


Most Westerners are familiar with Taiji Quan
{often spelled T"ai Chi Ch'uan), the graceful,
dancelike exercise movements practiced by
the Chinese to promote health and longevity,
However, many do not realize that Taiji is
also a martial art, and that it includes
practice with weapons, including the ancient
sword called fian. As with Taiji Quan, the
practice of Taiji Jian is based on Chinese yin-
yang, five-elements, and Daoist philosophical
concepts, and combines meditation, martial,
and healing arts,

The Art of Chinese Swordsmanship is the first
cornplete English-language introduction to
Taiji Jian. It describes the history of jian
swordsmanship, its fundamental principles,
and its essential form of thirty-two postures,
including a thorough discussion of both
internal and external components. Written
by a master who has practiced the sword
form for twenty-five years, it will allow
interested Westerners to study and practice
this rewarding path to physical and mental
well-being.
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FOREWORD

and fu meaning “father”) asked me to write a foreword for his book. The sword

technique described here is a valuable part of Chinese martial art history, and
even more, it represents part of an amazing man’s life and reflects the fascinating
story of how Yin Cheng CGong Fa came to be.

[ began 1o learn about Yin Cheng Gong Fa after I had been studying rmartial arts
for about five years. That summer | turned eighteen and a chance encounter changed
my life forever: T was fortunate enough to meet Shifu Zhang Yun. My grandmother
told me that a friend of hers had introduced her to a man from Befiing. She went on
to say thai he knew Taiji Quan and was very skilled and graceful. Taiji Quan {which
many know by an alternate spelling, T'ai Chi Chruan) is a slow and dancelike martial
art forns in which 1 had littfe interest. After all, | was already almost a black belt in a
“real” martial art. Why did 1 need to study a bunch of slow geriatric-looking moves?
My grandmether insisted, however, that I meet this man and at least talk to him. 1
hesitanily agreed and the day I met him turned out to be a day 1 will never forget.

Thinking back to that day brings up 4 lot of memories. 1 am almost embarrassed
at how arrogant I was when, thinking there would be nothing in 1t for me because |
liked only fighting skill, 1 walked reluctantly into his house, At that time, Shifu Zhang
Yun had just recently arrived from Beijing. He spoke maybe five words of English and
had to have his friend wanslate. He asked me what 1 studied and I confid ently recited
my rank and proudly reporied the number of trophies and medals I had won. He very
hurmbly stated that he did Taifi Quan. “Oh yeah, I've seen that. It's the slow moving
stuff that old people do,” 1 said with a smilc. "Taiji can be used for real fighting and
can be very effective,” he calmly returned.

With that, he and his fifend began to move the furniture to clear a space, while he
politely asked me if f wanted to iry some fighting, As [ attacked, the most bizarre thing
happened to me. I ended up on the floor with absolutely no clue how [ got there. Every
tirne | came at him with a purich or a kick, I met emptiness. There he was, or at Jeast

I felt truly honored when Shifu Zhang Yun (shi meaning “master” or “teacher,”




there I thought he was but I repeatedly found myself on the floor with no recollection
of how | had gotten there. .

Needless to say, after thut experience, | became Shifu Zhang Yun's biggest fanand ~ §
his first student in the United States. T studied with him one year before he decided
he wanted 10 teach more students. The group of students drawn to his classes grew
qaickly to about ten people, all of whom were intensely dedicated to training with a
teacher of such astonishing skill.

After about three yearg of study, an unbelievable opportunity presented itself, when
Shifu Zhang Yun suggested that [ go to China to study with his Kungfu family. At
first, the idea seemed like only a wonderful dream, but soon I was working hard to
save money for the journey of a lifetime. $hifu Zhang Yun had constantly referred to
his grandmaster Wang Peisheng and his legendary skill. | was very eaget to meet this
man whom my teacher so deeply admired. it was arranged that 1 would stay with
Shifu Zhang Yun’s Kungfu brother Lu Shengli. Before | knew it, T had the money, the
visa and the plane ticket and it was time to leave.

Being in China was a breathtaking experience from beginning to end and would take |
a book’s worth of words te describe. | stayed for four months, training six hours a day, :
six days a week. | lived with Lu Shengli, an incredible martial artist, who took care of me &
and trained me every day. As Shifu Zhang Yun's older Kungfu brother, Master Lu
opened his home to me and treated me like a nephew. Master Lu, whom | called Shibo,
meaning “teacher uncle,” was kind, warm and generous and had a pleasant and chival-
rous nature. Humble and always smiling at those he passed, he nevertheless possessed
an intensity in fighting that was maiched by very few. He seerned like a true warrior liv-
ing in a modern day world. As you raight expect, my training was hard and intense,
bringing tears at times. Looking back, I wouldn't trade those moments for anything,

will never forget my first meeting with the grandmaster Wang Peisheng. [ was
imtroduced as Zhang Yun's student who had traveled from the United States to train.
Master Wang was very interested in what I had studied and asked several questions.
He then began to talk about Taiji and internal force. Suddenly, he jumped up from
his chair and began to demonstrate some Taiji and Bagua. | had never seen such
movernent or power from a person before, especially from a person of his age. He
seemed to grow ten feet and moved with an astonishing grace and with fire in his
eyes. | was in total awe of what was taking place. R

Master Wang asked me to stand and, as ke demonstrated the moves with me, { was - §
astounded by his ability. At imes he seemed to vanish as 1 pushed on him as precisely 0
as [ could. Yet if be wished, he could become like a mountain; hard as T might try, I 7
could not move him. When he touched me, a wave of energy shot through me, yet his
power was soft and undetectable until the last moment. He was relaxed and could
guide his energy freely wherever and whenever he wished. From that day on, T knew
that for me this Kungfu, called Yin Cheng Gong Fa, was going to be a way of life.

Yin Cheng means “fo treat people always with heart-felt honesty,” When Master
Wang studied Buddhism, his master gave him this special name as a goal or aspira-
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tion to strive for. Gong Fa means “Kungfu firaining) method.” Yin Cheng Gong Fa,
ihen, refers to the training method of the Kungfu of the man known as Yin Cheng.
Having practiced for nine years with Shifu Zhang Yun and twice intensively with
Master Wang and Master Ly in Bexing, ¥ began to understand the real meaning of
Yin Cheng Gong Fa. lt is a highly developed martial arts training system that applies
high level principles to the study of the martial arts and thereby makes it possibie {or
students to understand more fully the meaning and fundamental tenets of martal
arts practice. Tt offers not only clear explanations of basic principles but also many effi-
cient techniques and {raining suggestions for people at all skill levels. Much more
than a simple combination of facts and propositions, i s an integration of tradition-
al wisdom and practice with rpore recent modifications that have been developed by
Master Wang and others to facilitate training by praciitioners all over the world and at
all levels of expertise. 1t is 2 system imbued with centuries-old methods and values
that transforms and condenses this knowledge so that students can incorporate i info
any martial arts practice.

This system is not an exclusive one. Nor does it advance any system or style as
superior to others. It encourages each practitioner to make individual choices about
which forms te study and generally which path to take in the pursuit of high level mas-
tery. It has been used by many practitioners to improve the performance of technigues
and skills derived from the whole spectrum of traditional martial arts stvles,

Master Wang, as one of the most outstanding martial arts masters in China today,
has studied numerous martial arts stvles with many of the most famous Chinese mas-
ters. His training has been rigorous. tradinonal, serious, and lifelong. His exportise
extends to a detailed knowledge of traditional Chinese culiure, including philosophy,
history, and the arts. Throughout his life, he has prevatled in competitions with many
famous masters and has jusily earned a reputation as one of the great masters of mar-
tial arts fighting techniques. He has devoted his life to 2 thorough and deep explo-
ration of the martial arts. During more than sixty-five years of studying, practicing,
and teaching, he has gained superior skill in and knowledge of a great variety of styles.
Because of this, he has been able to gain insight into the essential nature of the mar-
tial arts and to combine traditional knowledge with his own experience to devise this
new martial arts training system.

The sword form taught in this book is part of the Yin Cheng Gong Fa systemn. With
its publication, there is now a way for practitioners everywhere to learn the principles
and methods of this system, which is at once innovative and  tradition-based. Not only
is the approach described in this book unique but also it is Important for what it repre-
gers in the bigger picture. Master Wang’s system provides a gateway to a world that has
passed. There has been much lost over the vears as China makes the fransition into the
twentieth century, including the fact that the martial way is no longer practiced by many
martial artists. People today must work all day and keep pace with the modern world.
Very few can train many hours a day for years on end as did the practitioners of the past,
while guns and modern weaponry have replaced skill with swords and spears.
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What used to be an integral part of Chinese culture and a vital part of everyday life
is disappearing with the passage of time. Nevertheless, martial arts skills, traditions
and principles are preserved by a dedicated few, Master Wang is one such man, work-
ing to pass this knowledge on to the willing, Shifu Zhang Yun is another and this
book, one can hope, is just the beginning of many volumes aimed at preserving a part
of classical martial arts history,

In this book, the reader will learn about one of the most refined and revered of
Chinese weapons, the double-edged sword, or jian. The jian is a very special weapon
with a long and significant history. It was carried by generals and noblemen and was
considered a gentlernen’s weapon. The skill required to wield it was regarded as
refined and of a high level, attained by only accomplished practitioners. Mastering the
clements that make the jian form beautifid and its applications effective is a chal-
lenging task. 1 feel that this book offers the most comprehensive and detailed method
for learning the jian form and its applications. The details of where to direct the mind
is especially characteristic of Master Wang's method, With careful] training, one can
feel changes and sensations while practicing the form. The insights passed down
from master to student for generations give the modern student a clear path to mas-
tery of the jlan. Master Wang's method of study allows the student to perfect move-
ments and to derive these movements from correct principles and feelings.

When studying the sword form by utilizing the points detailed by Master Wang,
one fecls instantly comfortable. The sword that initially felt like an unwieldy piece of
metal, eventually comes to feel like a natural part of one’s body. In my opinion, this
book gives us a clear and safe way to master very challenging and beautiful art, Taiji
J1an. Even more, it gives us a way to understand Yin Cheng Gong Fa. _

The day I became Shifu Zhang Yun’s disciple and 2 member of his Kungfu family | 1
was onie of the most exciting days of my life, At the initiation cerem ony, Master Wang ‘
told me 1 was the first foreigner 1o join his martial arts family in the traditional way, |
having followed the same course of study and met all the same standards as the
Chinese members. T could not believe my good fortune to be accepted as a full mem-
ber of Yin Cheng Gong Fa

Loaking out the window of the plane as | lefl Beiiing, | knew that [ would retun to
this age-old land again and again. | knew, too, that one day the Yin Cheng Gong Fa
systemn would make #s way into the mainstream of the martial arts community in the
United States. After all, that was our goal so that all could benefit from this wonder-
ful method of tmproving body and mind. This goal is served with the publication of
Shifu Zhang Yun’s book and the growing popularity of Master Wang's method here
in the United States and abroad.

Strider Clark . 3. th
Reno, Nevada . B th
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PREFACE

hroughout the world today. Taiji Quan {also spelled Trai Chi Chu'an} is one

of the most well known and popular of the traditional Chinese martial arts. As

is cormonly known, it promotes good health and can help people develop
fighting skills. These, however, are not its only functions. It can also contribute to the
development of personality and character,

Perhaps you have already practiced the empiv-handed form of Taif Quan for many
years. What is next? You have many cheices but | suggest you study the jian, 3 straight
double-edged sword, of the Taiji school. Like Taiji Quan, it can help you in many ways.
Jian training can increase your fighting skills by improving your footwork and the flu-
idity of movement in your body, especially in your waist. Jan practice promotes good
health by strengthening your gi {“intrinsic energy”} and allowing it 1o move more
smoothly and with more vitality 1o every part of your body and even to the tip of the jian.

Most importantly, however, the principles underlving the practice of Taiji Jan can
serve, like those of Taijl Quan, as a model for the development of personality and char-
acter. in yraditional Chinese culture, the jian is regarded as much more than simply a
martial arts weapon. it embodies the velues and spirit of Chinese culture and has for
centuries been celebrated in art, lterature, and legend. Many people, from erperors to
commeners and from generals 1o scholars, have practiced jian forms and have bad
their lives deeply shaped by the teachings and standards it represents. The symbolic
significance of jian is expressed in many beantiful stories and myths passed down from
generation to generation. To practice Taiji Han is to enter ino a highly developed and
long-standing tradition that can deepen vour understanding of many of life's important
legsons.

in this book I introduce a short form of Wu style Taiii Han. This form includes

thirty-two postures and derives from the traditional sixty-four posture form. None of

the original movements have been changed but some of the more difficult and com-
plex movements from the long form have been omitted and some of the remaining




movements have been rearranged. All of the important features of the traditional Taiji
Han long form have been retained, but this short form can be learned and mastered
tnore quickly and easily and is, therefore, a pood choice for people who live in our fast-
paced contemporary culture and have only a limited time for practice.

The form presented here was developed at the Beljing Wu Siyle Taiji Quan
Association under Master Wang Peisheng's direction and instruction. Master Wang
Peisheng, whose special literaty name is Yin Cheng, is President of the Beijing Wu
Style Taiji Quan Association and one of the most outstanding martial arts masters in
China. Master Wang began practicing martial arts at the age of twelve and studied
with many renowned masters, including Ma Gui, Zhang Yulian, Yang Yuting, Gae
Kexing, Liang Junbo, Zhao Runting, Han Muxia, Wa Xiufeng and others. He started
studying Taiji Quan at the age of thirteen with Master Yang Yuting and then received
special Intensive training from his grandmaster Wang Maozhai, who was considered
the best Taiii master in north China at that time. At eighteen, Master Wang became
the youngest professional martial arts master in China and went on to acquire supe-
tior skills in Taifi Quan, Bagua Quan, Xingyi Quan, Tongbei Quan, Baji Quan,
Tantui, Shuai Jiao (Chinese wrestling), Qigong, and Zhongyi {Chinese medicine).
Master Wang hag a special lking for jian and practices it with vigor and intensity.
Besides Taiji Jian, he has also achieved high level skills in Bagua Chunyang Jian,
Sancai fian, Wudang Jian, Qingping Jian, Damo Jian, Panzixiangmo Jian, Qxing fran
and Kunwu Jian among other martial arts.

Over the years, Master Wang has traveled widely and brought an understanding of
traditional Chinese philosophy, arts. and culture, to people from many countries. He
has won many competitions with other famous masters and has continually improved
his fighting techniques. These accomplishments have earned him an exceflent repu-
tation and he has become justly famous, especially for his weapons techniques. With
more than sixty years' experience, his skill level is now so high that it cannot be ade-
quately described in words. From principles to techniques, from history to lineage,
from internal Kungfu to external Kungfu, his martial arts knowledge is broad and
deep. He is 2 Grandmaster, respecied not only for his fighting techniques, but also for
his meditation skills, his character and his high level of spiritual attaiament.

Having first studied Taiji Quan with Master Luo Shuhwan in 1975, T began train-
ing intensively with Master Wang in 1976 at the recommendation of Master Luo.
Master Wang instructed me in Taiji, Bagua, Xingyi and a variety of other mariial arts,
with a special emphasis on weapons training. 1 do not know how to put into words my
respect for Master Wang's skills and personality nor the gratitude | feel towards him.
He has been my mentor and my ideal and has given me experiences and insights that ¢
will stay with me for a lifetime.

tremember when | studied Taiji fian with him, he repeatedly told me that one must %
always pay attention to the intention of the jian. This has helped me to understand the »
fian. Later, T was lucky enough to have the opportunity of working with Master Wang 3»
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Faij 1o develop the thirty-two posture short form of Taiji Jian. With his instruction in shis
ered work, 1 was able to stidy jian form i great detail. When I came to the United States,
fast- ; he suggested that T teach the short form because people in this country are very busy
L 4nd often do not have enough free time to undertake mastery of the ian long form. He
uan E gave me gpecial instructions for teaching the short form, and his guidance has
ang  § increased my understanding of the jian as a weapon that can express the intentions as
Wu o well as the skills and techniques of the practitioner.
iin Fverything in this book derives from the knowledge and wisdom of Master Wang.
ied My contribution has been only to write down his teachings so that they are avatlable 1o
0 more people. T am very grateful to Master Wang for giving me permission to write this
ted book. Tt is designed for people of all levels of experience and n it 1 describe not only the
ed § techmiques Taki Jian but also its underlying principles. | believe that only with an under-
ed standing of these principles can one truly excel at jian. | hope readers will enjoy this book
e and will gain the many benefits that mastery of an can bring into their lives.
e All Chimese words are spelled using the Pinyin system, the national standard for
o, transhteration of Mandarin Chinese, and are italicized, except proper names, on the
e}, first usage. Thereafier they are spelled in Roman type. Some Chinese words, espe-
. cially those referring to Jian techniques, are difficult 1o translate divectly into English,
U8 On the assumption that dedicated praciitioners of Tasi Jian would want to learn these
0 terms, | have used them in the text after providing brief definitions of their meanings.
As an aid to learning, these definitions are frequently repeated.
of 1 appreciate the help of Ms. Susan Darley, Mr. limmy lee, and Mr. Dave
e McFardand in writing this book. Ms. Darley edited the book and Mr. Lee translated
d many special words and made numerous good suggestions. Mr. McFarland is shown
1 with me 1 many of the “Application” photographs and was very helpful in this phase
b of the project. I also appreciate the assistance of Ms, Uma Bhaginagar, Mr. Keith
- Endo, Ms. Aline Johnson, Ms, Juli Kinchla, Mr. Peter Kindfield, Mr. Won Park, Mr.
g David Rosner, and Dr. Mal Zamfaller, Thefr many helpful comments contributed
i greatly to the final work presented here. 1 am also grateful to Mr. Edward Tenner whe
r provided generous and sage advice about the ways of the world and its commerce,
Although | owe my knowledge of Taiji to my masters, it is my wife, Zhang Hathui,
who helps me find the center, halance, and direction of my hfe. She sustains me in
every one of my endeavors with patience, grace, and wisdorn-—and she does it all with
a minimum of forcel
Zhang Yun
Princeton, New Jersey
PREFACE » 13
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Master Wang Peisheng




i he jian, 2 straight double-edged sword (fig. 1), is the most common weapon in
' the traditional Chinese martial arts, and at the same thme it is also a very spe-
cial one. Itis common because it is used in almost all styles and is practiced by
almost all groups. As a result, its technical features have been developed to a very high
level. H is special because it is not just 2 martial arts weapon but also an important sym-
bol central to Chinese culture. It embodies the spirit of the Chinese people and has
been celebrated in art and legend for thousands of years. It has come to express the
most deeply held Chinese values and moral precepts. People practice it not only to
mmprove their health and fighting skills, but also to develop character and personality.
1tis treated with great respect in Chinese culiure as a pure, sacred, and beloved icon,

1 The sian and sts scabbard




31 Short bronze jian, 7%, n. (20 cm)
by 13 ia. {3.5 o)

2 Zhou Dynasty jian, excavated from
sites near Xian and Bejiing

HISTORY OF THE JIAN

The jian has a recorded history of more than three thousand years in China. from
written records and archaeological discoveries, we know that such swords were first
used in northwest China, From there, its use spread to central and southern China.
The earliest records of jian date from the Xia Dynasty (21001600 Bc). By the time of

in use. They were made of bronze, an alloy of copper and tin, and, because of the -
welght and hardness of this metal, their length was limited to about 153 inches {40
cm). Archaeologists have found many jan that date from this period {fig 2).

About twenty-seven hundred years ago, during the Spring and Autumn period

people skilled in this craft were highly regarded and many became widely known and
deservedly famous. Some of the jian created by these renowned artisans have been
discovered in the last one hundred years. Even after being buried in the earth for more
than two thousand years, they are still sharp enough fo cut coins. Qualities such as
this have amazed modern-day experts and reflect the high degree of technical and
artistic skil] that went into the manufacture of these weapons.

Although jian from this period were also made of bronze, they were longer than
those of the Zhou Dynasty. Their increase in length and their remarkable sharpness
were made possible by an increasingly sophisticated knowledge of metallurgy and
metal-working techniques, Although these new technologies allowed the production
of fonger blades, the short jian-ike daggers remained popular. Figure 3 shows a beaw-

D
"

tiful short jlan from this period. ’
It had become known that when the percentage of tin is higher, bronze becomes

harder, but is alse more brittle, and that when the percentage of tin is lower, bronze _E

gains tensile strength but becomes soft. With the former type of mix, Han could be :

made with very sharp edges but had to remain relatively short because of the britileness
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1a. From surprised 1o discover that the percentage of tin is lower in the center of these jian, allow-
vere first ing for greater tensile strength 1 the body, and higher at the edges, allowing for greater
n China, sharpness where i was needed. This technical ability to vary the proportions of copper
¢ time of and tin in different parts of jian made it possible to create swords that were both long
weapons and sharp. it is difficult to imagine how an ancient people could have acquired the tech-
se of the mical expertise that led to the production of such excellent weapons. Jian from this peri-
ches {40 od have proved the accuracy of ancient writings which describe techniques of metal-
lurgy and the art of weapon production thousands of years ago.
1 period Figure 4 shows the famous jian that belong to King Yue, who s known for the war
at time, he fought with King Wu. The fighting skills of both kings and the high guality of their
wont arud fian have been praised in many legends. The accuracy of these stories, however, was
ve been not appreciated until the graves of the two Kings were discovered and their actual
SF more weapons unearthed.
such as The fighting principles of jian, still used today, were alse developed to very high
cal and level in the Spring and Autumn period. These principles were established by Yue Ni,
Yuan Gong, Lu Shigong, and some others. Yue Ni, a woman, was a high-level jian
er than master invited by King Yue fo train his army. Later, he won the war against King Wu
rpness and destroyed Wu's kingdom. Yue N@'s teachings were respected and followed from
gy and that time onward. Today, when we read the principles set forth by Yue Nu, we recog-
uction nize the depth of her knowledge and can fully appreciaie how great a master she was.
s heay- Figure 5 shows a picture of Yue Ni, copied from a two-thousand year old stone carv-
ing, as she performs her jian skills for King Yue.
cormes In the Spring and Autumn period, skilled jian masters, jlan makers, and jian
ranze appraisers were highly respected in Chinese society. People carried jian to express
aid be their high status and the presumably noble quality of their characters. Jian skills were
leness widely studied and practiced, and competitions were frequent. Some kings retained
HESTORY OF THE JIAN + 17
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4 King Yue's jran, 215 i, {55.6 cm)
by 1%, in. {4.6 cm}

of the alloy. With the second type, jian could be made considerably longer but were too
soft to be adequately sharpened. Conternporary experts using modern equipinent were

5 Yue Ni: performs with the jian



7 Along bronze fian of the Qin Dynasty, 35, in. {97 om) by 11y, 1, (3.3 em)

thousands of masters and fighters in the imperial palaces so that high-level competi-
tions could be held daily. Figure 6 shows & general hunting a tiger with a jian. It was
copied from the back of a bronze mirror dating from the Spring and Autumn period.

Bronze fian production was developed to its highest level during the Qin Dynasty

long, narrow, and thin. Jian of more than 39 inches (100 cmy} in length have been dis-
covered from this peried. Figure 7 shows a bronze jian typical of those made in the
middle of the Qin Dynasty.

Iron began to be used in the manufacture of flan around two thousand four hun-
dred years ago; it was well developed in the kingdom of Qin, which was the predeces-
sor of the Qin Dynasty. Iron jian were used by the armies of the Qfu in the sertes of
wars that were fought among the various kingdoms of this period, so some people
believe that the success of the Qin in defeating its rivals and in unifying the country -
is largely due to the use of iron jian. It was during this dynasty that the jian came o
be viewed not just as a weapon but also as a revered symbol of moral values, suchas
hontor and honesty. People started fo use jian in dramatic performances, and jian
dance became popular. Figure & is taken from an ancient wall painting depicting ajian -
dance from this period. Four musicians are shown playing their instruments in the
uppet part of the painting, while the figures below perform the dance.

During the Han Dynasty {206 Bc—220 ap), the Jin Dynasty (265-420), and the
Southern and the Northern Dynasties {420-581), the process of making jian from iron
and steel was further developed. The popularity of the weapon greatly increased, and the
publication of books about jian principles became widespread. One of the most famous”
of these was the Jian Dao {Way of Jian), or “Thirty-eight Topics.” Jian forms were als
more fully developed during this peried and many new jian forms were created.

During these dynasties, the uses of jian and its significance in Chinese socielf
started to change. Gradually, jian were replaced by dao, broadswords, as the weapo?
of choice for soldiers, while only officers carried jian. Government officers also Wers
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required 10 carry jian 10 and from work. and the rank of each government officer was
ndicated by the type of fian carried. As an indication of one's rark and abilities, jlan
began to be widely used in official rites and protocols as well as 11 sacrificial religious
cerernonies. fian came to be respected as holy objects and it was even belicved that
they could protect people from harm and exorcise devils,

The shape of jian was modified throughout these dynasties, becoming longer and
narrower, until by the Hime of the Tang Dynasty (618~ go7}. they had acquired a shape
that is common today. During the Tang also, the miluence of jian spread to every area
of China and a famous jian form was developed by Gongsun Daniang, a woman who
became well-known for this accomplishment. Her form inspired great works of art
and poetry; the work of the famous calhgrapher Zhan g Xu and of the poet Pu Fu exigl
Gongsun Daniang’s jtan form. Even ordinary citizens came to regard the practice of
jlan as an important and worthwhile undertaki ng and it was widely believed that the
practice of fian had the power to imbue a person’s life with honor and integrity.

in the Song Dynasty {96o-1279), fian manufacture was developed to its highest
level. Those called Long Quan jian {Dragon Spring fian} made during this period are
perhaps the most famous ever made, Long Quan jian were tempered with Dragon
Spring water and some could slice through ten large nails at one time. Jian from this
period are avidly sought today but very few exist, and those that do are mosily owned
by museums or private collectors. Today, many swords are labeled with the Long
Quan name but they are not authentic and their quality is not good. And although
some martial art shops may cddaim that their swords come from the Song period, the
vast majority of these claims are, unfortunately, not true.

During the Ming Dynasty (1368~ 1644} and the Qing Dynasty (1644-1917), Chinese
martial arts were developed to their highest level, and this era has become known as
the Golden A ge of martial arts. Many new styles were developed, and because the itan
Was practiced by a great variety of martial arts groups, the number of different fian
forms developed during this period reached several hundred. Many of these forms are
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sull practiced today and the jian currently in use are similar in shape and material to
those used during these dynasties. Figure ¢ shows several jian shapes from different
historical periods. Note that the material used in the manufacture of jlan changed over
titne from bronze to iron fo steel.

As we have seen, Han have a long and glorious history in China. In the last one hun-
dred years, especially since the 19505, however, interest in the martial arts hag waned
in China and many skills have been lost. High-level masters are few, and the principles
of jian have been misunderstood and poorly taught. Low quality weapons have been
mass produced and the well-guarded secrets about how to make high-quality jian have
not heen passed down from master 1o apprentice. As a result, these secrets are no %
longer known. Today, when people practice jian, they typically pay attention only tothe &
external movements of the form and overlook the internal aspects of jian training. :

This state of affairs has created widespread concern among serious practitioners of
jlan. In response, some great masters have given up the tradition of keeping secret the
knowledge of high-level skills. In the hope of restoring the high-Jevel practice of jlan and
making it once again widely known and respected, these masters have becarne more
accessible to the public and are reaching out to interested novices and experienced pra¢- &
tittoners through teaching and writing, Master Wang Peisheng is one such master. 5

JIAN AND TRADITIONAL CULTURE

To the Chinese the jian, as has been noted, is not only a martial arts weapon but alsed
subject and too! of meditation and a symbot of moral uprightness and achievement. I8
importance as a symbel is, if anything, even greater than its significance as a weapot-
The jian is known as the “gentleman’s weapon,” which means that if you practic®
jian, you must do so with a sense of internal calm and correctness and that your move.
menis must be beautiful. Even in real fighting, you must never be hard or crude i
your movements or your manner. Rather, you must use only high-level rechniques
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and you must use them with subtlety and expertise, Your yi {mind) and shen (spirit),
as well as your gi (intrinsic energy), must lead your movements and you must never
show cruelty or ferocity. Physical ability is always secondary to the skillful use of yi, ¢
and shen, and even when you are successful in beating your opponents, you must do
so in a way that creates in these opponents no anger or resentment towards you but
rather a sense of respect, admiration, and even friendship,

Bverything you do in your jian practice and in jian fighting should come from your
heart, niot just from your body. This is an attitude that has characterized jian forms for
more than two theusand years and in this respect, the fian is different from any other
martial arts weapon. For centuries, it has been a deeply held view in Chinese culture
that the better your jian skills are, the finer your chavacter must be. This traditional
view holds that only people of superior character, such as heroes ar other chivalrous
individuals can truly use jian well. The fian, in fact, has come to stand for Justice,
chivalry, integrity, nobility, purity, gentleness, 2nd wisdom. Because it is also consid-
ered 1o be a sacred and magical talisman capable of exorcising ovil, the jian has his-
torically been used in religious ceremonies and has been commermorated in legends,
poems and songs. Some even regard the jian as a lover, devoting their lives to its prac-
tice. Traditionally, in fact, the jian is always called baojian {precious sword} and its
practice 1s one of five special disciplines believed to build character through the devel-
opment of moral integrity, nobility of mind, emotional sensitivity, and physical well.
being. The other four are gugin {the skillful playing of a seven-stringed instrument},
weigi (Go, a game played with black and white pieces), poetry, and painting.
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TAIJI QUAN AND TAIJI JIAN

aiji Jian has two meanings. First, it refers to the straight double-edged

swords known as jian which are used in Taiji groups. Second and more

commonly, it refers 10 a jlan form and skills that are based on Taiji Quan
principles. The jian form of Taiji is beautiful and all of #ts movements are useful. It
principles derive from Taiji philosophy and the basis of the jian form derives from
the empty-handed Taiji Quan form. Unlike ordinary jlan, whose long history has
been described in the previous chapter, jian forms of Taiji are of more recent origin.
It is said that when Master Yang Luchan taught Taiii Quan in Beijing, from about
the 1850s 1o the 18705, no sward form had vet been developed. Master Yang had only
some basic skills and principles available to him but he passed these on to his sons
and students, and it was they who developed the jian forms of Taiji. Today, many dif
ferent forms are practiced under the discipline called Taiji Jian, but all are based on
the same fundamental principles and techniques.

i

oy
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REVIEW OF TAI}I PRINCIPLES S B

All the skills of Taiji Jian follow the principles of Taiji (literally “great uitimate’} i ¢
which are in turn derived from ancient Chinese philosophy. In this section, sort.
of these importani Taiji concepts will be presented for readers who are just begit .
ning their study of Taiji Quan or Taiji lian. Even those familiar with Taiji Quan al}d'_'_:".
who have been practicing it for some time may want to read through this section
although they will no doubt already be familiar with the ideas presented. However
because translations can differ greatly from one book to another, they will be ab.l?
to understand the description of the Taiji Jian form presented here more tiw;_;
oughly if they are familiar with the way that 1 define its underlying principles ang
CONCepEs,
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interrelatedriess of yin and yang

Yin, Yang, and Taiji

Yin and yang are two abstract concepts central to the Taoist philosophy, upon which
all fian forms are based. These concepts express the oppositions found in all natural
objects and phenomena. Conceptually, yin represents qualities such as negefivity,
fernaleness, passivity, subordination, internality, sofiness, fullness, quieiness, sub-
stantiality, and darkness, as well as specific objects such as the moon and earth. Yang
represents the opposite qualities of positivity, maleness, initiative, leadership, exter-
nality, hardness, emptiness, movement, msubstantiality, and light, as well a5 objects
ke the sun and sky.

Taifi is an abstract concept as well, and is commonly symbolized as shown in
Figure 1. 1t emanates from wuji, which is the original undifferentiated state of being.
Once Taiji has emerged as a transitional state in the process of differentiation, it
changes, in turn, and separates into yin and yang. 1t is said that Taiji is the mother of
yin and yang.

Itis also sometimes said that Taifl is vin and yang. This statement s not quite cor-
rect becavse it suggests that yin and yang are two separate forces. Rather, Taiji is a
state of being in which yin and yang forces are just about to become differentiated. 1t
is a state that encompasses both yin and yang as they interact with each other and one
in which each force contains within it an essence of the other. In the Taij state, yin
always contains some yang; and vang, always some yin. Each force is continuously
changing and being changed by the other, and both are in eternal flux, always com-
plementing, replenishing, supporting, and transforming each other. In the state of
Taiji, yin and yang are in perfect balance and are inexiricably related to each other.
They should not be confused with the notions of pure vin and pure yang which are
expressed by a different conceptual term, liangyl. Confusion of this term with Tafi can
lead to misunderstandings in the application of Taiji Quan technigues.
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Taiji and the Martigl Arts

The concept of T aifl influenced many aspects of Chinese culture, inchuding the mar-

tal arts, where the concept provided the core of a new and very special style. The mar.

tial aris practice of this style, Taiji Quan, is designed to bring the body’s internal forces

of yin and yang into balance and thus to promote good health. A balance of comple- .
mentary yin and yang forces in the bedy's external movements is also sought, so that .

a relaxed and coordinated physical state can be achieved in which intrinsic energy can - i
move smoothly throughout the body and the body’s internal force can be strength-  © ¢
ened. When the Taiji concept of balance is realized, fighting skills become faster, $
more powerful, and more efficient because energy is borrowed from the opponent, ;
who then beats himself with his ewn force, While the achievement of such balance (
through the practice of Tali Quan can result in more effective mastery of fighting ¢
skills, the bencfits of ity practice go well beyond combat. { b
. b
INTERNAL COMPONENTS L
There are important internal components that must be understood and practiced for | fi
high-evel mastery of Taiji Quan and Taiji Jian. Fach of these componenis is impor- 4
tant for understanding the Taiji fian form that will be presented in Chapter 6, |
v
Spirit E
This is a common translation of the term shen, although in my view. this definition is ly
clese to the true meaning but is not entirely accurate. In fact, shen is very difficult, sk
perhaps impossible to describe in words, Itis a subjective feeling that may be essen- us
tially nonverbal but that can be sensed mnternally when it occurs. Sometimes, it is an
expressed through one’s gaze, which has been likened to the almost hypnotic stare of : 34
an animal ready to spring at its prey. Shen is the internal component that directs or i pe
leads all the other internal and external components in every movement in the form | O
and at all moments of your practice. Your yi (mind), your gi {intrinsic energy), and all ¢ i
your movements follow the direction and flow of your shen, qi.
Whenever you practice Taifi, you must pay atiention 1o shen and recognize that _\ b
every movement is informed by this internal component. It is one of the three T8 . eve
elements involved in the internal integration described below. Shen can internally £
gather strength and project itself outward to imbue all movements with increaseé
vigor. Most of the time when you are practicing the Taiji form, shen energy is being

gathered internally and this process is reflected through the eyes in a steady gaze
When you are actually performing Taiji techniques, shen is projected outward an
this process is reflected through eyes that shine with intensity. Shen is the mos
fundamental and essential element of Taiji, but it is the last element to be mastere
because it is the most difficult 1o comprehend and use. You should train your she

and seek fo lncrease ifs infensity at each moment and in every movernent ©
the form,
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iﬁe essence of Taiji has been expressed in many different ways: “The mind is the
commander,” of “First in the mind, then in the body,” or “Sometimes the internal
force is broken, but never the mind.” or “Use the mind but not force.” Each of these
adages underscores the importance of the concept of yi, or mind, in Taiji. Yi influ-
ences all aspects, both internal and external, of Taiji practice. The mind directs or
leads the flow of gi, and gi, in turn, leads the external movements. I vou want to
change vour character and your natural way of expressing yourself in body and in
apirit, you must have a strong mind to regulaie and redirect your energy. The correct
practice of Taiji depends on the use of the mind rather than on physical strength.
Only by applying the mind, by keeping it focused and calmly alert, can you effectively
direct and control your internal force. With a focused mind you will be able to
become more aware of all the other internal components and to uge them effective-
by in your praciice of Taiji. Training your mind can bring your ability to 2 high leve],
especially in Taiji Jian, where more attention should be paid to this component than
to any other. Concentrating, or “putting the nuind on” the body’s acupoints is a help-
ful way to irain your mind so that it can be used to add direction and control fo your
movements,

intrinsic Energy

Expressed in Chinese as g1, this is a familiar concept to many people but an especial-
Iy difficult one to define clearly. Qi has been described as a kind of feeling, or mtrin-
sic energy, Spirit, mind, or breath. You cannot see it, but you can feel it, contolit, and
use it. Sometimes i seerns to be related to objective and real physiclogical processes
and sometimes # seems more like a spiitual or metaphoncal phenomenon. 1t can
move inside or otside of your body. Because it is difficult o describe and feel, many
people are skeptical of the notion, but ¢i does exist. When you practice Taiji, you will
occasionally feel parts of your body become slightly warm or heavy or you will feel a5
though parts of your body are expanding. These experiences indicate the presence of
qi. As your training advances, your qi will become stronger and as thig happens, your
body will feel very strong, stable, and nimble and your breath will be very comfortable
even after vigorous movement,

For three thousand years, the Chinese have applied this concept in many disa-
plines, especially in medicine and physiological research. Over the centuries, roany
methods for increasing the intensity and flow of gi have been developed. These meth-
ods are called Qigong or Nelgong.

Qi can improve all aspects of Taiji practice but if you do not train your qi, you will
accomplish nothmg. Twe of the most important effects of gi are improving your
health and increasing your fighting skills. With regard to your health, Taiji practice
can train your gi to move more smoothly along the meridians of your body, as though
massaging the acapuncture points. In traditienal Chinese medicine, this smooth flow
of qi iz thought to Jead to improvement in the body's general well-being,
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As for improvement in fighting techniques, qi guides the expression of internal
force and of all external movements. if your qi can move continuously and freely
throughout your body, your movements will be robust and quick. If your gt is strong,
your internal force will likewise be strong. If your gi can move srnoothly down
through your body, you will be stable; if it can move smoothly up, you will be nimble.

‘The most efficient way to train your i is to practice the form. When you practice,
you should be relaxed and keep your mind focused. Your movements should be cor-
rect in every detai! and you should practice the forra daily and with great attentiveness.
When vou practice, do not try consciously to direct or control your gi. Instead, let it
emerge and intensiy naturally. If you try to sense your gi, you can become aware of
it quite quickly, but this will be a superficial and counterproductive experience
hecause it will distract you from developing a deeper and more lasting nnderstanding
of the Taiji form.

One of the most important components of qi practice is the dantian, which refers
to areas or fields of gi. There are three dantian fields on the body: upper {higher), mid-
dle, and lower. The upper dantian is inside the head at the vertex of the baihui and
xugnguan acupressure points. {See Appendizes for an introduction to acupoints and
their locations.) The middle dantian is inside the abdomen, one-third of the way
between the shenxue and mingmen acupoints. The lower dantian is at the huiyin point,
Usually, when people speak of “the” dantian, they are referring to the middle one.
Different systems or styles may locate dantian in different places and this will lead to
different training methods. In all systems, however, qi is considered to be collected, ¥
concentrated, developed, and refined in dantian.

Internal Force
Jin, or internal force, is different from li, or physical force. In Taiji, “force” refers to
your natural force, the force that everyone has and that results from muscle activity, |
Every movement of the body requires work from the muscles. The harder the muscles ¢
have to work, the more difficult it is to relax while the movement is occurring
Movements resulting from muscle activity, 2s opposed to those resulting from inter- ]
nal force are visible, discontinuous, and relatively short, slow, straight, stiff,
unchangeable, undifferentiated, and uncoordinated. They are also pure, that is, they i
can be either hard or soft but not a mix of both. This is not to say that musdle activily ¢
itself cannot be highly complex and subtle, but rather that it is not nearly as finely dis-
criminated and fluid as jin.

Jin refers to the force that results only from the practice of Taiji or other highevel - &
Kungfu {used here to refer o all internal Chinese martial arts). It is not a quality that -
everyone has naturally, and although it is somewhat related to muscle activity, it has
much more to do with qi and with mind, or yi. Through Taiji practice, you can make *
your muscles work together when you move. Each muscle, then, has to provide justd
small amount of work or physical force and this makes it easier for you to relax. 1f all
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yoMI uscles work together well, and each is used just enough to maintain a staie of
relaxation throughout the body, your force becomnes nternal force or jin. If you develop

jin, your energy will be very powerful even if your body is weakened by age or your build

is slight.

Unlike physical or muscular force, jin is intermixed (hard and softy, invisible, con-
singous, long, fast, curved, smooth, refaxed, integrated, changeable {nimble}, heavy
{stable}. and sharp. While physical force operates according to natural reflexes, jin
works according to new and acquired reflexes that result from the training of mind
and are led by gi as you practice the form, Physical force is exerted in only some parts
of the body and is applied in specific directions; jin is always present in all parts of the
pody and 15 expressed in all directions.

Practicing the form can lead to the development of jin because practice transforms
physical force into internal force. After this first step, however, you must learn how to
use jin. This knowledge is very important if you want to develop high level skills. A cen-
tral tenet of Tadji points out that: “Once you understand jin, the more you practice, the
more skill you acquire. You rmust silently treasure the knowledge and reflect on it
Gradually, you will be able to do whatever you Hke.” The most important elements in
using jin successfully are relaxation, iming, direction, mind, and an understanding of
vin and yang. In Taiji., whether in empty-handed forms or using fian, there are
thirty-six kinds of jin, that is, thirty-six different ways in which your internal force can be
used. Once you have achieved fin, you can study how 1o apply it in each of these ways.

Combining internal Componeris
Shen (spirit), yi {mind), gi {intrinsic energy). and jin (internal force) are all important
components of Taiil Quan. 1f you have not acquired and learned to control and direct
these components, you will not be able to fight weli. Shen is the component that leads
ali the others, with the complete sequence being: shen, yi. gi, and jin. If shen does not
Jead correctly, vi cannot follow. If all goes well and yi does follow shen, shen must
leave and move to the next point as soon as yi arnives, that is, as soon as the mind has
focused wherevey shen has led it. 1f shen does not leave once yi has arrived at a given
point, a situation of double-weight occurs and Taiji balance will be lost.

¥i, in turn, is used to lead gi. In a fight, when the opponent touches you at two dif-
ferent points you should forget the heavier of the two touch points and direct yi to the
lighter. It is fmportant to forget the first point because if you do not, you will again be
double-weighted. The movemnent of vi to the touch point will cause qi to flow through
your body to that point. Tf only one point is touched, you should create a second touch
point in your mind and then direct vi to the lighter of the two. 1t is important to fol-
low these guidelines even if there is no actual touch point at all but only a polnt that
is simply thought of as having been touched.

The essence of Taiji has been expressed as follows: "If vou have qi, you do not have
to use physical force; if you do not have gi, you will be purely hard, which is @ natur-

{NTERNAL COMPONENTS = 27




al state but not Taiji.” You must refine your practice so that i can move smoothly and
{reely throughout your body. The movement of qi will, in turn, lead {in to the touch
point because when gi moves, jin moves. Once this has occurred, any point you use
to touch your opponent can be also be used 1o release the jin.

When you practice Taiji, the order in which the components are learned and mas-
tered is the reverse of the sequence just described, First, jin or internal force develops
as you learn the movements and become adept at performing them. Next, your abili.
ty to feel, control, and develop gi increases and as this happens, you begin to under-
stand how to use your mind. Finally, you become aware of shen and learn to divect it
so that it Jeads the whole sequence.

When you have achieved this level of practice, it is said that whatever you accom-
plish s a result of shen’s “reaching” to anywhere you want, then leading yi to reach,
followed by gi's reach, then jin's reach, and finally the movement’s reach. If you can
make all of these components reach simultaneously, your Kungfu is good. Whenever
you practice the applications of Taiji, you should strive fo let your shen, vi, gl fin, and
movements reach towards the same point.

When your training is advanced, you can practice using just your shen, vi, qi, and
fin. You will not need to pay attention to the movermnents. As you become gven better,
you can try just to use shen, yi, and gi, and then just shen and yi. Because movements
are the slowest component, followed by jin, 41, y1, and finally shen which is the fagtest,
your skills will increase in speed as you narrow down your attention or “forget” suc-
cessive components,

At the highest level of Taiji practice, only shen is necessary. You do not need to care
about anything else. Here, “not need to care” does not mean that you do no! have to
know about or use any of the other cornponents. It means, rather, that vou will no
longer need 1o think about how to use these componenis. They will have become so
familiar to you and well integrated with cach other that they will seem to occur almost
automatically. What was once an unnatural progression that had to be thought out at
every moment will iave become a naturally flowing sequence that occurs without con-
scious effort. All you have to do is follow your shen and you will have mastered Taiji
skills at the highest level,

TECHNIQUES OF TAIJI QUAN

Because Taiji Quan is based on a particular set of philosophical principles, its tech-
niques are different from those of other martial arts, in spite of some apparent sirmi-
larities. This section presents descriptions of some of the most well-kniown and essen-
tial Taifi Quan techniques.

Relaxation

Relaxation, or song, is the most important technique in basic Taiji forms. Relaxation
does not mean that you should avoid exerting energy. Rather, it means that you
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The ability of i to move smoothly throughout your body depends on your ability
1o relax. If you are not able to relax, your gi cannot move {reely downward, and so you
cannot achieve stability. I you are not able to relax, your i and your shen cannot
move freely upward, and so you cannet be nimble.

When you practice fighting skills, relaxation can help you escape from your oppo-
pent's control. It can also save energy, allow the release of powerful internal force, and
make your body position imore comfortable. Relaxation is the first technique you
should understand and master. [f you cannot relax. you will never truly be able 1o mas-
ter Taii.

