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“Jhana is a Buddhist meditative state of profound stillness  

and concentration in which the mind becomes fully  

immersed and absorbed in the chosen object of attention. It is  

the cornerstone in the development of Right Concentration.

Traditionally, the fourth jhāna is seen as the beginning of  

attaining psychic powers.”

My name is Robert Watkins (though I go by my last name, Watkins). I 

was born and raised in Tulsa, Oklahoma, right in the centre of the 

United States. While Tulsa is still a City, it is relatively small with a 

population of about 400,000 people. I moved to New York City on 

September 2015 with my wife, Courtney.

I was introduced to the Mystery Arts when I was very young by my 

Mother’s friends who were in a sideshow called “Crispy Family 

Carnival”. They had the relatively well known performer named 

“Bizzaro” working with them at one time. My mother is very different 

when compared to most of the other mums I came across, growing up 

with my friends. She is a beautifully strange person. Everyone in my 

family is a true individual, in fact. They have a tremendous capacity to 

think for themselves and question authority. They all have their own 

unique thoughts, ideas, and tastes that are very different from what 
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would usually be considered normal. It is no wonder then that this is 

how I was raised to be. I hope that this turns out to be a good thing.

I was already interested in doing magic when David Blaine’s first 

special aired but it was at that moment I decided magic was what I 

wanted to do with my life. I started performing for my classmates in 

school and anyone else I happened to meet. I always struggled with 

anxiety and fear when it came to public speaking or approaching 

people to show them magic. However, over the years I have acquired 

the knack for forcing myself through the intimidation. 

FRASER COMMENTS:  The idea is to fake it until you realize 

you are making it or in other words: Act confident and then 

you will realize you could do it all along. It is just a case of 

preparing as best as you can and then learning from your 

mistakes – improving as you move forwards! The real 

mistake is to not even try!

The story of Annemann’s stage fright being used as a presentational 

tool was one of the first interesting facts that lead me towards the art of 

Mentalism. I think one of the most important questions in Magic and 

Mentalism is how to overcome the fear of performing. The second most 

important question would be how to create interesting, new and unique 

premises. Something I hope you will learn how to do, in a small way, 

from reading this book.
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The more I learned about Magic, the more I was drawn to Mentalism.

I have always been fascinated by dark and mysterious things. You will 

find influences from people like David Lynch, Sartre, Camus, Alan 

Watts, John Lydon, Rod Serling and Edgar Allan Poe as well as many 

other musicians, philosophers, and writers hidden within my work.

I don’t think of myself as a “Dual Reality Mentalist”. I just imagine an 

effect, and come up with the most direct way to achieve it.

Some of these ideas do use Dual Reality, however it is important to 

understand something about DR that I feel isn’t talked about very 

much. Only use these routines sparingly. You will gain a “feel” for when 

they will work and play out correctly for certain participants, in certain 

situations.

That is absolutely all I can tell you, as I have no other means to explain 

it. By simply trying this material, you will understand when it is best to 

use it – and in what scenarios to use it in. I’m not saying this, just for 

the sake of saying it. I want you to understand that Mentalism is a very 

deep and subjective art form that doesn’t always play out as it is written 

in most books on the subject.

Most Mentalism books explain very simple and direct, practical 
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formulas to achieve a desired effect. I wish to do the same but at the 

same time, let you know that not all Mentalism is so formulaic. 

Sometimes you will run into situations that you never dreamed of 

happening, and your intuition will guide you through it.

FRASER COMMENTS: The best Magic and Mentalism uses 

psychology and what has been termed 'indirection' by 

Kenton, to make it play strong. This can also be thought of in 

terms of 'implication' and how each of your words and 

actions subtly suggest the effect. Often, it is the outward 

appearance of the effect itself which makes what you do play 

and ensures the method stays hidden. This type of material 

therefore, requires a performer who can at least appear 

credible in order to ensure these bold ruses, such as the use 

of Dual Reality, to play as well as they should.

If what you say and do is tied up correctly, and there is no 

apparent discrepancy between each of the audience members 

different perspectives, from their point of view – then no one 

will ever think to question what went on – all that will be left 

over is the illusion.

I have made grown men cry with the material you are about to read. 

This is not a promise that the same reaction will be guaranteed to you. 

It is how you perform these effects that will determine the outcome. 
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I consider the level of this Mentalism book to be Difficult, due to the 

fact, this is not for the average Magician working a Birthday party. You 

should therefore, already be familiar with the Classic texts of 

Mentalism as well as the work of Kenton, Fraser and Peter Turner to 

understand fully what is being taught within these pages.

There is nothing wrong with others having fun and presenting tricks, if 

this is what they wish to do, as there truly is a time for everything. My 

approach is different and this will be reflected in the material in this 

book. This material is for the more artistic and conversational 

performer.

I wish to present my Mentalism as something real.

This is not to say that what I perform is real but rather that I wish to 

perform Mentalism which looks real. I want to give the art of 

Mentalism the respect I feel it deserves. I feel Mentalism is something 

that can inspire and ultimately change lives for the better. I wish to 

translate this within my performances.

This will not always be possible or even necessary, as sometimes I feel 

it is useful to have fun and enough to fool my audiences and simply 

leave them with a sense of wonder. It is however, something I always 

consider when creating effects and where I hope to continue to push 
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my Mentalism as I move forwards throughout my career.

Whilst most of the effects in this book will work better in a more 

intimate, close up setting where a conversational approach will fit 

better, these effects can and do work on stage and in different 

environments. I will leave it up to the reader to adapt what is taught to 

their own unique style and performance needs.

The subtitle of this book is,“Things the Grandfather Should Know”, and 

this in itself has a double meaning. The first meaning is that this is a 

dedication to my Grandfather who sadly passed away in 2015. The 

second meaning alludes to the fact that a lot of people believe Grandpas 

should know magic tricks.

Sometimes a simple title can generate an idea in my mind. I get most of 

my ideas from titles of books, songs, movies, or even chapter titles from 

books. When I hear a phrase or title that I like, I can see a vision in my 

head of a scene that I want to play out. The first title that fascinated me 

and eventually turned into an effect was, “Divine Moment of Truth”… 

So without further ado, let us get into the material.

Watkins, New York 2016
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Divine Moment of Truth

“But the attitude of faith is to let go, and become open to  

truth, whatever it might turn out to be” 

– Alan Watts

With each of the effects taught within the pages of this book I will first 

outline the effect and then break down the method. I feel this is the 

best way to teach my material, so that the reader can first get a clear 

picture of how these effects appear to an audience – so they can get a 

feel for how the effect should look and play out – before becoming 

disillusioned with the actual workings of the piece.

Please also remember as you read that I am using each effect as a 

vehicle to share my own approach towards creating premise and very 

different plots to the standard fare of Mentalism and what has come 

before – using a combination of classic techniques along with subtle 

use of language – in order to teach principles and share ideas that can 

be applied to other effects and presentations, as well as within the 

context they appear here.
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Effect

After performing for a small group, the Mentalist tells a story of a 

strange and life-changing dream he had a couple of years ago. He 

describes that it was a spiritually enlightening dream that told him all 

of the secrets of the Universe, including how it was created. He explains 

that he wrote down this secret on a piece of paper and would like to 

share it with a specific participant. He tells one of the females in the 

group that this is something she needs to hear but is to promise to 

never tell anyone else what is written on this paper. She agrees. He 

opens it up allowing only her eyes to view it. She reacts in amazement! 

A Divine Moment of Truth has been revealed to her. But she keeps the 

secret to herself. The Mentalist then walks away.  

Method 

The idea for this effect came almost as a “Divine Moment” itself. I am a 

big fan of Eastern philosophy. Even though I am not a practising 

Buddhist, I do find a lot of inspiration from old Zen Koans and stories.

One scene that constantly re-occurs in these stories, is the idea of 

transmitting the secrets of the nature of reality through one sentence.

Usually in a very strange and nonsensical way.
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One day I was walking to the train station by my house in New York 

and I had a vision in my head. I wanted to recreate this “Zen Moment” 

by showing someone a sentence on a piece of paper and have them 

visibly react to it in astonishment. 

Here is how I do it. 

 

My favourite principle in Mentalism is one by Michael Murray called 

'Thought Unlinking'. I use it in a somewhat different way than Michael 

describes in his wonderful book “A Piece of My Mind”. If you want to 

understand the principle in full I recommend you pick up a copy of his 

book.

I use my own version of the technique in this routine.

The work needed for this effect is prepared way in advance and before 

you perform the effect. In fact, it is done three effects earlier, in my set. 

This routine involves the stealing of information, early on, in your 

performance and using it later. All you need is a stack of blank business 

cards, a deck of playing cards, and an impression device.

 

But first, I’m going to answer a question that I know is on your mind: 

“What is written on the card?” 
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It says something like this:  

“I will meet someone who will accomplish everything they 

want in life if they try. They were born on ______”.

Of course it will say their exact date of birth. 

How?     

Preparation

Start by writing a piece of information you are going to force on a blank 

business card.  This could be an ‘Add a Number’ total, a playing card, a 

psychological force etc… It doesn’t matter as long as you can force this 

information with confidence. 

I use the 'Life Equation' number force which you can learn via Peter 

Turner’s work as well as Annemann’s “202 Methods of Forcing”.

The reason I choose to use the 'Life Equation' is because it fits my 

approach to performance and deals with information that relates in 

some personal way to those who I am performing for. As the 'Life 

Equation' takes into account and utilizes numbers relevant to the 

spectator's life, such as their date of birth and age, it is a force which 
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fits with the overall aesthetic of my performance as opposed to 

detracting from it.

When I want to force a number related to the personal details of the 

spectator quickly and without the need for a calculator, I use Fraser's 

variation on the 'Life Equation' force he has named the “Half Life 

Equation” (taught after this effect).

On another blank business card write the following:  

“I will meet someone who will accomplish everything they 

want in life if they try. They were born on ______”.

It is important to leave the space underneath the writing empty 

because you are going to write your participant’s date of birth on the 

billet later on. Fold this billet into quarters and fold it back and forth a 

couple of times to really break in the folds. You are going to secretly 

fold this paper in performance, so make sure the paper is well broken 

in. I call this the 'DMT Billet'.

This can be made up using either index cards or business cards. I prefer 

to use business cards as it feels more impromptu and also allows me to 

hand out my business details at the same time when I leave the 'DMT 

Billet' with my participant, at the end of the effect.
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Performance 

Getting the Information 

This effect only works once you have done the the dirty work in 

previous effects and have forced a piece of information and obtained 

the date of birth of one of the spectators.

I will now walk you through how to obtain each of the needed pieces of 

information, within the course of your performance.

Start by approaching a group and perform your opener. After you have 

established some rapport with your group, you are ready for the first 

step of stealing information.

Hand one of your participants your impression device. I use the 

'Psypher' impression device in my deck of cards. Any way of obtaining 

an impression will work.

I stick a post-it note on the box with the cards inside, the impression is 

inside the box, facing outwards, directly underneath the area I put the 

post it note. Tell them they are going to write down a name that is very 

important to them and then write their own date of birth, underneath 
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the name.

Once they have done this, you ask them to mentally choose which one 

of those two thoughts they would like to transmit to you and to forget 

about the other thought. I then tell them to take off the post it note 

from the box and rip it up, so for all intense and purposes, there is 

nothing written down and the information only exists in their mind.

FRASER COMMENTS: This is a nice ruse created by Peter 

Turner and Luke Jermay from Jose Pragner's “Goat's 

Grimore”. By getting the spectator to rip up and discard of 

the piece of paper they write their thoughts down on, it is 

possible to get them to agree that this thought is not written 

anywhere and only exists within their mind. 

It makes sense that if what they have written down is now 

torn up and discarded then their thought now no longer 

exists in a written form and only exists within their mind – it 

is this false logic that ensures the spectator will confirm their 

thought is not written down anywhere, later on. 

We also link these two ideas together. They will confirm the 

fact it is not written down (any longer) and also confirm that 

it only exists in their mind, at the same time.  This is an 

aspect of Peter Turner's 'Confirmation' principle.
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Now that they have chosen a piece of information you can be sure that 

90% of the time they will settle on the name they wrote down as 

opposed to the date. This happens so often that I just rely on it at this 

point. 

I usually accompany it with a Stock Line like:  

“I see that you are a very analytical thinker, but you are also 

a very emotional person as well. This leads me to believe that  

you would choose the more emotionally relevant thought 

which would be the name, am I correct?”

As I said, this will usually be the case and the above line will usually 

push them even further, to make the choice you want. If not, you frame 

it this way instead. If they say they choose their date of birth, have 

them hold both of their hands out, face up. Label one “date” and the 

other “name”. Hold your hand over each one and tell them you are 

feeling a stronger connection from the name and then go with that, 

instead.

This almost never happens, but it’s a good thing to remember this way 

of re-framing.
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FRASER COMMENTS: This is a beautiful 'out' from Peter 

Turner, he first taught on his 'At The Table' Lecture for 

Murphy's.

Now that you know what name they are thinking, you are free to reveal 

this information however you see fit. 

FRASER COMMENTS: A quick note on stealing information. 

This idea of getting a participant to write down more than 

one piece of information is an old idea I first saw Kenton 

utilize and then Luke Jermay in his stage shows. But I am 

sure it is an even older idea which pre-dates Kenton's work. 

What is clever about how Kenton and others before him have 

used what can be termed an 'additional information' billet, is 

the fact that the audience at large are not aware of the 

secondary piece of information, written by your participant. 

You would give instructions for the participant to fill out the 

card and write their thought of name (for example) in clear 

letters. The billet would have the following writing on it:

Name x __________

DOB x _______

The participant would understand that they are to write the 
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name on the line provided next to the 'x' which comes after 

the word 'name' and due to your previous instructions for 

them to “fill out the card” they now understand they are to 

also write their Date of Birth (DOB) on the line next to the 

abbreviation (DOB). Most spectators will be aware of what 

the abbreviation for DOB stands for as they would have been 

conditioned to fill out forms, with personal information, in 

this format, all of their life. If you are worried about this then 

just write the words “Date of Birth” in full on the card.

We also never refer to the cards we use as “billets” in actual 

performance, as this would tip the audience members to 

possible methods, if they were to research the word “billet” 

later on.

I have decided in this routine to be open about the two pieces of 

information I want the spectator to focus on and then disregard one of 

these thoughts (namely their date of birth). I feel it is enough for this 

thought to simply be forgotten about as it is seemingly never revealed 

openly. However, if you prefer you can have the spectator write down 

their date of birth, using this ploy without anyone ever being aware this 

is something you have at any point had them focus on.

If you decided to use the impression device in your deck of playing 

cards, you will need a justification for taking them out to get the peek of 
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the name. I usually get the peek as I take the cards out, and have them 

take out a card they feel reminds them of this person they are thinking 

of. You can now perform a reading and reveal the name and the card or 

leave out the revelation of the card, leaving them with the implication 

that the card somehow helped you pick up on characteristics and traits 

of the person. That this lead you to person and subsequently, their 

thought of name. I prefer not to state any of this process outwardly but 

instead allow my silent script to do the work for me. This is a matter of 

personal choice. If you prefer you can explain how one thought leads to 

the next, in order to fully justify the use of a deck of cards.

A line you may use is: 

“The cards people take from out of a deck of cards can tell us a lot about 

their personality. I want you to take out a card as if you were this 

person – don't over think this, just take one out which feels right. The 

symbols on this card will give me specific characteristics and traits of 

this person which will lead me to this person and this will lead me to 

their name”.

The important part is that you now have their date of birth without 

either the participant or audience being aware that you know.

The beautiful outcome of this technique is that it creates amnesia in 

your participant’s minds. As far as they are concerned, the effect in its 
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entirety appears to be over – that of you guessing a name. This means 

they will usually forget that they wrote down their date of birth all 

together, due to the fact this piece of information is considered the least 

important out of the two and has seemingly not been utilized in the 

effect.

Writing the Information  

Now that you have an impression of their date of birth, peek it as you 

put the cards back in the box, after you reveal the name.

Once you have this information in your head take out your prepared 

stack of business cards. Be careful not to flash the folded card at the 

top.  

This is where you write down your “Prediction” in a 'one ahead' style. 

As I said earlier, I use the 'Life Equation' for my force number but you 

are free to choose your own.

