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We dedicarc chis book ro ou r Wing Chun ancestors who passed 
th is great system down to us, and to our fellow Wing C hun kuen 
practitioners who keep the art alive today. 
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FOREWOR D 

I began the study of W ing C hun kung-fu ar rhe age of sixteen. I was 
already a black belt in taekwondo at the rime, and involved in rhe 
study of escrima and arnis, bur felt an inexplicable attraction ro the art 
by the legacy left behind by the late Bruce Lee. T he first book I ever 
read on rhe martial arts was Dan lnosamo's jut Ktmt Do: Tht Art and 
Philosophy oJBmet Lee. After reading this book and about the training 
methods and fighting art of Lee, I knew that if l wan red to become as 
good as Lee I wou ld have to study the arts he did. As I read on, 1 dis
covered that Wing C hun was the nucleus of his new style. 

Fifteen yea rs later, I am still interested and intrigued by this 
compact martial art system. I never actually perfected or completed 
the system as a result of poor scheduling (spreading myself too thin 
among different arts), and moving from place to place. However, I was 
exposed to rhe Yip Man system as taught by William Cheung and 
Moy Yat, and the Jun Fan (Bruce Lee) W ing C hun system as taught 
by Dan lnosanro and his students. 

Over the years [ have read several articles about Wing Chun sys
tems nor associated with the art's legendary master, Yip Man. To my 
surprise, I discovered that there are actually several lineages of this eco
nomical an form, with variations among rhe forms and in the ir 
respective tra ining methods. After reading these arr icl es my irueresr 
aga in peaked. Sadly, however, there was no substantial information on 
d1c topic available m rhe uninitiated. 

While wo rlcing as the martial arts editor for Turtle Publishing in 
Tokyo in 1996, 1 received a package from their Un ited Stares office in 
Boston. It was a manuscript o n the art of Wing Chun by Robert Chu, 
Rene Ritchie, andY. Wu, with a big rejection notice on ir. Since Tuttle 
already had three books on the subject, and there are dozens of Wing 
C hun books on rhe market, the company didn't think there was a 
need for the book. I, roo, d idn't th ink this would be much different 
than a brief history of Yip Man and an overview of the three base 
forms. To my surprise after scanning the table of co ntents, however, 1 
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discovered rhar there was much more ro this book-and art-than l 
had initially assumed or ever expected. I immediately contacted the 
authors and co ntracted their book. 

T he aud10rs have successfully traced the lineages and hisrory of 
eight Wing Chm1 styles and 
present them here as the mas
ters of the respective arcs have 
passed them down through oral 
traditions. This is particularly 
insightful as it not only presents 
many points of view on a vari 
ety of ropics-such as the real 
meaning of the term Wing 
Chun-but stays true ro the 
teachings and traditions of each 
system by rhe autho rs nor 
adding in their own thoughts. 
All of this information is then 
presented side-by-side for the 

Wing Chun Instructors (left to right) 
Robert Chu, Mark Wiley, Hawkins 
Cheung, Gary Lam. 

interested reader to cross check and make his own decision as ro what 
he chooses to believe and how he then interprets the art form. Given 
their in-depth research into d1e many Wing Chun systems, the 
authors then draw together the various oral histories with fact and 
construct, in the Conclusion, what they believe to be the actual histo
ry and development of the art and irs many collatera l systems. A 
detailed Glossary is also presented, with the corresponding Chinese 
characters for further reference and interpretation. 

Complete Wing Chun is perhaps the best book written on the 
various schools comprising a single martial art form. The authors have 
done an excellent job in their tireless research and presentation of 
material into chis comprehensive treatise on one of the most contro
versial and misunderstood arts of this century. This book is destined 
to become the classic reference on the subject, and has set a standard 
by which other researchers and practitioners wishing to uncover their 
art should follow. 1 highly recommend this book to all Wing Chun 
stylists and martial arts researchers alike without hesitation. If ever you 
were to buy just one book on the art, this should be it. 

-Mark V. W iley 
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INTRODUCTION 

When Bruce Lee first exploded on television and into the movies, he 
captured the imagi nation and hearts of people all over the world. 
With the fame of Bruce Lee, the conditions in Ho ng Kong, and the 
hard work and efTort of many of his classmates, the Wing Chun of his 
teacher, Yip Man, became one of the moSt well-known and popular 
Chinese martial arts in the world. Although this gave Wing C hun 
international recognition , ir also led ro a lor of misconceptions. Due 
to a lack of authentic information , many mismken ly came to assume 
that the renowned Yip Man was the sole inheritor of the style and that 
his Wing C hun was the lone version of the art. 

In fact, there are several difTerent and d iscinct syscems of Wing 
C hun . Unfortunately, over the years moSt of these syscems have 
remained unseen or unreported ro al l but a few. Fron1 where rhen do 
these misconceptions come? 

Over rim e, Wing Chun's history has become a mishmash offac~ 
rual accounts and fict io nal ized stories. Early secrecy and modern mar
keting did much ro creare and fuel the confusion . Legendary fi gures 
li ke Ng Mui and Vim W ing-Chun are believed to be the sole founders 
of the art and a single lineage through Leung Bok-Chao, Leung Lan
Kwai, Wong Wah-Bo, and Leung Yee-Tai ro Leung Jan has become 
accepted as the o nly branch. 

The doors of Wing Ch un , however, were never th is closed, nor 
the line this limited. Over the generat ions, many hi gh ly skilled mas
ters of rhc past have learned rhe an, comributed enormously co irs 
development, and passed along their knowledge. Yet, masters such as 
C heung "Tan Sao" Ng and many of the Red Junk actors like Dai Fa 
Min Kam, Gao Lo Chung, Hung Can Biu and their descendants have 
disappeared entirely from all but a very few records. 

As Wing Chun's origins and development have remained rela
tively unknown , so has irs true brcadrh. Inside rhc Bamboo Curtain of 
the People's Republic of C hi na, however, many branches including the 
Yuen Kay-San , Gu Lao, Pao l'a Lien, Jee Sh im, Pan Nam, Hung Suen, 



Pien San, and even the early Foshan students of Yip Man survived d1e 
rise of co mmunism and the Cultural Revol ution. Whi le the Yip Man 
sryle was brought ro Hong Kong around 1950, the Yuen Kay-San, Pao 
Fa Lien, Pien San, and Jee Sh im sryles fo llowed soon thereafter. 
Beyond China, Wing Chun spread into Southeast Asia over half a 
century ago and today many unique versions of the art can be found 
in Singapore, MaJaysia, Vietnam, and surrounding areas. 

Thus, it has been very difficul t ro find real information on the 
Wing Chun family of sryles, especially in the western world. 

Complete Wing Chun, presents, fo r the first time, seldom seen 
information on over a dozen branches of the W ing Chun art. It is hoped 
that this volume will serve as a helpful resource for the interested new
comer and as a valuable reference for rhe long-time enthusiast. 

NOTES ON GENEALOGY 

Wing Chun kuen, while a relatively young sryle by Chinese martial 
arts standards, is one which has grown much since the mid- 1900s, and 
one which has, unfortunately, been plagued by more then its share of 
co ntroversy. Thus, the history of Wing Chun's founding (who created 
the sryle) and development (who passed the art along to whom) pre
sented in this book is not, and cannot, be exact. 

Over rhe generations, due co errors, o missio ns, tnix-ups, 
padding, fi ll ing, and modification, many different genealogies have 
come to exist for the same style or individ ual. In addition, since so me 
pracririoners had more then one reacher, and some also studied with 
grand-reachers, senior classmates, friends, and so on, the lines and sto
ries are sometim es quire muddled, with different branches recording 
different aspects. 

For the purposes of this book and our of respect for the various 
branches, the following chapters present the hisrory of the different arrs 
as their masters ora!Jy transmit them. While some of these accounts may 
appear simiJar and in some cases repetitive, it is necessary in order to 
properly present the hisrory and traditions of each branch. 

It is llOt our goal ro promote one sryle over anod1er and whi le 
we do present our own thoughts in the conclusion , we encourage che 
readers to consider them al l, and to decide for themselves. In our 
humble opinion, each holds bur a piece of the puzzle. 

NOTES ON LANGUAGE 

T he modern origins of Wing Chun kuen can be traced back to rhe 
Guangdong provi nce of southern C hina. G uangdo nghua 
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(Cantonese), the language spoken there, is the mother tongue of Wi ng 
Chun and hence che dialect in whi ch we present the historical and 
technical names in this book. Names of places are given in the official 
People's Republic of C hina dialect and romanizacion, Mandarin 
pinyin, since that is how they are rendered o n most modern maps. 

While Mandarin has the increasingly popular pinyin method of 
romanization, there is no such standard for Guangdonghua. D ue co 
this fucc, over the years, many d ifferent English "spellings" have been 
devi;ed co render the terms of Wi ng C hun . To si mpli fy things for chis 
book, we have explored many of the di ffe rent popular romanizacions, 
and chosen chose we felt best rendered the sounds involved. 

To help eliminate confusion, the glossary at the end of the book 
wi ll present Ca ntonese and pinyin romanizacions, tradi tional C hinese 
characters, and English translations. 
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CHAPTER 1 

Y I P MAN W I :-.JG CHUN 

Yip Man Wing C hu n, the first system of Wing Chun kuen ro be 
taught publicly has become o ne of the most popular C hin ese martial 
artS in the world today. The modern hisro ry of W ing Chu n (also com
monly romanized as VingTsu n and W in gTsun by many ofYip Man's 
descendants), began with the changes wrought by the Communist 
takeover in 1949. W ith his property and wealth taken from hi m under 
the communist regime, Grandmaster Yip Man fled C hin a and came 
to Hong Kong. Yip Man's m isfortune, however, became rhe free 
wo rld's blessing, fo r soon after arriving in Hong Kong he began his 
career as a professional martial ans insuucro r. 

HISTORY AND DEVELOPMENT 

The legend of Wing Ch un begins in the Q in g dynasty with the Siu 
Lam Jee (Shaolinsi or Young Forest Temple) . The Siu Lam Temple 
offered not on ly religious sanctuary bur also a safe house from the mil
itary hunting for anti-Qin g revolutionaries. Ir was only a maner of 
tim e, however, before rhe Manchurians made the decision to erad icate 
this source of rebellious act ivity. With the treacherous aid of Si u Lam 
insiders such as Ma Ning-Yee, the Q ing troops laid siege ro the tem
ple from without, while rhe temple was bu rned fro m within. Siu Lam 
was laid ro waste. Our of the co nAagration, the ngjo (five elders) of 
Siu La m Aed and went into hiding. The five elders cons isred of Jee 
Shim Sim Si Uee Shi m, Chan Buddhist Teacher), Fung Dao-Duk, 
Miu H in, Bak Mei Dao Yan (White Eyeb rows, Taoisr), and Ng Mui 
Si Ta i (Five Pl ums, N un). Ng Mui (Wu Mei) Acd to the Bak Hok Jee 
(Ba ihesi or W hi te C rane Temple) on the slopes of the Dali ang 
Mou ntains. There, on the border of Sichuan and Yun na n province, 
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legend srares g Mui wimessed a fighr berween a crane and a snake. 
Inspired by the encounters, she combined the animals' movements 

with her own Siu Lam boxing and created rhe principles of a new, as 
yet unnamed , manial an. 

Since rhe an was intended only for rhose loyal ro rhe Ming 
throne, ir was raughr in secrecy and ro just a few carefully selected stu
dents. Ng Mui cvcnrually rook on a female disciple, Yim Wing-Chun 
and raughr her rhis unnamed system. Yim was known for her beauty 
and cunning and was desired by a local ruffian who rricd ro force her 
inro marriage. Using rhe an raughr ro her by Ng Mui, Wing-Chun 
challenged and defeated her unwelcome suitor, driving him from rhe 
area and firmly esrabl ishing her reputation as a fighter. 

Yim Wing-Chun later married her betrothed; a salt merchant 
named Leung Bok-Chao. Yim passed rhe mania! arr of Ng Mui on ro 
her husba nd, who named ir 
Wing Chun kuen (Wing
Chun's Boxing) in her honor. 
From Leung Bok-Chao rhe sryle 
pa ed on ro Hung Suen (Red 
Boar) Opera member, Leung 
L'tn-Kwai (although some leg
ends state that Leung was a 
wealthy scholar or Chinese 
hcrbalisr). Leung Lan-Kwai 
passed rhe arr to Wong Wah-Bo 
and Leung Yee-Tai, also of rhc 
Red Boar Opera. 

Legends hold rhar 
Leung Yee-Tai was a poler for 
rhe C hin ese Opera rroop, 
whose job ir was ro srcer rhe 
boar away from rocks or sha l
low water by pushing off wirh 
a long pole. On the boat, 
Leung befriended a cook who 
was really Jee Sh im, rhe former 

A picture of Grandmaster Yip Man seen 
In many of the schools descending from 
his teachings. 

abbor of rhe Siu Lam Temple in hiding. Jee Shim decided to reach 
Leung rhe famous six-and-a-half point pole scr and irs applica
tions. Leung soon mastered rhe techniques and Iacer he mer anoth
er mania! arrisr named Wong Wah-Bo, a masrer of Wing Chun 
kuen. They became close friends and discussed rhe principles of 
their martial arrs. The two decided to trade and share their knowl
edge. After much refi nement, rhe six-and-a-half point pole was 
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The Vlng Tsun Athletic Association, the nexus for Yip Man's art In Hong Kong. 

incorporated inro the Wing Chun curriculum . 
Both Wong Wah-Bo and Leung Yee-Tai taught the notable 

Dr. Leung Jan of Foshan who brought fame to Wing Chun through 
his exploits, many of which have si nce been romanticized into sto
ries and movies. 

Dr. Leung Jan, a noted local herbaliSt, was known both as Jan 
Sin-Sang (Mr. Jan) fo r his professional and gentle nature and also as 
Wing Chun Wong (King of W ing Ch un) for his fighting prowess and 
fierce reputation in challenge marches. Leung Jan taught at his store 
Jan Sang Tong (M r. Jan's Hall) on Fai Jee Street in Foshan and had a 
number of students, among them his own sons Leung C hun and 
Leung Bik, and his disciple, Chan Wah-Shun . 

Chan Wah-Shun, often cal led Jiao-Chin Wah (Moneychanger 
Wah) due to his profession as a currency converter, proved himself out
standing in the practice of Wi ng C hurl. A large and powerful man, 
Chan carried on his reacher's reputation in challenge matches, and 
enhanced Wing Chun's reputation in Foshan with his victories. 

Among Cha n Wah-Sh un's disciples (sa id to have numbered six
teen in all) were his son, Chan Yiu-Min, and students Ng Siu-Lo, Ng 
Jung-So, Lui Yiu-Chai, Lai Hip-Chi, and Yip Man, amo ng others. 

It was Yip Man, Chan Wah-Shun's final disciple, who wenr on 
to change the hiStory of Wing Chun forever. Born in the mid-L890s 
to a wealthy fami ly in Foshan, at roughly the age of thirteen (although 
some accounts suggest earlier) Yip Man approached Chan Wah-Shun, 
who taught on the Yip family's property, and sought instruction. 
Chan, at first, thought the young Yip Man was too scholarly and gentle 
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for che martial arcs. Hoping ro dissuade the young man , Chan asked 
Yip for a subsrandal tuition. Yip's desire was so great, however, rhar he 
returned immediately w ith his life's savings, intent on pursuing 
lessons. Yip Man's dedication won over Chan and he accepted Yip as 
his last disciple. A short time later, when the old moncycha ngcr passed 
away, Yip Man continued his lessons under NgJung-So, one of Chan's 
most sen ior and talented disciples. 

One account holds that Yip Man came to learn Wing Chun 
again while in Hong Kong attending school at Sr. Stephen's college 
during the 191 Os. Through a classmate, Yip was introduced to an old 
man who was said to be skilled in the martial arts. Yip, known for his 
brash and feisty character, challenged the old rimer. According to 

some accounts, Yip charged at the old man, missed, and fell into the 
water at the pier where the match was taking place. Yip Man later 
found out the old man was, in fact, Leung Bik, the son of Leung Jan 
and his own sibak (martial ans uncle) . Suitably impressed, Yip fol
lowed Leung Bik for the next few years, polishing his W ing Chun 
before making his way back to Foshan. 

In those days, it was not uncommon for practitioners of Wing 
Chun to keep their knowledge secret, and simply not teach at all. So 
it was that, at first, Yip Man himself did not reach and practiced only 
with his good friends and martial arts peers. During the Japanese 
occupation, conditions changed. Life grew more difficult and Yip saw 
his wealth and prosperiry dwindle. In 1941 , to repay the kindness of 
Chow Chen-Chung, Yip Man taught some students in the nearby vil
lage ofYongan. These pupils included C how's son Kwong-Yiu, as well 
as Kwok Fu, Chan C hi-Sun , Lun Kai, and C how Sai. As of this writ
ing, most of Yip Man's early 1940s students have passed away. Kwok 
Fu and Lun Gai, however, sti ll preserve his art in Foshan. 

If nothi ng had changed, Yip Man probably would have remai ned 
in Foshan and Wing Chu n would likely never have attained the fume it 
currendy enjoys around the world. 

The winds of change, however, soon swept over China in the 
form of Mao Zcdong's Comm unist Parry seizing power in 1949, after 
the defeat of the Nationalists and their retreat to Taiwan. Under 
Communist rule, Yip Man lost his wealth and properry and had no 
choice but to flee his homeland. 

In late 1949, fare brought Yip Man once again to Hong Kong. 
o longer young or wealthy, Yip rook shelter at the Restaurant Workers 

Association in Kowloon, ro which he was introduced by his good friend 
Lee Man . Teaching at the association at the rime was a man named 
Leung Sheung. Although Leung Sheung taught Choy Lay Fur, he had 
also been exposed to lung ying mor kiu (dragon-shape rubbing bridges 
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sryle), Bak Mei pai, and the Jee 
Shim Wing C hun of Dong 
Suen. Age had nor dampened 
Yip Man's feist iness and, accord
ing ro one accou nr, he critiqued 

Leung's performance rather sar

castically in front of his class. 
Yip's slight build emboldened 
the larger Leung Sheung. Leung 
threw down his challenge, the 
end resulr of wh ich saw Leung 
aski ng to become Yip Man's dis
ciple and Yip starting his career 

M asters Wong Shun-Leung and Hawkins 
Cheung, two of Yip M an's students who 
helped forge Wing Chun's reputation In 
challenge fib'llts. 

as a professional Wing Chun teacher in Hong Kong. 
In the spring of 1950, Yip began with just over a dozen stu

dents. A shorr rime later another class com menced with well over 
two dozen students. By 195 1, a third class had begu n with over forty 
people. W ing C hun proliferated among the resrauranr workers and 
its reputat ion had sp read, attracti ng people from o utside the associ-

.. 
t •.• 

I . ·\ 

ft' 
Master William Cheung Is based in 
Australia and teaches Internationally. 

ation as wel l. W ing C hu n was 
finally taught publicly afte r 
decades of secrecy. 

T he ea rly yea rs saw rhe rise 
of Yip Man's reputation as a 
reacher and rha1 of Wing C hu n as 
a fi ghting a rt. Yip's students 
issued and accepted many chal
lenges. Yip Man taught litera lly 
thousands of students over rhe 
years hailing from varying social 
classes. Among his followers were 
his sen ior disciples who helped 
him instruct, a group of high 
school srudents, professionals, 
Restaurant and Bus Driver 
Association mernbers, and more 
amuent private pupils. 

Some of Yip Man's early disciples included Leung Sheu ng 
(f.1mous for his biu jee ser). Lok Yiu (famo us for his Wing Ch un 
pole), Tsui eu ng-Tin (fa mous for his siu nim 1110 se1). and Wong 
Shun -Leung (fa mous for his application of Wing C hu n in chall enge 
marches and street fights). 

T hro ugh their victories in challenge marches, Wong Shun-
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Leung. Cheung C huk-Hing (Wi lliam Cheung, now in Austra lia and 
teaching internatio nally through his World Wing Chun Kung Fu 
Association), Lee Siu-Lung (Bruce Lee, who more rhan anyone else 
helped popularize and spread Wi ng C hun and kung-fu in general 
around the world through his movies and teachings), Cheung Hok-

Kin (Hawkins Cheung, now 
~ teaching 111 Los Angeles, 
1 California), and others firmly 

established W ing CllUn's repu
tat ion as a fighting art in Hong 
Kong. 

Master Hawkins Cheung shows an 
example of simultaneous attack and 
defense. 

left Foshan for Hong Kong in 1962. 

Yip Ma n also passed 
along his art to his family mem
bers, including his nephew, Lo 
Man-Kam (now in Ta ipei, 
Taiwan) and his sons Yip Chun 
and Yip C hing when they later 

Other Wing Ch un practitioners from Yip Man's lineage who 
were responsible for spreading the art include Wang Kiu in Europe, 
Kan Wah-Ch it (Vietor Kan) in the United Kingdom , Leung Ting 
ceach in g around the wo rld 
through his Internatio nal Wing 
Tsun Martial Arts Association, 
Lee Shing in England, Ho Kam 
Ming reaching in Macao and 
Ca nada, Fung Hon (Stewa rt 
Fung) in Canada, Chan Shing 
(Chris Chan) in San Francisco, 
Moy Vat in New York, Leung Siu
Hun g (D u ncan Leung) in 
Virginia, Fong Chi-Wing 
(Augustine Fong) in Arizo na, 
Ch ung Man-Lin (Ken Chung) in 
San Francisco, Chong Yin
Cheung (Eddie Chong) 111 

Sacramento, Yeung Biu (Robert 
Yeung) in H awa ii , and many, 
many orhers. 

Master Leunt: Tine: Is the leader of 
the International Wing Tsun Martial 
Arts Association. 

In 1972, after having passed along his Wi ng Chun to thousands 
of students, and seei ng the art spread around the globe, Grandmaster 
Yip Man passed away as a result of compl ications from th roat cancer. 

Ahhough at times politics, ri valry, controversy, and some 
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Fl~e Instructors of wing Chun In the Los Angeles area: (left to right) Jim Lau, 
Hawkins Cheung, Robert Chu, Gary Lam, Jerry McKinley. 

infamy have surrounded Yip Man's art, the style irsclfhas made great 
st rides forward. It is hoped that remaining differences will be resolved 
and that the Yip Man fam ily will continue on in harmony, proudly 
claiming irs place as one of the most popular forms of Chinese mar
rial arts practiced around the world. 

BASIC MOVEMENTS 

Yip Man's Wing Chun basics stress rhe fundamental structure with the 
yee jee kim yeung rna and the three essentials of tan sao, bong sao, and 
fook sao. 

The yee jee kim yeung ma (goat clamping stance), also known as 
rhe "inward rotation abduction stance," trains scabi li ry, force redirec
tion and projecLion, and is the basic srance and structure of the sys
tem. Structu re refers to the positioning and form of the body, stance, 
waist, and hands in order to connecr the body and maximize power to 

the limbs. ln Yip Man Wing Chun, the waist and pelvis push forward 
upon receiving pressure. lf rhe waist and pelvis are not pushed for
ward, rhe upper torso will co llapse when pressure is received, thereby 
breaking the structure. Weight is distributed even ly between borh legs 
and rhe buttocks are ahead of rhe rear heel. Vee jee kim yeung rna is also 
rhe root of the other stances and steps in rhe system, including bik ma 
(pressing step), chum kiu rna (seeking bridge horse, rhe sideways fac
ing stance from the second set), kao bo (hooking step), sam gwok mn 
(triangle step), gwok ma (angle step), and jum rna (turning step). In 
ge neral, these stances emphasize a 50/50 weight distribution, 
although some Yip Man Wing Chun instructors vary this in their 
teachings. During bik ma stepping or in rhe jzun ma turning stance, 
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whon pushed, the rear leg has the feeling of being pushed into the 
ground and when pulled, the forward leg has a feel ing of being pulled 
into the ground. T his gives the practitioner the sense of being firmly 
roor<d to the earth. 

In recent years, there has 
been some disagreemont over the 
nature and form of footwork in 
Yip Man Wing Chun, becoming 
a noted source of controversy. 
However, ir is known that Yip 
Man taught his swdenrs various 
methods of sr<pping wh ile either 
dragging or picking up the feet, in 
both fixed and relaxed stances. 

Tan sao (spread-out hand) is 
the basic configu ration from 

which the other arm shapes are Master Koo Sang practices a move
derived. Tan sao faces ninety- ment from the baat jaam dao. 

dogrees perpendicular to the body 
and its height is determined by 
facing the opponent or by the 
"bridge" (extended arm) it comes 
in contact with. The hand is 
Straightened out and the wrist is 
bent natural ly. Tan sao also trains 
the hei (qi, internal energy) circu
lation and force projection. An 
old W ing Ch un saying holds that 
"under heaven the tan sao is invin
cible," and it is known that when 
Yip Man practiced the first set, siu 
nim tao, he would spend at least 
an hour on the tan sao section. 

Bong sao (wing arm) is 
probably the trademark of W ing 
Chun, so unique and outsrandjng 
is its shape. In the bong sao, the 
forearm indicates a gradual dip 

Gaun Gwun from the luk dim boon gwun 
techniques Is demonstrated by Master 
Koo Sang. 

and the shoulder is kept relaxed. It is the only core Wing Chun hand 
position in which the elbow flies outward. The technique varies in 
height according w the oppo nent's attacking bridge and its variations 
include high, middle, and low positions. Bong sao ca n only be execut
ed w hen there is a force sufficient ro create irs need. When used, ir can 
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be employed as a shield, as a 
transitional move, or ro slow or 

drag an opponenr's arrack. The 
dual nature and multidimen
sional aspects of rhe rechnique 
allow for vast differences in irs 
inrerprerarion. The rradirional 
saying rhat "bong sao does nor 
remain" serves to remind the 
practi tioner that rhis technique 
must be used only in the 
mo ment of irs need, then 
changed immed iately. 

Fook sao (subdu ing hand) 
is so-named after irs design, 
which makes ir ideal for subdu
ing rhe force of an opponenr's 
arm upon contact. Etymologic
ally, the Chinese characrer for 
fook signifies a dog held down by 
a person, and rhis is exactly what 
the fook sao does through control 
of an opponent's leverage point. 
Fook sao, like tan sao, is also held 
perpendicular ro rhe body. Irs 
difference lies in that fook sao is 
an on-top-of-the-b ridge posi
tion, whereas tan sao is a relative
ly underneath-the-bridge posi
rion. Fook sao arguably has the Master Hawkins Cheung squares off 
most rransirion positions and with his opponent (Fig. 1}. As the 

can lead inm lop sao (grabbing ~:::~::,:.~~~~::~t~n~:~;h 5~~~ :~:=~ 
hand), gum sao (pinning hand), (Flg. 2) and flowing straight Into a 
pak sao (slapping hand), jut sao counter strike (Flg. 3). 

(choking hand), and other tech-
niques (Figs. 1-3). 

Tan sao, bong sao, and fook sao are the most important hand 
maneuvers in Wing Chun and are often thought of as fixed techniques. 
In acrual iry, however, they are very much alive and adaptable. The 
names are merely conven ient terms for the ideal positions of the bridge 
arms in relation to an opponent. Since their feeling is alive, rhey only 
exist when in contact with an opponent and only for the rime it takes 
ro actually perform them in transition. 
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FORMS AND TR AINING 

Yip Man's Wing C hun comruns three em pry hand forms rhar capture 
the core ski lls that define rhe art of Wing Chun. 

It is interesting to note that while different branches ofYip Man 
Wing Chu n all teach forms that follow the same basic principles, there 
is a great deal of variat ion in the sequences themselves. Perhaps Yip 
Man lea rned different variations from his different instructors, con
tinuously suave co refine and improve his an th roughout his reaching 
career, taught the sections with emphasis on conceptual points rather 
than fi xed sequences, ta ilo red the sets ro suit each individual swdenr, 
or the sets have simply been cha nged by current-day instructors to fit 
rhcir own needs. Of cou rse, mistakes, misunderstand ing, and misin
terpretat ion may have also led to such variation. In the end, it is not 
im porta nt wh ich variation of rhe set is rhc "original ," bur rather that 
these sets give: the practitioner a feel fo r rhe system's concepts, tools, 
and the basic knowledge necessary for their application. 

Siu nim tao (lirde idea), the first form, is meant to give beginners 
an idea of the scope of Wing Chun techniques. Broken down, siu refers 
to "small, efficient, without waste, or compact and economical." Nim is 
"to immerse yourself in the study of a subject." Finally, tao refers tO the 
"head." Together, siu nim tao can give the cryptic message of"put it in 
your head to srudy the concept of efficient, small, economical, compact 
motions." It is a training form, rather than a fighting form, emphasiz
ing awareness of the centerline and the development of stance, body 
structure, and hand structu re. Economy of modon is stressed, no exces
sive movement is requi red to del iver power to any of the "weapons" (i.e., 
attacking lim bs) and when striking, the limbs do not vibrate. Basic 
offensive and defensive movements, centerline facing, proper elbow 
positioning for power, forward "spring" power, hands in coordination 
and independent of the body, development of sensing mind intention, 
and h~i (qi) flow ase also trruned through siu nim tao. During the set, 
breathing is natural and the eyes follow the hands while peripheral 
vision is used to see in all directions. The mind is caJm and as the name 
of the set impl ies, "don't have big ideas , just rnainmin a litt le idea." Siu 
nim tao has different levels of training and seeks to instill in practition
ers imponant movements that are crucial to mastering the an. It is for 
this reason that siu nim tao is at once regarded the most basic yet most 
advanced fo rm in the system. 

Chum kiu (seeki ng bridge), the second form, refers ro the tim
ing of entry. Through the practice of the chum kiu set, practi tione rs 
learn to "seek when to bridge the gap between themselves and thei r 
opponents." The form reaches to close the distance with a bent arm, 
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{F1&:. 4} The opponent faces Master Hawkins Cheung. (Fig. 5) As the opponent 
begins a front kick, Cheung Situ Immediately moves ln. 

(Flgs. 6-8} Jamming the attack with a kick of his own, Cheung Slfu sends his 
opponent flying. 

then to straighten rhe arms (e.g., stri ke) after entering. It requi res foot
work movements in al l directions, with the body facing the oppo
nent's centerli ne. T he key idea of chum kiu is to break the opponent's 
body and defensive structure. It exemplifies the control of the bridges 
of the opponent and the significance of the Wi ng C hun body struc
ture in motion. Ir shows the importance of maintaini ng the shifting 
and the tu rning of the sta nce, and rooting into rhe ground, nor just 
spi nni ng on the surface like a top. Chum kiu also develops good 
grounding and side srcppi ng to cur off an opponent's circl ing move
ments. Th rough chum kiu, practitioners are trained in kicking, the 
high, midd le, and low bong sao, rhe llln sao (obsrrucring arm), the chou 
chui (bounci ng fisr), and other tactics. T he for m reaches how to take 
and change rhe centerl ine and use ir while movi ng; how to explode 
one's power with coo rdination between to rso, waist, and sta nce; how 
to srep through an o pponent; and how to come into proper fighting 
range. In some respects, chum kiu can be considered the most 
advanced fo rm in Wing C hun kuen (Figs. 4-8). 