Unfortunately, relaxation is much easier to describe than to achieve. Itis, in fact a
very difficult lechnique to acquire, especially when so much attention and effort must
Le directed to learnimg how to use cach of the five essental components of the Taiji
forms. In the form, relaxation results from the 2bility to sense and expend only the
amount of physical energy necessary 10 move correctly from one postuie 1o the next,
In push-hands practice, relaxation reguires that you be able to “forget” or ignore the
spot at which the opponent touches or holds you. The ability to use minimum {orce
and the ability to ignore the point of an opponent’s attack are difficuli to learn because
neither is a natural response. In fact, one’s habits and past training in other physical
digcrphines are usually concerned with using all the force you can musier and direct-
ing this force exactly at the point of attack. Both of these habits must be overcome
through practice so that all of the Taiji components can be expressed in a completely

relaxed way.

Smoothness of Movement
There are two important aspects o the technique of moving smoothly. The first is that
a1l rovernents must follow an arc or curve. Curvilinear movement increases relas-
ation, and is more flexible and eagily changed. Tt can also strengthen and activate the
flow of gl

The second aspect of this technique is that all moverments must be performed at a
steady, even pace. Even more important than maintaining the continuty of move-
ments, however, is the maimtenance of an uninterrapted flow of shen, yi, and gi. This
is especially necessary in the practice of jlan, where pauses octur between some of the
tnovements. Such apparent breaks in the flow of external movements are not a prob-
lemn if the internal components of shen, ¥, and (i remain uninterrupted. A Taiji prin-
ciple instructs: “Do not make movements that are interrupted, broken, or uneven. if
the movements are broken, do not allow the mind to be interrupted. 1f the mund 18
interrupted, use shen to provide continuity.” Keep this injunction in mind whenever
you practice Taiji and you will gain many benefits, including a strengthening of sher,
yi, and gi.

TECHNIQUES OF TAHH QUAN » 20
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Nimbleness of Movement

A famous Taiji principle prescribes that one should: “Move like a great river.” In other
words, all parts of the body must be light, nimble, and seamlessly connected when the
body moves. Other Talji precepts instruct that: “When moving, there is no place i the
body that does not move,” one should “walk ke a cat,” and one must “suddenly
appeat, suddenly disappear”

Nimbleness means that your steps and the movements of your body should be
light, agile, and quick. The movements may be so big that your epponent cannot fol-
low them or so small that your opponent cannot sense them, but whatever the case,
nimbleness can help you follow and control the movemnents of your opponent and
confound his attempts to follow or control yours. Nimbleness allows your gi to move
with agility and this in tarn allows your movemenis to embody the principle of sud-
den appearance and disappearance. This quality is especially important when fight
ing. 1f qi can be nimble, jin can be nimble and then your movements can be nimble,
The nimbleness of jin is considered by some to be even more important than the nin.
bleness of the other components. If you can achieve overall nimbleness, your eppo-
nent will be easily confused by the apparent suddenness with which gi and jin seem
to appear and disappear. This will make it difficult for your opponent 1o keep his jin
unbroken and his yi quiet and focused.

To practice nimbleness, imagine that the top of your head is suspended from above

at all times, Keep your mind calm and feel vour gi moving actively throughout your
body.

Stability
The Taiji principle of stability enjoins one to “Be still as a mountain,” This requires
that the body be upright and comfortable so that it can withstand force from any of
the eight directions. A refated injunction is to avoid leaning in any direction.
Stability means that you must keep your body centered, a condition referred to as
zhongding. When engaged in push-hands practice, you will Jose your balance if you
lose your center. To be stable or to maintain your center, however, does not imply that
your body should not move. The goal is to keep your body stable while it is in motion.
if your movements are correct, gi will sink down to the dantian and the resulting feel-
ing will be that your feet are extending down into the ground like the roots of a tree.
This feeling indicates that you have achieved stability. Just as yin always contains yang
and vice versa, stability must always include a sense of nimbleness, and nirmbleness,
a feeling of stability.

Emptiness

The technique of kong, meaning ernptiness, or nothing, is the highest level technique
in Taiji fighting skills. In your sole practice, kong is usually felt as a drawing back of
some part of your body so that it seems as though nothing is there. 1t is as if the body
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oy part of the body can be seen but not felt. This feeling of emptiness causes other parts
of your body to extend or expand. “Empty chest” (kengviong), for example, means that
our chest should draw back, your back should expand and your arms should extend.
tways results in increased pimbleness and power. In fighting, kong will create

)F
Kong &

2n uncomforiably odd feeling in your opponent, as though something strange has sud-

denly happened 10 wim. He will feel confused and unprepared to respond. His yi will
Jose continuity and his movements will become stff and awkward. His heart may
pounci and he may have the sensation that it is about to fump out of his mouth. Overall,
he will fee] as though he has just fallen into a trap st in the earth. It will be as though
he put his foot down, shifted his weight onto i, and then discovered that the ground
heneath hir had disappeared. As a result, he will immediately Jose his balance.

To use kong effectively, you should let your opponent feel that he can touch you,
control you, and even beat you easily, When he cornmits himself to a2 movement, vour
kong will create the sensation in hirn that he is not really in contact with you. This will
canse a break in his i, i, and shen, His body will stiffen and his balance will be lost.
At this moment, you will have your best opportumity to redivect against him the force
he originally directed against you. This use of kong is called “luring into emptiness”
fyin jin luo kong). To accomplhish it, the critical variables are timing and divection.

integration

tntegration, or harmony, ke, means that all paris of the body are working together.
This causes the internal force to become relaxed and powerful. As already neted, one
never uses unnecessary force in Taiji. All the muscles of the body share in the overall
effort and each one exerts only a small amount of force. With all the muscles working
together, relaxation is possible and each movement will be more forceful, Clearly, the
force that can be exerted by the whole body working together is greater than that of
any one part.

To achieve integration, you must practice luhe, the "six integrations.” Through this
practice, your movemcnts will become relaxed, smooth, coordinated, and complele
and will more fully reflect shen, yi, gi, and jin. The integration of all the Taiji compo-
nents will make your reactions more consistent across situations. Liuhe practice
invelves careful attention to the acupuncture points.

The six integrations include neisanhe (three internal integrations) and waisanhe
{three external integrations). The ordex of the three internal integrations is: xin {}iter-
ally “heart,” but here understood 1o be a center of awateness} or shen {the expression
of heart) integrates yi (mindy; yi integrates gi; and qi integrates jin {internal force}, The
order of the three external integrations is: shouldey integrates hip; elbow integrates
knee; and hand integrates foot.

When you practice Taiji, you should try to follow this sequence. so that shen leads
or directs i, vi leads i, and qi in turn leads jin. Finally, fin leads your moverments
which then fully reflect all of the internal components. In order to insure this
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sequencing of Taijl components, you must be very attentive when you practice. At

v

every point in the form, you should know where your shen, yi, gi, and jin are directed ' m
and how your body should be moving. You should also be aware of the degree io to
which you are relaxed. This kind of knowledge and awareness does not come naturaily ' ar
for most people, so you must practice thoughtfully and with dedication for a long time
to achieve it. You should develop proficiency at empty-handed Taiji and master it ; di
integrations before you undertake the study Taiji Jian. In Taiji practice, the internal  * Ty
integrations are even more important than the external ones. '
FOUR TAIJ] ELEMENTS . I
fa
There are four important components of all Taiji skills, and all require that vou have _f' I.i.o
cultivated good sensitivity. ‘
Adhering ' str
Zhan means that when you and your opponent touch each other, you must maintain tra
contact at all times, never separating from each other’s touch and never aflowing the the
energy between you to be blocked. The technique of zhan allows you to borrow your f
opponent’s force and cause him to lose his rootedness. Thus, you can move him, of an
in Taiji parlance, “stick” him. In high-level practice, zhan applies to shen, yi, and gias the
well as to external physical movements. Blocking the flow of energy is a purely yang orl
process and separating from contact is a purely yin process. Zhan is Taiji because it § Yot
represents a balance between these two forces. she
Cohering C o ins
Nign means continually guiding the moverents of your opponent so that he cannot the
escape your control. Paradoxically, you do this by following the movernents he makes. ¢ me;
Controlling him is a purely yang process; following his movements is a purely yin ; you
process. Nian represents a balance between the iwo processes and is, therefore, Taifl. 1
- key
Linking .ﬁ ot
Lian means continously using iin, your internal force, never letting it break while you keey
are in contact with your opponent. To use jint is yang; not to use it is yin. Lian s Taifi  } I
because when jin is most fully engaged, lian has qualities of both yin and yang. When £° prot
you touch the opponent, never let him break away from your lian. i 1
. mp
Folfowing is ir
Sui means to avoid resisting. That is, you must always follow your opponent’s move: g{ - und
ments so that he cannot beat you or escape from your control. In this process, you T'.' F
should first follow your opponent completely but then occasionally give him a sense... o Undi
that you have the ability to apply some internal force. Itis said: “Forget yourself aI_ld Youy
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just follow your oppoz.a.en?; Then, you can control }‘Iim.” Just following the opponent’s
a purely yin process. Used alone, it will make you weak or “soft” and

mevements is
1g0 passive. The occastonal appearance of internal resistance introduces yang encrgy,

and thus creates sui, which is Taiji,
While these four techmiques can be differentiated from each other for purposes of
discussion, they 1, 11 fact, inseparable in practice. They are basic elements of all

Taiji skills.
FEATURES OF TAIJ! JIAN

“Taiji Jian skills and principles include many special features in addition to those of the
fian itself, which were discussed in the previous chapter. In this section. these addi-
tional features will be described.

Recause Taill lian is derived from Taiji thought and practice, the two share deep
philosophical roots and a detailed and complete set of principles, The depth and
strength of this foundation makes possible a high level of mastery. In addition to
training your movements so that they are correct, your should always be guided by
these central Taiji Quan ideals.

First, vou must understand clearly the difference between the concepts of “empty”
and “full.” These concepts correspond respectively to a feeling of lightness, almost to
the point of feeling insubstantial or even nonexistent, and a feeling of being weighted
or heavily substantial. Understanding this difference between emnpty and full will help
you perceive how your waist, legs, and feet should move and how these movements
should relate to each other.

Second, you must keep moving at all times so that vour body feels as though it s
in a constant state of change or flux. This will increase your ability to feel the flow of
the internal components, Even if there is an occasional pause in your ouler move
ments, vou should have the sensation that there is always movement pecurring inside
your body.

Third, you must observe nine key points regarding the position of your body. These
key points are as follows: {1) relax your shoulders and do not raise them during the
movernents; (2} drop your elbows; {3} keep your chest shightly concave and empty; {(4)
keep your back erect: {5) relax your waist; {6) draw in your hips; (7} keep your crotch
curved and expanded; (8) keep your lower spine straight so that your buttocks do not
protrude; and {g) hold your head up as though it were suspended from above.

The fourth Taiji ideal is that all your movements must be graceful. This is a very
important feature of all Taiji practice. Never think that the beauty of your moverments
is irrelevant or useless. When you understand jian deeply and thoroughly, you will
understand why this is so.

Fifth, your movemenis must maintain a vhythmic flow throughout the jian form.
Unlike the empty-handed form, it Is not important in the jian form that the speed of
your movernents be constant. Some of your movernents can be shightly quicker than
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others and some a little bit slower. Occasionally, you even can pause and hold one & f
position for a few moments. The important point is to maintain a feeling of comfort = i
and rhythm. Your movements should have a quality of smoothness even though there  *
may be variations in tempo. : G
Two other important features of jian practice involve the movements of the upper Ji
and lower parts of the body and the internal and external components. The move- ih
ments of the upper body are usually called “hand skills” and those of the lower body | et
are called “step skills” or “footwork.” For every movement or technique, the hand
skills and the step skills must be fully coordinated with each other. If the hand extends ¥
before the foot, or the foot before the hand, the movement is incorrect and cannot be m
effectively applied. If the hand and step skills are coordinated, the movements of the ti
whole hody are likely to be coordinated. :
Similarly, for every movement and technique, the internal and external compo- be
nents must be coordinated with each other. Any lack of coordination among these . is
components will interfere with your technique, When fighting, you should uy to dis-  © the
turb the coordination between your epponent’s internal and external components. acl
This will cause his shen to be disturbed, his yi to be confused, his gi to break, his jin
to be scattered, and his balance to be lost, It should be noted that while shen, yi, and  # the
qi are internal components and movernents are external components, jin has ele- mi

ments of both internality and externality. This is because jin occurs internally but is
expressed through exiernal movements.
In all Han fighting skills, you should always act in accordance with the central Tajjt

tenet of “minimum force,” whether in your practice or in combat. You should use ‘ L
zhan, nian, Han, and sui techniques in jian fighting, as well as shen, yi, gi, and jin ‘ Ha
instead of physical force. You should also include kong or “luring into emptiness” har
among your fighting skills. Learn to apply your skills efficiently, to find the best body & poi
positions, and to use the smallest movements possible. Are
There are several important points to keep in mind about the jian itself. It should ?Gi
be regarded as a precious and fragile object that must always be used in a careful and  * 150
gentle way. Never use your jian, especially its edges, to block hard and never let your ¥ ¢
jiart be hit hard by your oppenent, 'Z tou
Finally, vou must be sensitive to the rmovements and internal characteristics of * poir
your opponent. Always try to avoid his strengths and attack his weak points and take ¢ df‘*t
advantage of every opportunity offered. Observe all of these points if you want to -3 cipl
develop high-level jian skils, : . :
: legy

foot

BASIC TRAINING SEQUENCE emy

When you begin your study of jian, you should first learn each movement of the form £ Sury
in great detail. The ability to perform the movements correctly is basic to all othet ¢ does
skills. It is usually best to study the form several times through from beginning toend  { T
at increasing levels of detail. After you have learned the basic movements, you should * ¢ the .
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focus youT attention on your footwork and stances and then become adept at control-
ling the range direction, and level of your movements.

Next, you should perfect the ways you hold the sword and praciice changing grips
quickly and comfortably so that you can correctly execute the different movements.
Jian must be held very flexibly so that the angle and thrust of the sword, especially at
the edges, can be adeptly changed. An understanding of the application of the differ-
ept movemnents can be very helpful at this point in your training.

Once your movements are correct and can be smoothly performed, you should turn

your attention to the training of the internal components, shen, i, and gi. Let your
movements reflect your inner feelings. The inclusion of fighting skills in your prac-
e at this point can help you become more aware of your feclings.
This part of your training will require a lot of time and discipline. Do not rush or
become impatient, Practice regularly and with devotion and take one siep at a ime. |t
is counterproductive and dangerous to ceck shortcuts. There are none to be found and
tie futile search for them will distract you and will make it less likely that you will ever
achieve a high level of expertise.

Finally, do not forget to study Taijl principles, They are the essential foundation of
the form and if vou do not understand them, it will be impossible to attain high-level

1t

mastery.

BENEFITS OF PRACTICE

Taiii Jian is good for your mternal Taiji martial arts traiming. First, it will help you
understand the principles of Taiji Quan, Taifi Jian is more complex than the empty-
handed Taiji Quan form because of the relationship hetween the number of touch
points #nd the continuously changing nature of yin and yang. In push-hands, there
are two touch points, so vin and yang can be separately asseciated with each of the two
points and changes in yin and yang can be clearly felt. Tn the jian form, however, there
is only one touch point and yin and yang both center on this singular point. In order
to create balance, you must use your empty hand and your mind to create a second
touch point. Then, yin and yang can be separately associated with the one actual touch
point and the touch point created by your mind. To create the second touch point and
distribute yin and vang correcily, you must have a sound understanding of Taiji prin-
ciples. Because of this, the practice of Taiji Jian will enthance your knowledge of Taifi.

Second, Taiji Jian practice will help in the training of your body, especially your
leps and waist. Many requirements of the jian form, such as the balance positions, the
footwork and the larger range of movement, are more difficult than those in the
ermpty-handed form. As a result, you must practice harder to master the fan form. 1n
surn, the jian form presents the body with a more demandmg set of challenges than
does the empty-handed form,

Third, Taiji Ban practice will help in your movernent coordination training. Because
the movements of the jian form are more difficult than those of the empty-handed
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form, the timing is also more difficult. Furthermore, in the flan form you have to hold
and manipulate a sword. This makes hand skills, step skills, and the coordination of
internal and external components more complex. As a result, you may feel uncomiort-
able at the beginning of vour study of Taiji Hian. Gradually your skills and coordination
will improve, and you will begin to feel better. Han practice can yield clear and quite
rapid increases in the strength of the internal components shen, yi, and gi.

The fourth effect of Taiji Jian practice is an improvement in stability and nimble-
ness. While the Taiji empty-handed form is very effective in improving stability of ¢
motion for many practitioners, it does not typically lead to similarly great improve
ments in nimbleness. Because Taiji Jian practice requires many complex step changes
and intensive training of shen, vi, ¢i, and jin, it is more effective than the empty-hand-
ed form for helping the body become nimble.

Fifth, Taiji Jian is very good for Qigong training and for improving and makfain-
ing one's health. Because the range of the movements is greater in Tayji Jan than in
the empty-handed form and because the sword extends the energy of the body, Qi can
move more smoothly and more extensively. Also, the drcles of yi can be larger and
shien can be projected out to a greater distance. All of these differences contribute ¢
directly to an improvement in Qigong training. A sixth result of Taiji Jian practice is
an improvement in health, This ouicome is a consequence of the concentrated phys-
ical training that Taiji Jian demands.

Traditionally, studenis did not begin weapons training until they had already
achieved some expertise in the Taiji empty-handed form. The weapons chosen first
were always the short ones, like the dao (broadsword) and jlan, but dao and jlan forms
are different in several ways. The dao form is more nimble and {lexible than the jian

A e e

et

form. On the other hand, jian training is much more demanding than dao waining. ¢
Dao practice involves more exclusive attention to fighting skills; jlan practice requives ¢
concentration on a wider variety of elements, some of which have little if any applica &
tion to combat situations. Usually, masters suggest that studenis who want to begin }
weapons training study the jian form first because its style is closer to empty-handed  ©
form and because jlan training helps students improve their skills in every respect. It ¢
contributes to your fighting skills, your health, your character, and your knowledge of

Daoism. !
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efore studying Taiji Jian, you should be familiar with the characteristics of the

iian, the weapon used in the Taiji [lan form. There are many special terms that

distinguish the parts and movements of the jlan. If you are not farailiar with
these terms or do 1ot use them correctly, you will not be considered properly trained in
the Taiil Han tradition.

PARTS OF THE JIAN

A traditional Chinese martial arts short weapon, the jian is a straight double-edged
sword with a very sharp tip (fig. 7). Generally, only one sword is used in practice but
sometimes two swords may be used. In traditional Taiji Jian, only one sword is uged
but it is changed from hand to hand several times during the form. Although there
are different jian designs, the names for the parts of the sword are the same, regard-
fess of stylistic variation,

Body of the jian
The body, fianshen, is usually referred to simply as jian, and has four parts. These are
separately made and then assembled by a crafteman or manufacturer.

Jianti refers to the blade, usually made of high-quality steel. The Jianti in turn has
three main parts, each of which has several alternative names. The tip of the jian i
called jian jian'er, sometimes jlanfeng or biduan. These terms can be used inter-
changeably, but sometimes jian jian’er refers exclusively to the tip of the blade, while
jtanfeng refers to the top two inches of the blade, including the tip. The ridge or spine
that extends down the center of fanti is called fianji, jianbei, ot jian e'er.

The edges of the sword are called jianren. Because the jian is a straight sword, both
sides or edges are identical. Fach edge, however, has ity own name depending on the
refationship between it and the hand holding #. The edge that is on the same side as
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the thumb of the hand holding the sword is called shangren, which means the “upper d
edge.” The shangren is considered the upper edge of the jian regardiess of the sword's  { th
orierttation. The edge on the finger side of the hand holding the jian is called xiaren, & be
or "lower edge.” As with the shangren, the definition of xiaren is unaffected by the ‘C th
sword's orientation. In figure 2, shangren is facing up and xiaren is facing down, as | ly

one might expect. In figure 3, however, shangren is facing down and xlaren is facing
up because the hand holding the sword has turned over. : 2
The blade of the jian is usually considered to have three distinct sections {fig 4). The & ha
section extending six inches downward from the tip is called gignren or “front edge,” & to

which includes the jianfeng, the tip. The qianren is extremely sharp and is always used

for moves that are quick and light. The six-inch section at the bottom of the blade is T_P
referred fo as fiangen or “flan root.” Here, the edges are blunt and can be used to pro- Jie
vide a strong defense against artacks from an opponent’s weapon, The midsection of v &
the jian is called the zhongren or “middle edge.” The edges of zhongren are of inter-  * an
mediate sharpness and have varied uses. : o

The other three parts of the jian body are called the hushou, the jlanbg, and the |

Jiantan. The first of these, the hushou, is the hand shield or hand guard of the jian.

Often beautifully decorated, it is also called jlanshou, tunkou, jiange. or yuntou. -
The jianba, also called fianbing or jianjing, is the handle of the jian. Typically made Th
of hardwood, it is usually wrapped in animal skin or some other material to make it § Pr:

more comfortable to hold. The jiantan is the end or tassel holder of the jian. Like the & f '?
hushou, it is often beautifully embellished and, in addition to anchoring the tassel, < | e

provides proper balance to the sword. 1 Yg
2 8h

The Tassel .

The jianpae, the tassel of the jian, is also known as fignsui, wanshou, suftou, or liubing. - : lor

There are two kinds of tassels: changsui, which is as long as the body of the jian; and  _§ for
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duansui, which is halfl the length of the jian. Originally made of rope that connected
the jian to the practitioner’s wrist, the tassels of contemporary jian are always made of
beautiful materials. Historically, the jianpao allowed the jian to be thrown outward by
the practiioner and then pulled back into his grasp. Today, jlanpao are used primari-
ly for show, not combat.

It is not advisable for beginners to use jlanpao because the fluttering of the tassel
can distract from the task of learing the basic movements of the form. When you
have mastered the form, a short tassel may be used, bul some movements will have
1o be altered slightly to allow for the tassel's motion.

The Sheath

Hangiao or jianke refers to the sheath of the jian. A good jiangiao will have a key that
can cject the jian automatically. Historically, the jlanqgiao was adorned with beautiful
and expensive ornamentation meant to display the wealth and position of the sword's
OWHET.

LENGTH, WEIGHT, AND BALANCE

The proper length, weight, and balance of the jian vary according to the stature of the
practitioner. The standard length of the jian is measured when the sword 15 held in
Janwo, or reversed holding position. In this position, your arm should extend down
along the side of your torso and the body of the jian should rest along the outside of
your arm with the tip pointing up. The tip of a standard-length jian held in fanwo
should be level with the top of your ear.

Many practitioners prefer their jian to be slightly longer than this standard. The
longer sword allows shen, yi, and qi to extend farther and helps develop jin, internal
force. The longer jian can also increase the efficiency of your practice and the sense
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of inner balance and comfort. Although a longer sword is more difficult for beginners
to control, it is generally recommended for advanced study. Most Taiji swords are
longer than regular Han,

Thezre is no standard weight for the jian; the proper weight depends on the feeling
the practitioner has when he holds the sword, and relative weights have advantages
and disadvantages. Heavy swords, for example, are particularly well suited to tech-
niques that involve chopping, pressing, or thrusting. Practitioners should select
swords that are comforiable to hold and that allow them to perform the widest range
of techniques with maxirnum ease and effectiveness.

Correct balance also depends on the practitioner’s judgment. A common indica-
tion of improper balance is the feeling that the 1ip of the sword is heavy. This situa-
tion is called zhuishou or “weighted hand,” and will quickly result in fatigue in the
wrist. If the sword is properly balanced, the tip will feel just slightly heavy when the
jian is held with a very relaxed hand. The center of balance will typically be no more
than ten centimeters in front of the hand shield, and you will feel as though the angle
of the sword can be adjusted with only slight pressure from the fingers. It is some-
times possible to modify the balance of the sword by replacing a light jlantan, the tas-
sel holder, with a heavier one; even more effective is replacing the handle, the jianba,
Attaining the proper balance will create an increased sense of comfort and control
when the jian is held and used.

Whatever the length, weight, and balance of the jian, you must feel comfortable
when you hold it. If the balance is correct and you practice with discipline, your skills
and gi can develop quickly. If the balance is not good, the smooth flow of gi will be

impeded. Years ago, it was common practice for Taiji Han masters and studenis 0 ¢

specify the desired length, weight, and balance of their swords, which were, as 2 rule,
made to order. Today, it is often difficult to find a good sword that is well matched to
the particular requirements of an individual practitioner. In your search for a good
jian, consider balance first, then length, and finally weight.
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swords are HOLDING POSITIONS

i learning the Taiji Jian form, it is very important o know how to hold the jian. I you

the feeling hold it correctly, you can wield it much more easily, powerfully, and nimbly. Using the

dvantages correct grip also allows qi to flow more stooothly and will have a positive influence on
d to tech ! the overall development of your skill. The Chinese word wo means to hold something in
uld select - your hand. The two basic hand positions for holding jlan are zhengwo and fanwo. In the
lestyange form which we will describe in Chapter 6, the jian is sometimes held in one hand and
: sometimes in the other. The description of grips provided in this section will indicate
m indica- f which hard the sword is held in. It is important to pay close attention to this varable,
his situa. |
ue m the Extended Holding Position
when the ¢ In this position, called zhengwo, the sword is held 1n a handshake grip and 18 extend-
no more ed away from the body (fig. 5). The “tiger mouth” of the hand {the area between thumb
the angle and index finger) is closed at the base of the hand shield (hushouy, and faces the tip

ig some-
1, the {as
e Jianba,

of the tian {jan jlan'er). The zhengwo position is the most frequently used in the
forrn, and has seven grip variations, explained in the next section.

Teontrol - Reversed Holding Position
' Called fanwo, i this position the hand shield is held in the palm of the hand. Use the
sfortable - thumb, yiddie, ring, and litde fingers 1o grasp the hand shield and put the mndex fin-
wr skills - ger on the handle. The blade of jian is held alongside the forearm and should stay in
1 will be touch with the elbow. The tiger mouth faces the tagsel holder (jlantan) of the sword.
dents to . When held in this position, the blade of the sword rests against the back of the forearm
sarule, tather than along the front. Figure 6 and figure 7 show botb sides of the reversed hold-
tched fo ing position. In traditional Chinese martial arts, regardless of the style or group. the
a good sword is always held m the left hand in the fanwo position at the beginning and end of

the form, Fanwo is alse used at several points in the middle of sore jian forms
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JEAN GRIPS

The seven jianba or “sword grips” used to hold the swotd in zhengwo position are
described m this section. The tech niques which most commonly use each of the grips
will also be indicated. A fuller description of all Taiji Jian techniques will be present-
ed in Chapter 5.

Palrm-up grip

I this grip, yinbe, the palin of the hand holding the sword is facing up while the blade  +
is herizonial (fig 8). The wrist can be flexible or firm, depending on which technique
is being used. The palm-up grip is commonly used to press down on or shde along
and push the opponent’s weapon, as well as to strike at the o pponent from the side or

to cut from side to side,

Palm-Down Grip

Yangha means the palm of the hand holding the sword is facing down {fig. 9}. The
blade of the sword is horizontal and, as with yinba, the wrist can be flexible or firm. &
Both may be used with the same techniques, but when the sword is held in the right
hand, applications with yangba are generally executed to the front or left of the body, &
while with yinba, they are executed to the right.

Thumb-Up Grip

in shunba the palm of the sword hand is facing to the left if the sword is held in the
vight hand or 1o the right if the sword is held in the left hand (fig. 10). In either case,
the thumb of the hand holding the jian is positioned above the handle. The upper
edge, shangren, which is always the edge on the thumb-side of the sword hand, is fac- 3
ing up. The lower edge, siaren, is facing down. The blade of the sword is vertical and

YT ATy L+ e e e
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the wrist must be very flexible so that the yian can be quickly changed without a loss
of conirol. Shunba is used 1 almost every technique, induding peointing. hitting,
chopping, cutting, blocking, stirring, and thrusting.

Thumb-Down Grip

In this grip, niba, the palm of the sword hand faces to the right if the sword is held
in the right hand and o the left 1if 1t is held i the left hand (fig. 1), In cither case,
the thumb of the hand holding the sword is positioned below the handle, Tnthis grip,
the upper edge faces down and the lower edge faces up, while the wrist 18 not
flexible. This grip i¢ often used with technigues that require the sword 1ip to be
pointed dowr,

Palm-Inward Grip

in netba, the palm of the sword hand faces inward, toward the body {fig. +2). Thag grip
s cormonly used when the sword must be raised 1o block a strike from above or to
thrust upward at an opponent.

Palm-Outward Grip

in this grip, waiba, the palim of the sword hand faces owtward, away fror the body (fig
13- Like neiba, the waiba grip 15 used to block or thrust upward o1 to raise the sword
tip to strike an opponent from above

Two-Handed Grip

In heba, both hands are used to bold the handle of the jian (fg. 14). The wrists should
not be Hexible. The purpose of this grip is to provide extra power when chopping or
thrusting techniques are used.

FLAN GRIPS » 43
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GENERAL GUIDELINES FOR HOLDING THE JIAN

Regardless of the grip used, there are general rules for holding the jian that should
always be followed. The first of these is to relax and maintain a feeling of “emptiness”
in the palm of your sword hand. Never hold the jian tightly, or i will be unable to
move freely to the sword tip, which will then never acquire concentrated power.

Second, the fingers of the hand that holds the sword must be nimble and flexible
at all times. To accomplish this, use only your thumb and middic finger to hold the
flan. The tips of these digits should touch so that they form a ring around the handle.
When correctly held in this manner {fig. 15}, the iian is said to be *wearing a bracelet.”
The other fingers should remain very flexible, always ready to grasp or release the han-
die of the jian.

The third general guideline for holding the jian is to keep the fingers of your
sword hand nimble so that your grip can be easily and quickly changed at any time.
Your thumb sheuld usually be on one side of the handle and your fingers on the
opposite side. Occasionally, however, the thumb and index finger may be placed on
the side of the hushou, the hand shicld (fig. 16), to lend more power and control 0
the movements.

There are several other variants of the most frequently used hand grips. If you want
to turn your hand over and let the palm face outward so that the tip of the jian points
down, for example, you need to release the tension in your index, ring, and little fin-

gers almost completely, holding the sword with just your thumb and middle finge! '

ffig. 17). If you want 1o raise the handle and point the tip down, using the neiba posk-
tion to make the base, the flangen, or midsection, zhongren, of the blade more pow:
erful, you need to relax your ring and little fingers and turn your wrist slighty (fig. 18-
Alternatively, if you want to raise the handle and point the tip down, using the shur
ba grip so that the tip becomes more powerful, you need to relax your index finger and
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move your b up on the handle of the sword while turning your wrist slightly

down {fig. 19}k

FINGER SWORD AND SWORD HELPER

Jianjue, also known as gijian o “finger sword.” and jfianfu, also kupown as
lingngzhangiue, or “sword helper,” are the two positions for the hand not holding the
jian. Most of the time when you practice. you hold the sword with only one hand, The
other hand should then be in either jlanjue or jianfa posion. The jlanjue position
adjusts or balances qi and adds direchon 1o the sword. The jtanfa position increases
the cantrel and leverage of the sword and also adds extra power.

Finger Sword

in the jiarjue position, the index and middie fingers of the hand not helding the jan
are thought of as fornmng a second sword. This “finger sword” acts as a balance for
the jian, which is held in the other hand. The jianjue position requires that your index
and middle fingers rernain straight while your thumb, ring, and litlle fingers are
dlosed to the center of your palm until the nails are almost hidden from view {fig. 20).
This posilion allows qi to flow smoothly through the fingers of the hand holding the
itan and then ouiward to the tp.

Jianjue is often a difficult and uncomfortable position for beginners to master. It
requires careful practice and atiention. Even some experienced practitioners do not form
iianjue correctly, This can result cither from the difficuity associated with rpaintaining
the correct position or from a lack of proper instruction. Information about jianjue has
been a guarded secret in some groups and so it has ot been widely taught. Nevertheless,
the finger sword is very important in fian practice. for it adjusis gi, bakances the jian, and
dovelops vi Most of the time, the panjue 15 placed behind the tassel holder, the Hantan,
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The index and middle fingers of the jlanjue sometimes remain in contact with the
jiantar o help adjust the angle of the sword so that the tip points in the correct direction

should it ever move along the jianren, the edges of the sword.

Sword Helper

The fanfa, or sword helper, position requires that your index and middie fingers
rernain straight while your thumb is bent and put behind your index finger. The ring
and fittle fingers should be bent so that their tips touch at the center of your palm {fig
24}. Although jianfa 1s very different from jianjue, failure to distinguish between these
two positions is a commen ¢rror. Unlike jlanjue, fianfa is used to provide additional
control and leverage, and is atways placed on the tassel holder, the jlantan, The index
and middle fingers wrap around one side of the jiantan and the thumb wraps around
the other. In thig position, the sword appears to be held by both hands but it is actu-
ally being held by only one hand and supporied by three fingers of the other. i the tip
of the sword needs 1o be moved downward or forward with extra power, you can use
the index and middle fingers to push the jiantan up (fig. 25). Alternatively, when you
want to move the thp upward or backward with additional force, you can use your
thumb to push the flantan down {fig. 26}.

When using the sword helper, your thumb, index, and middle fingers may be
placed on the jlantan at same time {fig. 27}, making it easy to control the movernent of
the sword tip in any direction. Be careful to distinguish this position from the two-
handed grip, heba, in which all the fingers of the second hand wrap around the han-
dle of the sword and hold it snugly against the palm. This grip is used for powerful
chopping or thrusting. Unlike heba, flanfa is used when the sword must be moved
nimbly and with agility, to make small, quick, and suddenly forceful blocks or thrusts.
Jianfa is the hand position you should be using most of the time.

46 » FUMDAMENTALS OF THE JIAN
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JIAN CIRCLES AND JIAN FLOWERS

fian circles, called jianguan, or fian flowers, jianhua {also known as wan fiankua, mak-
mg flowers), hvolves moving fhe jian in circles. The three basic configurations
which the jian can be moved are a point, a straght Hne, and a cirde. The most com-
mon of these is the circle. Circular movemnents allow the jlan to be manipulated in an
agile, sooth, and flexible marmer. Cirdes fucilitate transitions hetween all jlan tech-
niques and oceur at several different points throu ghout the form. You should carefully
and thoroughly practice jlan circles before you begin to learn the postures of the form.

Some of the most commen flanquan movements are front ardes, horizontal, or
averhead circles, and vertical, or side circles. Jlanquan can be large ot small, the size
depending upon the amount of internal force released by vour body, the part of the
body from which the internal force is released, and the size of your steps. H the inter-
nal force is released from your waist and your steps are large, you an make very big
crcles. 1 the smternal force is released from your wrist, you can make dircles so grrall
that they will be alrost invisible even to the most attentive observer. Side circles can
be made by using the internal force from your elbows and shoulders. {lanquan are
always combined in sequences and trace the outlines of an imaginary ball turning
around your body. 1t is said of flanquan that “Your hody follows your jian and your
jian makes circles to cover your body.”

The descriptions and illustrations below present only 2 few types and basic varia-
tions of jian circles, which are infinitely variable. When jian circles are used in fighting,
they need not be completely formed; rather, they can appear as arcs that flow seam-
lessly mto one apother. You should, however, feel as though you are drawing a set of
complete circles instead of just arcs. This will help you practice your movements and
focus your mind. When you practice circles and circle changing, the most inportant
point to keep in mind is that all your movements must be smooth,

JIAN CIRCLES AND JIAN FLOWERS » 47

S ——



\u
-
I
/
TN
S

-
\ — .
S
o

28 25, 30 31, 32

Practicing jian circles can help you develop your footwork and increase your coot
dination and integration, It can also improve your fighting techniques by increasing
your ability to conserve energy and gain good position, especially when using defense
skills. Additionally, it can increase the directness and efficiency of your attack skills.

The Basic fianguan Ball

The fianquan ball (fig. 28) is formed by circles in three planes: front circles, vertical cit-
cles, and horizontal circles. Janquan circles are based on the same principles as “ran-
dorn circles” in Taiji Quan. Bach of the three basic circles can be created in front of,
or 1o either side of the body. Taken together, the three planes in which circles can be
drawn allow jianquan to be changed in any direction. When the jian is held in your
right hand, a circle drawn in a counterclockwise direction is referred to as Zhengzhuan
or a “normal” circle; a circle drawn in a clockwise direction is referred to as nizhuan
or a “reversed” circle. If the jian is held i your left hand, a circle drawn in a clockwise
direction is a normal circle, while & circle drawn in a countercdlockwise direction is &
reversed circle. Jian circles can be linked together in many different combinations, but
every combination, regardless of complexity, is derived from the central notion of the
panguan ball.

i
z
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front Circles

Circles can be drawn in front of your body with the jian in either a clockwise or cout:
terclockwise direction. Front circles (fig. 29) are most cornmonly used in fighting.
espectally for attacks that are launched straight ahead. You should practice front cir-
cles to increase the speed and agility of your movements,

el

Vertical Circles
Clockwise and counterclockwise vertical circles (fig. 30} can be drawn by the jian o
either side of your body. These circles are always used to create smooth transitions - =

Tt
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i
. between attack and defense or defense and atack. Good foorwork is necessary for the
B effective use of vertical dircles w fighting situations.
e 1
? Horizontal Circles
: Horizontal circles {fig. 37) can be draws: by the jian over or in front of vour head. This
; kind of arrcle is always used as a transition between attack and defense or defense and
. attack. The ability to tum smoothly and quickly from your waist is an essential skill
- for the proper application of horizontal circles,
{
| Turnover Circles
d These arcles {fig. 32) are made by turing over your wrist or forearm. They allow the
o lian to change direction very qunckly and for this reason, are used in many jian tech
by THees,
Chain Circles
: This circle (fig. 33) is actually 3 scquence of cirdles drawn one by one, as inn a chain.
! Any of the yianquan arcdes can be arraved as & chain.
:
. Spiral Circles
Spirat circles {fig. 34) are very useful. When vou miove the jian backwards, vou should
ustally do so by making spiral circles that get progressively larger. This s
Hlustrated in the picture on the left. H you move the jian forward, you should do so by
making spiral circles that get progressively smaller. This is shown in the picture on
the right,
Changes in Size and Direction of Circles
fian ciucles may be changed i size, from large to small or from small to large (fg. 35).
Circles may be also be used to change the divection of the jlan (fig. 36, upward, down-
i
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ward, or to the left or tight. The circles of the jian should be made smoothly during
these iransitions.

Linking Circles

Changing from one kind of circle to another (fig. 37) can be accornplished in a variety
of ways. It is best to keep the chroular movements small when making these transi-
tions, especially if you are making several in quick succession. As with the random
circles of Taijl Quan, all transitions should be smooth and the combination of circles
should be inventive.

HOW TO CARRY AND PREPARE TO USE THE JIAN

Traditionally, there are several ways to carry the jian, depending upon your role and
situation. In the past, when people routinely walked long distances, jran were usually
carried on the backs of their owners. Generals, however, have always carried their Han
at the waist. Although this looks impressive and is fine for ceremonial purposes, it#s
rather impractical for combat, especially if the jian is Jong and must be unsheathed
quickly. o most practitioners find that simply carrying the jian in the hand is the
most practical way.

However, there are several rules for carrying the jian by hand correctly. If the jia
is sheathed, you should hold the sheath in your left hand. The left arm should be bent
so that the jiantan points up {fig. 38). The sheath should stay in touch with the inside
of your left forearm and should be held along the side of your torso.

When the jiat is held in this manner, it can be unsheathed quickly and used imme
diately. Simply grasp the jian with your right hand in zhengwo position o reove i
from its sheath {figs. 39, 40). However, when using the jian for any purpose, whethe!

practicing, fighting, or performing, the more common rule is always to start by hold-. _
ing the sheathed fian in your Jeft hand (fig. 47). Grasp the handle of the jlan with you g .~
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right hand {fig. 42}, and semove it from sts sheath {fig. 43). Put the sheath down {fig.
44). and transfer the jian to your left hand (fig. 45). This is also the correct posihon for
carrying the unsheathed pan. Once the jian ig unsheathed for any purpose, be careful
never 1o ket its edges touch vour hody,

Touse the jian, observe the following sequence of movements' First, use vour right
hand on the siantan to help vour left hand change (o the fanwo position ffig. 46). 1f the
jian has a tassel, you will need 1o use your middle finger to hold it for more control
{fig. 473 Then. lower your left arm down along the side of your torso (fig. 48}, so that
the jiantan points down and the jian tip points up. Maintam this position until vou
start to use the jan. 1M is said: “Always begin to use the jan from the reversed hold-
ing pegition in the left hand.”

Ahhaugh knowledge of how to carry and unsheathe the jian will not affect YoRIr
fraining, 101s mmporiant {or improving the overall quality of vour practice. It will add
to your respeci for the weapon and the traditions of training, 1t will alse increase vour
understanding of the details that comprise high-level skill. It is from knowledge such
as this that you will gradually gain a sense of the courage, honesty, and worthiness
that holding and using the jian can brmg. With attentive study, vespect for this noble
weapon will grow in your heart and your understanding of the art of Taii Jian will
deepen. Without proper knowledge of how to carry, unsheathe, and prepare the jian
for use, you will never be considered well educated and properly trained, regardless of
how adept you may become at the fian form.
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BASIC MOVEMENTS OF TAIJI JIAN

hile some of the basic movements of the Taiji Han form are similar to

those of the Talji Quan form, others are unique. Each basic jlan move-

ment can be combined with the techniques that will be described in the
next chapter, If you understand the basic movements and can combine them appro-
priately with the techniques, your Taijfi Han form will improve, If vou lack this under-
standing, you will develop habits that can interfere with your progress and make it
ncreasingly difficult for vou to improve your form.

Learning to perform the basic movements correctly is the first step in traditional
jian training, Such proficiency is crucial because it provides the foundation for all later
learning. Without it, high-level mastery is difficult, i not impossible to achieve.
Nevertheless, many people today do not devote nearly enough time and attention to
this essential stage of the training process.

Hach basic movement has #s own standard for correct execution. Until relatively
recently, these were kept secret by the groups who developed and practiced them.
Even within groups, these standards were often not clearly and directly explained to
students. Instead, movements were demonstrated by the master and then each stu-
dent was left 1o perfect them and to infer the standards for himself by diligent and
focused practice. In the traditional view, i you do not perform the basic movernents
of Taiji Jian form correctly, it will be assumed either that vou did not receive serious
training from your master or that you never had a real master at all.

PRINCIPLES OF BODY MOVEMENT

In the Taiji Jian form, the movernents of the body must always adhere to the bhasic
Taiji Quan principles expressed in what are called the Nine Key Points, Each of these
principles refers to a particular kind of movernent and focuses on a key acupoint &
pair of acupoints. To locate these acupoints, refer to the charts in the Appendixes.
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Relax the Shoulders

pelaxed shoulders, songgian, will help vou rebax your arms and allow your gia nd inter-
nal force to extend through your arms. I you cannot relax your shoulders, the mus-
cleg of vour arms and hands will ighten and you will be unable to move with strength
and fluidity, Your mind should be focused on the jinnjing acupoints of the shoulders.

Drop the Elbows

Dropping your clbows, zhuizhon, will allow your qi and internal force to extend o
gour hands. As a result, vour wrists will acquire greater powey and will move more
pimbly. Dropping your efbows will also increase the iutegration of your movements,
Your mind should be focused on the guchi acupoinis of the elbows.

Empty the Chest

To emply the chest, hanxiong, means o draw vour chest back slightly to create a feel
ing of hollowness on vour torso. This movement will cause your gi 1o sik sioothly
and eassiy dowy to dantian along renme. the acupuncture mevidian which is the cen-
terline on the front of your torso. 1t will also imaprove vour footwork. Focus your mind
on the key acupoir inzhong, which is on the center of vour chest.

Straighten the Back

You must always keep vour back straight. an action called babei. Never let it hunch for-
ward or sway backward, Proper ahgnment will help vour ¢f ascond smoeothly and eas-
ity along dumet, the acupuncture mersdian which 1s the centerline on the back of your
torso. When combined with the empiy chest, babel will allow your qi to move around
your body n 4 cirde, extending from vour head dows to your toes and back up sgain.
Thes circudar movernent of gi facilitates the release of mernal force and is the most
important clerment in vour hasic wternal training. You should {ocus on jiafi. the acu-
point located at the center of the back. 1o help vou align this part of your body.

Relox the Waist

Called songyuo. this 15 one of the most imporiant poinis because it involves your waist,
the centey of vour body and the locus of control for all movernents. 1f your waist is
ght, vou wall niot be able 1o relax any other part of vour body. Your qi will not be able
to rove smoothly through vour body, vour mtornal force will not be sustained, your
arms will not be fexible, and vour footwork will not be mmble. The key acupomts for
refaxing your waist ave the mingmen on the center of vour lower back and shengue on
your navel. You should alternate vour focus between these two points.

Draw in the Hips
Called chowkua, this means that when vou are about to take a step, you should feel as
though the hip that s above the unweighted leg {the Jeg which wall be moved) is being
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raised up and placed on top of the hip that is over the weighted leg. This will make ali :
your footwork quick, nimble, stable, and powerful. In choukua, the key acupoints are :
the huantigo on the hips. When you step, focus on the unweighted side, and then on
the othier, when it becomes the unweighted side.

Curve and Expand the Crotch

The inside of both your legs and crotch should curve and expand. These adjustments,
called guodang, will help your gi sink smoothly to your legs without becoming dissi %
pated. Guodang will also increase your root and the power in your legs. 1t will make
your whole body very nimble. The key acupoints for this are the yonglingguan points 1
on your knees. To curve and expand your crotch correctly, put your mind on these acw
points and make sure that each knee is aligned directly above the toes of the corre- ¢
sponding feot.