Either way, you are going to write the date of birth of your participant 

on the blank space of the pre folded 'DMT Billet'. The participants will 

believe you are writing a prediction for the current effect. 
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FRASER COMMENTS: If you prefer not to reveal the card 

taken from the deck, at the same time as revealing the name 

previously, you can save it for the 'one ahead' – instead of 

using the 'Life Equation' force or any other additional force, 

you can simply substitute it with the thought of playing card 

and pretend to write down this piece of information, instead.

In order to perform this variation, you would need to force 

the card they take out of the deck after your initial peek of the 

name. This can be justified by informing your spectator that 

the best way to use their intuition is to take a card out blindly 

– with the deck face down – so that their conscious mind is 

bypassed and their selection is left to their subconscious 

mind.

This eliminates the need for an additional effect. If you do 

not wish to use playing cards at all, then of course you will 

have to find your own force that suits the effects you wish to 

present together, in order for you to steal the required 

information within your set and get 'one ahead'.

I thought it would be best to give you all of the options and different 

ways both myself and Fraser have used.

Once you have the date written down. You are going to 'second deal' the 
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FRASER COMMENTS: I have also folded the card in front of 

the audience which enables me to more easily take the 

second card of the stack off the top of the stack and hand it 

out.

          

Now you can finish your prediction effect (whatever it may be) whilst 

you have the 'DMT Billet' in your pocket already folded up and ready to 

go!

Script 

Here I will outline the script I use before revealing the information to 

the participant. 

You can change it to your liking. 

 

Performer: “I’d like to tell you all a story about something 

that happened to me a couple of years ago. I had the 

strangest and most profound dream I’ve ever had in my life. 

I dreamt that I was in this strange hyper-dimensional space 

filled with different colours, symbols and shapes and with 

each of these objects came a new insight into the nature of 
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reality. I know this seems like a crazy story. But I started 

hearing these voices and seeing little beings in the corner of 

my eye. They were telling me to ‘look up’. And so I did. And I 

saw this giant omniscient orb that I think some people may 

call God but that’s neither here nor there. And it told me 

something. It seemed to explain all the secrets to life and the 

universe. I wrote down what it said to me on this piece of 

paper. I keep it with me at all times. And I want to show it to 

you. But this is only for you, not anyone else. I don’t want 

you to tell anyone what this says. I want you to promise me 

that you will keep this to yourself. It’s something I think you 

need to hear.”  

Participant: “I promise” . 

The participant reads the card and visibly freaks out.

  

Performer: “That’s amazing! isn’t it?” 

Participant: “Yes it is!”  
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Additional Ideas  

FRASER COMMENTS: I really love how Watkin's gets so far 

ahead in order to essentially create a pure effect in the minds 

of everyone watching. The fact all of the required 

information is secretly obtained during the course of other 

routines in a set is something to really ponder. If you are 

going to perform certain effects in a set anyway, why not use 

the 'additional information billet' idea to get an extra piece of 

information, you can utilize later on, anyway?

I really love the fact that the effect plays larger than the sum 

of it's parts, simply by framing the reveal as something life 

changing and as alluding to the secrets of the universe and 

life itself. I would suggest taking the structure Watkin's has 

given to you and playing around with a presentation which 

fits you as a performer. I would feel more comfortable 

claiming what is written is something that can change their 

life and outlook, as opposed to the secrets of the universe. 

This will create less of a discrepancy between what is claimed 

and what is actually written. I would write either a 'self help' 

style message or 'common wisdom' line or something I 

genuinely think the next person I meet would benefit from 

hearing. This could also be something inspirational or 

something we all need to remember as human beings.
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This will ensure the effect still pays large and is mystical, 

without having to actually claim you have written down the 

secrets of the universe.

Of course, if you had really done so people would scramble 

over that piece of paper and insist the spectator tell them 

what was written, which would cause the Dual Reality 

to fall down. 

My way of performing this ensures the Dual Reality is that 

much more subtle. If you are worried about the audience 

insisting on being told what was written, this can be 

overcome by you stating that this information or message 

relates only, to the person involved. You can then move into a 

reading for those who are still interested in learning more 

about themselves.

It is better if the performer takes back the piece of 

information and re-iterates it is not for anyone else but will 

only make sense to the individual you perform for. This 

ensures no one can make a grab for the paper and that the 

message will remain unknown to the audience, unless the 

spectator decides to reveal it verbally, themselves.
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If you prefer to give the billet away for the spectator to keep 

as a souvenir, so they can always remind themselves of the 

'life-changing' message then instruct them to fold it up and 

put it away somewhere safe.

Naturally, the date of birth is the kicker for the spectator 

which creates the sure fire reaction, which translates into 

them having been told something profound, due to the Dual 

Reality created by the method. They will usually take 

whatever sentiment is written on the card to heart and this 

will have a profound affect on them, if you perform this piece 

correctly. 

Why not help ourselves theatrically by using the Dual Reality 

ploy and the secret revelation of the date of birth, if we can?

I particularly like that this information does not seem out of 

place, from the participant's point of view. It simply bolsters 

the sentimental message for them, as it makes it seem that it 

could only have been meant for themselves, as you have 

linked the message directly to the person who has this exact 

date of birth. It will seem this message was written ahead of 

time for them and only them.

This therefore, also has the feel of a prediction built into the 
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effect.

All will appear natural and as if what happens is the intended 

outcome of the effect from the point of view of everyone 

involved. The participant will not feel cheated by the 

performer or that there is any unfair process to 'tell' others. 

Therefore, everything is naturally tied together by the 

outward appearance of the effect itself.

This combined with your directions for the spectator not to 

reveal to anyone else what was written, as it is only for 

themselves, also ensures the Dual Reality stays tied together 

and cannot unravel.

I will now suggest a way to ensure no one will ever mention 

what is written down but first would like to warn you to 

NEVER use this.

You can suggest that if they tell anyone what is written then 

the message will become less likely to work for them.

This is a negative suggestion and a curse, in a sense, so 

should not be used. I would prefer to never create the 

possibility that someone's life has become cursed, as our 

beliefs can be powerful and can create a situation where what 
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we believe becomes self-fulfilling and likely to come true. It is 

for this reason I prefer not to suggest that if the spectator 

reveals what is only meant for themselves then the positive 

benefits of the written message or prediction, won't come 

true.

They will naturally want to ensure they reap the positive 

benefits of the message or prediction in the future and will 

therefore, keep it a secret as to not sabotage themselves – in 

most cases.

However, there is still the chance something could go wrong 

and either they accidentally tell someone or someone finds 

out! This would make the spectator think that positive 

change is no longer possible and this is a negative suggestion 

I never wish to place into the minds of those I perform for.

I decided therefore, to NEVER use this bind as a way to get 

the spectator to stay silent.

ROSS TAYLER IDEA: I spoke with my good friend Ross 

Tayler about this and he suggested using the following script, 

to eliminate any possibility that the spectator would believe 

they were cursed in any way or believe that certain positive 

changes would not come to them. I suggest using this as the 
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perfect way of ensuring the spectator doesn't tell others what 

was whispered to them.

“This message is only for you, so please keep this to 

yourself and don't tell anyone what is written, 

unless you feel that they need to hear it too”.

The implication is that the message is not meant for anyone 

else, so would not make sense or fit them anyway. This is 

something that can be revealed to others but only if the 

person keeping the secret feels it is relevant, to do so. There 

is therefore, no sense that the secret message is anything 

'tricky' or anything that needs telling to onlookers but is 

simply, a personal message meant only for the participant.

FRASER COMMENTS: A final word on this effect. I prefer to 

whisper the message or secret along with the reveal of the 

date of birth, in the participant's ear. This ensures there is no 

tangible evidence left over from a physical billet, meaning 

others can not grab for it! It also makes for a prettier effect, 

in my opinion. We often whisper secrets and information 

only meant for that individual and for this reason I feel a 

whisper fits perfectly, not only theatrically but also in terms 

of the overall aesthetic of the routine.
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My friend Lance Sinclair added this wonderful idea to further this 

effects impossibility to your participant. You can create a Sharpie that 

looks black but writes in red. Just take out the red cartridge of a red 

Sharpie and replace the black cartridge in a black Sharpie with this new 

red cartridge. If you write the sentence on your prepared billet in red 

and use this Sharpie while writing the date of birth, it further implies 

that this information was written long ago. Especially, considering that 

the prediction you use for the ‘one ahead’ will be written in black ink.  

FRASER COMMENTS: This idea for using different coloured 

pens with different coloured pen tops to the colour they 

write, specifically used for getting 'one ahead' is an idea of 

Kenton's from his 'Mind Reading Lessons' and has been used 

by others even before Kenton started to use it.

Lance and I have also thought of making the 'DMT Billet' a 'two way' 

billet. On one side of the billet will have the information written on it. 

But when you unfold it another way, it will have a symbol or strange 

writing (equations, drawings, hieroglyphics etc.). That way you can 

'accidentally' flash the billet towards others who are watching you 

perform. This would give the impression that this person was looking 

at strange symbols that perhaps created a hallucination in the 

participant. 
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FRASER COMMENTS: Again Kenton has work on this 

subject, namely his two and three way out billets, as well as 

similar notions within his pseudo trance work.

If you don’t want to make it a two way billet, you can also switch the 

billet for one with symbols drawn on it, after showing the real billet to 

your participant. You can then 'accidentally' leave this billet behind, 

after your performance. Then when others go to look at it they will be 

perplexed as to how that meant something to their friend!

 

Often times, the other members of your audience will ask “What did 

the paper say?”

I respond with this line:  

“It depends on who reads it.”  

One more idea is to hand an envelope with a dummy billet inside to 

your participant at the very beginning of your performance and simply 

use a thumb tip when you are ready to take out the 'DMT Billet' ala. the 

'Bank Night' effect by Richard Osterlind. 

This is a basic prediction system but it is an avenue worth exploring. I 

personally don’t use this approach because I like the unexpected nature 

of the effect. I don’t want this to come across as a prediction effect 
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(even though it technically is for the participant you are working with).  

Inspirations

Michael Murray’s “Thought Unlinking” from “Piece of My Mind” 

Peter Turner’s “Fortune Cookie” from “The Book of Demons” 

Looch’s “Nod to Pocket Watch” from “SAD”

Half Life Equation 

I will now show you a relatively sure fire way of forcing a single digit 

number and how this force can be translated into guessing names as 

well as pin numbers. I say 'relatively' sure fire because this method like 

all of the other prop-less effects taught in this book, will require you to 

perform in a way which demands the spectator to be attentive and 

follow your instructions correctly. This is covered in the essay at the 

beginning of this book.

The following method is an update on the “Life Equation” by Peter 

Turner, from his book “Bigger Fish 2”, which itself was based on the old 

number force found in “202 Methods of forcing” by Theo Annemann.
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What Peter was able to do was update this forgotten about classic by 

updating the scripting of the original force. This made it infinitely more 

deceptive so that it could be performed on a modern audience more 

effectively.

I also considered using this force in my own work before I knew what 

Peter was doing with it. After seeing his version of the force, I fell in 

love with it and decided to streamline it for my own use. I am now 

sharing my work on this, with Pete’s permission.

His version required the use of a calculator to force a four-digit 

number. I wanted to be able to force a single digit number quickly, 

without the need for a calculator. First, I stripped away half of the 

force. This made the process a lot quicker to perform yet maintained 

the deceptiveness of the original update of the force. I then combined 

this with another principle from Peter; a whisper – to disguise the 

mechanics of the trick and hide half of the process so that others 

watching could not easily back track the method. The use of a whisper 

to hide process is an aspect of Peter's “Bob” principle.

The following variation is not meant to replace the original “Life 

Equation” but to simply offer a streamline alternative.

Here is the full script, I use:  
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“Think of your year of birth for me, just focus on the last two 

digits. There is no way I could guess this number. I could 

estimate it but that is all it would be an estimate. Just so that 

there is no way anyone else who knows you can follow along 

and give away any information...”

This is where you lean in and whisper the rest of the line.

“I want you to add this number and your age together, for 

me... take your time.”

You then lean back out to give the spectator a little time to process your 

instruction before moving on.

“So you end up at a completely different number. This 

number is personal to you and surrounds your life and 

nobody else's. Therefore, it would be impossible for me to just  

guess this number.”

What this scripting does is force the spectator to think of the number 

116 (at the year of writing). This number will always be the same for 

everyone you perform for (with the number increasing by one, for every 
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subsequent year after the year of writing and will be one less, if the 

spectator has not already celebrated their birthday that year).

It is easy to work around this and adjust the number by simply asking 

the spectator whether or not they have already celebrated their 

birthday this year. You can do this either during the performance, or if 

you prefer it to be more hidden, long before moving into the effect.

The whisper hides half of the process, which ensures others watching 

your performance will not be able to back track the method by trying 

the sum out with their own date of birth and age. As they don't know 

the second half of the equation they will not be able to work out a total 

for themselves and in the process discover everyone always arrives at 

the same total.

If you are performing one on one then there is no need to apply the 

whisper.

It is the scripting which fools the spectator so effectively. The words 

you use, along with getting the spectator to confirm the validity of each 

of your statements, is what cements the notion that all is fair. They will 

truly believe that because the number they arrive at is based on their 

personal information, which is different for each person; this number 

must therefore be random and impossible for you to guess.
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I then get the spectator to focus on the highest digit of the number they 

are now focusing on. This makes the process appear even more 

random, while at the same time allowing you to get them to a single 

digit number.

This force is a truly effective way of getting someone to a single digit 

number. It is both deceptive and efficient.  

DMT Thoughts

I want to take a moment to describe something that happened to me 

while performing the “Divine Moment of Truth” routine. This story 

really exemplifies the power that this effect has on people – if 

performed properly. The method to create this effect may be as old as 

the hills as far as mechanics, but the psychological implications of this 

effect can be intense and life-changing when performed correctly with 

the right participant. It is the premise that makes this routine 

completely original and unique. And this goes to show that by a simple 

change of scripting, you can change the entire ‘feel’ of a performance. 

One of the reasons this routine is so close to my heart is the fact that 

this is the very first routine I ever came up with as the product of my 
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own mind. I had no care for method – I just wanted to create this 

specific effect that popped into my head.

If you were a real Mind Reader and you really did have an insight into 

the nature of the human mind, you would also be expected to know the 

secrets to life itself (at least according to my own internal logic). So why 

wouldn’t’ you have a routine that apparently reveals these secrets?

 

The Madhyamaka school of Buddhism (founded by Nagarjuna) is a 

huge influence on my philosophy of Mentalism. The philosophy of 

Nagarjuna was to question things instead of giving answers to them. 

Nagarjuna would question his students until they questioned the very 

nature of their own existence. And in questioning these things, they 

found that the answer was a “no answer” and that they ought to find 

their own meaning to life by themselves. I see the performance of 

Mentalism as doing the same thing. We are not there to give people 

new beliefs, but instead to make them question their own beliefs until 

they discover for themselves what is true and not true. 

When I decided to get some video footage for this effect, I had my 

friend Richard Torres come out with a camera to Union Square Park in 

New York City. We walked around for a bit, looking for participants 

when we finally decided to approach a couple sitting on the steps. I 

started performing some things for the woman and everything went as 
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usual. As I was finishing up with her, the man sitting to her right asked 

me if I could show him something as well.  

I started doing some simple things for him and he had a complete 

poker face the entire time. He was not giving the reactions that we are 

taught to expect from hard hitting Mentalism. But I persisted anyway. I 

finally got to a point where I would perform “Divine Moment of Truth” 

for this gentleman. I told the story of the life changing experience in 

great detail. I told him that this piece of paper had all the secrets to 

existence written on the inside, and that it was only him that was 

allowed to know its contents. He was instructed to keep this secret to 

himself. By telling him all of this, I was insuring the fact that he would 

indeed keep this to himself. He felt special of course. He was the person 

that this routine was created for and this moment was for him, and him 

alone.  

I unfolded the piece of paper, held it in front of him to read, and waited 

a moment. I usually turn my face away as my participant’s read the 

message. When I finally turned back I noticed something was different 

in his demeanour. His face was getting redder by the second. 

He suddenly burst out in tears. 

He had been so affected by what he had just read, that he started to cry. 

