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This month's 11 fills out the li i
Herewith is a |

January

Professor Hoffmannn (1839-1919);
Siegfried & Roy: Siegfried (b.1939),
Roy (b.1944); Jay Marshall (b.1919);
A.C. Gi bert (1884-1961); Slydni
(1901-1991); Harry Houdini (1874-
1926); Mark W Ison (b.1929); Erdnase
(1872-1905); P.T. Se hit (1881-1938).

February

R chiardi Jr. (1923-1985); Wa ter

G hson (1897-1985); Ricky Jay
(b.1948); T. Nelson Downs (1867-
1938); A ex E msley (b.1929); Robert
Harbin (1908-1978); Marvyn Roy
(b.1925); Dunninger (1892-1975); U.F.
Grant (1901-1978); Howard Thurston
(1869-1936).
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March

Rent Lavand (b.1922); Harlan Tarbell
(1890-1960); Lance Burton(b.1960);
Eddie Tullock (b. 1919); Ed Marlo
(1913-1991); Theodore Annemann
(1907-1942); Ben Chavez (1901-1962);
Jm S einme er (b.1958); William
Larsen Sr. (1904-1953); Bill Larsen
Jr. (1928-1993); Milt Larsen (b.1931);
Doug Henning (b. 1947).

April

Al Baker (1874-1951); Uri Gel er
(b.1946); M chael Ammar (b.1956);
Servais Le Roy (1865-1953); Bi ly
McComb (.1922); Horace; (1874-
1939); Dariel Fitzkee (1898-1977);
Channing Po lock (b.1926); Don Wayne
(b. 1948); John Northern Hi liard
(1872-1935); Harry B ack tone Sr.
(1885-1965); Harry B ack tone Jr
(1934-1997).

May

Fred Kaps (1926-1980); Guy Jarrett
(1881-1972); Jeff M Bride (b.1959);
Gary Ouellet (b.1945); J.B. Boho
(1910-1996); John Scarne (1903-
1985); Robert Lund (1925-1995);
Harry Lorayne (b.1926); Will Goldston
(1878-1948); Okito (1875-1963); Fu
Manchu (1904-1978).

June

Al Flosso (1895-1976); Jean Hugard
(1871-1959); John Ramsay (1877-
1962); Penn & Tell : Penn (b.1956),
Tel er (b.1948); Percy Abbo t (1886-
1960); Dr. AM. W son (1854-1930);
Roy Benson (1915-1978); John
Gaughan (b.1940); Martin Gardner
(b.1914); Neil Foster (1921-1989);
Na e Leipzig (1873-1939); Frances
Ireland Marshall (b.1910).

of a 100 names who sh ped the art in America.
i g of the 89 names that appeared in the eight previous inst llments

July

Max Malini (1873-1942); Lewis Ganson
(1913-1980); David Copperfield
(b.1956); Charlie M | er (1909-1989);
Paul Curry (1917-1986); Eugene
Burger (b.1939); R chard Kaufman
(b.1958); F oydG.; (1877-1959);
Tommy Wonder (b.1953); Larry
Jennngs (1933-1998); Karrell Fox
(1928-1998); Jack Gwynne (1897-
1969).

August

Al Koran (1914-1972); Sam H. Sharpe
(1902-1992); The Pendrago :
Jonathan (b.1953) Charlotte (b.1954);
Carl Owen (1889-1975); Alan Wakeling
(h.1926); John Mu hol nd (1898-
1970); Mike Caveney (b.1950); Paul
Harris (b.1954); Charles Reynolds
(h.1932); Russell Swan (1905-1980);
Dai Vernon (1894-1992).

MaxMaven

He's created an image that conjures up an association with those imp-like, devilish-

looking creatures that appeared on magic posters of vyore...

downright

Mephistophelean. His darkside wardrobe, the hairdo, and the make-up are those of a
man of mystery — a role he’s been playing 24 hours a day since he turned 24. And it's
not just Phil Goldstein (his birth name) acting weird; it's Max Maven, the man who
claims to be able to read the thoughts of total strangers.