Tuck the Buttocks under the Lower Back
Lidun means to keep your lower spine straight so that your buttocks do not protrude.
‘this movement will allow your waist to remain relaxed and your shen 1o rise. The key
acupoint for Hutun is weilu, on the tailbone, Weilu should be aligned above an imag-
inary line drawn between vour heels.

o R R

Suspend the Head

Dingtouxuan means that you must always hold your head erect, as though it were sus-
pended from above. This is one of the most important points. If it is not followed,
none of the Taiji [ian movements, skills, or techmques can be effectively executed.
Correctly performed, dingtowaan will enhance the development of your shen, ¥, and
gl and will make your body alert and nimble. It will also adjust the balance of your
body and increase your ability to focus your mind on the scupoints. The key acupoiat ¢
for dingtouxuan is baihui, which is on top of the head. Imagine that you are using bai-
hui to hang your whole body up. Put your mind on this acupoint and make sure that  :
it is aligned directly above the huiyin acupoint, which is midway between the sexual |
organs and the anus.

PR

R

Additional Points to Note

There are three other important aspects of movernent that should always be observed
in the practice of Talji Han form. The first of these concerns the angle at which the
bedy is held. Several jian techniques require that the body lean in one direction of
another. Great care should be taken that when vour body does lean, the bathui point
and the huiyin point remain aligned. As long as these two points are aligned, your
form will be correct even if your body is leaning forward or back. If these two points
are not aligned, you will easily lose balance and power. A general tenet of Taiji forras
is that whenever the internal components are correct, the external movements are of
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relatively little frportance. For high-level masters who have perfected the use of the
iternal components, the external movemenis are always correct, even if they do not
conform exactly to standard configurabions.

The second aspect of body movement that must be observed for proper practice of
Faiff Jlan concermns the waist, In the flan form, the movemenis of the waist should be
larger than they are in the emptv-handed form. Because of this distinction, the jian
form provides an especially good opportunity to Increase your awareness of the move-
ments of vour waist. In all Taiji forms, the waist is the main locus of control {or all
body movements and It must always remain relaxed and nimble. When the waist
moves, be coreful to keep your hips as stationany as possible.

The third aspect of Taiji Jian that should be carefully studied is the movement of
the lower body. The Taiji Jan form indudes many postures in which the body must
wssume 4 crouched position. To master this position vou must practice diligenily to
develop a good sense of balance and to morease the strength of your legs.

HAND MOVEMENTS

Although the jian is held in one hand throughout most of Taij Nian form, it 18 imporiant
always 1o be aware of the other hand as well. Your attention should be evenly divided
between the two hands. The empty hand and the jian hand should always be svmmetri-
cal in movement and 1 your mind. Theve are, as described in Chapter 2, many differ-
ent hand positions that can be used to hold the jian. Despite the variety of grips, howev.
er, the basic Taifi imunction to remam relaxed at all tirmes applics to all hand positions.
Relaxing your hands allows jlan movements to be changed with agility, speed, and nim-
bieness. Relaang yowr hands allows g1 and the internal force to ow more easily to the
fian and thereby increases the power and quickness of sword movements.

The ability to enhance the flow of g1 to the tip of the jian is the most tmportant skill
i Talii jian and the hands are the most important part of the body for the develop-
rent of this ability. The free and smooth movement of ¢f depends as much on the
empty hand, whether held in ftanjue or jlanfa, as on the hand that holds the sword.
Attention 1o the empty hand will create a balance among the Taiji elements of g,
miternal force, yand, and movemeni.

Paying close attention to the empty hand will also prevent injuries that might be
caused by allowing 1t 1o move along the edges of the Hian or over the tip. You should

4lso be careful never o pass the an over vour head or around your body.

STANCES
A stance, or buxing, refers to the position of the feet and legs when a stationary pos-
fure is assumned. 1tis a very important aspect of Taji Han tralning. If vour stances are
ot correct, you will never achieve high-level skills and vou may injure yourselt. If
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your stances are correct, your rooting and balance will be improved. Proficiency in .'
assuming correct stances will increase your ability to relax, to enhance the flow of qi, ¢
to sense the internal Taill components, and to acquire good fighting skills. it is said
that when you stand in front of a master, he can tell immediately from your stance H

,,
el

what your Kungfu level is, : d
As with the basic movements, there are some aspects of Taiji Jian stances thatae IE
similar to those of Taiji Quan. In both forms, the distance between the feet i impor 5t
tant and the measure of distance is the length of the praciitioner’s foot. In the stan | I
dard stance, called zhenghu, both the distance between the heel of the front foot and |
the toes of the back foot and the horizontal distance between the feet are one foot % pt
length {fig. 1. In the wide stance, called yubu, the distance hetween the heel of the « fo
front foot and the toes of the back foot is half the length of the practitioner’s foot, © of
while the horizontal distarice between the feet is one-and-a-half footlengths (fig. 2). It Lt
the side stance, called hengkaibu, the feet ave paratlel to each other and the distance
between them is two-and-a-half foot-lengths (fig. 3}. IM
In most stances, all or most of the body's weight is borne by only one leg, The nam¢ o
of the stance often includes an indication of which leg bears the weight, A Teft bow ®1
stance, for example, is a bow stance in which the weight is borne by the left leg. In the Z;

case of the insubstantial stances, the lefi-right distinction can lead to sorne confusion ¢
A left insubstantial stance is one in which the weight is borne by the left leg; the right & Fos
leg is insubstantial. Careful attention to this point will help you avoid mistakes: | ’

e . In

Because the stance definitions in this chapter are not dependent on which leg bears s
the weight, the indication of “left” or “right” will not be used. the
fiach stance will be described in terms of traditional standards. These standasds ho

1

have been developed over the years to help practitioners learn the basic movemens

and skills of Taiji Jian. Once the Taiji Jian form has been well fearned and the skl § _ ;z;
mastered, the standards become unimportant and you can let ali your movements ¢ -
puided by your feelings rather than by a set of traditional conventions.

alw
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The standards also become less woportant in fighting situations, Generally, vour
stances should be smaller than the suadard specifications when vou are fighting
because smaller stances allow vou to move more nimbly. Nevertheless, 11 15 <4l iy
tant for you to be familiar with the proper standards even if vour goal 1 primarily to
develop fighting skills. Because knowledge of the standards is necessary for mastery of
he relevance of

Taifi Jan form, it is also fundamental to the training of flghbmg skills.
standards at different stages of vour Taijt ian pracuce and for different purposes applies
not only to stances but also 1o the step practice that will be described later,

The stances used 1n Faiji Han form are described and ilustrated in s section The
photographs show the body position for esch stance and the hne drs awings show the
foot posiions. In the latter illustrations, the white partof the outline indicates the part
of the foot that is nos touching the ground and the black part of the outline indicates
the part of the foot that 1s touching the ground.

Merging Stance

In bingbu. or merging stance, the feet are close and parallef and the weight of the bodv
is placed evenly on both Jegs {fig- 4). 111 this position, the feet ave said to be “merged.”
of closed Despite the oven weight distribution, vour mmd should be focused on oty
one leg at a time so that you do not becorme “double-w cighted.”

Following Stance

Ingenby, or following stance, the feet are ahmost mevged but actually the weight is on
just onie of the legs and onl ¥ the ball of the empty or non-werght-bearmg foot touches
the ground. There are two different followi g stances. In the back followng stance
kou genbu, the ball of the empty fooi is placed just behind the “full” or weighted foot
and usually the Jegs are stightly bent (f;g 53 4 the side following stence ez genbu. the
bl of the empty foot touches the ground beside the weighted foot and the | fegs are
always hent {fig. 6}
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Bow Stance
In gongbu, the bow stance, one leg is bent and bears the full weight of the body while ; 9
the other leg is straight and empty. There are four different bow stances: the standad i
bow stance, the wide bow stance, the side bow stance, and the dingba bow stance, in @
the standard bow stance, zheng gongbu, the front leg is bent and bears the full weight t2
of the body, the back leg is straight and empty, and the tocs of both feet point forward ! "
{fig. 7). The feet are placed one foot-length apart horizontally and one foot-length apart i
from front to back to form a standard distance stance. : i

The wide bow stance, yu gonghu, is the same as the standard bow stance except that
the feet are placed in the wide distance position, which is one-and-a-hall foot-lengths
apart horizontally and one-half footlength apart from front to back {fig. ). ;

In the side bow stance, ce gongbu, also calied the lay-down stance, pubu, the feetare &
parallel to each other and are placed two-and-a-half foot-Jengths apart to form a side
distance stance (fig. 9}, The full or weight-bearing leg is bent and the empty leg B
straight,

The dingha bow stance, or dingbabu, is a hybrid of the standard bow stance and the
side bow stance. The standard bow stance is taken first and then the front foot s
turned inward on the heel ninety degrees (fig. 10). The back foot is not moved. The
front leg is kept bent and bears the full weight of the body, while the back leg 18
straight and erapiy,
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Sitling Starnice

fa zrobu. or sithing stance, the back leg is bent and bears the full weight of the body,
while the front leg is slrarght and empty with the heel touching the ground and the
toes pomting upward. There are three different sitting stances: the standard sithng
stance, of zheng Tuobu. in which the distance between the two feet is the standard dis-
tance of one feotdength (fig. 1) the wide sitting stance, yu zuobu. in which the dis-
tance between the feet 55 the wide distance of one-and-a-half foot-lengths (fig. 12} and
the side sitting stance, ce suobu, in which the empty lep s extended to the side of the
fully weighted leg (fig 13).
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insubstantial Stance
in xubu. the insubstantial stance, one leg is bent and bears all or most of the body's
weight, The foot of this leg is flat on the ground. The other leg, which 15 catled the
“empty” or “insubstantial” leg, is also bent and carries little or none of the body's
weight. Only the ball or the toes of this foot touches the ground. In the xubu standce,
the usual weight differences between the legs arer one hundred-to-zexo percens
eighiy-to-twenty percent; seventy-to-thirty percent; or even aixty-to-foriy percent.
There are three xubu stances. [n the standard insubstantial stance, also called the
sitting insubstantial stance, zuo xuby, the empty leg is extended fromt of the body
{fig. 14}, In the side insubstantial stance, ce xulu, the empty leg is extended to the side
of the body and the knee and toes of this leg point out to the side (fig. 15} In the back
insubstantial stance, frou xubu, the empty leg is positioned behind the body (fig 16)
it is mmportant in the insubstantial stances always to keep the knee and anide of the
empty leg vertically aligned.
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Horse Stance

in mabu, the horse stance (more accurately, the riding-horse stance), also called zheng
mabu, the feet are parallel 1 each other and separated by two-and-a-half footlengths
10 form a side distance stance ffig. 171 Both legs are bent and each knee should be
directly above the toes of the corresponding foot. There are two different horse
stances. In the variation typically referred to as mabu, the weight is evenly divided
between the two legs. I the half-horse stance, called ban mabu, one foot points forward
and bears sixty percent of the budy’s weight, while the second foot points to the side {fig
18, In both horse stances. the mnd shoudd always be focused on only one leg.

Rest Stance

In xichu, or the rest stance, the legs are crossed and bent. The front foot is always
pointed away from the body and bears almost all of the body's welght. Only the ball of
the back foot touches the ground. The knee of the back leg should touch the back of
the front leg as though the back leg were resting on the front leg,

There are two different rest stances: the low rest stance, which is usually referred
to as xiebu, and the high rest stance {or twist stance}. known as ggo xiebu. in the low
rest stance, the body is in s squatting position and the body's full weight 1s usnally on
the front foot (fig. 19). 1n the high rest stance, the legs are only slightly bent and the
body’s weight is divided, but not evenly, between the two legs (fig. 20}.
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Cover Stance

It gaibu, the cover stance. the legs are crossed. The front foet 15 always pointed out I

ward from the body. Onc leg 1s bent and bears most of the body's weight, while the $

other leg is almost straight, Figure 21 shows gaibu with the front leg straght, while t

Figure 22 shows the stance with the back leg strarght. Unlike the variatons of other P

stances, the two different cover stances do not have se parate names. To add o the con- ?

fusion, the step that one takes to form gatbu stance is also called garbu. This step wil 1

be described later in the chapter, i
ti
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Single-Leg Stance

In dulibu, the singledeg stance, for obvious reasons sometimes called the balance
stance, one leg is raised off the ground and the full weight of the body is balanced on
the other leg. There are many different kinds of single-eg stance. The leg which sap-
ports the body can be straight or bent and the rawsed leg can be held in a variety of
positions {figs. 23-26}. Single-leg stances can be very helpful in developing an aware-
ness of internal force and an increased alabty to use this force skillfully. In general,
the balance stances are used more for the practice of Kungfu than for direct applica-
tion to fighting situations.
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STEPS

The term bufa refors to the movement of the feet or to footwork in general, which s
a very important part of Tali fian training. A traditional view holds that thirty percent
of Taiit fian skill is 1n the hands and seventy percent 15 in the feet. This difference
between the importance of step skills and that of hand sklls is especially marked s
fighiing

Footwork provides the foundation for all the other movements, If vour steps are nof
corvect and well executed, none of vour other movements will be adequate. Good foot
worl s a basic component of the ability 1o relax and o move with agility and stabili
ty. Tt care also improve your use of jan techniques and sirengthen your internal force.

The steps used in Taiji hun form are described and Hustraied in this section. The
photographs show the movement of steps and the line drawings show the route of the
feet for each movement. In these Hlustrations, the white, unshaded foot indicates the
position of the foot before a step 15 taken and the solid black foot indicates the fool
position either after a step has been taken or when it has never been moved. The
arrows mdacate the directions in which the feet are moving, The numerals indicate the
sequence i which the steps should be taken.
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Step Forword with the Buck Foot

Called shanghu, this is a step in which the back foot moves forward and 1s placed in
front of the fixed foot {fig. 27). As the back foot moves forward, it follows a curved path,
first being placed alongside the fixed foot and then moved forward to a position ahead
of the fixed foot. The distance between the two feet at the end of the step 15 either one
or one-and-a-half foot-lengths, depending on the kind of stance that is being formed.
Because shangbu is a big step, it 1s taken slightly more slowly than smaller steps and
is used only when vou need to move far forward.

Step Backward with the Front Foot

Chebu 1s a step in which the front foot moves back so that it is behind the fixed foot
{fie. 28). Again, the moving foot must follow a curved path, moving first alongside the
fixed foot and then to the front and side of the fixed foot. Like shangbu, chebu is a
large and slow step, used when you need to move back 4 long distance.
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Step Forward with the Front Fool ' Stey
Jinbu is 2 step in which the front foot moves further {orward, with the back foot usi Trii
ally just following (fig. 29}. 1t is a quick step that 1s used frequently and in situations st
that require you to move forward swiftly. : e
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Step Backward with the Back Foot

Tuibu 13 2 step in which the back foot moves further back. with the front foot usually
just followmg {fig. 30). Like jinbu, # is a quick step often used in situations that
require you to move back swifily,

O LS

uadiong
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Side Step
Henghkaibi is a step in which the left foot moves to the left while the night toot remains

stationary or the right foot moves to the right while the left foot remains siabonary |

az . - - - - )

{fic. 31). Hengkaibu is used very often for moving quickly to the sude. 3

E
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Buck insert Step and Sneak Step
Daochabu is a step in which one foot moves back and is inserted behind the other foot
ffig. 32). The first foot usually takes a halfstep back and is turned on ats heel so that
the toes of this foot point outward, The other foot moves straight back, commg to 2
rest behind the first foot, with only the ball of the foot touching the ground. This step
abways termmimates in a rest stance.

in daochabu, the step back is taken with the body facing forward. If the backward
step is taken to change the divection i which the body faces, the step is referred to as
touby, meaning “sneak step,” because the opponent does not know that it will lead to
a sudden turn. Daochabu is a fast and frequently used step for moving backward and
turning quickly to the side.
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Cover Step

Gaibu. ov cover step, is one in which the back foot moves forward. As it moves for-
ward and passes in front of the front foot, i turns outward and comes to rest along:
side the fixed foot (fig. 33). Having made the step, the foot is placed flat on the ground.
This step can resull in a rest stance. in which most of the body's weight 15 on only one
leg, or a cover stance, in which the body's weight is usually more evenly divided
between the two legs. Gaibu s a fast step and is used very often for moving forward
and for turning the body to the side quickly.
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Buckle Step

Koubu is a siep in which the back foot moves forward {fig. 34}. This foot touches the
ground heel first and then the toes tum in so that they face the toes of the other foot
and are closer to each other than the heels are. The knees should be close to each other
and may even touch. Koubu is a frequenily used and fast step for turning the body
imward.
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Swing Step

In baibu. the back foot moves forward, then swings to the outside and touches the
ground heel-first (fig. 35). The toes of this foot point outward so that the heels are at
right angles to each other. Baibu is a very commenly used fast step for tarning the
body outward,
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Pad Step

Dignbu is 2 half-step that sometimes has the appearance of a jurap, 1t is taken before
or rust after any one of the other steps (fig. 26) 1f, Tor exarnple, a step forward s taken
with the back foot, the from foot may take a half-step {forward just before the back foot
is moved, 1F the back foot steps next 1o the from foot, the front foot may take a halt
step forward fust as the back foot moves alongside. Dianbu does not involve either a
change m stance and or a shaft of weight. It is a common and quick step that 1z very
useful for the development of stimble footwork and for mamiaining vour posture ag
YOl OVE,
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INTEGRATION OF MOVEMENTS
AND INTERNAL COMPONENTS

The hands, eyes, body, and step are considered to be “outside,” or external COMpo-
nents of the Taiji Jian form, and they must be seamlessly coordinated. Shen, ¥i, g,
and irternal force are considered to be “inside,” or internal components, and they,
too, must be integrated. Taifi Jian training of the external and internal components
will lead to the development of “six integrations,” which vou will be able to feel more
clearly as your practice progresses. The internal components and external COmpo-
nents should be acquired and prachiced together so that they become coordinated and
integrated,

I ndegration training, the movement of the jian must be coordinated with the
moverments of your body, Your body's movements, in turn, should follow VOUL HIL oF
mternal force and your jin should follow your gi. With practice, jin and g1 will be able
to shift to any part of your body and move i any direction instantanesusiy. As infe-

gration increases, these two components will move around your bedy sroothly and
agitely as they follow vour mind. yi, and its focus pomts. Finally, yi follows shen, : f
which is the lead component in the entire sequence. ; the
When you begin your practice of the jian, you will be most aware of the outside | eac
movemenits of your body. These movements will become more smoethly coordinzted fiar
as your training continues. Gradually, vou will begin to feel the infernal components o
and these, too, will become stronger and more concentrated as your training progress- feve
5. As you become aware of each component, it 1s jeporiant that vou work to integraie :_ nigs
it with the others, The mtegration between external and internal components is one of ) g

the most important aspects of mternal Kungfu training and only by achieving this kind they
of integration will you be able to advance to a new and higher level of skill. :
Integration training is easy to describe but difficult to accomplish. 1t not only

depends on concentrated practice but also requires that you think deeply about the
fundamental principles of Taiji. You must be alert 1o every detail until all your move- | The
ments can be done with ease and naturalness and untl they seem simply to be fol- . bast.
lowing feelings that come directly from your heart. '_ the
prin.
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11 Taijt Jian skills consist of one or more basic techniques. Because some

of the basic techntiques are similar to those of other sivles, it is important

to keep Taiji principles in mmd during youx training. You should work on
the technigues separately until you have developed a thorough understanding of
each one. Thie kind of practice will help you become familiar with the details of all
pap movernents and will allow you to hold the sword more comfortably and use 1
more offectively. 1t will alse be of great benefit to you when you reach an advanced
tevel of study. Traditionally, masters required that students practice only one tech-
nique until it could be performed with a high degree of expertise. Sequential train-
ing of techniques makes It easter to undersiand Taiii J:an postures and to perform

therm well

THIRTEEN KEY TERMS

The docurnent known as The Thirteen Key Terms (Shisan Zhijue} describes the thirteen
basic principles and techniques of Taiii Jan. It provides explanations for how fo use
the jian and how to apply imternal force. fin. It yeminds practitioners that the Taiji
principles of using mind, vi. and mimmum force should always be carefully observed
in Taiji Jran practice and that the proper application of Taij Jian techniques depends
far more on accuracy than on {orce.

The thirteen classic jian techniques will be presented in this section, accompanied
by photographs and, in some cases. by references to Hustrations fror the nest chap-
ter, which depict applications of the techniques. I the photographs, please pay par
ticular atterrtion to the position of the sword. the direction of jian movements, and the
part of the jian used in each application.




t Move dlose to your opponent 2 Dodge to the left and raise sword 3 Make downward hit and
step forward

4 The upward hd {a) 5 The upward hit {b}

Hit

The Chinese word for hit, fi, means to strike 2 bell, throw a stone, or hit something
with a hammer. In the ji technique, the tip and front patt of the fian are used to attack
the opponent. In executing ji, the tip of the sword can be moved in one of three kinds
of curves. {n zhengji, the tip is moved in a downward curve and the jtan is held in shun-
ba, the thumb-up grip (fig. -3 and Chapter 6 fig 22.2.2). In fanji, the up is moved in
an upward curve and jian is held in niba, the thumb-down grip (fig. 4, 5, and Chapter
6 fig. 3.2.2). In cefi, the tip is moved From side-to-side and the jian is held in yinbg, the
palm-up grip or yangba, the palm-down grip (fig. 6-9 and Chapter 6 fig. 20.4.2).
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6 Step to the right and forward 7 Make a sideways hit right to left

Wt and
§ Siep to the lefl and forward g Make a sideways hut loft to right

1n all i variations, the internal force comes from and is released by the forearm. As
ng a result, the ji movement is not parncularly large or powerful but rather very quick.
ck You must practice letting the tip of the sword follow your shen, your spirit, so that any
ds k target on which you focus your gaze can be hit precisely and immediately. Ji is the
B most useful attack technique and is frequently applied.
in
cr
i
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10 Dodge and raise sword 11 Thrust downward 12 Focus the mind and wait
for an opening

r
zi
b
g:

£
13 Step forward and thrust upward 14 Focus the rmmd and wait 15 Step forward and thrust forwa?:% g W
for an opeming pres:
Thrust
(i, meaning to thrust, prick, or poke, is a frequently used technique. In this tech- tw
nique, the tip of jflan s thrust quickly and powerfully to attack the opponent. The he
thrust can be directed downward (fig. 1o, 11 and Chapter 6 17.1.2) or upward {fig. 12, 9 th
and Chapter 6 fig. 8.2.2), forward {fig. 14, 75 and Chapter & fig 27.4.2) or sideways (fig i’;

16, 17 and Chapter 6 fig. 20.1.2). The most important aspect of the technique is that .
the tip of jian always be moved in a straight line. If the line of attack is not straight, | a8
the sword is likely to bend or break.
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16 Focus the pind and wait 17 Step left and thrust sideways 1% Thrust with two-handed grip
for an opportunity

stfosef 10 With ywo-handed grip thrusy, 20 Thrust with honzontal blade 21 Fhrust with vertical blade
press sword downward shghtly

““““ e

The internal force for ¢i comes from the back and the legs. Some times jicha, the
che two-handed grip, is used to lend additional force (fig. 18 19}. The blade can be either
he | horizontal (fig. 20} or vertical (fig. 21} depending on the part of the opponent’s body
1 that is targeted. The attack must always be carefully directed at a particular part of the
fie. body. Because of the scope and power of the ¢i thrust, it is a difficult moverient to
qat 1 change once begun. If the target of the initial thrust is missed, the attacker is very vl
Bt nerable 1o counterattack. Consequently, it is essennal to alm carefully.
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22 Use the ridge to block 23 Follow opponent's weapon with 24 Use the ndge to block
cpponent’s weapon yours and step forward quickly opponent’s waapon

25 Follow opponent’s weapon vath 26 Turn hand over and use ridge to
yours and step forward quicky biock oppenent’s weapon to left block opponent’s weapon to nght

27 Ture hand over and use ndge

Block with the Ridge

(e means 1o use just the ridge of the sword, jlanii, to block the opponent’s weapon.
The jian can be moved in & curve or a straight line and the internal force should come
from the waist. The most important aspect of this technique is that the sword “stick
to” or follow the opponent’s weapon lightly, never with force. It is also important
never to use the edges of the jian to apply a block, which would reveal a basic Jack of
apprecigtion for the nature of the sword.

Ge, the most common sword technique for blocking an opponent’s weapon, has
two variations, each of which can be performed on either side of the body. In the
zhengge variation, the tip of the jian points up (fig. 22-2¢ and Chapter 6 fig. 11.2.2). In
fange, the tip points down (fig 26, 27 and Chapter 6 fig. 19.1.4).

The most important component of the ge technique is footwork. Your step must be
nimble so that you can dodge quickly. The jian is used primarily to provide cover for
the body; that is, its importance is not so much in blacking the attacking weapon s
in protecting the body as you dodge the attack and change position and momentum
to prepare for a counterattack.

Ge is a also dangerous technique because it can be effectively used only when the
opponent’s weapon strikes very close to your body. This makes timing the most diffi
cult aspect of the technique. As soon as the blade of your sword touches the oppo-
nent’s weapon, your movements and footwork must be nimble and quick so that your
jian can touch and closely follow the opponent’s weapon. This provides the time need-
ed to prepare your counterattack. Ge is a very typical Taifi Jian techuique and has tra-
ditionally been regarded as a measure of one’s Taiji Jian skill.

B0 « BASIC TECHNIQUES

ar
be

att.
R
toi

the
The
teg]
Har




Use nitlgeyy
o to rigiﬁ

......... s——

pon,
ome
sfick
tant
kof

has
the
in

28 Move sword upward 25 Move sword forward

10 Move sword downward 31 Move sword backward

12 Move sword forward

Wash

Xi literally means to wash, a frequently used jian technique m which the sword tip is
moved smoothly and continuously in alternating upward and downward cirdes
around the body, The movement of the tip should creste the impression that it is
being dipped nto water to be washed or that it 1s a sprinkling can scatiering water.
The i technique uses the ridge of the jian as well as the tip and can be used for both

ever, is to provide a smooth and nimble transition from one movement or techinique
to the next.

The internal force for xi comes from the legs and waist. The body is sald to “follow
the jian,” which means that the movement of the jorso follows or “chases” the Hantan.
This strengthens the gi and creates the smoothly flowing motion characieristic of the
technique. Practicing xi is very helpful for incressing the coordination between the
ilan and the movements of the body.
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33 Touch opponent’s wrist 34 Pull sword o the left to
with sword produce a horizontal cut

B
- directt

Drow

Chou means to pull, take out, or draw along. In the chou technique, the edge of the jian
is used to touch the opponent and is then pulled to create a cut {fig. 33, 3¢ and Chapter
6 fig. 10.4.2). Generally, this movement should be quick and produce a horizontal cut,
The internal force for chou comes from the body and should be released quickly. The
touch of the sword must be so light and nimble that the opponent is unaware of being
touched. The ensuing pull and cut must be made with speed and agility.
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;8 Meve sword with opponent’s 39 Use sword 1o touch opponent's 40 Draw edge of sword back in
weapen and lure him arm from the rght side direction of opponent’s movernent

< Move bp of sword in same 16 Move tip of sword to cut oppe- 37 Use the ridge of the sword 1o
1 45 opponent's movament  pent’s wrist in drection it 1 moving touch opponernt’s weapon

Take Bock

Dai means to take something back, without effort. It involves following or anticipat-
ing the opponent’s movernent and then causing him to fall in the direction of his own
movement. The dai technique, 1 which the Han {s moved straight back, can use either
the tip, ridge, or edge of the sword. There are three kinds of dai attack. The tip of the
jlan can be used o strike at the opponent’s wnst {fig 35 36 and Chapler & fig 4.2.2}.
Or, the ridge of the jlan can be used to “stick 107 the opponent’s weapon {fig. 37, 38
and Chapter 6 fig. 26.2.2). Thivdly, the edge of the jian can be used to cut the oppo-
nent’s body (fig. 39, 40, and Chapter 6 fig. 25.2.2). The internal force for dai comes
from the forearm and wnst. To apply this technique properly. the body must move
very nimbly.

Direction is the wost importam aspect of the dai technique. Applying dai in the
correct directron will make the technique more efficient and will reduce the amount
of force needed to complete the movement, To protect your body, try o keep your
sword positioned across your epponent’s weapon throughout the movement.

Ty also to use the expanding force, pengjin, when applying the dai techmque. This
will allow you 1o avoid the risk you create by vour initially feigning weakness to fure
your opponent inte using more force. Once the lure has worked and your opponent is
exerting excess force, it will be easy to defend against his attack. This technique exern-
plifies the classical Tap principle of “borrowing force from vour opponent.”
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41 Move sword under 42 Rasse sword with palmeoutward
opponent's weapon grip and cut opponent’s wiist

41 Dodge to left and move sword to 44 Raise sword with palm-nward
close opponent grip and cut opponent’s wrist

Raise

Ti means to raise or move up. In this technique, the tip of the jian Is turned over and
moved upward to cut the oppenent, usually on the wrist. The movement of the jisn
can be small or large and it miust always be quick and nimble. There are two va riations
of ti. When waiba, the patm-outward grip, is used, the ti technique is called zhengh
(fig. 47, 42 and Chapter 6 fig. 16.2.3). When neiba, the palm-inward grip, is used, the
i technique is called fanti (fig. 43, 44 and Chapter O fig 24.2.2). The internal force for
£ cornes from the arm and the bedy. Its effectiveness depends much more on its ace
racy than its power.
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45 Wat for opponent’s weapon 46 Use tip of sword to attack
to strike close oppornent’s wrist suddenly

Explode

Beng means to explode or burst. The beng techmque congists of an upward movement
of the sword tip {fig. 45 46 and Chapter 6 fig. 9.2.3). The movement should be sud-
den, quick, and sroall but also powerful. The internal force for beng comes from the
wrist and the foreanmn,

This technique is always used when the opponent’s weapon strikes very close.
Consequently, 1t is a dangerous move that requires a highly accurate sense of distance
and iming. Diligent raining is needed to use this technique effectively and to acquire
the necessary explosiveness.

THIRTEEN KEY TERMS = 85




50 Chop downward at slant 51 Block (o the ripht and press down

& R RO

47 Ralse sword up from the back 48 Chop straight down 40 Rase sword up from the by

and right side

handed grip

sz Chop down with twe-

Chop
Pimeans te chop. Tn the priechmque, the miuddle part of the sword edge is used to chop
powerfully down at the opponent. The internal force moves from the legs to the waist
and then to the back and arm. There are two pi vanations. In zhengpi, the chop is direct
ed straight down (fig. 47, 48 and Chapter 6 fig. 18.9.2). In xigpi, the chop slants down-
ward {fig. 49,50 and Chapter 6 fig, 18.6.2). Heba, the two-handed grip, is sometimes
used with p1to increase the power of the technique (fig. 51, 52 and Chapter 6 fig. 26.4.2)
Because pi involves a large movement, it is slower than muany of the other tech-
niques and is not often used. it requires excellent footwork and must be thoroughly
practiced if it is to be used comfortably and reliably.

86 « BASIC TECHNIQUES

we
di
th;




bap
Hst,

A7l
es

he
1y

53 Wait for opponent’s weapon 54 Point quickly to
to move close opponent's forearm

Point

Dign means to point, poke, or jab. In this technique, the sword Hp Is used to sirike
straight down, usually at one of the opponent’s acupomyis {fig. 53, 5¢ and Chapter 6
fig. 7.4.3). The movement of the jian should be small but sudden, powerful, and quick.
The internal force for dian comes only from the wrist; the sword arm does not need
to move.

Dian is a commonly used techuique. Hs goal is to cause the opponent to drop his
weapon as a result of the attack 1o the front part of his wrist. To achieve this end, the
dian strike must be very accurate and the jian must be held in a relaxed grip io insure
that the small movement of the sword will be agile as well as powerful.
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55 Touch opponent’s 86 Turn sword around 57 Unbalance opponent, pull aw
weapon from right opponent's weapor and circle sword back to attad

1

B
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8 Touch oppanent’s 5o Turn sword around 6¢ tinbalance opponent, pull au;;-%
weapon from feft opponent’s weapon and circle sword back to atiad |
4

%.

Stir

Jino means to stir or mix. In this technique, the jian is either held vertically and moved
in horizontal circles or is held horizontally and moved in vertical circles. In both cases,
the internal force comes from the waist and then moves through the forearm and the
wrist. There are two jiao vanations. In zhengjico, for example, the circle ss vertical and
the jian moves in a counterclockwise direction {fig 55-57 and Chapter & fig. 23.4.2).
In fanjino, also a vertical circle, the sword moves in a clockwise direction {fig. 58-60
and Chapter & fig. 23.2.2).

This technique requires powerful internal force and good integration of the exter-
nal and internal components. fdeally, when the han touches the opponent’s weapon,
the internal force should “shake his root,” thus causing him o lose balance and drop
his weapon. If the target is rssed, however, your own balance can be easily lost, 50
sensitivity is important for effective application of the technique. The jio ciicles
should be as small as possible, and intensive practice is necessary to achieve this.
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g1 Press opponent’s weapon down 62 Press opponent’s weapon down
with palm-down grip with palm-up grip

63 Press opponent’s weapon down 4 Press opponent’s weapon down
and left with thumb.up grip and rrght with two-handed grip

Press

Ya means to press down, In this technique, the opponent's weapon is pressed down
upon so that it is immobilized and can be brought under your control. The internal
force for ya comes from the whole body, making it 1 powerfud technigue. Either the
flanii, the ridge of the blade, or the jiangen, the root of blade, can be used.

There are three variations of this technique, Zhengya is a variation in which the sword
is held in yangba, the palm-down grip. and the ridge of the blade is used. The sword is
referred to as yangha flan (fig. 67 and Chapter 6 fig. 24.3.5). Fanya is a variation in which
the sword is held m yinba, the palm-up grip, and the ridge of the blade is used. The
sword is referred to as vinba jian (fig 62 and Chapter 6 fig. 20.3.2). I the third varia-
tion, called xigya, shunba, the thumb-up grip, or heba, the two-handed grip, is used fo
hold the sword and the root of the blade is used {fig. 63, 64 and Chapter ¢ fig. 8.1.2)

Ya is not a very comunon technique. When you use if, be careful not 10 hold the
position for a long time. Rather, change very quickly to another technique so that the
lempo of your movernents is not impeded. Although force from the whole body is
used in ya, it is important to maintain complete relaxation. Practice is needed to
insure that your hips stay relaxed and that your step remaing nimble,
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65 Dodge to the left and

66 Dodge to the right and 67 Step back and intercept el s

intercept upward witercept upward nic
ide

st

tol

Blo

fan

g

sn

: calle

68 Step forward and intercept 69 Dodge to the left and 7o Intercept side-to-side

downward intercept forward The
Ik

then

stror

Intercept with the Edge naj

Jie means to block, cut off, or intercept with the edge of the sword, the jianren. This
technigue usually involves dodging a frontal attack and then de ending againstthe | Peel
attack once it has reached the midway pomt. Because the edge of the jian is used, ths | Xiap
technique should never be apphed to block the opponent’s weapon but only to blotk § subtk
o cut his body, usually bus wrists or arms. The internal foree for jie comes fromthe ¥ point
waist and moves through the arm. - saro
Jie has four variations. In shangjie, the movement of the jlan is upward (fig. 6567 F  andtt
and Chapter 6 fig. 2.2.3). In xajie, the movement is downward {fig. 68 and Chapter - Ment
6 fig. 2.3.3). In hengjie, the moverment is forward {fig. 69 and Chapter 6 fig. 20.3.2) - thew
while in cejie, the movement is from side-to-side {fig. 70 and Chapter 6 fig. 25.2.2}, - thiste
hieis a common and useful technique. It requires that you watch very carefullyand  § . Xia
wait until your opponent has commitied to an attack, Then you must dodge the attack  §.0 orya -
and tnterrupt the flow of your opponent’s movements, To use jie successfully, both - B mon g
your mind and your step must be extremely nimble and your sense of timin i must be

very good. : ?ﬂf Li
f«mﬁ s
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COMBINED TECHNIQUES

: A}thm}g}} the thirteen basic jian techniques can be used individually, they are often
used in combination with each other. In these combipations, the individual tech-
pigues have beern so stnoothly and seamlessly joined that they are no longer separately
identifiable. The combined techniques described in this section are so cornmonly
used that they have been given their own names. All numbers below refer to figures
1o be found in Chapter 6.

Block and Cut at Midway

Lan means to block, stop, or break something off in the middie. ltisa cornbination of
ge, ¥4, and jie and is always used to block or stop the opponent’s attack hefore his force
s released. Sometimes, a side-to-side chopping movernent at mid-level can also be
called lan. Lan is a common and useful defensive technique (fig. 10.3.2}

Idesto-suda

Thrust and Cut Upward

T In tiao, the Hip of the sword is used to thrust, prick, or poke in ai the opponent and
then cut upward. Tt is a combination of ¢f and ti. Because itis a small but quick and
strong movement, this common and useful attack technique requires powerful mter-
nal force from the wrist and forearm {fig. 73.2.2).

1 T

nst the Peel Quickly

ed, thi Xigo means te peel or cut, and is a combination of fiao, dai, ya, and ji. itis a quick and

oblock §  eubtle technique rather than a powerful one. The goalisto find agapora vulnerable

am the point of the opponent’s movemnent and cut in towards the opponent. U sually the gap

is around the opponent’s weapon. In xiao, the sword moves first in a curve or circle

G-ty and then straight ahead (fig. 5.2.2). I is important that the two parts of the x1a0 move-

haptex ment be smoothly connected and combined. The internal force for xiao comes from

20.3.2}, the waist. The gianren, the sharp edges of the upper section of the sword, ate used in
7.2} this technigue.

ty and Xiao is always used following a defensive technique and is often combined with ge
attack or ya. The sword is usually used to cut in along your opponent’s weapon, but this con-

', both mon and adaptable technique can be used in many different ways.

ust be

Cut Lightly and Quickly

Liso means to sprimkle. This technique is a combination of ji, tiao, and xiao, and mvolves
a quick, smooth, small upward cut with the tip or front edge of the sword, In this tech-
nique, the jian is usually moved along the opponent’s weapon. There are two variations
of Hiao. In zhengliao, the sword is held in either yinba, the palm-up grip, or neiba, the
palm-inward grip (fig.22.2.2). In fanligo, the fian is held in either yangba, the palm-down
grip, or waiba, the palm-outward grip {fig. 22.6.2). Liao is not a powerful technique butit
is very effective for disturbing the opponent and interfering with his concentration.

i
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Hang

Gua means to hang something. This technigue is a combination of #, dian, lan, ang
dal. When using gua, you should think of your target as though it were a hook and
vour sword as though it were going to hang something on the hook (fig. 15.1.2). Gus
is not a very common technigue. To do it well. your {ootwork and the movements of
your body must be very nimble.

Cut Off

Zhan means to cut off. This technique is 2 combination of pi, jie, va, and {1, and uses
the edge of the sword. The movement must be quick and hard. Zhan is similar to pi
{chop) but the roovement of the sword in zhan is smaller, quicker, and more sudden,
There are two variations. In hengzhan, the jlan cuts horizontally (fig. 29.2.2), whilein
shuzhan, the cut is vertical (fig. 23.2.2). When executing zhan, 1wmagme that you are
veally about to cut sormething off. Although not 3 common technique, zhan 15 a very
uzeful one.

Point with the Tassel Holder

Tandian means to point, hit, or poke with jiantan, the tasse! holder. In this technigue,
the sword is held in the left hand with fanwo. the reversed holding position, and the
tassel holder is used to attack the opponent {fig. 1.17.2).

Block with the Handle
Jianbing lange means 1o use janbing, the handle of the sword, to block the opponent’s

attack. In this technique, jian should be held by the left hand in fanwo, the reversed
holding position {fig. 1.91.4).

Point with the Finger Sword

Juedian means to use jlanjue, the finger sword, to attack the opponent (fig. 2723
With intensive practice, this technique can increase the flow of qi to your fingertips.
Training in dignxue techniques, which involve attacking acupoints with your finges
will help you develop the ability to use juedian effectively.

HOW TO BRANDISH THE JIAN

To use the techniques and skills of Taiji Jian correctly you must understand the bast
rules for brandishing the jian and be able to apply these rules in your practice. If yof
sword movements are not guided by knowledge of these rules, it will be assumed that
you have never received serious training.

There are three basic movements that the jian can make. Tt can poing it @1 ?E
moved in a straight line; and it can follow a circular path. The pointing movement®
small and needs 1o be very precise. The tip must be made powerful by the povement
of qi from the sword hand through the entire jian to the tip, If the flow of g 18 €O%
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. plete, the Up can be used to attack any part of your opponent’s body accurately and
and b swifily. In fighting, the target should always be an acupoint.

and L The straight-line jlan movement is easy o execute but it must be done guickly. The
Gua gword should move directly forward as soon as you have an opportunity 1o attack, Keep
sof | your wrist siraight and let your internal force move to the tip of the jian in a straight

tine, If you cannot keep the jian straight, there will be a break in the flow of i and inter-
nal force. If you feel that the sword tip is too light and canmot be well controlled, your
wrist has become foo tight and is impeding the flow of gi to the tip of the jlan.

lses The circular movement of jian, called jlanguan, is used more frequently than the
spi } other two movements. As mentioned in Chapter 3, fianquan must be smooth, relaxed,
en. ¥ steady, and yet able to be quickly changed when necessary. Circular movemnents of the
tin fian promote the smooth flow of i throughout the body, In fighting, circular move-
are  §  ments allow you to change techniques easily and to follow the movements of your
ery epponent using only minimum force. You must use your sensitivity to anticipate the

intentions of your opponent and then follow his movernents with circular movements
of your sword. Be ready to change the direction of the circles quickly to gain and main-
tin contrel. To use circular movements skillfully, your body must remain flexible and
38, nimble and your footwork must be good. Circular movements are pervasive through-
e out the Taili Han form.

While sorne of the basic skills and techniques of Taiji Jian are subtle and agile, oth-
ers are powerful and sudden, How can such a wide array of requiremenis be mas-
tered? Relaxation is the key. This may sound like a simple solution but do not be
t's decetved. Learning how 10 relax from your feet to your legs, hips, waist, back, shoul-
ed } ders, elbows, wrists and finally to your hands, requires much careful study, If, from
your practice of ernpty-handed Taiji Quan, you have already learned how to relax, just
apply this ability 1o Taiji Hian. In Taifi Jian, you should pay particular attention to relax-
ing your shoulders and elbows and especially your hands. If you have not vet learned

il how 10 remain thoroughly relaxed in the empty-handed form, continue to practice dili-
5. gently. In Taji Quan form it is important to give special attention to relaxing your legs
5, and walst,

The wrist is one of the most important parts of the body for the practice of Taiji
fian. 1t must be nimble and powerful. The wrist determines your ability to control the
fian, If you cannot relax your wrist, gi will be blocked at that point and will not be able
0 reach the jian, which will then lose power and accuracy. When this occurs, the jian
¢ is said to have “flapped,” in Chinese, piao.

you know some dao {broadsword) skills, you should pay very close attention to
keeping these skills separate from those of the flan. The techniques for these two short
Weapons are similar in some respects but they should never be mixed. Although both
Weapons are short and look somewhat alike, their qualities and uses are very different.
Many dao moverments, like raising the dao over your head and passing ¥ around your
body, are never done with the jian. Because the jian 1s & double-edged weapon, it would
Be very easy to cut yourself if you tried to perform such dao movements. Also, unlike

o,

3
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the dao with its blunt edge that can be used for blocking, the jian should never be ugeg
to execute A hard block. In general, dao skills are more powerful, while jlan skills a
more subtle.

Three more important rules to keep in mind for your Taiji Jian practice are as fo.
lows. Jianjue, the finger sword, should never move past the jantan, or tassel holdey,
when both hands are dlese together on the handle of jlan. Jianjue should never he
moved along the jlanren, the edge of the sword, but should rerain behind the jlantan
most of the time. Finally, your body should atways follow the jiantan, which will cause
the tip of the sword to become powerful. Traditional advice states that one should “Bay
attention te the jlantan when practicing the flar.” It is thought that a person’s skil
tevel can be accurately judged simply by looking at the movements of his jiantan.

In brandishing the jian, you should feel that the sword and your body have been
joined into a single unit, Your whole body should be involved in every movement you
make. Your internal force should flow smoothly and continuously from your feet fo
the tip of the jian without any variation in speed.

In Taiji Jian as with all Tasji training, gi should move freely and comntinuously
through all parts of your body. Your waist should function as the locus of control for
all your movements. You should remain relaxed so that YOUL ynovements can be nine
ble, powerful and quickly changed when necessary. You should practice yi so that
wherever your mind focuses, the jflan can instanty follow. Finally, you should use
shen to lead the elements of mind, qi, internal force, and movernent. The ability to use

shen in this way will eventually allow vou 1o achieve a deep understanding of Tayi fian
and a high degree of skill,

94 « BASIC TECHNIQUES

T s T T

]

£ et

BT oW A pm ot 85 =T e

- %




his chapter presents the Wu style thirty-two posture Talji Han form. The pre-

sentation is very detailed so that readers of all levels will be able 1o benefit

from it. If you are a beginner, we suggest that you study the physical move-
ments first. Do not worry about the internal components or applications. Once you
have learned the physical movements well, you can address the other elements one by
one. This gradual process will make it easier for you to understand and master the
form. Take your time and you will do well.

BASIC INFORMATION

Taiji Jian forms have not had a long history. No Taiji Jian form had vet been devel-
oped when Master Yang Luchan taught Taiji Quan in Beijing in the mid-nineteenth
century. He taught only some basic sword skills and principles to his sons and st
dents and it was they who later developed the original Taiji Jian form. Today, many
different Taiji Jian forms are practiced but all are based on the same basic principles.