Not a little tear, but a full, meaningful cry.  
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I immediately started to feel compassion for this man. I knew that 

something had happened to him recently that this message must have 

been an answer for. I had no idea what it was, but that didn’t matter. I 

had given him an answer to his internal conflict. And it felt amazing. I 

have no interest in giving people advice or any of the so called ‘spiritual 

counselling’. I knew that the message written on this little piece of 

paper made this man question himself for a moment. 

And the questioning led him to a state of independence and clarity. He 

found his own answer.

This lead me to believe that Magic and Mentalism should not be used 

as a form of “party entertainment”, but instead as true meaningful art. 

This is the kind of stuff you can’t always plan for, or at least not predict 

the outcome. And it may not even happen for you with this effect (I 

make no promises), but the concept is enough to make you question 

your own philosophy of Mentalism.

I gave the man a hug and said ‘goodbye’. 

After leaving, I asked my friend, Richard if he had gotten the footage. 

He told me that something had happened to his camera. 

Something that had never happened before. 
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While I was performing the routine a message popped up on the screen 

that said ‘Automatically Stopped Recording’. He told me that this 

message never showed up previously, and he didn’t know why it 

happened, but he did get the reaction. I was devastated that we didn’t 

get the entire footage. It was almost as if something didn’t want the 

entire performance to be caught on camera.  

You can view the video at: https://www.youtube.com/watch?

v=yuCZM143RPs

  

In the words of Lesley Piddington – “You’re the judge.”
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The Flutter of Black Wings

Effect

The Performer asks a participant if it would be alright if he were to 

guess her bank card number. The participant hesitantly agrees. The 

performer asks the participant if she can focus on just the first 4 digits 

(of the sixteen digits) on her card. The performer leans in and whispers 

something in her ear. She reacts in amazement!

“And that goes to show that if I wanted to guess the rest of 

the numbers I could, if given enough time” 

says the performer.

“Yes it does!” 

replies the participant.

Any time. Any place. Completely prop-less. Nothing  written down. And 

completely impromptu. This is a perfect close up effect, although there 

is no reason why this can't be performed on stage. No Pre Show is 

necessary.
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Method

I will start by giving you the history of how this idea came about and 

then I will describe the principles at play here as well as the exact 

scripting and presentation, as they are key.  

This method is bold, simple, and direct. In my opinion it is probably as 

close to the “Holy Grail” of pin divinations you can currently get, as far 

as bank cards are concerned. It is not 100% fool proof but pretty close 

(I have not failed on it yet). This has always been a dream effect of 

mine. It really does play out how it was described above. It does use 

Dual Reality, but a very light dose and as you will see this is tied up 

naturally as a result of the scripting anyway (they will not feel cheated 

in any way!).

Before I explain the method, I want you to look at your own bank or 

Credit card. And I’m willing to bet the first digit is a 4. Go take a look 

now if you don’t already know it. If it is not a 4 then it will be one of a 

few other potential numbers, we instantly know, once we know what 

type of card they have taken out of their wallet.

Note: I usually just go with the most likely choice of card (namely a 

Debit Visa card) and use the number 4. This allows me to perform this 

effect anywhere in the world, without ever having to see the card they 

take out of their wallet, which means I can even perform this on Skype 
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or over the phone, and most of the time I will 'hit' with this effect. 

However, it is possible to make this sure fire by taking note of 

whichever card they are using, as you will see!  

History 

This all started while I was working in a retail position and the place I 

worked for required us to put in the type of Credit or Debit card used in 

the transaction (ex. ‘Visa’, ‘Master Card’ etc.). 

I made a discovery that I verified by doing a Google search. I found that 

every Visa card starts with the digit ‘4’. I also found that Visas are the 

most widely used cards in the world. I knew that this could be used for 

something, but I couldn’t figure it out at the time. I eventually started 

using it in a routine I do where I guess the contents of a participant’s 

pockets. I would throw out a line like: 

“The first digit of your Credit card is a 4.” 

Of course when they looked to verify (or if they already knew the first 

digit) they would react in amazement! It’s very interesting how 

different a 1 out of 10 number guess becomes, in terms of reaction, 

when it is a bank card in question. Even though the odds are only 1-10, 
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it somehow seems more impossible. I continued to use this in the 

routine until I brought the idea back out to examine it further. I started 

thinking it would be great to use Michael Murray’s “Spring Board” 

principle to get the next four digits. This can work in theory, and I 

recommend a try, if that is something you are interested in. I 

personally don’t like using “Spring Board” in this way as I see it as too 

much process.  

FRASER COMMENTS: Using the “Spring Board” to obtain 

further digits of a pin number is something Peter Turner first 

played with and subsequently decided only works well within 

the context of the spectator guessing the information.

This stops the process from seeming as if you are simply 

asking questions to obtain the information but is perfect 

when performed in reverse as the questions are now asked 

with the frame of the spectator using their intuition and 

trusting their instincts, which ensures everything looks right 

and makes sense from a theatrical point of view. I have 

shared my version of the reverse pin using the principle in 

this manuscript. I feel this is a new approach in terms of how 

you get into this type of effect via a transition of effect, half 

way though the performance. This will be taught later on.

I brought the idea to Fraser and we had a discussion about this 
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principle’s applications. He started talking about using a whisper to 

give the participant a certain command based on the digit, for 

something else entirely. It was then that it hit me. My idea was to reveal 

the first digit of their bank card by a whisper, but imply to the rest of 

the audience that you had revealed the first four digits! 

Of course, the use of whispers to hide method is that of Peter Turner 

and an aspect of his wonderful “Bob Principle”. Pete has kindly shared 

some of his work on this within this book as well as his exact use and 

up to date thinking on the ploy of revealing more information than you 

actually do, using the whisper as your cover!

Here is the beautiful part about this. By revealing the first digit as a 

whisper, it doesn’t give the audience the opportunity to look at their 

cards and discover that they are all the same digit. It also implies that 

you had guessed a lot more information, which also cancels out the idea 

that they are all the same first number! And since this is very private 

information, it makes sense in the context of a secret whisper. And 

most people will appreciate the manners!

Furthermore, in the event that someone does ask what you whispered 

to the participant, the participant will not be lying if they tell them you 

guessed the first number of their card. The audience may believe he 

meant the first 4 digits. That is a little ambiguity that may occur. We 

find this doesn't happen and is something we don't personally focus on.
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Their reaction sells the fact you have done what you say you will do and 

that they are not 'in on it' or have been told to 'play along' during the 

whisper, in most cases. We feel this effect should be kept as simple as 

possible which is why we don't try to over prove any of this but instead 

let the effect and performance, speak for itself.

I am about to give you my full script for making this work, but before I 

do I want to say that this routine is worth the risk. Even if they happen 

to have a Master card, or even if the Dual Reality falls apart and they 

reveal to everyone that you only guessed the first digit, it is worth it in 

my opinion. I am willing to take that risk to create a true miracle. 

Aren’t you? 

Script

The Performer looks to one of his spectators.  

Performer: “Let me ask you something. Do you know the first  

four digits of your bank card without looking at it?” 

Participant: “Yes.”
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Performer: “I want you to focus on these digits for me. 

Imagine sending this information to me.” 

If they respond with a “No” then simply have them take out their bank 

card and peek the first four digits of the long number on the front of the 

card, without letting you see. I would usually look away at this point 

and then instruct them to place it back in their wallet and put their 

wallet away.

The performer pauses for a moment.

Performer: “Since this is considered private information, I 

am going to reveal what I’m picking up on, by whispering it 

in your ear. I may not pick up on all of these digits.” 

I use the line above so they understand before I even begin the whisper, 

that I may not get all four digits. You can choose to leave that out at 

your discretion. 

The performer leans in and whispers: 

Performer: “In order to protect your privacy, I am not going 

to reveal all four digits. However just to prove to you that I 

could if I wanted to, I am going to tell you that the first digit 
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of your card is a four.”

FRASER COMMENTS: Since this scripting was first shared 

and after both myself and Watkins refined and road tested 

the method in real world performances, we have decided it is 

better to go straight in and whisper the following direct 

statement, 

Performer: “I feel the first digit is a four, correct?”

and then lean back out for the spectator to confirm you are 

correct, instead of excusing the fact you won't get all four 

digits, during the whisper. This ensures the spectator reacts 

fully to you revealing the first digit, without their reaction 

becoming diluted by an expectancy for you to reveal the other 

three remaining digits. You therefore, get the proper 

reaction that is in-line with the perceived effect from the 

audience's perspective, of you guessing four digits instead of 

just one, which is then naturally tied up by the outward 

appearance of the performance itself and the add on line 

(spoken out loud to everyone): 

Performer: “And that goes to show how I could 

guess the rest of the digits, if given enough time.” 
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Note: The whisper, delivered this way, also now takes just the 

right length of time to complete, so that it fits the perspective 

of a four digit revelation.

All of this should make logical sense to your participant. I like to add a 

moment of pause right before saying the word “four”. This pause can 

heighten the reaction, and the longer the pause the more it seems like 

you are genuinely picking up on this number. Presentation is key. The 

performer leans out. 

Performer: “And that goes to show how I could guess the rest  

of the digits, if given enough time.” 

Participant: “Yes it does!” 

This line is really cool because to the participant, you are referring to 

the rest of the four digits. And to the rest of the group it seems that you 

are talking about the rest of the sixteen digits on their card! 

Everything is wrapped up beautifully. I personally don’t worry about 

whether they talk about it afterwards because I only use this within a 

close up set where I am revealing other numbers via a billet or 

whatever other methods I decide to use.
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There is no need for other audience members to ask the participant 

later whether you truly got all four digits correct – IF you prove you can 

easily guess numbers in your set, using other methods. It will be taken 

for granted that you can do this by your audience.

I am very happy with this routine. I use it all the time. It really is a 

dream effect of mine and I hope you can see the merit in this as well!  

Here is a small crib for the different pre-fixes found on the different 

types of Credit and Debit cards world wide.

Issuer Prefix (Starting no.)

Visa 4

Mastercard 51-, 52-, 53-, 54-, 55

Diners Club 36-, 38

Discover 6011-, 65JCB 35

American Express 34-, 37

Note: These prefixes should all be the same for card types around the 

world. However, you should do your own research was well as Google 
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searches to be sure which numbers work with popular Banks and card 

types used within your own Country. You can look up banks in your 

area and find out the first four digits for their debit cards. For example, 

Bank of America Visa cards in Manhattan all start with 4117. This 

allows for the cleanest reveal of four digits, without the need for any 

whispering.

If you don't wish to be as bold as me, by relying on the odds of the 

participant likely thinking of the numbers on a Visa debit card and 

want to be sure you know the correct first digit of whatever bank card 

your participant uses, you can simply ask them to take out their bank 

card and ensure they cover the first four digits of the long number on 

their card, with their thumb, as they take it out.

This will leave the logo denoting their type of card, visible on the 

bottom right, enabling you to glimpse it using your peripheral vision 

and easily know what type of card you are dealing with, without making 

a big deal out of it!

Have them peek the information, as you look away and then direct 

them to put their card back in their wallet. Now you are in the perfect 

position to divine the first digit on their bank card, with complete 

certainty!

Another ruse, would be to simply ask who has a Debit card and let 
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these more specific words do the work for you! to ensure they remove a 

Debit card, as opposed to one of the other Credit card options. Or if you 

choose you can ask for a Credit card, without naming a specific brand 

of card – of course! Otherwise you would potentially tip the method!

I would like to make one final point – I have sometimes been 

confronted with spectators who are aware the numbers on Debit and 

Credit cards share commonalities. I can usually tell when I ask them to 

think of one of the numbers on their card that this is the case and can 

then have them think of the last four digits on the card and use another 

method to obtain this information. These numbers will always be 

perceived as entirely random and unique to the person who I am 

performing for.

Peter Turner – Additional 

commentary/ thoughts

Let me start by saying I am a massive fan of this type of routine – it 

incubus's everything I like about mentalism. During this additional 

section I will add commentary, subtleties and added principles whilst 

sharing the way I look at the construction of a routine. I feel this way, 
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you the reader, will gain an understanding on how I look at this type of 

material, as a whole. I am finally happy with the way I approach 

routines like this, the construction/ choreography of effects or routines 

like these are KEY elements when it comes to ensuring that everything 

is wrapped up tightly.

I am going to treat this effect as though I was pulling apart one of my 

own – that way I can offer much more value to you, the reader, as I 

won’t be worrying about hurting anyone else’s feelings.

Let’s start by looking at the way that this routine is constructed – In its 

simplest form the routine follows this path.    

The participant thinks of numbers on their card. The performer 

whispers the numbers to the participant and the participant reacts.

Now we know the route that the performance takes in its simplest 

form, let’s play ‘Devil’s advocate’ for a moment.   

Why is the participant looking at the numbers on their card and not 

just thinking of the numbers?   

Why are you, the performer, not revealing the numbers out loud?   

What do the audience take away from this effect?   
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Can the audience talk afterwards and is the effect still going to be as 

strong?   

Is revealing one number really that impressive?  

All of these questions are questions that don’t really require answers as 

the routine is already tight – But I think to give a well-rounded view of 

this routine from a variety of perspectives, let’s try to answer these 

questions and I guarantee by answering them it will completely add to 

the way the effect plays out.   

Why is the participant looking at the numbers on the card and not just 

thinking about numbers?   

From a choreography point of view, asking someone to think of the first 

four digits on a bank card and then revealing them, is more impressive 

from the audience’s perspective than asking a participant to simply 

think of digits and revealing them verbally. 

  

It took me a long time to realise this and seems counter intuitive – let 

me give you a quick example of why – If you call out the four numbers 

verbally when a participant is simply thinking four numbers, there is 

no point of reference for the audience to react to. 
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The only thing the audience can rely on (in terms of them reacting 

themselves) is the participant’s reaction and if the participant’s 

reaction is flat then it can completely 

destroy the way the rest of the group reacts. 

This is something very important to take into account.   

IF the audience have a point of reference, they themselves have 

something to react to and a mixture of reactions simultaneously hide 

any of the smaller reactions. In short, it looks better on camera and if 

you are trying to please a potential booker.   

Side note: If you are ever going to reveal numbers directly from 

someone’s mind, I would always recommend revealing the first number 

verbally and then writing the numbers on a billet, placing the billet face 

down and then asking the participant to call out the four digits and 

then have the participant turn over the billet – This gives the audience 

a point of reference to react towards and ensures a big finish with this 

type of routine. It is something as small as this that can change the 

entire feel of the end of a performance.   

****  In this routine, it requires the participant to think of the numbers 

and then for you to reveal them, so from a choreography point of view 

we have to do everything that we can, in order to get that participant to 

convey to the rest of the audience that you were right, for the audience 
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to react, themselves. If you can successfully do this, you create a chain 

reaction.   

Because the method in this routine relies on the participant taking out 

their bank card and that is the sole reason the participant cannot just 

simply think of the numbers, there needs to be a logical reason for the 

participant to take out their card (in my opinion). If that doesn’t suit 

your character, you don’t need to create any reason for asking the 

participant to take out the card, you can simply, just ask.   

I always prefer to adhere to the participant’s sense of self logic, in order 

to add to the routine. Here are a couple of different reasons to have the 

person take out their card.   

Logic #1  

Performer: “Whenever I do this people assume that maybe the person I 

am reading is just agreeing with me to prevent me looking stupid. I 

want to ensure this is as fair as possible, can you take out your bank 

card for me?”  

The participant removes their bank card.   

Performer: “I want you to take a look at the first four digits 
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on the bank card, this is four random digits and could 

potentially be a pin code for a bank and if I could divine this 

NUMBER it would go to prove that if I wanted to guess the 

actual pin to your bank I could. There is no way you could 

just agree with me as this four digit number is set in stone.   

In fact from now I am going to refer to this number as your 

pin code, to add an air of drama”.   

This is a great little subtlety as anyone that walks in halfway through 

the routine will hear you referring to the number the participant is 

thinking of as their pin code and will genuinely assume that you are 

guessing their pin and when retelling the story will always sell this false 

story without you having to do anything.  

Logic #2  

Performer: “For me to be able to even get close to guessing a 

thought, it needs to be something that is at the forefront of a 

person’s mind. I am not going to be revealing things that are 

distant thoughts or things that you cannot imagine.   

It is always better for me, if the mind has a point of 
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reference, can you take out your bank card for me and look 

at the first four numbers, remember them and place the card 

away”.  