In a century where spiritualists were exposed early on, fraudulent soothsayers and
fortune tellers were arrested and sentenced, and so-called new-age psychics continue to
be debunked on a daily basis, Max enjoys a career of entertaining and astonishing audi-
ences with his bizarre brand of mental magic. There have been inspirations from the
likes of Annemann, Dunninger, and Chan Canasta, but most of Maven's mind-boggling
feats are accomplished through psychological subterfuge that he himself has cunningly
created. Max maintains that his “sensory perception and intuitive reasoning” perceive
things missed by using “normal communicatory processes.”

He is a deep thinker on things other than mental magic and expresses much of his
philosophy through his lectures and prolific writings. His perspectives, often with pro-
found parallax, have in turn, caused magicians and mentalists to approach their craft
from other directions. If mystery does indeed give magic its meaning, then the enigmatic
personna of Max Maven makes us ever mindful of the art that is hidden in the mystery

of magic.
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HarryKellar

(1849-1922)

As the 20th century was ushered in, Kellar triumphantly trekked across the United
States, Canada, and Mexico with his full-evening concert of mystery that he proudly
promoted as “A Superb Presentation of Startling Natural Phenomena.” There was no
longer a battle for “the greatest” magician on the stages of the nation. His chief rival,
Alexander Herrmann, had passed away in 1896. Harry Kellar was the unquestioned
favorite conjuror of the American public.

Two decades prior, Kellar had literally traveled Up and Down and Round About
the Earth (subtitle of his exaggerated memoir, A Magician's Tour) scouting five conti-
nents for the curiosities, illusions, and wonders that his audiences had grown to
expect. He once wrote: “The end of all magic is to feed with mystery the human mind,
which dearly loves mystery.”

By the time Kellar retired from the stage, he had amassed a fortune, the major part
of which he invested wisely. He “passed the mantle” to his successor, Howard
Thurston, in 1908, the same year the Society of American Magicians named Kellar
their first Dean.

In 1917, Houdini enticed him out of retirement for a World War | benefit in New
York City. Kellar received an overwhelming display of respect and affection from the
magicians who attended the event. At the close of his performance, a veritable show-
er of roses fell at Kellar's feet. The Sphinx reported, “The audience standing on its feet,
like a six-thousand-throated monster, sang ‘Auld Lange Syne,’ they cried, sang a
farewell chorus, and wept.”

At a time when it was said that television was “using up” all
the good magic, Don Alan used the emerging entertainment
medium to catapult his career into that of Americas foremost
close-up performe .

As early as 1952, Don had learned from his 26-week series,
Magic, that TV was an omnivorous creature that eagerly
absorbed and effectively eliminated anything new and different.
Ins ead of declaring television a wasteland, he decided to turn
the “airwaves of the fu ure” into his test site. By the time Don
went network with his Magic Ranch series, he had transformed
the tube into his proving grounds. In 1962, he advised others:
“Televis on has given magic its greatest opportu iy, not only to
present conjuring under ideal conditions, but to interest and
arouse millions of people in the ar .”

Don continued to unveil an arsenal of the most innovative,
most commercial close-up routines ever. The “Chop Cup,”
“Ranch B "7 “Bnson B w ” *“Chinatown Quarte ”
“Devano Rising Cards,” and “Invisible De " are but a hand-
ful of the tricks that are now regarded as classics because of
Don's inimitable touch. Never claiming to have invented these
effects, he merely wished that his highly personable presenta-
tions not be copied. Dons passion for elevating the art of close-
up was best expressed during a lec ure in which he explained
some of his signature routines. “I raised them from a child. |
nursed them, | worked at them, | loved them...”
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David Devant personified artistry in magic. His imaginative and
inventive magical sketches enriched the programs at Maskelyne 8c
Devant's Egyptian Hall in London. His first playlet, “The Artist’s
Dream,” was a resplendent integration of illusion into story. Over the
course of the century, it found its way into the repertoires of many,
including Kellar, Blackstone, Virgil, The Pendragons, and Lance
Burton.

Devant's stagecraft ranked with that of the best actors. Everything
was scripted and written out, including move-for-move stage direc-
tions, all dialogue, and lighting and music cues. At a time when many
illusionists used only a piano for accompainment, Devant insisted on
an orchestra. All scenic elements were specified, and nothing in a
sketch looked like magical apparatus. Props onstage appeared as
ordinary furniture or household items. In the case of his masterpiece,
“The Mascot Moth,” Devant made everything, including the secret
apparatus, invisible.