About the Traditional Sixty-four Posture {Long) Form

There are sixty-four postures in the traditional Wu style Taiji Han form that was devel.
eped by famous masters one hundred years ago in Beijing. At that time, many
renowned masters in Bedjing taught martial arts. Some of them, like Quan You, Liu
Dekuan, Ji Zixiu, and Chang Yuanting were good friends and practiced together,
always exchanging their ideas and skills. They worked together to recreate traditional
forms and to invent new ones. Then they taught these variations to their students. The
late Master Xu Yusheng founded a famous martial arts school, the Beiping {as Beifing
was then called} Physical Institute, and invited masters from different groups to teach
there, A wide variety of forms was taught at this school and many became popular.
When Master Quan You's son, Ai Shen, also well known as Wu Hanguan, taught Fath
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Quan at the school, Iie taught the sixty-four posture form created by his father and his Y
father’s friends. This variation of the form became popularly known as Wu style, W
W style Talfl Jian 1s a beawtiful and useful form that was made even more popu. ¢ al
far by Master Quan You's most famous disciple, Wang Maozhai, who was theleader ¢ %

of the largest Tair group in northern China at the time. Wang Maozhai founded the |
Betjing Tai Miao Taifi Quan Association and taught several thousand students. Inthe | €
next generation of this group, Master Yang Yuting was the foremost master. He g
passed on his skill to his senior pupil Wang Peisheng who also studied directly with ¢ 1f
Master Wang Maozhal, Today, Master Wang Peishang has become one of the mogt | Al

widely knowr and justly famous Wu siyle masters. He has published @ book and &
videotape of this traditional form. ¢ pe
The W style sixty-four posture form is complex and difficult. Many movernents 5 ap
require that the practitioner have very good basic Kungfu. Complete mastery requires l the
a great deal of practice and just to do the form from beginning to end takes abowt ; A
twenty minutes. Although this fan form is weil-suited to the needs of some peaple, ¥
many do not bave the time or interest for the prolonged practice that it requires, For [ 1
this reason, Master Wang decided to create a short form that most people could study ? ?EE
easily. His main goals in developing this form were: to make the form shorter {only . o
five to seven minutes); to remove some of the complex and difficult postures while § %

retaining all the basic features of the form; and to make the form accessible to peanle

: . . . - ve
for use as a martial art as well as an an aid to meditation and health, The Snal form, P

designed under the instruction of Master Wa ng, has thirty-two postures and canbeof | ™
benefit to almost everyone. -
. tec
About the Thirty-two Posture (Short) Form e
The thirty-two posture Taiji Jian form is comprised of one hundred forty-four move- ];{n*
ments. The first and last postures, called “Preparation” and “Return to Original 1 ¢
Position.” include a total of four additional movements, but these postures are not S
technically considered part of the form. -, A
This chapter presents detailed and ilfustrated descriptions of the movements for each ! ée;.
posture. The descriptions include gdelines for enhancing shen and yi by describi‘ﬂg» the
respectively, where your eyes should look during each movement and where your mind e
should be focused. This, in turm, will help you develop qi and internal force. In addition, inte
descriptions of the internal feelings that should be experienced as the movements are .

executed and information about how o correct mistakes are ghven.

As with Taiji Quan, the Taifi Jian form should be practiced smoothly and as a coft -
tinuous whole in order to allow for the full expression of shex, yi, and qi. Because of theit -
difficulty, however, jian techniques sometimes result in an interruption of the smooth
flow of the external movements and in these instances, the internal components of she
y1, and qi must provide continuity so that no internal interruptions occur. The innet
experience of the practitioner must always be of each movement flowing smoothly 10
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' the next 50 that the whole form is like one complete movement, The points in the form
where special care must be taken to insure that even the external movements are
sheolutely continuous will be indicated in the “Movernents” sections by phrases such as

* «p 2 continuous motion” or “continuing from the previous movement.”

Acupunciure points are frequently mentioned in the description of “key points™ for
each movement. Such acupoint information will help you develop internal feeling and
gi by indicating where you should focus your mind as you perform each movement.
if you are pot familiar with acupoints, please refer to the acupoint location charts in
Appendixes.

To help you deepen your understanding of the jian form, the description of each
posture also includes information about how the movements of that posture can be
applied. Becanse apphed movements often differ from the standards prescribed for
these same movernents when they are practiced in the form, the descriptions in the
“Application” sections may be different from the information provided in the
“Movements” sections. Specifically, applied movements ave usually smaller than the
movernents of the form and the steps or stances of applied movernents are offen sim-
pler and more quickly done than those of the form. (So that these may be clearly dis-
tinguished, some photographs which show the applications are taken at different
angles from the photographs which show the movernents of same posture.)

Despite these differences, the expectation is that the more diligently and carefully you
practice the movements of the form, the more easily and effectively you will be able to
execute jian movements in fighting situations, It should always be rernembered that
successful application depends more on your internal Kungfu than on your movement
techniques. Because Taiji Jian is an internal skill, successful application depends on how
well you use the mternal components shen, i, and gi and the composite component
pnshen. Even movements that are outwardly the same will generate different techniques
if the configurations of internal components associated with the movements differ.

fn the “Application” section for each movement, particular techuiques or combi-
nations of techmques, as described in Chapter s, are presented. Although the
“Application” sections discuss examnples of how the basic techniques are used 1o
defend against different weapons, do not assume that the techniques are Hmited 1o
the described purposes. Fach technique can be used in many ways. Remember that
the proper use of all techniques requires close attention to basic principles and to the
internal components.

tmportant principles for the application of Taiji Hian techniques in fighting will be
discussed i detail in Chapier 8. Briefly surnmarized here, Taiii Han can be used to
defend against any kind of weapon, Techniques vary, however, in the degree to which
they are effective against different weapons. In the Wu style thirty-two posture form,
some techniques are designed for use against long weapons, like the giang {spear} of

gun (staff), and others are designed for use against short weapons, like the dao
(broadsword) or jian.
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Because spear attacks are usually made in a straight line and because they consist of
movements that are quick and changeable, you should try to dodge the forward thrust
of the spear and direct your defense 1o the middle part of the weapon, as close as pos-
sible to your opponent’s front hand, In defending against a staff attack, try to find an
opportunity to move close to your opponent's bady. While a staff 1s very powerful at ity
front end, its thrust i3 not quickly or easily changed. The relative sluggishness of this
weapon will give you an advantage i you can avoid the forward attack and with a ready
jtan move past the front end of the staff towards your opponent. By contrast, the dag,
or broadsword, is a quick and powerful weapon. You should never block it directly with
the flan but rather try to cut off its root, that is, attack the arm which helds the dao.
Finally, the use of the jian to defend against a jian is very interesting and knowledge of
this aspect of flan training will deepen your appreciation and respect for the weapon,

According to Chinese tradition, idioms and special phrases are always used to name
the postures and movements of a form. Unfortunately, these idioms and phrases are
often difficultto translate. In this book, the meanings of the original words for the pos-
ture names have been used, even though at times this may make the posture titles
somewhat difficult to comprehend. For the movement names, descriptions of the £ 2,
movernents have been used rather than translations of the Chinese characters that
comprise the original titles. As a result, the movement names may sometires differ
from traditional designations.

DESCRIPTIONS AND ILLUSTRATIONS OF THE FORM

The following section presents detailed descriptions and photographs of the entie
thirty-two-part form. So that all movements can be seen clearly, some were shot at dif
ferent angles. These photographs will be labeled with the same number but will have
an additional, letier designation, {a) indicating the “standard” view {as other photosit | 4.
the series), and (b} indicating a shot from another angle. The thirty-two posture Fajil |
Hian form includes one hundred forty-four movernents, The names of all postures and
movements are listed below for easy reference.

5. B
PREPARATION (yubei shi) _
Take sword in left hand and quiet the mind
Merge steps and hold sword along outside of left arm 6
WP

1. COMMENCING FORM {gi shi}
1.1 lrwmortal points direction
12 Hold seven stars -
1.3 Press and strike while in bow stance k. -2
1.4 Point and prick with right jlanjue ;
1.5 Horizontal block in bow stance
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1.6 Wait to fight in sitting stance

1.7 Horizontal block in sitting stance

1.8 Press forward in bow siance

1.9 Turn back sword in sitting stance

110 Point to neck or eye with right jlanjue

111 Low block in insubstantial stance

112 Point right fianjue to armpit in bow stance
113 Block up to the left and down to the right
114 Point to armpit with jlantan

115 Block up to the nght and down to the left
116  Point to armpit with right jlanjue

117 Stretch arm and point with jiantan

118 Spread arms and assume side bow stance
119 Make a closed dircle with arms

1.20 Change sword from left hand to right hand

2. SPREAD-EAGLED SWORD PASSES BY SEVEN STARS (fenjian gixing)
21 Spread arms cutward
2.2 Raise sword to block up and assume bow stance
23 Block down while taking a back insert step
2.4 Pull sword from side to side and assume balance stance

3. STEP FORWARD AND SHELTER KNEE {jinbu zhexi)
33 Low block backward while in sitting stance
3.2 Turn sword over and strike up while in bow stance

4. TIGER CROUCHES AT THE FRONT DOOR {wohu dangmen}
41 Raise body forward and block wrist
4.2 Hold sword horizontally and assume insubstantial stance

5 BOATMAN ROWS A SCULL {shaogong yaolu)
5.1 Turn around and block back with sword
5.2 Raise body forward and cut up

6. PUSH A BOAT WITH THE TIDE {shunshui tuizhou)
6.1 Sink down with sword and assume rest stance
6.2 Step forward and thrust at side of chest

/- PAINT A RED DOT BETWEEN THE EYEBROWS (meizhong dianchi)
71 Relax crotch and block up
72 Cut attacker's wrist while in sitting stance
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7.3 Pursue and strike while in bow stance
7.4 Step forward and point to xuanguan

8. THRUST SWORD IN THE OPPOSITE DIRECTION (1 lin jian)
&1 Sink body down with sword and step forward
8.2 Thrust straight ahead with sword while in bow stance

9. TURN BACK WHILE PRICKING LIGHTLY up (huishen dian)
9.1 Turn back and hide sword
9.2 Step forward and point at attacker's wrist

10. PEI GONG CHOPS A SNAKE (Pei Gong zhanshe)
10,1 Block up with sword and make back insert step
10.2 Step back and make a horizontal circle with sword
10,3 Step forward and cut attacker’s wassi
10.4 Pull sword back while in insubstantial stance

11. BRUSH DUST IN THE BREEZE (yingfeng danchen)

11,7 Make a closed circle with arms and assume insubstantial stance
1.2 Hold sword vertically and assume rest stance

1.3 Raise sword and assume sitting stance

1.4 Thrust straight ahead and assume bow stance

11.5  Make 2 closed circle with arms and assume insubstantial stance
1.6 Hold sword vertically and assume rest stance

117 Raise sword and assume sitting stance

1.8 Thrust straight ahead and assume bow stance

12. DRAGONFLY SKIMS THE WATER {gingting dianshui)
12.1  Turn to the left and use sword to block back
12.2  Point at the ankle

13. WASP FLIES THROUGH A HoLE (huangfeng rudong)
131 Thrust to the leg
13.2 Hold sword vertically and assume insubstantial stance

14. $COOP THE MOON FROM THE OCEAN DEPTHS (haidi laoyue)
143 Block up and take cover step
4.2 Turn to the right and pull sword
14.3 Raise a flag
14.4 Tree rools twine around each other
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' ;;}um AROUND AND HANG A GOLDEN BELL {daogua jinling)
51 Tum around and block left side and back
5.2 Merge steps and block down

16, KUI XING RAISES HIS BRUSH {Kui Xing tibi)
161 Turn around and block side to side
162 Raise sword and assume single leg stance

17. THRUST SWORD DOWNWARD (zhidang jian)
7.1 Put foot and sword down
17.2  Unicorn exploration

18, STEP BACK WiTH THREE REVERSE HITS (tuibu livoyin sanjian}
181 Raise sword and turn it over while assuming bow stance
18.2 Turn and pont sword back
183 Chop forward and assume bow stance
8.4 Turn sword over and strike back while taking cover step
8.5 Raise sword and assume nsubstantial stance
18.6 Chop forward and assume bow stance
187 Tum sword over and strike back while taking cover step
8.8 Raise sword and assume insubstantial stance
18.g Chop forward and assume bow stance
1810 Raise knee and push sword
1801 Straighien body and thrust forward with sword
1332 Turm sword over and strike hack while in bow stance

19. CAPTURE A LEGENDARY TURTLE IN THE OCEAN DEPTHS (haidi gin'ao)
19.1 Block down while taking a back ingert step
15.2 Raise and straighten waist and move sword up
19.3 Raise knee and push sword
19.4 Turn back and sirike down

20. GODDESS SPREADS FLOWERS (Shen Niu sanhua)
201 Hold sword horizontally and assume rest stance
20.2 Block arm and assume insubstantial stance
203 Lower sword and assume side bow stance
2.4 Strike knee while taking back insert step

21 PICK UP STARS WITH AN UNERRING HAND (migoshou zuixing)
211 Turn hand over to pick up star
2.2 Step forward and thrust straight ahead with swerd
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22. RAISE WHIP AND ATTACK WRIST {tibian liaowan)
221 Raise whip back and assume insubstantial stance
22.2 Chop back while taking pad step
22,3 Cut upward at attacker’s wrist and assume bow stance
22.4 Raise whip back and assume insubstantial stance .
22.5 Chop back while taking pad step - 28
22.6 Cut upward at attacker’s wrist and assume bow stance

23. BLACK DRAGON STIRS IT$ TAIL {canglong jiaowei)

4
23.1  Look back at the tail '
23.2 Step back and strike forward g
23.3 Look back at the tail P49
23.4 Step back and strike forward f
23.5 Look back at the tail
23.6 Step back and sirike forward
23.7 Look back at the tail
23.8 Step back and sirike forward
30. 8
24. JUMP OVER A RAVINE TO BLOCK AND INTERCEPT (tagjian jielan)
247 Tuen back and block down
24.2 Raise knee and block outside
24.3 Chop and block with jump step 3n-a
24.4 Block down and reverse hit using cover step :
25. FISH LYING AT THE BOTTOM OF A POND (ZUOYOU Woyl) "
25.1 Raise the body and block up :
25.2 Wave whip and take a back insert step 3
253 White crane spreads wings 3
25.4 Swallow settles down on duckweed ;
26. TURN AROUND AND CHOP THE FACE {zuoyou fanshen pimian) 32 e
261 Turn sword over and cut up while assuming bow stance . _
26.2 Feign escape and pull sword back 3:
26.3 Turn around and raise knee
26.4 Assume bow stance and chop at face
26.5 Feign loss and take sword back
26.6 Turn around and chop at face
. . Hy
27. WHITE SNAKE FLICKS 178 TONGUE {baishe tuxin) Ac

27.1 Take sword back and assume sitting stance
27.2 Thrust sword upward
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27.3 Take sword back and assume sitting stance
27.4 Thrust sword forward

275 Take sword back and assume sitting stance
27.6 Thrust sword down

28. Lt GUANG SHOOTS A STONE (Li Guang sheshi)

2831 Make a back insert step and lower sword
282 Turn around and strike back

28.3 Raise knee and hide tip of sword

28.4 Hold bow and arrow

29. HOLD THE MOON IN YOUR ARMS (baoyue shi)

29.1 Move sword around and thrust forward while in bow stance
zg.2 Turn and make a horizontal circle

23.3 Block side to side while taking a step forward

20.4 Circle block and cut to waist

30. SINGLE WHIP (danbian shi)

30.1 Step back and sweep sword to the left
30.2 Turn around and sweep sweord back

31. GOLDEN COMPASS POINTS SOUTH (jinzhen zhinan)

311 Encircle arms

312 Change hand that holds sword

313 Turn left and point to the sky

314 Hold sword and block horizontally

315 Block down as if to draw a line on the earth

316 Stretch arm and point forward while in bow stance
31.7 Turn around and poke from side to side

318 Strike with handle while in bow stance

32. MERGE STEPS AND CLOSE THE FORM (hinbu guiyuan)

32.1 Merge hards and feet

322 Push up with jianjue finger

32.3 Right hand stretches to the right
32.4 Lower right jlanjue

RETURN TO ORIGINAL POSITION (huan yuanshi)

Hold sword in left hand
Adjust breath and relax whole body
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PREPARATION

Before practicing the form, you should prepare yourself by adjusting your breath and
mind and by orienting your bedy in a direction that will be the beginning and ending
position of your form practice. The direction you face when you begin and end is always
considered to be “south” regardless of its relationship to the actual compass point. This
convention will help you remember the relationship among the movements of the
form and is also usefud for practicing Bagua positions, which are oriented in eight dit
ferent directions. Finally, you should be sure that you are holding the sword propetly.

Take sword in left hand and quiet the mind

Movements Face “south” and stand erect. Keep your feet parallel and close together.
Bend your left elbow slightly and hold the hushou, hand shield, of the sword in your
feft hand. The jiantan, the fassel holder, should point up and be level with your chest
Keep your right arm relaxed and let it rest along the right side of your torso {fig.7):

Internal Components  Keep your whole body relaxed and look straight ahead but “’SEE
nothing,” that is, do not let your eyes rest on any particular object. Keep your mind
quiet and untroubled. Breathe deeply and smoothly. This will help gi sink down

dantian (between the navel and mingmen point, which is on center of the lower back-

Key Points This movement should create a sense of comfort and relaxation through’
out your whole body and in your mind. It is the standard position for carying e g

sword before and after practice.
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Merge steps and hold sword along outside of left arm

Moverents Keep your body erect. Use your right hand to help the left hand hold the
eword with fanwo, the reversed holding position (fig. 2}, Then put both arms down
dong the sides of your torso. Holding the sword with vour left hand, turn it so that
fiantan points toward the earth. The jlanran, the edges of the sword, should face north
and south. Keep the body of the sword resting along the outside of your left arm and
in touch with vour left efbow. Let your right hand form the flanjue, finger sword, and
then point the jianjue down {fig. 3).

internal Components  Keep looking forward. Your mind should be alert and concen-
trated but still relaxed and quiet. Feel gt extend throughout your body.

Key Points  Before starting to move, establish a sense of physical and mental relax-
ation. Maintain a feeling of readiness to fight and at the same time a sense of medi-
tative calm. Let your breathing become smooth, deep, and slow. Try to be neither too
excited nor too relaxed.

Application Imagine that you are surrounded by many people who want 1o attack you.
You tmust concentrate your attention in every direction and be ready to fight at any
moment. Internally, though, you must remain quiet, receptive, and comfortable.
Focus your mind on the yuzhen acupoint {on the back of the head). This will cause
you to be very watchful and able to change direction quickly.
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.3
This is the beginning posture. 1t is traditional to start one’s practice by holding theswod |
in the left hand and in a reversed holding position, a stance called “modestly declining” 1
This position signifies that you are a gentle, well-mannered person and 2 highlevelprac §
fitioner who would never initiate fighting, Tt indicates that you respect everyone, includ-
ing your opponents, and that you will not use the blade of your sword for attack until you h
have been attacked more than three times by an adversary. The beginning posture pro h
vides practice in using the jiantan and forming jlanjue. After this posture. you Dbegin f
using the sword to apply Taiji jian skills and techniques. : fl
3
1.1 Immortal poinis direction . In
Movernents Relax your left shoulder and drop your left elbow. At the same time, push '_ - W
your right hand down slightly and point the right jlanjue forward {fig. 1.1.1). Thesemov® ¢ ¥e
ments will cause both knees to relax and bend, and your whole body to sink dowth = 1 &
your body sinks, raise your left hand and hold the jiantan in front of your bodyandopp® £ K
site your nose. Point the jiantan up and slightly to the right and forward {fig. 112 o
&

tnternal Components Look forward and concentrate. Your mind should be quiet and
alert and focused on your right hand. Feel qi extend through your left arm to the
jtartan,

Key Points Keep your body evect, with both knees touching each other at the ¥

lingquan acupoint {inside of the knees}. Your weight should start to shift to the right
Feel as though your left foot wants to take a large step and the right Hanjue wants ¥
rmove up and forward. Keep your abdomen pulled slightly back but feel as though your
whole body wants to move forward. ’




1.2.3

Application  1f the opponent attacks you from above, move your body down slightly
and use the jlanian to attack his right wrist, armpit, or ribs {fig. 1.7.3). Here, the basic
technique is dianchuo, a pricking point, with the jiantan,

1.z Hold seven stars

Movements  Shift your weight to your right leg and at the same time move your right
hand up until the right jlanjue is touching the inside of your left elbow ffig. 1.2.1). Step
forward with your left foot, using a standard step and let your left heel touch the
ground while the toes of your left foot point to the sky. This forms a right sitting
stance {fig. 1.2.2}.

Internal Components  Keep looking forward and concentrate. Focus your mind on your
right elbow, Feel as though yvour body wants to move down and forward and as though
your left elbow is sinking and the jiantan wants to move up. Feel the gi moving from
the dantian 1o the jlantan in a steady stream.

Key Points  Keep your body erect. The right jianjue should touch the quechi point on
your left elbow. Inside, your body should feel as though it is sinking further down and
Causing increasingly powerful internal force to go to the jiantan.

Application This is a continuation of the last movement and results in the Rantan
becomning more powerful (fig. 1.2.3).
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1.3 Press and strike while in bow stance

Movements  Shift your weight forward and turm your left foot o the right (west), mak-
ing a left bow stance. At the same time, move your left hand down until the jiantan
and your left elbow are in a horizontal line, and move the right hanjue up and then
forward along the inside of your lefi forearm until both wrists cross. Turn your head
to the right and face west {fig. 131, 2.

internal Components  Look from south to southwest and then to the west. Focus your
riind on toving your body to the left and then forward. Feel qi extending fully
throughout your left arm.

Key Points During the weight shifls, vour left foot should turn by pivoting on the left
heel. When your weight has shifted fully to your left leg, your left foot should point
west. At this point, your tailbone should be directly above your left heel and your torso
should be erect. Keep the sword on the outside of your left forearm and feel your
internal force pushing to the south.

Application When the opponent atiacks from above, you can step to his right side and
use the jlantan 1o attack the side of his body. Also, you can use your left forearm fo
press against him and push him {fig. 1.3.3).
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1.4 Point and prick with right jianjue

Movements Continuing without interruption from the last movement, move the right
jlanjue toward the west until your night wrist touches the jiantan, At the same time,
relax your right hip and knee and adjust your right foot, letting the heel touch the
ground while the toes of your right foot point to the sky. This forms @ standard left
sitting stance (fig. 1.4.1},

internal Components  Keep looking west and focus your mind first on mingmen acu-

point {at the center of the Jower back) and then on vour right hand. Feel ¢i extend to
the right fianjue.

Key Points Your body should move slightly forward and then tum to the right in a
continuous movement. Your right shoulder should relax and your right elbow should
drop down. This will cause the right jianjue to gain power as it points to the west, You
should feel as though your left forearm is pushing to the south.

Application  After using the jiantan to attack your opponent’s ri ght side, vou can use
the right jlanjue in a continuous movement 1o attack his neck or eye (fig. 14.2).
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1.5 Horizontal block in bow stance

Moverments  Shift your weight forward to make a right bow stance. Af the same thne,
move your left arm so that it is horizontal and at chest level and then push it forward.
Keep the sword in front of your left forearm and in touch with your arm, The right
laniue should point to the west {fig. 1.5.1).

fnternal Components  Look 1o the west and focus your mind on your left elbow. Feel
gi extending fully throughout your arms, This will cause your arms and the sword ©
become powerful. Then change your mental focus to the jiaji point (at the center of
the backy.

Key Points  Be careful not 1o let your body lean forward. Feel as though your body

sinking down and becoming stable. Keep vour left leg very numble.

Application  When the opponent is very close to vou, you can use the right jlanjue
block his attack and your left arm with the sword pressed alongside it to attack hizt
{fig. 152}
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1,6 Wait to fight in sitting stance

Movements  Shift vour weight back 1o the your left leg. Let your right leg become
emply {(non-weight-bearing) and keep your right hecl on the ground and the toes of
your right foot pointing to the sky. This is a left sitting stance. At the same time, move
your right hand back to the right side of your torso in front of your abdomen. Keep
the right jianjue pointing toward the west and Jet your left hand holding the sword fol-
low the right hand so that the jiantan stays in touch with your right wrist and the tip
of the sword points 1o the southwest {fig. 1.6.4).

internal Components  Look 1o the southwest and focus your mind on the right jlanjue
as it moves. Think about pulling your body back as though to dodge and about mov-
ing your left ethow forward. Feel gi extending to your Ieft elbow. This will cause the
tip of the sword 16 become powerful.

Key Points  Keep your torso erect and never let vour body raove up or down during the
wedght shift. Turn your body slightly to the right. Keep the sword vertical and in touch
with your left elbow.

Application: 1 the opponent moves vigorously towards you, you can dodge back and
attack him with the tp of your sword. Your sword should be under your Jeft arm when
you attack {fig. 1.6.2).
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1.7 Horizontal block in sitting stance

Mavernenis  Remain in the sitting stance and turn your body 1o the left. At the same
time, turn your right forearm over so that your right palm faces up. Then move your
upturned right hand across the front of your abdomen toward the left side of your torse.
Let your left hand holding the sword follow your right hand so that the jlantan main
tains contact with your right wrist. Continue to hold the sword on the outside of your
lef forearm and keep the tip of the sword pointing toward the southeast (fig. 1.7.7.

Internal Components  Look at the right flanjue as # crosses your forso. Imagine that
your body Is sinking slightly down. This will cause the back of your body to be strong
and your shoulders and elbows to become heavy, Focus your mind on your right hand
and feel gi in your right arm. Ths will cause your body to sink down. Then, feel ¢
moving up to your head. This will cause your body to be erect. P

Key Points  When turning your body, let your waist turn but do not move vout hips ¥
Your abdomen should be pulled back slightly. When you feel your whole body sifk
down, think of ¢i moving up to the bailuii point {on top of the head). As your bod}
becomes erect, feel ag though you want to move forward.

Application If the opponent attacks your abdomen, you can move back and turn. Al
the same time, you can use the handle of the sword to block his attack (fig. 1.7.2)
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1.8 Prass forwargd in bow stance

Movernerts  Move the right fanjue forward and point It toward the southwest at
shoulder level. Let the left hand holding the sword follow your right hand so that the
fiantan stays in touch with your right wrist. At the same time, shift your weight for-
ward to form a standard right bow stance {fig. 1.8.1).

Keep moving the right jlamue to the right, in a horizontal are, until it points to the
northwest. At the same time, let your body sink down slightly and turn your torso to
the right (fig. .8.2).

internal Components Look from southwest to northwest. Focus your mind on your
right hand and imagine that you are using that hand to hold something. Feel i in the
right Hanjue and let it extend outward inn a large circle.

Key Points et the right jlanjue follow the movement of your eyes. Feel heaviness in
your right hand.

Application  When the opponent attacks you at chest level, you can move your body
shghtly sideways and use your right arm to block his arm, or use the handle of the jian
to block and the right flanjue to attack {fig. 1.8.3).
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1.9 Turn back sword in sitting stance

Movesments  Move the right jianiue in a horizontal arc from northwest to north and
then to northeast. At the same time, shift one hundred percent of your weight to your
left leg to form a standard left sitting stance with your right heel touching the ground
and the toes of your right foot pointi nig to the sky. Let your left hand holding the sword
follow the movement of your right hand so that the jianian stays in touch with your
right wrist and the tip of the sword points to the southwest. Let your torso follow your
right hand by turning to the right (fig. 1.9.1a, b).

Internal Components  Look from northwest to north and then to northeast. Let the
movements of the right jianjue follow the movements of vour eyes. Imnagine that your
body is sinking down but inside qi should be moving up. Focus your mind on your
left elbow and then on the baihui point {on top of the head).

Key Points  Reep your torse erect and be carefil not to lean to the nght or backward.
Make sure that your left shoulder is relaxed and that your left elbow drops down.

Application  If the opponent attacks your face, you can use your right forearm or the
handle of the sword to block him {fig. 1.9.2}.
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1.70 Point to neck or eye with right jianjue

Movements 'Turn your body 1o the left and move the right hanjue across the front of
your body toward the south {fig. 1.70.1). At the same time, turm your right foot until it
faces south and let it fully touch the ground. Then shift your weight to your right foot
as it turns so that one hundred percent of your weight is on your right leg when the
nght foot comes to rest on the ground. Let your left hand holding the sword follow the
maovement of your right arm. As the movement ends, your left leg is empty {non-
weight-bearing) and has not moved. The right flanjue points up and your right palm
faces 1o the south {fig. 110.2).

tiernal Components  Look first toward the northeast and then to the south. Think
that your chest is empty, that it is relaxed and that nothing can touch it. This will cause
your arms to become extended. Then, as your body sinks slightly, think about your
right efbow dropping down and forward. This will make the right jianjue point to the
southwest, Focus your mind on your right hand and feel gi in your arms and back and
extending outward Into a large cirdle.

Key Points When your weight shifts to your right leg, make sure that your taitbone is
above your right heel. When your whole body feels stable, relax your waist. This will
cause your right jianjue to point quickly to the southwest.

Application  1f the opponient attacks your face or the left part of your body, you can use
the handle of the sword or your right arm to block his attack. Then you can use the
right fanjue to attack his veck or eves (fig. 1.10.3).
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1.11 Low block in insubstantial stance

Movements  Stretch your right arm out and point the right jlanjue up and toward the
southwest. This will cause vour body to turn slightly to the night ffig. 117.9). Then,
sweep your left hand helding the sword downward. At the same lime, move the right
jtanjue back and put the "tiger mowth” of your night hand opposite your vight ear {fig
112

Continuing without interruption, turn your body to the left, and sweep your left
hand downward toward the left side of vour body. As your left hand moves to the left
{north), the pantan should point to the ground {fig. 1.11.3).

internal Components  Look down first and then to the left. Focus vour mind on the
right “tiger mouth” and think about pulling your body back a little. Feel gi reaching te
the jiantan and causing your left arm to become powerful.

Key Points  Relax your right shoulder and drop vour right elbow. Let your body dodge

slightly to the right. This will make your left hand sink and feel heavy and will cause t
the handle of the sword to become very powerful. : t
f

Application If the opponent attacks you on the lower left side, you can use the handle
of the sword te block his weapon {fig. 1.17.4).

e

e
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1.12 Point right jlanjue to armpit in bow stance

Movements Relax your left hip and knee and move your left foot 10 the northeast with
the heel touching the ground and the toes pointing up. At the same time, turn your
body to the left and face the east. Keep all of your weight on the right leg {fig. 1.12.1).

Then, shift your weight forward and when most of the weight has shifted to your
left leg, turn your right foot using the ball of the foot and assume 2 standard left bow
stance. Al the same time, move the right jlanjue forward while it poinis o the east.
Keep your right arm stightly curved. Holding the sword in your left hand, keep it posi-
tioned vertically along the outside of your left arm and parallel with the left side of
your body. The jlantan should point toward the ground (fig. 1.72.2).

Interal Components Look forward, toward the east. Focus your mind first on the jian-
jue and then on the jiantan. Feel gi extending to the jianjue and to the jlantan.

Key Points Keep your body erect and relax your shoulders. When your left foot moves
toward the northeast, make sure that it passes your right heel before coming to rest
on the ground. When shifting your weight forward onto your left leg, the timing of the
wrn made by your right foot is important because it allows the internal force to move
smoothly to right jianjue.

Application In this movement, you can use the handle of the sword to block your left
side and the right jianjue to attack the opponent {fig. 1.12.3).
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1.13 Block up to the left and down to the right

Movements  Move the right jumjue down and point it diagonally ioveiaxd the ground
in front of your body until it is opposite your left knee. At the same time, move your

left hand holding the sword in an arc forward, up and then shightly back toward the
left side of your head (fig. 1.13.1).

Internal Components  Follow the movement of the right {lanjue with your eves and
focus your mind on your left hand, Feel i extending fully throughout both arms.

Key Points  Your body can lean forward a litthe but it must be kept straight from the
bathui point {on top of the head) to the huiyin point {af the bage qf the‘cmtch}. You
should feel as though you can make a very nimble step with your right foot.

Application 1f the opponent attacks your upper left side, you can use the handle of the
sword to block him and use right jianjue to attack him {fig. 1.13.2).
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114 Point to armpit with jiantan

Movements  Move the right fianjue slightly to the right until it is opposite your right
knee. Relax your right hip and knee and step forward with your right foot, leiting the
yeel touch the ground and the toes of your right foot point to the sky. This forms a
standard left sitting stance {fig. 1.14.7).

Continuing without inferruption, shift your weight forward to a standard right bow
stance and move the jiantan forward. At the same time, move the right jlanjue back
and down slightly until 1t is on the right side of your right leg. 1t should still to point
10 the east {fig. 1.14.2}.

Internal Components  Look first at the jlantan but after you step forward, look straight
ahead. Focus your mind first on your lefl hand and then on your right hand. Feel qi
estending through both anms.

Key Paimts  When your body is very stable and can make a very nimble step. take the
step. After stepping forward, make sure your body is erect. Throughout the weight
shift, be sure 1o keep your body at the same level,

Application  After the right jianjue blocks the opponent’s attack {fig. 1.14.3}, you can
use the jiantan to attack the opponent (fig. 1.14.4).
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1.15 Block up to the right and down to the left 116
Movements  Move your left hand holding the sword so that the jiantan points diago- Move
nally down to the ground in front of your body and your left hand is opposite your stari
right knee. At the same time, move the right jlanjue in an arc forward, up and then | your
slightly back toward the right side of your head. The right jianjue should point toward | Ce
the east and up but the palm of your right hand should be turning to face the north. bow
Then. move your left hand with the sword to the left until it is opposite your left knee move
{fig. 115.1). - sWort
Internal Components  Look at the right lianjue and focus your mind on it as you feel (e 1
o extending to it Inters
think
Key Points  Your body can lean forward slightly but keep the baihui point {on top of focus
the head} and the huiyin point {at the base of the crotch) in a straight line. The feek |
ing inside your body should be of turning slightly to the right. Your right leg should Key P
fee] stable and your left foot nimble, ?ﬂ; s¥
£ gh
Application In this movement, you can use the handle of the sword to block an attack - cii
corning from the lower left side of your body and you can use the right jlanjue to pro-~ | Applic.
tect your right side (fig. 1.15.2). s hand}
' {fig. =
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1.16 Point to armpit with right flanjue

Movernents  Relax your left hip and knee and step forward with your left foot into a
standard right sitting stance with your lefi heel touching the ground and the toes of
your left foot pointing up {fig. +16.7).

Continuing without interruption, shift your weight forward to form a standard left
bow stance. At the same time, turn your right hand so that the palm faces down and
move the right jlanive forward, letting i point to the east. Your lefi hand holding the
sword should be alongside your lefi leg and the sword should be held vertically
{fig. 1.16.2},

internal Components  Change your gaze from the right jlanjue to straight ahead and
think of the jlanjue as following the movement of your eves to attack forward. Then
focus vour mind on your left hand. Feel ¢i reaching to the right jlamue.

Key Points  Your right foot must be stable and the left foot nimble. Your left hand with
the sword must sink down and feel heavy. This will generate a feeling of power on the
left side of your body.

Application I the opponent attacks the lower left side of your body, you can use the
handle of the sword to block his attack and use the right jlanjue to attack him
{fig. 116.3).
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1.17 Stretch arm and point with jiantan

Movements  Move your left arm with the sword up until it is parallel with your right

arm. Then turn your body sligh tly to the right and stretch your left arm forward {east
ward) so that the jlantan points in that direction {fig. 1174}

Internal Components  Look forward and focus your mind on your left hand. Feel ¢
reaching to the jlantan and surging forward,

Key Poiats Relax your left shoulder and d rop your left elbow. This will cause your left
arm to move up and forward. When your body turns right, feel it sinking slightly. This
will cause the jiantan to be very powerful and to thrust forward.

Application When the opponent attacks you at chest level, you can dodge back and use
the fiantan to attack his body {fig. 1.17.2),
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118 Spread arms and assume side bow stance

Movements Keep both anns straight and then separate them. Do not move your left
hand with the sword but make & half circle with your right arm, moving it in a hori-
sontal arc from east to south to west (fig. 1.18.1). While your right arm is moving, shift
your weight to your right leg to form a right side bow stance. During the shifiing of
the weight, turn your right foot using the ball of the foot and then turn your left foot
in the same manner. Both feet should now point to the south. The right flanjue should
point to the west and the jiantan should continue fo point to the east {fig. 1.18.2}.

internal Components  Look back toward the west. Shift your mind from the feft hand
to the right hand and think of your right hand as being able to extend far into the dis-
tance. Feel gi reaching to both the jiantan and jian flanjue and causing your arms 1o
streich out.

Key Points  Keep both arms in the horizontal plane. When starting to shift your
weight, first turn vour right foot on the ball of the foot. Then, alter more than fifty per
cent of your weight has shifted to your right leg, turn your left foot using the ball of
that foot.

Application “When the opponent is on your right side, you can use your Ieft hand to
block his attack and your right leg and hand 1o attack (fig. 1183},
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1,19 Make a closed circle with arms

Movements Bend both arms forward in front of the chest. Keep the sword on the out
side of your left forearm and the tip of the sword pointing 1o the east. Your right palm
should face out (south) and the jianjue should be opposite your Jeft middle finger on
the inside of the handle of the sword, A the same time, keep your torso erect and tun
to the left until your body faces south. Turn your head to the left continuously untit it
faces east. At the same time, relax your left hip and left knee and move your left fool
back a halfstep. Bend your left knee and let it point it to the east. The toes of your left
foot should touch the ground and the heel should be raised. Keep your left knee ina
veriical line with your left heel {fig. +19.1}.

{nternal Components  Look from west to south fo east. Focus your mind on the center
of your chest and then on your lefi knee. Feel qi sink down to the dantian {lower
abdomen).

Key Points  You should have a feeling of emptiness in your chest and of power in both
arms, Feel as though your body is sinking and as though your left knee is coming up-
This will create an internal feeling of lightness and readiness to move in all directions
quickly and easily.

Application This movement is designed to create a sense of alertness and to help you

prepare for fighting in whatever way necessary.
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1.20 Change sword from left hand to right hand

Moverments  Keeping your body stable, move your right hand to the outside of the
handle of the sword. Let vour left hand release the handle of the sword and make the
fignjue on the inside of the sword while your vight hand takes hold of the sword
handle {fig. 1.20.1}. Then, turn the head 1o face south.

infernal Componerts  Look to the south and shift the focus of your mind from your
right hand to your left hand. Feel qi extending through both arms.

Key Points ‘The changing of the sword from the left hand to the right hand must be
nimbly done.

Apglication  None. After agam “modestly declining,” you should be ready to use your
sword quickly to attack or defend.
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2. SPREAD-EAGLED SWORD PASSES BY SEVEN STARS

“Seven stars” represents an important concept in the marttal arts. Specifically, the
seven stars ares the “head star” on the bathuwi point; the “shoulder star” on the jianjing
point; the “elbow star” on the giuchi point; the “hand star” on the laogong point; the
“hip star” on the huantiao point; the “knee star” on the yanglingquan point; and the
“foot star” on the yongquan point. All seven stars will be practiced during the form
but more attention is paid to them in this posture than in others, Except for the last

two postures, all movements from this point on zre made with the sword in zhengwo,
extended holding, pesition.

2.1 Spread arms outward

Movements  Push forward with both hands and keep your palms turned down until
both the left jianjue and the sword point to the south. The blade of the sword should
be horizontal {fig. 2.1.1).

Let your arms separate continuously as they move outward in a horizontal arc until
the fip of the sword points to the west and the left jlanjue points to the east (fig. 2.1.2).

Internal Components Look from south to west, Shift the focus of your mind from the.
left jianjue 10 the tip of the sword. Feel as though qi can reach to the tip of the sword.

Key Points Lt both arms stretch outward and let your body sink down slightly. Think.
of the top of your head as being suspended from above at the bathui point (top of the

head). This will cause your body to be stable and nimble and to feel as though it cab
move around quickly and easily in a circle.

Application 1f the opponent attacks from your right side ot your back, you can turs

your body quickly and use your sword to chop at his waist (flg. 2.7.3). Here, the basic .

technique is hengzhan, side-cutting.
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2.2 Raise sword to block up and assume bow stance

thovernents  Relax both arms and with the left jianjue pointing east and the tip of the
sword poanting west. Drop vour arms down to the sides of your body. Let vour body
sink down slightly and at the same time, turn your head 1o the south, then step for-
ward with your left foot by putting the heel on the ground and letting the toes point
up {fig. 2.2.1}.

Continuing without interruption, shift your weight forward 1o make a left wide bow
stance. At the same Hme, move both arms forward and up until vour hands are in
front of your face. Hold the sword in your right hand with neiba, the palm-inward
gip, so that it is paralle] 1o the ground and so that the edges of the biade are oriented
vertically, that is, with the xiaren, the boitom edge, facing up and shangren, the top
edge, facing down. The tip of the sword should point to the west. Keep the left jlanjue
in touch with the jlantan and your left palm facing south {fig. 22.2).

Internal Components  As you relax your arms and bring them to your sides at the
beginning of this movement, look from west to south. Focus your mind first on the
back of your waist and then on the bathui point {on top of the bead). Feel gi extend-
ing to both hands. This will cause your body to sink down slightly and vour hands to
push the sword upward.

Key Points Relax your shoulders, elbows, hips, and knees. This will cause your body
to sink down. As it sinks, keep the baihui pomnt high, as though it were suspended
from above. Your hands and feet will then feel nimble and ready 1o move forward as
your weight shifis onto your left leg.

Application  When the opponent attacks you from above, you can lower your body 2
little bit and shift slightly to the left. Then, you can quickly move in close to him and
use your sword 1o strike horizontally under his arm (fig. 2.2.3). This applikcation, a
basic technique, is called shangjie, or Bocking up.
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2.3 Block down while taking back insert step _ 2.4

Movements  Gradually turn your right hand so that the tip of the sword moves upin _ Moye
a half circle until it points to the sky, Keep the left jlanjue in touch with the jlantan. turn
Then, turn your left foot to the right, pivoting on the heel until the toes of your left _ fnear
foot point to the west. At the same time, turn your body to the right but keep your | make
head and shoulders facing south ffig. 2.3.9). . Ce
Continuing without interruption, tirn your head to the left and continue moving | right
the 1ip of the sword counterclockwise until it points to the cast and the sword is par- to rais
allel 1o the ground. At the same time, bend your left leg and step back on the ball of  § faces
your right foot as you place that foor behind the left foot. This is a back insert step. ] above
Crouch down but keep your torso straight. Hold the sword near your left knee with | 50 tha
vour right hand, and position the left jianjue near the right wrist ffig. 2.3.2}. : £ast. b
internal Components  Look forward and then let your gaze follow the tip of the sword  § then p
as it moves counterclockwise. Focus your mind on the baihui point {on top of the ] interng
hiead) and then change the focus of your mind to the left hand. Feel qi in both hands - Feelg
and sinking dewn  Key oy
Key Points When moving the sword up, your body should remain erect. When stepr behing
ping back, be careful to maintain balance and keep a steady pace. Feel as though you . Tywo
are pressing down heavily on the sword with both hands. Applicar
Application 1f the opponent is on your left, vou can use a back insert step to get clos¢ 2 Youap
to him and then use your sword to block his thrust and attack his arm ffig. 2.3.3). This : ffig 24,
is a basic technique called xiajie, blocking down. P lads,
These 5
are ot

128 + THE TRIRTY-TWS POSTURE FORM




up n
intan,
it left

vour

Wing
Ly
3l of
step,
with

vord
“the
nds

tep-
you

98¢
hig

2.4 Pull sword from side to side and assume balance stance

Movements Move both hands up until they are in front of vour face. At the same time,
wurn your right hand outward so that the palm faces south and keep the left jlanjue
near your right wrist. Raise your body about halfway up from the crouch position and
make sure that your legs remain partially bent (fig. 2.4.7).

Continuing without interraption, turn your body slightly te the northwest, Lift your
right foot off the ground behind vour body. Keep vour right knee bent and continue
to raise your right foot unitl it is at the level of vour hips and the ball of your right foot
faces up. Let your body lean forward shightly. At the same time, move both hands up
above your head, and then move your right hand, holding the sword, to the northwest
so that the flantan points 1o the northwest and the tip of the sword points to the south-
east. Move the Ieft fianjue paralle] to the blade and toward the tip of the sword and
then point 1 toward the southeast {fig. 2.4.2).

tnternal Components  Look to the southeast and focus your mind on the left jlanjue.
Feel gi reaching your hands, feet, and the top of your head,

Key Points  Move your body up and then separate your hands and raise your right leg
behind your body. Your whole body should feel stable. This is a balance movemen.
Try to do it slowly and to keep your body and leg from shaking.

Application When you are close to the opponent and he is attacking you from above,
you can use your sword 1o block him at his armpit and your fanjue to attack his ribs
{fig. 2.4.3). Here, the basic technigue is chou, pull-cutting. You can also kick himn i he
attacks you from behind. Note that there are several balance movements in the form.
These are used for basic Kungfu training, especially for the legs and waist, but they
are not often used in actual fighting.
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3. STEP FORWARD AND SHELTER KNEE

This posture provides good practice for turning the body areund to protect the shoulder
and the knee and 1o ji, hanuner-hit, the opponent’s kunee,

3.1 Low block backward while in sitting stance

Movements Step forward toward the northwest with your right foot. Touch the ground
with your right heel and let the toes of your right foot point to the sky. This is a feft wide
sitting stance. At the same time, move both hands down to the left side of your waist
with your right hand holding the sword so that the tip points slightly upward and
toward the southeast. Keep the left fianjue near your right wrist {fig. 311,

Internal Components Face the southeast and look at the tip of the sword. Focus your
mind on your left shoulder and then change the focus to your left hand. Feel gi returd
to the dantian, in the lower abdomen.

Key Poinis Step to the northwest but mrn your body slightly to the southeast, Feel 38
though your body is about to move forward, while your right hand is ready with the
sword to protect your left shoulder and to strike backward if necessary.

