linking Cherry Stems In Mouth routine (to be described 
in a later work, “Silly Magic Tricks Men Think Will Make Women Want Them”). 
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