Our Magic, which was written in collaboration with J.N.
Maskelyne, remains a legacy to Devant's style of harmonizing magi-
cal feats with dramatic constructions. The guidelines set forth in that
volume continue to be employed for the creation of magic sketches
still popular in Broadway productions, on Las Vegas stages, and in
television specials today"

Late-night television aficionados were flummoxed by his loquacious
legerdemain on Saturday Night Live. His half-dozen guest appearances
on Cheers brought him even wider fame. Then, in 1984, “Harry the Hat”
Anderson, already one of magicdom’s enviable characters, was offered a
real gig as a television thespian.

The revered Robert-Houdin axiom that the “magician is an actor
playing the part of a magician” suddenly became paradoxical. Harry had
to hide his “Linking Rings,” “Shell Game,” and “Three Card Monte,”
beneath the long robes of his new Night Court character, Judge Harold
T. Stone. You see, Mr. Anderson took the job of playing the young,
unorthodox justice seriously. Result? The show enjoyed nine successful
seasons on NBC, followed by his star role on another network series,
Dave's World.

Did Harry forsake his well-defined and often-emulated magical per-
sonality for a career in acting? Nope. The trixter image couldn’t be for-
gotten. Countless were the times when Harry was asked “Are you going
to do some magic tonight?” during appearances on The Tonight Show
with Johnny Carson, Merv Griffin, and Late Night with Dave
Letterman. Harry would perform his latest trick, often having to be
reminded to plug his current sitcom. In 1989, as he basked in the high
ratings of Night Court, he was honored as the Magic Castle’s Magician
of the Year. Accepting the coveted award, Harry said, “What makes this
moment so wonderful is the suggestion that after all these years together,
magic has begun to believe in me.”
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PHOIO ANNEWHINTE=

He was an only child, and his parents did not let him associate with other chil-
dren until he was eight. However, a mail-ordered Johnson Smith & Company cat-
alog had already opened his eyes to an outside realm of wonder. Instead of writing
away for magic effects, Stewart wrote down his own. “When | became interested in
magic, | escaped to the world of my imagination and my friends who lived there.
We worked out tricks together.”

Stewart James was a shy genius. Almost all of his adult life was spent in an
unusual house that his father had built in 1917. Here he invented magic that was
extraordinarily original — tricks with unorthodox plots, new methods, and highly
imaginative presentations. “Miraskill,” “Evolution of a Dream,” “Sefalaljia,” “The
Nullifactor,” “The Love-Sick Tennis Ball,” and “Remembering the Future” are but
a half-dozen of the hundreds upon hundreds of his creations, most of which were
shared in numerous magazines.

When StewartJames In Print: The First Fifty Years appeared in 1989, with its
well-over 400 effects, it became the largest magic book ever published. The volume
also contained his system of creative invention. “Every new idea increases the capac-
ity of the mind to take in more new ideas so the horizon of the mind is ever enlarg-
ing. My great desire is to discover or create a principle of magic that will continue
in use long after | am gone.” There's little doubt that the fulfillment of Stewart
James' wish has only just begun.

The first magic prop that Mrs. Bur on bought for her son was a
deck of “TV Magic Car s” And apparently she wasnt alone mak-
ing that gift purchase after watching Marshall B diens infamous
card-trick commercials of the early ’70s. Lots of viewers were inter-
ested in becoming card tricksters, as 17 million tr ck-decks were sold.

Perhaps of greater importance was the fact that Brodien took the
success of his electronic-era Svengali pitch and went onto market
even bigger and better things magical. A series of magic products

ere promoted for NBCs The Magician starring Bill Bixby. Even
more magic enthusiasts were cultivated when
tradi onal box of tricks and sold over five million of his

arshall
en

Br dien Magic Sets, “as seen on TV”

With his two-decade pursuit of toy and depar ment store distrib-
ution, Brodien has made more magic accessible to kids and aspiring
magicians than any individual since A.C. Gilbert. The Disney orga-
nization and Harmony Toys sensed the high standards that Br dien
had established and commissioned him to produce their movie-
themed magic product lines. And, for over three years,
been marketing top-of-the-line magic sets and special trick-packs for
Lance Bur on, that guy who once received a deck of “TV Magic

Cards” as a bir hday present.

arshall reshaped the
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Alb

(1920-1991)

“My name is Albert... what's yours?” Every night, the imaginary
curtain went up with that exact same line. When the two ladies from
the audience gave their names, it was Albert’s cue to smile and say,
“I’m going to magish for you.”