Application If the opponent attacks your left shoulder, you can dodge to the right and
use the sword to block his attack {fig. 3.7.2). Here, the basic technique is fanijie, hlock
ing back.
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3.2 Turn sword over and strike up while in bow stance

Movements Turn your head to the northwest ard shift your weight forward, making
aright standard bow stance. At the same thne, sweep the sword down, edge first, from
your left ghoulder to the front of your right knee. Keep vour right arm extended
throughout the arc. This movement traces a half circle, with the tip of the sword trav-
eling from the southeast, then down toward the ground and finally up again fo point
toward the northwest at knee level. Keep both arme siraight and hold the sword with
the right hand in niba, the thumb-down grip. At this peint, aren, the botiorm edge of
the sword, showuld face up. Keep the left jlanjue under and dlose to your right wrist (fig.
321,

Internal Components  Look from the southeast to the northwest and let the sword fol-
low the movement of your eves. Focus your mind first on your right hand and then
on the tip of the sword. Feel as though gi can reach the tip of the sword quicky.

Key Pornis When fifty percent of your weight has shifted forward, turn your left foot
by pivoting on the ball of the foot and make both feet point to the northwest. Each of
the next five postures is orfented toward the northwest.

Application When the opponent attacks your right knee, you can use the sword 1o
block his weapon and attack his knee or his forward hand with fanji, a curving,
upward hammer hit (fig. 3.2.2). Other basic techniques include jie, blocking with the
edge, and lan, blocking at mid-level.
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4. TIGER CROUCHES AT THE FRONT DOOR . 42
As 1s name suggests, this posture is meant to make people afraid of coming toward ;:1‘;‘
you because the sword, metaphorically the tiger, is ready to attack forward. Although _,a f
used for attack, this posture is even more commonly used for defense. Shen is very UIGI
important here and must be used to make the opponent feel afraid to advance. %2
' in 1
4.7 Raise body forward and block wrist shot
. : ; : !
Movements  Turn your right hand with the sword aver 360 degrees clockwise. This l:;:;
causes xiaren, the bottorn edge, to face up again. Let the tip of the sword point to the R;A’
northwest at face level. Put the left jlanjue behind the jlantan. Streich your rightarm | e
slightly forward {fig. £.1.1. - Keyr
. S
Internal Components Look up slightly and then forward to the northwest. Focus youl diret{i
mind on the tip of the sword. Feel gi going continuously to the tip of the sword. 1nd z;
Key Points Your body should sink down slightly and your left leg should stretch hack §. Aoplic
a little bit as your right arm stretches forward. The movement should feel very nimble. |/ Side
Application  When the opponent attacks your face and your sword is below his tocut

WeaporL, you can turn over your sword and attack him under his front wrist or a0¥ ' ?nd d
{fig. 4.1.2). Here, the basic techniques are shangiie, upward interception with the
sword edge; tizo, to thrust and cut up; and liao, to cut down with the tip or edge of the
sword,
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4.2 Hold sword horizontally and assume insubstantial stance

Movernents  Shift your weight back to the left leg and move your right foot back in a
half-step, letting the toes of your right foot touch the ground. This is a left insubstan-
tial stance, xubu. At the same time, turn your body to the left slightly and pull your
right band with the sword back 1o the left side of your head. Keep the tip of the sword
i the center of your body and pointed to the northwest at face level. The jlantan
should point 1o the southeast. Touch the jiantan with the left janjue fig. 4.2.7}.

internal Components  Look forward toward the northwest. Focus your mind on your
left hand. Feel qi in your right elbow. This will cause your right hand with the sword
to be powerful,

Key Poims Although your body dodges back m this movement, you should feel inside
as though you want to go forward, Your body should be stable and ready to turn in any
direction nimbly. The left jianjue can be changed to jianfa to help control the sword
and make it more nimble and powerful.

Application When the opponert comes in with ferocity, you can dodge slightly to the
side and prepare to attack him from ths angle (fig. 4.2.2). Also, you can use the sword
to cut his wrist or arm from below. Here, the basic technigues are chou, pull-cutting,
and dai, moving straight back.
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5. BOATMAN ROWS A SCULL

The “boatman rows a scull” is a very coordinated and integrated movement. When the
body turns and moves up and down, the movement must be agile and smooth, just
like a boatman’s stroke,

5.1 Turn around and block back with sword

Movements Maove your right foot forward in a half-step and turn it to the right so that
the toes of your right foot point to the northeast, At the same time, shift your weight
forward and make your body turn to the right and sink down. Raise the heel of your
left foot and keep about thirty percent of vour weight on your left foot. As your bedy
turns to the right, move the sword in a half cirde to the right side of your body until
the tip points to the southeast and your right hand is in front of the upper right side
of your right knee. Hold the sword in your right hand with yinba, the palmeup grip
Hold the jlantan a little higher than the 1ip of the sword. Keep your left jlanjue totich
ing the jiantan, as shown here in these front and back views {fig. 5.1.14, b).

Internal Components  Look at the tip of the sword as it moves in a half cirde 10 the

right side of your body. Keep your mind focused on your left hand. Feel as though ¢!
is on the jlanshen, the body of the sword, which will cause the sword to be heavy.

Key Points The change of step should be agile and stable. Keep your right heel and
the toes of your left {oot on a diagonal line from northwest to southeast.

Application When the opponent attacks you in the center of your body or on the right

side, you can dodge stightly to the left and use your sword to press his weapon upwar
and follow his force as your bedy turns to the right {see fig. 5.7.2). Here, the basic ¢
niques are ge, blocking with the ridge of the blade: ya, pressing down; and dai.
ing straight back.
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5.2 Raise body forward and cut up

Movements  Raise your body gradually as you turn to the Jeft and face the northwest,
Keep both legs bent slightly while your weight shifis completely to your right leg. At
the same Hme, change the left jlanjue to janfa and use it to hold the jlantan. Move the
sword with your right hand up and forward in a half drcle until the tip of the sword
points fo the northwest and is level with the top of your head and until the pantan
points to the center of your chest ffig 5.2.9).

Internal Components  Look from back to front, just ahead of the tip of the sword as it
moves from southeast to northwest. Focus your mind first on your right hand and
then on your left hand. Feel gi going 1o the tip of the sword. This will cause your bedy
to feel as though it is stretching out.

Key Points  When your body is erect, the sword should feel heavy in your hands. Do
not filly straighten your legs. You should feel that you can make a nimble step.

Application  Continuing from the last movement, keep your sword in contact with the
opponent’s weapon and relax your arms. Thig will cause the sword to become heavy.
Then, move the sword up along the opponent’s weapon to cut his hand or neck {fig.
5.2.2). Here, the basic techniques are ya, pressing down, and xigo, the quick cut.
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6. PUSH A BOAT WITH THE TIDE

In this movement, you should just relax and follow your opponent's force and direction.
The techniques used should be done in 2 smooth and easy manner. Here, the boat is the
sword and the water is the opponent’s force or movements.

6.1 Sink down with sword and assume rest stance

Movements Step forward with your left foot, touch the ground with your left heel and
then turn your foot to the left so that it points to the southwest. Shift your weight for
ward and at the same time, turn your body to the left and sink down, keeping yow
weight evenly distributed on both legs. Your right knee should touch your left knee
from behind and your right heel should be raised off the ground. As your Jeft hed
touches the ground, move the sword down to the front of your left knee using both
hands, The tip of the sword should point to the northwest and the jiantan should point
to the left yinlingquan point (inner side of left knee). Keep the sword parallel to the
ground and keep the blade horizontal (fig. 6.1.1),

internal Components  Keep looking forward and focus your mind on your right hand

Feel as though gi is on the body of the sword, which will cause the sword to sink dowd
and be heavy,

Key Points  Move the sword directly down but be carefud not to move it forward o
backward. Although your weight is on both feet, you should feel that the back foot ‘St
nimble and can move quickly. Turn your body to the left about ninety degrees bu_.

keep your head facing toward the northwest.

Application 1f the opponent attacks you from below, you can drop your sword 10
his weapon. Turning your body to the left allows your internal force to chang
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fon easily (fig. 6.1.2). Here, the basic techniques are ya, pressing down, and ge, block-
ing with the ridge of the sword.

6.2 Step forward and thrust at side of chest

Movements Step forward with your right foot and make a right standa rd bow stance.
At the same time, move the sword forward with your right hand as if to pierce an
ercoming opponent. Keep the blade of the sword flat. Move your Teft arm back and
point the left fianjue toward the southeast (fig. 6.2.1).

ntetnal Components Continue to look forward. Focus your mind Grst on your right
hand and then on the left hand. Feel as though qi can reach to the tip of the sword.

Key Points  Keep vour torso erect and be prepared to make a forward step that is quick
and big. Your body should be raised slightly but the sword should be kept at the same
level as in: the previous movement. Relaxing your whole body wili cause the sword to
feel heavy,

Application  Continuing from the last movernent, allow the sword to adhere to the
opponent’s weapon. With this movement you can prick the opponent on the gide of
his chest between his ribs (fig. 6.2.2). Here, the basic technigues are ya, pressing
down, and ¢, thrusting,
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7- PAINT A RED DOT BETWEEN THE EYEBROWS 72 Cu
Painting red dots between the eyebrows of children is a traditional way of wishing _ Movem
ther good luck. This posture involves using the sword to point at and atiack the oppo- shafts, »
fnent’s face, like using a brushpen to draw a red dot between his eyebrows. It is a skill gmund
that requires quickness and agility. tng sta
ing the
7-1 Relax crotch and block up - should
‘ forward
Movements Relax your left hip and knee and make a half.step with your left foot, letting | toward :
the ball of that foot touch the ground. At this point, your left foot should still be behind west. Re
the right foot. At the same time, move your right hand, which holds the sword in neiba, and 56 1
the palm-inward grip, back to the left side of your head so that the jlartan is near your |
torehead. The tip of the sword should be in front of the centetline of your body at chest | F’?“’ mf!‘
level and the jiantan should point to the southeast and be higher than the tip. Move your eel g
left hand back until it is near the left side of your waist, The palm of your left hand | Key poin
should face up and the left jianjue should point toward your body {fig. 7.1.9). . Thetip.
Internal Components  First look forward, then at the tip of the sword and finally, to 3 gi‘il' har
point beyond the tip. Focus your mind on your left hand, Feel i extend around hoth \ 18 wili
arms. R your
. . 3 .. & . ©
Key Points  Continue to keep about ninety percent of your weight on the right leg - dip p!*ffm‘
Your torso should be evect and turned slightly to the left. Feel as though both hands g Tiechon
, AR : sword to
are pulling the sword up and to the left side of your body.
and choy

Application  When the opponent attacks your chest or head, you can move in to»vaf"i -
him and slightly to the left. Then, you can use the tip of the sword to block and cut ‘1’35 .

front wrist from below {fig- 7..2). Here, the basic techniques are shangjte, blocking -

and cutting up, and chou, the pull-cut.
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7.2 Cut attacker’s wrist while in sitting stance

Movernents  Put your left heel down and shift your weight to the left leg. As your weight
shifts, relax your right lep and take a half-step forward, letting your right heel touch the
ground and the toes of your right foot point to the sky. This forms a standard left sit-
ting stance. At the same time, turn both arens outward and move your right hand hold-
g the sword across 1o the right side of your body and slightly forward. Your right hand
showdd hold the sword using waiba, the palm-outward grip. Point the tip of the sword
forward and slightly down so that it is level with your chest. The jlantan should point
toward the southeast and be higher than the tip and the tip should point toward north-
west, Rotate your left hand so that it pushes outward and slightly down in a small arc
and so that the Hanjue points toward the north fig. 7.2.1).

inernal Components  Keep looking forward and focus your mind on vour left hand.
Feel gi extending like a cirdle through both arms.

Key points  Your body turns to the right slightly as your right hand pulls the sword.
The tip of the sword remains almost at the same place as in the last movement. As
your hands tarn outward, feel as though they are pushing to the sides of your body.
This will cause the internal force 1o be powerful. When your weight shifts to the left
leg, your right foot should step forward quickly and smoothly,

Application Continuing from the last technique, if the opponent slightly changes the
direction of his attack, you can move in a little bit and continue to use the tip of the
sword to attack his wrist {fig. 7.2.2). Here, the basic techniques are 1, the upward cut,
and chou, the pull-cut.
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7.3 Pursue and strike while in bow stance

Movements  Relax your shoulders and elbows and let both arms drop down to the
sides of your body. At the same time, relax your hips and knees and shift vour weight
forward to your right leg. Keep your left leg beat and raise your lefi heel so that only
the ball of your left foot touches the ground {fig. 7.3.1}.

fntemal Components Keep looking forward {notthwest} and focus your mind on ming-
men point, at the center of the lower back. Feel gi reaching to the top of your head

Key Points Keep your hody relaxed and feel as though 1t is sinking shghtly down. Your
right leg should feel like a spring which can make your body move forward with force
and speed.

Application 1€ the opponent wants to move back, you can compress your body by sink-
ing down slightly in readiness to spring forward in pursuit.
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7.4 Step forward and point to xuanguon

Movements  Step forward with your left foot, using a step that is shightly bigger than
rormal. Shift your weight to the left leg but keep your leg slightly bent so that your
body is a little higher than in the normal bow stance. Take a half-step forward with
your right foot, letting that foot follow your left foot. Keep your right leg dlightly bent
and raise your right heel so that only the ball of your right foot touches the ground. At
the same time, move both hands to the front of your chest, with the jianjue and the
tip of the sword pointing forward (fig. 7.4.1).

Continuing without interruption, move your lefi hand up and 1o the lefi so that it
points to the west, Move the sword up and forward with your right hand so that the
tip first points straight ahead and then arcs slightly down as your right arm finishes
its extension. At the end of the movement, the tip of the sword should be Jevel with
the top of your head (fig. 7.4.2).

Iternal Components  Look forward and then slighily up. Focus your mind first on the
i point, at the center of the upper back, and then on the tip of the sword. Feel i sink
down to the dantian, the lower abdomen, and then shift to the left jlanjue and the tp
of the sword.

Key Points  Keep your torse erect. When your right hand points forward with the
wword, you should feel the internal force coming up from your wrist to the tip of the
sword, The tip of the sword should move with a pricking motion, {irst forward, then
up, and finally down.

Application When the opponent wanis to block your upward attack, you can relax your
right wrist to prick at a point on his face. Imagine that the force of your sword goes
round his weapon and that you do not want to allow contact between his weapon and
Your sword fig. 7.4.3). Here, the basic technique is dian, pointing with the tip.
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8. THRUST SWORD IN THE OPPOSITE DIRECTION

In this movement, your sword should move along your opponent’s weapon in a direc-
tion opposite to that in which the opponent’s weapon Is moving.

8.1 Sink body down with sword and step forward

Movements  Let your body sink down and then step forward with your right foot. Let
your right heel touch the ground and the toes of your right foot point up to make s
standard left sitting stance, At the sawe time, move both hands down and back to the
sides of your body, Hold the sword inn your right hand with the tip pointing up and
forward. Touch the the jiantan with the jianfa of the left hand and place the jiantan in
front of your left knee {fig. 8.1.1).

fntermal Components Look forward and focus your mind first on your right hand and
then on your left hand. Feel qi sink down 1o the dantian, in the lower abdomen.

Key Points Keep your body erect. Feel as though your whole body is sinking down and
becoming stable and as though the sword is very heavy.

Application If the opponent attacks you at the middle or lower part of your body, you
can drop your sword down to touch his weapon and press on it {fig. 8.1.2). Here, the
basic technique is ya, pressing down.
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8.2 Thrust straight ahead with sword while in bow stance

Movements  Shift your weight forward to your right leg to make 2 standard right bow
stance. At the same time, thrust forward with the sword, using your right hand to hold
the jlanbing, the handle, while your left hand is in the jianfa position to hold the
jtantan. The tip of sword should be at throat level (fig. 82.1).

internal Components  Keep looking forward and focus vour mind on the tip of the
sword. Feel as though gl can reach from the tip of the sword directly to the dantian,
in the lower abdomen,

Key Points  Keep your body relaxed and low as though it were sinking down. Feel that
the sword is heavy and keep pressing down on it as it moves forward to prick at the oppo-
nent. The sword should move forward in a straight, quick, and powerful movement.

Application  Continuing from the last movernent, keep your sword on top of the oppo-
nent's weapon and press down, Then, strike forward to prick his chest or throat {fig.
8.2.2). Here, the basic techniques are ya, pressing down, and ¢, thrusting.
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Q. TURN BACK WHILE PRICKING LIGHTLY UP - 94
Two skills are developed in this posture. One is turning the body to the back and the | . Mc
other is dodging to the left while using the sword to point up. 3 the

9.1 Turn back and hide sword

Movements  Pivot your on right foot toward the south using the right heel and
counterclockwise until you face southeast. Keep your weight on your right leg. At the
same time, relax your right shoulder and turn your right hand until the tiger-mouth
of the right hand faces down. This will cause the sword to point vertically to the
ground. Move the left jianjue first to your nght shoulder and then to your left shou
der {fig. 9114, b).

Continuing without interruption, move the left jianjue past your left shoulder until
it points to the southeast. At the same time, move your left foot counterclockwise and
let only the ball of the left foot rest on the ground at the end of the step. This forms3 -
msubstantial right sitting stance (fig. 9.1.2).

Internal Components  Look from the northwest to the southeast. Focus your mind 68
your right hand. Feel qi reaching to the left jflanjue,

Key Points When your body turns to the back, maintain good balance. After turning:
you should pull your abdomen in a little bit so that you feel as though your b{’dﬁs
dodging stightly back.

Application  When the opponent is behind your back, you can turn your body
dadge back slightly while directing shen forward in the direction the jianjue is Pm
mng. This will make the opponent feel nervous.
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9.2 Step forward and point at attacker’s wrist

Movements  Move your right hand holding the sword from the back of your body to
the front until 1t is parallel to the left Hanue and points to the southeast {fig 9.2.1.

Continuing without interruption from the previeus movement, move vour left foot
to the lefi {counterclockwise) until the toes point to the east. This will cause your body
to turn to the left. Then, shift vour welght forward to form a wide lefl bow stance and
4 the same time turn vour right foot using only the toes so that they, too, point to the
east, While turning vour right foot, separate vour hands. Extend the left jlanjue in
front of your body and slightly to the left of center and let i point with an upward tilt
toward the northeast. Do not move vour right hand. Relax your right shoulder, drop
your right elbow down, and ki your right wrist ¢ink down. These adjustments will
cause the tip of the sword to point to the southeast and to slant slightly upward, ready
watack (fig. 9.2.2a, b).

ternal Components  Look forward. When vour body turns to the left, continue to look
toward the southeast. Focus your mind first on your right hand and then on the left
hand. Feel qi fully in your right wrist,

Key Poinis Feel as though your body is about 1o move quickly and nimbly forward and
o the left. The sinking down of your right wrist should cause the tip of the sword o
point upward suddenly, powerfully and quickly.

Asplication I the opponent attacks you from the fromt, you can dodge a little to the
it and move your body toward himn. Then you can use your sword to attack his {front
hand or wrist from below {fig. 9.2.3). Here, the basic technique is beng, an explosive
upward wrist fhick, and dian, peinting with the tip.
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10. PEI GONG CHOPS A SNAKE 102!

Pei Gong's real name was Liu Bang, the first emperor of the Han Dynasty, who ruled - Mover
China about 2200 years ago. The story is told that he killed a huge snake in the mousr '_ of you
tains and believed that he had been helped in this great feat by the gods. This inspired .- hf*ﬂk 2
him to lead the people to destroy the old dynasty and build a new one. In this pesture, § - tircle
you should think of the opponent as the snake and yourself as Pei Gong. . Tove;;
imterng
10.1 Block up with sword and make back insert step I ¥ head.

Movements Straighten your body, Move your right foot behind and to the left side ol
your left foot to form a back insert step. This will cause your body to turn slightly o
the right. Keep your weight on your left leg, which should remain slightly bent, 1&f
only the ball of your right foot touch the ground, At the same time, move both han%s
up until they are higher than your shoulders and then turn them inward. Point thefp
of the sword and the jlanjue to the same spot in front of and slightly above yout hgad
ffig. 10.1.1). :

internal Components Look up and straight ahead. Focus your mind first on your f‘gh! :
foot and then on the tip of the sword. Feel gi in both arms and extending to the tp%.
the sword and to the left fianjue. C

Key Points Keep your torso erect and feel as though your body wants to move forwe!
{east). Both hands should feel powerful and ready to cut upwards.

‘ in |
Application ‘When the opponent attacks you from above, you can quickly mm(ﬁg
close to him with a back insert step and use your swerd to cut his arm from below,
10.1.2). Here, the basic technique is shangjie, blocking up.
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10.2 Step back and make a horizontal circle with sword

Movements Step back with your right foot and shift your weight onto it. Raise the heel
of your left foot so that only the ball of that foot touches the ground. Let your body lean
back 4 little. Then, make & counterclockwise circle with your left arm and a clockwise
circle with your right arm at the same time. This will cause the tip of the sword 1o
move in 4 large horizontal circle in front of and above your head (fig. 10.2.1).

intornal Components  Look up and put your mind on the bathui point, on top of the
head. Feel gi go to the tip of the sword.

Key Points  The back step should be a litde bit bigger than usual and your left knee
should tise slightly. When your body moves back with the weight shift, you should
feel that your whole body is relaxed and already starting to move forward,

Application  Continuing without interruption from the last movement, if you feel that
the opponent’s weapan is strong, you should follow the direction of his force and
move your body back, At the same time, you can use your sword to make a circle that
will change the direction of his force {fig. 10.2.2}. Here, the basic techniques are ge,
blocking with the ridge of the sword, and dai, moving the sword straight back.
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10.3 Step forward and cut attacker's waist 10
Movements Continuing without interruption {rom the previous movement, straight M
en your body. Step forward with your right foot putting only the ball of the footonthe | g
ground. Shift eighty percent of your weight to your left leg to form a left insubstantial - bog
stance. At the sare time, move both hands outward and then forward in a drader |
. " cy - ) . E snof i1
motion until they meet. Hold the sword in front of your body at waist level. 'The tipo e
the sword should be pointing forward and both palms should be facing up. Useyot |
left hand in the jlanfa pesition to hold the jlantan {fig. 10.3.7). - Ky
e o
Internal Components Look forward and focug your mind first on the baihui point, ot fﬁgi

top of the head, and then on your left hand. Feel qi on the tip of the sword and extend-
ing beyond it so that your arms feel as though they are stretching forward.

Key Points  Use the top of your head to lead the movement of your body. Feﬁf a
though you can shift your weight forward quickly and that your hands are powerf‘ﬁ:

Application Continuing without interruption from the previous movement, step f"‘r'
ward quickly and use your sword to make a circle under the opponent’s weapon I?
order to chop his waist horizontally {fig. 10.3.2}). Here, the basic technique is lan, block
ing and bresking off in the middle. '
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10.4 Pull sword back while in insubstantial stance

Movements  Shifi one hundred percent of vour weight to the left leg, and move your
right foot back a little to form a left meubstantial stance. At the same time, move your
body back and put boih hands together to pull the sword back horizentally (fig. 10.4.1).

Internal Components  Keep looking forward and focus your mind on your left hand.
Feel gi sink down to the dantian, in the lower abdomen.

Key points When vou pull the sword back, make sure that your body, the sword, and
your right foot move back in unison. Your right knee should feel as though it is rising
slighily. This will cause your body to be stable and your hands to be powerful.

Application  After chopping at the opponent’s body in the last movement, vou can con-
tnue by pulling your sword back to cut the opponent’s midsection (fig. 10.4.2). Here,
the basic technique is chou, 2 pull-cut.
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11. BRUSH DUST IN THE BREEZE . Thz2 He

This relaxed and agile movement is based on a cornrmon mannerism of Daoist priests. Moverne
You sheuld think of the opponent’s weapon as being like the dust and your sword 25 graund .
being like a brush that you are using very softly and lightly. While st
- O Your

1.3 Make a closed circle with arms and assume insubstantial stance tf}&kgrow
Smk dow

Movements Turn your body to the right and raise your right knee slightly so that the
ball of your right foot just touches the ground. This forms an insubstantial stance. At
the same time, holding the sword with both hands, move your hands to the right side
of your body at waist level. Point the sword straight up {(fig. 11.1.1}.

tontingiy

-'f_ntema[ s
ﬁand, Feg

Internal Components  Look to the left and focus your mind on the jiantan, Fﬂﬁl 4
extending in a circle through your arms.

Key Points  Let your body sink down. Your hands, holding the sword, should df
down, too. This will cause your body to be very stable. Both arms should bend 2
form a circle. The sword should feel powerful on the right side but inside you sh “}5
feel relaxed and comfortable, as if you were doing something easy like brushing dus:

Application When your opponent moves to attack your right side, turn your bOdYg)
the right and use the fianji, the ridge of the sword, to block his weapon {fig ’_"1" b
Here, the basic technique is ge, blocking with the ridge of the sword.




3.4 11.2.2

71.2 Hold sword vertically and assume rest stance

5ts, Movements  Take a half-step forward with your left {oot, letting the heel touch the
fas ground first, Then, turn to the left 5o that the toes of your left foot point to the north.
While stepping, shift vour weight forward until about eighty percent of your weight is
on your left teg. Raise your right heel off the ground but keep the bail of the foot on
the ground. This forms a rest stance. At the sane time, turn your body to the left and
he . sk down a Int, Use both hands 1o move the sword to the left side of your body while
continuing to hold the sword vertically at waist level {fig. 1.29).

At

de tiernat Components  Look around 1o the north and focus your mind on your right
hand. Feel i extending through both arms.

gi Key Points  Your step should be soft and agile. Keep your shoulders relaxed and let
vour elbows drop down. Feel as though you are using the sword to touch something
"

- ightly.

i Application When the opponent wants to attack your left side, just turn your body and

d wse the fianji to block his weapon using a soft and sticking manner (fig. 17.2.2). Here,

t. s in the previous movement, the basic technique is ge, blocking with the ridge of the

. sword.
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1.3 Raise sword and assume sitting stance

Movements Turn your head to the right {east}). Move the tip of the sword down a4
clockwise arc until it is horizontal and pointing to the east at eye level on the left side
of your head. At the same time, step forward with your right foot to make a left sitting
stance {fig 11.3.1).

Internal Components Look to the east. Focus your mind on your right hand. Feeld
sink down to the dantian, in the lower abdomen.

Key Points  Keep your body stable but your step nimble. Feel as though your body cat
move forward very quickly.

Application  Continuing without interruption from the previous movement, let youf
sword stick to the opponent’s weapon and move the tip of your sword down o attack
his front hand {fig. 11.3.2). Here, the basic technique is dian, striking straight dow? \
with the tip.
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1.4 Thrust straight ahead and assume bow stance

Movemenis Shift your weight forward to assume a bow stance. At the same time, hold
the sword with both hands and move it forward in a thrusting metion {fig. 11.4.9).

tnteraal Components  Look forward and focus your mind on the mingmen point, in
the center of the lower back, Feel gi reaching to the tip of the sword.

Key Points  When your weight shifts forward, you can take a half-step forward with
your right foot. This will cause vour body to feel as though it can move forward very
quickly. The step should be very agile, and your body should feel able to move quick-
by backward as well as forward.

Application  Continuing from the last movernent, afier attacking the opponent’s from
hand, keep the sword going forward to prick his shoulder or chest {fig. 11.4.2). Here,
the basic technique 1s d, thrusting,
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1.5, 11.5.2 b—~—
11.5 Make a closed circle with arms and assume insubstantial stance Gk
Movements Shift your weight back to your left leg. Turn your body to the leftandraise . Moven

your right knee slightly so that the ball of your right foot just touches the ground
slightly, thereby forming a left insubstantial stance. Al the sarne time, holding the
sword with both hands and at waist level, move the sword back to the left side of your
body. Form a circle with your arms and point the sword straight up (fig. 17.5.1).

it groun
- south,
o weight
leff foo
the rig]
both he

tntemal Components Look to the left (north) and focus your mind on the jiantan. F&_&E
gi extending through both arms,

Key Points During this movement, your body should sink down and your hands hold
ing the sword should drop down, too. This will cause your body to be very stable, The
sword, held on your left side, should feel very powerful, but your inner sensation

should be of softness and comfort, as one would feel when doing something easy hkf
brushing dust.

Application  When the opponent wants to attack your left side, just turn your bOde
the left and use the jianji, the blade ridge, to block his weapon lightly {fig. 11.52). ! Heré;
the basic technique is ge, blocking with the ridge of the sword.
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1.6 Hold sword vertically and assume rest stance

Movements  Take g halfstep forward with vour right foot, letting the heel touch the
ground first. Then turn to the right, so that the toes of your nght foot peint to the
south. While stepping, shnft your weight forward until about eighty percent of your
weight is on your right leg. Let vour left heel leave the ground but keep the ball of your
eft foot on the ground. This forms a rest stance. At the same Hme, turn vour body to
the right and sink down slightly. Move the sword to the right side of your body with
both hands while continuing to hold the sword vertically at waist level ffig. 11.6.9).

tmternal Components Look around 1o the south. Focus vour mind on the left hand.
Feel gi extending through both arms.

Rey Points  Your step should continue to be soft and agile and your shoulders should
remain refaxed. Keep your elbows down, as though using the sword 1o touch some-
thing hightly.

Application  When the opponent wants to attack your right side, turn your body and
use the sword to block his weapon in a soft and sticking ranner ffig. 11.6.2). Here, the
Basic technique is ge. blocking with the ridge of the sword.
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11.7 Raise sword and assume sitting stance

Movements Turn your head to the left and face east. Move the tip of the sword dewn
in a counterclockwise arc until it is horizontal and pointing east at eye level at the right
side of your head. At the same time, move your left foot forward to make a right sit-
ting stance {fig. 11.7.1).

Internal Components  Look to the east and focus your mind on the left hand. Feeldl
sink down to the dantian, in the lower abdomen.

Key Points  Keep your body stable but your step nimble. Feel as though your body can
move forward very quickly,

Application  Continuing without interruption {rom the previous movement and keep-
ing a sticking touch on the opponent’s weapon, move the tip of the sword down %
attack his front hand (fig. 11.7.2). Here, the basic technique is dian, striking straight
down with tip, or tiao, pricking in and cutting up.
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n.8 Thrust straight ahead and assume bow stance

Movernenis  Shift your weight forward into a left bow stance. At the same timne, hold-
ing the sword with both hands, move it straight ahead (east) with a thrusting motion
ffg. 11.8.7).

Internal Components  Look forward and focus your mind on the mingmen point. in
the center of the lower back. Feel gi reach to the tip of the sword.

Key Points  As your weight shifts forward, you can take a half-step forwa red with your
left foot. This will create a feeling in your body of readiness to move forward or back-
ward very quickly. Your step should be very agile.

Application After attacking the opponent’s front hand, keep your sword going forward
in a movement continuous with the previous one so that the tip of your sword will
prick the shoulder or chest of your opponent (fig- 17.8.2). Here, the basic technique is
d, thrusting.

BREUSH DUST IN THE BREEZE « 157

——— ]



12.1.7a 12.1.3h 12.1.2

12. DRAGONFLY SKIMS THE WATER

The movement of a dragonfly skimming the water is agile, brisk, lighthearted, and
graceful. In this posture, the sword is like a dragonily skimming over the water, the
water representing the opponent.

12.% Furn to the left and use sword to block back

Moverments  Turn your body to the left and, holding the sword in your right hand,
move it down to the left side of your body so that your right hand is beside your lef
hip and the tip of the sword points behind your body and down toward the ground. Al
the sarne time, release your left hand from the jlantan and make the left fanjue. Mot
the jianjue down to the front of your abdomen and unider your right hand, so the fiatr
jue poinis forward {east). At the same time, shift your weight backward and move yout
left foot back slightly with only the toes of the left foot touching the ground. This
fortns an insubstantial stance. Then shift your weight forward and turn your left foot
to the left until the toes point north (fig. 121, b).

Internal Components  look down and forward. Focus your mind on the i’fliﬂgmﬁr_}
point, in the center of the lower back. Feel i in the left Hanjue. '

Key Points Move your body back slightly and with agility, Feel as though you ar¢
your body to absorh sormething. '

Application i the opponent attacks you low on your lefi side, you can dodge ba¢
litthe and use the sword to follow and block his weapen, I you are dose 10 ﬁ“?
nent, you can use your left hand to help with the block (fig. 12.7.2). Here, the bastc ¥
niques are ge, blocking with the ridge of the sword, dai, moving the sword strd!
back, and xi, making sword circles diagonally around the body.
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12.2 Point at the ankle

Movements Step forward with your right foot and let the toes of your right foot peint
left {north). Turn your body a little to the left so that it faces north. At the same Hme,
cross your hands and move them up to the left side of your head {fig. 12.2.7).

Let both hands continue to rise and then gradually separate them so that the Jeft
fianjue moves above your head and your right arm moves in # downward arc until the
gword poinis to the ground. At the same time, raise your left knee up on the left side
of your body so that the knee faces west. This is a one-legged stance (fig. 12.2.2).

Internal Components  Look forward and down. Fecus your mind on your right hand.
Feel qi reaching to the tip of the sword.

Key Points  Your step should be nimble and quick, If there is any problem maintaining
your position in the one-legged stance, think of the bathui point, at the top of the head,
and imagine that it is suspended from above. Feel the internal force flow from your
right wrist to the tip of the sword as you complete this movernent in an agile and relaxed
manner.

Application With this movement, you can use your sword to attack the lower part of
the opponent’s body, especially the jiexi acupoint, at the front of the ankle {fig. 12.2.3).
Here, the basic technique is dian, striking straight down with the tip.
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13. WASP FLIES THROUGH A HOLE

This is 2 nimble and precise movement, in which the sword is likened to a wasp and
the center of the opponent’s chest is the hole.

13.1 Thrust to the Leg

Movemerts  Move the sword up with your right hand so that the tip circles up fisst,
then left and down until it is under your left armpit. Keep the left jlanjue near your
right hand. Turn your body back counterclockwise, toward the west {fig. 13.1.1).
Continue without interruption to turn your body counterclockwise by pivoting on
your right heel until the toes of the right foot point to the southwest {fig. 13.1.2). Atthe
same time, straighten your left leg and put it down behind your pivoting right foot
This forms a back insert step, The toes of your left foot should point toward the north
cast. At the same time, let both hands encircle your body, with the sword held close
to your torso and the tip pointing toward your back. As the turp is corpleted, prigk
downward with the sword until the blade of your sword is under your left elbow and

left jianjue is over the inside of your right elbow, The focus of your thrust should b¢ :
your opponent's zhusanli acupoint, to the side and near the front of his leg. Atthe - i
conclusion of the turn, your legs should be bent, forming a half-horse stance, and you! = P
right leg should bear about sixty percent of your weight. Your bedy should face t‘he -

southeast and your head should be turned toward the northeast with your face tilted .

slightly down (fig. 13.1.3).

tnternal Components ook back around your body as you turn. Focus your mind ot

baihui point, on the top of the head, and then on your left hand. Feel qi go to the b.i'"‘i'l

hui point and then sink down to the dantian, in the lower abdomen.
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Key Points While your body turns from nerth 1o southeast, the sword under your left
armpit must be moved quickly and accurately. While turning, your body should sink
down. Your back should feel strong and expanded and your step should be quick and
weli-balanced.

Application "T'wo basic techniques are used here. First, when the opponent is close to
you and attacking from behind on your left side, you can turn your body and use your
sword o thrust back at him {fig. 13.1.4, 5). The second technique is used when the
opponent is in front and dlose 10 you. In this case, you can use your left hand to block
his weapon and the sword 1o thrust toward the lower part of his body. Here, the basic
techr;iq ue is i, thrusting,
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13.2 Hold sword vertically and assume insubstantial stance

Moverments  Shift your weight to your left leg and bring your right foot forward until
it is pointing to the east and is parallel with your left foot. Let your body sink down
and turn slightly to the left. At the same time, move your right hand in an upward
thrusting motion so that the sword points up and the ridge of the blade faces toward
the northeast. The left fianjue should touch your right wrist (fig. 13.2.1).

Internal Components et your gaze move upward and look toward the northeast
Focus your mind on your right hand and then on the left. Feel gi sink down to yowr
right wrist.

Key Points  Relax your shoulders and drop your elbows dowrs This will cause your
body to be heavy and stable. Use the internal force to prick the sword up and forward
and then to push the sword down a little. Feel as though your whole bedy can shrink
back and then spring forward quickly.

Application With this movement, you can thrust the opponent from below, as though
on a skewer (fig. 13.2.2). Here, the basic techniques are ¢i, thrusting, and tiao, thrust
ing in and cutting up.
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14. 5COOP THE MOON FROM THE OCEAN DEPTHS

This movement is composed of consecutive up and down motions, like waves. In this
posture, you should imagine that you are big enocugh to scoop the moon up from the
bottorn of the ocean. Think of the sword as the scoop and the opponent as the moon.

14.1 Block up and take cover step

Movements  Turn your body shightly to the right and face east. Raise the sword with
your right hand until it is higher than the top of your head. Keep the sword horizon-
tal and point the 1ip to the north. Move your left hand up as your right hand is raised
so that the left fianjue continues to touch your right wrist (fig. 14.1.7). At the same time,
kick your right foot forward heel first. The sole of your right foot should face forward.
Keep your left leg bent (fig. 14.7.2).

Imernal Components  Look forward {east). Focus your mind on your left hand. Feel qi

sink down to the dantian, in the lower abdomen, and then extend to vour hands.

Key Points  Keep your body stable and well-balanced. The low kick should be quick and
hard,

Apphication 1f the opponent attacks your head from above, you should move in close
to hirn and use your sword to block his attack (fig. 14.1.3), and at the same time kick
him (fig. 14.1.4). Here, the technique is shangiie, blocking up.
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14.2 Turn to the right and pull sword -k

Movements  Put your right heel on the ground. Then, turn the toes of your right foot
to the right (south), and shift your weight forward. Keep both legs bent with about
eighly percent of your weight on the right leg. Raise your left heel off the ground but K
keep the ball of your lefi foot in touch with the ground. At the same Hme, furn your
body to the right and look to the southwest. Pull the sword horizon tally to the south s
west 5o that the jiantan points in that direction. Let your left hand follow the right | ¢
hand. Then move the left jianjue down to the side of your right elbow {fig. 14.2.1}.

i

Ke
internad Components  Look from east to sou thwest. Focus your mind on the left jian tig
jue. Feel gi sink down to the dantian, in the lower abdomen. - big
Key Points Feel as though your body can move forward nimbly. - e
Application  Continuing without interruption from the last movement, youcanpull | Ay
the sword back to cut the opponent as your body moves forward (fig. 14.2.2). Here, the - f::t
basic technique is chou, a pull-cut with the edge of the sword. - Als

o b
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14.3 Raise a flag

Movementts  Make your body erect and straighten your right leg, Then, raise your left
knee siraight up so that the kneecap points toward the east. At the same time, move
your right hand down so that the sword is vertical and the tip points up (fig. 14.2.1).

Internal Components  Continue to look toward the southwest. Focus your mind on
your left knee and feel as though it is rising continuou sly. Feel gi reaching to the top
of your head.

Key Points Let your body rise up as one unit and be carefil to stay well-balanced. Your
right hand holding the sword should sink and feel stable as though it were holding a
big flag in the wind. The top of your head should feel as though it were suspended
from above.

Application  If the opponent attacks you from the right side, you can use your sword
to fouch his weapon or forearm and then push #t sutward using your left hand to help,
Also you can use your left foot to kick him {fig. 14.3.2). Here, the technique is cejie,
blocking side to side with the edge of the sword.
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14.4 Tree roots twine around each other

Movements Bend your right leg and let your body sink down. Move your left foot to the
northeast and let your heel touch the ground, then shift your weight forward. At the
same time, move the blade of the sword down and let the tip point southwest ffig
14.4.1}

Continuing witheul interruption, turn your head to face the northeast, Shift your
weight to your left leg and turn your right foot on the ball of the foot so that both feet
point to the east, This forms a left wide bow stance. At the same time, turn your body
to the left and as it turns, move both hands to the left side of your body. The lefi jlan-
jue should be on the left side of your waist and your left palm should face up. Holding
the sword in your right hand with yinba, palm facing up, move your right arm around
in a cutting curve go that the sword arcs first down, then forward, and finally up untd
it is in front of your bedy and points to the east. Your right palm should face up and -
the sword should be parallel to the ground with the edges of the sword on a vertical ¥
axis {fig. 1142} .

internal Components  Look down and then to the northeast. Focus your mind on your -
right hand. Feel qi in your right hand,

Key Points Bend your right leg and sink down before stepping forward with your leff
foot, Imagine that you are holding the handle of the sword with both hands and the#
sweeping it forward edge first in a smooth motion. Let your right wrist turn stightly -
clockwise at the end of the sweep so that the leading edge of the sword faces up.

Application You can use this mevement to attack the opponent with an upward cit"
ting motion {fig. 14.4.30. '
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15. TURN AROUND AND HANG A GOLDEN BELL

This is a proteciive technique. Imagine that the tip of the sword is a bell and that the
opponeni is a hook. Hang the bell on the hook.

151 Turn around and block left and back

Movements  Turn vour body slightly to the left and face the northwest, Move your
right hand with the sword to the left side of your waist and incline the sword back
toward the northwest with the tip pointing up. Then, turn the left jianjue over and
place it beside your right wrist, At the same time, step forward with your right foot
and make a left standard sitsing stance {fig. 15.1.7).

Internal Components  Look toward the tip of the sword and to a point in space just
beyond the tip. Focus your rind on your left shoulder. Feel gi sink down to the dant-
ian, in the lower abdomen.

Key Points  Keep your body stable when stepping forward with the right foot. Feel as
though your left shoulder is dodging back.
Application  Use the sword 1o protect your left side, especially your left shoulder and

elbow {fig. 15.7.2). Here, the basic technique is fanjie, blocking back with the tip and
top part of the sword, and gua, hanging.
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15.2 Merge steps and block down

Movements Turn your body slightly to the right. Step forward with your left foot so
that it is beside your right foot. Let both feet feel as though they are merged together
and let your body sink down. At the same time, holding the sword with your right
hand, move it down to the left side of your left knee. Keep the left jlanjue in touch with
your right wrist, Point the tip of the sword to the west behind your body and hold the
sword so that it is parallel to the ground ffig. 15.2.1).

tnternal Components  Keep looking just past the tip of the sword. Focus your mind on
your left hand. Feel ¢i in the dantian, in the lower abdomen.

Key Points Tty to teel as though the sword remains still while your body moves for-
ward and down,

Application  If the opponent attacks from the lower left side of your body, you can
dodge to the right and use the sword to block down {fig. 15.2.2), Here, the basic tech
nique is xiajie, blocking down.
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16. KUI XING RAISES HIS BRUSH

In Chinese mythology, Kui Xing is a god of hell who has a book in which are writlen
the names of every living human being. 1 he uses his brush to check off a name
the book, that person must die. In this posture, the sword is the brush and st is already
raised for writing.

16.1 Turn around and block side to side

Movements Straighten both legs until they are only slightly bent and turn your body
to the right until it faces east. Using your right arm, move the sword to the front of
your body and raise it to head height. Your right hand should hold the sword in niba,
the hand-turned-over grip. Let the tip of the sword point forward and down and keep
the left jianjuc in touch with your right wrist {fig. 16.1.9),

Internal Components  Look forward (east), and focus your mind on your right hand.
Feel gi move to your right hand and then to the tip of the sword. This causes a side-
to-side force.

Key Points  When raising the sword, your body must be erect. Keep the sword in the
centerline of your body and feel as though it can be pulled up and then made to prick
down. Feel as though there is force on both sides of the sword and that it can be used
1o block both sides of your body.

Application 1f the opponent directs an attack at your body. you can use the sword to
touch, stick. and block his weapon from the right side, and you can also cui bis band
inan upward rotion (fig. 16.1.2). Here, the basic techniques are 1, cuiting up with the
tip of the sword, and ge, blocking with the ridge of the sword,
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16.2 Raise sword and assume single leg stance

Movements  Continuing without interruption from the previous movement, ralse  § Ty

your right arm up in front of and above your head so that the tip of the sword is at
chest level and points diagonally down. At the same ti me, raise your body shightly and

7.
shift your weight to your left foot {fig. 16.2.7). Move the left fianjue down and forward | y
and let it point to the tip of the sword. At the same time, raise your right knee andlet  §. 00_
your right toes point up. This forms a solo stance. Keep your left leg slightly bent and Iye :
your body erect throughout this moverment {fig. 16.2.2). _ 77:
tnternal Components  Look forward and focus your mind on your left hand. Feel g nte
move up to your right hand and then out to the tip of the sword. - gin
Key Points The force for raising the sword should come from your leg and body. Feel Sk
as though you are cutting up with the upper side edge of the sword, L
Application  With this movement, you can continue the cutfing motion begun in fhf—' :ff‘
previous movement aimed at the opponent’s front hand {fig. 16.2.3). Here, the basic Eeciz;
techniques are ti, cutting with the tip of the sword, and ge, blocking with the ridge of 4 o
the sword. ;
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17. THRUST SWORD DOWNWARD

This posture involves a thrusting movement thal inclines downward,

17.3 Put foot and sword down

Movements  Put your right foot down with the toes touching the ground in front of
your feft foot, At the same time, use your right hand to roove the sword down to chest
level in a thrusting motion. Keep the left jlanjue in touch with your right wrist {fig.
7.1}

interal Components  Look slightly down and focus your mind on your left hand. Feel
¢i reaching to the tip of the sword,

Key Points  Relax your shoulders, elbows, hips, and knees.