Biu jtt (darting fingers), the th ird form , refers to the darting o r 
thrusting motions trained in this ser. Biu jte is com prised of the words 
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biu, to "dart in," and jet, to "point at" (wirh a finger or compass nee
dle). In essence, it means that a practitioner must "dan in at what they 
are facing. " Biu jee trains an exponent in adjustments of posit ion in 
relation to an opponent (bien jrmg sien) and stance. It comprises ways 
to break through an opponent's centerline, and emergency techniques 
which can be used to free a practitioner when they are trapped or their 
structure is broken. Biu jee also teaches to mike with the fingers at the 
body's weak points and develops one's bridges to become as hard as 
steel. ln addition, the form includes hooking steps and shifting along 
three centerlines. As it was traditionally taught on ly ro disciples, there 
is a saying that "biu jee bur chur mrm'~biu jee does not go out the 
door.) As Chinese characters have different meanings, this saying can 
have several interpretations: I) Don't teach outsiders this set; 2) Don't 
use biu jee (dart ing fingers technique) outside of your gates; 3) Don't 
go out the door using biu jee. The question is which gate/door? Biu 
jtt is only a secret, however, if one is unaware of its inner workings and 
understands the techniques solely on a superficial level. 

Muk yan jong (wooden man dummy) is the only form in Wing 
Chun to be trained using an external aid. Contrary ro its use in many 
srylcs of martial arcs, the Wing Chun wooden dummy is not meant to 
be a device for toughening the arms. Rather, the dummy is used to 
help the practitioner to further understand concepts such as proper 
positioning and diffusion of force. Every section of the muk yan jong 
set is a means ro check for proper body structure and stance. Bridges 
should stick to the dummy arms. The muk yan jong is taught in sev
eral stages. The first two sections of the set are the most important, 
with the remainder of rhe set being an artistic represemation of the 
style. Typically, Yip Man would introduce the first rwo sections to a 
student, and the students would learn the rest of the set from their si 
hing (seniors). The muk yan jong has the most variation in the system, 
and may be due to this manner of teaching. 

Basics on the wooden man dummy allow a student to do repe
titious excerpts from the forms and practice these movements by 
themselves. They can practice gaun sao (cultivaring hand), kwun sao 
(rolling arm), huen sao (circling arm), seung fook (double subduing 
arm), and mmg tok (double li fting arm), among others, as drills on the 
device (Figs. 9, 10). 

The muk yan jong set varies from I 08 to 116 movements and 
from student to student. Typically, the sequence of the first sixty 
movements is performed virtually identically among each of Yip Man's 
students, whilst the remaining motions vary among the disciples. 
W ith the set, practitioners learn how to adjust their steps, develop 
power and closing skills, take the "proper" line, and how to use 
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hand/foot combinations. 
Practice of the dn san jong 

(free-style dummy) encompasses 
breaking the set down into its 
applications in sening-up an 
opponent and the proper context 
in which to do so. Practitioners 
learn ro juxtapose the sequence 
ro develop their minds ro vary 
and spontaneously change their 
tactics as needed. 

Hong jong (a ir dummy) 
practice involves doing the set in 
the air, without the physical 
dummy, and al lows the practi
tioner ro learn to combine tech
niques, flow freely, and later ro 
"shadow box. " 

The use and applications 
of rhe movements or mai sang 
jong (making the dummy come 
ro life) , involves practicing the 
techniques of the dummy set 
against a live partner. 

Luk dim boon gwun (s ix
and-a-half point pole) consisrs of 
the seven underlying conceptual 

principles tai (raise), ian MasterHawklnsCheungpractlces tan 
(obscrucr), dim (point}, kit daandgaunsaoonamukyanjong. 

(deflect), got (cut down), wun 
(circle), and lao (receive). The last principle is considered a half-motion 
as it allows one ro withdraw the pole and smn a new rnovemenL 

Many Yip Man Wing Chun practitioners prefer ro explain rhc 
concepts in Wing Chun terminology using biu (dart), um (spread
our), bong (wing), fook (subdue), jut (choke), gaun (cultivate), and 
huen (circle) . Combined with stepping, angling, sensitivity, and inter
preting energy, in addition ro methods of issuing strength, these basic 
concepts may be combined co form innumerable permutations. 

Historically, the pole was the shaft of the spear typical ly used by 
Chinese foot soJdjers during rimes of war. Measuring seven to nine feet 
in length, it is thicker at the butt and rapers down co one inch in diam
eter at the rip. The pole is a heavy weapon and requires a practitioner to 

milize correct body connection, body structure, and position. 
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Wing Chun pole rraining 
is based on rhe Siu Lam Luk dim 
boon gwun . The orig in al 
sequence has been simplified and 
shortened , rraini ng has been modified ro 
include borh the left and right hand lead posi-
tions, rhe grip has been reduced to march the 
shoulder width of the practit ioner (and if one's 
standard i high, rhis distance is maintained 
while practicing with rhe pole), and chi gumn 
(Slicking pole) has been introduced into the 
curriculum. An advanced practitioner can wield 
rhe long pole as if it were a toothpick. This is to 
say, one does not use the pole as if it were a 
heavy, long weapon, bur rather a light, maneu
verable weapon 
(Figs, 11 -19). 

In additio n ro the strengthening exercises 
and rhe pole form itself, there arc a variety of 
supplemenral drills which can be performed 
with rhe pole. One such dr ill involves affixing a 
small ball on a Siring as a target and repeated ly 

Opening move 
for the 6 1/2 

point pole. 

Saatgwun, 
a quick, 
downward 
stroke to an 
opponent's 
hand. 

trying ro srrike the ball while it is stat ionary and while it is in motion. 
Another accuracy drill invo lves hining coins or nuts or other small 
objects placed on rhe ground. L1rer, as a practi tioner becomes 
more proficient, a 
spontaneous or live 

fo rm is used and rhe practitioner ca n 1111111 
wield rhe pole in all eight directions. The 
front hand allows for front power and 
agile movement. The rear hand is the sta- spear. 
bilizer for driving strength. The qualities 
of stabbing and thrust ing, 
striking and cutting, jabbing 
and driving are combined and (heir 
attributes developed for application. 

Once these drills are mastered, a student 
can move on w the chi gwun or sticking pole 
exercise. In this exercise, practitioners come 
inro contact with and stick to each other's pole. 
Simi lar to sticking hands, rhc practitioners cir
cle, posit ion, and re-position ro explo it rhe 
openings in each other's defense. Control is 
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emphasized for if one thrusts or strikes too hard injuries can easily 
happen. Chi gwzm exercises develop sensit ivity mrough d1e pole, long 
distance posirion ing, and train stance, corso, and bridges. Afrer one is 
proficient in chi gwun, a pracririoner can move on to free-sryle spar
ring practiced slowly at first and chen faster. 

The most important principles 
when facing pole against pole is the Wing 
Chun saying, "gwun mo Ieung heung" (the -
pole has not two sounds). When using me 
pole, a practitioner should strike in one 
motion, hence, make one sound. T he 
most eff1cienr way w do this is by com
bining offense and defense in one 
motion. This does nor mean 
firsr engaging a pole and 
men slidi ng down to strike 

Danggwun, 
hammering 
staff. 

me hand, for mar makes two sounds. Rather, one should strike the hand 
immediately upon lacing an opponent. 

Bruu jaam dao (eight slash knives) provides training in mobility 
and further enhances precision in movement. Ir is also excellent for 
training rhe waist ro lead the body. The 
baat jaam dao is often consid
ered the mosr advanced form 
in the Wing Chun system. lr was, 
and sri II is , treated as such a secret that ro 
th is day only a few dedicated students are 
taught the knife set, if ar all. lr is a practi
cal fo rm devoid of fancy moves like Aip
ping rhe knives backwards or twirl ing 
about in circles, and it stresses the foot
work required in the Wing Chun system. 
It is said in Wing Chun circles that "dao mo seungfoat, "which means 
the moves of the knives are not repeated. Imagine char a Wing Chun 
practitioner can injure or kill an opponent 
in one move, attack and defend simulta
neously, and efficien tly economize his 
motion. If one can picture that, one can 
have an idea of how the baat jaam dao 
streamlines the Wing Chun practi
tioner's abili ty and skill. 

There are several opin
ions as to why the double 
knife set is called rhe baar 
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ciao. Some state that there are 
special slashes which include: jut 

(dc,wn,ward sl ice), pek (chopping), jnam 
(llashing), waat (s liding) , biu (stabbing), lao 
(stirring), chai (stamping), and hum (cir
cling), that comprise the set. Others hold that Fook 

there are eight sections to the form. It is said 
that originally the Wi ng Chun knives were 
called the yu ju mmg dao, owing to the fact 
that each section dosed with a movement in 
which the parallel positioning of the knives 
made it look like the C hinese character fo r yu and that it was Yip Man 
himsel f who renamed the techniques "baat jaam dao"" to give them a 
more conceptual label. 

Some sharpen the skills of the knives on the wooden dummy. 
One must also sharpen the knife skills while striking objects. The 
knives are overall very simple in their appl ication; as they 
touch, they injure. 
T he baat jaam do train 
the armed application 
of Wing Chun principles, develop the -
bridge for breaking the centerline, train Lan gwun, 

footwork, move to the outside gate, devel- the 

op power, and develop the "butcher mind obstructing 

set" {an analogy of unrelenting cruelty to pole. 

the opponent) (Figs. 20-31 ). 
As Yip Man preferred ro reach the 

practical, rather than have students memorize numerous keywords, he 
taught the essentials of his system through various basic partner exercises. 

Pak sao (slapping hand) is the main defense against a fast strike. 
Pak sao is used to check the opponent's incoming blow and as a basis 
for fo llow-up ro "capture the timing" of the opponent's movement 
and to initiate a counter-arrack. Two partners train the exercise in yee 
ju kim yeur~g rna, with one partner doing lim wan chui (chain punch
es) and the other defending with pak sao. The eyes must follow the 
incoming blows, and particular attention must be paid to the torso 
and stance. With this exercise, a practitioner develops timing, hand 
and eye coordi nation, balance, and forward power with the pak sao 
and chzmg chui (thrusting pu nch). 

Lop da (grab and strike) is important in teaching the student the 
use of the bong sao as a detaining technique, and the use of a grab and 
strike as a follow up. It is practiced with rwo partners in yee jee kim yeung 
ma, with one partner beginn ing the cycle with a chung chui and the 
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The low sup jee dao 
movement In the 
opening of the 8 slash 
knives set. 

8/u dao, darting knife. 

Upper crossed knives 
movement. 

Yee jee dao, parallel 
obstructing knives. 

Chit dao, slicing knife. 

Tan Jaam Dao, dispersing 
and slashing maneuver. 

other receiving with a bong sao. The bong sao is then fo llowed with a lop 
sao chung chui combination which the first partner receives with a bong 
SilO. The cycle is then cominued numerous times and one may switch 
sides. There are many variations of bong sao lop da. A practitioner may 
vary the exercise with a push with bong sao, a step back and pull with lop 
sao, or changes with the attacking "weapon." With this exercise, one 
develops the "jerking power" to knock an opponenr off balance, timing, 
coord ination, the feeling of sticking to an opponenr, how to follow up 
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Tan dao/ wang chit, 
dispersing knife and 
horizontal slash. 

Jaam dao, slashing 
knives. 

Blu dao, darting knife . 

when an openi ng is made, and the hands w assist and fo llow each other. 
Dan chi sao (single sticking hands) is a basic exercise which teach

es the changes of tan sao, bong sao, and fook sao. T his exercise can be var
ied with the positions of runni ng up and down the bridge of the oppo
nent. Dan chi sao makes defenses strong; develops proper positioning of 
tan sao, bong sao, and fook sao; develops riming while sticking; develops 
stance and structure; and develops proper elementary defense for chi sao. 

Luk sao (rolling hands) is a maneuve r designed to develop a 
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student's sensitivity. Luk sao is the backbone of chi sao. Students learn 
to maintain the strucwre and stance during rhe iuk sao exercise and 
vary the pressure (i.e., light vs. heavy), and the "running" of the hands. 
Mastery of running of the hands is important in learning how to cross 
the bridges. Luk sao develops the four major gate positions, which 
allow partners to create a bridge and the feeling of intention in the 
bridges. One develops proper coordination between tan sao, bong sao, 
fook sao, and the clean flow of techniques. 

Seung chi sao (double sticking hands) is a drill in which the ele
ments of Wing Chun are taught in a living laboratory or clinic. 
Through luk sao, students can learn to apply the movementS taught in 
the three empty-hand setS and the wooden man set. It is known that 
when Yip Man taught chi sao, his students would always be gently 
falling backwards or forwards and unable to control their center of 
gravity. Yip Man would constantly have the students up on their heels 
or on the balls of their feet, while controlling their every movement. 
Some sources mention that Yip Man never bothered 10 touch hands 
with his students. This gave a great insight into the character of Yip 
Man. If he liked a student, he would do chi sao with them; if he didn't, 
he would pay no auention to them. 

In chi sao. it is most important that the student learn to control 
his opponents' bridges and to set them up for the next shor. With chi 
sao, a practitioner learns to strike when an opponcnc's intention is not 
there, and to sray wary and mindful of one's own situation; to recognize 
opportunity, and become sensitive m ir; the three major components of 
rools, timing, and positioning; and lastly, experience. Experience gives 
one the abi lity to recognize other avenues when before there seemed to 
be none. Advanced practitioners will practice chi sao while blindfolded, 
and with aJI the empty-hand tools, including the hands, feet, knees, 
elbows, and head. Chi sao practice helps to merge concept with practice. 
Often, students are advised: "Chi sao mo lim fo sik" (There are no flow
ery techniques in sticky hands practice"). Chi sao is the means to 

develop the most efficient way to strike an opponent. To uti lize fancy 
techniques is ro waste rime and render the techniques inefficient. 

Chi gak (sticking legs) is a study by some of Yip Man's students 
on developing sensitivity with the legs. The principles of the Wing 
Chun hands also pertain to the legs. For example, the "asking hand" 
and "guard hand" techniques become the "asking foot" and "guard 
foot" techniques, and tan sao, bong sao, and fook sao can be done with 
the legs as well. 

Chi gerk training allows one to isolate leg training and to 
develop balance, endurance, and tacti le sensitivity with them. During 
chi gtrk practice, one discovers that each step in W ing Chun is a 
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kick. Chi gtrk also reaches to alternate the legs, to trap an 
kick, and ro "kick at rhe post" (e.g., attack the opponenr's 
leg). lr develops whole body coordination and combina

hand and foot techniques. It trains rhe mind to subcon
reacr with feeling; and to develop the balanced use of fifty 

perttnr hands and feet. Yip Man Wing Chun has rhe saying "gerk mo 
Inn faar" (the kick does not miss) , which means to kick only when 
necessary and when one knows rhar it will score. 

San sao (free fighting) trains the applicat ions of Wing Chun 
teChniques. San sao training gives the student a way to cuswmize their 
own Wing Chun, develop confidence in their abil ities when facing an 
opponent, and explore how ro rake the correct angle of entry. 

CONCEPTS AND PRINCIPLES 

Wing Chun is a martial art that is based on principles and concepts 
rather than just techniques alone. 

}ung sien dtti ying (centerline facing principle), also commonly 
referred ro as the saggital plane, central line, mother line, middle line 
is rhe cornersto ne principle of Wing Chun. By adhering to the cen
terline principle, the Wing Chun practitioner has occupied the opti
mal position from which to defend or attack. Thus, the centerline 
principle forms the basis for the study of proper positioning. By posi
tioning and correctly aligning the anatomical tools in the centerline, 
the manifestation of power and force is maximized. Finally, rhe cen
terline principle defines the effective limit and the power path of each 
movement, and the areas protected by conceptual shielding. 

The "principles of the centerline" include the fastest line of 
entry between two opponents. Yip Man Wing Chun utilizes it for 
simple, direct, economica l motion and for non-telegraphic attacks. 
The op timal path to minimize rhe distance between striking weapon 
and target is a straight line. By dominating the sagittal plane, the 
opponent is forced to move along the perimeter of a circle where the 
Wing Chun practitioner in irs center. Thus, any movement thar the 
opponent initiates has to travel along a curved path and conse
quently takes longer to reach its target. By moving along the linear 
parh, however, a praccitioner can reach the opponent faster. Yet, in 
actual application, the linear is merged with the cu rved to generate 
a more powerful force through strong structure. There are several 
principles of the centerline in combat appli cation, including: 

• "Facing the centerline," or face an opponent "nose-to-nose," to 
control or occupy the centerline. 
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• "Controlling the centerline" involves maintaining and occupying rhe 
centerline with the stance and bridges, and nor letting the opponent 
get out of control. 
• "Changing the centerl ine" deals wirh when an o pponent controls or 
occupies a practitioner's centerline, the practitioner merely changes to 
another angle of attack or changes his reference point minutely. 
• "Retu rn ing to the centerline" relates to the concept of"changi ng the 
centerline," if an opponent mkes conuol of rhe centerl ine, o ne musr 

fight to regain it. 
• "Breaki ng rhe centerline" comes into play when an o pponent occu
pies the centerline, and one can smash or destroy his control. This is 
also a method of"changing rhe centerline," where one fo rcefull y gains 
or regains conuol. 
• "Mental centerline" shows rhat in Wing C hun, the word "centerline" 
nor only refers to fighting bur to o ne's mind, the things one does, the 
problems o ne solves, the life on lives. If one strays roo far to the right 
or left, it rakes some rime to come back ro rhe center. The center has 
no opinion. It is a way of looking at life, similar to Confucian jzmg 
yung teachings, the "middle Way" of Buddhism, or the going with the 
flow of Daoism. The centered mind is to see clearly. In life, one's yin 
and yang must be balanced for one to be in the center. One also looks 
at both sides of an issue, noting pros and cons of each. When one 
looks at an opponent, o ne is nor looking to see his technique, burro 
see his mind and intention . 

Bik ging (crowding power), also known as constant forward 
pressure, is another importaru concepc. In Wing C hun, one wants ro 
constantly pressure one's opponent by crowd ing an opponent's 
mocions. The practitioner seeks to not give an opponent the chance ro 
fully extend his blows, or let his blows reach maximum power and 
extension. An opponent's space is eaten up as if the practitioner were 
an amoeba. When an opponent retreats an inch, the Wing Chun 
fighter advances a mile. When rhe opponent's back is up against a 
wall, the Wing C hun fighter tries to push him through the wal l. 

T he immovable elbow theory relates rhar the elbow should 
remain a constant one to one-and-a-hal f fists distance from the body 
to avo id the restrained bridge or "flying elbow disease" ofWin g C hun. 
The "elbow down power" is maintained to link the hands with the 
body structure. 

Upright srrucru re can be viewed as a physical manifesmrion of 
the centerline and economy of motion principle. T hat coupled with 
the fact that human bei ngs have a human structure and nor a simian 
structure, shows that standing erect is more economical for Wing 
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Chun movements than leaning forward or backward, left or right. To 
maimain the upright structure, a practitioner raises the chest and 

extends the pelvis in one line. The back is always ahead of the heels. 
The classics tell 10 keep the head as if suspended from above and to 
allow the l~ti (qi) to sink 10 the dan tia11 (field of elixir). In this way a 
practitioner can move freely and respond in all eight directions. 

Man sao (asking hand) and wu sao (guarding hand) are rwo 
important concepts that refer to the hands in Yip Man Wing Chun. 
The asking hand is the hand that asks the opponent a question. The 
guard hand is the hand that protects. Based on where the intention is, 
either hand can be an asking hand or a guard hand. 

Eye sensitivity is most important at a d istance, bridge sensirivi· 
cy is most important at close range. The eyes are used 10 capture all 
rhe information needed prior to contact with an opponent. Eyes are 
trained ro nor on ly see bur receive. The gaze is active, nor fixed , and 
rhe pracririoner looks to see how an opponent can be a rhrear to him. 
Practi tioners often begin with the idea of looking at the elbows and 
knees. Intermediate students generally look at the shoulders for rising, 
fal ling, and torquing. Advanced students train to look at the oppo
nem's chest and to be able to detect the slightest rotation or change in 
the depth of field. Other systems of martial arts utilize rotation to gen
erate force . A praccirioner can perceive an opponent's intended attack 
by recognizing change of depth of field by watching the opponent's 
chest. One does not look at the face, as an opponent may feint with 
the use of the eyes. Eyes must be trained not to blink during combat, 
especially with weapons. Wing Chun has a saying on the use of the 
eyes which relates: "Ytw ying da ying; mo ying da yieng" {When you see 
form, strike form; when there is no form, strike shadow). This state
mem is profound, for it presumes one has mastered rhe unfixed gaze, 

and informs that a practitioner cannot always rely on the shapes and 
forms that are presented. 

''Lui lao hui soong; lut sao jik chung" (As my opponent comes, I 
receive him; as he leaves , J escon him; upon loss of contact, I charge 
forward). Mastering this principle is the core of underStanding Yip 
Man Wing Chun. These eight characters embody the essence of the 
Wing Chun practirioner during combat and chi san. Lui lao is when 
an opponent comes; one stands one's ground and receives him. The 
feeling is relaxed, but one never gives up ones own ground. It also 
refers to slowing the opponent down, discontinuing his forward 
aggression, and gu idi ng him elsewhere. Hui soong is when the oppo
nent retreats, one escorts him and adds to his retreat. One follows the 
opponent with proactive perception until he makes a mistake. Lut sao 
is when the opponent or practitioner djsengages or one does not have 
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contact with the bridges. jik chung refers to the aggressive straight 
entry and blasting of an opponent when one does not have control of 
the bridges. The closest analogy is opening a flood gate or a water 
dam; the released water will bowl one over. We can also explain this 
with an analogy of meeti ng a fr iend at a train station. As he is com
ing, I wait to receive him. When he is going home, I escort him. If I 
do not make contact with him, I have to go forward to contact him. 

The saying "lien siu dai da" (linking defense to bring in offense), 
is commonly poorly translated as "simultaneous block and strike." It 
touches on the nature of offense and defense, conceptually, in terms 
of energy. What this means is that when my opponent attacks, typi
cally, I wish tO intercept him, that is, striking him and defend ing 
myself at the same time. The most efficient means of this is to simply 
strike your opponent's strike, and kick your opponent's kick. A less 
efficient means is to use one hand to defend with a tool (e.g., tan, pak, 
lop) while using the other hand at the same time to strike. 

"Bo lay tao, dao fo san, titt kiu ;no" (Glass head, bean-curd body, 
and iron bridges). Glass head and bean-curd body means that one 
does not want to absorb a scrike, so one gets our of the way. One 
changes the centerline and creates a new line of entry. This is how one 
can overcome mania1 ans that emphasize power. Iron bridges refers w 
aligning the body in perfect structure to break into an opponent's 
attack and that the hands must protect the body and the head. 

"Kum yao mm .foat" (Fist comes from the heart). This is one of 
the rich teachings ofWing Chun. It has several levels of meaning. The 
beginner may look ar this as a clue to where the jik chung chui origi
nates in the first set. It can also mean that the fist (boxing, style) comes 
from the heart of the practitioner. In olden days, Ch inese believed that 
thought came from the heart. Even today, Chinese use the expression, 
"In my heart I think ... "What this means is that the individual's style 
comes from their personality. This can also explain the variations of 
Yip Man Wing Chun. 

"Sao lao jung sim" (The hand remains in the centerline) posits 
that the hand is normal ly placed in the center for this is the optimal 
position from which to strike and defend. 

"Da sao jik siu sao" (The striking hand also functions simulta
neously as the defending hand). Wing Chun techniques are efficient; 
Hence a strike is nor just a strike bur also can be used as a defending 
technique at the same rime. 

"Mo keung da" (Don't force your strike). Conserve energy by 
only striking when there is an opportunity. Otherwise, valuable ener
gy is wasted by striking at a well-protected opponent. 

''Mo fum da" (Don't waste your strikes) . Don't just strike 
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blindly and throw out a hundred suikes; rather, always throw a deci
sive strike. O ne should take one's time and make the majority of 
one's strikes count. 

CONCLUSION 

Yip Man W ing Chun, known for irs simplicity, directness, economy 
of motion, and encapsulation of the essential Wi ng C hu n principles, 
has earned itself a place in martial artS history due ro its mass populari
ty. Yip Man Wing Chun can be summarized with the oral tradition, 
"Sao gerk seung siu, mo jit jiu" (Hands and feet defend accordingly, 
there are no secret unstoppable maneuvers). It is a pract ical, no
nonsense system evolving with the cu rrent rimes . With over one 
million practitioners around the world, Grandmaster Yip Man's 
legacy lives on. 
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CHAPTER 2 

YUEN K AY-SAN W I NG C!-iUN KUEN 

Calm and intelligent, powerfu l and dynamic, the Yuen Kay-Sa n 
style is one of the major sects of Wing Chun kuen. Centered in the 
city of Guangzhou and lead by Grandmaster Sum Nung, Yuen 
Kay-San Wing Chun kuen is renowned for irs simplicity, direct
ness, and devastating efficacy. 

HISTORY AND DEVELOPMENT 

The true founders of Wing Chun kuen remain losr in the misrs of 
lime and shrouded in the veils of legend. Beyond the legends, ir is 
known rhar rhe mid-ninereenrh century masters of W ing Chun were 
members of the Hung Suen Hay Ban (Red Junk Opera Company). 
Among them were performe rs Wong Wah-Bo, Leung Ycc-Tai, Gao Lo 
Chung (Tall Man C hung), and the ancestor of rhe Yuen Kay-San 
style, Dai Fa M in Kam (Painted Face Kam). 

Yuen Kay-San was born in 1889 to a wealthy merchant father 
who operated the fireworks store on Chen Bak Road in Foshan , 
Guangdong. The fifth ch ild of his family, he was often called Yuen Lo
Jia (Yuen "The Fifr:h"). When Yuen Kay-San was still qu ire young, his 
father engaged a student of Dai Fa Min Kam's named Fok Bo-Chuen 
to reach him the skills of Wing Chun kuen. 

Fok Bo-Ciwen wo rked as a constable in Foshan and his 
knowledge of the martial ans was remarkab le. In addition to his 
training under Dai Fa Min Kam, he also received lesso ns from 
Wong Wa h-Bo. Yucn Kay-San studied under Fok in tensely for 
many years. He even rually beca me h ighly acco m pl ished in boxi ng, 
the pract ice dummies, the po le, the kn ives, the flying darts, the 
iron sand palm, and other skills. Srudying alongside Yuen Kay-San 
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was his elde r brother, Yuen Chai-Wan, known by the ni ckna me 
Dao Po Chai (Pock Face C hai). 

AJrhough Yuen Kay-San had developed profound abi li ty under 
the guida nce of Fok Bo-Ch uen, he was srill eager for more knowledge. 
Thus, he approached rhe famed and feared Fung Siu-Ching, seeking 
further insrrucrion. 

Fung Siu-Ching was a Shunde native who learned W ing Chun 
from Dai ra Min Kam in Guangzhou where he worked as a military 
marshal. During the end of the Qing dynasty, Fu ng was also rumored 
ro have served as a guard for rhe Sichuan governor. His profession 
requ ired him to use his Wing Ch un skills in real combat on a daily 
bas is, often in life or death situations. This led him to develop phe
nomenal ski lls and a profound deprh of fi ghting experience. 

When Yuen Kay-San came to him , Fung Siu-Ching was already 
quire old and was just about to 
retire. Although initially hesi
ram, Yuen's dedication won him 
over, and Fung decided ro delay 
his retirement and accept Yuen as 
his disciple. Moving to Foshan, 
Fung spent his remaining few 
years at the Yuen Fam ily Esrare 
in Mulberry Gardens. Studying 
alongside Yuen Kay-Sa n at this 
rime were Yuen C hai-Wan, Ma 
Ju ng-Yiu (the son of Ma Bok
Leung), Lo Hao- Po of the Ying 
Joy teahouse, Au Shi of rhe Fai 
Jee Street butcher shop, Leung 
Yan, and others. In Foshan, Fun g 
Siu-Ching polished and refined 

the Wing Chun applicatio n ski lls Yuen Kay-San Jong 5 1, founder of the 

and extreme close range fighring system. 

techniques ofYuen Kay-San ro a 
very high level. Yuen Kay-San followed Fung Siu-Ching until rhe old 
marshal passed away at the age of seventy-three. 

T hroughout his lessons, Yuen Kay-San had always paid close 
attention and taken derailed nores, becoming one of the fi rst to sys
tematically reco rd Wing Chun's concepts and principles. When his 
train ing was complete, he spent his rime analyzing the scientific prin
ciples of Wing Chun kuen. Combining together and refi ning all rhe 
knowledge he had acquired, he developed a profound understand ing 
of Wing C hun kuen and reached an extremely advanced level of skill . 
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Yuen Kay-San was quire 
wealthy and aside from his parr 
time work as a lawyer for the 
government of Foshan he did lit
de with his rime bur practice 
Wing Chun kuen. Even though 
he was fairly well known in rhe 
area, he always kept his knowl
edge of martial arrs quiet, never 
opening a school and always 
doing his best to avoid publicity 
and confrontation. He believed 
that his abilities should only be 
used to defend himself and for 
practice. When forced to use his 
knowledge for self-defense, Yuen 
Kay-San rook the contests as 

Dr. Sum Nung, Grandmaster of Yuen 
Kay-San Wing Chun kuen. Guangzhou, 
late 1960s. 

learning experiences. Many of his victories, in both boxing and 
weapons fighting, became the subject of local newspaper articles and 
srories written by journalists such as Au Sui-Jee in the 1930s and more 
recently by his grandson, Yuen Jo-Tong. 

Over the years, Yuen Kay-San would sometimes drop by Tien 
Hoi, a local restaurant, ro take tea. At the restaurant wo rked a good 
friend of his named Cheung Bo. Cheung Bo, a chef by trade, was a 
large and powerful man who taught Wing C hun kuen's "separate tech
niques" ro a smal l group of fellow staff members at night when the 
establ ishment was closed. C heung Bo had a great reputation as a fight
er and was rumored to have learned the art from Wan Yuk-Sang, a 
Nationalist Army docror said ro have been the student of Au Shi. 

One of Cheung Bo's students at the time was a hard working 
young boy named Sum Nung. Born in South America in 1926, Sum 
Nung moved to China with relatives as a child. Settl ing in Foshan, 
Sum Nung eventually rook a job at the resta urant where Cheung Bo 
worked in order to help support his fami ly during the difficult rimes 
preceding World War II. Even though quite you ng, Sum Nung was 
very interested in the martial am and in the late 1930s he began train
ing in Wing Chun kucn under Cheung Bo's guidance. Although the 
style was simple, it built in him a very solid foundation. At the same 
time, Sum Nung began his medical training under Wan Yuk-Sang. 