Address the audience.   

Performer: “Those four digits will be burnt into the conscious  

brain making it possible for me to attempt to divine them”.  

*** Using logical reasons, as to get the participant to remove the card, 

aids in other ways too. You will notice that this type of logic 

implemented just once will open up doors in terms of participant/ 

audience compliance later on, during other routines.   

IF for example, you have a routine in which you ask a participant to 

write something down, it would never, now, be questioned or be under 

scrutiny, as it resides under this same blanket of logic. A tiny 

introduction to a routine like this can kill sub-sequential methodology 

in later routines.

Why are the numbers not revealed out loud?   

This I feel is one of the most important questions in this series of 

questions. It is, I feel the only downfall (if you let it be) in the routine, 

in terms of choreography, as the audience do not take anything away 
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from the effect, as it is dependent on the participant’s reaction.   

I sat and thought long and hard about this, I am going to share here 

several different working methods to approach this from a few angles 

and in the first one, I even tip how to reveal all four digits, verbally.   

I really love this, as it is very, very devious and is a way of approaching 

the routine that I guarantee most people will overlook, from not only a 

performing point of view but a creating point of view, also.   

It is a way to seemingly reveal all four digits BUT it lacks a point of 

reference – so there is a compromise.   

After the participant has pulled the bank card out, address the 

participant, as follows.

Performer: “Keep the card towards yourself, in a situation 

like this keeping your numbers safe is key. I want you to 

quickly peek at the first four digits, remember them and then 

place the card away”.   

The participant follows your requests.   

This is where we are going to apply a whisper, one thing I have noticed 
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after using ‘the bob principle’ for several years now is that the 

placement of the whisper has to be in a logical place. If you instantly 

start whispering into your participant’s ear then it looks suspicious and 

the participant is always going to be asked what you whispered, as 

intrigue gets the better of the other participants. In this type of scenario 

this is how I would utilise the whisper and then kill it so that the 

audience can’t question the participant.   

I would start by reading the participant, this can be as simple as 

opening with a few stock lines... 

Performer: “I feel with you, you are a fairly guarded person, 

two genuine friends and a lot of acquaintances outside of 

that, you have finally found yourself and learnt almost how 

to instantly get a feel about other people and whether those 

people deserve your time. I would like to ask you this 

privately first”.   

LEAN IN AND WHISPER   

Performer (whispering in the participant’s ear): “I feel it is 

going to take a while to guess all the four digits, I want you 

to focus on the first digit and if I can guess that digit it would 
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prove with time I could guess all of them. OK?   

(THIS IS WHERE THE PARTICIPANT WILL NOD)  

I am going to close my eyes and call out random digits I will 

then look at you when I am sure I know the digit and call it 

out and your reaction is going to be the only thing that will 

prove if I got the first digit right.   OK? 

(THIS AGAIN IS WHERE THE PARTICIPANT WILL NOD)  

(Still whispering) I feel with you, you bottle things up and 

even though you come across as confident and outgoing 

sometimes you feel the exact opposite and wonder when the 

people around you, after you have done so much for them, 

are going to reciprocate and do the same back for you”.   

(THE PARTICIPANT WILL NOD AGAIN)  

Lean out and look at the participant and say,   

Performer: “That’s very true to say, right?”  
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[The participant will naturally have to say 'yes' as who doesn’t want to 

admit that they do so much for their friends?]  

Performer: “Do you mind if I repeat this out loud?”  

This is beautiful, as the participant will either say 'yes' or 'no', if the 

participant says ‘no’ the power of this routine grows exponentially, as 

the audience can never ask what was whispered as the participant has 

deemed it too private and it becomes taboo. If on the other hand, the 

participant says it is OK to share, you simply follow by addressing the 

group with... 

Performer: “As you know, XX comes across as a confident 

person most of the time, I was saying that this is a defence 

mechanism, as XX often doesn’t feel as confident as she 

makes out. I am sure as friends you know that from time to 

time XX bottles things up to the point that it becomes difficult  

for her to cope and she does so much for everyone else that 

she feels down from time to time when she feels that certain 

people are not there for her as much as she is there for them.   

I am sure there have been a few conversations like this in the 
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past amongst a few people sat here?”   

[Essentially here we are slightly elaborating on the last paragraph we 

whispered into the participant’s ear, trying to make the timing similar 

to that of what we whispered into the participant’s ear a moment 

earlier. We are trying to convince the audience that we are repeating 

what we whispered into the participant’s ear a moment ago and 

therefore, by asking the participant if it is OK to repeat what was said, 

when the participant says 'yes', there is no longer a need to ask what 

was whispered, as they think you have repeated it out loud anyway and 

thus, you kill the whisper.]  

Look at the participant.

Performer: “Focus on the number, imagine it written in the 

air for me”.   

[This is very ambiguous, as it means two different things 

simultaneously, to the participant it is reminding them to see the ONE 

number in the air, whereas to the audience, it means the full four 

digits.]  

Close your eyes at this point, and say to out loud, to yourself –   
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Performer: “6… 3… 2…”  

This is where you open your eyes and look directly at the participant 

and point towards them and say,   

Performer: “4... right?”  

This is where the participant will react!  

The key is when you are closing your eyes to seem like you are unsure 

and you portray this with your face and by waving your hand or 

snapping your fingers like you are trying to pluck invisible digits out of 

the air.   

To the participant you whispered, the following.

Performer: “I am going to close my eyes and call out random  

digits. I will then look at you when I know the digit and call it  

out”.   

To the participant when you open your eyes and call out the last digit 

(this is going to be dependent on the card the participant has) this is 

the only digit that is relevant. To audience you have called out four 

digits and the participant has reacted to those four digits and therefore 
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you have guessed four digits out loud!   

They aren’t aware of the whisper, so their reality is that of you calling 

out four digits and the participant reacts when you have finished calling 

out the four digits.  

[This is using the ‘Confirmation principle’ to take credit for all four of 

the digits].  

Wrap up by addressing the participant once more whilst smiling,   

Performer: “I think you can see with a little more time I could  

get all of the numbers on the card”.  

This is one simple way to call all of the digits out loud, the 

choreography of the routine has changed very slightly but in a way that 

enables us to call out loud the four digits.

Like I mentioned at the start of my commentary, this still lacks a point 

of reference. If this is something that doesn’t bother you (it doesn’t 

particularly bother me) then you now have a four digit pin revelation 

from one digit which doesn’t lack or fall flat, due to finishing with the 

whisper.  
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This is one simple variant that will completely change the feel of the 

routine without having the guilt of the participants talking afterwards 

about the whisper. Never create a moment of intrigue in a routine and 

expect an audience to not talk as that is the time that they will and it 

will bring everything else around it down.   

Staying in kin with the question at hand, “Why are the numbers not 

revealed out loud?” what follows is a simple variant I am going to call 

'pin code soup', the reason being that it is bold and utilises a group of 

people simultaneously. 

This is the simplest variation and offers a point of reference for the 

audience at the end.   

Address the audience,   

Performer: “One question I get asked all the time is, can I 

guess a pin code – the honest answer to that question is some  

of the time, dependant on the minds that I am working with. 

One thing however, I won’t ever reveal someone’s actual pin 

code in a situation like this, as I don’t want to be held 

accountable for any potential security issues that may occur 

later. Let’s generate a random pin code in the fastest and 
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most fun way I can think of.   

I would like you, you, you and you to remove your bank 

cards, do this quickly look at the first number on the long 

card number and then place the cards back into your pocket.  

Your number add two to, yours keep the same, take 3 from 

your number and finally how many should we add or take 

away from his number?”  

[Nominate one of the group to dictate how many to take or add to the 

number the last participant is thinking of].   

Performer: “You are all thinking of completely random 

numbers, the next step is to randomly order them. Take this 

pen write your number down and then pass the piece of card 

onto someone at random and we will repeat this till all the 

digits are recorded. 

When the last person has recorded the last number please 

place the piece of card face down on the table”.  

The participant’s do as requested.  
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Performer: “We have essentially created a random pin code”.  

This is where you are going to revel the number by writing down what 

you feel it is and then having the two pieces of card flipped over 

simultaneously.   

The method for this is extremely simple, just note the bank cards that 

come out of the wallet or purse. After time you will get used to knowing 

instantly what the first digit is.   

In England there really are only two kinds of card, MasterCard and visa 

– which makes it incredibly easy to know the kind of card.   

Then follow along, if it is a visa and you tell someone to add 3 you know 

that person’s number is going to be a 7.   

Then note what order the piece of card is being passed around, as that 

will dictate the outcome of the order of the four digits.   

You may be tempted to not have the numbers mixed up, it is essential, 

it adds an extra layer of deception and ensures that the participant’s 

cannot back track the 

routine.   

Because you are adding numbers, subtracting them etc. the bank cards 
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get totally forgotten.   

I really like the thinking in this routine, as it is simple and enables you 

to have a way to reveal the full four digits and have a point of reference 

for the rest of the audience and I love the fun moment wherein the 

participants are adding and subtracting numbers and then further 

mixing the order of the numbers, to seemingly, create an impossible 

pin code.   

With this type of routine, there are so many different ways to approach 

the revelation and it is not necessary to reveal the numbers out loud, 

just ensure that you don’t overplay the whisper if you decide to use the 

whisper to finish the routine. Of course, within the context a stage 

performance, people outside of the participant’s friends will never ask 

the participant what was whispered. In this context the likeliness is I 

wouldn’t overly try to wrap the back end up.   

Another subtlety that can be applied in a stage context is the ‘Hoy 

principle’. This is the easiest way to reveal the numbers in a stage 

context, verbally and because all of the participants take a seat 

simultaneously, it is a very powerful moment in terms of staging, as it 

is a strong visual reference or in this case, more of cue for the audience 

to respond.   

What do the audience take away from the effect?  
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This I feel is a very important question, the reason it is so important in 

a routine like this is because it completely dictates the way the 

participants will act AFTER the performance.   

Usually, with a routine like this, if the performance is not wrapped up 

tight enough then what the audience take away from the performance, 

is intrigue and therefore the likeliness is that the audience will still 

want to talk about the effect and fill in the blanks in their own heads. 

This is simply to appease the intrigue.   

With this type of routine the audience need to take away something 

that outweighs intrigue, another focal point for them to talk about after 

the performance.   

One thing I have learnt from toying with this type of material, is to use 

another routine (if you have the option) to ensure that what they 

takeaway from that effect outweighs this one and that will be the focal 

point of the talking… IF you ensure that the participant is happy with 

the way that the performance played out then they won't feel what took 

place was sneaky and devious and that they were part of helping you 

out.   

Thinking about it now, I should have mentioned this earlier BUT I am 

sure if you have read this entire section this will be the most valuable 
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bit of advice. Where I apply the whisper, I would start with the reading 

get halfway through and then say,  

Performer: “Whilst I am reading you I also feel that with you  

it is going to take time…” 

Then move into the verbiage about guessing one digit and then finish 

with the tail end of the reading.   

I would then sneakily fit this into the out loud script, IF they tell me it 

is OK to repeat what is whispered in a manner like this (after I have 

started to repeat some of the reading).   

Performer: “I also feel XX is going to be incredibly difficult to  

read for information such as a pin code, she has a visual 

mind-set that outweighs an analytical mindset, making 

getting even one digit time consuming. I am going to attempt  

this but I am not promising any accuracy”.  

READ this paragraph and then READ it again –   I have now, not left 

anything out that I didn’t whisper to the participant and therefore, the 

participant doesn’t feel they are privy to extra information and will feel 

that you have repeated, completely, everything that you said to 

themselves, in its entirety. If the participant feels like that then why 
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would they need to mention it? They wouldn't. 

To everyone else, this paragraph is still a Dual Reality, the reason being 

that the audience believe you are saying it is difficult to guess, even one 

digit and you are going to struggle.   

Whereas, what the participant hears is that you are going to attempt 

one digit as they are still privy to the additional sentence, secretly 

whispered to just, themselves, of which will have sat in their 

subconscious.

As you can see, I didn’t notice this might be a problem until I focused 

on answering what the audience take away from the effect. As soon as I 

asked this question, it also gave me the insight to ensure that during 

another routine I ask a question that could cause debate (much like a 

game show in which they leave the ad break on a cliff hanger) in which 

the audience debate the answer. However, I am not suggesting that you 

create a game show type question, I am simply using that as an 

analogy. Always take the points that could potentially be negative 

points from within a routine and question them as you just might 

surprise yourself with the solution. This section, I feel, has also 

adequately answered the question: 

Can they talk after the performance?   
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The last question on my set of questions and by far the easiest to 

answer is the following.

Is revealing one digit impressive enough?   

The answer to this question in short is ‘yes’ – BUT  (There is always a 

‘but’) it is a nightmare in terms of choreography, because it has to be 

carefully placed between a set of other routines in an act.   

This looks to be a pin divination and once you reveal a pin code what is 

bigger in terms of a revelation/ routine?   (I am not going to answer 

that question as that is for you to decide.) Take into account that you 

are only really revealing one digit, if you have already revealed large 

pieces of information such as a name, the likeliness is the participant is 

going to brag after the fact that they were the most difficult to read and 

that you could only ever get one digit.   

I would recommend using that participant in a later routine (using a 

couple of the other participants at the table) and guessing something 

substantial and making a very off the cuff comment like, 

“Ahh... this is much easier, a lot faster, I feel now we are in 

tune” 
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or something to that degree that will kill the participant ever being able 

to say, 

“He just guessed one digit of mine”.   

All of these tiny nuances have to be taken into account when 

performing this material.   

I have in the past been shocked at the way that some participant’s react 

to specific pieces of information.  

I have performed the same routine to groups of people and they seem 

to be interested in different revelations. One might freak out that you 

guessed one digit and another would forget that you revealed the colour 

blue (I am trying to use an analogy using something as equally small) 

and the other might freak out that you guessed the colour blue and 

forget the digit.   

Once you get a feel for making the reading interesting and throwing in 

other specific hits along the way then you need not feel guilty about 

revealing one digit as your participant’s will never see your 

performance as simply revealing one digit. I think this is the perfect 

place to leave my additional commentary to this routine. I hope you 

found a couple of my insights interesting. Thanks for reading.   
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Fraser's TFOBW Reverse Pin

One of the ways I have used this method of obtaining the first digit on a 

Credit or Debit card, is to have the spectator successfully divine the pin 

number to my bank account, using their intuition. Credit must go to 

Peter Turner for the use of Michael Murray's ingenious 'Spring Board 

Principle' to 'Spring Board' from a first digit, in order for the spectator 

to divine YOUR pin number. Details of his original effect and premise 

can be found in his limited lecture notes 'When In Rome'. What 

TFOBW's principle allows us to do is deal with the first digit in a sure 

fire way! Ensuring this effect will now always hit, without the need for 

any 'out', as with the original.

Instead of having to justify a change of number, as with my reverse pin 

guess 'My Pin', from my own limited manuscript 'False Messiah', I 

realised I could essentially switch the effect I was performing, mid-

performance and in turn, get the participant to arrive on the first digit 

of my supposed bank pin number, in the most direct way!

I start of by explaining why I would like to use the first four digits of 

their Credit or Debit card instead of going for their actual bank's pin 

number. This sets up the premise perfectly! Whilst at the same time 

giving us enough room for manoeuvrer, in order to change the way this 
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effect is performed half way through the routine.

Performer: “I am not going to try to guess your actual bank 

pin number, in order to protect your personal details and 

anonymity but instead, with your permission, I would like to 

try to guess a substitute for this and something equally as 

personal to you. Have you got a Debit card on you?”

Spectator: “Yes.”

Performer: “This is something you wouldn't usually give to 

anyone else to look after. It is something you keep on your 

person and always put away in your wallet after use and I 

am guessing, would keep well hidden when using it at ATM's.  

Therefore, the details on the card and the sixteen digits are 

personal to you and could only really be known to you – so 

there is no way I could know any specific details or numbers 

on your card?”

Spectator: “Correct!”

Performer: “Okay, just take out your card but ensure you 

78



cover the first four digits with your fingers. Take a quick 

'peek' at these four digits and try to remember them. Then 

place the card back in your wallet.

Okay, just focus on the first digit of these four digits.”

Stare at the spectator for a few seconds and then state the following.

Performer: “I feel this is the same digit as the 

first digit of my pin number.