Application Continuing without interruption from the previous movement, you ¢an
use your sword to prick down along the opponent’s weapon (fg. 17.1.2)- Here, the basi¢
techniques are di, thrusting; ge, blocking with the ridge of the sword; and xi, making
sword circles diagonally around the body,
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17.2 Unicorn exploration

Movements  As the sword thrusts downward, let your body sink down, Stretch your § In all
right arm forward unti] your right hand is at abdomen level. Raise your right knee | ope in
slightly and point the right toes to the ground. Bend your left Jeg and let your body ting,”
sink slightly down to form a lefi insubstantial stance (fig, 17.2, 1. from b
Inteenal Components Keep looking forward and down. Focus your mind on your right 181 R:
hand. Feel as though qi can extend to the tip of the sword. r o
_ . Mo
Key Points  Your back should feel “full.” meaning that gi is there and that internal . [ﬁ:ﬁ
force there is strong. Your abdomen should feel “empty,” meaning that nothing there  { Tum' ,-{
can be touched. Feel as though your arm is lengthening and that more force canbe | y:our ‘z{ﬁ
sent to the tip of the sword. : '
Internat
Application Continuing without interruption from the previous movement, you catt A

) i ; - extendiy
keep thrusting downward with your sword at the lower part of the opponent’s body. |

Here, the basic technique is i, thrasting, Key Poin

sink dow
is stretch

Anplicati,
BEnt's i
is shangj
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18. STEP BACK WITH THREE REVERSE HITS

In all reverse hits, either your step or your body moves in a direction appogite 1o the
one in which the sword is moving. This posture is also called “from failing to win-
ning,” which means that when the body goes forward as though to escape an attack
from behind, the sword strikes back to counterattack.

18.1 Raise sword and turn it over while assuming bow stance

Movemenis Turn over your right hand with the sword and raise the tip of the sword
to face level, letting it point forward (east). Keep the left jianjue behind the flantan.
Tum your body to the left a Hule bit and Jean slightly forward. At the same time, shifi
your weight forward and make a right standard bow stance {fig. 18.1.7).

Internal Components  Look forward and focus your mind on your left hand. Feel ¢i
extending both forward and backward in your right hand and lefi foot.

Key Paints  Shift your weight forward. Your body can lean forward slightly and must
sink down. Feel as though vour right arm can reach far ahead and that your left foot
is stretched back,

Application  As you turn the sword over, you can use the lower edge to cut the oppo-
nent's front hand or his front arm from below (fig. 18.1.2). Here, the basic technigue
18 shangjie, blocking and cutting up.
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18.2 Turn and point sword back I o3¢
Movements Turn your body around counterclockwise by pivoting on your rightheel  J.. Moven
and letting your right leg bear your full weight. Keep turning until your body facesto  § o'clock

the southwest. Relax your right shoulder, drop your elbow and hold the sword behind - 4t abos
your right shoulder with your right hand. The jlantan should point to the southwest  }" toward
and the tip of the sword should point diagonally down and toward the northeast. At hip an¢
the same time, relax your left hip and raise your left knee slightly, letting only the toes shift yo
of your left foot touch the ground. This forms a right insubstantial stance. Point the your rj;
teft fianjue back to your right shoulder, then to the nose (fig. 18.2.7), and finally sweep “pot
it forward until it points toward the southwest (fig. 18.2.2).

Internal Components  Look from east to southwest and focus your maind on your kef
hand. Feel gi sink down to the dantian, in the lower abdomen.

Key Points  Relax your hips and keep your body stable while you turn. When the Jeft
jlaujue poinis forward, feel as though your whole left arm is stretching forward and
as though your body is pulting slightly back. -

Application  When the opponent attacks from behind on your left side, you can mf“
your bedy back to prepare for fighting and use your left hand to block his long weap
{fig. 18.2.3). Here, the basic technique is to block with the empty hand.
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18.3 Chop forward and assume bow stance

WMovements  Move the left jianjue cdockwise in a circle that starts at about the two
elock position and finishes slightly to the left of your body and in front of your head
st about the eleven o'clock position. The jianjue should point diagonally up and
soward the northwest, As the left Hanjue completes its circle, relax your left knee and
hip and step forward with your left foot, letting only the heel touch the ground. Then.
shift your weight forward to make a left standard bow stance. At the same time, extend
your right arm forward so that the sword chops over your right shoulder and then
poins to the southwest. Keep the tip of the sword level with the top of your head (fig.
18.3.1}.

Internal Components  Look forward and focus your mind first o your feft hand and
then on the tip of the sword. Feel gi move around with your left arm and then extend
o the tip of the sword.

Key Points Relax your left shoulder and elbow. Your Jeft arm should feel nimble and
quick and your body and right arm should move forward together with agility.

Application 1f the opponent uses a long weapon {spear or siaff) to attack you from the
front, you can use your left hand o block his weapon and your sword 1o chop at him
ffig. 18.3.2). Here, the basic technique is pi, chopping down with the edge of the sword,
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18.4 Turn sword over and strike back while taking cover step

Movements  Let both your right hand with the sword and your left hand drop directly | |

down at the same time. Both hands should be in front of your body at chest level and the g
left Hanjue should be heside your right wrist. At the same time, step forward with yowr L
right foot. When this foot crosses the left foot, turn the toes of your right foot to the right 3
(northwest) and place the right foot fully on the ground to form a right cover step, SR
Continuing without interruption, shift your weight forward to your right leg. £
Straighten your left leg and raise your left heel off the ground. Move your body for | o
ward while shifting your weight to your right leg. Turn to the right and lean forward. ¥
At the same time, move both hands down so that the sword arcs downward and then i
up toward the northeast on the right side of your body, creating a strike back. Your %
right hand should be in niba position and the left jianjue should be under your right
etbow. Turn your head to follow the movement of the sword through its downwardarc  § fK‘
to the northeast. At the end of the movement, the tip of the sword should point to S I

northeast and the sword should be parallel to the ground. Your right arm and the” 1.
sword should form one horizontal line (fig. 18.4.1a, b).

internal Components Look forward and then back to the tip of the sword as your body
turns. Focus your mind on your left hand. Feel gi sink down to the dantian, in the_
lower abdomen, and then extend o the tip of the sword

Key Points  Relax your right hip and knee. This will cause your right foot to be vetf
nimble. The forward lean of your body and the backward strike of the sword must b
coordinated. Your right forearm and wrist should feel agile and quick.

Application 1 the opponent attacks your uppet body from behind, you can dodge ®
the left or forward and use your sword to attack back toward him from belov«: (e
18.4.2a, b). Here, the hasic technique is fanji, a curving upward strike with the tp of
upper part of sword.
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18,5 Raise sword and assume insubstantial stance

Movements Turn your body and head back to the front (southwest) and straighten up
shightly. Move the left jianjue until it is in front of your face and opposite your nose.
Relax your right hand. This will cause the sword to turn slightly {fig. 18.5.9).

Continue to straighten your body. Your right leg should be almost fully straight-
ened as your body moves. Stretch your left arm forward and point the jlanjue toward
the southwest. At the sare time, raise your right hand with the sword up to the top
of your right shoulder. Point the jiantan forward and let the iip point down behind
your back {fig. +8.5.2).

lnternal Components  Look from the back {northeast) to the front (southwest} and
focus vour mind on your left hand. Feel gi at the top of vour head.

Key Points Think of using the bathui peint. on the top of the head, to lift your body
inte an upright position. Feel as though your body is flexible and agile.

Application  In this movement, your body turns to prepare for fighting and the left
jianjue can be used to block the opponent’s weapon (fig. 18.5.3).

STEP BACK WiTI THREE REVERSE HITS v 177




178 « THE THIRTY-TWO POSTURE FORM

18.6 Chop forward and assume bow stance

Movements Make a circle with the left Hanjue, starting to the right and moving clock
wise until the jianjue is stightly to the left and in front of and above your head, in this
position, the jianjue should point diagonally up and toward the northwest, Relax your
left knee and hip and step forward with your left foot, letting only the heel touch the
ground. Then, shift your weight forward to make 2 left standard bow stance. At the

same time, chop forward toward the southwest with the sword. Keep the tip of the
sword level with the top of your head {fiz. 18.6.1),

Internal Components  Look forward, focusing
then on the tip of the sword. Feel gi move
and then extend to the tip of the sword.

your mind first on your left hand and
around in the circle made by your left arm

Key Points  Relax your left shoulder and elbow. Your left arm should feel nimble and
your body and right arm should move forward simultaneously with agility.

Agplication  If the opponent uses a sword
your Jeft hand to block his weapon-holdin

with a chop (fig. 18.6.2). Here,
sword,

to attack you from the front, you cat use
g hand, and your sword to counterattack
the basic technique is pi, chopping down with edge of

18.

Mo
dov
Pad
rigl
righ

Se
o
sary
left

righ
neik

kzon

Inter




2 clock
in this
aX your
tch the
At the
of the

i and
ft arm

e and

1 use
track
ge of

WA 3.7 2

18,7 Turn sword over and strike back while taking cover step

WMovernents  Let your right hand, holding the sword, and your left hand drop direcily
down af the same time. Both hands should be in front of vour body and at chest level.
put the left flaniue beside your right wrist. At the same time, step forward with your
right foot. When this foot crosses your left foot, turn the tees of your right foot to the
right fnorthwest} and place vour whole foot on the ground to form a right cover step.

Continuing without interruption, shifl your weight forward to your right leg.
Straighten vour left leg and raise the left heel off the ground. As your weight shifts,
move your body forward and turn to the right. Your body will lean {orward. At the
same time, move both hands down with your right hand, holding the sword, and the
feft fianjue beside your right wrist. Move the sword in an arc down and then up on the
right side of your body as though to strike backward. Your right hand ghould be in
neiba, the thumb-down gnip. Put the left fanjuve under your right elbow. Turn your
head to follow the movement of the sword. Point the tip of the sword to the northeast
and keep it parallel with the ground. Your sight arve and the sword should be on a hor-
izontal line (fig. 18.7.9).

internat Components ook forward and then backward toward and beyond the tip of

the sword as your body turns. Focus your mind on yvour left hand. Feel gi sink down
to the dantian, in the lower abdomen, and then extend to the tip of the sword.

Key Points Relax your right hip and knee to make your right foot very nimble. Let your
body lean forward and the sword strike back in a coordinated motion. Your right fore-
arm and wrist should feel agile.

Application  1f the opponent attacks the upper right side of your body from behind,
you can dodge forward and left and use your sword to attack him from below {fig.
18.7.2}. Here, the basic techrique is fanfi, a curving upward strike with the tip or upper
part of the sword.
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18.8 Raise sword and assume insubstantial stance

Movements Turn your body and head back to the front (southwest} and straighten up
slightly. Move the left jianjue in front of your face and opposite your nose. Relax your
right hand. This will cause the sword to turn over slightly (fig. 12.8.1).

Continue to straighten the body. As your body moves, let your right leg become
almost straight. Streich your left arm forward and point the jlanjue to the southwest.
At the same time, raise your right hand with the sword up to the top of your right

shoulder. Point the fiantan forward and let the tip of the sword point down behind the
back (fig. 18.8.2).

Internal Components Look from back to front

ard focus your mind on vour left hand.
Feel qi at the top of your head,

Key Points Think of using the baihui point, on the top of the head, to lift your body
into an upright position. Feel as though your hody is flexible and agile.

Application  In this movement, your body turns to prepare for fighting. You can also_
use the left jfanjue to block the opponent’s weapon {fig. 18.8.3). '
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18.9 Chop forward and assume bow stance
- Moverments  Make a cirde with the Ieft flanjue, starting to the right and continuing
}fcuf clockwise until it is above and slightly to the left of and in front of your head. In this
position, the jlanjue should peint diagonally up and to the northwest. Relax your left
“omme knee and hip and step {orward with your left foot, letting only the heel touch the
west ground. Then, shift your weight forward 1o make a standard bow stance. At the same
dght time, chop forward {toward the southwest) with your right hand holding the sword,
! the Xeep the tip of the sword level with the top of your head {fig. 18.9.1).
Interaal Components  Look forward and focus your mind first on your left hand and
-l then on the tip of the sword. Feel gt move around in the circle made by your left arm
and then extend to the tip of the sword.
ody ] Key Points  Relax your left shoulder and elbow. Your left arm should feel nimble and
your body and right arm should move forward with agility.
Iso Application 1 the opponent uses 2 sword to attack you from the front, you can move

siightly to the left to dadge his weapen and use your sword to counteratiack with a
chop {fig. 18.9.2). Here, the basic technique is pi, chopping down with the edge of the
sword,

et e et
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18.70 Raise knee and push sword

Movements  Change the left flanjue to a jianfa and use it to hold the jlantan, Thes,
take the sword slightly back with both ha nds and let your body sink down and slight-
Iy back at the same time, Point the tip of the sword diagonally up toward the south-
west, Straighten your left leg so that your body becomes erect and move your right foot
forward. Raise your right knee in front of your abdemen until the knee touches the
Hantan, forming a solo stance {fig. 18.10.4).

Internal Components ook forward (seuthwest) and focus your mind on your left
hand. Feel i on top of the sword.

Key Points When your left hand just iouches the jiantan, your body should stretch for-

ward slightly, as though to pull the sword back stightly. When your right knee moves

up and forward, your abdomen should pull slightly back.

Application In this movement, the sword sinks down in order to block an atack to the

lower part of your body {fig. 18.10.2). Here, the basic technique is ya, pressing dowit B
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18.11 Straighten body and thrust forward with sword

Movernents  Straighten your body and at the same time take the sword in both hands
to thrust forward and shightly up. The tip of the sword should be leve] with the top of
your head {fig. 18171},

imternal Components Keep looking forward and focus your mind on the mingmen
point, in the center of lower back. Feel gi extend to the tip of the sword.

Key Poirts  The sword pricks forward but inside, your body should feel as though itis
moving slightly back. It should alse feel extended and stable.

Application  In: this movernent, you can keep pressing the opponent’s weapoen down
and then thrust at him with the tip of your sword {fig. 18.71.2). Here, the basic tech-
nigues are ya, pressing down, and ¢, thrusting.
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18.12 Turn sword over and strike back while in bow starice

Movements "Turn your head to look backward {northeast) and down. This will cause
your body to turn back to the right. Turn your right foot to follow the turn of your body
and step toward the northeast. This forms a right standard bow stance. Relax your
shoulders and drop your elbows. Using both hands, move the sword downward and
back along the front of your body (fig. 18.12.1}, so that it strikes up to the northeast a
the end of the movement. Hold the sword in your right hand with niba. Change the
left jianfa to jianjue and place it under your right wrist (fig. 18,92.2).

Internal Components  Look from the southwest up to the northeast and then down.
Focus your mind on the xuanguan point, between the eyebrows, and then on the tip
of the sword. Feel qi extend to the tip of the sword.

Key Points Your whole body must turn to the right in a smooth continuous movement

n which your eyes move first, followed sequentially by your head, torso, foot, hand -
and sword. You should feel when you first look hack as though the sword is already -

there. When the sword strikes forward, it should sectnt to be reaching far ahead and
your left foot should feel as though it is stretching far back.

Application  If the opponent attacks you from the right or behind, you can urn your -
body and use the sword to block and strike simultaneously (fig. 18.72.3). Here, the

basic techniques are ge, blocking with the ridge of the sword, and fanliao, a small,
smooth upward cut with the tip or front edge of the sword. '
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1g. CAPTURE A LEGENDARY TURTLE IN THE OCEAN DEPTHS

in traditional Chinese culture, the huge legendary turile is an animal deity. Itiivesin
the deep ocean and only a brave, smart, and dedicated person can capture it. In this
movement, you should move up and down and turn over as though chasing a turtle
at the bottomn of the sea.

19.1 Block down while taking a back insert step

Movements Turn the sword over so that the edge that was originally facing down
nurns to face up. Turn your body slightly to the left {fig. 19.1.9).

Cowtinue 1o turn your tight hand, making the sword move in 3 counterclockwise
arcle down, right, up, left, then down again until the tip points to the ground and the
sword is vertical. At the same time, place your right foot behind your left foot to form
a back insert step and allow only the ball of your right foot 1o touch the ground in 4
twisting stance. Move your left hand back antil your arm is parallel to the ground and
the jianjue points down. Keep both arms on 2 northeast-to-southwest line {fig. 19.7.2).

internal Components Look up and then down. Focus your mind on your left hand, and
feel qi extend through both arms.

Key Points The right step back should be nimble. When stepping back, keep your
body stable and lean slightly forward. Feel as though your right foot can move forward
and back very quickly.

Application When the opponent’s weapon 1s over your gsword, you can turn your sword
to cut up {fig. 19.1.3). 1 he dodges and then attacks your front leg, you can move your

leg back and use the sword to block down {fig. 19.1.4). Here, basic techniques are fiao,
stirring or making circles with the sword, and ge, blocking with the ridge of the sword.
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9.2 Raise and straighten waist and move sword up - 193 Raise k.
Movements  Turn your hody to the left and face the northwest. Let your body sink  §. Movements

down as you turn and let both hands drop down and then circle up m frontof your | ward and up,
abdomen. Let the lefi janjue become a Hanfa and touch the Hantan. Holding the - Jour right knu
sword with your right hand, let the tip of the sword point diagonally upward and - siance {fig. 10,

toward the northwest. Then, raise your body up slightly (fig. 19.2.1). Internal Comp,

Internal Components  Shift your gaze from downward to the northwest. Focus your _' o1 your left he

mind on your left hand. Feel qi sink down to the dantian, in the lower abdomen. Key Points  ro,

Key Points Keep your body very stable as it sinks and turns. When your arms circle to
the front, you should have a feeling of extension in them and of emptiness in the cerr
ter of the arm-circle. Feel as though the top of your head is suspended from the bak-
hui point, on the top of the head.

Application {1
g opponent (

Application  You can use this moverment to defend against an attack from the left of
above {fig. 19.2.2). Here, the basic techniques are xi, making a sword circle diagonally.
around the body, and lan, blocking and breaking off in middle.

180 « THE THIRTY-TWO POSTURE FORM




sink
‘Our
the
ang

plivg

19.33 19.3.2

19.3 Raise knee and push sword

Movements  Straighten your legs and torso. Using both hands, thrust the sword for-
ward and up, keeping the tip level with the top of your head. At the same time, raise
your right knee to the nerthwest until the knee is behind the jlantan, forming 2 solo
stance {fig. 19.3.1).

internal Components  Continue 1o look forward and slightly up, focusing your mind
on your left hand. Feel gi reach the tip of the sword.

Key Points  Feel as though vour body is stable and the sword can prick very far.

Application  Use this movement to thrust up and forward at an attack from an oncom-
ing opponent (fig. 19.3.2). Here, the basic technique is <, thrusting.
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19.4 Turn back and strike down

Movements Turn your body clockwise to face south, At the same & me, hend your left
leg and let it turn on the heel. Make a circle with the raised right leg toward the south
so that it moves past your left leg. Let the 10es of your left foot turn to face southeast
and let your right foot pass the left before touching the ground, so that your legs are
crossed at the end of the step. Shift your weight fo your right leg and raise your left
beel off the ground. Your left knee should be behind your right kuee in a right low
rest stance. Holding the sword in your right hand and with the left jianfa touch ing the
flantan, make a circle with both hands to the northwest and diagonally up, Continue
without interruption to make 3 circle clockwise and on a diagonal downward slope
until the tip of the sword points to the west and the sword is parallel to the ground,
The blade of the sword should be horizontal. Your right hand should come to a stop

in front of your right knee. Turn your head to the right and look at and beyond the tip
of the sword (fig. 19.4.7, 2}

Internal Components  Shift your gaze trom the upper northwest corner downward and
to the west, just ahead of the tip of the sword as it makes its circuit. Then, look at the
tip of the sword and beyond. Focus your mind on your left hand. Feel gi move in both
arms and then extend through the sword to the ti P

Key Points The turn of your body must be quick and stable. Feel your lefi hand push

the flantan. This will cause your bedy to dodge slightly to the Jefi.

Application  If the opponent attacks you from the right or behind, you can use the

sword to press down on his weapon. Letting your body sink and turn prevents his
escape {fig. 19.4.3, 4). Here, the hasic techniques are xi, circling the sword diagonaly -

around body, and ya, pressing down.
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20. GODDESS SPREADS FLOWERS

In waditional Chinese culture, the “goddess spreads flowers” is suggestive of the
most beautiful of movements. In this posture, your movements should be open and
extended.

0.1 Hold sword horizontally and assume rest stance

Movements Raise your head to look toward the west and move the sword upward in
front of your body, which should be facing south. Keep the full weight on the right leg.
The sword should be in fromt of the left side of vour head, given that your head is
turned toward the west. The sword should be pointing west and parallel to the ground
fig. 20.1.1).

internal Components  Look toward the west, focusing your mind on your right hand.
Feel gt on top of your head,

Key Points  Keep your body erect. Feel as though the top of your head is suspended
from above and that your right elbow and hand are pulling the sword to the left.

Application  Frorn this low position, you can attack your opponent, using your sword
to block from below {fig. 20.1.2). Here, the basic technique is shangjie, blocking up.
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20.2 Block arm and assume insubstantial stance 20.3 Lowse
Moverments Step toward the west with your right foot, keeping your body ata constant  §  Movements
level. Let your left foot just follow your right foot to the side without putting any front of yo
weight on the left and with only the ball of your left foot touching the ground. Thisis your left fo

called genbu or “following step.” Keep your head facing west and turn your body

\ ’ Internal Cou
slightly to the right. U sing both hands, move the sword horizontally to the right until

) ) tight hand.
the tip points north and the jiantan points to the south, Then, without moving the
sword, let your body sink slighily. Keep the sword level with the top of your head {fig _ K“ZP Points
20.2,3). slightly for
) but springy
Internal Components Continue to look west and focus your mind on your right hand. IS o
Feel gi extend from the dantian, in the lower abdomen, to the hands. Application
] Weapon anc
Key Points Your bedy should be nimble as it turns and the side step should be agile 20.3.2}. You

and stable. Feel as though the sword is pushing up as your body sinks down. basic techni.

Application When the opponent is in a position high above you, you can move dose

to him and use the sword to block from below {fig. 20.2.2}. Here, the basic technique
is shangjie, blocking up. :
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20.3 Lower sword and assume side bow stance

Movements Turn your body slightly to the right and then press the sword down in
font of your right knee. Let your body lean forward and, at the same time, step with
your left foot backwards toward the cast to form a right, low bow stance (fig. 20.3.1}.

interal Components  Shift your gaze down and forward. Focus your mind on your
right hand. Feel gi in both hands making them become very heavy.

Key Points When pressing the sword down, feel as though the sword is pushing
slightly forward, your left foot is big and your right Teg is simultaneously very heavy
but springy.

Application  1f the opponent attacks your leg, you can use the sword to stick his
weapon and then press down. At the same time, your body should dodge back {fig.
20.3.2). You can also push the sword forward to cut the opponent’s arm. Here, the
basic techniques are ya, pressing down, and hangjie, blocking and cutting forward,
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20.4 Strike knee while taking a back insert step

Movements Change the sword to your left hand in yangba, the palm-down grip, and
then move it back horizoutally in a2 counterclockwise arc paralle] to the ground umil
the tip points to the sast at knee level. Make a fianjue with your right hand on the right
side of your waist. At the same time, shift your weight to the lefy leg and take a back
insert step with your right foot, letting the right foot cross behind the left leg and
touch the ground with only the ball. This is a left rest stance. Turn your body to the
left slightly and turn your head to face toward the east tfig. 20.4.1).

Internal Components Look from west fo e

ast and focus your mind on your right hand.
Feel gi reaching the tip of the sword,

Key Points When shifiin £ your wei

ght ard stepping back, your body should maintain
a constant level. Feel th

at your body can turn back quickly and with agility.
Application 1f the opponent is on yout left or behind you, you can move close to him
and use the sword to strike his knee from a low position {fig. 20.4.2). Here, the basic

techniques are §i, a curving strike with tip or upper part of sword, and jie, blocking
with edge of the sword, '
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21. PICK UP STARS WITH AN UNERRING HAND

The name of this movernent indicates that you must be quick, precise, and dexterous.
stars refer to your eyes. The movements of this posture are not big but they are ninm-
be, accurate, and useful.

2.1 Turn hand over to pick up star

Movements  Turn your left hand with the sword so that the palm faces up. This
mvolves changing from yangba, the palm-down grip, to yinba, the palm-up grip. At
the same time, shift your weight to your right leg while your body rises up. Raise the
hee} of your left foot off the ground. Keeping vour right knee in contact with the back
of your left knee, let your hips face southwest, your torso face south, and your head
fice east. As your body rises, thrust the sword diagonally upward and 10 the east with
the tp at eve level {fig. 21.7.10

Intemal Components  Look upward and toward the east. Focus your mind on your left
hand, and feel g at the tip of the sword.

Key Points When your body rises up, lean slightly toward the east. Feel as though your
Yody is about to turn around.

Agplication Use this move to attack the face of the opponent with a diagonal upward
stroke {fip. 21.1.2). Here, the basic technique is ¢, thrusting.

PICK UP STARS « 143




21.2.1

21.2.2 2123, 4

21.2 Step forward and thrust straight ahead with sword

Movements Turn your body to the left but do not turn your hips. Move the right jia
jue actoss your body from right to left and let it point to the jiantan, At the same time,
raise your left knee toward the west fig. 21.2.1).

Continue without interruption to turn your body to the left, Let your left arm tum |
outward and extend toward the east. Although your left hand with the sword moves to

the left, the tip of the sword should just turn without any movement occurting in the

rest of the sword. The tip should remain pointing up and toward the east. At the same |
time, step back toward the east with your left leg and then shift your weight onto itte §

form a left standard bow stance. At the same time, push the right fianjue forward and
to the right (southeast). It should point ahead and diagonally up ffig. 21.2.2).

tnternal Components  Keep looking forward (east), and focus your mind on your right |

hand. Feel qi in the right jianjue and then feel it extend through your arms.

Key Points When your left knee rises and the right jianjue points to the left, feel that

your bedy is twisting and leaning to the east. Then, let your left foot unleash the
power from this twist as it makes the step to the left. Feel as though your left wrist cat |

make a small but quick, dexterous, and powerful turn and as though the right jianjue

is another sword and points to the same spot as the real sword. The movement in the |

tip of the sword is small but must be quick and powerfil.

Application  After beginning an attack to the opponent’s face (fig. 21.2.3), turn youw
body and continue to attack his face {flg. 21.2.4). Here, the basic techniques are ji.?

curving strike with the tip or upper part of the sword, and i, thrusting,
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22. RAISE WHIP AND ATTACK WRIST

Two techniques are combined in this posture. "Raise whip” refers to the sword and is
a technique for counterattacking, while “attack wrist” changes the position of the
sword from the back to the front of the body. These two technigues are done on both
sides of the body.

22.1 Raise whip back and assume insubstantial stance

Movements  Turn your body to the right and turn your head back 1o face west. At the
same time, shift your weight back to your right leg and raise your left heel off the
ground to mnake a right insubstantial stance. At the same time, move botly hands in
front of your body and then across the body to the right and back toward the west.
During this move, pass the sword fromn your left hand 1o vour right hand, keeping the
sword pointed vertically up. With your left hand form the jianjue. At the end of the
movement, your right hand should held the sword vertically and shghtly behind the
sight side of your torso with the tip pointed up. Your left hanjue should be under your
tight elbow and should point to the west (fig 22.7.7).

Iniernat Components Look back {west) and focus your mind on your left hand. Feel gi
18 your nght hand and then on top of vour head.

Key Points  Relax your shoulders and hips and keep the sword vertical, Although you
#e blocking backward, feel as though the hody wants to move forward,

Application 1f the opponent atlacks from the right side or from belund, you can use
the sword 1o block his weapon. Your body should move nimbly (fig. 22.1.2). Here, the
basic techniques are ge, blocking with the ridge of the sword, and lan, blocking and
5Teaking off in middle.
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22.2 Chop back while taking a pad step

Movements Take a halistep forward (cast) with your left foot and shift your weight for
ward to make a standard bow stance. Let your body lean slightly to the east. Face back
toward the west and sirike back toward the west with the sword which should, at the
end of the movement, be parallel with the ground and pointing west {fig. 22.2.1.

Internal Components Continue looking back to the west and focus your mind on your
right hand. Feel qi extend to the tip of the sword.

Key Points The step forward, the leaning of the body in that direction, and the strike
of the sword back should be done at the same time. Feel the mternal force coming
from your right wrist and moving very quickly.

Application When the opponent attacks you at mid-level, you can dodge and use”the
tip of the sword to strike him quickly {fig. 22.2.2). Here, the basic technique is ji. 8
carving sirike with the tip or upper part of the sword.
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223 Cut upward at attacker’s wrist and assume bow stance

Movements Step forward with your right foot to the east. Turn your head and body to
the left aruct Jet your arms follow. Move the sword in a downward arc with your right
sand. The tip should point toward the ground as the sword moves past your right
thigh, Continue without interruption to sweep the sword forward and up toward the
east umitil it extends in from of your body. Hold the sword with niba and keep the feft
fanjue behind the fantan. At the end of the movement, the tip of the sword should
point forward {east) at chest level and be parallel to the ground (fig. 22.3.1).

internal Compaonents  Turn your head and look forward {east). Focus your mind on
vour right hand and fecl g1 extend to the tip of the sword.

Key Poimts Make the change of step quick and nimble. As you move the sword for-
ward, relax your right shoulder and raise your right elbow shghtly to prevent the tip of
the sword from touching the ground.

Application  Use your sword to touch your opponent’s weapon on the inside or under-
side, and move it forward along his weapon to sttack his front hand (fig. 22.2.2). Here,
the basic techniques are 4, cutting with. the tip of the sword); ge, blocking with the
tdge of the sword, and Hao, a smal} upward cut with the tip or fromt edge of the gword.
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22.4 Raise whip back and assume insubstantial stance

Movements Turn your body to the left (north) and turn your head back toward the
west, while shifting your weight back to your left leg and raising your right heel off
the ground to form a left insubstantial stance. At the same time, holding the sword
with your right hand, move it to the left and back toward the west. The left jianjue
should touch your right wrist and move back as your right hand moves back. Keep the
sword vertical as it moves. At the end of the movement, your right hand should hold
the sword to the left of and behind your body. The tip of the sword should point up.
Hold the left jlanjue on the left side of your body at waist level between your right
wrist and your body and continue to keep it in touch with your right wrist (fig. 224 1.

internal Components Look back toward the west, Focus your mind on your left hand
and feel gl extend through both arms, making them become heavy.

Key Points Relax your shoulders and hips as the sword moves to the vertical posifion-
Be ready to block backward but feel as though you want to move your body forward

Application 1f the opponent attacks you from the left side or from behind, you ca use

the sword to block his weapon. Your body should move nimbly (fig 22.4.2). Here, the

basic technique is ge, blocking with the ridge of the sword. -
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2.5 Chop back while taking pad step

Movernents Take a half-step forward {east) with your right foot and shift vour weight
farward to make a right standard bow stance, Let your body lean slightly to the east,
Continue to face back toward the west and use the sword to strike in that direction
west), At the end of the movement, the sword should be parallel to the ground and
the tip of the sword should point 1o the west {fig. 22.5.1).

Internal Components  Keep locking back to the west and {ocus your mind on your right
hand. Feel ¢i extend to the tip of the sword.

ey Poirts The step forward, the lean of vour body and the strike of the sword to the
wost should all occur at the same time, Feel the internal {orce coming very quickly
from your right wrist.

Application  When the opponent altacks you st mid-level, you can dodge away from
the attack and use the jianfan, the tp of the sword, to strike him quickly {fig. 22.5.2).
Here, the basic technique is i, 2 curving strike with tip or upper part of the sword.
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22.6 Cut upward at attacker's wrist and assume bow stance

Movements Step forward toward the east with your left foot. Turn your head and body
to the right and let your arms follow. With vour right hand, move the sword in a down-
ward arc. The tip of the sword should point toward the ground as the sword passes
your left thigh. Continue without interruption to sweep the sword forward and up
toward the east until it extends in front of your body. Your right hand should be in the
niba position and the loft Hanjue should be held under your right wrist. At the end of
the movement, the tip of the sword should point forward (east} at chest Jevel and be
parallel to the ground {fig. 22.6.1}.

Internal Components  Turn your head and look forward {east}, Focus your mind on
your right hand and feel gi at the tip of the sword.

Key Points  The change of step should be quick and nimble. As you move the SWO{d
forward, relax your right shoulder and raise your right elbow slightly to prevent the ip
of the sword from touching the ground.

Application Use the sword to touch your opponent’s weapon on the inside or under-
side and move it forward along the opponent’s weapon 1o attack hig front hand {fg
22.6.2). Here, the basic technigues are ge, blocking with the ridge of the sword, and _'
lizo, a smiall upward cut with tip or front edge of the sword. ‘
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23.1.2

23. BLACK DRAGON STIRS ITS TAILL

Ddbody 1 i is a very powerful movernent. Think of yoursell as & dragon and the sword ag
adown. | vour tail. “Stirring the tail” requires that you use the force of your entire body.
I passes
adup 4 41 Look back at the tail
eithe
vend of Movements  Change the left jianme to a janfa and use it 10 hold the jiartan in order
and be o help your right hand move the sword. Relax your shoulders and. using both hands,
move the sword down and back along the left side of your body. During this motion,
) 3 the tip of the sword should point diagonally back and down. At the same time, turn
mdon your body slightly to the Ieft and tumn your head back to look at the tip of the sword
ffig. 23.9.1}
;;W(jfd i Intemal Components  Let your gaze move in a downward arc from the east to the tip
Hie tip of the sword and beyond. Focus your mind on your right hand and {eel i sink down

to the dantian, in the lower abdomen.

mdﬁf“ 1 Ky Points  When moving the sword back, be careful not to shift your weight back.
;I i;’;i _ instead‘, k(-}e.p‘ one hundred percent .Of your weight on your left feg. Feel as though vour
’ body will spring back as you twist from the waist.

Application  'When the opponent’s attack is low and from your left, you can use the
sword fo stick to his weapon and follow his force (fig. 23.7.2), Here, the basic techmques
e ge, blocking with the ridge of the sword, and dai, rmovin g the sword straight back.

i
:
o
4
i
i
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2%,2.1 23.2.2

23.2 Step back and strike forward

233 Lo
Movements  Continue without interruption from the previous movement by moving | Moveme
the sword slightly further back and then up and forward so that it completes an almost ~ backin:
vertical circle on the left side of your body. At the end of the movement, the tip of the of the Iy
sword should be level with the top of your head. As the sword moves forward to com- e, tu
plete the circle, step backward with your left foot and shift your weight onto your right I - the swor
leg to form a right standard bow stance (flg. 23.2.1). .
& to form a right standard bow stance ffig. 23.2.1) - termai «
Internal Components  Look from back {west) to front {east). Focus your mind on 2§ beyong.
weilll point, on the tailbone, and then on the mingmen point, in the center of the Koy Point
s in

lower back. Feel qi extend in a spiraling movement from the dantian, in the lower
abdomen, to the tip of the sword.

Key Points The step backward and the weight shift should occur at the same time Aoplicati
a coordinated movement. Be careful to keep your body at the same level throughott % f%gmk ‘o
this movernent. When the sword moves up, feel as though it is going to stir something 4% E:I *0
up. Use force from your waist and when the sword moves forward and dowm, feei.35 1 &, blockis
though it is going to chop something. Your hands and your left foot must move with
force at the same time and in opposite directions. To create 2 powerful chop when the
sword is higher than the top of your head, your left hand can be moved behind youf .
right hand {o hold the handle of the sword in heba, the two-handed grip. After f‘h:e_
ctiop, change your left hand back to a jianfa to hold the jlantan.

Applicatien  Keep your sword in continuous touch with the opponent’s weapoi. iji
stir up and then chop down at him {fig. 23.2.2). Here, the basic techniques ar¢ dm _
moving the sword straight back; jiao, making circles with the sword; and pi, fhg??mg_ .
down with the edge of the sword, or zhan, a vertical cut, o
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S 23.3.1 23.3.2
e
23.3 Look back at the tail
‘moving | popements  Relax the shoulders and, using both hands, move the sword down and
u almost back in a downward arc along the right side of the body. Continue the arc to the back
ipofthe of the body unail the tip of the sword points diagonally back and down, At the same
Wcom  { fime, turn the body slightly to the right. and turn the head back to look at the tip of
ur right the sword {fig. 23.3.1).
internal Componenis  Let your gaze shift from the east to the tip of the sword and
% G? f;‘f 1 beyond. Focus the mind on the right hand. Peel gi sink down 1o the dantian.
E?{)\ieﬁ Key Points  When moving the sword back, be careful not to shift the weight back.
Instead, keep one hundred percem of the weight on the night leg. Feel as though the
o body will spring back as you twist from the waist,
me in
aghout Application When the opponent’s attack is low and on your right, you can use the sword
ething o stick to his weapon and follow his force (fig. 23.2.2). Here, the basic techniques are
foel ag ge, blocking with the ridge of the sword, and dai, moving the sword straight back.
e with
en the
1 your
or the
First
= dai,
ping
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23.4.2

23.4 Step back and strike forward

Movernents  Continue the previous movement without interruption by moving the
sword slightly further back and then up and forward, so that it completes an almost
vertical circle on the right side of the body. At the end of the movement, the tip of the
sword should be level with the top of your head. As the sword moves forward to com-
plete the circle, step back with your right foot and shift yeur weight onto your leftleg.
This forms a left standard bow stance {fig. 23.4.7}.

Internal Components  Look from back {west) to front {east), Focus your mind on the
weilll poirtt, on the tailbone, and then on the mingmen poinl, in the center of the
lower back. Feel gi extend in a spiraling movement from. the dantian, in the lower
abdomen, to the tip of the sword.

Key Points The step back and the weight shift should occur at the same time in a coor
dinated motion. Be careful to keep your body at the same level during the step and
weight shift, When the sword moves up, feel as though it is going to stir something
up. Use force from your waist and when the sword moves forward and down, feei‘as
though it is going to chop something. Your hands and your left foot must move with

sword is higher than the top of your head, your left hand can be moved behind your
right hand to hold the handle of the sword in heba, the two-handed grip. Afiey the
chop, your left hand can be changed back to a jianfa to hold the jiantan.

Application  Keep your sword in continucus touch with the opponent’s weapon. First.

stir up and then chop down at him (fig. 23.4.2). Here, the basic techniques 21¢ 4%31»
moving the sword straight back; jizo, making circles with the sword; and ph, choppi8
down with the edge of the sword, or zhan, a vertical cut.
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23.5.1 22.5.2

23.5 Look back at the tail

Movemenis  Relax your shoulders and using both hands, move the sword down and
tack in & downward arc along the left side of your body. Continue the arc to the back
of your body until the tip of the sword points diagonally back and down. At the same
fime, turn your body slightly to the left and turn your head back to look at the tip of
the sword {fig. 23.5.1).

internal Components  Let your gaze shift from east to the tip of the sword and beyond.
Focus your mind on your right hand. Feel ¢i sink down to the dantian, in the Jower
abdomen.

Key Points  When moving the sword back, be careful not to shift your weight back.
Instead, keep one hundred percent of vour weight on vour left leg. Feel as though your
body will spring back as you twist from the waist.

Application When the opponent’s attack is low and on your left, vou can use the sword
t stick to his weapon and follow his force (fig. 23.5.2). Here, the basic techniques are
ge, blocking with the ridge of the sword, and dai, moving the sword straight back.
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e 23.6.1 23.6.2

23.6 Step back and strike forward 23
Movements  Continue the previous movement without interruption by moving the tdor
sword slightly further back and then up and forward, so that the sword completes an bac.
almost vertical circle on the right side of your body. At the end of the movernent, the of y
tip of the sword should be level with the top of your head. As the sword moves for site
ward to complete the circle, step backward with your left foot and shift your weight the
ento vour right leg. This forms a right standard bow stance {fig. 23.6.1}, tnte
Internal Compornents  Look from back (west) to front {east). Focus your mind on the Foc
weils point, on the taflbone, and then on the mingmen point, in the center of the | abd
lower back. Feel gi extend in a spiraling movement from the dantian, in the lower -
abdomen, to the tip of the sword. nst
Key Points The step back and the weight shift should occur at the same time in a coor you
dinated motion. Be careful to keep your bedy at the same level during the step and ' Aop:
weight shift, When the sword moves up, feel as though it is going to stir something o st

Use force from your waist and when the sword moves forward and down, feel 88 | bloc
though it is going to chop something. Your hands and your left foot must move with '
force at the same time and in opposite directions. To create a powerful chop when the .
sword is higher than your head, your left hand can be moved behind your right hand

to hold the handle of the sword in heba, the two-handed grip. After the chop, change

your left hand 1o a jlanfa to hold the flantan.

Application Keep your sword in continuous touch with the opponent’s weapon. First
stir up and then chop down at him (fig. 23.6.2). Here, the basic technigues ate dal,
moving the sword straight back: jizo, making circdles with the sword; and pi. chopping
down with the edge of the sword, or zhan, a vertical cut.
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23.7. 23.7.2

237 Look back at the tail

he Movermenis  Relax your shoudders and using both hands, move the sword down and
at back in a downward arc along the right side of vour body. Continue the arc to the back
he % of your body until the tip of the sword peinis diagonaily back and down. At the same
st 1 gme, tarn your body slightly to the right and turn your head back to ook at the tip of

ht ] thesword {fig. 23.7.1).

Iniernal Components  Let your gaze shift from east to the tip of the sword and beyond.
e} focus your mind on the right hand. Feel i sink down to the dantian, in the lower

£ abdornen.
e
Key Points  When moving the sword back, be careful not to shifi your weight back.

i lnstead, keep one hundred percent of your weight on your right leg. Feel as though
r your body will spring back as vou twist from vour waist.
d
. Application When the opponent’s attack is low and on your right, you can use the sword
.js fo Si‘i(i]( to his weapon and {olow his force (fig. 23.7.2). Mere, the basic lechniques are ge,
y o Dlocking with the ridge of the sword, and dai, moving the sword straight back.
e
] :

|
!
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. 23.8.1 23.8.2
23.8 Step back and strike forward 22
Movements  Continue the previous movement without interruption by moving the In tis ¢
sword slightly further back and then up and forward so that it completes an almost jlmping
vertical circle on the right side of your body. At the end of the movement, the tip of
the sword should be level with the top of your head. As the sword moves forwardto | 241 Tur
complete the circle, step back with your right foot and shift your weight onto your lef oy
teg. This forms a left standard bow stance (fig. 23.8.1). i ovomet
: onthe he
Internal Components  Look from back (west) to front {east). Focus your mind onthe ' ofyour 14
weilli point. on the filbone, and then on the mingmen point, in the center of the -} the sides
lower back, Feel qi extend in a spiraling movement from the dantian, in the lower - and fo the
abdomen, o the tip of the sword. §. vertically
Key Points The step back and the weight shift should occur at the same ime inacoot " itemgf ¢
dinated motion, Be careful 1o keep your body at the same level throughout the step hand. Fee
and weight shift. When the sword moves up, feel as though it is going to stir some K2y Poing
thing. Use force from your waist and when the sword moves forward and down, feel fem ms
as though it is going to chop something. Your hands and your left foot must move & By ¢
with force at the same time and in opposite directions. To create a powerful P 3 Aplicari,,
when the sword is higher than your head, your left hand can be moved behind youf R yoyur
right hand to hold the handle of the sword in heba, the two-handed grip. After the_ %12}, He
chop, change your left hand to a jianfa to hold the jiantan. - % B blockir

Application  Keep your sword in continuous touch with the opponent’s weapotk First -
stir up and then chop down at him {fig. 23.8.2). Here, the basic techniques are dat,
moving the sword straight back; jiao, making circles with the sword; and pi, FhGPng -
down with the edge of the sword, or zhan, a vertical cut.
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24.1.1 24.1.2

24. JUMP OVER A RAVINE TO BLOCK AND INTERCEPT

In this pesture, your movements should be continuous, agile, and quick, Tke a tiger
pping over z ravine,

247 Turn back and block down

Movernents  Turn your body back In a clockwise direction, letting your lefi foot tum
on the heel. Relax your right hip and raise your right knee slightly so that only the toes
of your right foot touch the ground. At the same time, move your hands apart toward
the sides of your body. Change the left jianfa to a fianjue and keep it pointing down
and to the east. Move your right hand with the sword toward the west. Hold the sword
vertically with the tip pointing down ffig. 24.1.1}.

internal Components 1ook from east to west and down. Focus your mind on your lefi
hand. Feel i at the center part of the sword.

Key Points  Your body should turn nimbly to the right side and this side should fec
“emnply.” as though nothing on this side can be touched.

Application  When the opponent attacks you from the right or from behind, you can
furn your body and use the sword to block his weapon from one side to the other (fig.
24.1.2). Here, the basic techniques are lan, blocking and breaking off in middle, and
ge, blocking with the ridge of the sword,
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24.2.1 24.2.2

24.2 Raise knee and block outside

Movements Raise your right knee toward the south. Keep your body facing the south
west but your head {acing west. At the same time, turn your right hand over and move
the sword to your left hand and in front of your head. This is neiba, the palm-inward
grip. Let the left jlanjue touch the jiantan. Point the tip of the sword slightly down and
toward the northwest at shoulder level (fig. 24.2.1).

tnternal Components  Look slightly up and focus your mind on your right hand. Feel
¢ in your hands,

Key Points Raising your right knee will cause your body to be nimble. Feel as though
your body can move forward and shightly fo the left with agility. Inside, there should
be a feeling of readiness to jump.

Application  When the opponent attacks you from straight ahead or from above, yo!
can dodge to the left, move close to him, and use your sword 1o block his front wrist
{fig. 24.2.2). Here, the basic technique is jie, blocking with the edge of the sword, and
fanti, raising with palm-inward grip.
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24.3 Chop and block with jump step

Movernents  Step toward the west with your night fool and put it down with the toes
poiniting to the west. Turn your to the right slightly {fig. 24.3.1). Shift your weight on
to your right foot when it touches the ground, make a half-step forward with the left
foot and raise the left heel up as soon as possible (fig. 24.2.2). At the same time, move
the sword down, right, and up, making a half cirde. This should bring the sword 1o
the center of your body. Point the 4 p up and forward {west). The jiantan should be in
front of your left knee (fig. 24.3.3).

nternal Components  Keep looking forward fwest) and focus your mind on your right
hand. Feel gi on top of your head.