After dining at Tien Hoi , Yuen Kay-San would sometimes 
remain behind to watch the staff practice their Wing Chun kuen. 
Whi le observing, he would stay quiet and would never comment nor 
criticize. Over time, however, he grew tO admire the dedication of 
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Sum Nung and eventua lly asked Cheung Bo if he could take over the 
young boy's instruction. Cheung Bo, knowing and respecting the 
rremendous qualiry of Yuen Kay-San's Wing Chun kuen, and realiz
ing he had already taught Sum Nung as much as he could, happily 
agreed and soon introduced Sum Nung to Yuen Kay-San. 

Sum Nung was hesitant at first. He had been learning from 
Cheung Bo for a few years and saw d1e elderly and slender Yuen Kay
San as a stark contrast to his young and powerful teacher. Touching 
arms at Yuen's invitation, however, Sum found rhar he could move 
only once or rwice before Yuen cut him off and left him unable to con
tinue. Following this quick but profound demonstration ofYuen Kay
San's skills, Sum Nung soon became his treasured disciple. 

Over the years, Yuen Kay-San and Sum Nung spent much cime 
rogecher, constantly practicing W ing Chu n kuen. When not practic
ing, Sum would spend cime sitt ing with Yuen and would listen as his 
ceacher spoke of W ing Ch un's concepts. 

As a young adult in the 1940s, Sum Nung traveled to the near
by ciry of Guangzhou, introducing the teachings of Yuen Kay-San to 

rhe region. In order to support himself before his medical practice was 
established, he taught Wing Chun kuen and provided medical services 
to members of local Trade Unions such as the Restaurant Workers 
Union and the Iron Workers Union. Although Sum Nung, like Yuen 
Kay-San before him, did nor boast of his abilities nor seek our con
flier, he did on occasio n have fr iendly rests of skill with practitioners 
of other mart ial art sryles. T hough he did not often talk of these 
encounters out of respect for his opponems, it is said he never mer 
with defeat and developed an unsurpassed reputation in the area for 
the qualiry of his Wi ng Chun. 

~-

Grandmaster Sum Nung and some students In Guangzhou In the late 1960s (from 
left to right) Ngo Lui-Kay, Dr. Sum Nung, Leung Oal-chlu , and Dong Chuen-Kam. 
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In the mid 1950s, when Yuen Kay-San fell ill, he mid Sum 
Nung that he was afraid that after he died, his name and contributions 
to Wing Chun would be forgotten. Thus, when Yuen Kay-San passed 
away in 1956, Sum Nung na med 
his style Yuen Kay-San Wing 
Chun kuen, in hono r and mem
ory of his reacher. 

Returning to Guangzhou, 
Sum Nung began working in a 
local clinic. Due to the changing 
conditions following the rise m 
power of the communists and the 
subsequent Cultural Revolution, 
Dr. Sum Nung taught Wing 
Chun privately and quietly, nor 
wanting to attract attention. 

Over the years, accepting 
only those he felt were upright 
and trusrwonhy, Grandmaster 
Sum Nung has gone on tO trai n a 
generation of outstanding pupils. 
Among Sum Nung's students 
(with apologies, far m many to 

Ngo Lui-Kay (Ao Lelql) Slfu uses an 
application from the Sup Yee Slk's Bak 
Hok Kum Wu. 

list here) are Sum Jee (h.is uncle, who was previously a very good prac
titioner of H ung ga kuen) , Kwok Jin-Fun , Leung Gwing-Chiu (now in 
rhe United Stares), Dong Chuen-Kam (deceased), Ngo Lui-Kay (Ao 
Leiq i, now in Canada) , Kwok Wan-Ping (who brought the art tO Hong 
Kong in the I are 1960s), and Lee Chi-Yiu (in Hong Kong). Other stu
dents, such as Teddy Wong who moved ro New York, and Tom Wong, 
who relocated tO Los Angeles, helped introduced the style m the United 
States. Several of Kwok Wan-Ping's disciples also moved ro orth 
An1erica, including Tse Chung-Fei (British Columbia), Chow Kwok
Tai (TorontO), and Lee Chu ng-Ming (Wash ington D.C.). 

BASIC MOVEMENTS 

The movements ofYuen Kay-San W ing Chun kuen are a blend of the 
linear and circular, internal and external , which greatly enhances the 
versatility and effectiveness of the style. The lines and ci rcles, the hard 
and soft, are used in combination in the form and in the applicalion 
of the movements. T hey are relaxed and Aexible, yet they express 
explosive and elastic energies that grant them considerable power 
while retaining maximum control and adaptability. 
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Stances include rhe yee jee kim ywng ma ("yee" characrer clamp
horse), which is rhe fundamental posrure of rhe sryle. Irs 

incl udes the roes facing inwards and grabbing the floor, the 
knees pressing to one-ftSt dis
tance, rhe burrocks tucked 
under, rhe body leaning neither 
forward nor back, rhe stomach 
and chest held in, the shoulders 
re laxed, the elbows closed on 
the center line, and the head 
suspended. Pien ma (side horse) 
turns the body as a connected 
unit, em prying rhc vast majoriry 
of weight onro one leg whi le 
maintaining many of the struc
tural points of the kim yeung 
ma. ]in ma (arrow horse) uses a 
configuration similar to pien 
rna, but for stepping rather then 
turning. Yet rna (moving horse) 
increases one's mobility with 
linear, angular, or circular steps. 

Complementing these are postures such as the kneeling side 
horse, slant horse, and additional, specialized stances, al l of which can 
be used as powerful offensive and defensive tactics. One of the great
est strengths of these postures lies in their abiliry to be combined in 
almost any conceivable manner, curning simple stances into a surpris
ingly flexible footwork system. 

Hand weapons are comprised of the pounding chung chui 
(thrusting punch), the whipping gwa chui (hanging punch; backllst 
strike), and a few other configurations. Enhancing the fisrs are many 
different techniques that srrike with the palm, palm edge, wrist, fin
ger and thumb tips, ere. Although primarily offensive weapons, even 
these simple techniques contain defensive aspects such as structures 
which cur-off and check an opponent's actions. 

Leg methods are composed of chum sum gerk (heart piercing 
kick), wang ding gerk (side nailing kick),.fi• mei gerk (tiger rail kick), and 
liu yum gerk (lifting yin kick), among others. While the leg techniques 
appear simple on rhe surface, each is a compound motion containing 
many principles and offering many possibi lities. Beginning motions 
often include evasions, intermediary movements usually con rain inter
ceptions and disruptions, and the actual strikes themselves can some
times be broken down into several distinct kicking techniques. 
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Although the hands and feet are powerfu l weapo ns, Yuen Kay
San Wing Chun kuen also employs methods of striking with the head, 
shoulders, elbows, h ips, knees, and most of the parts in-between. 

Rene Ritch ie applies a Joint locking 
technique from the muk yan jong's but· 
terfty palms section. 

Accompanying its famed Striking 
methods, techniques for uproo t
ing, controlling, choking, joint 
locking, counter joint-locki ng, 
sweeping, and other tactics are 
also contained in both the sepa
rate techniques and the forms. 

FORMS AND TRAINING 

Yuen Kay-San Wing Chun is 
composed of the sup yee sik 
(twelve forms) , the kuen (fist 
forms) , the muk ya11 jong (wooden 
dummy), the sun hei gwai yuen 
(kidney breathing return invigo-
ration) , the luk dim boo11 gwun 

(six-and-a-half-point pole), the yee jee seung dao ( yee'' character double 
knives) , and other skills. In these are contained the movements and con
cepts of the style. 

The sup yee sik (twelve forms) descend from the scpasate tech
niques taughr by Cheung Bo. They are compact in structure yet contain 
many of the elements essential to 

a good Wing Chun foundation 
and are ideal for early training. 
Although perhaps not as refined 
as the techniques of Yuen Kay
San Wing Chun proper, these 
sasne artributes make them quite 
valuable as a son of crash-course 
in Wing Chun self-defense for 
those who require simple skill yet 
do not have the time or desire to 
delve more deeply into the art. 
The sup y.e sik are composed of 
twelve main sets and several 
extensions. Due to Cheung Bo's 
si1.e, it was said that he did not 
keep his elbows on the centerline 
but rather used a more open arm 
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Ngo Lui-Kay Situ trains the barrtng pole 
from the luk dim boon gwun mo\'ements. 



Wilson Woo demonstrates single dragon punch 
movements from the Sup Yee Slk. (Fig. 1} Beginning 
In yee }ee kim yeung ma; (Fig. 2) punching to the 
side; (Ftg. 3} turning and alternating punches; (Figs. 
4 , 5} lien wan chul; {Fig. 6 } turning with a bong sao; 
(Fig. 7) punching In the new direction. 

suucwre, compensating with rapid stance 
changes. Some of the sup yee sik recain Cheung 
Bo's characteristic wide-arm kao sao (capturing 
arms) and quick defensive seance changes. 

AmongS( the twelve forms are jee ng 
chui (meridian punch), the fundamental drill 

practiced in the yee jee kim yeung ma. }ee ng chui uses the chur~g chui 
which shoots along the body's central li ne. Irs extensions include sam 
sir~g chui (three star punch) and, the rapid-fire lim wan chui {linked 
chain punch). Sim ilar sets include pim chui (side punch) which 
develops the connection with turning, duk lung chui (single dragon 
punch) which further tra ins the turning and introduces motions like 
bong sao {wing arm), and jin chui (arrow punch) wh ich adds stepping 
to the structure. These basic techniques help the practitioner "com
bi ne the power of the stance, waist, and arms" (Figs. l-7). 
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The sup yee sik also include hand sets such as loi lim yum yrong 
jeung(inside/outside yin and yang palms), which combines the tan sao 
(dispersing arm) and the foldingfook sao (concrolling arm) inco a form 
densely packed with techniques and principles. Other such sets 
include ngoi dap {inside join) which cycles an inside controll ing tech
nique with an outside hum sao (circling arm) and its extension ngoi lop 
(inside grasp) and their opposites, ngoi dap (outside join), and ngoi lop 
{outside grasp). 

In add ition, there are compound movements like pok yic }tung 
(flapping wing palm) and combinations such as bak hok kum w11 

{whi te crane catches the fox), a punishing technique which melds a 
saat kiu (kill ing bridge) with a gzuok ma (angle horse) take down. 

The fist forms of Yuen Kay-San Wing C hun are siu lien tao, 
chum kiu, and biu jee. Although movements are executed consecutive
ly in the forms, they are not choreographed battles against imaginary 
opponents. When practicing, attention is focused on each individual 
motion. Actual techniques and concepts are separate and distinct. 
They are collected in the forms, encyclopedia-like, to be applied as the 
practitioner requires-when, where, and how they are needed. Siu lien 
tao develops the foundation, while chum kiu and biu jee train "the long 
to short and short to long." Although at first glance, chum kiu may 
appear to contain predominantly defensive bridging movements while 
bitt jee may seem ro consist of more aggressive, offensive movements, 
in Wing Chun the barriers between offense and defense blur and 
motions can easily assume the characterist ics or eiLher depending on 
the circumstances. 

Siu lien tao {little first training), the essential set, is practiced 
completely in the yee jee kim yeung ma stance. lt contains numerous 
seed techniques and concepts like the sup ju sao ('sup" character arm), 
tan sao, fook sao, wu sao {protecting arm), pai jang (hacking elbows), 
tun sao {swallowing arm), par jung sao {center cleaving arm), bong sao, 
and the characteristic outward lop sao (grasping arm) which ends 
almost every section. Siu lim tao is often considered the archival set of 
Wing Chun, conveying the essence of the system in an incredibly 
refined, yet deeply profound manner {Figs. 8-18). 

Chum kiu (si11king bridge), the second form, integrates motions 
with pim ma turning and jin ma stepping. It also introduces kicking 
techniques such as chuen sum gerk and wang ding gerk, along with sev
eral different rypes of bong sao performed at high, middle, and low lev
els, a version of the ian sao (basting arm), kao geng sao {neck detaining 
arm), and other techniques {Figs. 19-27). 

Bi11 jte (darting fi ngers), the third and final fiSt form, develops 
more advanced tact ics. Although a relatively stationary form, it does 
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Georgia Dow performs the sup jee sao from the beginning of slu lien tao. 
Opening the hand following a meridian punch (Fig. 8) . Moving the wrist down, 
up, In, and out (Figs. 9--12). Turning the wrist and moving It In and out (Figs. 13, 
14). (Fig. 15) Pushing the palm forward . Grasping hand (Fig. 16). Commencing 
withdrawal (Fig. 17). 
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Georgia applies a shoveling 
over bridge from slu lien tao 
to slice Into her opponent. 



Antony Casella demonstrates movements from the chum klu form. (Fig. 19) 
Sinking the bridges. (Flg. 20) Darting the fingers. (Fig. 21) Barrine: with the 
arm and hacking with the elbow. (Flg. 22) Detaining with the wrist and butting 
with the palm. (Fig. 23) High wing arm. (Fig. 24) low wfne: arm and protecting 
arm. (Fig. 25) Heart piercing kick. (Fig. 26) Throwing wings. 
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Antony applies a choke from the 
movement following the throwing 
wings In chum klu. 

contain such footwork as yee ma and 
sequences including kup jang (cover
ing elbows), gang sao (crossing arms), 
saat kiu, and gao san {saving body) 
(Figs. 28-30). 

Muk ya n jong (wooden 
dummy) is the most famous of the 
Yuen Kay-San Wing Chun rraining 
aids. The wooden dummy is con
srrucred ro match the size of its 
inrended user and is co mposed of a 
main body post, rwo high-level arms, 
a single mid-level arm, and a low-level 
leg. When originally developed, rhe 
dummy was buried quite deeply in the 
ground and surrounded by loose 

earth. As apanments grew more common, this arrangcmeru became 
impract ical, if not im possible (especially if one 
lived above ground level), so many have since 
redesigned rhe wooden dummy ro include a 
suppo rting base. T he movements of the wood
en dummy form help to develop the bridges 
and body structure, bui ld p recision and accura
cy in movements, and aid in rhe development 
of short-range, explosive energy. 

The form itself conta ins movements 
from rhe rwelve techniques, the three forms, 
and inrroduces motions such as wu dip jeung 
(butterfly palms), poon tan bong (half-dispers
ing, half-wing), and hay wp (rising knee). The 
form is also pract iced as hong jong (a ir 
dummy). This is si mply rhe dummy tech

niques practiced 

From 8/u lee, Ngo 
l ui- Kay Situ assumes 
the crossing arms. 

on their own, wirhout the acrual physi
cal dummy construcr. In addition to the 
muk yan jong, orher rraining aids 
include the rattan circle, chopsr ick wo rk, 
candle hitting, and sandbag striking. 

Ngo lui-Kay Situ applies the 
covering elbow and throat 
strike to counter a grab. 

The sun hei gwai yzten (kidney 
breathing invigorarion) are short hei gung 
(qigong) like sers typically pracriced after 
training to re-energize and revitalize rhe 
body. T hey were said ro have been raught 
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ro the Wing Chun followers by a 
monk who, while observing their 
practice, admired the quali ty of 
their fighting skills and so passed 
along the sun hei gwai yuen in 
order to improve their health. The 
sun hei gwai yzun include exercis
es like shun hei (yielding breath) 
and gong hung (<xpanding chest) 
(Figs. 31-34). 

T he luk dim boon gwun 
(six-a nd -a- half-po int pole) rep
resents rhe long-ra nge weapons 

training of Yuen Kay-San Wing Ngo Lui-Kay Situ demonstrates a 
Chun kuen. The long pole is a moving stance take down. 

single headed weapon and is 
neve r spun or twirled. It uses techniques that require the prani
rioner to send power through the wood, our rhe striking point, and 
into the target. In addition to the standard structure, pole training 
incorporates stances like the sei ping ma (quadrilateral level horse) 
and ding jee rna ("T'' stance). Pole techniques include six-and-a
half simple "poin<S" {rechniques/conceprs) like siu chum gwun {d is
pelling pole), cheung gwun {spearing pole), and several extrapolations 
such as taan gwun (side to side pole) that cover all basic angles for 
both offense and defense. These are trai ned in form, using training 
devices such as balls suspended on string, small objects scattered 
on rhe floor, ere. and later wirh panners in drills, borh structured 
and free-style. 

The yee jee seung dao (double knives) comprise rhe short
range weapon aspect of the style. In co ntrast to the pole, they 
favor methods and motions almost identical w the fists and can 

Rene Ritchie exercises movements from sun he/ gwal yuen 's expanding chest set. 
(Fig. 31) Opening. (Fig. 32) Expanding out. (Fig. 33) Expanding up. (Fig. 34). 
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be seen ro act as extens io ns of th e hands. 
T he Yuen Kay-San knives always have 
the b lades exte nded out towards the 
oppo nent, and are never folded back
wa rds across the forearm . When appli ed, 
the Wing Chun knives cut the first avail
able target and progress from there to 
finish the oppo nent. With the funda
mental drill of gang dao (cross ing 
knives), a practitioner learns to w ield , 
control, and change the two knives eco
nomical ly and efficiently while statio n
ary and while moving in all directions. 
Subsequent motions introduce slicin g, 
stabb ing, and a variety of o ther simple, 
elegant, yet frighteningly effective tech
niques (Figs. 35-37). 

Sensitivity training and emphasis o n practical application are 
the central theme ofYuen Kay-San Wing C hun. Starring with simple 
exercises and appli cat ions from 
fundamental movements, train
ing progresses through a wide 
range of two-person drills that 
develop the many levels of appli
cation, from the obvio us w the 
subtle. 

San sao (sepa rate hands) 
allows the numerous movements 
and concepts to be broken down 
and practiced independently. 
beginning with simple tech
niques like ian sao chung chui 
(barring arm, thrusting punch), 
and gang sao gwa chui (crossing 
arm , hang in g punch), these 
exercises help develop the refl ex
es needed to engage forces 
which begin at a distance and 
where there is no initial contact 

(Ag. 36) When utilizing the Knives, a 
practitioner usually attacks the first 
available target (such as the hands) 

(Figs. 38-40). :::.~::.:.Fig. 37) follows up as 

Chi sao (st icking a rms) 
consists of several different drills. Kwni bong cycles the bong sao, lop 
sao, kao sao, and gwa chui. Seung hum sao (double ci rcling arms) 
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Antony Casella and David Johnson drill basic san sao. (Ag. 38) Antony Is relaxed 
In hlsjone (ready position) while David assumes an aggressive stance. (Ag. 39) 
David Initiates a hleh swing that Antony counters with a barring arm and thrust
Ing punch. (Ag. 40) David then follows up with a low swing, and Antony cancels 
It with a crossing arm while striking with a hanging punch. 

Ngo Lui-Kay Slfu trains sensitivity with some of his students. {Ag. 41) Wing arm 
cycle . (Ag. 42) Circling arms. (Ag. 43) Rolling arms. 

begins with simple circling motions but later adds bas ic attacks and 
defenses. Luk sao (roll ing arms) stares with a tan-, fook-, and bong-based 
platform and forms the basis for the chi sao exercise proper. It is said 
"sticking arms is like asking the way." This can be interpreted to mean 
that through chi sao, the opponent's actions inform the practitioner 
how best to overcome them. Th us, in a way, the opponent causes his 
or her own defeat (Figs. 41-43). 

These forms of training serve to bridge the gap between prac
tice and actual combat. As with other types of traini ng, the initial 
exercises arc simple and predictable, with more subtle, insrincdve, and 
ski ll fu l changes being introduced as feel ing increases. T his deco n
struction and explo rat ion helps to release the practitioners from pat
tern and repetit ion and allows them to apply their knowledge cre
atively and spontaneously, discovering the almost limitless potentials 
which come from the seemingly simple looki ng movements. 
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AND PRINCIPLES 

Kay-San Wi ng Chun kuen 
many conceprs and princi

as linked artack and 
economy of motion, reflex

M response and adaptation accotd
iug to conditions. In addi tion, sev
eral formal sees have been handed 
down through the generations. 
These sees include the sup yee Jltllt 
(twelve methods), the foat moon 
(methodology), the yiu ku (impor
tant rhymed formulae), the yiu jee 
(important ideas), and others. 

The sup yee jiJat {twelve 
methods), while simple on the sur

face can provide a gateway to Other basic drl lls Include waist 

deeper understanding of the style. pu111ng, demonst rated by Deon Weir, 

They are contained in dte single with a hanging punch. 

character words dap (join), jeet 
(intercept), chum (s ink), biu (dart), chi (stick), mo (touch), tong (press), 
dong (swing), tun (swallow), chit (slice), tao (steal), and lao (leak) . Some 

Ngo lui-Kay Slfu uses throat lock to 
counter a thrusting punch attack. 

also include kao (detain) and saat 
(kill) in their listings. 

The foat moon (methodol
ogy) and similar wri tings such as 
the yiu lw (important rhymed 
formulae) , consist almost ent irely 
of four character poetic couplets. 
T hese couplets embody tactical 
advice o n the use of Yuen Kay
San Wing Chun kuen. Among 
the foae moon are: 

o Lui lao hui soong (Receive what 
comes, accompany what leaves). 
o Fung lut jik jong (C harge 
straight when free). 
o Yee yao jai gong (Use so ft to 

overcome hard). 
o Gong yao ping yung (H ard and 
soft co mbine in use). 
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• Yet chingjai dong (Use stillness to overcome movement) . 
• Yet ynt toy lo (Use rest 10 overcome fatigue) . 

Yiu jtt (important ideas) and similar writings are expressed in 
sets of five character poetic couplets. In general, they seek 10 provide 
insight on how the Yuen Kay-San Wing Chun practitioners can train 
to develop their skills based on working hard, being healthy, studying 
diligently, being nimble, using the eyes, being first, being viscou , and 
being fast. The yiu jee include: 

• r"n chuk dui sao chi (Explore changes by sticking with a partner). 
• Dui grmgyiu jmtg tao (Use a mirror and dummy tO aid in th is pursuit) . 
• Lik chui jet gok chuen (Strength is aware, it follows and changes with 
feeling). 
• Lien juk bat ting lao (Continue without stopping or staying). 

CONCLUSION 

As a result of the tireless efforts of Grandmaster Sum Nung and his 
many students and descendants, Yuen Kay-San Wing Chun kuen has 
remained alive and thriving in China and has spread to Hong Kong, 
Canada, the United States, Australia, and other places. Today, it 
remains a vibrant and important part of the past and future of the 
Wing Chun kuen family of styles. 
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CHAPTER 3 

Gu LAO WING C!IUN KUEN 

When Leung Jan retired from his pharmacy in Foshan he returned to 
his native Gu Lao vi llage. There, the renowned doctor passed along a 
simple yet remarkably profound style of Wing Chun, the sei sup dim 
(forty points) system. 

HISTORY AND DEVELOPMENT 

Legends say that during the Qing dynasty. Yim Wing-Chun and her 
husband, Leung Bok-Chao, taught the second generation practition
ers of W ing Chu n kuen. These students worked as a Red Boat Opera 
troupe by day and anri-Qing revolutionaries by night. 

This generation of students included Wong Wah-Bo, Leung Yce
T:1i, Dai Fa Min Kam, Gao Lo Ch ung, Hung Gun Biu, llnd Leung L1n
Kwai. Many of the opera members had training in Siu Lam fist and pole 
techniques, acrobatics, and various two man sets. They were master 
choreographers, performing every night the opera was in a town. The 
Red Boat members were also affiliated with many anti-Qing groups 
includ ing the Tien Dei Wu i (Heaven and Earth Society) and their goal 
was ro overthrow the Manchurians and restore the Ming ro the throne 
of China. Wing Chun kuen was their art of choice. As an opera troupe, 
they could move about freely at any time without question. They could 
hide knives in their loose fining garments and assassinate Qing officials 
in the narrow alleys of southern China. 

Vim Wing-Chun's art was composed of simple, direct, economi~ 
caJ movements and was concepcual in content. Training consisted of 
some forry or so repetitive techniques rhar could be practiced in the air, 
w ith a partner, on a wooden dummy, or with knives. At this point in 
the devdopment o( Wing Chun kuen, there were no structured forms 
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as it was the goal of this training to be 
immediately applied to serve the pur
pose of self-defense or assassination. 

Evemually, Wong Wah-Bo and 
Leung Yee-Tai took on a studem 
named Leung Jan. Leung studied the 
loose techniques and the art in the 
forms that were choreographed by the 
opera members. Leung became known 
for his application of Wing Chun in 
gong sao (talking hands-a fight) and 
became known as the King of Wing 
Chun, or the Gong Sao Wong (Tallcing 
Hands King). Leung Jan has also 
become the famous subject of books 
like Au Sui-Jee's 1930s work Foshan jan 
Sin-Sang (Mr. Jan of Foshan) and 
today. the subject of movies. 

While much of Wing Chun's 
early history remains unclear, it is 
known that Leung Jan, a native of Gu 
Lao village, became an herbalist and 

Robert Chu (Chu Sau-Lel) Situ 
performs slu fook fu, one of the 
forty points passed along by 
Leung Jan In Gu Lao ~mage. 

opened an herb shop on Fai Jee Street in the nearby city of Foshan. The 
shop was called Jan Sang Tong (Mr. Jan's Hall). There, Leung Jan went on 
to teach his sons Leung Bik and Leung Chun, and a few, select students 

Hok bong, one of t he points that 
may reflect the crane Influence In Wing 
Chun. 
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like Chan Wah-Shun, Muk Yan 
Wah (Wooden Man Wah), C hu 
Yuk Kwai (Butcher Kwai), and 
FungWah. 

Upon reaching retirement 
age, Leung Jan returned to his 
native village of Gu Lao. Whi le 
there, he taught a few local stu
dents his synthesis of Wing 
Chun. Instead of focusing on 
teaching the Wing Chun fo rms, 
dummy, and weapons sets, he 
cemered his training on forty 
short dri lls, pole techniques, and 
double knife techniques. These 
became known as rhe Gu Lao sei 
sup dim (Gu Lao's forty points) 
Wing Chun system. 



T he forty points were the loose expression and application of 
Wing Chun kuen . They were not inseparable or d ifferent from the 
other forms of Wing Chun. Leung Jan simply chose to pass on the arc 
in its separate form when he retired to Gu Lao. 

Among those who learned the forty points system was Leung 
Jan's grand-student, Tan1 Yeung. In Gu Lao, 
when Tam Yeung was a student, it would 
cost a small fo rtune w learn even one poinr. 

Co-author Robert Chu came to learn this 
system from his good friend and sifu, Kwan 
Jong-Yuen, who in turn learned the art 
from Tam Yeung. 

BASIC MOVEMENTS 

T he forty points include classical and 
metaphorical names for each of the move
ments, which may indicate a Siu Lam ori
gin of some of the techniques. Most of 
these names have been replaced using 
modern jargon. Although few in number Blu jee point. 

and perhaps nor as intricare as the classical 
fo rms of W ing Chun, the forty points serve ro review the Wing Chun 
system for the advanced practitioner, and function as an excellent 
teaching tool for beginning srudents. They are trained in a reperirive 
manner, alternating left and right sides. 

One shou ld not simply look at rhe forty points as techniq ues, 
but as racrics to teach the fighring skills of Wing Chun. When the 
basics are mastered, a student can then do comb inations and per

Gwal ma chul. 

mutations of rhe techniques whi le mov
ing lefr and right, with high and low 
seances, ar high , middle, or low levels, to 

the front and back , and/or while 
advancing or adjusring rhe seeps. 
Advanced practitioners can reach rhe 
level of being able to change and vary 
their movements with empty-hands or 
the double knives. 

FORMS AND TRAINING 

Gu Lao Wing Chun's basics are trained 
through the forty points outl ined below. 

47 



Baat gwa lung na In form and In application. 

fee ng chui (meridian punch), also 
known as yat jee chung chui (thrusring 

punch), is Wing Chun's signature punch. Wirh short explosive power 
and a vertical fisr , it is held relaxed until impacr and force is exerted 
with rhe entire body. 

Dum kiu (short bridge) is equivalent to the seung chum sao 
(double si nking hands) movemenrs. In application, ir reaches the con
cept of por jung (breaking the centerline). The hands are open and 
relaxed and cur down vertically into the opponent's attacking bridge. 

BatJt gwa lung na (eight directional dragon grab) uses the dou
ble lop sao (grabbing hands). The lead hand is held upwards in a claw
ing motion , whi le the rear hand simultaneously grabs and pulls the 
opponent's bridges, setting up for a kick, throw, or SLrike (Figs. I, 2). 

Sei mun (four gates) uses the bai jong (on guard stance) to exer
cise the left and right positions of the jee ng rna (forward stance) and 
the left and right clmm kiu ma (bridge seeking horse) positions. 

Siu fook Ju (small subduing the tiger) employs an alternating left 
and righr gaun sao {cultivating hand) with fong ngan chui (phoenix-eye 
fists). 

Dai fook fu (big subduing the tiger) is basically the same as the 
siufookfu bur uses triangle sreps ro enrer ar an opponenr's side gares. 

Pim san chui (slant body punch) is the jee ng chui using the 
wing chun shift. In application one may strike to an opponent's our
side gare, crossing over his attempted blow. 

Biu ju (darting fingers) implies the fingers. However, in appli
carion rhe rechnique urilizes rhe forearm when srriking rhe opponenr. 

wan u;un yiu tiet ban kiu (emergency bend at the waist and iron 
bridge) trains the practitioner to bend forward or backwards at will 
and can be coupled with hand techniques. It is similar in application 
to the fade and slip of wesrern boxing. 
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Chum kiu (sinking bridges) is a double arm position that breaks 
the centerl ine of the opponent. 

Gwai ma chui (kneeling horse strike) utilizes the kneeling horse 
a phoenix-eye fist w deliver a blow aimed at the 

Bl"in. T his gives an insight into Wing Chun applied 
at a low-line level. 

Pim san jermg (slant body palm) uses the 
sidr palm as a slashing maneuver coupled with 
front and back shifting. 

Gao dai jermg (high and low palms) are 
actually horizontal butterfly palms with hands 
facing in opposite direct ions. 

Lien wan Jiri jeung (l inked fast palms) uti
lizes a tan saolpak sao (spread-open hand/slap
ping hand) combination followed with a circu
lar saat jermg!cha11g jermg (ki ll ing palm/shovel 
palm) combination (Figs. 3--6). 

Hok bong (crane wing) employs the 
arm in an upward ninety or forty-five degree 
maneuver w attack or defend. 

Dai bong (big wing) is a low bong sao 
position used to defend against a low attack. 

jung bong (middle-level wing hand) is 
the standard middle-level bong sao. 

Noi lim sao (inside sickle hand), the 
inner line hand, uti lizes thefook sao (subduing 
hand) in a circular fashion (Figs. 7-9). 