So instead of me trying to reveal these four digits I think it 

would be more interesting if we flipped the process and you 

were to try to guess the four digits to my bank's pin number.

You already have the first digit, so just trust your feelings! 

You can write these numbers down as you go, so write down 

this first digit.”

Make sure you look away and the spectator keeps what they write 

hidden from view, so you can turn back around to continue giving your 

directions. It is essential everyone knows you can not see what they 

write.
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Performer: “Do you feel the second digit of my pin number is 

higher or lower than the first digit you just wrote down?”

Spectator: “Lower.”

Performer: “By how many?”

Spectator: “Four.”

Performer: “Okay, write this second digit down.

Focus on the third digit. Is it higher or lower than the second 

digit you just wrote down and by how many?”

Spectator: “Higher, by two!”

Performer: “Okay, write this number down. And finally, is 

the fourth digit higher or lower than the third?”

Spectator: “Lower, by one”.
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Performer: “Okay, write that number down... My pin 

number is actually 4021, how close did you get?”

They will be spot on! Due to the fact they start on a number you know 

all you have to do is follow how they believe each of the subsequent 

digits of your pin number differ to the previous digit, in order for you to 

work out what numbers they write down. It is then a simple matter of 

miss-calling this number as your own pin number at the climax of the 

effect!

I have found it is essential to have the spectator write down their 

impressions as they go and to check they are sure they are to write 

down what they think your pin number is, to ensure they follow along 

properly! If you prefer you can reveal your pin number by writing it 

down at the end of the process or nail writing as you go. I prefer to keep 

this prop-less however, and choose to simply 'blag' the number at the 

end instead of over proving with a seeming prediction and using a nail 

writer. There you have it! A clean and as near perfect, sure fire solution 

to the spectator as mind reader pin reveal plot!
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Severance

“I tell you in truth: all men are Prophets or else God does not  

exist”. 

- Jean Paul Sartre 

 

Effect 

The Performer is seen to ask a participant to think of their best friend 

from grade school (or a PIN Code, date, etc.).  The Performer is then 

able to reveal this information, apparently without it being written 

down.  

Method

The idea for this principle came to me one night while I was laying in 

my bed about to fall asleep. I was in a state right in between being 

asleep and awake when this concept appeared in my mind. I have no 

idea what led me to think of this but the next morning I tried it out on a 

friend and it worked beautifully and it has continued to be something I 

can rely on to get great reactions.
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I call this technique “Instant Pre-show” as it is a way of cleaning up the 

process of Mind Reading which can be performed in real time in a close 

up performance, as opposed to before the show ala. standard pre-show.

You are going to essentially peek the information before it is apparently 

even thought of by your participant. The “Severance” technique is a 

way to 'unlink a thought’ from a billet. It is in my humble opinion that 

this technique answers two questions that have existed since 

Mentalism was born: 

How do we reveal names, dates, and other thoughts without them 

being written down? And how do we justify a Centre Tear? 

This can be used with any billet peek, but I find it works best with a 

Centre Tear for reasons I will explain later. What makes this technique 

different from similar ideas released before, is that this effect is self

contained and does not require any real pre-show. It can be done in 

one sitting and in real time. 

The name “Severance” is a homage to Michael Murray’s 'Thought 

Unlinking' principle from his wonderful book “A Piece of My Mind” 

which I recommend highly. With the “Severance” technique you are 

going to 'sever' a thought from a billet. Let us start with the 

preparation: 
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Preparation 

I am going to explain the set up and script for the routine in which you 

guess the name of your participant’s best friend from grade school. I 

will then tell you how you can use this for dates and PIN codes.  

As I said earlier, I believe this works best with a Centre Tear. The 

reasons for this are for presentational purposes and the method is 

somewhat dependent upon it being a Centre Tear. I won’t go into how 

to do Centre Tear but I will recommend Ran Pink’s work on this 

subject. “Think Pink” and “T Rex” are both wonderful tears and I 

recommend them highly! 

The first thing you will need is a billet. This will depend on which 

Centre Tear you choose, but for the “Severance” technique we are going 

to prepare the billet and turn it into an “Additional Information” billet. 

   

Take your billet and write the following at the very top of the paper, 

being sure to leave room in the centre for the participant’s writing. 

“Think of your best friend from grade school and write their 

first name below”. 

84



Underneath your writing, draw a line for the participant to write the 

name on it. The billet should look something like this.

Think of your best friend from 

grade school and write their first name below: 

x _________

Also, think of a number between 

1 and 10.

Note: The additional instruction “Also, think of a number between 1 

and 10” will become important later on in the effect.

Fold this paper up, as required by whichever Centre Tear method you 

are using and you are prepared. That’s it! This only takes a second, but 

the pay off is well worth it. 

Now let’s talk about the actual “Severance” technique. This is how we 

'unlink the thought’ from the billet itself, creating the illusion that this 

information is only thought of and not written down. This method will 

make the billet truly invisible in the minds of your audience. It is the 

words you use that make this work.   
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The Severance Technique 

As I said earlier, this relies on the words you use in order for this to 

work. So I will supply the scripting I use. After you approach a group in 

a close up social situation and you have already performed a few 

effects, turn to a member of the group and take your prepared 

“Severance” Billet out of your pocket, still folded, and say:  

Performer: “In a moment I’m going to hand this piece of 

paper to you. You are going to take this and stare at it for a 

few moments, then you are to write down a piece of personal 

information. You aren’t going to know what you are going to  

write until you actually start writing it. I also ask that you 

remain completely silent while you write this, as I don’t want  

anyone here to have any idea what it is that you are thinking  

of. You are going to stare at this paper for a few seconds and 

write this information down. When you are done, just fold up  

the paper and let me know.” 

 

This script will insure that your participant knows not to reveal that 

there is writing on the paper to begin with. It also creates a logical 

reason for them not to say anything out loud, as you don’t want anyone 
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else there to know what it is that they are writing either.

This script will also let your participant know not to think of something 

of their choosing by telling them that they aren’t going to know what it 

is they are going to write until they look at the paper and start writing 

(i.e. they will read the instructions). And furthermore, it also accounts 

for the time that it takes for them to read the instructions by telling 

them to stare at the paper for a few seconds. It is implied that they have 

a completely free choice as to what to write.

While giving the line “You are going to stare at this paper for a few 

seconds and write this information down” you want to actually unfold 

the billet and show it to them as you say it. This will make it very clear 

to your participant, what it is you want them to do. Be sure not to flash 

the written instructions to anyone else. 

Here is where the actual 'Unlinking' takes place. After your participant 

has written their information down and folded it up, you are going to 

begin to give them a reading and start getting 'impressions' while they 

are still holding on to the billet. But you must now pretend to struggle 

getting this information. Your acting ability must be spot on, and 

convincing. One way to really give the impression that you are truly 

struggling at guessing this information is to try to guess the name in 

your head for real, first! This idea was inspired by Richard Osterlind’s 

brilliant “Making Magic Real” book. That of doing something that 
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requires you to perform actual mental processes to create the illusion 

you are deep in thought and attempting to pick up on impressions.

Once you have begun to seemingly struggle to get this information, you 

are now going to take the billet from their hand and use the following 

line, whilst ripping the paper (performing your Centre Tear, in the 

proccess): 

 

Performer: “I have to tell you the truth, I don’t think I am 

going to be able to get this because I see you as a more visual 

minded person as opposed to just thinking in terms of letters 

and numbers. So let’s just forget this, and let’s try something 

different.”  

I hope you can see where this is going. We have now created a logical 

reason for ripping up the paper and getting a peek. We have also 

created a situation where we know that the participant is thinking of 

their best friend from grade school, without the rest of the audience 

being aware that they are doing so.

We further justify the reason we are not able to get the thought of 

information by implying they think better in terms of images as 

opposed to letters. This opens us up to different presentations. For 

example, we might rip up the billet as if never meaning to return to this 
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information and attempt a drawing duplication with this participant 

instead.

The reason the Centre Tear lends itself perfectly to the “severance” 

technique is the fact, it allows us to get a peek of the information in the 

most natural way. Needing to tear up the billet now makes complete 

sense and is entirely justified within the context of the performance.

What would you naturally do with a piece of paper you are no longer 

intending to use? 

Tear it up and discard it. 

It is the perfect justification for a Centre Tear!

I should mention that the idea of using a Centre Tear after apparently 

not being able to pick up on the information has been utilized by others 

before me and has been used for different ends (although it was 

something I created independently without knowing of others thinking 

on this). What I am sharing is my own unique use for this ruse.

The script above also uses an ambiguous line: 

  

“Let’s try something different”.
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This line will mean two different things in a moment. To the audience, 

it will mean that the effect didn’t work, so you are going to try 

something completely different. To the participant, it will mean that 

you are just going to go about it in a different way! We are now going to 

take advantage of the fact that we know that they are thinking of their 

friend from school and use it to create the illusion that this is a new 

thought and exists purely in their mind and is not written down.    

The Visualization Process 

Since we have explained to the participant that they are a more “visual 

thinker”, we now take them through a visualization process. 

This will be seen to be the ‘new effect’ for the audience, and will be seen 

to be the ‘new process’ for the participant. With this process, we are 

also going to further imply that the thought is just thought of, in the 

moment, by making it seem as though the participant has choices 

throughout the visualization process.

This is an aspect of Ross and Fraser's ‘reframe’ or ‘perception shift’ 

principle. I will give you the script for this, and then break it down so 

you will understand every nuance.

Here is what you say, right after ripping the paper up and telling them 

90



you are going to try something different:  

Performer: “As I said, this didn’t seem to work and 

sometimes this happens so let’s try this. I want you to 

imagine travelling back in time to a moment when you were 

in grade school. See yourself in your classroom. You will see 

all your classmates sitting next you but you focus on just one 

of them and this is your best friend. Are you still in contact 

with this person? (Participant responds). Can you think of 

this person’s name for me? If this name is very complex or 

difficult, feel free to change to someone else. Really imagine 

this person standing in front of you.”

  

So with this script you have heavily implied to everyone watching that 

this thought is being created in the moment and that the paper is 

completely unrelated. If you use your acting and presentational skills 

properly they should forget about the paper. 

It all depends on how well you convince them that you are going to try 

something different. 

This process creates amnesia in your participant’s mind. The more 

detailed and drawn out the process the more they are likely to forget 
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about the paper. This is a case of: “The larger action covers the smaller 

action”. However, instead of action – we use language and their 

thoughts.

 

The little things in the script above can really imply that this thought is 

truly created in the moment. For instance, we tell them to imagine ALL 

of their classmates but we tell them to focus only on one of them. This 

creates the illusion of choice, even though we have already asked them 

to think of their best friend (and we already know their name).  

The second subtlety is the “Difficult Name Ploy”. You can use this bit 

for any name reveal that uses a peek. If you already know the name, 

you can tell them that if it is a difficult name to guess than they are free 

to change their mind. If it is a difficult name –  when you guess it, it 

will be that much more amazing! And even if they do change their 

mind, you are just going to reveal the name you know anyway. If it is 

NOT a difficult name – they wont change their mind to begin with. 

It is unlikely that they will change their mind, because the likeliness is 

that they only have one best friend from grade school anyway. But once 

again, this creates the illusion of a choice, in the moment. 

That is “Severance” in its most basic form.

You can see how this can be used for dates and PIN codes. Just change 
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the writing on the billet, and come up with a “Visualization Process” to 

go with it. For PINs, I have them imagine they are walking down an 

empty street, and find an ATM where they start punching in the code. 

You can then reveal the individual digits in real time! For dates, I have 

them visualize a calendar and have them imagine drawing X’s on the 

days. You get the idea.

I hope you enjoy and get as much out of this principle as I have! 

Additional Ideas 

When I first came up with this idea, I just had the version described 

above. After talking with my friend Lance Sinclair, we started trying to 

find a way to answer the question that may come from audience 

members:  

“So what did they write on the paper?”  

This question will arise eventually. It is inevitable in these sorts of 

routines, if the Dual Reality is not tied up correctly. 

However, I do want to point out that this is just a light Dual Reality 

because even if the participant says that they wrote the name down, the 

Centre Tear holds up on its own! This is what most performers already 
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do anyway, so nothing is lost!

But nevertheless, here is our solution:  

When preparing the billet, you are going to add a little more writing 

underneath the space for your participant to write on.

Underneath the space in the centre for your participant to write on, you 

should also add: 

“And think of a Number between 1 and 10”.

This will implement the psychological force of the number 7. We can 

now use this to kill the question before it is asked in the following way.

While ripping the piece of paper, you are going to change the original 

scripting slightly. This new script will imply, to everyone watching that 

the participant has written down a number. This way, those watching 

will not ask the question because you are going to answer it before they 

get the chance to ask!

Here is the new scripting: 
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Performer: “I know you are thinking of a number but I don’t 

think I will be able to get this because I see you as a person 

that thinks better visually.”   

You will say this as you rip the paper and get your peek. It is essential 

that every time you say the word “number”, you point to the billet. This 

will subtly suggest that the participant has only written a number. Your 

participant will be thinking of a number because you have instructed 

them to do so!

Here are a few ideas of what you can do with the number after you 

reveal the name!

What To Do With The Number 

The first option is to say something like “Now go back to the number” 

(Remembering to point to the ripped up Billet every time you say the 

word “number”). You can now reveal the number “7” and hope that the 

Psychological Force worked.  This is a little bold, but if you fail, it just 

reinforces the fact that you were unable to get the 'original' thought of 

number, which fits the presentation anyway.

 

Peter Turner has also given me the idea that you could just say “I know 
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you were thinking of your favourite number and it tells me some 

things about you”. Then you could just give them a reading without 

ever even having to reveal the number itself! It’s a freebie.   

Additional Thoughts – PIN Code Variation  

Here is a way to use this for a PIN code instead of a Name. The reason 

it is different, is because you wouldn’t use the Psychological Force of 

the number 7 with a PIN written down. As these would no longer be 

separate thoughts. So I use a Star Sign anagram. I will leave it to your 

own imagination on how to present this version.

You can find out more about guessing Star Signs by reading the work of 

Peter Turner and many others. After peeking the PIN, you will do the 

same process to imply that it was the Star Sign that was written. The 

visualization would be something like them imagining they are walking 

up to an ATM machine and typing in their code (just like the process of 

going back to a time they were in grade school). The process is what 

separates and switches the perception of the audience to that of the 

participant.

I hope you enjoy this little principle, and use it as much as I have! It 

really looks like the real thing and I believe it makes the billet truly 

invisible. Or at least it “Severs” the thought from the billet.  
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Read This Before Moving On  

One day a guy named Cedric Taylor contacted me asking if I could look 

over an e-book he was working on called “Sovereign”.

He asked me to read it and if I could, contribute to it as well. I took him 

up on his offer. What he had was a pseudo hypnosis routine. 

I typed up an effect I had been working on called “When the Sky Was 

Opened” (taught later) and sent it his way. The effect is one of my 

favourites because it is truly an original idea and features some ‘outside 

the box’ thinking. When I explained it to Peter Turner he seemed very 

impressed by the premise. Not long after I started wondering if I could 

take the idea I had further. What follows is a more detailed explanation 

of “When the Sky Was Opened” and a pseudo hypnosis effect I have 

created called “Introjection” which uses the same logic I also used in 

my write up for “When the Sky Was Opened” in Cedric Taylor's e-book.

 

My thinking was thus: A lot of people are afraid of hypnosis because 

they don’t believe that it will actually work. This is because it is almost 

like real magic when it does work but belief in yourself is key. So if you 

have any scepticism regarding hypnosis, the likeliness is that it will not 

work for you because you don’t have the confidence in yourself to pull it 
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off. So one of the ways to boost your confidence level is to have a 

guaranteed 'out' and nailed on outcome so you can feel a little better 

about trying out the bolder hypnotic approach.

But there is a problem with the way most people link outs with 

hypnosis: There is no logical connection being created between 

hypnosis effects and Mind Reading effects.

For example: How does one’s hand getting stuck to a table have 

anything to do with you reading their mind?  

So many people just throw in a mind reading demonstration at the end 

of a hypnosis routine and don’t explain the logical link because they 

haven’t thought about it. I think this is a relatively unexplored territory 

in Mentalism and I wish to give my ideas in this field my full attention. 