For the next 21 minutes, Goshman proceeded to transform the
tabletop into a miniature stage of illusion. An orchestra (cleverly con-
cealed in a cassette player) accompanied the marvelous scenes of
sleight of hand with sponge balls, bottle caps, cards, coins and, oh yes,
salt and pepper shakers. If you said “please,” as Albert requested, the
expected happened — a vanished coin miraculously appeared beneath
a shaker. If you forgot to say “please,” expect the unexpected — only
Albert knew when, and underneath which shaker, the elusive coin
would reappear. With unfailing misdirection, and charming and unas-
suming humor, Goshman held his audience spellbound. They were
astonished. They laughed. They applauded madly. They loved Albert.

In 1969, Goshman took his show/lecture to England. The artistic
structure of his act was so strong, that his performances were praised
by Londoners as “brilliant close-up recitals.” Back in America, at the
Magic Castle, where Albert honed the act to perfection from thousands

upon thousands of nightly performances, it was simply acclaimed to be
“pure magic, by Gosh.”

He was called “The Marco Polo of Magic.” His multi-career trav-
els took him to 72 countries, and just as the legendary Polo had
explored the world and returned home with stories and ephemeral
treasures of its many magi, so did Milbourne Christopher. He was a
voracious accumulator of magical knowledge, and he devoted his life
to personifying the wondrous history of the art, whether it be though
his performing, his endless researching, or his writing.

Christopher’s debut as a performer was on a church show in 1926,
the same year that Howard Thurston signed the 12-year-old's appli-
cation to the Society of American Magicians. Fresh out of school,
Milbourne got his first writing job by convincing the editor of The
Baltimore Press to hire him on the strength of a stack of magic histo-
ry articles he’d written. When the paper folded, he played night clubs
across America, then made his first tour of Europe in 1935. Wherever
he went, even during his Army years, he made it a habit to search for
magic books to add to his ever-growing library.

Over the years, The Christopher Collection provided inspiration
for his profound writings, as well as his valued expertise for stage and
TV shows. In 1957, his NBC Producer’s Showcase, The International
Festival of Magic, elevated the viability of magic as primetime enter-
tainment. The pioneer efforts and achievements of Milbourne
Christopher made it possible for subsequent generations of perform-
ers and producers to share their art with millions worldwide.



C dn

(1896-1973)

“He appeared in an age of sleights and
skill and he had a sureness of hand and a
proper scorn for clumsy artifice. He knew
every turn and twist of his craft. Artistry
tingled at his fingertips. His sleight of hand
was as delicate as lithe fingers and nimble
brain could make it.”

John Northern Hilliard
from his “Notes” to Greater Magic

(1883-1955)

Harry August Jansen was performing a full hour of illusions on a Midwestern vaude-
ville circuit when he came to the attention of Howard Thurston. In 1923, a deal was
struck with the young Dane to build and troupe a second unit of Thurston's popular show.
The name Dante was bestowed upon Jansen, and for four years he toured smaller towns
and cities across America with Thurston Presents Dante in Thurston-Kellar Mysteries. By
1928, the show had taken on the lyrical name of Sim-Sala-Bim, and Dante persuaded
Thurston it would be to their mutual advantage to take the production abroad. It became
an international sensation, playing all five continents.

Dante was the first to present an evening of illusion as a musical revue. Always work-
ing with a full orchestra, in a flamboyant, grandiose style, he spoofed the timeworn imps-
on-the-shoulders masters, presenting his mysteries with a lively devil-may-care attitude.

When World War Il brought Dante and company back home in 1940, he took Sim-
Sala-Bim to New York's Morosco Theater, making it the 20th century’s first magic revue
on Broadway. Afterwards, he toured North America, then returned to Great Britain,
Europe, and Scandinavia. After retiring to California in 1949, he appeared in a few
Hollywood films. However, it was that Broadway run that’s become magic history’s
reminder that no American illusionist ever succeeded better in portraying the archetypal
image of a storybook wizard than Dante.
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