Ngoi lim sao (outside sickle hand), the 
outer line hand position, employs tan sao in 
an outward circular fashion. 

Fu mei (tiger's rail) is a short 
backward hammer-fist strike to the 
opponent's groin. 

Fig. 3-6. Lien wan tal jeune In form and In application. 
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Robert Chu slfu utilizes {Fig. 7-8) the took sao In no/ lim sao and (Ag. 9) the tan 
sao In ngol lim sao. 

Gwa lung jeung (hanging dragon palm) combines the dragon 
claw and ju ng chui in combination similar to a fook da (subdue and 
hit) or lop da (grab and hit). 

Fu biu chui (darting tiger blow) is the equivalent of fook sao 
combined with a phoenix-eye fist strike. 

Sam jin chui (three arrow blows), done singly (high, middle, 
and low), or with both hands alternating straight punches similar to 

lien wan chui (linked punches). 
Sam bai Jut (three bows to Buddha) 

utilizes the tan sao, pak sao, and gum sao 
(pinning hand) to stop multiple blows. 

Dip jeung (b utterfly palm) is com
parable to the bo pai jeung (shield holding 
palm) arrack and defense. 

Siu poon sao (small rolling hands) 
trains the rolling hands of Wing Chun. 

Poon sao (rolling hand) is sim ilar to 

a close body pak sao/lao sao (slapping 
hand/slipping hand) combination. It is the 
primary transitional move in Wing Chun. 

juk da (slanting strike) is equivalent Dip }euntt. 
to the slant body jut da (choke and hit). 

juk kiu (s lanting bridge) is essen-
tially tan da (spread-open and hit) done with a sh ift. 

Ding jeung (hammer palms) are comparable to the second sec
tion of siu lien tao utilizing the gum sao. There are four positions: left, 
right, double front, and double rear. 
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Ping fan sao (level obstruction hand) is the equivalent of rhe 
ltwun sao (rolling arm) or tan/bong position. 

Loi kiu (double bridges) utilize a double tan sao position to 

bridge the gap on an opponent. 
Chung jeung (thrusting palm) is 

the forward palm strike of Wing Chun 
done to the opponent's face or chest. 

Fan cup chui (flipping upper cur) 
is simi lar to the chao chui (bouncing 
punch) from the chum kiu set. 

Cup da sao (covering hitting 
hand) uti lizes the bong sao immediately 
followed up with a lop sao and gwa chui 
(downward back fist). 

Seung lung (double dragons) are 
the double straight punches. 

Pim san dip jttmg (side body Ping fan sao. 
butterfly palm) are alternating low 
palm strikes. 

Charp chui (piercing mike) is basically a wu sao (protecting 

Cup da sao. 

hand) performed with a fist and combined 
with a straight punch. 

Bik bong (pressing wing) is the Wing 
Chun elbow strike. 

Pien jeung (slant palm) uses the palm 
heel, with the fingers pointed to the center
line, to strike the opponent with short 
explosive power. 

Training includes the complete appli
cation of each point while standing, with 
steps, during chi sao (sticking hands} and with 
an opponent during san sao (separate hands). 
Also raughr in the curriculum are the applica
tions of the forty points on a muk yan jong 
(wooden dummy}, practicing the Gu Lao 

points with yu jee stung dao (double knives), and pole exercises col
lectively known as the luk dim boon gwun (six-and-a-half-point pole) . 

CONCEPTS AND PRINCIP LES 

As with all Wing Chun systems, the Gu Lao forty-point system requires 
that the practitioner utilizes the principle of "Lui lao hui soong; lut sao 
jik chung" (As he comes, receive; if he leaves, escort. Rush in upon loss 
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of comacL with your 
opponent's hand). 

Gu Lao W ing 
Chun employs the entire 
body and is a principle 
oriented mania) art as 
opposed ro a technique
oriented system. Timing 
and positioning are most 
important, along with 
the util ization of simple, 
di rect economical move
ments in self-defense. A 
practitioner of the Gu 
Lao arr is expected ro 
learn rhc classical point, 

Chu Slfu demonstrates chuen 5Um gerk, Illustrat
Ing that In Gu Lao Wing Chun's footwork, every 
step can be a kick. 

mod ify the technique according LO circumstances, and combine a 
point with another point, while making usc of gerk foat (footwork and 
foot maneuvers) (Figs. I 0, I I). 
It is interesti ng ro nore rhar the Yuen Kay-San Wing Chun curriculum 
begins wirh many tech niques simi lar ro rhose of Gu Lao Wing Chun, 
and a trend of modern Wing Chun variations (e.g .• jeer kune do) is ro 
uti lize many of rhe loose or separate tech niques of W ing Chun kuen. 

CONCLUSION 

T he Gu Lao Wing C hun system is a glimpse of rhe teach ings of 
Wing Chun kuen in a san sao (free figh ti ng) format . lr is an ideal 
system to lea rn quick, simple, direct, econo mi ca l movements for 
combat purposes. 

52 



CHAPTER 4 

NANYANG WING CHUN KUEN 

Southeast As ian Wi ng Ch un is a generic term for all of the Wing 
Chun that was exported to Thai land , Malaysia, Singapore, and 
Indonesia from the southern provinces of China. Due to the lack 
of publicity, written records, and the shroud of secrecy surround
ing the practice of Wing Chun, it is dif{',cult to assess the actual 
number of W ing Ch un sub-styles that are currently practiced in 
this area. In rhis respect, this chapter wi ll only discuss one 
SoutheaSt Asian sub-style of Wing Chun, the style of the late 
gra ndmaster Cao Dea n (Cho Oak-On), whi ch we sha ll hereafter 
refer to as Nan yang Wing Ch un. 

HISTORY AND DEVELOPMENT 

According to verbal tradition as passed down by the late grandmaster 
Cao Dean, Nanyang Wi ng Chun was first conceived by Ng Mui, who 
thereafter passed the knowledge of the art co Yim Wing-Chun. Yim 
Wing-Chun then taught the style to Leung Bok-Chao. Leung as many 
did after him, looked down upon the "feminine" nature of Ng Mui's 
an and made rhe mistake of voicing his opin ion. However, a sound 
thrashing by Yim Wing-Chun soon convinced him of the effective
ness of the sysrem. They fel l in love and were married. 

Later Leung Bok-Chao was said to have made his way south to 
look for Jee Shim, who was rumored to be hiding among the Red Boat 
Opera performers as a cook. However, Jee Shim had already left and 
Leung stayed on to pass his knowledge of Wing C hun to the perform
ers, notably Wong Wah-Bo, Leung Yee-Tai, Dai Fa M in Kam, Doo 
Ngan Shun (Snake Eyes Shun), Fa Jee Ming (Flower Mark Ming), and 
Sun Fook-Chuen. Later, Yim Wi ng-Chun was said to have made the 
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journey south co join her husband and taught 
the opera performers personally. 

The martial arts practiced by the Red 
Boat Opera performers were made up of the 
Wing Chun (Always Spring) forms of Jee Shim 
and the Wing Chun (Praise Spring) forms of 
Ng Mui . The opera performers lived a nomadic 
life, nlOving from one cown m the next. Thus, 
ir was only natural that they learned from, 
assimilated, modified, and incorporated other 
martial arts styles that they encountered in their 
travels. Coupled wid1 this and the already 
expansive forms of Jee Shim, the number of 
forms in their syllabus was much more than 
what we would normally see today. 

Latching an opponent's 
attack and countering 
with fao jeung. 

The curricu lum of the Red Boar Opera was said to consist of 
numerous different styles and sets. The forms which have been 
brought to Southeast Asia by Cao Dean include siu nim tao (small 
contemplation), chum kiu (seeking bridge), biu ju (thrusting fingers), 
fo kum (variegated fist), sui da (random striking), sam juerz jeung 

Overcoming an unexpected 
attack to the side using "eagle 
talon clawing ground," a varia
tion of the gum sao technique. 

(three turning palms), sam moon (three 
gates). fit hok seung ying kuen (t iger
crane double shape fist), tiet sin kum 
(iron wire), fook fu jang (subdue tiger 
elbows), baat gwa sum (eight rrigrams 
center), !uk dim boon gwun sup sam 
cheung (six-and-a-half-point pole thir
teen spear), yan jee dao ('Jan" character 
knives), and chai mei gwun (eyebrow 
level pole). There may have also been 
other forms of which we are not aware 
and have been lost to antiquity. 

Due to the sheer number of forms 
in the Red Boar Opera syllabus, nor all 
students thereafter concentrated on 
learn ing all the sets with the exception 

of core forms such as siu nim tao. This may accourn for the diversity 
seen in rhe curriculum of roday's Wing Chun traditions. Coupled 
with each succeeding generations' innovation, the face of Wing Chun 
has changed from irs origins though the core forms have more or less 
remained intact (Figs. l, 2). 

It was a retired Painted Face Kam who by fate later passed on his 
knowledge ro Cao Desheng (Cho Duk-Sang) and others. Cao Desheng 
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came from a family of martial artists. For gen
erations the Cao family had produced instruc
tors in Hung ga kuen {Hung family boxing). 
Cao Desheng was the first to venture outside 
the family art. Cho Dak-Sang then handed on 
the mantle to Cao Dean and Cao Dewen 
(Cho Dak-Man). 

Cao Dean, a native of the province of 
Guangdong, had earlier migrated to Malaya 
(known today as Malaysia) in the 1900s in 
search of a living. At the turn of the century 
China was undergoing turbulent changes 
and poverry was widespread. Migration from 
the Fujian and Guangdong region was high. 
As a young upstart, Cao got involved in a 
heated argument that turned into a fight. He 

An application from the 
Nanyang Wing Chun ope~ 
lng salutation. 

thought he could win but Cao lost and was berated by the winner for 

.. Demon king wa\llng fan" In 
form and In application. One 
of the older techniques pre
served In Nanyang Wing 
Chun. 

his lack of slcills. Cao vowed to learn mar-
ria l arts and made his way back to 

Guangdong. There, he met the elder Cao 
and asked to be taken in as a student. 
Scores of years passed and Cao Dean 
matured into a young adult and more 
importantly a master of the art of Wing 
Chun. 

Cao Dean eventually made his way 
to Hong Kong and opened up a Wing 
Chun school there for enthusiasts. It was 
here that Cao made the acquaintance of 
Yip Man, who shared a common interest 
with him in Wing Chun. As both were 
from Guangdong, they had frequent dis
cussions on Wing Chun. 

When the finge r of economic 
opportunities once again beckoned, Cao 
made his way to Malaysia for d1e second 
time. Cao, a qualified chef. ended up in the 
galleys of a lcitchen dishing up Cantonese 
food. Before long, word of his Wing Chun 
slcills got around and he was soon persuad
ed tO open a class for beginners. 

It was a matter of time before the 
classes expanded and culminated in the 
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first Wing Chun school in the Malay peninsula. C lasses in th is prac
tical art proved popular. There were, however, derracrors ma inly from 
the more traditional and established schools. Challenges were frequent 
bur the art of Wing Chun prevailed and it was soon known as the 
fiercest martial an in Singapore. Martial artists who wanted to open 
schools were said to seek Cao's blessing. As was the case in Hong Kong 
during Yip Man's early reaching career, Cao's students also went our 
and made the school proud through informal chal lenge matches. Thus 
ir came to pass that Wing Chun established a reputation in the penin
sula as a martial art to be reckoned wirh. 

As rime passed and Cao grew old, he closed rhe doors on his 
reaching career. Cao Dean passed away in rhe 1980s at an age over 
ninety. 

Can's art was handed down to S. Y. Liu, among others. As a rest
less youngsrer, Liu lived, are, and slept martial arts. His main preoc
cupation was resting the effectiveness of Wing Chun against other 
martial arts. Liu also raughr on behalf of Cao. In rhe end, economic 
consideration forced Liu w put aside his much loved arr m seek our a 
more realistic way of life. Today Liu is no longer actively involved in 
martial arts. He does nor care to expose his knowl<dge of this potent 
art and only passed on his art ro selected students. Today, Liu's Wing 
Chun is being spread by co-author Y. Wu in Singapore and Victor 
Leow in Sydney, Australia. 

BASIC MOV EM ENT S 

The majority of Wing Chun systems are alike in that their basics 
revolve around rhe siu nim tao set. Siu nim tao provides training in 
pivoting, stepping, developing power through proper articu lation 
of the joints, and familiarizes rhe neophyte with rhe basic hand 
strikes and kicks of Wing Chun, of which Nanyang Wing Chun 
has many. To effect the proper body mechanics and stability nec
essary ro use these techniques, stances musr be properly trained. 
There are three primary srances in Nanyang Wing Chun. Sei ping 
ma (natural adduction stance} is the most important stance in 
Nanyang Wing Chun as it develops srabiliry and power. The nar
ural adduction stance resembles a high version of the traditional 
low horse stance rather than the more fami liar goat clamping 
stance. At the elementary level, the pract ice of adducring the legs 
provides rraining in generating an outward force from the dan rian 
area into the disrance. This stance also allows for the equal use of 
both hands to move a long the sagittal plane. 

The wang ma (side stance) is a derivarive of the adduction 
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stance. It is the transition phase from the adduction stance to the side 
srance, necessary for the training of waist power and generating power 
along a curve. 

The gungjin ma (bow and arrow smnce) is for generating power 
by using the body. This stance is used for stepping forward as it protects 
the groin from an unexpected sudden front kick from the opponent. 

Hand techniques are the most ourstanding feature of Wing 
Chun. Here, I divide this discussion inro anawmical hand weapons 
and generic hand techniques. There are seven anatomical hand 
weapons in Nanyang Wing Chun. They include: 

Sae sao (snake hand; a.k.a. biu ju) is a finger jab used for train
ing rhe force (ging) to reach the fingertips. 

Fang ngan chui (phoenix-eye fist) is one of the two preferred fist 
types of Nan yang Wing Chun due to the damage that can be inOict
ed on an opponent rhrough a sudden focusing of force into a tiny parr 
of his body (akin to a knife stab). Phoenix-eye fist uses the bent tip 
end of the first metacarpal to issue a laser-like force that penetrates 
deeply due to the focusing of force into a small striking area. 

Keungjee chui (ginger fist) is the other preferred fist type used 
in Nanyang Wing Chun. Irs shape makes it suitable for striking target 
areas such as the throat or the ribs. The ginger fist resembles the con
ventional Siu Lam leopard fist in that the fingers are curled at the first 
metacarpals with the main striking area focused on the second finger. 

Kam jang (covering elbow) is a devastating close range tech
nique. Its importance lies in the training of extra articulation ro gen
erate power rather than just relying on the mass of the arm or the 
hardness of the elbow. 

Chang jeung (spade palm) can be used with the palm facing 
down o r palm facing forward depending on the chosen target. 

Fao jeung (Aoating palm) is a wh ipping attack using the back of 
the hand to strike the opponent's nose. 

Ying/fit jow (eaglelriger claw) are the two major claw actions of 
Nanyang Wing Chun. Generally, the eagle claw is used for grabbing 
the opponent's throat but in techniques such as "cat washing face" the 
tiger claw is used. The presence of the laner is due to jee Shim's influ
ence on the historical development of Wing Chun. 

There are twelve basic hand techniques in Nanyang Wing 
Chun. They include: 

Tan sao (spread-open hand) is generally acknowledged as the 
"mother'' technique from which the other techniques are derived. Tan 
sao energy is also the mother energy. Ar the elementary level, tan sao 
ene rgy can be practiced as a lateral spira l energy. Tan sao varies in 
movement so that different energies can be practiced. 
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Fook sao (detaining hand) trains a spiral energy that is at once 
upward and to the side. A variation is to use folding to make a small
er planar triangle to create an energy that can simultaneously attack 
and be utilized as an invisible shield. The detaining hand can also be 
used proactively to intercept and attack the opponent's arm. Fook sao 
usage is not just confined ro the wrist as is commonly seen but also 
the side of the palm. 

Bong sao {wing arm) is commonly used as a side deflection tech
nique. It can also be used ro attack through the concept of "bong" 
energy rather than the technique itself. Bong sao energy is like a cov
ering downward spiral force. 

Taat sao {whipping hand) is an angular, backward jamming 
attack used to seal (or trap) an opponent's arms. It can either be per
formed with a jerking movement at the elementary level or with a 
smooth leading movement, very much like a caress but with a less 
than friendly intent. 

Biu sao (darting hand) is also called biu jee and is a natural fol
low-up to tant sao. When the opponent falls forward as a result of the 
taat energy, the biu sao quickly darts forward to inflict a nasry strike ro 
the throat or eyes. 

Kaam sao (covering hand) is a technique used to redirect a center
line attack downward and back at the opponent using circular energy. 

Gaun sao {cultivating hand) is a downward sweeping movement 
using the ulna bone to deflect the opponent's artack. Gatm sao is use
ful for opening up the opponent's front gate to expose his floating ribs 
tO a ginger fist attack. 

Gum sao (pinning hand) is a downward pressing action with the 
palm. It can also be an attacking technique tO the side. Gum sao also 
goes by the colorful name of "eagle talon clawing ground." This vari
ation of gum sao is powered by a wave-like energy. 

Lan sao (barring hand) is a horizontal obstruction action using 
the forearm. Lan sao uses both a backward and forward spiral energy. 

Kei chang (standing elbow) is a stopping movement performed 
with a sunken elbow and fingers pointing at an opponent. The 
standing elbow can be used with circular/spiral energy ro unbalance 
the opponent. 

Wu dip stungfti (butterfly palms) is one of the berter known dou
ble palm strikes of Wing Chun. Leung Jan, the legendary "Wing Chun 
King Boxer," was said to be an adept at this attack. The use of butterfly 
palms is usually preceded by either an elbow breaking arrack or a pulling 
or jamming movement tO open up the opponent's defenses. 

Mei lui chum jaam (fair lady thread needles) is an anack with 
the fingers to the ji chuan {heart I) acupoint. A variation is to use the 
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.. Fair lady thread 's needles .. Is shown In form and (Fig. 4) following a blu sao 
counter, (Fig. 5) In application. 

tiger momh of rhe hand w sw p an adva ncing opponent by jamming 
his shoulder joint (Figs. 3-5) . 

T here are eight kicks in Nanyang Wi ng Chun. T hey include: 
Sao gerk (sweeping kick) is used w unbalance an opponent by 

sweeping our his legs fro m under him. T his kick is normally used 
together with hand techniques w set him up. 

Tam gung gerk (spring leg) is a quick, medi um-level jabbing kick 
usi ng the heel. T his kick is so-named because it is immediately retract
ed using the momen tum of the kicking fo rce (conservation of angular 
momentum) w whip the leg back. T his action nor only gives rhe kick
ing leg power but also prevents the kicking leg from being grabbed. 

Bnk hok chan sa {white crane shoveli ng sand, a.k.a. shoveling 
kick) is co mprised of two movements. T he fi rst movement is a deflec
tion usi ng the shin . The seco nd movement is a fo llow-up low side kick 
to the knees. T he alignment of the kwa (knee and heel) with a twist-

Intercepting an opponent's front kick and deflecting the leg off the centerline 
before countering with white crane shoveling sand. 
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ing of rhe waist is what gives rhe shoveling kick irs power (Figs. 6, 7). 
Chuen sum gerk (center [heart] piercing kick) is nor acrually 

meant to be aimed at the heart as this would violate rhe rule oflifting 
the leg above waist level. Rather this kick is meant to be targeted ar 
the groin area. The use of the character "heart" in the name of the kick 
does nor refer ro rhe target bur is used lO denote the action of ge[[ing 
to the heart of rhings (i.e., to penetrate deeply), using the curving 
force genera red by the waisr thrusting. 

Fu mei glrk (tiger rai l kick) is probably one of rhe most famous 
kicks in Chinese martial arts and is found in a number of styles. The 
tiger rai l kick is a sneaky counter-arrack used when the Wing Chun 
exponent has fa llen to the ground with his back ro rhe opponent. As 
rhe opponent rushes in for the kill, the tiger rail kick is unleashed ro 
the groin area to inflict fatal injury. 

Sam sing gerk (three star kick) is a kick that is used to protect 
the front and side gates from low kicking attacks, followed by a low 
heel or stamping kick ro rhe knee. 

Ding gerk (toe kick, a.k.a. nail kick) uti lizes rhe rip of the shoes 
to target an opponent's groin. The toe kick is used when rhe opponent 
uses a stance that effectively shields his groin from a front snap kick. 

Dang gerk (Stamping Kick) can either be used ro prevent the 
opponent from retreating or to injure the sole of his foot by a short, 
sharp stamping action with your own foot. 

FORMS AND TRAINING 

Un like the more compact systems of some Wing Chun sryles, the art 
of Master Cao Dean, as passed to him by Master Cao Desheng from 
Dai Fa Min Kam, con rains a great deal of forms and training meth
ods. A unique characteristic ofNanyang Wing Chun forms are the use 
of common opening and closing movements. The opening move
ments contain the complex salutation said to be used by Wing Chun 
practitioners of the past to call for the overthrow of the Qing dynasty. 
Some of the forms that have been passed down to Nanyang Wing 
Chun are described below. 

Siu 11im tao (small contemplation) is the most important form 
in the Wing Chun syllabus of Master Cao. Beginners were normally 
taught a more simplified version whereas another version was raughr 
at the end of the course. The latter small contemplation form was only 
released by Cao shortly before his retirement from active teaching. 
According to Cao, the small contemplation form was originally called 
the dictionary form and is rhe most advanced form in rhe Wing Chun 
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The basic punching action of the slu nlm tao which begins with (Fig. 8 ) vertical 
punch, and progresses through (Fig. 9} ding sao, (Fig. 10} jut sso, (Fig. 11.) hok 
sao, (Fig. 12) tok sao, (Fig. 13) huen sao, (Fig. 14-15) taat sao to blu sao (per· 
formed 3 times). and (Fig. 16) huen sao, before (Fig. 17) the fist Is held and 
withdrawn. 

syllabus. Small contemplation form encompasses hand techniques, 
kicks, pivoti ng, and footwork (Figs. 8-17). 

Chum kiu (scanning structure) is the intermediate form of 
Wi ng Chun and trains the practitioner ro scan for the opponenr's 
weak points. T he scanning structure form works on the principle of 
curvili near, rotational, and sp iraling forces ro anack the opponent's 
root structure (Figs. 18-31). 

Biu ju (dart point), the third form of Wing Clllln, is the para
doxical form. The dart point form uses the short to train the long. 
Important biomechanical articulations of the musculoskeletal struc
ture are specially emphasired. 

Fa kuen (variegated fisr) contains elements of Jee Shim-type 
Wing Chu n and is used to tra in the Wing Chun neophyte to move 
continuously from one movement to the nexL The variegated fisr 
form emphasizes the physical art icu lat ion of the eight characters for
mula of which the first fou r characters are tao (spit), tun (swallow),.foo 
(rise), and chum (si nk) (Figs. 32--4 1 ). 

Sui da (random striking) contains techniques similar to Bak 
Mei kuen (White Eyeb row's boxing) . Bak Mei was one of the five 
elders and we speculate that this form may be an indication that Bak 
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Mei also had a hand in the development of W ing C hun , alongside Ng 
Mui and Jee Shim. T he random stri king fo rm concentrates on the use 
of mass transference as a means ro cult ivate linear, c ircular, lateral , and 
wrapping fo rces in addi tion to "leaking" (e.g., sneaking in punches). 
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A section of the 
Chum Klu form. 

According to Master Liu, the essence of Wing Chun combat tech
niques lie in th is fo rm (Figs. 42, 43). 

Muk yan jo11g is used to train the Wing Chun practitioner to 

maintain contact while flowing and moving non-stop around an 
opponent, while also maintaining correct placement of the arms and 
aligning the sagirral plane strategically. 

Luk dim boon gwu11 (six-and-a-half-point pole) is used as an 
extension of the waist rather than just the hands to develop a more 
powerful springy force that is the result of projection along an extend
ed path (Figs. 44-46). 

Yan jee dao (''yan" characrer knives) is the short range weapon 
of Wing Chun. In using the knives, the knives become the hands and 
the hands become the knives. With this change in paradigm, the 
knives and hands are integrated. This concept is the basis for learning 
to release force from the body. The knives are so-called due to the 
unique method of holding them in some sections of the sets to form 
the Chinese character for )an" (Figs. 47-49). 
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From fa kuen, (Figs. 32-38) a section of the form, (Fig. 39) assuming the .. cat 
washing face " posture and (Fig. 40) applying It to counter an uppercut by 
pivoting and shooting the tiger claw Into an opponent 's face and then (Fig. 41) 
following-up by stepping forward to control an opponent's striking arm while 
simultaneously striking with a tiger claw to the face. 
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A keung jee chui posture from the sui da form and its application against a 
straight punch. 

CONCEPTS AND PRINCIPLES 

Nan yang Wing Chun is an art that is rich in concepts, principles, and 
paradigms. The following is an old saying that pretty much sums up 
the fighring philosophy of Nan yang Wing Chun: "Ynt jiu yat chak; 
Lay snat chak; Ngjitt ng chak; Wni scung chak" (One block, one strike; 
You may not prevail; No [fixed] technique, no resisrancc; You prevail 
every rime). 

The implication of rhe first rwo stanzas is rhar reliance on tech
niques alone, especially bloclcing first and then counter-attacking, 
may not always work. Concurrent deAecrion and countering is prefer
able. T he simple rationale is that usage of the firs< oprion may only 
resu lt in the aggressor continuing his arrack and the defender having 
to continue defending. The danger is that it is not really possible to 

conti nue blocking strike after str ike wirho ut getting hit. Simu ltaneous 
arrack and defense turns the table on the opponent and forces him to 

play the role of defender rather than attacker. 
The second pan stresses the importance of rhc abi li ty to change 

and adapt in combat as a result of ever-d1anging circumstances and 
techniques used by different opponents. The importance of using 
energy in relation ro neutralizing and issuing force is also implied. 
Energy cannor be seen, on ly felt. Hence, a tech nique can have numer-
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ous rypes of energy originating 
from different power sources 
depending on the concept used. It 
is easy ro deal with a single tech
nique using a single source of 
power, more difficult to handle a 
technique which can change inw 
another technique, bur very diffi
cult-if not nearly impossible-to 
handle a technique with no 
apparent power source. 

Planar positioning and 
alignment (PPA) is the core prin
ciple underlying the art of 
Nanyang Wing Chun. PPA is a 
more comprehensive principle 
than the centerline principle in irs 
incorporation of horiwnral, verti
cal, and oblique planes to act as 
sh ields for defense, and in which 
to wedge planar insertions for 
attack. In addition, PPA stresses 
the use of symmetrical and asym
metrical planar alignment to dis
rupt the opponent's power base 
through the use of minimal 
power. 

Quadratic zones (QZ) are 
used as reference points to define 
the parameters for attack and 
defense. QZs can be on a major or 
minor scale, are not constant, and 

Movements of the 6 l./2 point pole: 

Blugwun. 

Tangwun. 

change according LO the position- Saat gwun. 

ing of the technique. 
Triangulation projection (TP) underlies the basic concept for 

developing a stable stance. TP can also be applied to hand techniques 
to develop wedging power for entry techniques. At an advanced 
level, TP can be converted to multiple vortex-generated forces (MVF) 
for greater power. 

The circle is the basis of a very powerful force in Wing Chun. 
Using power rings, circular energy can be manifested ro concurrently 
deflect and return the attacking energy to an opponent. As with PPA, 
power rings can also be divided into the three basic categories of 
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vert ical circle, horizontal circle, and oblique circle. Circular energy 
can change into spirali ng energy that wraps around the oppo nent's 
mother-line to destabilize the opponent, rendering h im vulnerable to 

attacks. Circu lar and spiral energy (CSE) can further transform into 
MVF for greater variety of power. 

Conservation of energy resources (CER) is conditional upon 
minimal muscular exertion and optimal biomechanical alignment. A 
body in work consumes energy and fatigues the body after a period of 
rime, depending on the person's fitness and health. The more strenuous 
the work, the more muscles come into play, the faster futigue sets in. 
T his means that a person who is not fir is ar a disadvantage when it 

Choppln& knives. 

Sllcln&: knives. 

comes to self-defense, a physical art. ·ro 
overcome this and to give the average 
person an advantage, conservation of 
energy resou rces is a musr. 

Co nservation of motion (CM) 
works concurrently with the principle 
of conservation of energy resources w 
oprimize power while seeming ro move 
vecy li ttle relative to the opponent. The 
greatest of masters seem to move very 
little and with little effort. Th is is max
imizing work with minimal energy. 

The dan tian is traditional ly consid
ered the source of power in martial 
arts. Thus in practice, the Wing Ch un 

An application of chopping knives. 
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practitioner should follow the principle of dan tia11 projection (TTP) 
which is ro let the force project o ur into the distance. TTP ca n work 
simultaneously wirh CSE, TP, and PPA. 

By emulating a spring, the body can generate a force that can 
propel an opponent backwards. This can be done through the theory 
of compression (TC). By fold ing the relevant joints, a "springy" force 
can be produced. This is different from trying to generate force by cre
ating a path of energy from the rear leg ro rhe hand. 

CONCLUSION 

Nanyang Wing Chu n, as a marria l art that srresses pracricaliry, natu
rally has a large repertoire of techniques ranging from striking and 
kicking to locking and throwing. Despite rhe wide ranging tech
niques, in the end Nanyang Wing Ch un is a martial art form that is 
based on the use of subtle scientific, natural forces and energy. The 
techniques arc bur a means to express rhe forces and energy inhc:rent 
in each of us and in nature. 

Cenruries ago, Mencius said: "I am great at cu lrivaring my 
flood-like qi. " Nan yang Wing Chun, through irs forms, supplemen
tary exercises, and interactive application exercises, seeks to develop 
the power of rhe spiral , the circle, the vortex, rhe pendulum, and the 
palindrome through emphasis on the body's power sources. 

While power can corrupt, ir can also develop positive character. 
Nanyang Wing C hun seeks to bring out the positive side in all of us 
by understanding ourselves, rhe people we come into conracr with, 
our immediate su rroundings, and rhe environmcnr. In this way, we 
can nor o nly become better martial artists but ultimately better peo
ple and good, responsible citizens. 
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Chapt e r 5 

PAN NAM WING CHUN KUEN 

Whi le many sryles of Wing Chun have left their roots in Foshan and 
journeyed to other parts of China, Hong Kong, Southeast Asia, and 
around the world, the Wing Chun preserved by master Pan Nam had, 
until only recently, remained in that fabled city. Brought to North 
America in the early 1990s by Pan 
Nam's last swdenr, Edd ie Chong 
(Chong Yin-Cheung) of Sacramento, 
Cal ifornia, the unique Wing Chun of 
Pan Nam is now available ro a new 
generation of practitioners. 