I wanted to create a logical connection between every hypnosis effect 

and mind reading effect I could think of. Not only do I want to create a 

logical connection, I wanted to make it so that this new logic will 

actually reinforce your suggestions, so that this would in turn, make the 

success of the hypnosis demonstration more likely.

  

Just to give you an idea of what I mean by creating a logical connection 

between Mentalism and Hypnosis, let’s take the classic “Hand Stick” 

hypnotic demonstration, where the hand of the participant becomes 

stuck to a table. 
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Why are you making their hand stick to a table? And why does that 

have anything to do with a mentalism effect? And furthermore: How 

can we use a Mentalism demonstration to actually make our 

suggestions more potent? 

Here is a quick solution and food for thought: 

If you place a deck of cards on a table with a prediction in an envelope, 

and you use hypnotic suggestion to stick your participant’s hand to the 

same table, you can now use the following logical connection to link it 

to a demonstration of your participant’s intuition.

After your participant’s hand is shown to be stuck to the table, explain 

to them that they have now let their subconscious take control of their 

arm and hand as opposed to their everyday “thinking consciousness”. 

They are now to reach over to the deck and lift off some cards. When 

they look at the card they cut to, it will match the prediction you have 

made earlier! Obviously this uses a 'breather' crimp but more 

importantly, I want you to see how it actually creates a logic between 

the two effects and how it reinforces the suggestion because you have 

created an item of intrigue in the envelope (They will likely play along 

because they are curious to see where this is going). 

The participant will be curious and will therefore, want to follow your 
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instructions based on the desire to find out what will happen. 

Whilst “When the Sky Was Opened” relies on layering different 

suggestions, “Introjection” is an entirely pseudo hypnotic routine based 

on Dual Reality. Having said this, I feel it has the potential to be taken 

on as real suggestion by your participant if delivered with enough 

confidence. “When the Sky Was Opened” is true suggestion based on 

real hypnotic techniques and has a very great success rate (I haven’t 

failed with it yet, all of the time I have been performing it). But what is 

crucial is, both of the routines have 'outs' built into them, making them 

basically fool proof. You will always end on a successful outcome that 

fits the premise of whichever effect you perform – even if your 

suggestions don't fully work.

There is a specific line of scripting I use for all of my “Hypno” style 

routines that I use in both of these effects – no matter if I am going for 

real hypnotic phenomena or just the appearance of such states. This 

line alone will reinforce any instructions given to your participant. If 

you use this line and create a logic for your participant to follow, there 

is no doubt they will obey your subtle suggestions afterwards. Here is 

the line:  

Performer: “There is a reason for everything I do. Even if it 

doesn’t seem to make sense in the beginning, there is a 
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reason. All I ask is that you follow my instructions carefully, 

and trust me – if you do this then you will experience 

something amazing in the end!”

  

This is the area I focus on right now and am currently obsessed with. It 

means you can create the illusion of trance and hypnotic control even if 

no actual hypnosis takes place, whilst at the same time opening up the 

chance for real hypnotic phenomena to occur. This is akin to Fraser's 

pseudo trance work from his first release True Mysteries. Often, the 

participant as well as everyone else watching will be fooled by the 

appearance of the seeming hypnotic performance and feel they were in 

some sort of altered state – even if what you are presenting works 

entirely due to the spectator following direct instructions, only. If you 

act as if what you are doing is hypnosis – giving instructions with your 

words and using actions that suggest hypnosis (such as snapping your 

fingers) – how the participant responds to these instructions will be all 

the proof you need that they were in fact hypnotised, to some degree.

What is nice about approaching the performance of hypnotic feats this 

way, is it makes your performance more sure fire!

Instead of giving more subtle suggestions to the participant, you simply 

give more direct instructions which ensure they do what it is you want 

them to do. These more direct instructions will still appear to be 
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suggestions when presented in the context of the larger performance of 

seeming hypnotic influence.

It is the context created by the performance itself which fools everyone 

– including the participant – into thinking what has taken place is 

hypnosis or a form of hypnotic control.

What is beautiful about this approach is that not only can it be used as 

a fall back when dealing with a difficult spectator – who for one reason 

or another is finding it hard to follow along with actual suggestion – it 

can also be used as a way into actual hypnotic phenomena. You can 

start off with the illusion of trance primarily and then allow the illusion 

to slowly convince the spectator they are in an altered state and build 

your suggestions from there.

As long as your spectator is prepared to follow your instructions and be 

helpful – as in any magic trick, requiring a basic friendly compliance 

from a spectator – their following of instructions can be made to seem 

like they are hypnotised and following actual hypnotic suggestions – it 

is simply a matter of proper framing, which occurs naturally as an 

outcome of the hypnotic context created by your words and actions 

during the performance itself.

Both of these routines are used in combination with the “Severance” 

principle described earlier in this book. The combination of each of the 
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techniques will create a time delay, reinforcing the desired effect 

“Severance” strives for: To reveal information, apparently not written 

down.

“When the Sky Was Opened” (which follows this effect) is my favourite 

accomplishment so far. 

I want you to think of these scripts as real magic words or spells which 

can shift perception and change reality and to deliver these words with 

confidence. If you do this then you will see them working, right before 

your very eyes.
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Introjection

“Intuition is the key to everything, in painting, film making,  

business – everything. I think you could have an intellectual  

ability, but if you can sharpen your intuition, which they say  

is emotion and intellect joining together, then a knowingness  

occurs”  .

- David Lynch   

 

Effect 

The Performer puts a participant into a trance. He then leans in and 

whispers some suggestions in her ear. After leaning out, he reveals 

things about her that he couldn’t possibly know, all while she is 

confirming these things to be true. The Performer then wakes the 

participant up and reveals her best friend’s name to her amazement.  

Method 

This routine was inspired by something I saw the hypnotist Anthony 

Jacquin do. He hypnotized someone and told them that they are going 
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to believe that everything he said would be true and they are going to 

react as if Anthony was reading their mind. So of course, once he 

started revealing “pseudo information” to his hypnotized subject, the 

man was blown away by the “mind reader’s” accuracy. The only thing 

that I didn’t like about this routine was the fact that everyone in the 

audience knew the man was hypnotized. What if you could hide your 

suggestions but still get the same effect? 

I call this routine “Introjection” after the psychoanalytical term. 

The word means ‘Unwittingly taking on the beliefs of others’ which I 

think is a great fit.

Here are the steps I take to achieve this effect.

  

The Peek 

The very first thing you will need to do is peek some information. I 

think the “Severance” principle works best with this effect for reasons I 

have explained previously. However, any peek that is deceptive will do.

For the sake of this explanation, I will assume that you have performed 

the “Severance” technique, and have just ripped up the pieces of paper, 

explaining that you want to “try something different”. 
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Once you have peeked this piece of information (for example, A best 

friend from grade school) and having performed the “Severance” 

technique, you will now give the line I explained in the “Read This 

Before Moving On” section: 

 

Performer: “There is a reason for everything I do. Even if it 

doesn’t seem to make sense in the beginning, there is a 

reason. All I ask is that you follow my instructions carefully, 

and trust me – you will experience something amazing I 

promise” . 

This line will prepare your participant to follow your every instruction 

without question. It plays on four of the five points of suggestion: 

Prestige, Atmosphere, Desire and Planted Suggestion (the other being 

‘Reinforcement’). You have just explained that what will happen soon 

may not make sense at first. This keeps them from arguing with your 

instructions. It also gives them a desire to experience something 

amazing. After you have given this line of scripting you will now do an 

induction. I will explain a “Pseudo Induction” for you to use as it’s only 

purpose is to:  
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1. Get your participant’s eyes closed.

2. Create a ‘witch doctor effect’ to reinforce your 

suggestions to the participant.

Whatever your personal beliefs on hypnosis happen to be will 

determine your own definitions for what this is. I personally don’t even 

think too much about it. I just do it. 

The “Witch Doctor Effect” I refer to is an idea from Banacheck that if 

you take some time doing something, it must have an affect of some 

kind. Therefore, if I am taking the time to perform what appears to be a 

hypnotic induction then it must have an affect on the spectator. The 

spectator will also believe this to be true and will likely feel they are in 

some sort of altered state or will take what you are performing as real 

hypnotic influence, to some degree.

Of course, Fraser's model for creating the illusion of trance is at work, 

at the same time.

Not only does an induction look great from a theatrical point of view, it 

also fits the premise of this effect perfectly.

Here is the induction I use. It operates on the principle of giving direct 

commands, and when those commands are followed, what happens will 
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appear to be caused due to hypnotic control ala. Fraser's True 

Mysteries.

The Pseudo Induction  

Once you have given the above line, you will now create the illusion of 

putting someone in a trance by telling them exactly what to 

do. After they follow your instructions it will appear as though they 

have just been made to go 'under' and placed into a trance (maybe they 

are in an actual trance – it really doesn't matter, either way – as long as 

you always wake up the participant and cancel any real or supposed 

trance they may or may not have been in, after the fact). Take your 

participant’s hands and say the following line: 

Performer: “In a moment I am going to say the word 'Now'. 

When I do, you will close your eyes and slowly bow your 

head forwards for me.” 

 

You will now count to three and say “Now”. At the same time you say 

“Now”, lightly pull on your participant’s hands. Watch them close their 

eyes and bow their head! It is really that simple. This is a case of giving 

direct instructions, and by your spectator following those instructions it 

looks like hypnotic phenomena is taking place, even though you are 
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basically just asking them to close their eyes and bow their head 

forward.

They are, for all intents and purposes, in a hypnotic trance now. Even if 

the rest of the audience hear your direct instructions, they will still be 

taken as real suggestions and what happens will appear to be a real 

induction. Now that your participant is in this state, you will want to 

immediately ‘deepen’ this state by giving patter such as: 

Performer: “That’s right, you are doing great. I am going to 

begin to count backward from 3 to 0. As I do, you will just 

completely clear your mind and go into this relaxed place”.

  

Once you have done this ‘deepening’ you are now ready to give more 

specific instructions that will be taken on easily by your participant, as 

long as you create a logic for them. You are going to give them these 

instructions as a whisper.  

The Whisper 

Before you give these whispered instructions you are going to say this 

line to the rest of the audience watching you:  
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Performer: “In a moment I am going to whisper a small 

suggestion in her ear. If she takes this suggestion on 

completely, it should open up the doorways to her 

subconscious allowing me to reveal things about her there is 

no way I could possibly know” .

 

You will now lean in and whisper the following instructions in your 

participant’s ear:  

Performer: “In a moment I am going to state some facts 

about your life. Whether they are true or not makes no 

difference. I want you to believe and imagine that what I’m 

about to say is true and respond by smiling and saying ‘yes’ 

to everything I say. If your belief is strong enough then I will 

be able to tell you the name of your best friend from 

elementary school. Your belief is essential. Nod when you 

understand this”.

So there is a lot to cover here. You have just set them up almost as an 

'Instant Stooge' but there is a difference. Because you have created a 

logical reason for everything you’re doing, they will assume that what 

you are doing is essential and necessary for you to read their mind. In 

addition to this, your actions and belief in yourself may even give you 
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participant the impression that they are truly under your hypnotic 

control (Witch Doctor Effect/ True Mysteries). Even if they aren’t 

‘hypnotized’ they are sure to follow your instructions anyway. And if all 

else fails you still have the name you peeked earlier to fall back on! 

In addition, you also have the spectator working with the line we used 

in the beginning which told them that everything you do has a reason 

and may not make sense in the moment but they are to follow your 

instructions, anyway. 

Another thing that reinforces their willingness to co-operate, is the fact 

that you have played on their desire to experience something amazing: 

The revelation of their best friend’s name, yet to come!

Keep in mind you also have the possibility of the spectator believing 

they are truly hypnotized, which for all intents and purposes, they are. 

Even if they are not, the illusion created by the context of your 

performance will be enough to convince them that perhaps they are 

hypnotised to some degree.

All it takes if for you to believe that they are hypnotised in order to 

come across as credible and in turn, convince the spectator that they 

are. Remember that you still have the peeked information to fall back 

on, if all else fails.  
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Something Fraser suggests doing is combining the previous whisper 

with the induction, so that everything stays hidden from the audience's 

perspective.

Fraser gets multiple pieces of information with a full billet peek, so that 

he has more genuine hits to tag onto the end of the pseudo mind 

reading process, to follow.

This is a beautiful idea! And is based on work taken from his book True 

Mysteries 2.

Instead of performing the pseudo induction openly and in front of 

everyone watching, he says the following words to his spectator: 

Performer: “I am going to whisper a few words in your ear. 

The reason being I don't want others to be influenced by 

these words. If at any point I tell you to just play along then 

tell everyone I have asked you to do this”.

Then you lean in and whisper the following pseudo induction.

Performer: “I am going to say things about your life. I want 

you to act as if what I say to begin with is true even if it's not.  

And what this false belief in my words will do is slowly make 
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my words come true. So count to five slowly in your head 

now and when you get to five, close your eyes and slowly 

bow your head, forewords”.

You now lean back out and simply stare at the spectator. Because they 

are now following your instructions for them to slowly count to five in 

their heads this allows for a beautiful time delayed induction. It will 

appear as if your instructions have taken a while to sink in to your 

spectator's subconscious and that you are able to put others into a 

trance with a few words and a simple stare.

It will appear to the audience, as if any instruction you have given the 

spectator is simply for them to get into the correct altered state, for 

what follows. The spectator will now be ready to follow along as per the 

original arrangement for this effect.

This scripting also gives the spectator a reason for their lying to begin 

with and justifies it within a theatrical frame-work or as a seeming 

magical process that needs to happen. They will therefore, not feel 'in 

on it' or that they have been told to play along in anyway and will not 

feel there is anything to expose. They will usually not mention anything 

that could undo the Dual Reality, after the effect is over, as in their 

minds there is nothing out of the ordinary to reveal. Of course, the 

inverse of this is also true. They may think there is nothing wrong in 
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explaining to everyone what the process was. In fact, they won't even 

realise there is anything to expose. 

Their friends may also notice inconstancies with what you say, during 

the pseudo mind reading phase of this routine, as false information 

about the spectator's life.

So there is always a chance that the illusion created by the Dual Reality 

can unravel.

This is not a problem and is something I don't worry about in this 

routine, as the tie up happens naturally, on its own, when the spectator 

reveals their reality to everyone else watching. 

What this does is cause the audience to see the effect from the 

spectator's point of view. No one will feel 'tricked' or that the performer 

was being purposefully deceptive. The audience members will simply 

feel as if something previously unclear to them has now been fully 

revealed, that is all.

All you loose are the extra reveals.

The spectator will only be reinforcing the justification you gave to them 

during the whisper and framing the effect from their point of view for 

you, to the audience. This is still a logical way for you to get to the 
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written information and one that makes sense theatrically. And even 

though you have lost the additional hits you have still successfully 

named other information this false belief in your abilities lead to, of 

which you could not have possibly known.

What this routine essentially allows you to do is get additional hits for 

free and because there is nothing suspicious going on from the 

perspective of the participant, they will never feel the need to expose 

anything which will ensure that most of the time the illusion created by 

the Dual Reality will hold up.

Now we have taken a slight tangent, let's get back to the original 

variation.

This situation is good, but it is not good enough. We can’t just start 

blurting out random arbitrary ‘pseudo facts’ about the person for a 

number of reasons. First of which is the fact that you can’t take too 

much advantage of this situation, you must be careful. The other 

important point to remember is that if they are with their friends, they 

will know if what you are saying is true or not. We need to be sneakier. 

Here’s how to handle these “Hypno-Reveals”.  
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Hypno-Reveals  

Before you get carried away, thinking this is just a simple 'Instant 

Stooge method', read what I am about to explain to you. This section is 

the most important part of this effect and is the part you need to be the 

most careful with. The reveals you use could make or break this effect.  

The very first thing to know is that all of these false reveals are going to 

be given to the person while they are still in a 'trance'. 

We are also going to have to take into account the fact that they are 

going to be smiling and saying “yes”. It will be in a very calm manner 

because these reveals are not exactly true. They are just saying “yes” 

because you told them to. Here is how we justify it by giving this line, to 

everyone watching (right after the whisper):  

Performer: “Now that I have given her this suggestion, it 

should deepen her state and allow me to access her 

subconscious. She will respond in a very relaxed and calm 

manner, as she is in a very relaxed and calm place right 

now”.