Key Points  The weight shift must be quick, Iike a little jump. Your body should feel
stable and as though 1t is sinking down,

Application  Continuing without sterruption from the previous movement, you can
use your sword to circle the opponent’s weapon as thou gh to stir it and then to press
straight down on it, ot down and slightly to the left (fig. 24.3.4) and (fig. 24.3.5). Here,
the bagic techniques are xi, making a sword circle diagonally around the body, and va,
Pressing down,
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24.4 Block down and reverse hit using cover step

Movemenis Take a step forward with your left foot and turn the toes of this foot fo the In this
left when your foot touches the ground to form a cover step. Shift about eighty per-

cent of your weight to your left leg and keep vour right leg slightly bent with only the KR
balt of your right foot touching the ground. At the same time, siretch your right arm Woven
toward the west so that the sword can thrust at a distant target and furn vour right your w
hand over, forming niba, the thumb-down grip. The tip of the sword should point same t
stightly up and toward the west. Put the left jianjue under your right elbow and let and tlht
your body lean forward slightly (fig. 24.4.1). feff she
tnternal Components  Keep looking forward {west) and focus your mind on your right the sor
hand. Feel gi extend to the tip of the sword. Interna,
Key Points The step forward and the sword prick forward should be done at the same . hand ¥
time, The movement should be quick and extended. Keep your body low and leaning Key Poi
forward, ble. Fes
Application  When the opponent attacks the upper or middle part of your body, you Anplicas
should keep your body low, move close to hirn and then use your sword to pierce him - tight ar
under his arm (fig. 24.4.2). Here, the basic techniques are fanii, a curving upward Ho ckin-;

strike with the tip or upper part of the sword, and ci, thrusting,
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28, FiSH LYING AT THE BOTTOM OF A POND

In this posture, the sword rermamns low like a fish on the bottom of a pond.

25,1 Raise the body and block up

Movements  Step forward with your right foot and turn your body to the left. Keep
your weight on vour left leg and your body erect to form a left side bow stance. At the
same time, move the sword to the left and back {(southeast with the tip pointing down
and the left jianjue under the right wrist. Both hands should be on the left side of your
left shoulder and & little bit higher than your shoulder, Turn your head to face toward
the southeast (fig. 25.1.1).

tnternal Components  Look from west to southeast and focus your mind on your left
hand. Feel gi extend through your arms.

Key Points The step forward and the turn of your body must be coordinated and nim-
ble. Feel your body dodging to the right and pushing the sword to the lefi.

Application  I{ the opponemt attacks your left shoulder, you can dodge slightly to the
right and use the sword to block his arm {fig. 25.2.2). Here, the basic technique is je,
blocking with the edge of the sword.
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25.2 Wave whip and take a back insert step

Movements  Raise both hands and then separate them and bring them down along
side your torso. Straighten your body. At the same time, cross your lefi foot behind
your right foot to form a back insert step with only the ball of your left foot touching
the ground (fig. 25.2.7). Then, let your body sink down to form a right rest stance. Let
your left knee touch the back of your right knee. Move your hands so that they meet
in front of your right knee. Keep your right palm facing outward {south) and hold the
sword parallel to the ground with the tip pointing to the west. Hold the left jlanjue
beside your right wrist and turn your head to the right and look toward the tip of the
sword {fig. 25.2.2).

internal Components Look from southeast to west and then down, letting your gaze
follow the tip of the sword. Focus your mind on your lefi hand. Feel gi sink down te
the dantian, in the lower abdomen.

Key Points First extend your body as though to fly. Then sink down, feeling stable and
agile.

Application If the opponent is on your right, you can use a back insert step to ove
your body close to him and your sword to strike hirn (fig. 25.2.3). Here, the basic tech-
niques are pi, chopping down with the edge of the sword, and jie, blocking with the
edge of the sword,

fi
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25.4.2

25,3 White crane spread wings

Movements  Turn to the left on the balls of both feet and circle counterclockwise to
face north. At the same time, straighten and raise your body and separate your hands,
moving your arms alongside your torso. Let both palms face toward the north. Both
the left fianjue and the tp of the sword should point down {fig. 25.3.1).

Internal Components  Look 1o the north while your hody turns, Focus your mind on
the bathui point, at the top of the head. Feel ¢f on top of your head.

Key Points Straighten your body and rise up at the same time. Feel stable and nimble
throughout the movement.

Application Turning your body to the lefl, you can use your sword to bleck lghtly (fig
5,32} Here, the basic technique 15 dai, moving the sword straight back.
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25.4 Swallow settles down on duckweed

Movements  Move both hands up in an arc to meet in front of and above your head “Ty
and then move them down together (fig. 25.4.1). Then, touching the left ianjue with prey
your right wrist and holding the sword with vour right hand, move the sword down This

until it is parallel to the ground and the tip points to the west. Point the left jianjue to
the east and place it beside your right wrist. At the same time, cross your right foot 26,1
behind your lefi foot 1o make a back lnsert step. Let your body sink down to form 2 Vo
left rest stance. Your right knee should touch the back of your left knee. Turn your \
head to the left and look toward the tip of the sword (fig. 25.4.24, b). Yt;r
Internal Components  Look from north to west and then Jet your gaze move down fo and
follow the movement of the tip of the sword. Focus your mind on the left janjue. Fed {1 left
gi sink down 1o the dantian, in the lower abdomen. inte;
Key Points  The movement of your body to the left and down should be nimble. Feel © Fedl
as though the sword and your body are pressing down powerfully together. Key
Application 1f the opponent is on the left, you can use a back insert step to move close o quie
to him and use your sword to block his arm (fig. 25.4.3). Here, the basic techniques Ao
o . . . o
are jie, blocking with the edge of the sword, and ya, pressing down, ffe.
Ory
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26. TURN AROUND AND CHOP THE FACE

whead | “Turn around” here means that you pretend to be running away, but actually vou are
wewith | preparing to fight back. This posture is somnetimes called “changing a Joss to a win.”

i fl()\‘v‘ﬁ 1 This technique will be done twice, once on the left side and once on the right.

npe o i

?1 foot ] 26.1 Turn sword over and cut up while assuming bow stance

o1 A

1 your : Movernents Step to the tight {east) with your right foor and shift your weight to 1. et

© your left leg strefch out until it is straight. This forms a right standard bow stance. At

! the same time, hold the sword with your right hand in niba, the thumb-down grip,
Wite  © and move the sword forward with the tip pointing to the east at knee level, Place the
€. Feel ¢ left jranjue under your right wrist {fig. 26.1.1}.

Internal Components  Look from west to east and focus your mind on your right hand.

[T T S

2. Feel Feel gi extend to the tip of the sword.

. Key Points The step to the right should be nimble. Feel relaxed and ready to move
?'c.fose T quickly and lightly. Also feel as though the sword can hit a target far away.
Yigues

Application Using this movement, you can sirike the opponent’s forearrn from below
ffig. 26.1.2}. Here, the basic technigue is fanjie, 3 curving downward strike with the tip

of upper part of the sword.
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268.2.1

26.2.2

26.2 Feign escape and pull sword back 26.3
Movements  Shift your weight back to your left leg and tutn your body to the lefi o | Mo
form a left side bow stance, At the same time, pull the sword back (west}) with hoth - body
hands in heba, 1 two-handed grip, uniil the sword is in the front of your abdomen. turn
Keep the sword parallel to the ground and the tip pointing to the east {fig. 26.2.1). harne

relax
Internal Components Keep looking at the tip of the sword. Focus your mind on your digh
right hand. Feel qi sink down to the dantian, in the lower abdomen, hand
Key Points When pulling the sword back, you should also push or press down onit. interr
Feel nimble and agile, ready to take a quick step back. Before pulling the sword back, ends
you should feel inside as though you are feigning an attack forward. Outside, this Han
movement relies on shen to capture the attention of the oppoenent.

Key P
Application With this movement, you can use your sword to press down on and block remai
the opponent’s weaporn. Relax your whole body and feel as though the sword is heavy. cause
When the opponent comes at you with speed and power, do not meet him divectly. move;

Instead, just follow his moementum and then fight back. Sometimes, for a quick move- i
ment, you can also step forward (fig. 26.2.2). Here, the basic techniques are ya, press- 4 Applic
ing down, and dai, moving the sword straight back. - Zilé th

g, 2t
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R
26.3 Turn around and raise knee

10 I Movemenis Continuing withoul interruption from the previous movement, turn your
th © bady to the left to face west. Bring your right foot forward and across your left foot and
. \ hen it so that it points to the southwest, what is called the the kaobu step. As your foot

E frns, your body should face south and your head should face east {fig. 26.3.7). Then,
N ; relax your left hip and raise your left knee toward the west. Your body should also lean

i slightly toward the west. Hold the sword in front of your right shoulder with both

% hands in heba, & two-handed grip fig. 26.3.2).

internal Components  Let your gaze move in a counterclockwise cirde that starts and
‘ © ends in the east. Focus your mind on your left knee. Feel i originate from the dan-
tran, in the lower abdomen, and extend throughout your body.
i Key Points  The step must be quick and nimble. Your body should turn guickly and
' remain stable. Feel as though your raised left knee can touch your chest. This will
i cause your body to feel compressed. There should be a feeling of exciternent in this
moverment.
Application  In this movement, you should turn your body away from the opponent

and then strike back skillfully. Also, you can raise your leg for dodging a lower attack
ffig. 26.3.3}). Here, the basic technique is dai, moving the sword straipht back.

TURN ARQUND AND CHOP THE FACE » 210




26.4.1

26.4 Assume bow stance and chop at face

26.5

Moverments  Continuing without interruption from the previous movement, step for- Mo
ward toward the east with your feft foot to form a left standard bow stance. With both sarne
hands holding the sword, chop forward {east). As the movernent ends, the tip of the - thes
sword should be level with the top of your head (fig. 26.4.4). towa
. Hp p

Internal Components Keep looking toward the east, Focus your mind on your right P({;(
hand. Feel gi extend to the tip of the sword. in frc
Key Points "The left step can be big and should be quick. Feel a powerful force com-  then
ing from your waist and your right leg. inten
Application In this movement, you can use your sword to chop back at the opponent’s o Your
face or head (fig. 26.4. 2). Here, the basic technique is pi, chopping down with the edge ' Key F
of the sword. © right.
Your

the b
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26.5 Feign loss and take sword back

Moverents Turn your body to the right and back so that it faces to the south. At the
samne time, shift your weight to your right leg to form a right side bow stance. Holding
the sword with both hands and keeping it in front of your abdomen, pull it back
toward the west and push down on it. Keep the sword paralle] to the ground and the
tip pointing to the cast (fig. 26.5.9).

Continming without interruption, step forward with your left foot so that it moves
in front of your right foot. As your left foot touches the ground, turn 1t on the heel to
the northwest, the kaobu step (fig. 26.5.2).

Internal Components  Look down and et your gaze follow the tip of the sword. Focus
your mmnd on your left hand. Feel ¢i in the dantian, in the lower abdomen.

Key Points  Ag your weight shifts back, your body can lean back and slightly to the
right. Both hands should simultaneously pull back and press down on the sword.
Your body should fee] agile and heavy. The weight shift and the step forward should
be continuous and smooth.

Application  When the opponent attacks you, you can dodge back and use the sword to
block along the line of his attack and follew the direction of his force (fig. 26.5.3). Here,
the basic techniques are ya, pressing down, and dai, moving the sword straight back.
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26.6 Turn around and chop at face

Movements Continuing without tnterruption from the
head back to face cast. Rajse your right knee toward your left shoulder. Using both
hands in heba, hold the sword. in front of your left shoulder {fig. 26.6.4).

Step forward with your right foot to make a right standard bow stance, Using both
hands, move the sword forward 1t a chopping motion. The tip of the sword should be
level with the top of your head and the tip should point toward the east {fig. 26.6.2},

previous movement, burn your

Internal Components Keep looking toward the e

astand focus your mind on your right
hand. Feel gi extend from the tip of

the sword 1o the dantian, in the lower abdomen.
Key Points Do not pause between ra

1sing your knee and stepping forward, These two
parts of the

movement must be nimble and smoothly integrated into one motion.
Application  1n this movement,
quekly at the opponent {fig. 26.6.
with the edge of the sword.

you can dodge forward slightly and then chop back
3 4). Here, the basic technique is pi, chopping down
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27. WHITE SNAKE FLICKS ITS TONGUE

This is a very fast atiack skall. Here, the body is like the snake’s mouth with the head

as the upper hp and the feet as the lower lip. The sword is like the tongue.

27.1 Take sword back and assume sitting stance

Movernents  Relax vour shoulders and let your right hand holding the sword drop
down. Change vour left hand 1o a jlanfa, and use it to hold the jlantan. Hold the
jlantan  opposite your night knee and point the tip of the sword diagonally up and
toward the east. Then, relax your left hip and knee and step forward with your left foot
1o make a right standard sitting stance {fig. 27.1.7}.

Internal Components  Keep looking forward and focus your mind on your right hand.
Feel gi sink down to the dantian, in the lower abdomen. This will cause your abdomen
to pull back slightly.

Key Points The sword should drop straight down but the tip should remain pointing
upward. All your weight should be on your right leg. This will make your right leg feel
very stable and your left leg feel very agile.

Application In this movemnent, you can use the sword for defense by pressing it down
on the opponent’s weapon and at the same time prepare for an attack by stepping for-
ward (fig. 27.1.2). Here, the basic technique is ya, pressing down.
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27.2 Thrust sword upward

Movements Take a half-step forward {east) with your left foot and then immediately
shift your weight Forward. Let your right foot follow with a half-step to form genbu,
the left following stance. Straighten your body and move slightly up. Using both
hands, thrust directly up with the sword. The tip of the sword should be level with the
top of your head (fig. 27.2 7).

Internal Components

Keep locking forward and focus your mind on your lefi hand.
Feel gi extend from th

¢ dantian, in the lower abdomen, 1o the tip of the sword.
Key Points  Use force from YOUr arms to stre

ngthen the upward thrust of the sword.
Thisis a ji and ¢ skill and must be done wit

h a fecling of great agility.

Application In this FHOVement, you can use your sword to attack the opponent’s face
directly {fig, 27.2.2). Here, the basic technique is ji, a curving strike with the tip o
upper part of the sword, and i, thrusting.
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27,31

27.3 Take sword back and assume sitting stance

Movements Relax your left hip and knee. Relax your sheulders and usimg both hands,
drop the sword down so that the jiantan 1s opposie your left knee and the tip of the
sword is pointing up and forward (east). Then, relax your right hip and knee and step
forward with your right foot to make a left standard stance tfig. 22.3.1}.

vind on your left hand.

Internal Components  Keep Jooking forward and focus your m
} cause your abdomen

feel gi sink down {o tie dantian, in the lower abdomen, This wi
to pull back slightly.

Key Points Drop the sword straight down. Keep all your weight on your left leg. This

will make your left leg feel very stable and your 13 ght leg feel very agile.
he sword for defense by pressing it down

Application 1n this movement, you Can use i
pare an attack by stepping forward

on the opponent’s weapon and at the same time pre
(fig. 27.3.2). Here, the basic technique s ya, pressing down,
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27.4 Thrust sword forward

275
Movements Take a haif-step forward with your right foot and then immediately shift | Move
your weight forward. Let your left foot follow with a half:step to form genbu, the right hand:
following stance. Straighten your body and move forward slightly. Using both hands, and 1}
move the sword directly forward in 3 thrusting motion, The bp of the sword showd 1  andk
be level with your chest {fig. 27.4.1). fig %
feternal Components Keep looking forward and focus your mind on your left hand. 1 Iﬂrz‘rm
Feel gi extend to the tip of the sword, Feel g1
_ ] o puil
Key Points  The sword should thrust forward directly, using force from your waist.
This is a ¢i skill and must be done with a feeling of great power, § Kerro
will myg
Application In this moverment, you can use your sword to attack the opponent’s chest i _
directly (fig. 27.4.2). Here, the basic technique is ¢, thrusting, § Aeplica
down o
forwarg
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27.5 Take sword back and assume sitting stance

it i Movements  Relax vour tight hip and knee, Relax your shoulders and, using both
ht hands, drop the sword siraight down so that the jiantan is opposite your right knee
is, i and the tip of the sword is pointing wp and forward {cast). Then, relax your lefi hip
Id 2 and knee and step forward with your left foot to make a right standard sitting stance
i g 2757)
i ? internal Components  Keep locking forward and focus your mind on your left hand.
| Feelqi sink down to the dantian, in the lower abdomen. This will cause your abdomen
: 1o pull back shightly.
. Key Points Drop the sword straight down, Keep all your weight on your right leg. This
. } will make your right leg feel very stable and your left leg feed very agile.
!

Application  In this movement, you can use vour sword for defense by pressing 1t
down on the opponent’s weapon and at the same lime prepare an attack by stepping
forward {fig. 27.5.2). Here, the basic technigue is va, pressing down.
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27.6 Thrust sword down

Movements Take a halfsstep forward {east) with your lefi foot and then immediately
shift your weight forward, Let

your right foot follow with a halfstep to form genb,
the lefi following stance. Straighten your body and lean forward slightly. Using both
hands, move the sword directly down in 4 thrusting motion. The tp of the sword
should be level with your anlde (fig. 27.6.4),
Internal Components Keep looking forward and fo

cus your mind on your left hand.
Feel gt extend to the tip of the sword,

Key Points  The sword should thrust d
opponient’s ankle. Use force
sword. This is a dian skill and

own toward the jiexi point, at the front of the
from your wrists to thrust powerfully down with the
must be done with a feeling of great agility.
Application  in this mavement, you can uge
or foot directly (fig: 27.6.2). Here, the bhasic tec
with the tp of the sword, and ¢i, thrusting.

your sword to attack the opponent’s leg
hnigues are dian, siriking straight down
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28 1.1 282

o
; 28. LI GUANG SHOOTS A STONE

; ii Guang was a famous general who Ived about two thousand years ago. He was a

great archer and this posture s based on one of his famous feats. According to the

, story, Li Guang had too much to drink one night, and on his way back to camp, he

[ saw a tiger, took out his bow and arrow, and shot at it. He then went to bed. The next
mornmg. he went to see if the tiger had died. When he arrived, however, he saw no
tiger, but rather a stone, which his arrow had pierced. A very powerful shot, indeed!
In this posture, think of vour sword as L¥'s arrow.

281 Make a back insert step and lower sword

Moverents  Step back with vour right foot and turn vour body 1o the right so that the
toes of your right foot pont to the south. At the same time, with your right hand hold-
Ing the sword and your left hand changed to a hanjue and placed beside your right
wrist, use both hands to move the sword back to the side of your right hip. As soon asg
possible, move your lefl foot across and behind your right foot, letting only the ball of
youy left {oot touch the ground. This forms a back insert step (fig 28.1.9).

Interna! Components  Look down and back to the left flanine. Focus vour mind on your
right hand. Feel gi in the dantian, in the lower abdomen, and extending 1o both arms.
This will cause the sword to become heavy.

Key Points  Make sure that the two steps are continuous and smooth, Feel as though
your whole body is very nimble and excited.

Applicotion You can use this movement to dodge an attack and use the sword to press
down on the opponent’s weapon. Here, the basic techniques are ya, pressing down,
and xiajie, blocking and cutting down (fig. 28.1.2).
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28.2 Turn around and strike back

Movements  Bend your right leg and drop your whole body down info a right rest
stance. Then turn your body to the right and back toward the southwest, At the same
tirne, separate your arms so that your left hand moves to the left and the left flanjue
points to the east at shoulder level. Move your right hand to the right so that the sword

points to the west at knee level. Turn your head back to face west and leok at the tip
of the sword (fig. 28.2, 7).

Internal Components Took back at the tip of the sword and focus your mind on your
teft hand. Feel g1 reach both the left flanue and the tip of the sword.

Key Points Your legs should be stabie and your waist very nimble. Your body should
be erect. Feel ag though you can quickly move in any direction.

Application If the opponent is at your back or right side and attacks you from abOVf‘;
you can squat down and use the sword io attack his leg (fig. 28.2.2). Here, the basic

techniques are ji, a curving strike with the tip or upper part of the sword, and zhat.
cutting off.

230+ THE THIRTY-TWO POSTURE FORM

28.3 R

Moven
left leg
time, 1
diagon;
oward
Cont
both el
toyour
832},

i fternaf ¢

dantian

i ¥our bod:

‘ Your ba}a]

bough yo

Aoplicatios
®attack




£57
e
ue

wil

ur

e,
i

28.3 Raise knee and hide tip of sword

Movements Move your body up and at the same time, shift your weight back to your
left leg. Keep both knees touching and your right leg almost straight. At the same
time, turn both arme over so that both palms face up. Keep the lefi jlanjue pointing
diagonally up and toward the east and the tip of the sword pointing diagonally up and
toward the west {fig. 28.3.1).

Continuing without interruption, raise your right knee toward your chest and drop
both elbows diagonally in toward the centerline of your body se that they both peint
to your right knee. Be sure that your right knee is directly opposite the two elbows {fig.
28.3.2).

Internal Components  Look up and focus your mind on your left hand. Feel i in the
dantian, in the Jower abdomen. This will cause a feeling of compression throughout
your body.

Key Poinis  When vour body moves up and your weight shifts to your lefi leg, keep
your balance and maintain stability. Your body can lean slightly to the west. Feel as
though you are rising up to mount a powerful attack,

Application  After you have attacked the opponent’s leg, you can turn your sword up
to attack his chest or face (fig 283.3, 4). Hlere, the basic technique is ¢, thrusting,
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28.4.3 28.4.2 28.4.3

28.4 Hold bow and arrow

Movements  Use your right hand to move the sword in a small counterclockwise cir-
cle and then pull the sword to the northwest. Let the tip of the sword point to the south
and the jlantan point to the north, put the left flanjue beside your right wrist {fig
28.4.7). Move your left hand back to your ri ght hand and then forward aleng the ddge
of the sword until the feft jianjue points to the south, Turn your body to the right as
yout hands move and let vour right leg follow your bedy's momentum by stepping for-
ward and to the right 1o form a tight wide bow stance. Both feet should point to the
southwest {fig. 28 4.2}.

Internal Components  Look to the south and focus your mind on your right hand. Feel
qi in the dantian, in the lower abdomen, and extending to the arms,

Key Points Your body can lean 1o the west as your right foot steps forward, Feel a pow-
erful force through your arms and body as though you were pulling a stiff bow,

Application  In this movement, you can dodge to the right and use the ridge of the
sword to block the opponent’s sword {fig. 28.4.3}, or you can put the sword under the
opponent’s arm as you make the small circle with your right hand and then pull the
sword back to cut him. Here, the basic tech niques are jiao, blocking by making a circle
with the sword, and chou, pulling to cut with the edge of the sword.
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29.1.1 20,12

2g. HOLD THE MOON IN YOUR ARMS

The name of this posture indicates that it is essentlally making a big cirdle,

29.1 Move sword around and thrust forward while in bow stance

Movements  Move the sword forward {south) with your right hand in a thrusting
motion and then move # toward the southeast. This movernent is called quana,
thrusting around. Put the left fianjue beside your right wrist. Al the same time, tuth
your body slightly to the left {fig. 29.1.9}.

Internaf Components  Move your gaze from the south to the southeast. Focus your
mind on your right hand. Feel i from the Jeft jianjue extend through your body to
your vight arm and then to the tip of the sword.

Key Points  After pricking forward with the sword to the south, move the sword it an

arc to the southeast but feel as though your body is moving toward the southwest.

Application 1f the opponent attacks the center or left side of your body. you can dodge
to the right and use your sword to thrust him in his left side (fig. 20.0.2}. Here, the
basic technique is d, thrusting.
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29.2 Turn and make a horizontal circle

inter:
hand

Moverents Shify your weight to the left. At the same time, tum your body to the left
and let the sword move with a pricking motion in a horizontal arc foward the cast fflg KFV i
29.2.1), Wher
Continue without interruption to move the sword through an arc so that the tip Applic
Points to the north and then to the west (fig. 20.2.20. b ). At the end of this movernent, thrust
your right hand should be in yinba, the pal m-up grip, and the left janjue should point YOU Ca
to the cast. As the sword moves through the are, shife yeur weight to your right leg BMackn
ffig.29.2.3). makin
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internal Components  Maove your gaze from east to west. Focus your mind on your left
hand. Feel qi extend through the arms and the whole body.

Key Points  Use force from your waist 1o make the horizontal circle above your head.
When the sword moves in front of your body, let your body lean back shightly.

Application 1T the opponent attacks you from the front, vou can dodge slightly and
thrust his chest with your sword (fig, 29.2.4). H the opponent attacks you from above,
you can use this as a defensive skill {fig. 29.2.5, 6). Here, the basic techniques are lan,
blocking and breaking off in the middle); dai, moving the sword straight back; jizo,
making a circle with the sword; and ya, pressing down.
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20.3.1 29.3.2

29.3 Block side to side while taking a step forward

Mavements Continuing without interruption from the previous movement, shift yvour
weight to the left, and move your right foot to the front of your body, letting only the
toes of your right foot touch the ground. At the same time, move both arms in front
of your abdoren. This will cause the sword to create a horizontal chop. The tip of the
sword shoudd point to the south and both palms should face up. Change the left hand
to  jlanfa and use it to hold the jiantan as the movement ends (fig. 26.3.7).

Internal Components  Look ahead to the south, Focus your mind on your left hand
Feel g in the dantian, in the lower abdomen.

Key Points The right step forward and the horizontal cut should be made at the same
time. This will cause a powerful, relaxed, and vigorous movement.

Application  You can continue {rom the previcus movement by using your sword 10
press down on the opponent’s weapon and then cutting his arm or waist (fig. 29.32)-
Here, the basic techniques are xiao, cutting along a gap, and zhan, catting off,
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29.4 Circle block and cut to waist

Movements Take a half-step back with your right foot, letting only the ball of the foot
touch the ground This forms a left insubstantial stance, Pull your abdomen back a lit-
tle and at the same time, pull the sword back {fig. 29.4.7).

Internal Components  Keep looking siraight ahead (south). Focus your mind on your
left hand. Feel qi sink down to the dantan, in the lower abdomen.

Key Points While pulling the sword back, let your body sink down to maintain stability.

Application 1 your sword already touches the opponent’s body, just pull the sword
back to cut him (fig. 20.4.2). Here, the basic technique is chou, pulling to cut with the
edge of the sword.
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30. SINGLE WHIP

In this posture, the sword is waved like 2 whip,

30.1 Step back and sweep sword to the left

Movements Turn your body to the left and face east. Use both hands to hold the sword
with the blade parallel to the ground and then chop toward the east by moving the
sword in a horizontal arc. The tip of the sword should point to the east. At the same
time, move your right foot back to the side of your left foot and then use it to step
toward the west to form z left side bow stance (fig 3007}

taternal Components Look from south to cast. Focus your mind on the left jiaji poitt
in the center of the back, Feel qi in the dantian, in the lower abdomen, and estending
to the tip of the sword.

Key points  Keep your weight on your left g and sink down. Turn your waist but not
your hips. Your left leg should feel stable and your right leg nimble.

Application  1f the opponent is on your left, you can turn to the left, dodge with your
left shoulder, and use your sword to chop at him horizontally {fig. 30.1.2), Hete the
basic technique is xiao, cutting along a gap.

30.2 1
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30.2. 30.2.2

30.2 Turn around and sweep sword back

Movements Turn your body to the right and face west, Use your right hand with the

sword o chop back horizontally until the tip of the sword points to the west, Hold the

sword with yinba, the palm-up grip. Keep the left jianjue 1o the left of your body and

continue lo point it to the east. Both palms should face up. At the same time, siift
ord  your weight to your right leg te form a right side bow stance {fig. 30.2.9).

the
Internal Components  Look from east to west. Focus your mind on your right hand,

me

tep Feel gi reach to the tip of the sword.
Key Points  Your right leg should feel stable and your Jeft leg, nimble.

s, - Application 1f the opponent is on your right and behind you, turn your body toward

ng him and chop back horizontally with your sword ffig. 30.2.2). Here, the basic eche
nique is xiao, cutting along a gap.
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31. GOLDEN COMPASS POINTS SOUTH

The fimction of a compass is 1o provide the correct direction. This posture points the
way to the correct completion of the form, and is, therefore, a very important part of
your practice,

311 Encircle arms

Movements  Bend both elbows so that your arms turn in to the center of your bedy
and vour hands are in front of your chest. At the same time, turn both arms inward
so that your palms face down. Hold the sword under your left forearm and point it
toward the east. This part of the movement is called “encircle arms.” Put the left jiane
fue over your right hand. Turn your head 1o the east, At the same time, relax your left
hip and take a halfistep back with your left foot, letting only the ball of the left foot
touch the ground. Your left knee should point 1o the east to form a right side insub-
stantial stance {fig. 37.1.1).

Internal Components  Look from west to east. Focus your mind on the yuzhen point,
at the back of the head. Feel qi extend through your encirciing arms.

Key Points  Keep your body erect and raise your left knee slightly to increase both the
stability of your right leg and the agility of youy lef leg as it steps back. Feel as though
your head is suspended from above so that your whole body will be relaxed, comfort
able and light.

Application  1f the opponent is on your lefi and attacks you with great force, you ¢at ’

dodge back. The feeling inside, however, should be that you want to attack forward. |
the attack, you can use your sword to pierce the opponent under his left arm g
31.1.2}. Here, the basic technique is o, thrusting.

240 = THE THIRTY-TWO POSTURE FORM

12 ¢

Move:
holdis
janjy
index
hold £

tntern:
hand.

Key Py
Say in

Appiice,




he Movements Grasp the handle of the sword with your left hand in fanwo, the reversed
of holding position. Release the sword with vour right hand and then make the right
fianue and put it in front of the handle. The nght jlanjue should be opposite your left
index finger. Turn the palm of your left hand over so that it faces ovtward {south} and
hold the sword 1n front of, and in teuch with, vour left forearm (fig. 31.2.9).
Iy Internal Components  Continue looking to the east. Focus your mind on your right
rd hand. Feel gi on top of your head.
i . . ; a o
Key Points  When your left hand takes the handle of the sword, vour left elbow should
- . . . . 4 .
4 stay in touch with the blade. Feel as though both elbows are extending out to your sides,
ot Application Switching the sword 1o the left hand has many uses.
b
h
1.
i
r
2
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31.2 Change hand that holds sword

PSS S A== PR



31.3 Turn left and point to the sky

Movements Turn your body 1o the lefi and sink slightly down on your right leg. At the
same time, separate both hands and move your left hand with the sword to the lefand
upward so that the flantan points up. Move the right Hanjue a Hittle bit back so that it
is in front of your right shoulder. Turn your head to look up (fig. 31.3.1).

Internal Components  Look up and to the east. Focus your raind on the right quchi
point, on the right elbow. Feel gi extend to the jiantan and to your right elbow,

Key Points At the same tirne vour boedy turns fo the left, it should sink down 1o the
right. This will cause your left leg to feel agile. Teel as though vour right elbow is
pulling back. This will cause your left arm 1o feel powerful,

Application  If the opponent attacks you from above and on the left, you can use the
handle of your sword to block the attack (fig. 31.3.2).
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31.4 Hold sword and block horizontally

he " Movements Turn your body to the xight and move your left hand with the sword back
nd " toward your body in front of your left shoulder and then in front of your chest (fig
tit o347

© Internal Components  Look down and then forward. Focus your mind on your left
hi - elbow. Feel qi sink down to the dantian, in the lower abdornen, and let your chest
. become emply.

he Key Points  Keep the sword vertical and in touch with your left arm. Feel as though
18 the body is moving very nimbly.

Application 1f the opponent attacks vour torso, you can move your body shghtly to the
he . right and use your sword to block the attack {fig. 31.4.2).
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31.5.2

31.5 Block down as if to draw a line on the earth

Movements Turn your bedy to the left and sink down slightly. At the same time,
sweep your lefi hand with the sword down and then to the left. The sword should be
held along the outside of your left arm and the tip should point up. Move the right
flanjue up to the side of vour right ear (g 31.5.14).

internal Componernts Look to the left and then down. Focus your mind on your right
hand. Feel ¢i extend to the flantan and the right jlanjue,

Key Points  Feel as though your left leg can be moved back quickly and that your left
hand is extended downward. Move your body slightly to the right.

Application 1f the opponent attacks your lower torso or leg from the left side, you can
block down with the handle of your sword (fig. 31.5.2).
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31.6 Stretch arm and point forward while in bow stance

Movements  Step 1o the Jeft {northeast) with vour left foot, letting the left heel touch
the ground first. Then shift your weight to your left leg. Turn vour vight foot on the
ball of the foot so that both feet point 1o the east. This forms a standard left bow
stance. At the same time, stretch the right fiamue out in front of vour body and point
it to the east. Your left hand with the sword should be on the left side of your body and
the tip of the sword should point up (fig. 31.6.9).

Internal Components  Look forward and focus your mind on your left hand. Feel
reach the right fianjue.

Key Points  Be carefid 1o adjust your right foot. This will coordinate the external move-
ment with the internal force. Pushing your left hand down so that the jlantan points
1o the ground will increase the feeling of power in your right hand,

Application  Continuing without interruption from the previous movemnent, keep the
handle of your sword in contact with the opponent’s weapon and use the right jianjue
to attack him {fig. 11.6.2}.
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31.7 Turn around and poke from side 1o side

Movements  Move your left forearm up until the jlantan is in front of and to the left
of the head. Move the right jlanjue so that it points diagonally down toward the

ground and then sweeps to the right side of your body and extends toward the south
(fig. 31.7.1). At the same time, turn your body to the nght and turn your left footonis {4
heel so that the toes of the left foot point to the south (fig. 37.7.2). Relax your right hip |
and knee and step to the south with your right foot. Your right heel should touch the ,
ground and the toes of your nght foot should point up. This forms the left sitting  § =
stance (fig. 11.7.3). i
Internal Components  Look down and then to the right, up, and forward {south). Focus !
vour mind on your right hand. Feel qi extend to the jlantan and to the right jlanjue. 4

b

Key Points When your body turns to the right, keep your left leg stable. Your left eibojwv
should bend and drop down. Your nght leg should feel very agile and able to step I8
any direction,

Application  If the opponent attacks you from the lower right side, you can dodge ¥
the left and use the right hand 1o block the attack {fig. 31.7.4).

b 246 * THE THIRTY-TWO POSTURE FORM




left
the
uth

its
hip
g

s

W

10

EATE.Y 8.2

11,8 Strike with handle while in bow stance

Moverments  Shift your weight forward 1o vour right leg. Turn on the ball of your left
foot 1o adjust the foot so that it points to the south. This forms a standard right bow
stance. At the same time, strike forward with your left hand holding the sword, letting
the fiantan point to the south. Hold right panjue beside your right thigh (fig. 31.8.7}.

internal Components  Keep looking forward (south). Focus your mind on your right
hand. Feel gi reach the jiantan.

Key Points Make the jiantan strike straight ahead but keep your mind focused on your
right hand. This will help vour internal force move 1o the left quickly and smoothly.

Application  Continuing from the previous movement, you can use your right hand to
bock the opponent’s attack and the jtantan to strike at him (fig. 31.8.2}.
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32. MERGE STEPS AND CLOSE THE FORM

This is the closing posture of the form. it must be relaxed, smooth, and slow. Adjust
the internal components of shen, yi, and gi, and let your whole body cool down.

32.1 Merge hands and feet

Movements Move the jlantan and right flanjue down together so that they point to the
big toe of your right foot, At the same time, step forward with your left foot and place

it beside your right foot {fig. 32.1.1).

tnternal Components ook down and focus your mind on the right jianjue. Feel gf
moving down 1o the dantian, in the lower abdomen.

Key Points  Keep all of your weight on your right leg and crouch down.
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32.2 Push up with jianjue finger

Movernents  Tun your head to face east. Move the right flanjue to the left side of the
sword and then move it up along the blade of the sword until it is higher than the top
of your head (fig. 32.2.1, 2. Then, turn your right hand over so that the palm faces up
and the jlanjue points to the cast. At the same time, pull the fanjue shightly 1o the
right until it is above your head and stand straight up. Keep the sword on the left side
of your body with the tip pointing up (fig. 32.2.3).

fnternal Compornents  Look to the east and focus your mind on your lefl hand, then on
nght flanjue. Feel gi moving up along the dumei, the centerline on back of torso, to
the baihui point, at the top of the head.

Key Points In this movemnent, the right jlanjue moves up and the jlantan points down.
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32.3.1 32.3.2 32.5.3

32.3 Right hand stretches to the right

Movements Turn your head to the right {west) and move the right jianjue down to

. . . L Stand ;
point to the right. Your right palm should be facing forward {fig. 32.3.1).

internal Components 1ook to the west and focus your mind on your left hand. Feel gi Hold

moving down from the baihui point, at the top of the head, to the renzhong point, in Mosern

. . . N ' T ¢

the center of the face between the nose and upper lip, thereby connecting the dumei, Font of

the centerline on the back of the torso, with the renmed, the centerline on the frontof Jowa

the torso, ! e po
Key Points  Extend your left armi down and your right arm to the right side of your ' hternal
body. Feel your body relaxing. e
Key Poin
donot g

E}j.n ) Prac

32.4 Lower the right jianjue

Movements  Relax your right shoulder and drop your right elbow so that your rigi‘;:-
hand drops down beside your right thigh. Point the right jianjue to the south wit

. H Mjust b
your palm facing down. At the sare time, turn your head 1o face south ffig 32'3’2’; _ I '
Adjust your breath and relax your whole body. Then point the jianjue to the groun k. Movemen;
with your right palm facing your night leg {flg. 32.3.3). 3 :-forﬁabfy, ¥t

_ ight 4 _
Internal Components  Keep looking forward (south). Focus your mind on your right %y Pojnts

‘ : ' ‘ ‘ . . AET
hand. Then, forget everything. Fecl ¢i moving down to the dantian, in the j;:} -
abdomen, along the renmei, the centerline on the front of the torso, and then ¢

to your feet.

. ald
Key Points  Adjust your breath so that it is smooth. slow, and deep. Inside you sho _
feel quiet and comfortable. This is the end of the form.
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RETURN TO ORIGINAL POSITION
i : .
 Stand at ease. Carry the sword in the standard way.
¥ Hold sword in left hand
n . ! .
: Movements  Relax both shoulders and drop your elbows. Move both forearms up in
a; front of your chest. The sword should be under your left arm and the tip should point
down. Use you right hand 10 help vour left hand adjust the sword to the regular car-
rving position {fig. 1, 2).
r "
Internal Components  Forget everything.
Key Points  Carry your sword in this way when you are net practicing the form. you
do not carry the sword in the proper manner, people will assume that you are a begin-
ning practitioner or that you have never received serious traditional training.
H
1 -
Adjust breath and relax whole body
{ Movements  When all the joims of your body are relaxed and vou are breathing com-
fortably. you are finished practicing.
Key Points  You are not finished until you feel completely comfortable.
RETURN TO ORIGINAL POSITION + 251



SUMMARY OF MOVEMENT DIRECTIONS

When you practice this form, you must pay attention to the direction of the move.
ments. This will help you remember the movements in sequence. Hlere is a summa-
ry of the movements and the directions in which they are practiced. Whatever direc.
tion you are facing when you begin your practice with the Preparation posture will be
considered south for the remainder of the form. This direction does not have 10 be
irue south,

The first posture in the form ( Commencing Form) and the second posture {Spread.
ecagled Sword Passes By Seven Stars} are practiced toward the west. Posture three
{Step Forward and Shelter Knee) through posture eight {Thrust Sword in the Opposie

Direction) are practiced toward the northwest. Posture nine {Turn Back Whike
Pricking Lightly Up) though posture seventeen {Thrust Sword Downward) are prac-
ticed to the east. Posture eighteen {Step Back with Three Reverse Hits) through pos-
ture nineteen (Caphure a Legendary Turtle in the Ocean Depths) are practiced foward f
the southwest. Posture twenty {Goddess Spreads Flowers) through posture twerip-fwo

n
{Raise Whip and Attack Wrist) are practiced toward the east. Posture twenty-three W
{Black Dragon Stirs its Tail) through posture twenty-six {Turn Around and Chop the practic
Face} are practiced toward the west. Posture twenty-seven {(White Snake Flicks v {1  pepts.
Tongue} is practiced toward the east and posture twenty-cight {Li Guang Shoots 2 your er
Stone} is practiced back toward the west. The remaining postures are practiced from
the same spot at which posture twe nty-eight concludes, and if your steps throughout
the form have been correct, you will end your practice in the same spot at which you
began. If you are a beginuer, you need not be overly concerned about this requite  § Jrig e
ment, and when you are able to do everything well, you will do it correctly without standin
thinking about it. skilt oy
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{ you already have some experience with Taifl Quan, you will be familiar with

many of the guidelines that apply to the practice of Taiji Jian. Nevertheless, vou

will need o pay attention 1e the unique quahties of Taiji Jian. Every aspect of fian
practice rust come from your heart. Taiji Jian s not just 2 set of postures and move-
ments. Tt is a form of expression like art and music, and it draws at least as much on
vour ernotions as on vour intellect and your physical being,

STAGES OF PRACTICE

1t is helpful when beginning the study of any new discipline to have some under-
staniding of the phases that comprise the undertaking. Your ability to acquire each
skill or technique will be enhanced by an awareness of the context from which that
skill or technique derives. With such an awareness, you will be less likely to view any
detail as irrelevant or dispensable. I you work hard and progress through each stage
of the learning sequence, your training will be successful. This section describes the
basic phases of Taif lian practice.

Understand Taifi Quan as the Foundation of Taiji fian
1t 15 sakd that “the empty-handed form is the mother of all other skills.” Before you
begin vour study of Taiji Han, vou should study the empty-handed Taiji Quan form.
All the basic movements and principles of Taiji Jian are sumilar to those of Taiji Quan,
Taiji Jian, however, is more difficult than Taiji Quan simply because in Taijl Jian you
must hold and mampulate a weapon. Traditionally, students were expected to pracuce
the empty-handed form for at least one year {usually three years) before they could
touch a sword,

The practice of Talji Quan provides a strong foundation for the study of Taijfi Jian
and will increase vour proficiency in the jizn form. The more thoroughly you have
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i 1 Holding seven stars z Brush knee and twist step
mastered Taiji Quan., the more easily you will learn Taiji Han, AH the benefits of Taffi Basic
Quan practice are naturally and directly transferable to your Taiji Jan taining, Tyou nteg
know how to relax your arms and hands when they hold nothi ng, for example, you wil
more readily learn how to relax them when they hold a sword. Stua
Once your Taiji fian footwork and body movements are well integrated and reliably  §  The
executed with accuracy and ease, you should begin to attend carefully to your internal that ¢
feelings and to each of the internal components. Here, again, your Taiji Quan knowh aach
edge will inform and enhance your training in Taiji Jian. If your mind, for example. | natly,
can lead gi to any part of your body, you can begin to learn how to send your i to the Then
tip of the jian. Only if you know how to release jin, internal force, from your body, can cotny
you learn how to release jin from your sword. In general, the deeper and strongeryolt maove
foundation m Taiji Quan, the more highly skilled you can become in Taiji Han ;
Although 2 detailed discussion of Tatjl Quan form is beyond the scope of this book, Unde
iltustrations of several of the most important Taiii Quan postures from the Wu style 1 Asyo
empty-anded form are presented here (fig. 1-4). They are meant to remind you th{li intern
the Taiji Quan form is of central importance to your practice of Taiji Jian and that?t ~ijar_ii I
must never be overlooked. e, o
i helpy
Practice Rasic Skills £ wamg
ftis very important to practice basic Taiji [ian movements and techniques so thatyou © dftack
can hold the jian comfortably and flexibly and can move it as though it were an exter 4 thig gj
sion of your body. When, as has traditionally been advised, “the sword becomes patt ~ fompc
of your body,” you will be able to perfect sword movements and Jet them be led by and unders
integrated with the internal components and your feelings. by and
Each of the grips, stances, steps, and techniques described in previous chap®™ .
should be thoroughly studied and practiced, apart from your Taiji Jian form rainig | Feel th
Wher you have separately mastered each movement in detail, you will be able 0P 4 Devel
form each one almost without conscious effort. It is often said that one must study 1€ Your ak
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3 Part the wild horse's mane 4 Single whip

FIaifi 7 pasic skills in great detail so that they can vanish as separate elements and become an
fyou integral part of the whole form.
arwal] :
Study Each Movemnert Separately
iably - The movernents of the Taiji Jian form should be studied individually and carefully so
ernat © that each one is correct before you turn your attention to the next. Separate attention to
nowt- each will increase your ability 10 concentrate and will help you master its details; grad-
nple, ¢ ually, you wilt develop a dearer feeling for how cach movement should be performed,
o the ~ Then, in your form training, you will be ready to pay more attention to the mternal
ol components and your acquisition of skill will accelerate, Separate attention fo cach
your - movement will increase your chances for success in the art of Taij [lan.
200k, Understand Each Movement and Skill
style As your upderstanding of each movernent and skill increases, vour awareness of the
that © internal and external components of the form will alse increase. Every moverment of the
1t it Taifi Jian form has been designed for 3 particular purpose: either fighting, internal prac-
tice, or performance. An understanding of the purpose of each movement and skill will
help you develop vour ability to use the internal components of shen, vi, and ql. For
example, if you fully understand a posture that involves turning your body around to
¥ou attack your opponent from behind, your shen will move behind vou, leading viand giin
e this direction even before your body actually tums. The involvement of these internal
part compoenents will create movements that are agile, energetic, and intense, If you do not
and understand the purpose of a posture, it will be difficult to execute the movements dear-
Iy and precisely. Your actions will be teniative and vour spirits will be low,
ers
g Feel the Internal Components and Use Them to Lead External Movements
e Developing an awareness of the internal components of shen, yi, and gi will improve
the your ability to move with grace and ease. Stadents of Taiji Han are always admonished )
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to "do everything from the heart.” {f you can do this, your Taiji lian form will be effec. ctit
tive and beautiful and will feel like 2 natural expression of your character. [n the begin. det:
ning, this is difficult to accornplish, but as you become more advanced, vour move- Wh
rents will seem naturally to become more fully imbued with your feclings, At the | I
beginning of your training, your feelings will emerge unpredictably and only occasion. ing
ally. When you become aware of an internal feeling, you should seek guidance from are .
your master {o fnsure that it is correct and appropriate. If it is, you should try to follow that
it by remaining aware of it and letting it influence the timing and shape of your move. free:
ments. Do not try to force the appearance of such feelings and do not try to construct | moy
them consciously. They must develop and express themselves naturally and should be ticin
gently led by your mind rather than created by it, Do not strive for feclings. justprac 1 aoaet
- tice the torm attentively and your feelings will eventually make themselves known, beca
i alwa
Study Principles C
To achieve highileve] skill and knowledge. the study of principles is the most important leagt
part of your training. These principles include the fundamental concepts of both Tz Taiji
Quan and Daotsm, and the many traditional attitudes and valies that have shaped atac
Chinese culture for centuries, One of these fraditional principles is that “without prin- vour 1
ciples, there can be no high-level practice.” Taiji Quan is often said to be one of the when
most highly developed of the Chinese martial arts precisely because it embodies a com- practi

plete, detailed, systematic, and profound set of principles. Taiji Jian incorporates not i vofvw
only the principles of Taiit Quan but also high-level principles of its own. This funda-

comfo
mental precept will be discussed in more detail below and in the next chapter.
TWO STYLES OF PRACTICE T J
There are two styles of practice in Taiji Jian. The most cormmon, called the “regular System
style,” Tooks lke the empty-handed Taiji Quan form. When you use this ¢ivle in your § fom
practice, your movements should be stow, relaxed, smooth, and nimble, and you values,
should maintain a steady tempo. You should pay attention in as much detail as pos- of the
sible to all the external movements first. Then, shift your attention to the details of the describe
internal components and the flow of their movements. Once vou are sure that every 3 Preseny
movement is correct, imagine using each movement as a fighting technique and thett 8 5 0
feel qi and jin. Finally, practice focusing yi and shen. This sequence of learning i8 VE?IY Chingse
trnportant for your practice at any stage, but never more important than at the begit” The jian
ning of your training. o fon ang
The second style of practice for Taiji Jian is called “freestyle.” It is meant for I’e‘: Practitie
ple who have already mastered the whole form and want to increase their infera - Sty
awareness. It is not commonly used and cannot be substituted for practice using the § 70ur pry,
regular style. Although it can be very helpful, you will not have many occasions ¥ use . e broae

exe-

it, even when your practice is advanced. In freestyle practice, all movements are $ible: for
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cuted according to the immediate internal feelings of the practitioner. Speed and
detail are secondary and do not need to follow the generally prescribed conventions.
Whatever feeling you have, just follow it.

it 15 equally important, as has been mentioned earlier, that you not contrive a feel-
ing just for the sake of practicing at a given time or of doing what others around you
are doing. 1 you begin to practice and find that you are not feeling anything inside
that seerus to direct your movements, stop and wait for another time to practice. With
freestyle practice, you should do the form only if you have discernible feelings for the
movements as you do them. If your feelings are not good or discernible, forget prac-
ticing for the moment and try again later. When you practice freestyle, the speed and
exact appearance of your movements may differ markedly from one day to the next
because your leelings are different on different days. Nevertheless. your practice will
always be correct as long as your movements express your feelings.