HISTORY AND DEVELOPMENT 

According to Pan Nam Wing Chun 
traditions, the art rhat would become 
Wing Chun kuen began with the for
marion of the Tien Dei Hu i (Heaven 
and Earth Society) anri-Qing revolu
tionary movement in the mid-1 670s. 
The style itself was reportedly a spe
cial blend of techniques from Siu La l Hlp-Chi, Pan Nom's second 

Lam (Shaolin or Young Forest), rai Wing Chun teacher. 

gik (taiji or great ult imate), ying jow 
(yingzhao or eagle claw), tong long (tanglang or preying mantis). gum 
gang jeung (jingang-lhang or d iamond, a.k.a. buddhist palms), kum 
na (q inna or seizing and hold ing), and other martial arts. 

Berween rhe end of the eigh<eenth and beginning of the nine
teenth centuries, a twency-second generation Siu Lam nun known as 
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Yat Chum Urn Jee (Speck of 
Oust, Founder of Convent) 
established convent on 
Hengshan in Hunan province. 
There, she began teaching the as 
yet unnamed sryle ro carefully 
selected disciples. Among her 
studems was a man nicknamed 
Tan Sao Ng (Spread ing Arm 
Ng), the manager of props and 
costumes for a Hunanese opera 
company. Eventually (perhaps 
due ro his revolutionary activi
ties) Ng was forced ro flee 
Hunan and ended up in foshan, 
Guangdong. In Foshan, Ng 
began organizing the Hung Suen 

Chong Situ offers Master Pan Nam the 
ceremonial cup of tea while asking to 
be accepted as his disciple. 

(Red Junk) Opera performers and founded the Hung fa Wui Goon 
(Red Flower Union). 

The Red Junks were a hotbed of revolutionary act ivity and Tan 
Sao Ng taught his knowledge of traditional opera and mart ial ans ro 
several of the performers. Among those who learned were said ro have 
been Wong Wah-Bo (who played Mo-sang, the martial lead), Leung 

Master Pan Nam and his last 
disciple, Eddie Chong (Chong 
Yln-Cheung), In Foshan ca. 1990. 

Yee-Tai (who played Mo-deng, the 
"female" martial lead), Oai fa Min 
Kam (who played the "Pa inted 
face"), and Lai fook-Shun (who 
played Siu-Sang, the romantic lead). 
Eventually, the style practiced by the 
opera company revolutionaries 
became known as Wing Chun box
ing. "Wing" came from the name of 
Chan Wing-Wah, one of the 
founders of the Heaven and Earth 
organization. Chun was formed 
from a combination of the characters 
for the three core words tai (great, 
meaning the Ming dynasty), tien 
(heaven, representing the Heaven 
and Earth Rebellion), and yat (sun, 

symbolizing the return of light). The three characters rendered togeth
er rormed a shorthand revolutionary slogan meaning rhat only by 
overthrowing the Qing dynasty could freedom recurn . 
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During rhe early- to mid-nineteenth century Yip Man-Sun 
(the Qing general of Guangdong and Guangxi provinces), was sent 
to smash Lee Man-Mao, Chan Hoi, and their anti-Qing rebellions. 
In so doing, Genera l Yip descroyed the opera theaters and out
lawed the performances. This effectively ended the revolutionary 
movement until the 1860s when Sun Wah and Kwong Din-Hing 
fo rmed the Baat Hop Wui Goon (Eight-Harmony Union) and re
opened the opera. 

Between the early-1860s and mid- 1870s, Wong Wah-Bo and 
Leung Yee-Tai left the opera and set up a school in Foshan where they 
passed along the Wing Chun style to Dr. Leung Jan. When Wong 
Wah-Bo later left Foshan, Leu ng 
Yee-Tai carried on the instruc
tion of Leung Jan alone. At the 
same time Wong and Leung were 
in Foshan, Da i Fa Min Kam was 
engaged by Lok Lan-Gong to 
reach Lok and his nephew Wing 
C hun kuen. 

During the last quarter of 
the nineteenth century, Dr. 
Leung Jan mastered the skills of 
Wing Chun and rook on chal
lengers from throughout China, Pan Nam presents Eddie Chong Slfu 

eventually becoming renowned with a cert ificate. 

as the Wing Chun Wong ("King 
of the Wing Chun boxing"). By day, Leung Jan ran a pharmacy while 
at night he taught Wing Chun kuen to his son, Leung Bik, and to 

some of his close friends, including Lao Man-Kay, Dai San Siu (Big 
Mountain Siu) and Lo Kwai ("Chu Yuk" Kwai). Leung Jan's other son, 
Leung Chun, was said to have been born with excreme learning diffi
culties and to have died at a young age, never having learned martial 
arts. One of Leung Jan's most famous disciples was Chan Wal1-Shun, 
known as Jiao-Ch in Wah (Moneychanger Wah) because he worked in 
the marker area co nverting money denominations. Chan Wah-Shun 
went on to have several Wing Chun disciples including his son, Chan 
Yiu-Min, and others such as Ng Siu-Lo, Ng Jung-So, Lui Yiu-Chai, 
Ho Han-Lui, Lee Jit-Man, Au Jaw-Ting, Lai Hip-Chi, and Yip Man. 

Lai Hip-Chi was born in around 1898 to a wealthy family, and 
began fo ll owi ng Chan Wah-Shun at the age of thirteen, becoming 
Chan's live-in apprentice and second-to-last student (although he 
started his studies at roughly the same time as Yip Man, he was a few 
months older and was thus considered the elder classmate). 
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Approximately half a year later, 
Chan Wah-Shun retired back to 
his hometown of Chen village in 
Shunde County. Rendered an 
invalid as the result of a stroke, the 
old moneychanger passed away a 
short time later. 

Chan Yiu-Min, who be
came known as the Chut Sang 
Gwun Wong (King of the Pole of 
Seven Provinces), went on ro 
teach the art to his children, Chan 

Ca-Wing, Chan Ga-Chai, and Master Pan Nam and Eddie Chong 

Chan Ga-Lim, and ro students practice techniques at the Foshan 

such as Jiu Chao and Jiu Wan. Jlng Wu Associat ion. 

Lai Hip-Chi continued his 
studies under Lui Yiu-Chai, one of Chan Wah-Sun's senior students. 
When Lai Hip-Chi was around rwenty years old, he worked as the 
manager of a pawnshop and had occasion to attend the annual 

Master Pan Nam and Eddie Chong 
engage In sensit ivity training. 

Pawnshop Association meeting. 
At the meeting, Lai noticed a 
wooden dummy off in the corner 
of the convention center. Roll ing 
up his sleeves, Lai began to prac
tice some techn iques on ir. This 
action drew the attention of Lok 
Lan-Gong's nephew, who by 
then was an old man in his sev
enties. From Lok's nephew, Lai 
learned more about the history 
and methods of Wing Chun 
kuen. L1i Hip-Chi passed along 
his Wing Chun kuen to several 
students including Pan Na.m. 

Pan Nam, known by the 
nickname Hak Min Nam (Black
Face Nam) due to a large facial 
birthmark, was born in 1911 a.nd 
started studying the art of Hung 

ga kuen at the age of thirteen. In 1947, Pan Nam began to learn the 
Wing Chun style from his good friend Jiu Chao. Besides Pan Nam, 
Jiu Chao also taught Wing Chun to Jiu Ching, Jiu Sang, Gao Tong, 
Kwok Sing, and others. 
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In 1957, Pan Nam anended the Guangdong Provincial Mania! 
Ans Competition and was introduced to, and became the student of, 
Lai Hip-Chi. Lai Hip-Chi had also taught rhe an to Hui Sam-Joy, 
Hung Mun, Yim Man, Yeung Sang, Yeung Oak, and others. 

L1i Hip-Chi passed away in 1970 a< the age of seventy-two and 
Jiu Chao passed away in 1972 in Zhongshan . Pan Nam continued 
teaching Wing Chun in the city of Foshan until his own passing in 
December 1995. Among his students were his sons, Pan Siu-Cho and 
Pan Siu-L1m, and students Lee Oak-Sang, WongJee-Keung, Lun Fao, 
Leung Chong-Ting, and Eddie Chong. 

lr was Eddie Chong, Pan's final student, who brought the an ro 
the United States in the early 1990s. Through his anicles and seminars, 
Chong has int roduced the system to another continent of enthusiasts 
and helped ensure the preservation of Pan Nam's Wing Chun style. 

BASIC MOVEMENTS 

The techniques in Pan Nam Wing C hun are relaxed yet focused , creat
ing a dynamic feeling and power. These techniques are described below. 

The yu jee kim ymng rna (yu" character pressing yang stance), 
which resembles the sei ping ma (square level horse) of classical Siu 
Lam, is the basic stance of Pan Nam's style. This posture provides a 
powerful foundat ion for strikes, great mobility and balance, and 
enhances the hei (qi) aspectS of the system by properly aligning the 
three yang points on the sole of the foot. In this posture, the legs are 
opened to a medium distance and the roes point straight forward. The 
bik ma (pressing horse) also uses a 50/50 weight distribution and uses 
stepping movements, as opposed to dragging the rear leg to advance. 
In this position, rhe equal weight disrriburion promotes ease of move
ment in all directions. 

The jik chung chui (centerline punch) in Pan Nam Wing Chun 
moves straight out from the shoulder, which is considered the centerline 
of the system. In the first form, siu nim lao, this punch is chambered in 
a verrical position; in later forms ir is retracted along a horizontal plane. 

Pan Nam Wing Chun practitioners always seek to develop a 
strong forearm to enhance the system's clawing and raking actions. 

FORMS AND TRAINING 

Pan Nam Wing Chun contains the three fist forms of siu nim lao 
(little idea) , chum kiu (seeking bridge), and biu jee (darting fin
gers). Each form begins with an opening movement which sym
bol izes rhe revo lutionary slogan: "Fan Qing fo Ming'' (Ovenhrow 
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Eddie Chong Slfu performs movements from Pan Nam's wooden dummy set, 
Including some of the unique finger-tip and claw-hand techniques of the system. 

the Qing dynasty and return the Ming dynasty). Movements in the 
forms are executed ar a slow, deliberate tempo, enhancing the cul
tivation of hei so important to the system. Each of the sets takes 
eight minutes to perform. Emphasis on the huen sao (c ircling 
hand) technique at the end of each section shows the characteris
tic eagle claw training, with each finger slowly grip ping. This and 
several other techn iques readily show the influences of great ulti
mate, eagle claw, preying mantis, se izing and holdin g, and other 
elements from which the style was synthes ized. 

Siu nim tao (little idea) teaches the basic stance, body structure, 
and hand techniques, com bined with the breath. The idea of this form 
is to "internally train a breath of air and to external ly train the muscle 
sinew and bones." 
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Chum kiu (seeking bridge) adds <0 this body shifting and body 
position displacement, combines movement with footwork, and inrro
duces the ability to "bridge me gap and s~ek the opponent's bridges." 

Biu jee (darting fingers) teaches many open-hand patterns and 
finger attacks with an emphasis on rotational power developed for the 
stance, waist, and torso. 

Muk yan jong (wooden dummy) is an important training ele
ment of the Pan Nam style of Wing Chun. The dummy itself is com
posed of a round trunk, buried deeply in the ground, and augmented 
with two upper-level arms, a mid-level arm, and a low-level leg. The 
dummy allows rhe practitioner to develop me many punches and 
kicks of the Pan Nam style, as well as the important claws, grabs, and 
pressure point strikes of the system (Figs. 1-8). 

Luk dim boon gwun (six-and-a-half-point pole) is between seven 
and nine feet long and is said <0 descend from the poles used to by the 

75 



Red Junk operamrs. It is held with arms fully extended and uses short 
power w transmit force along rhe pole and through the tip. A brief set, 
with nothing fancy in the way of movements, the long pole concen
trates on practical fighting techniques. 

Fu mei seung dao (tiger tai l double knives) movements are con
tained in a rich , dynamic form with lively footwork and techniques 
performed in eight direct ions. 

Ngjee mui (five petal plum) is used along with the three boxing 
forms ro actively enhance the culrivarion of hei. The ngjee mui is a ser 
of five short hei gung (qigong) exercises which seek to develop the ten
dons, sinew, muscles, and bones, and promote a free circularion of 
energy throughout the body. 

At yiu (pressing the waist) is a two-person exercise of Pan Nam's 
art that trains stance and balance. In rhis exercise, rwo people stand in 
yee jee kim yeung ma and hold onm their partner's elbows while keep
ing the hands perpendicular w the body. The partners try to unbal
ance each other without having to take a step. 

Chi >no (sticking hands) , in which a practitioner does not 
ro ll hands but simp ly searches for openings and seeks w control 
the opponent, is also drilled extensively. While engaged in chi sao, 
practitioners will uti lize the entire reperroire of rechniques in rhe 
sysrem. They will further sharpen their knowledge of Wing Chun 
principles in app lication and develop better timing, positioning, 
disrancing, and sensitivity to an opponent's attacks. While the 
forms and dummy set serve w give a praCLirioner the basic tools, 
chi sao teaches the changes, combinations, and permutations of 
the art. 

CONCEPTS AND PRINCIPLES 

Pan Nam Wing Chun embraces the saying "Lui lao hui soong; lut sao 
jik chung" (As the opponent comes, you receive; as he leaves you 
escort; upon loss of contact rush in) . 

Stepping methods include ngao (hook), jum (needle), tam 
(spring), and uk (kick), and are methods of entry. In essence, ngao is 
to hook the opponent's leg to enter; jum is a short, needling jab of a 
kick to enter; tarn is to spring forward with fast footwork; and tek is 
to kick the opponent to enter. With regard to foot techniques, Pan 
Nam said, "Understanding movement and stillness, you'll know when 
ro go. If you have it or not (control of the opponent) you'll know 
wherhtr ro advance or rerreat." 

Hand methods encompass gaurz (cuitivating), /an (obstructing), 
um (spreading), bong (wing), chi (sticking), mo (touching), tong (p ress-
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ing), and dong (swinging). On 
rhe subject of sticking, Master 
Pan Nam said , "Sao chi sao mo 
dei jo" (When hands stick to 
hands, there is nowhere ro go). 

Kicking methods are com
posed of churn (inch), gwai 
(kneel), /au (s tir), sattt (brake), 
and chai (stam p). 

Chuen is a shorr- range 

close kick. Gwai is using the knee 
to knock into the opponent's leg. Lau is using the twisting motion of 
your leg when you do your W ing Chun stomp kick. Satll is ro stomp on 
your opponen t's foo t, as in b raking when driving. C hai is to stomp at 
the oppo nent's leg (Figs. 9- 11 ). 

CON CLUSION 

Pan Nam W ing C hun promotes rea listic fi ghting ski lls, b revity, flexi
bility, practicality, the free-fl ow of yin and ya ng, strength and supple
ness, correct rim ing, the hitting of fa tal spots, speed , and vigor. Rich 
in culru re, it srill includes apparent clawi ng, rippi ng, tearing and 
"dirty" fighting techniques, which may give us a glim pse back in to rhe 
early days of W ing C hun kuen. These elements, wh en coupled with 
the hei gung tra ining, create a powerful and effective form of Wing 
C hun and mart ial art system on the whole. 
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Chapter 6 

PAD FA LIEN WIN G CHUN 

Pao Fa Lien Wing Chun, with irs distinct history and development, 
and large syllabus of forms and weapons, is a unique and intriguing 
part of the Wing Chun tradition. 

HISTORY AND DEVELOPMENT 

Pao Fa Lien Wing Chw1 is said to have descended from the Siu Lam Jee 
(Shaolinsi or Young Forest Temple). During the eighteenth century, the 
temple was destroyed by the invading Manchurians, who had over
thrown the Ming dynasty of the Han and established the Qing dynasty. 
Forced ro flee and go into hiding, the survivors swore ro resist the 
invaders and to train a new generation of students to aid in the rebel
lion. In order for them and their descendants to be able to recognize 
each ocher, rhey devised the revolutionary motto "Wingyun chi jee; Mo 
mong Hon juk; Dai dei wui chun" (Always speak with determination; 
Don't forger the Han nation; Again wi ll return spring) . When spoken, 
the motto would clearly identifY their brethren. In order to facilitate its 
use and to help disguise its revolutionary nature from the Qing, the 
motto was eventually shortened to "Wing C hun" ("Always Spring"), 
and came to lend its name to rheir fighting merhods. 

Like much which occurred during that time, due ro the secrecy 
of the revolutionaries and the conflicts which surrounded rhem, the 
exact evolution of the style has become lost. By the turn of rhe nine
teenth century, however, the art had come to rest with, among others. 
a monk known as Dai Dong Fung (Great East Wind), who's <rue 
name has since been forgotten. A highly skilled martial art ist and 
ardenr su pporter of the revolution, his actions soon made him a want
ed man , forcing him to flee from arrest at the hands of the Qing. 
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Eventually settling in the region of Qingyuan, Guangdong, 
Oai Dong Fung was taken in and provided shelter by the Tse broth
ers, Gwok-Leung and Gwok-Cheung. Though Mandarins in the 
Qing government, the brothers bore no love for the invaders and 
hoped that one day they would be overthrown. Seeing in them good 
characters, Dai Dong Fung took them as his disciples and taught 
them his Wing Chun style. 

When Dai Dong Fung left tO journey back to the nonh, the Tse 
brothers adopted an infant named Lao Oat-Sang, and when the boy was 
nine years old, they began training him in the martial ans. As a youth, Lao 
Oat-Sang worked at his job doing pao-fa {"wood planing"). The planed 
wood chips would be boiled for sap that was used in the old days as hair 
tonic. Since the character for "Dat," is similar to the character for (Lim" 
(Lotus, a female name), from time to time people would teasingly call him 
"Siu Lien" (Little Lotus). Afrer a 
time, he becan1e known by the 
nickname Pao Fa Lien (Wood
Planer Lien). 

Lao Dar-Sang learned 
Wing Chun for over a decade 
and later moved to the town of 
Foshan ro work as a treasurer in 
a local establishment. Even 
though he was very quiet, and 
did not demonsttate his Wing 
Chun, word soon got around 
that he was highly skilled in the 
martial arts. Following a thirty
year exile abroad {resulting after 
Lao accidentally killed a man 
named Pan in a knife duel), Lao 
returned co Foshan and accept
ed a few students. Chu Chong, 

Mok Pol-On Situ, disciple of Chu 
Chong, demonstrates outside changlng 
on the wooden dummy. 

said tO have been born just before the turn of rhe twentieth century, 
was fortunate to have become one of Lao Oat Sang's disciples, 
accepted when Lao was already over seventy years old. 

Chu Chong worked diligently at his Wing Chun and managed 
tO grasp the rrue essence of the style. Later, Chu moved with his fam
ily to Hong Kong where he set up an osteopathy clinic. In Hong 
Kong, Chu Chong's style came robe called Pao Fa Lien Wing Chun , 
in order to honor his reacher and to distinguish it from other versions 
of the art which were already being taught in Hong Kong. 

Chu Chong passed along Pao Fa Lien's Wing Chun to his sons, 
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Chu Wing-Jee and Chu Ping, and 
to Mok Poi-On who helped make 
the arr known around rhe world. 

BASIC MOVEMENTS 

In the beginning, Pao Fa Lien 
scresses linear morions, bur as 
rime and uaining progress it 
begins to emphasize more free
style interpretation . 

Footwork rakes prece
dence in Pao Fa Lien Wing 
Chun. The style favors consranr 

movement and turning to probe Mok Situ performs another movement 
for weaknesses in an opponcnc's 
defense. Stances include the yee 
jee kim yeung ma (goat pressing 
stance) . This is complemented 

on the wooden dummy, this one 
showing Pao Fa Lien 's characteristic 
T-step. 

with srances like grmg ma (bow srance) which uses an even weighr 
distribution, diu ma (hanging stance), the characteristic chut sing bo 
(seven star step, a.k.a. hao jaw bo) which has the fro nt leg resting 
lightly only upon irs heel, and many others. Footwork includes che
ung sam bo (long-robe steps) which use gzmg ma in a triangular step, 
juen bo (rurning steps), huen bo (circling steps), and others includ
ing highly specialized forms such as baaz gwa bo (eight tr iagrasns 
step), found on ly in the weapons sets. Kicking methods, which are 
aimed ro srrikc below rhe waist, include a variety of fronr, side, and 
specialized sweeping movements. Adding to these are strikes utiliz
ing the knees and hips. 

Pao Fa Lien Wing Chun is rich in upper-body techniques. The 
primary fist technique is yat jee kuen ( "yat" character fist) which is 
issued in a re laxed manner, with power focused through the third 
knuckle. Additional fist strikes include the bien clmi (whipping 
punch) backfist, rhe jong clmi (hooking punch), and the pao clmi (can
non punch) uppercut, wh ich cover all basic angles. T he style also 
conrains numerous merhods of strik ing with the palm and fingers 
including chit jeung (slicing palm), dai jezmg (low palm), and biu jee 
(dart ing fingers) . Strikes are also issued with the elbows and shoulders. 
Principle arm movements include the tan sao (sp readi ng hand), bong 
sao (wing hand), pak sao (s lapping hand), kao sao (detai ning hand), 
and )111 sao (choking hand), among others. 
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FORMS AND TRAINING 

Pao Fa Lien Wing C hun has a much larger syllabus then most other 
styles of Wing C hun. It is composed of ten empty-hand sets, four 
wooden dummy sets, and over a half-dozen weapon set . 

Each of the ten empty-hand sets is unique and comprise over 
100 movements a piece. The first form, siu nim tao {little idea) begins 
in the stat ic yce jee kim yeung ma srance bur changes ro rhe moving 
chnmg sam bo midway through. lr also includes orher footwork such 
as the style's trademark T-shape steps. Chum kiu (seeking bridge) is 
the longest of the Pao Fa Lien Wing Chun forms and along with biu 
jee (daring fingers), completes the basic level forms training. The 
mid-level forms include t11t sao (freeing arm), dui sao (chopping arm), 
bin kuen (whipping flsr), and mp jee ('Sup" character), each rending 
ro focus on rhe actions of the technique after which it is named. }in 
kum (arrow punch), jin jeung 
(arrow palm), and juk san (s ide 
body) comprise rhe advanced
level forms. 

Four wooden dummy sets 

are included in Pao Fa Lien W ing 
Ch un . Each set is different and 
serves ro train different elements. 
The noi jong (i nside dummy) and 
ngoi jong (outside dummy) forms 
develop techn iques primar ily 
devored ro arrack and defense 
from the interior gate and exterior 
gate respectively. The gong jong 
(hard dummy) form rrains exter

nal power, while the yao jong (soft A tl&er tall movement from the luk 

dummy) form promotes internal dim boon gwun techniques. 

power. Pao Fa Lien Wing Chun 
also contains unique dummies and sets meant to train rhe pole and 

the knives. 
Weapon sets in Pao Fa Lien style focuses on the luk dim boon 

gwun (six-and-a-half-point pole) and rhe mor poon seung dao (millstone 
double knives). The pole and knives are practiced through their respec
tive sets, two-person sticking drills, and unique wooden dummies. 

The luk dim boon gwzm is perform ed with a pole of over seven 
feet in length. lr derives irs name as it is a single ended weapon (o nly 
one end of the pole is used fot combat). Thus, like a clock at the 6:30 
position, the pole projects from the user in on ly one direcrion 
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(although the hands and body can move to attack o r defend at any 
angle). The pole methods contain such primary setS as fo mei (tiger 
tai l) and ri11 mim (fanning). 

The double knives include techniques that spi n to cover all 
directions. This resembles a millstone as it turns to grind grain , and is 
the reason why the form is so named. In contrast to many southern 
systems, the Pao Fa Lien knives always project outward and are never 
flipped backwards. The millstone knives contain over 200 move
ments, including baat jaam dao (eight chopping knives) and seung 
chum dao (double sinking knives) and utilize very nimble footwo rk. 
T he tech niques of the double knives closely march the methods of the 
hands and include such motions as pak {slapp ing), kao (detaining), jut 
(choking), chit (slicing), and biu (darting). 

In addition to these, setS are taught which deal with the use of the 
sup sam yei yun bin (th irteen section whip), siu lung gim (scholar's 
sword), dai pa (tridem), Kwan dao (Kwan's knife), among other 
weapons. 
The chi sao (sticking arms) practice of Pao Fa Lien more closely resem
ble the tui sao (pushing hands) of tai gik kuen (taijiquan) than the luk 
sao (rolling hands) seen in other Wing C hun branches. Adherence and 
sensitivity training begins with circular arm work from a stationary 
position. Leg conditioning is introduced next, and eventually the 
hands and legs are used in combination. The last level of training is 
free style, where partners spontaneously apply their knowledge with
out pre-set panerns. 

CONCEPTS AND PRINCIPLES 

Pao Fa Lien Wi ng Chun uses the tao (spit), run (swallow),foo (rise), and 
chum (sink) body structure. The art is embodied in the eight principles 
of tui (push), mo (touch), tong (press), dong (swing), chi (stick), na 
(adhere), lim (continue), and jui (follow). The first four deal wirh con
tacting and redirecting the opponent's limb and body. The last four 
cover the establishment and majnrenance of such comact. 

CONCLUSION 

AJrhough Pao Fa Lien Wing Chun has always been a closely guarded 
style, taught to only a handful of dedicated practi tioners, in the last 
few decades it has begun to step into the light and show itself to the 
world. Through Mok Poi-On's articles and semi nars, it was intro
duced to readers and attendees around the world, and hopefully the 
an wi ll remajn strong and avai lable for generadons to come. 
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Chapt e r 7 

I-l UNG 5U EN WING CHUN KUEN 

The Hung Suen Wing Chun kung-fu system dares back over rwo hun
dred years to the Siu Lam Temple. As a result of the political atmos
phere of rhe rimes, this branch of Wing Chun has never been made 
public or taught outside irs direct lineage. Instead, it was handed 
down in secrecy from family member to family member. 

HIST ORY AND DEVELOPMENT 

From 1644 to 1911, the Manchurians ruled China in a period known 
as the Qing dynasry. Early in the 1700s, the Manchurians became 
concerned about the Siu Lam Temples' rebellious activities and their 
continued development of the fighting arts. Under rhe decision ro 
eli minate the threat of these rebels and their leaders, the Manchurians 
attempted to exterminate the Siu Lam monks to prevent them from 
sp reading their martial arcs skills and knowledge. Eventually, both Siu 
Lam Temples were burned and destroyed. 

According to Hung Suen Wmg Chun tradition , prior to the 
destruction of the temples, a comprehensive advanced martial art sys
tem known as Wing Ch un was developed. Wing Chun was formulated 
through generations of Siu Lam knowledge and experience. As with all 
advanced Siu Lam knowledge, Wing Chun was conducted under a 
.. silent code." This meant that in order to prevent abuse, it was passed 
down to only a few chosen disciples and was never documented. 

With such a hidden past, we now rely heavily on the d irect 
teachings of the elders for historical material. As told by teacher to stu
dent, two Siu Lam monks escaped the Manchurian massacres and 
were able to keep the Wing Chun system al ive. One of these monks 
was the rwenry~second generation Siu L1m grandmaster, Yar Chum 
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Dai Si. The other monk was named Cheung Ng. Before his death, 
grandmaster Yat Chum Dai Si passed on his high level Wing Chun 
knowledge to Cheung Ng. 

In order to keep his identity and Siu Lam background hidden 
from the Manchurian government, Cheung Ng joined the Red Boar 
Opera Troupe. The name was given to this organization of talented 
stage performers who traveled in red boats. Accomplished in kung-fu 
and gymnastics, they formed their own association called the Hung Fa 
Wui Goon (Red Flower Union). Utilizing heavy make-up, elaborate 
costumes, and srage names, the Red Boar Opera Troupe was Cheung 
Ng's safest refuge. 

Cheung Ng became known in the opera troupe as Tan Sao Ng 
(Spread-Om Arm Ng) from his skillful use of the Wing Chun maneu
ver tan sao to subdue others during challenges. His level of skil l 
allowed him to use one tan sao move m represent over a thousand 
moves. He demonstrated that a basic technique such as tan stlo must 
be fully understood, in concept and applicaLion, prior to rhe next 
thousand techniques. After learning the next thousand techniques, 
then they all become one again. 

Harsh Manchurian actions created such distrust among the 
people that they resulted in rhe formation of underground organiza
tions or secret societies such as the Heaven and Earth Society and 
the White Lotus Society. Within a secret socicry, the identity of the 
leaders, members, and activities were known only w few within the 
society itself. 

One of the Red Boat Opera Troupe actors by the name of Hung 
Gun Biu (Red Bandanna Biu}, was a secret society leader and brought 
Tan Sao g into the organization. The safety of the opera troupe com
bined with the security of the secret society is whar allowed Ng to 
spread his Wing Chun knowledge in confidence. 

As a trusted leader, Hung Gun Biu became one of Ng's closest 
disciples. However, in order LO protect the system's origin and rhe 
identities ofYat Chum Dai Si and Tan Sao Ng, a story was created. It 
was said that a Siu Lam nun named Ng Mui taught the mania! ans to 

a young woman named Yim Wing-Chun. As Yim Wing-Chun taught 
it to others, the system became known as Wing Chun kung-fu. Many 
versions of rhe story exist around the world today. However, the name 
"Yim Wing Chun" also has a different and special meaning. "Yim" can 
be translated to mean protect, prohibit, or secret. The term "Wing 
Chun" referred to the Siu Lam Wing Chun Tong (Always Spring 
Hall). Thus, "Yim Wing Chun" was actually a code, meaning the 
secret art of the Siu Lam Wing Chun Hall. 

Hung Gun Biu became one of the first generation disciples to 
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learn Wing Chun, outside the Siu Lam Temple. The other opera 
troupe members who learned Wing Chun from "Tan Sao" Ng also 
had rhe obligation to protect the o rigin of the system. These other first 
generation disciples included Wong Wah-Bo, Leung Yee-Tai, Dai Fa 
Min Kam (Painted Face Kam), LoMan-Gong, Siu-Sang Hung Fook, 
and Gao Lo Chung (Tall Man Chung). Based on their individual 
understanding and degree of training in Wing Chun, these disciples, 
all previously trained in other martial art styles, may have passed along 
their skills with inherently d ifferent emphases. 

Hung Gun Biu's lineage became known as Hung Suen (Red Boat) 
Wing Chun and fo llowed a tradition to pass down the full system only 
to fam ily members who took the traditional 
and ceremonial Siu Lam vow of secrecy. The 
system's lineage shows that Hung Gun Biu 
<aught his re lative, Cheung Gung who 
passed it down to his great nephew, Wang 
1ing. Wang 1ing taught his son, Dr. Wang 
Ming, of Saiquan, China. Dr. Wang M ing 
taught the entire system with irs original 
concepts to only four disciples. One of these 
disciples was Garrett Gee (Chu King-Hung). 

Garrett Gee was born into a mu lti
generational martial arts family in the Garrett Gee Slfu, one of Dr. 

Guangdong province of southern China. His Wang Mlng's four disciples. 