So now when your participant responds with a smile and a “yes” and 

doesn’t freak out, it is justified. They are seen to be in a trance.
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That’s why they don’t react in an exaggerated way! 

Of course, with Fraser's handling of the script there is more chance of 

the spectator acting in a way in-line with the performer actually 

revealing true information about the spectator's life because he has 

asked them to act as if what he says is true and that this is going to be a 

false belief. Either way I always use the above line as a safety, to ensure 

whatever reactions they give are in-line with the effect and make sense, 

theatrically.

Now we have to determine what kind of reveals we are going to use. It 

is my recommendation to only use reveals that are likely to be true 

anyway. Here are the ones I use. They are said immediately after giving 

the line above:  

Performer: “You have a scar on your left knee, yes? 

(Participant replies)  

You have a notebook in a drawer in your house that you use 

to write down your thoughts. You would probably be very 

shy and embarrassed if someone found this, is that true?
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(Participant replies) 

 

The second digit of your PIN code is a 2, correct?” 

(Participant replies)  

As you can see, these reveals are strategic in the respect that they are 

unlikely to be known to your participant’s friends to be true or false. 

The first two reveals are likely to be true anyway. The last one may be 

true or false, but it is unlikely that their friends watching will know if it 

is true or not and as this information is personal and something the 

spectator will likely not want to confirm or deny, it is also safe.

True Reveals   

Now we need to set up for the peeked information from earlier. After 

giving your “Hypno-Reveals” you are going to then ask your participant 

to think of the information you peeked. If you used “Severance” for this 

routine and you decided to use the best friend from grade school as 

your information, your script would be something like this (remember 

in “Severance”, your audience doesn’t know that the participant 

thought of their best friend from grade school earlier, and wrote it 

down):  
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Performer: “Now I want you to travel back in time. Go back 

to a time you were in grade school. You are sitting in your 

classroom and you see all of your classmates but you focus 

on one of them. This is your best friend. Focus on this 

person’s name”.

  

Now we need to wrap this up by waking up the participant, and 

revealing the peeked information. Here is the “Wake Up” process: 

    

The Wake Up  

Here is a cool line to use before ‘waking up’ your participant. It is 

another way to subtly imply that they were answering in a calm manner 

because they were in a trance. Use this line right after your set up for 

the peeked information:  

Performer: “Okay so now watch how she reacts when I wake  

her up. When I snap my fingers, everything will be back to 

normal. Your eyes can open now”.
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FRASER COMMENTS: It is important, whether performing 

actual feats of hypnosis or using pseudo hypnotic techniques 

to create the illusion of trance, to always make sure the 

spectator is woken up and brought out of any trance state, 

real or imagined that they believe they were in and for them 

to understand that their mental state is now back to normal 

and how it was before you began your demonstration.

Often, the spectator will believe they were actually 

hypnotised, even if they weren't in any actual trance state. It 

is therefore, important to act exactly the same as you would if 

what you were doing was real and that would be to ensure the 

spectator is completely brought out of any trance state.

Not only does this ensure they will go back to functioning 

normally again and not imagine anything is different or 

wrong within their usual waking state, it also indirectly 

suggests that they had to have been in an altered state before, 

in order for them to now go back to a normal state.

HERE'S THE BOTTOM LINE:

ALWAYS wake up your participant from any altered state 

they may be in and tell them that everything is back to 

normal before moving on!
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Not only does this helps bolster the suggestion that what you 

are performing is real hypnosis when only performing within 

the capacity of pseudo hypnotic feats, it also ensures no 

possible side affects or negative outcomes of your 

performance are possible.

When your participant opens her eyes immediately tell them to focus 

on their best friend’s name. When you reveal it, they will freak out. 

Here is the thing though, since you said the line above it will be 

congruent with the presentation. They will now be expected to act 

normally again and not in a 'dreamy' subdued way and their reaction to 

the name will prove this out.

The really cool part about all of this is that even if your participant tells 

the rest of the audience that you told her to say “Yes” to the rest of the 

information or the Dual Reality unravels, it will still be seen as a 

hypnotic demonstration – NOT an Instant Stooge. 

I’ve been performing this for a while now, and this hasn’t occurred yet. 

But it is a risk I am willing to take. Not to mention the fact that your 

false reveals are likely to be true anyway except the PIN code or other 

risky piece of information you decide to reveal, which if do turn out to 

be true, would give you an optimum performance, that would be hard 

to beat! 
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This effect opens up that door and possibility.

Another way to cover any potential problem of the Dual Reality 

unravelling is to perform this across the room. Have someone in a 

group choose someone (they do not know) from across the room and 

bring that person over. Then after the effect simply dismiss this person 

and tell them you will be over later to show them a few things.

Read this over again carefully and memorize the scripting. All of the 

above happens very quickly in actual performance. Watch the videos 

for “Introjection” on my YouTube channel to understand what it should 

look like from the audience’s perspective, and you will see the power 

this routine can have!  
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When the Sky Was Opened

“Is there no way out of the Mind?” 

- Sylvia Plath   

Effect

The performer puts a participant into a hypnotic trance. He asks the 

participant to think of the name of their best friend from grade school. 

The performer quite literally steals this thought from the participant’s 

mind to the point where the participant is seen to have forgotten their 

friend’s name! 

The thought has vanished from their mind.

The performer reminds the participant who this person was by 

revealing the name.

Method

This is probably my favourite routine in this book. The title refers to an 
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episode of “The Twilight Zone”, one of my absolute favourite television 

shows. Watch the episode of the same name and you will understand 

how it influenced the following presentation, as I wouldn’t want to ruin 

it for you if you haven’t seen it.

This routine took the most time and work to create. It all started with a 

philosophical question concerning Mentalism. A question I want to ask 

you right now: 

Why do we assume that when we steal a thought from a participant’s 

mind that the thought would be ‘copied’ and exist in their mind AND 

ours simultaneously? 

Imagine the Mind as being like a candy jar with one piece of candy 

inside (representing a thought), if you took that piece of candy out of 

the jar, it would no longer be there, right?

In the same way, I wanted to create an effect that would exemplify this 

in presentation.

My thinking was to have a participant think of something, you steal this 

thought and show that it is no longer in their mind – via an amnesia 

type effect – then you reveal this thought and in the process, remind 

them what this thought was! 
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I experimented with many different ideas to bring about the 'Amnesia' 

using trickery and deception and they all failed to give the results that I 

wanted. I finally decided that the only way to make this work was with 

genuine hypnotic suggestion. It was something that I had no real 

experience with at the time, and was always afraid of trying out before. 

But because this idea was so fascinating to me, I had to try it.  

Once I decided on using real hypnotic techniques, I created a script 

with a system of 'outs' that gave me more confidence to take this and 

work it in the real world. The next week I went out with my friend 

Richard Torres to get some video. I performed the routine four times, 

and it worked beautifully every single time. Since then, it has not failed 

me.

 

The combination of suggestions, deception, and outs, as well as 

selecting the correct participants, gave me enough confidence to pull 

this off, and it has NOT failed me since.

You may not believe me until you try this out yourself. 

There is no reason not to try, as the outs are strategically placed within 

the structure of the routine, so you will always be performing with a 

safety net. If a person with no prior experience performing hypnosis 

can achieve this, you will be able to, as well. I strongly recommend you 

do, as I see this routine as an excellent introduction and 'way in' for you 
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to perform other hypnotic tests with the same spectators.

Here is the explanation.   

Getting the Name   

As with the previous routine, I use the “Severance” technique to get a 

name of the participant’s best friend from grade school.

Once again, the rest of the audience does not know that the participant 

is thinking of this friend and is unaware that you have this information 

stashed away. After I get my peek and rip the paper up, explaining that 

I want to “Try something different”, I give this line of scripting:  

Performer: “There is a reason for everything I do. Even if it 

doesn’t seem to make sense in the beginning, there is a 

reason. All I ask is that you follow my instructions carefully, 

and trust me – then you will experience something amazing!”  

I then go into a simple suggestibility test. I do a “Hand Stick”.   
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The Hand Stick  

It is important to point out that before I even consider doing anything 

like this, I like to get a feel for the participants that I’m working with in 

order to determine if I want to try this sort of stuff out with them. I 

want to give you all the information I can to make sure you can take 

this material out in the real world and work it for yourself. 

I look for compliance and whoever is the most attentive within the 

group I perform for and choose those to participate in routines that rely 

on hypnotic language to work.

Once you’ve performed this effect and see it work, you will feel a certain 

power with this.  

There are two other qualifications I always look for in a participant 

before I try this out. The first is their belief in my credibility. They have 

to believe that I am doing the real thing. If they look at me as if I am 

just a magician doing tricks, this sort of thing may not work. In order to 

establish more credibility for myself, I perform some effects that are 

geared toward creating belief at the very beginning of my set, before I 

even start with the “Severance” technique. Effects where the 

presentation is ‘body language reading’ are good because they are very 

believable to the average person. Basically, you will get a ‘feel’ for when 

your participant’s believe in your abilities. They will also show it. 
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The second qualification is the participant’s enthusiasm about my 

material. If they show an active interest to participate, they are more 

likely to do what you want them to do and even play along, if needs be. 

There is a fine line though, in certain situations there may be someone 

who shows too much enthusiasm and would not be a good fit for effects 

of this nature.

The real secret to successfully performing this style of material is to go 

out and do it and to learn by trial and error (not that you need to worry 

so much because this routine is structured in such a way, as to insure 

success). 

Now that you have an understanding of what I am looking for in a 

participant, once you feel you have a participant who meets these 

qualifications for yourself, you will then do the “Severance” technique 

and move on to the “Hand Stick”. 

I use this as a suggestibility test of sorts. 

There are sure fire ways to perform this first phase, as well as what 

comes after using pseudo hypnosis techniques. 

Fraser will chime in with his personal approach to performing the 

illusion of trance. 

128



This is something I always have in the back of my mind when 

performing this routine as something I can fall back on to ensure the 

effect is always successful. With Fraser's approach the illusion of trance 

and the successful outcome of hypnotic tests is always maintained, 

without the need for any actual hypnotic phenomenon needing to take 

place.

The best part of how Fraser approaches this subject is that the 

participant is also fooled into believing they were under the performer's 

hypnotic influence, as well as the audience at large.

In order to perform the “Hand Stick”, I ask the participant to place 

their hand on a table in front of them (or a flat surface next to them, 

anywhere to place their hand will do). I then ask them to stare at the tip 

of their middle finger, take a deep breath in and out.

Performer: “I want you to keep staring at this particular 

spot. Focus only on this spot, and concentrate completely. As 

you focus on this spot, and listen to the sound of my voice, 

you will notice your body becomes very relaxed. The only 

part of your body that becomes tense is your arm and hand. I  

want you to imagine your hand is getting heavier and 

heavier and heavier (touching the participant's hand every 
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time you say ‘heavier’). As you are imagining this, you will 

start to feel that it is beginning to feel heavier, yes?”   

Delivered with confidence, this scripting should cause your 

participant’s hand to actually feel heavier. This is true suggestion, and 

once they have started taking these suggestions on, they will reinforce it 

within their own minds, themselves. They will let you know if they are 

truly feeling this. Once they let you know they feel their hand getting 

heavier, continue: 

 

Performer: “And it just keeps getting heavier and heavier. 

Every time I touch the back of your hand, it gets ten times 

heavier. To the point that if you tried to lift it, you find you 

can't. Nod your head when you feel your hand is too heavy to  

lift”.

This line of scripting is very interesting because it sounds like you are 

challenging them to lift their hand, but in reality you are getting them 

to agree that it is in fact, getting so heavy that they can’t lift it without 

actually having them try and lift their hand, just yet!

130



FRASER COMMENTS: 

A nice line here is: 

“Nod your head when you feel your hand is too 

heavy to lift”.

What this does is get the spectator to commit to the idea that 

their hand is too heavy to lift, before you actually ask them to 

try to do so. Once they 'nod' they not only let you know they 

are now 'imagining' they will not be able to lift their hand, 

they also confirm that this is the true situation, for 

themselves. What this means is that when you ask the 

spectator to try to lift their hand – they have already 

convinced themselves that they are not going to be able to – 

meaning they will act as if they are not able to lift their hand 

when it comes to asking them to try and do so.

This scripting also builds anticipation – a very powerful tool in 

suggestion. Once they nod their head, you now know that they will not 

be able to lift it. Now it is time to genuinely test this out.

 

Performer: “And it just continues to get heavy. When you 

know that you cannot lift your hand – try and lift it”   
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This line works the same way as the previous line. It is asking them to 

only try and lift it when they know that they can’t! It’s a very devious 

line of scripting and hypnotists use language structures like this all of 

the time.  

The entire time that you are doing this “Hand Stick” procedure, you are 

watching and observing your subject and really studying them to see 

how well these suggestions are being taken on. Any time you feel a 

subject shows any hesitation or scepticism, just keep pacing and 

leading the suggestions. Keep reinforcing each suggestion until they 

show genuine reactions and give you confirmation that your words are 

becoming their reality. 

If you ever have a completely non-compliant subject –  this routine will 

not work on them. But that is the purpose of this test. If they cannot 

pass this test, then they will likely not experience the 'Amnesia' later 

on. But the beautiful thing is that you always have their friends name to 

fall back on!  

In the event that you run into a subject that cannot experience the 

“Hand Stick”, simply change the effect you are going for. Here is how 

you would utilize the 'out' and change tracks, mid-performance. 
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Use this line of scripting:  

Performer: “Now that I have got to know a little more how 

you think, I want you to imagine you are going back in time 

to grade school…”  

Now you will just do the original “Severance” presentation, ultimately 

revealing the name (while the rest of the audience doesn’t know it was 

written down).

Think about the layers of deception that are always at work and 

working in our favour, within the way we structure these effects!

If the participant does show signs of struggle when trying to lift their 

hand then we continue with the effect as planned and you will now test 

the “Hand Stick” suggestion further:  

Performer: “And the more you try and lift your hand, the 

heavier it gets”.

You don’t need to test it as robustly as this if you prefer not to. Once I 

have seen a genuine struggle to lift the hand, they will usually be very 

perplexed and amazed at how ‘stuck’ their hand is! You can now break 

the spell by saying:  
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Performer: “Now look, once I touch your hand everything is 

back to normal! You have always been able to lift your 

hand!”  

Here you touch their hand and it lifts.

Now you have completed your suggestibility test. You will be amazed 

the first time you try this and it works. Remember proper selection of 

your participant, and confidence in your delivery are the two main 

ingredients to getting this effect to work.

You are now in the perfect position to build on this initial suggestion 

and try other hypnotic tests. If you succeed in the “Hand Stick” test, 

this will boost your confidence to move on to the next level. 

The spectator will also be more likely to move along with you and 

follow the suggestions which follow, now that you were successful with 

the first test. This is known as pacing and leading. Providing you don't 

jump too far or too quickly, in terms of the believability of what it is you 

want the spectator to imagine as true, they will follow right along with 

you and your suggestions – allowing you to successfully perform each 

of the hypnotic tests, within the routine.
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Our next step or test is the induction.

The Induction   

This induction is the same exact method and procedure as explained 

earlier in “Introjection”. Go read that section if you haven’t already. It 

is really a ‘pseudo induction’ but will usually be taken on as a true 

induction by your subject (especially after you have already performed 

the 'Hand Stick' routine. Your participant is in a suggestible state 

already and will now follow along with your suggestions as if what you 

are doing is real hypnosis). 

The purpose of this induction is to get your subject to close their eyes as 

well as to facilitate the “Witch Doctor Effect” .

FRASER COMMENTS: This is a good place to move onto a 

slight tangent before continuing on with the routine, in order 

to explain the subtle difference between actual hypnotic 

phenomenon and pseudo trance or the illusion of hypnosis, 

occurring within this effect.

Usually, you would start your hypnotic set with what is 

known as an induction. This is a smaller effect of hypnotic 

suggestibility to see how well the spectator is going to 
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respond to your suggestions in much larger, more difficult 

tests of hypnotic phenomena.

It also allows the spectator to become comfortable and get 

used to following your suggestions.

If you perform these smaller tests with a larger group of 

people then you can see who is responding best to your 

suggestions and use this spectator in the tests which follow 

or if working one on one, simply choose to abandon the later 

tests and simply do something else.