Customarily, it is advisable to use only the regular style of Taiji Jian practice for at
least one year. This advice is based on the assumption that you have already practiced
Taiji Quan for several years. When you can execute all the movements correctly and
at a consistent speed, when the jian can be manipulated as though it were a part of
your body, when qi can move smoothly and immediately to the tip of the jian, and
when you can pexform all sword movements easily and adeptly, you are ready to begin
practicing freestyle. You will know when you have reached this peint from the guali-
ty of your feelings as you practice the Taiji Jian form. 1t will happen very naturally and
comioriably,

HIGH-LEVEL PRINCIPLES

Taiji Jian principles are derved from two sources and have developed into a single
systern. One source is derived from Taiji Quan principles, which in turn are drawn
from Daoist philosophy. The second source is composed of traditional views and
values, some recorded more than two thousand vears ago, relating to the jian, Some
of the basic principles from the first source have been discussed earlier and are
described in many other books. In this chapter, principles from the second source are
presented as well as some principles relating specifically 1o Taiii Han.

Understanding Taiji Jian principles at a high level and appreciating the traditional
Chinese culture from which Taiji Jian derives can significantly improve your skills.
The jian is a unique and special weapon. You must practice it with diligence and devo-
tion and understand the context in which it was developed. 1t is often said that the
practitioner of Taiji Jian should invest time and energy in many pursuits, especially
cultural activities such as art, literature, music, and dance. All of thege will deepen
your practice of Taiji Jian and allow your growing skill to reflect an appreciation for
the broader culture. If your cultural knowledge is narrowly limited, it will not be POS-
sible for you to reach the highest level of jian mastery. Clealy, it is way beyond the
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scope of this, or any book to explicate exactly how one should go about achieving
knowledge of this kind. Be assured, however, that such knowledge will enrich your
practice of Taiji fian as it enriches your life.

There are two fundamental ligh-level principles in Taiji Jian practice. The fiestis
called renjian heyi, meaning “unite body and fian,” and referring to the goal of coordi-
nating the movements of the jian so closely with the gestures of the individual that
sword and practitioner come fo function as one entity. The second igh-level princt
ple is called wigjian, or “jian dance,” and refers to the goal of performing the Taiji han
form so beantifully that 1 becomes like dance.

‘The real meaning of uniting the practitioner and e jian is that everything must
come from the heart, that 1s, from the emotions. Your skill level depends not just 08
the appearance of your movements and other objective qualities, but also on your abik
ity to use your feelings to approximate the ideal of perfect union of movement and per
sonal expression. This is often a difficult point to understand, especiatly for beginming
students and it is also a difficult one to explain. You must practice long and hard a‘ﬂﬁ
then you will begin to grasp this principle more by infuition than by intellect. Practice
alone, no matter how disciplined and intense, will never bring you to high»levei nas
tery. Such mastery results only from committed practice combined with a deep aware
ness of and appreciation {or the principles of unity and beauty.

A serious but prevalent misunderstanding is that because the martial arts are not
primarily for show, the beauty of the movements is not important and need not be 8
goal of practice. In fact, one of the central purposes of traditional Chinese martial arfs
is {o train practitioners to make elegant movements. When martial arts were de\f -1OP€di
it was found that the ability to perforn the movernents in an aesthetically pleasing way
contributed to the attainment of high-level skill. Beautiful movements help develop
shen, yi, and i, and increase your internal awareness. For example, large movements.
generally considered to be beautiful, are thought 1o make one’s shen reach farthet,
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g . one's mind more expansive, and one’s i move more smoothly throughout the body.
ar All the great masters demonstrate not only superior fighting skills, but also beawtiful
movements. Practitioners who do not pay attention 1o fnternal traming or who do not
i ejoy beautiful movements will have difficulty attaming great fighting skills.
. The importance of aesthetically pleasing jlan movement was recognized more
at than two thousand years ago. At that time, jlan practice was referred to as wuiin, or
i “jian dance,” meaning that the pan form was executed as though it were a dance. The
1 beauty of jian movermenis was extolied in a vartety of poetic phrases: "Up Ike a
phoenis flying to the sky and down like a dragon swimmmg in the ocean”
st “Sometrmes like a big river, sometimes hke a small stream.” “Appearing and disap-
B pearing in turn,” “A flash of lightning,” and “Imterior scenery and exterior landscape.”
i Some jian postures which illustrate these 1deals are shown here (fig. 590/,
r~ Only through beautiful movements can one gain a real understanding of the Inter-
g nal components of all Taiji forms and only through beautiful movements can one
d develop the light and agile techniques that make it possible to reach a high level of
¢ expertise. Beauty is even more central fo the practice of Taiji Jian than to the practice

of other weapons forms. You must always bear this in mind when you practice Taji
Jian and combine it with your practice of techniques and fighting skills. 1t is difficult
to explain this principle clearly; it can only be felt from your practice.

i Martal arts like Taiji Jian are sometimes practiced solely for show, by those with
i no interest in developing fighting skills. These practitioners may have very good basic
3 Kungfu and often modify aspects of the form in clever and imaginative ways so that

the movernents can be choreographed as dance performances. Much hard work and
creativity go into these performances and such efforts can be artistic and very worth-
; while. They can also, however, foster the false impression that the beauty of move-
ments is unrelated to the application of the movements in combat or cormpetitive sit-
uations. Occasionally, practitioners whose main interest is in the apphcation of Taiji
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jian movements show a disdain of any concern for the beauty of those movements. In
fact, if one really understands the principles that underlie the martial arts, one will
recognize that beauty of movement ie as essential to successful fighiing as it is to
dance. Movements that are beautiful just for their own sake and do not reflect a true
knowledge of martial arts skills and principles have no place in serious training, The
two kinds of movement may appear superficially similar but they differ significantly
in terms of the feelings and experiences they generate within the practitioner. In your
practice, please pay careful attention to this distinction.
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BASIC FIGHTING PRINCIPLES

aiji Jian eraploys a special weapon and the principles which guide its use for

fighting are highly refined. An understanding of these principles will be very

helpful as you work toward mastery of fan skills. While previous chapters
have made reference to the many fighting apphcations of Taiji Jian, this chapter pre-
sentts 2 more detailed account of the principles that apply to Taijt Han combat.

INTERNAL AND EXTERNAL TECHNIQUES

The basic technigues of Taiji Jian are directly related to the featuzes of the jian itself.
First, that the jian is double-edged and that its edges are very sharp along the top third
of the blade as well as at the tip means that the jlan can be used in very subtle ways.
Although the movements of jian can be large and vigorous, the sharpness of the two
edges allows for movements that are effective without necessarily being large or pow-
erful. In fighting, the movements of the jian should. for the most part, be small and
precise but “the mind should be big.” When fighting, in other words, use your mind
rather than your physical strength. You should also understand and practice the thir-
teen key technicques described in Chapter 5, especially the first four: j1, di, ge and xi. An
important goal of your training should be 1o becorme so comforiable holding the sword
that its movements follow your mind as though it were a atural part of your body.

Regarding internal practice, you should develop shen so that it becomes concen-
trated, alert, quiet, and not outwardly visible but always leading the way for the mind
to follow. You should practice yi so that it can be focused on any part of your body or
sword, m order to lead the movement of ¢i smoothly throughout your whole body.
You should train qi so that it can move fully and freely through your body, so that it
becomes ever stronger, and so that it invests your external movernents with power.
You should also work aftentively to increage your internat force so that it can follow g
and become more integrated with vour movements.
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1 Focus the mund and wait 2 Step forward and use the
for the attack jrant ridge to touch the spear

1 Lean back and raise the fan 4 Make a honzontal cirele with the 5 Step forward and 2 make
pan and block spear to nght side-to-side chop

it is important that external movements be combined and coordinated with Taiji fan
Jian techniques. The movements of the jian should be a natural extension of the 3 ferod
movements of your body, and the movements of different parts of your body should § than

be integrated with each other. Arm movements, for example, should be coordinated

with those of your legs, and hand techniques should be coordinated with footwork. Use
Internal force should always come from vour feet and flow through your body direct- Age
Iy to the tip of the jian. Integration among all external components of movement and 5 weap
the internal components of shen, i, ¢i, and internal force, should be as complete as short
possible. Finally, you should feel that everything you do comes from your heart. cultt
#asily
that y
SEVEN KEY PRINCIPLES Te
The basic principles that guide the development of jian fighting skills are easy 10 ¥ smog
describe but difficult to follow. Most importantly, you must be able to feel shen, ¥b § impo
and qi. 1t is also important fhat your movements be relaxed, nirable, smooth, and defen
concentrated before you begin to direct your study to basic fighting principles. i oppat
in general, the principles that apply to Taiji Jian are the same as those that apPlY_w 4 exany
Taiji Quan. These incude the concepts of yin and yang, open and dosed, substantial - defen.
and insubstantial (full and empty}. and of sticking, connecting, and following. Fﬂf{"‘ 4 Dasse:
principles that are unique fo Taiji Jian are less widely known and are the focus of this - F
chapter. As the seven principles that apply uniquely to jian combat are prezsem:ed, §  circle
remember that the jian is considered the “general of all weapons.” This means that & Your{
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& Focus the rmind and wait 7 Step forward and use the
for the attack iian ridge to touch the spear

& Step forward and make the jian 9 Step forward and chop
stick the spear

jlan skills depend on deverness and resourcefulness rather than on sheer power or
ferocity. The jian is a “gentle weapon,” used to convince people by reasoning rather
than by brute force. The seven principles are described in detail below.

Use a Short Weapon as a Long Weapon

A general principle of weapons practice is that long weapons should be used Iike short
weapons and short weapons should be used like Jong weapons. When you have a
short weapon, such as the jian, and your opponent has a long weapon, it is very diffi-
cult to mount an effective attack because your opponent’s weapon can reach you more
casily than yours can reach him. You must be able, therefare, to move close to him so
that your weapon will be useful and his weapon will be rendered ineffective.

To accomplish this, the important external components are footwork and the
smooth, fluid movement of your waist. Regarding the internal components, it is
important not to pay attention to the tip of the long weapon but rather to focus on and
defend against the middle part of the weapon. Your goal should be to bypass your
opponent’s attack and move in dose to him. If your opponent attacks with a spear, for
example, he can change the movements of the tip very quickly, making it difficult to
defend against directly. Instead, you must wait for an opportunity, when the spear tip
passes over your body. You can then move in and counteratack.

Figures -3 show the use of the dai, or bringing back, technique, with a horizontal
cirde to defend and then a counterattack if your opponent directs a spear attack at
your face. Figures 6-9 show the use of ge, blocking with the ridge, with its quick foot-
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16 Focus the mind and wait 11 Step forward and use the jlan to 12 Make & front arcle angd

for the attack totch the spear block the spear

13 Tuck 10 stornach and 14 Step forward and stick the 15 Muove close to the oppanent
continue front circle spear with the jian and attack

waork 10 defend and counterattack when your opponent thrusts his spear at your chest,

nique with a frout cirdle. Here, your body should be pulled back in defense and then
you should counterattack when your opponent strikes at your stomach.

Attack the Opponent's Front Wrist

Attacking the opponent’s frond wrist with the jian s a special fighting tactic. If your
opponent attacks you with a long weapon that he holds i both hands, his front wrist
is considered 10 be the one closer to your side. If he attacks with a short weapon that
he holds in just one hand, the front wrist is the one belonging to the hand that wields
the weapon. Because the top six inches of the jian blade are very sharp, it is not nec-
essary to use great force when attacking your opponent. Instead, attack with subtlety,
surprise, and quickness, and always aim the tip of the jian at the opponent’s front
wrist. Your goal is to make your opponent drop his weapon and this can be don("? 05'1?'
i you keep your attention focused on his hand rather than on his weapon. This is dxf
ficult to learn but it can bring you much success. Figures 16 and 17 show the use of 4,
raising up, to attack the opponent’s front wrist when he uses a spear. Figures ?Sw?’ﬁ
show the use of dian, pointing, 1o attack the opponent’s front wnst when he uses @
short weapon like the broadsword.
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16 Focus the mind and wait 17 Use tip of the jian to attack
for spear attack opponent’s front wrist

2 and

F
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peneny - 1% Focus the mind and wait 1y Use tip of the han to attack 20 Dodpe iefl and use tip of the
for sword aitack opponent’s front wrist jiar to attack opponent’s front wrist

___________ [

it, " Avoid Hard Blocks with the fian

A When your opponent mounts a strong attack, try to dodge it. Under no conditions use

n - the jian to block hard. When you find a weakness m your opponent, then you can

attack quickly and hard; however, the jlan must never be used it a crude or rash man-
ner. Regardless of the kind of weapon used by your oppenent, you must nevey use the
jian, especially not the jianren, the edge of the sword, to Block forcefully. You may use

¥ jianii, the ridge of the sword, to block, but never with force or a noisy clashing of
it weapons. Rather, you should touch your opponent’s weapon lightly with the jian and
it then use the jian to stick, connect, and follow the movemenis of the opponent’s
8 weapon. Blocking hard with the jian reveals a Jack of understanding of the jian tech-
- miques and the spedial qualities the weapon possesses.

g The injunction against hard blocks applies also to blocks by your opponent. If your
t opponent, for example, starts to use a hard block 1o defend against one of your attacks,
i vou must change your attack so that you do not cause forcefil contact between the

. . weapons. According to Taiji tenets, strong contact by both weapons creates double-
weightedness, a condition that is always 10 be avoided. It violates the yin and yang of

' Taiii because both weapons are exerting yang force simultaneously. Figures 21 and 22

i show a double-weighted hard attack and Figures 23 and 24 show & double-weighied
hard block. Both are incorrect applications of jian skills.
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To avoid hard blocks, do not allow your jian to hit the opponent’s weapon directly.
You should instead defend from the side or back of his weapor. The movements of
the jian should always be circular and carefully timed. This will preserve energy and
improve your tech niques. When it is necessary o dodge an opponent’s attack, use as
small and subtle a movement as possible. Figures 25-27 show some movements that
Hlustrate this,

Move Like the Dragon and Phoenix

“Rise like a dragon, fall like a phoenix” is a well-known phrase in the martial arts,
According to Chinese legend, a dragon rising to the sky is thought to do so in a quick
ly rotating spiral that heads straight upward. A phoenix flyig back to its nest is
thought to descend in circles. The dragon embodies yang; the phoerx, yin.

The fourth principle of the flan refers to these two basic yang and yin moverments,
the straight and the circular. Most jtan attacks are made in a straight line and all are
quick. fian defensive moves follow a circudar pattern and must he smaoothly executed,
This prinaiple incorporates the Taifi tenet that circles must be included in straight
Hnes and straight lines must be included fo circles. If your practice of Tajji Jian is
guided by this principle, the beauty of your movements will be enha need.

Be careful to shape all your movements by the activities of your mind. “Rise like 4
dragon,” for example, does not refer literally to all upward movements of the jian, nor
“fall like a phoenix” to all downward movements. Rather, these concepts should be in
your mind when you move the fian in whatever divection is required by a particular
movemient. The correciness and effectiveness of fhe movement will depend more on
the activity of your mind than on your body,

Be Still While in Motion; Move While Remaining Still

The relationship between the qualities of motion and stillness was expressed in a clas-
sic response attributed to the famous female jlan master Yue Nit to a question asked
by King Yue regarding the central principle of the jian. Yue Nit’s answer was as fol-
lows. “The Dao {Way) of this skill is detailed and changeable, serene and deep, There
are yin and yang, which are always hei ng exchanged as if opening and closing a door.
When fighting, you must concentrate Jingshen (the mind and spirit combined) inside
and make qi ready. On the outside, you must maintain good posture and position and
show only calmness and agrecableness. You must behave outwardly like a fair lady but
be ferocious as a tiger inside. Remain as vague as the mist and as alert and quick as a
fleeing hare. Let the body and the shadow chase each other and let your sword be
bright and dazzling like lightning. Adjust your breath and sei aside the rules so that
you can move about freely and quickly in all directions, and so that nothing can interr
fere with you. A person who understands this principle can defend against ten others,
and if there are one hundred soldiers who follow this precept, it will be as though
there are ten thousand, 1f you want to test this, 1 can show you right now.”

266 » BASIC FIGHTING PRINCIPLES




21 Raise the jian in a two-handed 22 Deferd against
grip to chop forcefully opponent’s chop

B
i

23 Remain sieady when opponent
makes hard block

26 Rmse the jian 1o touch
opporient's sword from right

25 Prepare a defense

27 Turn jian over and block
opponent’s sword down

SEVEN KEY PRINGIPLES » 267

;



The most celebrated and often repeated directives from Yue Nit's reply, as apt today
tor martial arts practitioners as they were in her own time, are to “behave outwardly
like a fair lady but be like a ferocious tiger inside” and “to be as alert and quick as a
fleeing hare.” The contrast between fair ladies and Hgers and the invocation of the
agility of hares illustrate the relationship between moving and remaining stll, the
fifth principle of the jian. :

When you practice the jian, you should pay attention to the state of stiliness or ;
motion of both the inside and outside of your body. Sometimes, as Yue Nii described, ’

i

your external movements will be characterized by a sense of calm, while inside you
should be experiencing a sense of heightencd activity and excitement. This kind of
balance is referred to as “finding motion within stillness.” At other times, yOur exter-
nal movements will be energetic and intense while your inner state should be charac
tetized by steadiness and stillness. This configuration is described as “creating still-
ness within motion.” The combination of stillness and motion in either configuration
expresses the Taiji concepts of yin, associated with stiliness and vang, associated with
the quality of motion. It is important to maintain both of these forces throughout your
practice and in all applications.

Launch Late but Arrive First

“The jian practitioner should assume a non-threatenin g posture to lead the opponent
into thinking that he can gain some benefit from initating an attack. You should
faunch your techniques later than the opponent does but reach him earlier than he
can reach you,” This principle was put forth in Theory of Jian by Zhuangzi, one of the
founders of Daoism. Zhuangzi suggests that you lure your opponent into an attack,
which you have anticipated and for which you are prepared. Your best opportunity to
attack will be after your opponent has committed himself to an offensive move.
Having tricked your opponent into thinking that you are vulnerable, you should then
launch your attack. Wait patiently for an apportunity and never take action witheut
having a clear objective. Be ready with a quick and efficient technique to attack the
opponent ag soon as the opportunity arises.

Unite the Body and the Jian

“The body follows the jian in movement and the jlan covers the body in movement”
is a famous dictum that describes the feeling you should have when you practice the
flan. In the first part of the sentence “follow” means support, and indicates that you
should brandish the jian with your whole body rather than only with your hand of
arm. Youy waist should function as the controller of your body and your feet and legs
should act as the sources of internal force, Using conirol provided by your waist and
internal force from your feet and legs, your body’s movements should be searmlessly
integrated with the movemenis of the jian.
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40 A and B stand face to face 41 When A steps forward and thrusts,
three steps apart B makes left block with no step

42 When A theusts, B steps forward with 43 When A thrusts, B steps forward with
back foot and makes right block front foot and makes left black

The second part of the sentence implies that your steps should be nimble and that
your body should be hidden behind the jlan. Here, “cover” means to conceal what you
want to do and where you want to go. You should use the jian to confuse or mislead
your opponent about your intentions. Whether vou are moving forward or backward,
left or right, up or down, the moverments of your body must be agile, flexible, quick,
and variable behind the jian.

The most important aspect of the seventh princi ple is that the body and the jian adt
as a unit. The overall feeling of the practitioner should be that the jian ig part of his
body and that his bedy is part of the jian.

The movement that embodies this principle in practice is called xijian, or washing
the sword. In this movement yon should imagine that you are standing in a river and
turning your body side to side as you insert your jian repeatedly into the water. The
upswings and downswings of your body as it turns from side to side should follow the
swooping arcs of your jian. The jian, as it arcs, should cover the area of your body.
Figures 28-39 show these movements, '

HOW TO PRACTICE FIGHTING SKILLS

it is often mistakenly thought that the training of real fighting skills must include &
two-person fighting form. Although such forms are interesting in their own right,
they are, in fact, only modestly useful in the tra ining of Aghting skills and t:echﬂiqlfes‘
You do, however, need a partner with whom 1o practice fighting techniques according
to your needs and skill level. You and your partner should practice the techniques 08¢
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45 When A makes thrust as he steps
forward, B defends with left block

44 A and B stand face to face
three steps apart

=

b
B3
#

R

. 46 B sticks A's sword as ke steps forward 47 B attacks A
B o with his back foot to move in

49 When A makes thrust as he sieps

4% A and B stand face 1o face
forward, B defends with right block

three sieps apart

gy B attacks A

co 8 sticks A's sword a5 he steps forward
with his back foot to move in
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three steps apart

52 A and B stand face to face

53 A chops as he steps forward
while B blocks upward

swaord to left

55 B makes side-to-side kit

56 A and B stand face to face
three steps apart

57 Athrusts a3 he steps forward
while B dodges 1o left and makes
explosive attack to A's front wrist

55 B steps forward hotding sword
with two-handed grip
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38 B continues to dodgehand
prepares attack by pointing
sword at A's forearm
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py one and with much repetition. In this way, you can help each other increase inter-

" gl and external feelings and sensitivity.

Yor safety reasons, it is best not to use metal jlan in parinered practice. Although a
wood or bamboo sword may not feel as comfortable in your hand, it is a wiser choice
. when you ave training fighting skills with another person. When you want fo experience

. the heft and feel of a metal sword while praciicing fighting techniques, you should use

2 durnmy as your opponent. Partnered practice should proceed in stages. First, one part-
ner should practice attacking techniques. while the other practices defensive techniques,
The attacking parmer should focus on learning to use internal force, to move his body
into correct positions and to execute the techmiques properly. The defending partner
should focus on learning about tirming, correct positions, attack points, and defensive
jechniques. The partners should choose one technique and practice it over and over
again until both feel that they understand the technique and its applications and until
both are comfortable in their movernents. This kind of practice may seem tedious at
frst, but you will eventually appreciate i considerable nsefulness. Figures 4043 show
one partner (A, swordsman on the right, in black} thrusting and the other {B, swords-
man on the left, in white) blocking in a three-step movement.

In the second stage of partnered practice, the partners should take furng practicing
attacking and defensive techniques in a freely allernating pattern. Bach person should
fry to make the transition between attack and defense movernents smoothly and nat-
urally. Timing and position requite special attention in this phase of practice. The
movements of swordsman B in figures 44-51 illustxate the proper way to make the fran-
sition between defense and attack techmyques.

In the third stage of practice, each partner should combine two or three techniques
to form his favorite skills and partners should help cach other repeatedly practice each
of these skills. At this stage, special attention should be paid to increasimg mnternal and
external integration. Figures 52-55 show a two-techmique combination, using first
shangiie, an upward intercept block, and then ceji, 2 side-to-side hammer hit, Figures
5660 show a three-technigue combination of beng (explode), dian (point). and o
{thrust).

After completing the three stages of partnered practice, you should practice togeth-
er freely as Taiji Quan partners do in push hands. Litde by Hittle, try to feel the tech-
niques becoming part of your nature. Let everything come naturally and without
detailed mental effort. Reflect on Taiji ideas and jlan principles. Be guided by the
adage that “When you practice, there is a process that should be followed; when you
fight, there is no one path that must be followed.” In the final analysis, the only impor-
tant measure of everything you do in practice and in fighting is how fully your actions
express the ideals of Taip.
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LINEAGE CHARTS

The origins of Taiji Quan ate not clear. It has been surmised that one thousand years

ago there were already five different 1aiji Quan styles in existence. One of thern, the fs
Zhang Sanfeng style, also called the Thirteen Postures and named after its founding ¢k
master, was more widespread than the others. Today when people talk about Taiji iow
Quan, they are usually referring to the Zhang Sa nfeng style. For the most part, knowl- iIowm
edge of the other four styles has been lost. oo
The reliable history of Taifi Quan begins with Chen Changxing, who taught Taiji £ b
Quan in the Chen Village (Chen Jia Gouj of Wen County, in the Henan province of ,ox
China around 1800. It was Chen's student Yang Luchan who brought this skill to ;
Beijing and whose teach ings made it popular and widely respected. I
But who taught Taiji Quan to Chen Changxing? Who was his master and who was i
his grandmaster® There are two opposing schools of thought on this question. : is .
The first asserts that Tajii Quan was passed from Zhang Sanfeng to several genera- §oUp
tions of practitioners and that at some point it was taught to Wang Zongyue, who : ho
wrote the most famous of the Taiji Quan dassics. Wang Zongyue, in turn, taught the i e
skill to his student Jiang Fa, who taught it to Chen Changxing. In this first view, thr
Jiang Fa would be considered Chen Changxing’s master, and Wang Jongyue, a pre- ¢
vious master in his lingage, dev
Because martial arts history is largely an oral history, however, no completely con- § it
vincing evidence exists to support this assumed lineage. It has, nevertheless, been the bras
predominant view of Taiji Quan groups for about two hundred years and has been % ind
accepted as valid by most people. ; ofc
Starting in the 1930s, 2 second hypothesis regarding the lineage of Taiji Quan was talle
developed. In this view, a ninth-generation member of the Chen Village named Chen the {
Wangting, rather than Zhang Sanfeng, is said to be the originator of Taifi Quan. Over 3 bed

the years, this assertion has caused intense controversy. The dispute has been espe- §  rese:




gally intense since the 1950s when, for complicated reasons, the second view became
the more widely promulgated and apparently more popular one. Readers interested in
the ineage issue should examine this period closely, bearing in mind that the popu-
Jarity of the second view may have more to do with the contemporary social and pelit-
ical factors in China than with genuine historical evidence.

Although it is impossible to prove that Zhang Sanfeng invenied Taiji Quan and
passed it on to Wang Zongyue, the historical record does suggest strongly that Wang
Zongyue was the greatest Taiji Quan master of his tirne and that he taught Taiji Quan
to Hiang Fa and others. After a careful study of the evidence, 1t is my strong opinion
that Wang Zongyue was, mdeed, the founder of Taifi Quan. 1 do not believe the more
recently promulgated view that Chen Wangting invented Taiji Quan because it does
1ot seem to me 1o be consistent with historical details. These details are presented in
an article which I hope shortly to translate into English and fo present for publication.
For the time being, 1 will adhere to the older and more traditional view that Zhang
Sanfeng is the founder of Taii Quan. bui the reader should bear in mind that the mat-
ter 15 still the subject of much debate.

Because Tarjr Quan has become so widespread, T cannot include the names of mas-
ters from all gencrations. | have listed only the most important masters of my lineage
in Chart 1 and the partial Hueage of my own group in Chart 2. Martial arts groups are
very traditional, and in the past, many people held to the conservative notion that if
you were not a disciple of a master from one of the older generations, you could neves
achieve authentic and high level skill. Today, although some people still believe this,
the idea is no longer widely accepted and need not be an important consideration in
your shudy of Twji Quan.

Zhang Sanferg Style Taiji Quan, Northem Branch Lineage

Chart 1 begins with Zhang Sanfeng, the most famous master of Taiji Quan lineage. 1t
is said that Zhang Sanfeng invented Taiji Quan in the Wudang mourntains. The dis-
ciptine was then spread along two separate routes, one to the south and one 1o the
north. Today, the details of the southern style of Taiji Quan have been Jost. The north-
ern style was differentiated into several styles and has now spread in a variety of forms
throughout the world,

Once Taifi Quan became well known and widely practiced, several famous masters
developed and taught their own modifications. When these modifications were first
differentiated. only aboul fifty years ago, they were called the five styles ox the six sube
branches. The five styles became known as the Yang, Wy {tone 23, Wu {tone 3, Chen,
and Sun styles of Taiit Quan. Later, a sixth style called Li was added. A second system
of classification organized the modifications into s sub-branches of Taiji Quan,
called Yang, Wu {tone 2}, Wu {fone 3}, Chen, Sun, and Hao. Taijl Quan variations and
the founders of each style are indicated where appropriate in many books. There may

be differences of opinion aboul some of these attributions, but | hope that more
research will witimately lead to consensus.
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Zhang Sanfeng (Xuanxuan)
{about 1200}
o {obsuure}
¥ H
Wang Zonpyue
{about 1755) i
I
v :
Hang Fa !
Chen Changring (M. Tablet)
{r771-1883)
v
Yang Luchan fuba ;
1
frrag-i8ya) : ;
!
Yang Bauhou Y
183792} 3

|

CGuan You < -

8141902} {amdied with Yang Luchan directhy)
| l
Wt Jlanegtan A Shew Wang Maozha Youdin
fr&70—1042) {1862-1940)
H
i
E
i

Yang Yuting Rudin
{887—1582)

Wang Persheng faguan {Yin Cheng)

Lineage Chart 1
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Cruan You
{r834-1902)

; l

W Hanguan Al Shen Wang Maozhal Youdin Gilo Ferl Sonting
{1870~1042) (18621040}
.................. +
¥ ¥
W Gongyi Ma Yucliang i

Yang Yuting Faudin
(188182}

Wasg Pewsheng Lignan (Yin Cheng)

Lo Shukuan

Zhang Deshan Zhao Zeren iu Shengl Zhang Yun Gu Yun (G lxgang  Li Deyong
Gong Zhenv Lisao Eigue He Hongrus Liu Shengchang L Zhibui  luo Bagjun

Wang Linhe Rao Shousai  Zhang Zenggng

Zhangjun  Stnder Clatk Ken Stnson Cliff Creger tohm Smith  Patrick Ingram  Bill Wright

I Michacl lee Johu Benavides Joseph Gibbs  Marc Boswell Dave McFarfand  fhmmy Lee  Peter Kendfield
H

Lineage Chart 2
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R . . erals
Over the years, styles of Taiji Quan have continued to proliferate. Although the o

movements of different siyles vary noticeably, each variation follows the same basic him
set of principles. Individual masters began developing stylistic variations based on of
thelr personal feelings and experience with the form. While individual masters taught th-:r‘;.
these variations to their students, most of the stylistic modifications were not passed ing hi
down in any consistent way and so today are not particularly important. It should be _ Wang
noted that even within a given style or group, skill levels can vary widely, and these . EouR
differences are far greater than the contrasts between different styles. Genuine f - Tc;c‘
Kungfu can be assessed only from one’s skill level, not from the oroup or sivie lo B }?res;
which one bears allegiance. : Beljing
¢ Master
Wu Style Taiji Quan, Beijing Branch Lineage ¢ evenh
One of Master Chen Changxing's students, Master Yang Luchan, taught Tatji Quan Quan §
in Shen Ji Ying (the Emperor’s security camp) in the mid-nineteenth century. He had edge o.
three excellent students, all of whom were Manchunan: Wan Chun, Ling Shan, and 3}? over
Quan You. King Duan was also one of Master Yang's students and a classmate of the : filmph
three. Because it was forbidden for commoners 1o become Kungfu brothers to a ruler, ;oW thes:
however, Master Yang artanged for Wan Chun, Ling Shan, and Quan You to become Wu Sty
disciples of his second son, Yang Banhou. This meant that the three accomplished Mas
students could be viewed as members of a lower generation than that of the ruler. when b
Although Wan Chun, Ling Shan, and Quan You became nominal disciples of Yang ;unswer
Banhou, they nevertheless continued to study directly with Master Yang Luchan, values
Of these three outstanding students, ondy Quan You passed his skills on to subse- Wang ¢
quent generations and as a result, only he was responsible for the development of 2 Iheg
new and distinctive style. Because Quan Youw's fanuly changed its Manchurian name o ;o Y shu
the Chinese name of Wu (tone 2) after the Republican Revolution of 1911, the style that j RAMES ¢
Quan You developed became known as Wy style. In time, Quan You wag recognized mf‘-‘-‘to A
and respected as the founder and first master of Wu style Taiil Quan. de'ﬁf'_(f d
Quan You had many disciples in Beijing. The most famous were Wang Maozhat ¥ trad‘mor
and Quan You's son Ai Shen, who is more commonly known as Wa Hanquan. Jn 1928, : disciple:
Wu Jianquan moved to Shanghal, in southern China, while Wang Maozhai remained 2{:

in Beijing. These two great Tafji Quan masters came to be known respectively as Nan
Wi and Bel Wang (South Wu and North Wang}, and Wu style was differentiated into
two main groups, one in Befjing and one in Shanghai. Today Master Ma Yueliang, who
15 Wu Jianquan’s disciple and son-in-law, is the leader of the Shanghai group. Later Wo
Hanquan’s son, Wu Gongyi, organized a third group in Hong Kong. Today, therefore,
there are three distinct groups of Wu style practitioners.

After Wy Jlanquan moved to Shanghai, Master Wang Maozhai continued to iefid
the Wu style Beiling group and this group became the biggest Tafji Quan group of its
time. Master Wang Maozhai also founded the Reijing Tai Miao Taiji Quat
Association and had thousands of students, from the Mavor of Beiling 1o army 67
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erals and from business people to martial arts experts. His high level of skill earned
him a justifiably excellent reputation.

Of Master Wang Maozhai's one hundred disciples, Yang Yuting was the best.
When he was only twenty years old, Yang Yuting started 1o teach Taiji Quan, and dur-
ing his more than seventy years of teaching, he trained several thousand people. After
Wang Maozhai passed away, Yang Yuting became the leader of the Wu stvle Beijing
group.

Today, Master Wang Peisheng, one of Master Yang Yuting’s first seven disciples,
is President of the Beijing Wu Style Talfi Quan Association and leader of the Wu style
Beijing group. Master Wang also received many vears of intensive training from
Master Wang Maozhai. This combination of teachers brought his mastery to a level
even higher than that of his most accomplished classmates. He has now taught Taiji
Quan for more than sixty years and still works hard and travels far to bring his knowl-
edge of the nartial arts and his great wisdom of traditional Chinese culture to people
all over the world. Master Wang has several hundred disciples, and most of them have
disciples of their own. I regret that because there are so many high level practitioners
in these generations, | cannot list them all. Chart 2 delineates only a small part of the
Wu style Beijing group.

Master Luo Shuhuan is Master Wang's earliest disciple. He was thirteen years old
when he began his study of Taiji, Bagua, and Xingyi with Master Wang. He remained
unswervingly loval and obedient to Master Wang and to the traditional principles and
values of Taiji Quan through many difficult and terrible times. As a result, Master
Wang trusted Luo Shuhuan more than any of his other students or disciples,

I began martial arts practice in 1973, and in 1975 | had the good fortune to begin
my study of Taiji Quan with Master Luo, later becoming one of his disciples. The
narmes of all of Master Luo’s disciples are shown in Chart 2. In 1976, Master Luo sent
me to Master Wang's home for intensive training. Most of my knowledge and skill
derive directly from the teachings of Master Wang and 1 have endeavored to pass this
tradition on to my students. At the botiom of Chart 2, 1 have listed the names of my
disciples.
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¢
KEY ACUPOINTS OF THE HUMAN BODY
A practiioner of traditional Chinese medicine must be able to wentify and under.
stand the function of about five hundred acupuncture points {acupoints), A practi- S
Honer of Qigong or the martial aris, however, must be familiar with only about four { ;

teen key acupoints for the study of basic Kungfu and about fifly to one hundred acu- oot

points for advanced study. In this section, fourteen key acupoints useful in the study

of Taiji Jian practice will be described, with another fifty-six indicated on charts. ;o
In any Qigong or martial arts practice, the acupoints are important as mental focal ik
points. The practitioner must “think” an acupoint, that is, focus the mind on that acy. ‘o h

point. When this is done repeatedly, the acupoint gradually gains influence over the

-
flow of energy inside the body. Because activity at each acupoint causes FESPONses in k i
internal organs as energy flows along the meridians {channels), the practice of exter- b
nal movements eventually creates internal effects. A detailed discussion of the vagt L
and complex acupoing system goes well beyond the scope of tiis book hut some of the s
basic concepts and definitions are included here. Readers who seek to achieve the pe
highest Jevel of Taiji skill should undertake a careful study of the acupoint system and
incorporate this knowledge into their practice. X
When people talk about acupoint locations, the most common unit of measure is C e
the cun, One cun equals the width of the interphalangeal joint of the thumb, Three j W3
cun equal the width of the four remaining fingers (the index, middle, ring, and pinkie ;
fingers) held next to cach other and measured at the level of the proximal interpha- Fu
langeal creases. These measurements are lustrated below (fig. 1). The curn is a useful L
means of measurement because each practitioner has access to the Recessary mea-
suremnent tools, namely his or her own £ ngEers. v
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« The following charts show the locations of the fourteen key acupoints and fifty-gix
additional acupoints that are important to the development of basic Kungfu skills.
© These fourteen key acupoints are the most important and ate always used in the prac-
. * tce of any of the martial arts and in Qigong. You should become familiar with their
names, locations, and functions, They are listed here according to their Jocations,

-
0 from head to toe and from front to back,
dy

Boihui
2] Location: On top of the head, five cun directly above the midpoint of the anterior
w hairline, at the midpoint of the line connecting the apexes of both ears.
® cuncTion: The baihui, also known as the “head star,” is a key point for the control of
g the whole body, It can help you relax so that gi can move smoothly throughout your
T body. It is also important in maintaining balance. In fact, it is considered to be a
5t dingpanxing of the body, a key point for maintaining balance. Consequently, if you
1€ cannot keep it properly aligned, you will Jose your balance. Keeping the bathwd acu-
1"-{“ point in mind will aiso increase the nimbleness and agitity of your moverments.
K

Xugnguon
s LocaTion: At the center of the face along the midline, as it extends vertically down-
® ward from a point midway between the two eyebrows.
&
" runcTion: The xuanguan is a key point for conirol of shen and of the direction of your
id movements. It can help you focus shen and adiust vour direction,

Yuzhen

LocaTion: On the occiput {the back part of the skull), 2.5 cum directly above the mid-
point of the posterior haitline. Although the yuzhen acupoint is usually spoken of ag one
point, it is actually two points, each of which lies 1.3 cun lateral to the midiine of the
occiput in the depression along the upper border of the external occipital protuberance.

suncTion: The yuzhen acupoint is a key point for controlling the alignment of the
neck. Think of the neck as being suspended from this point. This will ingure that your
larynx does not protrude.

Tanzhong
Location: On the anterior midline of the chest, at the level of the fourth intercostal
space and on the midpoint of the line connecting the nipples.

runcTion: Tanzhong is a key point for ¢reating an empty chest, for increasing the
nimbleness of your movements, and for relaxing your body so that gi can sink down
10 the dantian.
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Jiajt

LoCATION: On the lower back, covering a vertical span of sevenicen points on each
side of the spine from just below the spinal processes of the first thoracic vertebra to
the spinal processes of the fifth lumbar vertebra, and 0.5 cun lateral to the posterior
midline, Although jiaji is actually a series of thirty-four points, in Qigong practice and
the rmartial arts it usually refers to the general area at the center of the back.

ruNcrion: The jiaji is very important for controlling ai as it moves up along the
dumal, the meridian on the centerline of the back of the torso. It is one of the three
back passes, or gateways, for Qigong practice. Focusing your mind on the jiap will
belp you keep your back siraight.

Shengue
tocarion: On the middle of the abdomen at the center of the umbilicus.

Funcrion: The shenque is very important for adjusting the breath and for controlling
the flow of 1 so that it can sink down to the dantian at the center of the abdorminal
cavity.

Mingmen
LocATIoN: On the lower back along the posterior midline, in the depression below the
spmnal process of the second lumbar vertebra,

Funcrion: The mingmen is considered to be a “door of life.” Itis a key point for con-
trol of the waist, the arms, and the legs. It is always referred to as the “master of the
body.” Focusing vour mind on the min gmen will help you relax your waist so that ¢
can pass through the waist and move freely up or down to the hands and feet. The
mingmen, considered the center of the body, is also important for maintaining
zhongding, which is the body's alignment and stability.

Huiyin

LOCATION: On the perineum, 4t the midpoint between the sexual organs and the anus.
FUNCTION: The huiyin, located at the lower dantian, connects the dumai, the merid-
lan on the centerline of the back of the torse, with the renmai, the meridian on the
centerline of the front of the torso. It is a key point for insuring the smooth flow of
qi through the body along the xiaozhoutian, which is the microcosmic orbit, and the
dazhoutian, the macrocosmic orbit. The huiyin is also important for maintainin g the
stability of the body,

Jianjing

tocaTion: Un the shoulder, directly above the nipple, at the midpoint of the line
connecting the dazhui {on the posterior midline, in the depression below the seventh
cervical vertebraj and the acromion {the outer edge of the scapula).
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cunction: The jianiing, also called the “shoulder star,” is a key point for controlling
the arms. Focusing your mind on the janjing can help relax the shoulders so that gi
can move smoothly from the shoulders to the elbows,

Qiuchi

rocaTion: When the elbow is flexed, the qiuchi is located at the Jateral end of the
cubital crease, at the midpoint of the line conmecting the chize acupoint with the exter-
nal rumeral epicondyle, the bony protuberance at the efbow joint.

runction: The giuchi, also called the “elbow star,” is a key point for controlling the
forearims. Focusing on it can help relax the elbows so that ¢i can move smoothly from
the elbows to the hands.

Laogong

LOCATION: At the center of the palm, between the second and third metacarpal bones,
but close to the latter, and in the part that touches the tip of the middle finger when a
fist is made,

runcTion: The laogong, also called the “hand star,” is a key point for controlling the
hands. Focusing on it can help relax the wrists so that ¢i can move smoothly past the
hands to the fingers.

Huantiao

LocaTION: On the lateral side of the thigh, at the junciion of the middle third and at-
eral third of the line connecting the major trochanter, the larger of the two jutting
processes at the upper end of the femur or upper leg bone, and the sacral hiatus when
the body is in a lateral recumbent position with the thigh fexed.

runcTion: The huantiao, also called the “hip star,” is a key point for controlling the
legs. Focusing on it can help relax the hips so that gi can move smoothly past the hips
1o the knees.

Yanglingquan
tocation: On the lateral side of the leg, in the depression in front of and just below
the head of the fibula, the long, thin bone of the lower leg.

runcrion: The yanglingquan, also called the “knee star,” is a key point for controlling
the legs. Focusing on it helps relax the knees so that qi can move smoothly past the knees
to the feet.

Yongquan
tocaTion: Gn the sole of the foot, in the depression that appears on the anferior part
of the sole when the sole is flexed. It is approximately at the junction of the anterior
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third and posterior two-thirds of the line connecti ng the base of the second and third %
toes to the heel. i

FuncTion: The yongquan, also called the “foot star,” is a key point for cormtrolling the feet,
Focusing on it helps relax the ankles so i can move smoothly past the feet 1o the toes,

Advanced students of Qigong and the martial arts should know an additional fifty-
six key acupoints. These are indicated in F igtres 2 and 3. For additional information a
book on the subject should be consulted.
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ABGUT THE AUTHOR

ziane vun began studying martial arts in 1973 in his native China, He studied both
Taiji Quan and its weapons forms with Master Luo Shuhuan and then with the
renowned Master Wang Peisheng, president of the Befjing Wu Style Taiji Quan
Association, and went on to study Bagua. Xingyt. and Qigong. He began teaching in
Beiling 1 1983, and now teaches i Princeton, New Jersey.
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