F.tmily kung-fu lineage is from Sun Lutang 
and Fu Zhenxiong (one of the Five Northern Tigers of China). His 
father, Peter C hu (Chu Kim-Ho) is a well-known Wudang grandmaster. 

Garretr Gee began his martial ans training with his father at the 
age of five. Throughout his early years, he studied the Wudang sys
tems including taiji and bagua. He also trained in the Jing Wu School 
as well as the Siu Lam systems and became proficienr in rhe use of 
many weapons. 

Ar the age of thirteen, Garren Gee started his Hung Suen Wing 
Chun training directly under Master Wang Ming. In 1975, when he 
completed his training, he moved to the United States where he has 
been reaching for over twenty years. ln addition to being a sixth-gen
eration Hung Suen Wing Chun disciple, he teaches mult iple weapon 
forms and application, and his fami ly's Wudang system. 

FORMS AND TRAINING 

There are fo ur forms in Hung Suen W ing Chun. The first form, siu 

nim tao (l ittle idea), emphasizes proper positioning and alignment of 
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individual hand and arm exten
sions from the body, along with 
use of hti (qi) energy. It repre
sents the basic tools needed to 
learn the rest of the system. The 
second form, chum kiu (destroy 
the opponent's structure), 
emphasizes the most advanta
geous way to deal with an oppo
nent in a combat situation. 
Literally translated , chum kiu 
means "s inking the bridge." 
However, what "sinking" meant 
to the Siu Lam was to "destroy." 
The term "bridge" represented 

the structure of the opponent W Garrett Gee Slfu Is shown here 

be destroyed. Thus, this system applying lop da. 

understands chum kiu to mean 
"destroy the opponent's structure." The third form, biu jee (thrusting 
fingers) , is a dynamic finger striking form which concentrates on 
attacking an opponent's vital points. The fourth form is taught in con
junction with a muk yan jong (wooden dummy). It teaches correct 
positioning of angles and helps develop power. Wooden dummy train
ing starts in the first level of the system. It is recommended that the 
novice hit rhe wooden dummy with force in order to condition the 
body. However, in the more advanced levels, hitting with excessive 
force is not stressed. 

Additional training activities unique to the system are chi sao, 
chi gak, and body conditioning exercises. The first two exercises 
develop balance and sensitivity necessary to detect and redirect incom
ing energy (applied with arms and legs). Body conditioning involves 
sand bag training and the use of different rypes of dit dar jao (herbal 
medicine) for strengthening and healing. 

Specific footwork training incorporates the underlying princi
ples of the six basic stances which maintain weight distribution of 
fifry-percent on each leg for maximum mobil ity. The most basic 
stance, with feet facing forward, is called yee jee ma ( "yee" character 
horse). This stance allows maximum mobiliry by not turning the toes 
inward and is different from a stance used by others called yee ju kim 
yezmg ma (pinching goat horse) . When in motion the feet step in a 
natural fashion rather than slide and the body does not lean in any 
direction in order ro maintain one's center of gravity. 

In the system's more advanced levels weapons training is taught 
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and includes the six-and-a-half-point staff and double butterfly 
knives. The bunerfly knives are practiced with the wooden dummy in 
an advanced weapon training form. 

All movements contained in the forms have specific training 
value and combat applications. Prior to speed and power, this system 
emphasizes precise angles, energy, and principles. Herein lies the 
advantage for one who is slower or less powerful to defeat one with 
more power and/or speed. 
There are six specific training caregories wirh ten progressive levels of 
development in Hung Suen Wing Chun. Each level provides specific 
knowledge and understanding, using sensitivity with internal and 
external energy. Training is done in the following six categories: 

I ) Individual (one man) training methods include: rhe three 
forms (sui nim tao, chum kiu, bui jee) and wood dummy form taught 
with two concepts (eight directional; space/time facwrs with specific 
angles beyond the eight directions). 

2) Two-man (partner) training methods include: don chi sao 
(s ingle sticking arms); uung chi sao (double sticking arms); blind
folded chi sao; chi gerk (sticking legs); twelve specific combination 

sparring drills; five stages of 
combat (prc-contacr, co ntact, 
exchange, tracing, and retreat
ing; and the twelve specific basic 
action training techniques for 
single-action defense. 

3) Assisted training meth
ods include: chin chang qigong 
( 1000 paper drilling/soft palm 
training internal energy); bam
boo section training (which 
includes ground fighting); iron 
palm conditioning; weapons 
training (butterfly knives and 
staff) (Figs. l-4) ; qigong with siu 
nim tao breathing; combat 

Garrett Gee Situ leads 8 class In the strategy including inch power 
practice of chum klu. (for short range) , chi sao (for sen-

sitivity and renexes), the thirty
six ways of chum kiu change utilizing six types of footwork (neutral, 
side neurra1, angle-in forward stance, exchange, anack, and retreating) 
combined with each of the six gares (left and right upper, middle, and 
lower); wooden dummy and chum kiu strategy and footwork; and 
concept analyses supported by science and physics. 
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Garrett Gee Situ demonstrates butterfly knives vs. long pole. 

CONCEPTS AND PRINCIPLES 

The root of Hung Suen Wing Chun lies within its disrinctly unique 
concepts and principles. Full understanding of the concepts and princi
ples is imperative in order m perform the system with maximum effi
ciency and effectiveness. Any individual interpretations or attempts ro 
combine the system with other styles will deviate from these concepts 
and, therefore, render the system ineffective (Figs. 5-7). 

Training entails how w posicion oneself to create an advantage 
over an opponent whi le maintaining center of gravity. Upon initial 
contact with an opponent, focus is on intercept ing the anack and feel
ing the energy. Distorrions in the opponent's posit ion can then be 
detected which allow for attack of strategic targets to destroy the 
opponem's strucrure. A few of the more common principles are out
lined below. 

• Maintaining center of gravity, upper and middle gates 
• Follow/protect the centerlines (vertical and ho rizomal) 
• Awareness of six gates and focus points (sorn guan, yun jung. tan 
jung, dan tian) 
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• Applicatio n and coord ination of six types of footwo rk 
• Safety zones and zone con uol concept, location, and applicatio n 
• Maintaining of optimal fi ghting range 
• Maintain true ri ming with si multaneous attack and defense {with
out additio nal body adjustments) 
• The concept and application of liu 
/no hoi soon and /ut sao jik chong 
• Ten levels of rh e three di rncnsio ns 
(defin ed viewpoi nts of angles and 
areas) 
• Angle-in attack and defense for opti
mal position 

• Basic defensive and o ffensive action 
in which specific techniques are used 
fo r speci fi c attacks. These are consid
ered "rrue" techniques whi ch are 
always rrue for each simarion. For 
example, bong sao is only used for a 
srraighr punch and never against a 
rou nd punch, as this would violate the 
p rinciple of fo llowing/protecting the 
centerli ne. 

CONC LUS I ON 

Hung Suen W ing C hun is a cl ear and 
co mpl ete combat sysrem unique un to 
itself. lr is more important to under
sta nd the underlyin g co ncepts, prin 
ciples, and theori es o f the system 
rather t han th e indi vidu al tech
niques. The develo pment of position , 
riming, and energy A ow of rhe prac
ti tioner are the most important Garrett Gee Situ practices free 
aspects ro fu lly understa nd and sparring. 

implement the system. This ca n only 
be fu lly appreciated and learned by a ded icated and serious student. 

T he beauty of the system is the depth of its sim pl icity. T he 
value of rhe system is in the knowledge o f how to deal with energy 
whi ch ca n be applied in all aspects of one's daily life. The strength of 
rhe system lies in rhe f3cr that no additions or subtractions tO rhe 
ex ist in g concepts, principles, and theories of the sysrem are necessary. 
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Ch a p te r 8 

jEE SHIM WiNG CHUN KUEN 

Jee Shim Wing Chun {also romanized as Chi Sim Ving Ts un) 
descends from the fabled Jee Shim, abbot of the Siu Lam (Shaolin) 
Temple. When Siu Lam was destroyed by the Manchurians, Jee 
Shim fled and hid amongst the Hung Suen Hay Ban (Red Junk 
Opera Company), disguising himself as a cook. One day, a fierce 
bully nicknamed Wong Lao Fu (Tiger Wong) came to the Junks to 
extort money. The opera performers, with sk ills geared more 
toward spectacular demonstration then real combat, were nor able 
ro defend themselves and Jee Shim was forced to rake matters into 
his own hands. After easily dispatching the troub lemaker, Jee 
Shim revealed himself ro rhe performers and began to reach them 
his Siu Lam art, Wing Chun kuen (Always Spring boxing). The 
origin of Jee Shim's art does nor remain as obscure or controver
sial as other histories of Wing Chun, as it simp ly descended from 
rhe Shaolin temple. 

HISTOR Y AND DEVELOPMENT 

Jee Shim Wing Chun is an old Chinese martial and healing art. The 
knowledge of rhe famous Siu L1m monastery is the nucleus of the 
system. This system uniquely combines the theories of martial arts 
and traditional Chinese medicine. Oral traditions of Jee Shim Wing 
Chun discuss legends of Bodhidharma (Dar Mor in Cantonese; Da 
Mo in Mandarin). According to these traditions, Bodh idharma left 
India and in 520 A.D. arrived at the Siu Lam monastery in China. 
Bodhidharma invented the basics of both Shaolin boxing and Wing 
Chun whi le contemplating questions of wholistic li fe, body awareness, 
and the way to generate energy, power, and master aggressiveness. 
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To this day, Jee Shim Wing Chun practitioners still celebrate the 
"birthday" of Bodhidharma. 

In Siu Lam a special hall was built in which on ly the most expe
rienced monks mer over the centuries to improve and refine their 
kung-fu. The hall was either named Wing Chun Dien (Everlasting 
Vitality llall ) or Wing Chun Tong (Forever Springtime Hall). The 
martial art and qigong exercises taught in this hall became known as 
Wing Chun kuen (Always Sp ring Hall boxing). 

For rhc Shaolin monks, the direct experience of realiry was most 
important. Their Chan Buddhist philosophy dictated a return to a 
natural and simple existence. This stood in contrast to the philosophy 
of fighting styles which where raughr outside of rhe temple. This was 
why in the Wing C hun hall only fighting concepts were co llected 
which were truly simple and directly functional. 

Because of treason against the Qing dynasty government, the Siu 
Lam rem pie was destroyed in the 
18th century. The Siu Lam 
Abbot Jee Shim Sim Si escaped 
with orher monks and became a 
cook on the Red Boar, using a 
pseudonym. The Red Boats were 
the ships of a Chinese opera 
group, which sailed form town to 
town entertaining rhe people. In 
legends of the Jee Shim Wing 
Chun cirdes, a brutal fighter of 
this rime, named Wong Lao Fu 
(Tiger Wong), tried to extort 
protection money from the opera 
troop, giving them one day to 
pay up. lf they refused to pay 

him , he threatened to destroy Jee Shim Wing Chun master 

their boat. The opera troop, Cheung Kwong. 

under the di rection of Wong 
Wah-Bo, were desperate as they had no money and could not protect 
themselves; they did not know fighting kung-fu, only opera kung-fu. 
As their deadline came, the members of the Red Boat feared rheir end 
was near. 

Jee Shim, until then regarded only as a crazy cook, faced up to liger 
Wong. Wong did nor rake the cook seriously and tried to grab his neck 
with an tiger-hand <echnique. Jee borrowed Wong's energy and imme
diately broke two of his fingers . Jee advised Wong to stop the fight since 
he would have no chance of winning. Wong boiled with rage as an 
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elderly, simple cook hum iliated 
him in public. With fast and bru
tal chain punches Wong tried to 
gain victory over the cook. Jee 
Shim merely dodged Tiger 
Wong's blows and then locked his 
arms and legs with kum na (qin
ntt) joint locking techniques. The 
more Tiger Wong moved, the 
more he injured himself. Tiger 
Wong realized that he was con
fronting a true kung-fu master 
and gave up the figh t. 

The members of the red boat 
were inspired to learn kung-fu 
from their cook. Abbot Jee Shim 
Sim Si revealed his true identity 
and taught the opera group. 
Because he was one of rhe most 
persecuted men of his rime, his 
students had ro promise ro never 
mention his name. Many legends 
were invented regarding the histo

A rare photo of the disciples of Jee 
Shim Wing Chun. Left to right : 
Way Yan, Lo Chlu-Wan, Chu Chong-
Man, Tam Kwang, Dong Ylk. 

ry and development of Wing Chu Chong-Man-The Iron fist of 

Chun to protect the idemiry of wing chun. 

Master Jee Shim Sim Si. Only the 
W ing Chun masters who learned the entire system from their master 
where taught its true history. 

Jee Shim's style was passed along to Wong Wah-Bo and Sun 
Kam (also known as Dai Fa Min or Painted Face Kam). Some 
accounts hold that Sun Kam learned directly under jee Shim, while 
others mainrain he was a student of Wong Wah-Bo. 

While in Foshan acquiring new costumes, Sun Kam encountered a 
belligerent young tai lor's apprentice named Fung Siu-Ch ing. After a 
quick lesson in manners, and a shorr probadonary period, Fung became 
Kam's kung-fu student. Fung Siu-Ching later assisted Sun Kam with his 
opera makeup and learned the Wing Chun art. Later, Fung became a 
bounty hunter and marshall, and passed along his knowledge of Jee 
Shim Wing Chun kuen to many, many students including his son Fung 
Ting, as well as Dong Suen, Majung-Yiu, Do ngjit, Lo Ying-Nam, and 
Lo Kai-Tong. As a result, Jee Shim Wing Chun has spread to various 
countries such as Thailand, Vietnam, Singapore, and Indonesia. Upon 
retiring at the age of seventy-one, Fung Siu-Ching took on a last disciple 
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named Yuen Kay-San, and taught 
him privately at Yuen's home. 
Fung passed away at the age of 
seventy-three. 

In Foshan, several of Fung's 
students provided local villages 
with protection against bandits. 
Around the year 1930, these stu
dents raughr the famous Lo 
brothers, Ch iu-Wan and Hong

Tai. Dong Jit passed rhe art on to Andreas Hoffman and the late master 
Chu Chong-Man, who eventually Pak Cheung. 

moved ro Macao where he 
became known as Ch u "The 
Undefearable" or the "Iron Fisr of 
Wing Chun." Chu was a Chinese 
doctor by profession and did nor 
actively reach students. 

Dong Suen, who gained the 
tide Cheung Gwun Wong (King Personal instruction from master 
of the Long Pole), rook Pak Pak Cheung. 

C heu ng and his son, Dong Yik, 
as disciples. Pak Cheung resided in Foshan, China. Dong Yik went ro 
Hong Kong to actively reach rhe Wing Chun system. Lo Chiu-Wan 
relocated to Hong Kong where he taught his art to a wealthy friend 
named Way Yan (Wei En). 

Desiring to preserve Jee Sh im W ing C hun , Way went on to study 
with Lo Hong-Tai, Dong On, Dong Yik, and Chu Chong-Man, who 

Andreas Hoffman performing bal sl to 
grandmaster Way Van as his slfu 
Cheng Kwong looks on. 

became his close col laborator. 
These five studied and practiced 
Wing Chun together in Dai Duk 
Lan, a shipping dock in Hong 
Kong. To Jee Sh im Wing Chun 
praC£itioners, Dai Duk Lan is 
revered as the place where these 
five masters were able to research 
and refine their arr in relative 
secrecy. Dai Duk Lan invited 
Wing Chun masters from all 
over to visit and train. It is 
known amongst Jee Shim W ing 
C hun practitioners that Yip Man 
visited Dai Duk Lan to exchange 
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conceprs with Chu Chung-Man, 
his d istant relative. Dai Duk Lan 
provided the first hanging style 
wooden dummy in Hong Kong. 
Previously, all wooden dummies 
were buried into the ground and 
free standing. 

Among Way Yan's students 
are Lau Chi-Lung and Cheng 
Kwong. Cheng Kwong passed 
the art on tO Andreas Hoffmann 
of Bamberg, Germany. Hoffman 
later went on to research rhe Jee 
Shim Wing Chun kuen with his 
si gung (grand teacher), Way Yan 
and Way Yan's si suk (martial 
uncle), Pak Cheung. Pak Cheung 
lived outside of Foshan. In 1995, 
Andreas Hoffman was given a 
cerriflcare recognizing him as a 

f h Way Yan demonstrates t he finer points 
successor o Jee S im Wing of Jee Shim Wing Chun. 
Chun ("Chi Sim Ving Tsun 
kung fu from Siu Lum"). Today, Hoffman preserves the art of h is 
reacher and ancestors throughout Europe with a strong organization 
of over 3000 members. 

BASIC MOVEMENTS 

Jee Shim Wing Chun kuen has many observable Siu Lam influences. 
Another art that bears many similarities tO Jee Shim Wing Chun in 
stance, body structure, and application is Hung ga kuen. Hung ga 
kuen and Wing Chun kuen are both said m have been derived from 

A slogan from Dal Duk Lam: Ylng Yee Lei Fa Shu 
(Form, Intent ion, Principles, M ethods, and Art ) 
by Way Van. 

the same source, Abbott 
Jee Shim. 

Stances include 
the kay lung rna (astride 
the dragon stance), yee 
jer kim yeung rna (char
acter rwo goat clinching 

stance), jee ng rna (forward stance), sae ping ma (horse stance), nu jee 
rna (cross stance), and diu rna (hanging stance), also known as dingjee 
rna (T-shape stance). 

Beginners are drilled in basic training thar includes jin kutn 
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(arrow fist), a method of straight
line and angular advancing while 
striking. Jee Shim Wing Chun 
includes many other fist and 
palm striking methods, elbow 
and shoulder maneuvers, kick
ing, joint locking, and throwing 
techniques. It is quite different 
from rhe other systems of Wing 
Chun in both content and 
appearance. 

Hand strikes include the 
horizontal fist, vertical fist, back- Andreas Hottman, Dagmar Hoffman and 

fist, and a myriad of vertical and Way Van In Hong Kong. 

horiwntal palm strikes. The arm 
does not extend more than nine
ty-percent while striking. Jee 
Shim Wing Chun favors a right 
leading diu rna stance as the pre
ferred fighting position, and 
slanted body position. A Jee 
Shim Wing Chun practitioner 
will nor face his opponent 
squarely, and one is advised to 
"Ttng nuo yu shun shuok" (Rise 
up, jump about, and shift quick
ly), and "Bien jing mok yan chi" 
(Side and frontal body positions 

"' ., ~- ··_ 
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Hoffman, Way Yan and Cheng Kwong 
pose with the first Muk Van Jong In 
Hong Kong. 

be done without delay). As in other forms of Wing Chun, there are 
the standard movements of tan, bong, fook, gaun, and hum, but they 
are not as emphasized. Kicks include the liu yum gerk (a slanted kick 
to the groin), fo mei gerk (tiger tail kick), chuen sum gerk (heart 
stamping kick), and others. joint locks include finger, wrist, arm, 
and leg breaks, and simultaneous body-to-joint breaks and rhrows. 
Jee Shim Wing Chun is truly a collection of life saving arts. 

FORMS AND TRAINING 

The Jee Shim Wing Chun curriculum includes irs core empty-hand 
set sam bai for (three prayers to Buddha), which makes use of foot
work in al l directions, and teaches body suucrure and mechanics. Sam 
bai jut is the beginning and end of Jee Shim Wing Chun Kuen. It is 
said that Way Yan and Chu Chong-Man practiced together at the Dai 
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Duk L1n tor twenty-six years and 
tried w exhaust rhe infinite 
applications of the set's move
ments. This shows the depth of 
this important set. 

On the whole, the sets of Jee 
Shim Wing Chun kuen move in 
all d irections and place strong 
emphasis on footwork. practi
tioners view their forms as fight
ing sets, which have actual com
bat mean ing. Another set, Wing 
Clnm kuen (Always Spring fist), 
begins in the static clamping 
sta nce bur later includes linear The bal jong (ready position) of Jee 
footwork and the basic hand Shim Wing Chun. 

forms of the sryle. Some refer to 
this set as Wh1g Chun mp yat sao {Wing Chun eleven hands), and it 
provides an insight into the Jee Sh im W ing C hun basics. Also prac
ticed is a set calledjong kuen {dum my fist) , wh ich emphasizes appli 
cations from rhe pole and fisc. jong kuen contains seven concepcu-

'~ 

~ . 
. . 

Jee Shim Wing Chun wooden dummy 
training. 

al hand techniques that are based 
on the system's pole set. It is 
believed to be a set passed o n 
from Chu Chu ng-Man. A set of 
muk yan jong {wooden dummy) 
maneuvers is also taught, This 
set is broken down inro tien yan 
dei {the rriniry of Heaven, earth, 
and man) , and represents appli 
cations of the dummy in respect 
ro attacking the opponent's 
head, torso, and lower body. 
Interesting is rhe low squaning 
postures found toward the end of 
the set. 

T he pole is the favored 
weapon in Jee Shim Wing C hun , 
and the luk dim boon gwun {six
and-a-ha lf-po in t pol e) set is prac-
ticed. The seven conceptual key
words of tai {raise), ion (obstruct), 
dim (point), kit (deflect), got 
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(cut), and lou (leak) are the main points of th e pole ser. lnteresrin gly, 
the Jee Shim fist and pole share the same srances and body structure, 
unlike the other W ing C hun systems where pole and fis t are qui te 
di fferent. Moreover, combinations of movements and co ncepts o f 
the mmg dno (double knives) are 
also pract iced. 

Partner training in Jee Shim 
Win g C hun incl udes chi sao 
(s ticking hands) and san sao (sep
arate techn iq ues). Chi sao begins 
in a double palm up positi on, and 
there is no rolling of the hands as 
in other forms in Wing C hun. 
This is again practiced in the diu 
ma stance with the right leg lead
ing. Chi sao is not a sraric rrajn
ing, but a free flowing art of feel
ing and sensitivity. One empha~ 

sizes using body structure in all 
blows, and nor jusr bei ng limited Andreas Hoffman slfu demonstrates a 
to mere limb strength . Chi sao in movement from sam bal fut . 

Jee Shi m W ing C hun incl udes all 
of the art's striking, jo int locking, and throwing techn iques 

San sao is taught throughout the curriculum and is explained in 
the applications of the various sets. Andreas Hoffman explai ns that Jee 
Shim W ing C hun is nin ery-percent fi ghting applica tion and ten-per
cent forms practice. There are no elabo r:u e two- man fo rms, and appli 

cations are fl ex ible. 

CO NCEPTS AND PR IN CIPLES 

Many of the concepts and princi
ples of Jee Shim Wi ng C hun are 
preserved in oral nadi rions 
known as kum kuit (fist sayings) 
or ho kuit (oral sayi ngs). Many of 
these sayings are identical to the 

~ other branches of Wing Chun , 
Hoffman situ applies a technique from thus indica.ting a common source. 
the three prayers to Buddha set. ln Jec Shim Win g Chun, rhc fi st 

is considered rhe roor of the sys
tem, containing all the applications. T he staff is considered the teacher 
as it is long and heavy and the stress of applying it causes one to utilize 
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Nava Hoffman demonstrates a 
simultaneous controlling and striking 
application. 

(s lant body) positions. 

the body structure. The double 
knives are considered the parents 
as they teach a student to give 
birth to many variations. 

The following five sayings 
(with translation and explana
tion) are but examples of the Jee 
Shim oral traditions: 

• Teng nuo yu shun shuok Qump 
about, and grind quickly). The 
body positions and footwork 
must be nimble and quick. 
• Bien jing mok yan chi (Side and 
frontal body positions be done 
without delay). In facing one's 
opponent, one can change to 
frontal (square) or side facing 

• Lui lao hui sung (As he comes, flow; as he goes, escort) . This com
mon Wing Chun saying refers to the close-quarter fighting range. 
• Lm sao jik chung (When one has 
lost control of the hands, rush in 
like a flood). This refers to close 
fighting range with an opponent. 
• Sao gerk dui siu, mo jit jiu 
(Hands and feet defend accord
ingly, there are no unstoppable 
techniques). 

Four favorable situations 
for Jee Shim Wing Chun practi
tioners include bok (closing in and 
burring in combat, co pounce 
upon, fight),fook (to defeat, sub
due, and control your opponent), 

/ 

yao (to lead the opponent tO An example of controlling and strlklnll 

induce your opponent's reacdon} , at the low-nne level. 

and lao (to leak into an oppo-
nent's defense). 

Since Jee Shim Wing Chun kuen came directly out of the Siu 
Lam temple, and Jcc Shim was a sim si (Zen master), the art is taught 
with overtones for reach ing enlightenmenr. As in seated meditation, 
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the active goal of Jee Shim Wing 
Chun is ro reach enlightenment 
where a student's mind is able co 
go free, and simply flow with the 
circumstances. The forms of Jee 
Shim Wing Chun can be seen as 
a hua to (Zen koan) for the stu
dent co solve in order co reach 
ultimate reality. 

CONCLUSION 

Jee Shim Wing Chun may pro
vide us with the earliest link as to 

what was practiced on the Red 
Boars. The conceptual ground
work and similariry between this Andreas Hoffman In a movement from 

system and Siu Lam are evident the sam bal futset. 

in stances, fighting tactics, and 
physical and mental training. Jee Shim Wing Chun is extremely rare 
now in China and Hong Kong, as ir was raughr in relative secrecy. It 
has remained virruaJiy unknown m even Wing Chun practitioners 
around rhe world. lr is hoped rhar through the efforts of Way Yan, 
Cheng Kwong, and Andreas Hoffman , rhis art will be preserved for 
generations to come as it is an important legacy of the Wing Chun 
system and family of martial arts. 
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Chapter 9 

OTHER WrNG CHUN KUEN STYLES 

Throughout the history of W ing Chun , many highly ski lled individ
uals have learned the sryle, mastered it, and passed along their teach
ings. Each master broughl to W ing Chun unique insight, experience, 
and genius. As a result , over the generations many extraord inary inter
pretations of W ing Chu n have evolved. While the preced ing chapters 
have presented seven of these branches, there remain many others in 
both China and Southeast Asia. 

FUJIAN WING CHUN KUEN 

Fujian Wing Chun represents a group of simil ar sryles said to 

descend from rhe Fujian Siu Lam Jee (S haolinsi or Young Forest 
Temple). Legends hold that Jee Shim taught the martial arts in the 
Wing Chun Dien (Always Spring Hall) of the temple. Following 
Siu Lam's destruction, several of his disciples were said to have 
spread his teachings including Fong Sai-Yuk and Hu Hui-Gan who 
brought the art to Gua ngdong. 

The basic curricu lum includes fo kuen (variegated fist) , mui fo 
baat gwa (plum blossom eight rrigrarns), ping yao kum (level smooth 
boxing), /itt jetmg (Buddha's palm) , boat sik dan da (eight form single 
hit) ,/ien wan kao da (continuo us capture hi t),jong kum (dummy box
ing), and luk dim boon gwun (s ix-and-a-half-point pole). 

HUNG SUEN HAY BAN WING CHUN KUEN 

Nor to be confused with the Wong family style of a sim ilar name , 
this variatio n is sa id to come fro m the Red Junk Ope ra of the mod
ern era. While people such as Leung Jan and Fu ng Si u-Ch ing had 
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begun ro spread the art beyo nd rhe opera decades earlier, it is held 
rhar Wing Chun also remained on rhe Junks, continuing irs devel
opment and gaining other influences. The art was introduced in 
the Un ited Stares by Yeung Fook. Yeung Fook learned iron board 
the Red Junks wh il e a member of the Ope ra Company in the early 
I 900s. Yeung Fook taught his art ro David Harris, and is also said 
to have been an influence on Bruce Lee when Lee moved lO the 
U.S. In England , Leung Kwok-Keung (Liang Guoq iang) reaches a 
different version of rhe sryle. 

Yeung Fook's sryle is said to consist mainly of separate techniques 
and to have a southern mantis flavor. Leu ng Kwok-Keung's system has 
modified and expanded the forms siu nim tao, churn kiu, biu jee, muk 
yan jong, /uk dim boon gwun (s ix-and-a-half-poi nt pole), and wu dip 
dao (butterfly knives). lr has also integrated other sers like the foot
work intensive chut fun (seven wheels), chermg lung tan yue (long drag
on explores rhe moon) which includes claws and kicks, and bak hok 
tan sui {wh ite crane explores water) wh ich integrates the movcmcms 
of the rhree Wing Chun forms and the wooden dummy. It is also sa id 
to include other weapons as wel l. 

MALAYSIAN WING CHUN KUEN 

Wing C hun was brought ro Malaysia in the I 930s by Yip Kin. Yip 
Kin was said ro have been a p ractitioner of rhe "AJways Spring" or 
Hung ga sryle who later learned some of the Wing-Chun art from his 
wife and/or father-in-law. His reachers were said to have included So 
Koi-Ming (a student of Leung Kwai-Lam) and/or C hing Tan-Kin. In 
the I 930s, Yip Kin moved from Guangdong to Malaysia where he 
bega n spreading rhe sryle in Kuala Lumpur. Yip Kin passed away in 
I 968, leaving his Malaysian Wing Chun ro his son, Yip Fook-Chok, 
and students such as Wong Yan-Sang. 

Malaysian Wing C hun forms retain the traditional salutation 
(signifYing the overthrow of the Qing and restoration of the Ming) 
rhar is commonly seen in southern Ch inese martial arrs sryles such as 
Hung kuen. The curricu lum consists of siu fo kum (small flower fist), 
dai fo kum (big flower fist), fook fo /men (subdue tiger form), siu ng 
ying (small five animals), tiet pao jar~g (iron elbow), yum yeung baat 
gwa gwun (yin yang eight trigram pole), muk yan jo11g (wooden 
dummy) , /uk dim boon gwun (six-and-a-ha lf-po int pole), wu dip seung 
dao (double butterfly knives), rnui fo cheung (plum blossom spear), lao 
yip seungdt1o (willow leaf double knives),fookfi• dai ptt (subdue tiger 
big trident), ch1m chiu dai dao (big spring autum n knives), and vari
ous rwo-person sers. For sensiriviry training, Malaysian Wing Chun 
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uses a more complex form of single sticking hands comprising eight 
hand motions. These hand movements link linear and circular tech
niques to reach the basics of dominating che centerline, circumvent
ing the centerline, and losing and regaining the centerline, coupled 
with pivoting and stepping. In addit ion there are rwo types of double 
sticking hands; the first type works on dominating the inner gate 
using up and down motions and the second one uses the arms to draw 
circles while maintaining contact co constantly circle from inner co 
outer gate back LO inner gate. 