Watkins has decided to place this induction after the initial 

hand stick effect and instead have the hand stick effect act as 

the actual induction and suggestibility test. This leaves the 

induction which follows slightly redundant, in the sense of 

how it would typically be used. However, it doesn't mean it is 

not useful. Not only does it add to the overall performance, 

theatrically – it at the same time, continues to build on the 

previous hand stick suggestion and the believability that 

what you are doing is genuine hypnotic influence, in your 

participant.

This will help sustain the belief, to everyone concerned, that 

what you are doing is hypnosis and this will in turn, help 
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ensure the suggestion for the participant to forget a name 

which follows, will take place.

Due to the language and outward appearance of what you as 

the performer are seen to do, often when performing pseudo 

hypnotic feats, the participant will believe that they are in an 

altered state and some hypnotists would argue that they truly 

are, in such cases.

However, I believe it does not really matter if they are in any 

actual altered state or not.

If it looks as though the participant is in an altered state then 

this means that they are, period.

If you give what sound like suggestions for your participants 

but instead deliver these as direct instructions (I.e. for the 

spectator to close their eyes) and perform actions which 

indirectly suggest a performance of hypnosis (I.e. you snap 

your fingers and they open their eyes again – which in itself, 

indirectly suggests they were under some strange influence 

before and that you are able to get them to do things by 

simply snapping your fingers) and you act as if what you are 

doing is hypnotic control, then the outward appearance of 

what you do and the hypnotic context you give your 
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performance, will convince everyone involved that what they 

are seeing is in fact, the performance of actual hypnosis.

Even the participant will be fooled into believing they were in 

an altered state or were compelled to follow your 

'suggestions', in this way.

It may be the illusion of trance only, that is created by your 

words and actions but this won't matter, as the participant 

will be fooled by the outward appearance of the performance 

itself and believe they were hypnotised or in some sort of 

altered state, even if they weren't.

If you act as if it is so; it will be seen to be so by everyone 

involved – both the participant and audience will be fooled 

along the same lines. This is a very subtle use of the Dual 

Reality ploy, where any slight difference in perception 

between the participant and audience members is reconciled 

by the outward appearance and illusion created.

Therefore, all of these scripts can be considered as having a 

real hypnotic affect on your participant or as working 

because of the illusion your words and actions create.

Sometimes you will want to deliver your instructions as more 
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indirect suggestion and other times when wanting to play it a 

little safer, you will want to give direct instructions to your 

participant.

In either case, it is a matter of simply shifting your own 

perception.

If you want to perform what Watkins has already taught with 

no fear of failure, then I suggest you simply change your 

beliefs and attitude towards what you do and imagine the 

suggestions you give will be understood as mere instructions 

for the spectator to follow. If you are still unsure how 

effective your suggestions will be then simply change these 

more indirect directions or suggestions to direct commands. 

Then allow how the performance looks outwardly and how 

you act, to do the work for you and frame the natural 

compliance of the participant as well as your direct 

instructions, as being brought about by hypnosis.

In my opinion, there is little to no difference between 

performing actual hypnosis using suggestion and giving 

more direct instructions when performing pseudo trance 

illusions. The only difference is your confidence in the 

method and your abilities to get others to do what you want. 

If you believe what you are doing has a true power, then it 
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will be seen as so. Whether you believe this comes through 

the illusion of the outward appearance of what you do or a 

phenomena labelled hypnosis, is not really important. You 

will still get the same results.

The added benefit of falling back on more direct language is 

that it makes your presentations more sure fire!

As soon as your subject has closed his eyes and bowed his head you will 

immediately go into the 'deepening' of this hypnotic state:  

Performer: “That’s right you are just drifting and flowing 

and relaxing with the experience. Listening to the sound of 

my voice and sinking deeper into this relaxed state. I am now  

going to start counting backwards from 3 to 0. As I do this, 

you are going to imagine walking down a staircase, going 

deeper and deeper into this very relaxed place, allowing your  

subconscious to take over your mind where everything you 

imagine becomes reality. 3…2…1…and 0” .  

This is hypnotic language that suggests a deepening of trance. 

Whatever your beliefs in hypnosis – this stuff works. I was sceptical 

before actually going out and trying this. I have proven for myself that 

hypnosis is a real thing.

140



Once you have completed the deepening phase, you are now going to 

get into the 'Amnesia' phase. Here is my (loose) script that I use to 

accomplish it: 

Performer: “Now you have reached the bottom of this 

staircase. I want you to imagine seeing a chalkboard in front  

of you. Written on it, is the name of your best friend from 

grade school. I want you to imagine taking an eraser and 

erasing this name from the chalkboard. By doing so, you are 

erasing this name completely from your mind. To the point 

that it no longer exists in your mind. To the point that if I 

were to ask you what this name was, you would not be able 

to answer me because it is no longer there. 

Just like your hand got stuck to the table, this name 

disappears from your mind. 

Because the only way I am going to be able to pick up on this 

thought, is if you completely erase this name from your mind  

so that it can appear in my mind. Nod your head when you 

have completely erased this name from your mind.”   
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This script is very important. It works in the same way the previous 

hand stick does. They will tell you when they have essentially imagined 

that the name no longer exists in their mind and they can therefore, not 

recall it. 

The following subtlety is something that I discovered while performing 

this effect. This subtlety is a little addition that reinforces for the rest of 

the audience that this name is just now being thought of, in this 

moment (even though it was written earlier. See “Severance”). 

 

When you give the line, “Written on it, is the name of your best friend 

from grade school”, you are going to deliver that line as if the idea for 

them to think of this name was spur of the moment. Your demeanour 

has to be as though the instruction to think of their best friend from 

grade school was just a random idea on your part that you just thought 

of.

The cool thing about this, is the fact that your subject has his eyes 

closed. So he cannot argue or object to your demeanour, which implies 

that this is the first time you thought about asking them to think of this 

particular name. Even though the “Severance” billet asked them to 

think of this name earlier. 

Watch the video entitled “When the Sky Was opened” on my YouTube 
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channel, to see exactly what I am talking about, as it is hard to describe 

in words alone. 

Anyway, the suggestion to erase this thought from their mind is very 

strong for a number of reasons. I could just easily tell you just to give 

the script with confidence and it will work. But I want to explain to you 

why this works, so you can understand the deep and abstract principles 

for yourself, and apply these to your own creation of routines.  

No one really agrees on exactly why suggestion works. There are 

countless theories out there. I believe the script above really works well 

because we have an added bonus on our side: 

The desire of the participant for the performer to reveal their best 

friend’s name.

By giving the line, 

“Because the only way I am going to be able to pick up on 

this thought, is if you completely erase this name from your 

mind so that it can appear in my mind” 

you are actually encouraging their desire to cooperate, because they 

want to see where this is going. 
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Once they have nodded their head in agreement that this name has 

completely vanished from their mind, you have another chance to use 

an 'out'. This is the out that will give you the most confidence to try this 

routine, as there is no chance of anything leading to complete failure. 

Here is how.

Reminding Your Participant of Their Friend  

As I said, this is your last opportunity to use an out that will insure this 

routine’s success. This last phase of the effect is structured to where it 

cannot fail. 

Think about this: if you wake your participant up after giving the script 

above, and ask them to say their friend’s name, there is a good chance 

that they will not be able to respond. 

But what happens if they do respond? You have nowhere to go. 

If they openly say this name, the effect will be destroyed because now 

you have nothing to reveal. 

Here is how you can strategically take care of this situation, to where 

even if they do say the name, you will still have a reveal to fall back on.
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Once they have nodded their head, confirming that they have erased 

the name from their mind, you will now take out a pen and paper and 

write the name down (remember their eyes are still closed and they 

appear to be in a trance). 

Due to the fact you have directly told them to erase the name from their 

mind, you will always get this nod of their head and confirmation that 

they have done so. So regardless, of whether they have in fact, forgotten 

the name or not does not make a difference to the outward appearance 

of the effect. It will always look to those watching, as if the spectator 

has temporarily erased the name from their mind and that it must have 

then entered yours, in order for you to accurately guess this name and 

write it down.

The name should be written down as though you are picking up on the 

name at the same time they are erasing the name from their own mind. 

Once you have this written down, place it to the side face down. Now 

when you wake up your participant, if they say the name and the 

'Amnesia' portion of the effect did not work for them (which it will 

most of the time) you will still have the name revealed on the paper and 

the presentation will remain the same.

The spectator will not visibly be unable to say the name when the 

'Amnesia' fails. However, only you will know that this potential larger 
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outcome of the effect is missing. To everyone else, it will still appear as 

if the name was erased from the mind of the spectator and this is how 

you were able to write down the name.

This is a subtle use of the Dual Reality ploy.

You will always have this false perception and the illusion of 'Amnesia' 

to fall back on. Even when the spectator is able to recall the name they 

may still reason that they must have actually erased the name from 

their mind when you directed them to do so, due to the fact they will be 

working with the logic of the premise. That in order for you to read 

their mind their thought would have to first be erased from theirs. You 

having written down the name is proof that this name was in fact 

erased from their mind and travelled into yours!

The use of hypnotic language is simply to allow for this bigger outcome 

of effect to play out, most of the time.

Here is how I wake up the participant (after I have written down and 

committed to the name):

  

Performer: “I am now going to snap my fingers and you will 

open your eyes. I will ask you a question and you will NOT 

be able to answer. You will be able to answer any other 
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question I ask but you will not be able to say this name.”

 

You then snap your fingers and they ‘wake up’. 

Performer: “You will be able to answer any other question I 

ask you. Where are you from? (The subject responds) and 

what was the name of your friend from grade school?”  

You should ask the question as if you have 'Amnesia' yourself. Ask it as 

if you are forgetting something as well. This is an empathetic 

reinforcement. You should also say “What WAS your friend’s name” 

not “What IS your friend’s name”. This is hypnotic language, as it 

implies that the friend’s name is no longer there.

Watch as your participant struggles to say it! 

It’s amazing when this works because you will be astonished at your 

participant’s genuine befuddlement. They will look really confused and 

perplexed that they cannot say (or maybe not even remember) their 

best friend’s name! 

FRASER COMMENTS: Here Watkins is using an aspect of my 

pseudo trance work. He is using a direct command and 

literally telling the participant what it is he wants them to do, 
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using direct language disguised as suggestion – that they will 

NOT be able to say the name BUT will only be able to answer 

questions not pertaining to the thought of name. He then 

allows the context of the hypnotic performance to re-frame 

this direct command as suggestion.

This ensures you get the result you want, no matter how 

hypnotised your participant actually is. As long as they are 

compliant – as far as being a good participant who wants to 

follow along to ensure the successful outcome of the effect – 

then they don't have to be hypnotised for this to work.

The spectator may only believe they were unable to say the 

name and not think that it was erased from their mind. This 

doesn't matter from the perspective of everyone watching 

because even if this were the case, and the spectator says that 

the name was on the tip of their tongue – it will still appear to 

be missing to some degree, as they would logically be able to 

say the name if they could fully recall it, in their conscious 

mind.

Having said this, spectators will usually just go with the 

easiest explanation for what has seemingly happened and 

believe that they were perhaps hypnotized to forgot the 

name! It is the strength of the illusion and the context 
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provided by the performance itself, which ultimately 

convinces the spectator.

Once you see them struggling, it’s very important to watch them 

carefully. If at any point, they look like they are about to say something, 

immediately reinforce the suggestion by saying:  

Performer: “It’s almost like it’s on the tip of your tongue, and 

the harder you try and say it, the more difficult it becomes”.

If they start to move their lips to say the name you can touch them on 

their forehead and act as if you have just given them the name back!

  

I don’t leave my subject in this state for very long. Just long enough to 

prove to everyone watching that this name is gone from their mind. 

Once I feel that the point has been made I bring the name back by 

saying: 

 

Performer: “Here, let me remind you who this person is”.

  

I then tap on their forehead (just like I tapped their hand to ‘unstick it’) 

and say:  

Performer: “Everything is back to normal now, you can say 
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your friend’s name now. What was the name of your best 

friend from grade school?”  

This line in itself suggests that they couldn't remember the name 

before, even if they were simply following your directions not to say the 

name. The illusion is still maintained.

They answer. Now you will explain to them that while they were erasing 

the name from their mind, you wrote something down on a piece of 

paper sitting next to them this entire time. When they turn it over, the 

name will be written because you wrote it earlier while their eyes were 

closed.  

The effect has reached its conclusion and you are always able to end 

successfully with the reveal of the name.

I hope you see the beauty of this routine, as it has so many layers of 

deception that it is nearly impossible for an audience to even think 

about methods. I believe this routine really exemplifies my philosophy 

of mentalism summed up in a phrase I use: 

A Magician never reveals his secret, but a Mentalist never  

lets you know he even has one.
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It is the combination of layers of deception and 'outs', naturally built 

into the routine that add up to create an effect greater than the sum of 

it's parts. 

The use of the “Severance” technique, the time delay between the 

written information and the reveal, the suggestions, and the ‘outs’ 

make this a truly unexplainable miracle. The effect it has on an 

audience is extremely powerful. This is so close to the real thing that it 

will give you a sense of power once you try this out. 

The premise is an interesting a logical one for your audience to follow 

and it is all a lot easier than you think. Everything described above 

actually goes by very quick in performance. In fact, if you do not want 

to use the “Severance” procedure to get the name, just do any other 

billet peek or even use a Swami at the very end, after they finally say 

the name! I urge you to re-read this effect again to fully understand 

what it’s all about. But for the sake of clarity, here is a list of the steps, 

in order:  

The Severance Technique/ Peek

The Hand Stick Test 

The Induction 

Amnesia Suggestions/ The Display of Amnesia 

The Reveal  
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Creativity   

I feel it is important to describe my own creative process because I 

believe that it is more valuable to explain how ideas come about than it 

is to simply give methods to effects.  

I am fascinated by premise. Methods are always going to be a great 

focus for most performers (and there is a lot of beautiful art in ‘Method’ 

itself), but premise is personally my favourite aspect of Magic and 

Mentalism.

Instead of thinking about just revealing thoughts, with premise you can 

turn it into an amazing and beautiful experience for your audience. The 

true genius of Derren Brown was not in his methods alone, but his 

ability to create unique and original stories behind his effects. A perfect 

blend of Method and Premise is what makes for a wonderful Mentalism 

performance, in my opinion.

 

My way of thinking may be different from yours, but my goal is to get 

you thinking for yourself, not necessarily to think like me. 

There was a time when I did not see myself as a creative person at all. I 
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didn’t believe that I was capable of creating my own presentations and 

stories to fit my routines. I want to tell you the techniques that changed 

my perspective and gave me the confidence to put pen to paper. I 

believe that this knowledge is valuable to anyone, let alone Magicians 

and Mentalists. 

My own technique for creating a premise starts with a “Title”. I hear a 

phrase, word, or song title that stimulates my imagination. 

Words are amazing for creating mental images. When I hear a phrase I 

like, it creates a story in my mind that plays like a scene in a movie. I 

then begin to ask myself “How does this feeling apply to Mentalism?” 

Take the word “Introjection” for example. 

That is a psychoanalytical word used to describe a case where a person 

unwittingly takes on the beliefs and thoughts of others. By hearing and 

learning that word, I began to ask myself “In what way does this apply 

to Mentalism?” 

That word made me imagine a scene where a person says ‘yes’ to 

everything someone says because they are actively taking on the 

thoughts of another person. This concept reminded me of a video of 

Anthony Jacquin using hypnosis to perform the illusion of Mind 

Reading. And from that, you can see the routine that came from it. 
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My advice is to keep your guard up and be on the look-out for phrases 

and words that capture your interest. Read stories and watch movies 

and TV shows that stimulate the imagination. I highly recommend 

anything created by David Lynch if you want something to get you 

thinking. 

Another important aspect to creativity is to remain in a positive 

attitude about yourself. 

Learn how to sit down with a piece of paper every day and write down 

any idea you have, even the bad ones. If you write down 5 ideas a day 

every single day of the year that is 1,825 ideas! A lot of them will 

probably not be very good but with those odds you are sure to strike 

gold more often than not.  These are the things I practice every day.  

Learn how to have confidence in your own mind’s ability to create, and 

you will be surprised with what you find.   

That ends my first larger release for the magic community.

I hope you have enjoyed this work and I hope it inspires your own 

creativity. Until next time, much love.

Watkins

154