PIEN SAN WING CHUN KUEN 

Pien san (side body) W ing Chun has its roots in the Gu lao vi llage 
teachings of Dr. Leung Jan. Retiring from his pharmacy in Foshan at 
the age of 73, Leung Jan returned to his native village of Gulao in 
nearby Heshan. There, he made the acquaintance of his neighbor, 
Wong Wah-Sum, who seemed intent upon developing the skills of 
self-defense. Deciding to rake on a few students, Leung Jan taught 
Wong Wah-Sum, Yik Ying, Leung Bak-Cheung, and others until he 
passed away at the age of 76. The Gulao branch of Wing Chun was 
taught exclusively to native villagers. Wong Wah-Sum's students 
included Fung Lim (known as "Fei Lo" Lim or "Far Man" Lim) and 
Koo Siu-Lung. Fung Lim was said to have previously spent over a 
decade and a half practicing Fujian Siu Lam fist and mixed the meth
ods, leading him to develop a fierce approach to Wing Chun. The 
Fung fam ily, including Fung Lim, Fung Seung-Hoi, and Fung Lim's 
son, Fung Sang (generally credited as the founder of the side body 
branch of Gu lao Wing Chun), eventually moved to the nearby 
provincial capitol of Guangiliou . Having learned from his father and 
from his martial uncle, Koo Siu-Lung, Fung Sang possessed a well
rounded knowledge of the arr. Among Fung Sang's students were said 
to have been Sung Chen and Lee Shing (who may also have studied 
under Fung Yee-Min and Ng Jung-So, and later in Hong Kong with 
Yip Man, Lok Yiu, and Jiu Wan). Another student of Fung Lim and 
Koo Siu-Lung, Lee Ding moved to Canada in the late 1980s where he 
taught a few studentS. 

The Pien San Wing Chun, like most branches, uses short bridges 
and narrow seances, primari ly the yu ju kim yeung ma ("yee" charac
ter damping yang stance). It favors a relaxed upper body and agile 
stances and steps that can move and turn dynamically. It also makes 
use of the fong ngan chui (phoenix eye punch). The style itself is 
composed of a set of san sao (separate techniques) which makes heavy 
use of pien san ma (s ide body stance) turning, the spear-technique 
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inspired sam dim boon gwzm (three and a half poinr pole), and a set of 
southern Siu Lam Seung dao (Shaolin double knives). 

VIETNAMESE WING CHUN 

Accounts name the founder ofVietnamese \Ving Chun (romanized by 
practitioners as Vinh Xuan), as Ngyen Te-Cong (Yuen Chai-Wan) or 
sometimes Luong Vu-Te. As there are many parallels in their stories, 
they may be referring to the same individual (with some accounts hav
ing been distotted over time). Stories of Ngyen Te-Cong relate that he 
was born in 1877 in Foshan and was said to have learned under Leung 
Jan, alongside Chan Wah-Shun, Yuen Kay-San, and Fung Siu-Ching. 
In 1936 he moved to Hanoi and founded his first school. He later 
relocated to Saigon in 1955 where he established a second school. 
Ngyen Te-Cong passed away in 1960 at the age of 84. Among his stu
dents was Nguyen Duy-Hai who was born in 1917. Nguyen learned 
first in Hanoi in 1954 and later continued in Saigon in 1955. Nguyen 
Duy-Hai died in 1988, leaving his an to Huinh Ngok-An who 
brought it to Russia in 1990. Tales of Luong Vu-Te maintain he stud
ied under Chan Wah-Shun alongside Yip Man and others. Born in 
Foshan, but of Viemamese origins, Luong was said ro have later 
moved back to Vietnam. He was first said to have taught in North 
Vietnam and later, when peaceful relations were restored, moved 
south where he taught a different version of the art before passing 
away in 1973. Among his students was Bac Quy. Accounts of Yuen 
Chai-Wan (known as Dao Po Chai, or Pok Face Chai) in Foshan hold 
he was the elder brother of Yuen Kay-San and studied beside him 
under Fok Bo-Chuen, a student of opera performer Dai Fa Min Kam 
and Wong Wah-Bo. Later, the Yuen brothers studied under Fung Siu
Ching (another of Kam's students) at their home in Mulberry 
Gardens, alongside Ma Jung-Yiu, Au Shi, Lo Hao-Po, and others. In 
the 1930s, he was invited to teach Wing Chun in Vietnam, at the 
Nanhai and Shunde Associations by Chinese expatriates. 

Vietnamese Wing Chun includes the siu nim tao (tieu luyen dau 
or little idea), siu mui fo (tieu mai hao or little plum flower), hok ying 
sao bo (hac hinh thu boor crane shape hand step), and hong lrmgfook 
fu kum (hang longphuc ho qum or conquer dragon subdue tiger fist) 
forms . They also train with the muk yan jong (moe nhan xuan or 
wooden dummy), single and double headed luk dim boon gwun (luc 
ditm bau con or six-and-a-half-point pole), baat jaam dao (bat tram 
dao or eight chopping knives), and are said to be famous for their 
gim (sword). !-lei gung is reportedly very important to the practice of 
Vietnamese Wing Chun. In addition to the ng ying hay gung (ngu 
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hinh khi cong or five shape [animal) qigong) form, almost thr<e 

dozen complex exercises are practiced, encompassi ng roughly fifty
percent of training. 

YIU KAI WING CHUN KUEN 

Wing Chun spread from Fujian Siu Lam disciple Yim Sei. To avoid 
arrest, Yim fled Siu Lam to Guangxi with his daughter, Wing-Chun, 
where he sold tofu for a living. In around 1810, he began teaching the 
Fujian martial arts to his daughter. Wing-Chun, while washing clothing 
one day, saw a snake and crane fighting and found inspiration to refine 
the styles to better suit her own needs. She later married Si u Lam disci
ple Leung Bok-Chao, who fell in love with her while watching her prac
tice beneath the moon light. Leung Bok-Chao learned the art from his 
wife and when Yim Sei passed away a short time later, the couple moved 
to Shangxi. Due to local turmoil, in 18 15 they relocated to Guangdong 
and began teaching "Wing-Chun's" boxing. They soon settled in 
Zhaoqing where they continued passing on the art. Zhaoqing was a 
common stop on the Red Junk Opera performers' route. During one of 
the shows, Leung Bok-Chao and Yim Wing Chun met performers 
Wong Wah-Bo (who played the martial lead), Leung Yee-Tai (who 
played the "female" martial lead), Dai Fa Min Kam (who played the 
painted face role), and Siu Fook (who played the romantic lead). 
Striking up a friendship, the performers soon became their students. 
Wong Wah-Bo and Leung Yee-Tai later mired to Foshan where they 
taught their ski lls to the son of a pharmacist named Leung Jan. Dr. 
Leung Jan spread the art rhroughout Foshan. His most renowned stu
dent was Chan Wah-Shun who taught Wing Chun to NgJung-So and 
others. Ng Jung-So passed his art along to his son, Ng Yat-Fei, and to 

students Fok Joy and Yiu Choi. (some accounts suggest Yiu Choi also 
received lessons from Chan Wah-Shun). Yiu Choi handed the art on to 
his son, Yiu Kai (who some relate also received training under NgJung
So). Yiu Kai taught Wing Chu n in Foshan for decades to students such 
as Leung Keung, Tang Wai-Po, and others. 

Yiu Kai W ing Chun follows the key concepts of tan (spread-out), 
Jook (subdue), bong (win g), and the cardinal principle "lui !no hui 
soong, !111 sao jik chung" (keep what comes, send off what goes, charge 
straight when the hand is free). 

OTHER BRANCHES 

There remain yet other branches of the W ing Chun art that arc not as 
widely known. Go Lo Chung of the Red Junk Opera passed along his 
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version of Wing Chun 10 his son-in-law, Yin Lee-Cheung. Leung Jan 
was said 10 have taughr many students, including Lai Yeung-Yin, also 
known as Lai Yin g. Lai Yeung-Yin passed his art along 10 Wong Jing 
who later practiced alongside Sum Nung under Yuen Kay-San. Wong 
Jing taught few people, among them was said to be Mai Gai Wong 
(Rice Machine Wong) who was also said to have learned a little from 
several other instructors and gained a large following in the region. 
Fung Siu-Ching's student, Leung Yan taught his brorher, Leung Jik, 
and wgether they passed along Wing Chun in Foshan. 
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C o nclu si on 

The previous chapters have presented numerous differing views on the 
genesis and evolution of the Wing Chun sryle. These histories provide 
many intriguing scenarios bur leave many unanswered questions. 
What then are the personal conclusions of the authors' It very diffi
culr 10 say with any certainty who created and developed the Wing 
Chun sryle. Presented here, however, are the authors' own opinions 
and speculations as broken down into five critical stages. While con
clusions almost inevitably create controversy, ir is hoped that our 
Wing Chun brothers will consider our thoughts wirh open minds and 
generous heans. 

STAGE 1 , PREDECESSORS OF WI NG CHU N 

Wing Chun's early history exists more in fiction than in fact. Over the 
cemuries, many popular folk-tales have sprung up, each dramatic and 
exciring in its own right, which seek ro explain the origin of rh is great 
group of styles. Throughout rhe myriad legends, many individuals have 
come 10 be linked in one way or another with the founding of the sryle. 
These people and their connections to Wing Chun's genesis, whether 
real, based on reality, or woven from the fabric of age-old stories, have 
come to be an importanr parr of Wing Chun's richly textured past. 

Due to the revolutionary activities of the time martial artists 
sometimes hid behind nicknames, stage names and, in some cases 
(due to modesty or marketing), linked their arts and innovations 
to fictitious archetypa l characters or the names of real bur uncon
nected historical figures. In fact, in ancient China it was not 
uncommon to create an art and then attribute it to a famous ances
tor or mythical founder so rhat the art wou ld look more valid . 
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Rarher rhan "new and improved," rhe Chinese tended ro place 
more value in arcs they perceived as ancient and traditional. 

The historical accounts of Pan Nam Wing Chun place rhe 
beginning of the art which would become Wing Chun in the mid-
1670s wirh rhe founding of the Tien Dei Wui (Tian Di Hui or 
Heaven and Earth Society) anri-Qing revolutionary movement. This 
can perhaps be seen as the catalyst which would ultimately lead to rhe 
development of Wing Chun. In the 1640s, when the Manchurians 
invaded China, they overthrew the Ming Dynasty of rhe Han nation 
and established the Qing Dynasty. The Siu Lam Jee (Shaolinsi or 
Young Forest Temples) gave shelter to rhe Ming loyalists and revolu
tionary movements quickly sprang up around, and within, rhe tem
ples. In some cases, rhe monks themselves may have been involved 
while in others rhe revolutionaries took on the names and habits of the 
monks to disguise their true purposes. During rhis time, manial arts 
development turned ro techniques that could be learned quickly and 
used effectively to counter the classical arts employed by the 
Manchurians. This could be the ancient root of rhe core san sao (sep
arate techniques) which would later filtered down to the Guangdong 
Hung Suen Hay Ban (Cantonese Red Junk Opera Company). 

It is said that the main Siu Lum temple was in Songshan, 
Henan. Oral accounts suggest that there were also temples in Fujian, 
Jiangxi, Guangdong, among other locations. This has led ro some 
confusion as to which temple Wing Chun legends are associated with. 

Since Wing Chun, in all its myriad forms, resembles rhe mar
tial arts of Fujian and Guangdong far more then it does the northern 
styles, iris likely that if a strong Shaolin connection truly exists, ir is 
ro be found in the Fujian temple. It should be noted, however, that 
while the Henan temple, rebuilt several times over the millennium 
sti ll exists today, there is no Fujian Shaolin or remnants to supporr rhe 
fact that it ever existed. Perhaps this firs with the old legends of 
Shaolin being laid to waste by the Manchurians, leading to the spread 
of the ancestors of Wing Chun. Conversely, perhaps the existence of 
the temple is nothing more then a folk story and Wing Chun's origins 
lie instead in the simple villages of these regions. 

While Wing Chun is only thought to have acquired irs name 
much later (during the early 1800s), the roots of the name may well 
dare back to this period. There are many different stories that suggest 
how the Wing Chun style got its name. Some have speculated that the 
name Wing Ch un was used to honor and remember the Wing Chun 
Tong (Always Spring Hall) of the Siu Lum Temple where rhe fabled 
Jee Shim taught the martial arts (s ince this hall does not exist in the 
Henan Temple, it may have been in the legendary Fujian Shaolin 
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temple) . Some hold that the art was prac-
ticed in Yongchun (Wing Chun or 
Always Spring) county m Fujian 
province and was he nce named 
Yongchunquan (the boxing art of 
Yongchun county). Pan Nam Wing 
Chun relates that the name Always 
Spring was formed from the name of 
revolut ionary leader Chan Wing-Wah 

and a combination of the characters yat The character for wing 

(sun), tai (great) , and tin (heaven), refer- meaning "always, perpetual , 

ring to the Ming dynasty and Heaven everlasting." 

and Earth Rebellion. One very popular 
tale holds simply that it was named in 
honor of irs fabled founder, Yim Wing
Chun. One of the more interesting sto
ries comes from rhe Pao Fa Lien style 
which states that the name is a reduction 
of the revolutionary slogan: "Wing yu11 
chi jee; mo mong Ho11 juk; Dai day wui 
clnm" (Always speak with determina
tion; Don't forget the Han nation; Again 
will reru rn spring). 

As can be seen from the above, 
some branches of Wing Chun use the 
character for Wing meaning "always, per

The character for wing 
meaning .. to recite, to sing, 
to chant." 

petual, everlasting,'' while others use the meaning "w recite, ro sing, 
ro chant." Some accounts hold that the former character was changed 
ro the latter in attempts ro further obscure irs anri-Qing meaning. h 
is possible, however, that since that both characters sound similar and 
were passed along verbally, sometimes the version used may have 
changed back and forth from generation ro generation. 

We may never know the true origin of the name, bur it should 
be noted that during the Qing dynasry, the name Wing Chun (Always 
Spring version), with irs deep revolutionary meani ng, had been used 
by many different sryles from the Fujian area. This included the ances
tor of Hung ga kuen (wing chun kuen) and white crane (wing chun 
bak hok kuen). These systems may or may not have shared a common 
origin but they shared a common purpose-to overthrow the Qing 
and resrore the Ming) . While the other styles had more unique names 
by which they later attained fame (and became more commonly 
known), the unique fighting methods of rhe Hung Suen had no other 
name, which may be why the Wing Chun name stuck. 
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STAGE 2, FOUNDERS OF WING CHUN 

We believe that the seeds of what has become Wing Chun were sown 
on the Red Junks by Cheung g (Zhang Wu), known as Tan Sao Ng 
for his peerless skill with the technique. He is mentioned in both the 
historical accounts of the Guangdong opera, written by authors such 
as Mok Siu-Ha and Man Yiu, and the transmissions of the Pan Nam 
and Hung Suen Wing Chun styles. 

It is unanimously stated that Cheung Ng settled in Foshan, 
Guangdong where he organized the Red Junk Opera, founding the 
Hung Fa Wui Goon (Red Flower Union), and taught his skills ro the 
members of the company. 

Since the Red Junks gave birth tO the early forms of Wing 
Chun, it is reasonable ro assume that Cheung Ng's material had at 
least some inAuence on the genesis of the style. In addition, 
Cheung's nickname, Tan Sao, is the name of one of the principle 
techniques of Wing Chun kuen. Whether Cheung's art was an 
onhodox northern system or a revolutionary collection of separate 
techniques and concepts is unknown. In either case, it probably did 
not greatly resemble the Wing Chun we see today. What then did 
Cheung Ng's martial arts resemble? 

Opera accounts state simply that Cheung Ng of Wu Pak was 
highly skilled in both northern opera and in the techniques of Siu 
Lam. Both Hung Suen and Pan Nam Wing Chun trace Cheung Ng's 
art back ro a twenty-second generation Siu Lam disciple known by the 
Buddhist name Yat Chum ("Speck of dust"). Hung Suen Wing Chun 
stares simply that she was a master of a special form of Siu Lam. Pan 
Nam's accounts suggest that Cheung knew a blend of Northern styles 
including tai gik (taiji or great ultimate), tong long (tanglang or prey
ing mantis), ying jow (yingzhao or eagle claw). and gum gang jeung 
(jingangzhang or diamond palms). Whereas the Pan Nam style may 
have movements that suggest such an origin, in this respect ir is 
unique among the Wing Chun branches. On examination, tai gik 
kuen was an an undergoing parallel development ar this time in 
Chenjiagou in Henan province and really unavailable to outsiders 
until Yang Luchan brought it to Beijing in the early 1800s. Therefore 
it is highly unlikely that taijiquan cou ld be part of the Wing Chun 
kuen of the early to mid 1700s. In regard to tong long, while Wing 
Chun is very similar to southern mantis (in body structure, stance, 
and techniques), it is not close to nonhern mantis at all. Ying jow is a 
famous northern style (with variations in Shandong and Southern 
China). Again, only Pan Nam Wing Chun has any similarity to a 
southern version of ying jow with it's three-finger claw grip. Lastly, 
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gum gang jeung is a famous training method for palm techniques in 
the Shaolin. Wing Chun kuen, whi le using a great number of palm 
techniques, does nor make use this term w describe them. Without 
further information, it is difficult to see how Wing Chun is composed 
of these ans. 

A classic saying relates that "Nan quan bei tui" ("The south 
punches, the north kicks). In general, northern styles stress more 
diverse and dynamic kicks and their sets typically go from left to right 
in a straight line. Southern sets, by contrast, typical ly move in all 
directions and place their emphasis o n handwork. A look at the tech
niques of Wing C hun forms would indicate they are primarily of 
southern descent. Yet, forms such as Chum Kiu and Biu Jee arc typi
cally done in a straight line from left to right, which may reaffirm a 
northern influence. Perhaps Cheung Ng did bring northern styles, 
along with the opera sets (which typ ically made use of the bold and 
open movements of northern boxing) and this led to the influence in 
choreography rather then actual stylistic flavor. 

Oral transmissions of both Pan Nam Wing Chun and Hung 
Suen Wing Chun relate that C heu ng Ng personally taught his system 
to Wong Wah-Bo, Leung Yee-Tai, Dai Fa Min Kam, and others. Pan 
Nam suggests this occurred in the early- to mid-!800s while Hung 
Suen indicates the early to mid-!700s. Since the histories of the opera 
state that Cheung Ng only arrived in Foshan sometime between the 
early-1720s and mid-!730s (decades before the fabled destruction of 
both the Henan and Fuj ian Shaoli n temples), it is doubtful he could 
have lived long enough to have given them personal instruction. 
Likewise, as Wong, Leung, Kam, and the other opera members 
involved with Wing C hun were active in the mid-!800s, it is unlike
ly they could have lived early enough for direct transmission. In all 
probabiliry, there were a few generarions in between the two periods, 
during which time Wing Chun evolved on the Junks. Perhaps in those 
few generations, the missing names of inherirors are those preserved 
in the accounts of the other rradicions. 

People said to have taught the martial arts to the Red Junk 
performers (o r to their ancesto rs} include the fabled ng jo (wuzu or 
five elders) such as Jee Sh im Sim Si Uee Shim Chan Buddhist 
Teacher) and Ng Mui Si Tai (Five Plums Nun}. Links between the 
Five elders and the Red Junks have included Miu Shun, Miu Tsui
Fa, Fung Sai-Yuk, Yim Yee, Yim Wing-Chun, and Leung Bok-Chao. 
Whether these cha racte rs are fi ctional archetypes of Southern fist 
traditions o r real people is not entirely clear. Since these characte rs 
are popular in folk novels and have been romanticized in rad io sto
ries, newspaper articles, television series, videotape series, and 
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movies, they are well-known throughout southern China. They have 
become so much a pan of the culture that, in some circles, denying 
their existence is considered blasphemous. 

These stories were often set in southern China during the Qing 
dynasty when the Manchurians treated the Southern Chinese with 
great cruelty. Heroes strive to overthrow them and to give the people 
hope may have been a folklore necessity. In these times, if one's art was 
connected to these five quasi-deities, it would be considered excellent 
and unsurpassed, lending it great credjbiliry. Since so many connec
tions to the various f.unous folk heroes occurred in the history of 
Wing Chun, it is most likely that the art's history became distorted 
with the addition of these fables. 

Stories about the five elders' activities ranged from the fairly rea
sonable to the outrageously absurd. Some may suggest that tales of the 
five elders are found in so many different styles and accounts, that 
there must be some kernel of truth to them. In fact, many who have 
written and continue to write stories about the origins of southern 
Chinese martial arts time and again refer to the fables of the "five 
elders." It should be noted, however, that during the Qing dynasty, 
martial arr pulp novels (romanticized soap opera-like stories) were 
already in circulation and some, like ~n Nian Qing (Ten Thousand 
Years Green) contained highly dramatized accounts of the five elders 
turning on, and eventually killing, each other. As these stories have, 
over the generations, become accepted history in several styles, it is 
not hard to imagine that they may be the source of the similar 
accounts, rather then referring to an actual group of "five elders." 

Of the five elders, rwo in particular are very closely tied to the 
fables of Wing Chun. Jee Shim is linked to many southern martial 
arts including the famous five major family systems of southern 
China (Hung, Lao, Choy, Lee, and Mok). Following his departure 
from Siu Lam, he reportedly wandered the country looking for stu
dents w aid in the resistance. Many accounts have him cvemuaJiy 
joining the Red Junk troupes and introducing them to the Wing 
Chun (Always Spring) style and the luk dim boon gwun (six-and-a
half-point pole). It is uncertain whether Jee Shim himself taught 
Hung Suen members Wong Wah-Bo, Leung Yec-Tai, Dai Fa Min 
Kam , and others directly (as many legends suggest), or if the art(s) 
attributed to him simply came down 10 the Red Junks through the 
generations. It is interesting to note that some versions of rhe 
"Always Spring" style and Hung ga kuen share similar characteris
tics, and both name Jee Shim as their source. 

In legend, Ng Mui is named as an inheritor of Siu Lam kuen 
(Young Forest boxing), Wudangquan (Wudang boxing), and/or Ngok 
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ga kuen (Yuejiaquan or Ngok fa mily boxing), and/or as the founder of 
Wing Chun kuen (Wing-CilUn's boxing), Ng Mui pai (Wu Mei pai or 

g Mui's style), lung ying mor kiu (dragon shape rubbing bridges), bak 
hok kuen {whi te crane box ing), ng ying hung kuen (fi ve shape hung 
boxing). O ne tale also names her as the daughter of a Ming general. A 
favo rite fo lk hero and revolutionary cover story, she is also linked to 
many different places, among them Mo Dong San (Wudangshan) in 
Hebei, Si u Lum Jee (Shaolinsi) in Henan or Fujian, Ngo Mei San 
(Emeishan) in Sichuan, Bak Hok Jee (Baihesi) in Yunnan or Sichuan , as 
wel l as vario us locat io ns in G uangxi, and Guangdo ng. 

There are many, ma ny fables about Ng Mui . These stories, long 
favo red by the pulp novelists, provide few real explanations and leave 
many quest io ns unanswered. Sophist icated man ial an develo pment is 
seldo m, if ever, the prod uct of a few mo ments of inspirario n derived 
from watching animals fi ght, or even a few months of speedy teach
ing, bur of yea rs and generations of careful refin ement. To think thar 
a ralenred mania! an isr can be inspi red by a snake and crane fighti ng 
and develop a co mpletely new martial arts system is almost incom
prehensible. Time and aga in, however, the fa ble of Ng Mui creating 
the W ing C hun system is told to new, naive srudems by their sifu as 
if rhey were divine facts ca rved in ston e. In our opinions, it is doul)[
ful that any of these stories are real and thar Ng Mui is more then like
ly connected to Wing C hun o nly in fable. Although such tales can be 
romantic and inspirat ional, and cenainly have thei r place in the rich 
culture of Wi ng Chun, ir is importam w clea rly distinguish them 
from historica l facr. 

Perhaps the name "Ng Mui ," similar to "Cheung Ng" (in that 
rhe character "fi ve" is present in both their names) provides the con
venience of racking on a fa mous character ro rhe origi n of Wing Chun 
ro help popularize rhe an and cover rhe various revolucionaries. 

Miu Tsui-Fa, daughter of elder M iu H in, and sometime student 
of Ng Mu i, is occasionally mentioned as having taught the double 
knives to Yim Yee and/or Yim Wing-Chun . As the Wing Chun kni fe 
methods are al most indisringuishable fro m the fist fighting methods, 
ir is very difficu lt ro believe thar rhey were added in from an extern al 
sou rce (unless the legends describe M iu Tsui-Fa giving an actual pair 
of knives to the fa bled Yi m Wing-Chun). 

Fo ng Sai-Yuk, so n of Mi u Tsui -Fa, was another larger-than-life 
mart ial arts folk hero. Reportedly bathed in dit da jow (fal ling and hit
ring wine; a type of herbal medicine) since bi rth to make him practi
cally invulnerable, he was rhc subject of numerous pulp novels (a nd in 
more recenr times, movies) . In fables of Fuj ian W ing Chun , Fong Sai
Yuk was said ro have been a disciple of Jee Shim alo ngside Hung Hay-
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Goon, and was reputed to be an expert in many rypes of martial ans, 
including Fujian Wing C hun which it is claimed he later spread. Due 
again ro a lack of supporting material and the Chinese martial pen
chant for linking styles to fa mous folk personalities, we think it is 
doubtful a strong connection ex ists beLween Fong and what is com
monly considered to be the major Wing C hun branches. 

Yim Yee, also called by the name Yim Sci or by the nickname 
Yee Gung (G randfather Yee) , is sometimes cast only as the father of 
Vim Wing-Chun while other tales give him a much more importan t 
role. One fab le holds that he was a Siu Lam disciple who larer received 
training from a Guangxi monk named Miu Shun. Mui Shun was said 
ro have been a swdent of Ng Mui who mixed the nun's white cra ne 
boxing with his own scylc to create a new system. One interesting 
accoum suggests rhar in the late 1700s Yim Yee was a revolutionary 
connected to both the Fujian temple, and the Hung Mun Sociery's 
militant Hung Gwun (Red Pole) seer. A master of such advanced 
systems as Wing C hun bak hok kuen (Always Spring white crane 
boxing), sae ying kuen (snake shape box ing), and others, o ne story 
relates that it was Yim Yee himself who created Wing C hun . 
Distilling his knowledge, he was said to have named the style in 
honor of the place in which he li ved, Yongchun (Wi ng Ch un) 
County, Fujian . Most accounts, however, relate th at Yim Yee fl ed 
Fujian with his daughter ro avoid arrest a< the hands of the Qing and 
sold tofu for a living in either Guangxi o r Yunnan . As Gua ngxi bor
ders on both Fujian and Guangdong, it is perhaps a more likely tran
sit ional location for th e arr. 

Yi m Wing-Cillln is another famous subject of pulp novels and 
modern movies. Many legends ex ist of her learni ng Wing C hun from 
Ng Mui , and one even relates rhar ir was she and nor her famed mis
tress who wi tnessed the fight between the snake and the crane. The 
stories ofYim Wing C hun hav ing ro learn martial arts fo r revenge or 
ro spurn a ruffian's harass ment and advances lend a great romantic 
twist to the story of Wing Chun. lt has, however, led to rhe misraken 
impression that Wing C hun kuen can be mastered in a very short rime 
(although Wing Chun kuen may be learned in a relatively short rime, 
years of pract ice are required ro truly master it). 

Another version of this story suggests that in the early 1800s, 
Yim W ing-Chun learned snake and crane shape boxing, and possibly 
other Fuji an methods, from her father, Yim Yee, and refined them to 
bercer suit her own body structure. These srories, involving rhe com
bination of W ing Chun white cra ne boxi ng with snake shape boxi ng 
does provide some intriguing possibilities. A comparison of modern 
Wing Ch un kuen with Fujian Wing Chun bak hok kuen and sae yi ng 
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kuen reveals some strong similarities. Perhaps there is a grai n of truth 
in these srories and Wing Chun could be a combination of both of 
these arts. It is not impossible to think that the folkstory of a snake 
and crane ftghting originated with the actual blending of snake and 
crane boxjng. 

The Hung Suen sryle, by contrast, suggests that the name Vim 
Wing-Chun was merely an expansion of the Wing Chun revolution
ary motto, adding the character Vim (meaning, "protect"). This lends 
doubt to whether or not Vim Wing-Chun was, in fact, a real person . 
Perhaps the name was again a revolutionary cover hiding the actual 
person behind these events. 

Around 1810, Yim Wing-Chun was said to have encountered 
and later married Leung Bok-Chao. Many different backgrounds have 
been given for Leung, including a Choy ga or Hung ga disciple from 
Zhaoqing, a former Siu Lam disciple from Jiangxi or Henan, a sale 
merchant, or a performer with the Red Junk Opera. Most tales state 
that sometime around 1815 or 1820, Leung journeyed to Guangdong 
and taught his wife's art ro Wong Wah-Bo, Leung Yee-Tai, Dai Fa Min 
Kam, and other members of the Red Junk. Accounts of the Yip Man 
sryle mentioned a man by the name of Leung Lan-Kwai (sometimes 
said to have been an opera performer, other rimes an osteopath or 
wealthy scholar) as the bridge between Leung Bok-Chao and the Red 
Junk members. All other versions exclude him entirely, or mention 
him only in passing as a classmate of the other performers. 

Tt is interesting to note that almost exact parallels exist between 
folk stories of the Wing Chun and Always Spring White Crane styles. 
Both relay the tale of Ng Mui gaining inspiration to invent their art 
from witnessing a battle between a snake and a crane. Both have 
accounts of a father (Yim Sei and Fong Jong respectively) teaching the 
Fujian Shaolin arts to his daughter (Yim Wing-Chun and Fong Chut
Leung) who then taught their husbands (Leung Bok-Chao and 
Chung Sci) who later spread the arts. Lastly, both have stories men
tioning their being named after Yongchun, Fujian . Due to the simi
larities, it is possible that these individuals are all just different incar
nations of the same archetypal characters, used w disguise the real rev
olutionaries involved in the arts. 

What is a1so confusing is that in some stories Ng Mui's student 
was not named Fong Chut-Leung, but rather Fong Wing-Chun. Fong 
Wing-Chun later became the wife of Hung Hay-Goon. Hung alleged
ly combined his Siu Lam tiger fist art learned from Jee Shim and his 
wife's white crane sryle to give birth to Hung ga fu hok pai (Hung 
family tiger crane style). [s this Cantonese version of Fong Wing
Chon actually a bastardization of the story of Fong Chut-Leung (Fang 

114 



Qiniang), the actual creator of Fuj ian Bak Hok kuen (White Crane 
boxing)? One outlandish account even suggested that Hung Hay
Goon later changed his name to Leung Bok-Chao and went to hide 
on the Red Junks. The Fujian white crane style and history is so far 
reaching that it has even spread to Okinawa in the form of hakursura 
kenpo (Japanese: white crane fist methods). In fact, the Kuen Po {Fist 
Register book) of the whi te crane style, Wu Pei Chi (Bubishi in 
Japanese), is revered there by Okinawan karateka. Guangdong is a lot 
closer to Fuj ian than Okinawa and the tales of white crane boxing 
more than likely found their way to Guangdong as wdl. 

One must wonder why the names Fong Wing-Chun and Yim 
Wing-Chun are so sim i las, and why all these stories have so many pasal
lels. Some have suggested that they all involved the same people. Again, 
the authors believe the fables of the five elders and their disciples are just 
that-fables based, perhaps, on a grain of truth, which have been inter
woven into the histories of many southern styles over the years. 

STAGE 3, REO JUNK ANCESTORS OF WING CHUN 

Beyond the Wing Chun Kuen of early fables, many remarkable mas
ters have inherited the an and passed it on to new generations. Each, 
doubtless, b rought to rhe style their own unique gen ius and experi
ence, and th us they form the link berween the Wing Chun of legend 
and the Wing Chun practiced in the world today. 

Almost without exception, the history of Wing Chun inevitably 
b ri ngs us back to rhe Red Junks of rhe mid-1800s. The second stage 
of rhe arts development, it is also the first period to wh ich we can reli
ably trace back rhe style. 

Since the Red Junk Opera Companies could move around with 
relative ease and often wore heavy make-up rhar could disguise their 
appearances, they were an idea l place to seek refuge, and hence 
became a hor bed of revolutionary activity. 

T he most commonly named members of rhe Red Junk who 
had knowledge of Wing Chun are Wong Wah-Bo, Leung Yee-Tai, 
Dai Fa M in Kam , and Gao Lo Chung. Each is named in many dif
fe rent accounts and by seve ral different branches. Several accounts 
also mention a performer by rhe given name of Fook who played 
the role of Siu-sang. Practitioners of Pan Nam Wing Chun call 
him Lai Fook-Shun, wh ile practit ioners of Hung Suen Wing Chun 
relate he was Hung Fook; others have stared he was Siu Fook 
(Lirrle Fook). W hil e ir is possible they may all be referri ng to dif
fere nt individua ls, rhe simi lar names , identical pans, and rhe fact 
that rhere are never rwo Fook's who played Siu-sang mentioned in 
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the same account, g ive a strong indi cat ion that they are all refer
rin g to the same individual. 

It should also be noted that at first glance rhe Pao Fa Lien Wing 
Chu n tales about Dai Dong Fung (Grear East Wind) may appear dis
riner from the accounts of Wing Chun spreading from the Red Jun ks. 
There are, however, a few tales that suggest Dai Dong Fung spent time 
aboard the Red Junks and learned the Wing Chun of Leung Bok
Chao, blending it with his previous Siu Lam knowledge. Another ver
sion holds that he was a fellow Red Junk performer and the Siu L1m 
monk talc was a revolutionary cover story, or archerypal account. An 
alternate story places the origin of Pao Fa Lien with a Hung ga kuen 
practitioner name Lee Ying who later blended his art with Wing 
Chu11. In either case, these stories may account for both the simi lari
ties and differences seen in rhe Pao Fa Lien sryle. 

The Red Junk members knew a vast and diverse amount of 
martial arrs, both for performance and for fighting. As opera per
formers , Wong Wah-Bo, Leung Yee-Tai, "Dai Fa Min" Kam and oth
ers needed extensive knowledge of visua lly dynamic boxing and 
weapon techniques. This is probably where the nonhcrn marria1 arts 
and the more crowd-pleasing southern styles were utilized. As revolu
tionaries, the Red Junk members needed martial arrs primarily intend
ed for dose-range self-defense and the assassination of Qing officials 
on the boats and in the narrow rooms and alleys of southern China. 
Th is is most likely why the Wing C hun sryle evolved as it did. 

The Gu L1o branch records rhar initially Wing Chun consist
ed only of separate hand techniques practiced on a wooden dummy, 
with a partner, and wirh double knives. It is likel y that the opera per
formers explored and refined all of their knowledge, distilling the 
core movemenrs of rhe arts and linking them together. This is prob
ably when the forms seen in most of Wing Ch un , such as siu nim/lin 
tao (little idea/first training) , chum kiu (seeking/sinking bridge), and 
biu jee (darting fingers) were choreographed. The six-and-a-half
poilu pole techniques were also integrated at this point, becoming a 
fundamental weapon alongside rhe double knives and possibly the 
foi biu (flying darts). 

The three major boxing forms are fa irly cons istent in orga
nization throughout the various styles. The wooden dummy, pole, 
and knife techniques, by contrast, all share sim il ar techn iques bur 
are choreographed very differently from branch to branch. This 
may suggest that while rhe boxing forms were formalized early on 
during rhe Red Junk period, dummy, pole, and kni fe techniques 
remained on ly loosely grouped, without cho reographed routines 
until much later. 
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Since each opera performer possessed a wide and varied 
knowledge of the martial arts, each wou ld later pass along a sl ightly 
different version of Wing Chun kuen and over the generations, through 
natural evolutionary changes, personal taste, innovation, and experi

ence, the different branches of Wing Chu n kuen would develop. 
Thus, since all Wing Ch un schools come from the same source, 

although they d ivers ified almost immediately, arguments over which 
branch has preserved the authentic, orthodox, traditional method have 
become moor. All have, and none have. 

STAGE 4 , DISSEMINATORS OF WING CHUN 

The next great stage of Wing C hun development probably began in 
rhe mid- to lare-1800s as the an moved off the Red Junks and expand
ed into several of rhe local villages along their route (including 
Zhaoqing, Foshan, and Guangzhou). Many of the individuals who 
learned during this period became renowned for their fighting sk ills 
and the an of Wing Ch un, for the first time, began to become known 
and highly respected outside its own right family. 

While a few practitioners of the period were rumored to have car
ried on the ami-Qing activities, others were professionals who used the 
sryle for protecting villages and capturing crim inals, and still others used 
the an for self-defense and in challenge matches with practitioners of 
other systems. Almost all won great Fame for their talents. During this 
period, W ing C hun likely grew from strict revolutionary defense and 
assassination m a more well-rou nded and rested manial art. 

As the Red Junk performers took leave or retired from rhe 
Opera in rhe latter half of rhe nineteenth cemury, they passed along 
their knowledge to Dr. Leung Jan, Fung Siu-Ching, Fok Bo-Chuen, 
Cao Desheng (Cho Oak-On), Lok Lan-Gong, Cheung Gung, and 
others. Leung Jan, rhe student of Wong Wah-Bo and Leung Yee-Tai, 
is cred ited with refining Wing Chun and helping to spread the art in 
Foshan. Cheung Gung, the studenr of fellow revolutionary "Hung 
Ga n" Biu, kept rhe art in rhe family for several generations, teaching 
his grand-nephew Wong Ting. Both Fok Bo-Chuen and Lok La n
Go ng learned "Da i Fa Min" Kam's art in Foshan and passed it on to 
on ly a few select students. Fung Siu-Ching, another disciple of Dai Fa 
Min Kam, taught many students who expanded Wing Chun through
out Guangdong and into Thailand, Malaysia, Vietnam, and other 
pans of Southeast Asia. Verbal accounts mentioned that fourteen 
Wing Chun masters ca me to Malaysia over the decades. Only rwo, 
Cao Desheng's students Cao Dean (Cho Oak-On) and Yip Kin were 
known to have publicly opened schools. 
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Both Leung Jan and Fok Bo-Chuen were said to have learned 
in part from Wong Wah-Bo. This may, along with orhcr factors, 
account for the great similarity in body structure between whar larer 
became the smaller framed, more compact Yuen Kay-San and Yip 
Man styles of Wing Chun. 

Differences in orher branches, such as the larger framed and 
more expansive Pao Fa Lien, Nanyang, Malaysian, and similar Wing 
Chun systems, probably arise from their integration and preservation 
of Always Spring and/or Hung ga kuen merhods. Shared ancestral ele
ments may have allowed for the easy and effective integralion of the 
differing elements, leading to very well rounded systems. 

A third category thar developed during this period were the sys
tems composed entirely of separate techniques (no choreographed 
long forms). Leung Jan, late in life, was said to have taught a forty 
points system in his native Gu Lao village. Several ofFung Siu-Ching's 
students also came away with sets of separate techniques such as the 
rwelve forms and eight form single hitting. Since these styles bear 
some strong similarities, and make use of antique names such as big
taming-tiger and white-crane-catches-the-fox, it is possible they come 
from the same ancestral set of separate techniques practiced on the 
Red Junks. 

STAGE 5 , DEVELOPERS OF WI NG CH UN 

Although Wing Chun made great strides forward and firmly estab
lished itself in many places, it is still likely that the modern, refined 
systems we see in Yip Man, Yuen Kay-San, and other branches were 
nor yet fully developed. From whence did these versions come then' 
Probably from Yuen Kay-San, Yip Man, and their peers. 

Yuen Kay-San learned his forms from Fok Bo-Chuen and his 
advanced application from Fung Siu-Ching. Following his lessons, 
Yuen spent years combining his knowledge and refining his art. He 
was said to have been the first to begin the systematic recording of 
Wing Chun's modern principles in works such as the rwclve methods, 
the important rhymed formulae, among others. 

It should be noted that there have been some conflicting 
accounts over the years as to who taught Yuen Kay-San . Differing 
stories have also named him as the student of Leung Jan , Chan Wah
Shun, and NgJung-So. This was said to have arisen as Yuen seldom , 
if ever, memioned his reachers' names to outsiders. When the 
authors of the W ing Chun pulp novels that began to circulate from 
the 1930s attempted to link him, they did so in whatever manner 
they could. Thus, since Yuen was friendly with some of the above-
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mentioned Wing C hun practitioners, his lineage became meshed 
with theirs. Lacking better accounts, many simply came to consider 
these pulp novels as accurate. Since then, however, the marching 
accounts of Yuen's students, family, and some of the authors them
selves (such as Au Soy-Jee who attempted to correct many inaccura
cies in a later work not published at Yuen's own request), have 
helped clarifY the history. 

Yip Man received his initial training from Chan Wah-Shun , 
Leung Jan's prized student. When the old moneychanger retired, Yip 
Man continued his lessons with Ng Jung-So, one of Chan's most tal
ented disciple. He was also said to have spent much time practicing 
with his sen iors and friends, developing a great level of ski ll. 

There are also a few confl icti ng accounts of Yip Man's early 
yea rs. Older versions have stated that Yip Man was born in the mid
to late-1800s (from 1895 to 1898) and began learning from Chan 
Wah-Shun at around the age of thirteen. In more recent years, it has 
been said that he was born in 1893 and began learning at the age of 
nine, or even earlier. Comparing these dates co those of Yip Man's 
immediate senior classmate, La_i Hip-Chi, we find that Lai was sa id to 
have been born in 1898 and to have begun studying under Chan at 
rhe age of thirteen. This may suggest that the older dares are more 
accurate. Some accountS maintain Yip Man went ro Hong Kong as a 
teenager and learned advanced application fro m Leung Bik, son of 
Leung Jan. Recently, some of Yip Man's students and descendents 
have come forward to say that rhis was rnerely a sto ry created by Lee 
Man of the Restaurant Workers Union to help increase interest for the 
style in Hong Kong. It should be noted that Yip Man himself did not 
mention Leung Bik in his own writings on Wing Chun history, and 
he is not mentioned in lineages inside C hina or in some of the pulp 
fiction novels (which would have loved such a dramatic story) written 
about Wing Ch un and Yip Man. It is thus impossible to say these sto
ries are certai n. What is certai n, however, is rhar Yip Man reached a 
very advanced level of ski ll in Wing Chun. 

Most of rhe high-level practitioners of this period were the sons 
of wealthy merchants, which meant they could both afford the high 
tuition fees Wing C hun masters commanded and could also spend 
most of their time practicing (since they didn't need to work for a liv
ing). It was said that students of several branches met together in the 
smokehouses to practice application and discuss ideas, Yip Man and 
Yuen Kay-San included. 

Yip Man, initially, did not take any students in Foshan. Yuen 
Kay-San, by contrast, adopted a young disciple named Sum Nung in 
the 1930s. Sum had previously learned Wing Chun san sao (fighti ng 

119 



techniques) from a man named C heung Bo. Under Yuen's guidance, 
Sum Nung continued to develop the system. 

Through rheir efforts, Wing C hun's forms were further refined, 
and its concepts brought fully into the modern scientific period. 
During that time, they reported ly practiced chi sao extensively, bring
ing a whole new level of advancement to the drill. It is interesting to 
note that both the Yuen Kay-San/Sum ung and Yip Man styles make 
usc of a similar poon saol/uk s11o (rolling arm) platforms for chi sao. 
Other lines do not seem to utilize this, instead making use of meth
ods closer to choreographed two-man fo rms, Tai Ji's tui sao (tu ishou 
or push hands), or entirely different methods. It is not impossible ro 
imagine that what is now considered sticking arms comes from the 
refinements ofYuen Kay-San and his student Sum Nung as well as Yip 
Man, and perhaps a few others in rheir circle. 

Sum Nung moved to Guangzhou in the 1940s. There he inte
grated the separate techn iques of Cheung Bo into his training curricu
lum and wooden dummy set. He contin ued his development of the 
style, refining it over the years as he began to accept his own students. 

While Yip Man did reach a few students in Foshan, his greatest 
efforts were made when he moved to Hong Kong in 1949. There he 
further refined his system, reorganizing and revising his forms (vary
ing them from rime to rime and student to studen t). Yip Man's very 
individualistic reaching method lead to him producing very talented 
disciples, however, it also lead to a system with different branches and 
va rying opinions of what Yip Man taught. 

During the latter part of rhis period, as Wing Chun began to be 
taught more publicly and to more students, it is likely that the 
dummy, pole, and knife methods began to be set into routines. Since 
the branches were already separated at rhis point, this probably 
accounts for the similarity in general techniques bur the differences in 
choreography. 

Following Yip Man's death , petty politics, scandal, and a scram
ble for power amongst his various students lead to strong fragmenta
tion within the art. lr is hoped that with the avai labi li ty of more 
factual information and the goodwill and sincere efforts of the indi
viduals involved, the art will be brought closer together again. 

FINAL THOUGHTS 

Although these are our current thoughts based on our shared research 
and speculation , we will never really know the truth (short of going 
back in time to the misty past of olden China). Even with the separa
tio n of only a few short generations we are already fac ing vast holes in 
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some instances either through incom plete, inconsisten t, fictionalized, 
or lost accounts. Hopefully the publ ication of Complete Wing Chun 
will inspire others ro come forward and share their information before 
mo re knowledge is lost to the passage of rime. It is sincerely hoped 
that this work will nor be misused ro merely create more bel ievable 
"ancient mythical marketi ng slants" fo r newly formed "lost branches" 
of Wing C hun kuen. 
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ll!tllg 
lai'leq 
"Mole 'tall 
lo Kwa 
~K 
[etllg 

FongWah 
laoMiii
~W 
Ho Hill 
Tselliu 
Dtflers 

"Gao lo" Cla!ng -- lin U-Chet11g 

"Do Ngan" SI1111 

lai Fooi<-SJ.l 

SunFooi<-C._, 

"Dii Fa Min" Ibm 

lo M..,-t:ong 

-_., 
ay-Slll 
\'an 
_ng 

-l'o .. 
-Nano 1 
Dong 
-Yil 

Yuen Chii 
Yuen K 
letllg 

Fungli 
Dong .lit 
loHao 
DongS. 
lolq 
loGai
Mallllg 
II!Si 
Dth"'-

-Slll 
-w .. 

-On 
Cho Dak-Saog ------c ~:: ~=-M"' 
lolclan-Coog 
lolc'sNeJihew --- lai Hip-Chi 

, 

"HIIl(CIIl" lliu -- CheungCII1( --- Wonging ------

"Dai Doog Fun( ------r Tse Cwol<-let11g y- lao Dat-Saog ------
Tse Cwok-Cheung ("Pao Fa U..") 
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L 

L 

fiiiC lin ::-y----r fill(~ --r lee Slinli 
Koo Sao·liiiC lee Dilg L :!,. Chetl 

Tan'leiiiC --- Kwanltng-Yuen 
Ot!len. ~ l~U-Chilg • Chan Ca-Wing 1~ ~ 

· Chan Ca-Ua Pan Nam 
Wooglilg _j Z :0 holt sq 
Chan -il Others... Cao T~q 

Othen. .. 
I.Ji'fol-Chai --- t.iHip-Cli 

t.iHip-Cli HuiSan-Clll ~~: Pan Ham 
All Jaw-Tq Yetq o.a lee Oak-~ 

. OtherL. Wool J ... JIJJig 
lee lit·Mil Eddie Chong 

Ng 'l.t·fay Oth 
Ng Jure-So Fok Joy "'-
HgSiu-lo IWCiai 'foJKai 

lip Mao]:.~. _j~:CC: Others... I.NigSIIetq Others... 
TsuiShOIII(-Tq 

JiDJyon 0 Wong Shoo·letllll ---, ~ lam 
Wilam Chetq L Others 

letllll Jilt Hawlti!s Chetllg 
No Kanhll~ -----r Aorpslilt Ftq 

Clou Chong ~ letJigTq L JollnnyWong 
Many Others.. Othen. •• 

Pak Chetlng 

lo Siu-Wan Way Yan Cheng Kw~q 

l
SolnJee 

s..n N~~~g Kwok lil·fe• --- Wong Fen 
Wool ling letJig Gwing·Cliu 

O~q~--[ TseCIIJig-Fai 
lao s.Y. Ngti.Ji.Kay Chow C.olt·Tai 
Olhen... holt Wan-Ping lee CIJoi.Ming 

lee Cliu·'fol Others. •• 
MilllY Othen.. 

Coo Chong ------r Coo Win(· lee 
Kwok Cai L COO Ping ____[ leo Mao 
Othen... Molt Poi-& Othen... 
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Glo ssa ry 

The following glossary will cover the names and terminology (styles, 
forms, movements, and concepts) found in this book and used by the 
various branches of Wing Chun kuen. Entries are presemed in roman
ired Cantonese, pinyin, and [radi[ional Chinese characrers and wi[h 
English translations where necessary. 

PEOPLE ANO ORGANIZATIONS 

Au Jaw-Ting (Ou Fangting) ~ Vi it 
Au Hong (Ou Kang) ~ bjt 

Au Si (Ou Sh i) ~ i± 
Baat Hop Wui Goon (Bahehuiguan) 1\ 1} t1' i!!l' Eight Harmony 

Union 

Bak Mei Tao Yan (Baimei Daoren) EJ ,Ill if! A "White Eyebrow", 

[aoisr 

Chan Ga-Chai (Chen Jiaj i) !It i:~ 
Chan Ga-Lim (Chen Jialian) /l( i: !l 
C han Ga-Wing (Chen Jiarong) II! i: ~ 
Chan Hui (Chen Kai) II! IJII 
Chan Shi ng (Chen C heng) !I( fiX Chris Chan 

Chan Wah-Shun (Chen Huashun) fi * 
Chan Yiu-Min (Chen Rumian) !It #1: t* 
Cheung Bo (Zha ng Bao) lf< i* 
Cheung Chuk-Hing (Zhang Zhuoq ing) lf< Jjl. ~ William Cheung 

Cheung Gung (Zhang Gong) 5& '7 
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"Cheung Gwun Wong" ("Changgun Wang")-& t?t .:£ "King of the 

Long Pole" 

C heung Hok-Kin (Zhang Xuejian) lit~ fit Hawkins Cheung 

C heu ng Ng (Zhang Wu) )~ 1i. 
C ho Dak-Man (Cao Dewen) 'It ~j: 
Cho Dak-On (Cao Dean) fi ~ ':!;: 
Cho Dak-Sang (Cao Desheng) fi ~ 1: 
C hong Yin-Cheung (Zh uang Xuanx iang) J!f if. 1-1! Eddie Chong 

Chow Kwong-Yiu (Zhou G uangyu) Ji!) )'tfll. 
C how Sai (Zhou Xi) fo\) till 
C hu C hong (Zhu Zhong) !l< .~-
C hu C hong-Man (Zhu Songm in) 1< '4i ft 
Ch u Gwok-Yiu (Zhu GuoYao) !l< ~ 
Ch u King-Hung (Zhu Jingxiong) !l< n_ :ill: Garrett Gee 

C hu Wing-Jee (Zhu Rongzhi) !l< ~ # 
"Chu Yuk" Kwai ("Zhurou" G ui) lit ltJ fi "Butcher" Kwai 

C hung Man-Lin (Zhong Wan nian) $-f 7iJ 1f- Ken Chung 

"Chut Sang Gwun Wong" ("Qisheng Gunwa ng") -t 1!1 trt .:£ 
"King of the Pole of Seven Provinces" 

"Dai Dong Fung" ("Dadongfeng") -};;_ J!{ Ill "Great East Wi nd" 

"Dai Fa Min" Kam ("Dahuamia n" )in) -};;_ ;(t 1Bf 1ft~ "Painted 

Face" Kam 

"Dai San" Siu ("Dashan" Shu) -};;_ tL -iM 
"Dao Po" C hai ("Doupi" Ji) :iL /!<. ~ "Pock Skin" C hai 

"Do Ngan" Shun ("Daoyan" Shun) itt Ofl ~ "Shifty Eyes" Shun 

Dong Chuen-Kam (Dong Quanjin) 'f. 1: t.'ii 
"Fa Jee" Ming ("Huazhi" Ming) 1t ,t 8}1 "Flower Ma rk" Ming 

Fok Bo-Chuen (Huo Baoquan) '!lt i.j!; j: 
Fok Joy (Huo Zhu) ll"i* 
Fong Chi-Wing (Fang Zh irong) 1i ~ ~ Augustine Fong 

Fong Sai-Yuk (Fang Shiyu) 1i -iJt .:E. 
Fung Do-Duk (Feng Daode) Jj§ itt t'll 
Fu ng H on (Feng Han) J~ )~ Stewart Fung 

Fung Lim (Feng Lian) J~ Jf 
Fung Sa ng (Feng Sheng) 1.~ 1: 
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Fung Siu-Ching (Fcng Shaoqing) l~ '"' ~ 
Fung Ting (Feng Ting) l~ jJ! 

Fung Wah (Feng Hua) lllj ~ 

"Gao Lo" Chung ("Gaolao" Zhong) "/.1i 1t ,:!;. "Tall Man" Ch ung 

Gao Tong (Gao Tang) 1.6 :lt 
"Hak Min" Nam ("Heimian" Nan) !X- ilii m "Black Face" Nam 

Ho Han-Lui (He Hanlu) 1"1 i#i iil 
Ho Kam-Ming (He Jinge) 1"1 i: 1~ 
Hui Sam-Joy (Xu Sanzhu) ~t ~ ll!< 

Hung Fa Wu i Goon (Honghuahu iguan) .hl1t 1\t tG Red Flower 

Union 

Hung Fook (Kong Fu) .fL 1/J 
"Hung Gun" Biu ("Hongjin" Biao) ,hl .P /%"Red Bandanna" Biu 

Hung Gwun Wui (Honggunhui) ,hl :j[ -1\t Red Pole Sociery 

Hung Mun (Kong Man) 1L i/ii 
Hung Mun Wui (Hongmcnhui) ,hl P, -1\t Hu ng Mun Sociery 

Hung Suen Hay Ban (Hongchuan Xiban) .hl ~,} ~ J! Red Junk 

Opera Company 

Jan Sin-Sang (Zan Xiansheng) ~ 5I: 1: M r. Jan 

Jee Shim Sim Si (Zhi Shan Chanshi) ~ if.~ (lrp Jee Shim Chan 

(Buddhisr) leacher 

"Jiao-Chin" Wah ("Zhaoqian" Hua) 4!( ~ :Jt. "Moneychanger" Wah 

Jiu Chao (Zhao Jiu) 'Ill :f.t 
Jiu Ching (Zhao Cheng) 'Ill if 
Jiu Sang (Zhao Song) 'Ill #} 

Jiu Wan (Zhao Yun) fJ X. 
Kan Wah-Chir Qian Huaj ie) 1.11 1f. 'lit Vicror Kan 

Koo Sang (G u Sheng) -;!; 1: 
Koo Siu-Lung (Gu Zhaolong) -i; ~t ~ 
Kwan Jong-Yuen (G uan Juangyuan) /Ill -Iff jt 
Kwok Fu (Guo Fu) ~11 ·~· 

Kwok Gai (G uo Jia) ~~ f.£ 
Kwok Jin-Fen (G uo Junfen) ~111(1 :+): 

Kwok Sing (Guo Cheng) ~II hX 
Kwok Wan-Ping (G uo Yunping) $~ il 3f'-
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Kwong Oin-Hing (Guang Dianqing) ~ jl',( ~..jl 

La i Fook-Shun (Li Fushun) 1;lt ffiH~ 
Lai Hip-Chi (Li Xiechi) 1;lt ~ it!>. 

Lai Yeung-Yin (Li Yangqiao) 1;lt irp AA 
Lai Ying (Li Ying) 1;lt :J!!: 
Lao Oat-Sang (Li u Dasheng) )'IJ :it 1: 
Lao Man-Kay (Liu Minqi) jlj R; l~ 

Lee Chi-Yiu (Li Zhiyao) $ .t ~ 
Lee Oak-Sang (Liu Desheng) $ {~ 1: 
Lee D ing (Li Di ng) ~ T 
Lee )it-Man (Li Zhewen) $ 'l!f )l: 

Lee Man (Li Min) $ !t 
Lee Man-Mao (Li Wenmao) $ :Jt ft. 
Lee Shi ng (Li Sheng) 't ~ 
Lee Siu-Long (Li Xiaolong) $ 1)' ~l Bruce Lee 

Leung Bak Cheung (Liang Bozhang) !;! iB-& 
Leung Bik (Liang Bi) !;! 'iJ 
Leung Bok-Tao (Liang Bochou) !;! f!ll- i~ 

Leung Chong-Ting (Liang Cangting) !;! it if 
Leung Chun (Liang Chun) !;! :(f 
Leung Dai-Chiu (Leung Dazhou) !;! ;k. $1] 

Leung Jan (Liang Zan) !;! ·~ 
Leung Jik (Liang Zhi) !;! tli 
Leung Kay (Liang Qi) !;! ~ 
Leung Keung (Liang Quan) !;! lli 
Leung Kwok-Keung (Liang Guoqiang) !;! ~ l! 
Leung Lan-Kwai (Liang Langui) !;! J\1[ If 
Leung Sheung (Liang Xiang) !;! ~g 
Leung Ting (Liang Ting) !;! jJ! 

Leung Yan (Liang En) !;! .t-1!-

Leung Yee-Tai (Liang Erdi) !!! :::.. 9~ 
Lo Kwai (Lu Gui) !'-If 
Lo Man-Gung {Luo Wangong) !.1 Sft 1t. 
Lo Man-Kam (Lu Wenjin) M :Jt 1:P 
Lok Lan-Gong (Lu Langong) I'£ J\1[ '8 
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Lok Yiu (Luo Yao) ~~ K# 
Lui Yiu-Chai (Lei Ruji) 1ll' 1k iff 
Lun Fao {Lun Huo) 1ft 1* 
Lun Gai (Lun Jie) ~ (:1: 

Ma Jung-Yiu (Ma Zhongru) .tl) 1•1' Jzp 
Ma Ning-Yee {Ma Ninger) .l!j ljt 5(. 

"Mai Gai" Wong {"Mi Ji" Huang) :ll< ~ -fi: "Rice Machine" Wong 

Miu Hin (Miao lGan) 1/i !!It 
Miu Shun (Miao Shun) 1/i -'\ 
M iu Tsu i-Fa (Miu Jiahua) 1Ji ~ 1t 
Mok Poi-On (Mo Peian) j,t )$ '!£: 
Moy Yat (Mei Yi) l1J :i! 
"Muk Yan" Wah ("Muren" Hua) *A*' 
Ng jo ( wuzu) Ji 1Ji five elders 

Ng Jung-So {Wu Zhongsu) ~ 1•1' f: 
Ng Mu i Si Tai (Wu Mei Shitai) Ji :!!( (:/p 7\ "Five Plums", nun 

Ng Siu-Lo (Wu lGaolu) ~+·'AI-

Ng Yat-Fei (Wu Yifei) ,'R - ~ 

Ngo Lui-Kay (Ao Leiqi) ~k i1ii for 
Pan Nam (Peng Nan) ~~ ifi 
Pan Siu-Cho (Peng Shuhan) ~~ ~ i¥i 
Pan Siu-Lam (Pcng Shulin) j~ ~ ~~ 

"Pao Fa Lien" {" Paohua Lian") 1'11 :ft. lt "Wood-Planer Lien" 

Sum Jce (Cen Zhi) !if ~ 
Sum Nung {Cen Neng) !if ~t 
Sun Fook-Chung (Sun Fucheng) 11\ ~ -i 
Sun Wah (Xin Hua) jff 1ft 
Tam Yeung (Tan Yang) l.n!} 
Tien Dei Wui (Tiandihui) 7c Jit ~ Heaven and Earth Society 

Tse Gwok-Cheung (Xie Guozhang) lM ~ ~ 
Tse Gwok-Leung (Xie Guoliang) lM 00 * 
Tsui Seung-Tin (Xu Shangtian) lt ri.J III 

Wan Yuk-Sang (Wei Yusheng) 1t ]: 1: 
"Wing Chun Wong" ("Yongchunwang") U ~ ~ "King of 

Wing Chun" 
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Wo ng Jee-Keung (Huang Zhiq iang) 'Vi ,t l! 
Wong Jing (Huang Zhen) 'Vr Jl! 
Wong Ki u (Wang Q iao) .:E 'fit 
Wong "Lao Fu" (Wang "Laohu") .:E -t J1t "O ld T iger" Wong 

Wong M ing (Wang M ing) .:E BJl 

Wong Shun-Leung (Huang Ch unliang) 'Vr ~fA: 
Wong T ing (Wang 'ling) .:E ~ 
Wong Wah-Bo (Huang Huabao) ~[ ~ ~ 

Wong Wah-Sum (Huang Huasan) 'Vf'ilt ::'. 
Yar C hum Dai Si (Yi Chen Dashi) - m! f\ ~iP "Speck o f Dust", 

mo nk 

Yat C hum Um Jee (Yi Chen Anzhu) - & ~ i. "Speck of Dust", 

fo under of convent 

Yee "Gung" (Yan "Gong") ii£. Jj;, "Grandfa ther" Yee 

Yeung Biu (Yang Biao) Plb' ~ Robert Yeung 

Yeung Oak (Yang De) P§- ~~ 

Yeung Sang (Yang Sheng) P~ 1. 
Yik Ying (Yi Ying) ~ ~ 

Yim Man (Yan Wen) ii£. X 

Yim Wing-Chun (Yan Yongchun) iiG. $k ~ 
Yim Yee (Yan Er) ii£. ::. 
Yim Sci (Yan Si) ii£. 1!9 
Yin Li-Chung (Xian Lizhang) '/of Jll! ~ 
Yip C hing (Ye Zheng) 'fi jf_ 

Yip Chun (Ye Zhun) 'Ni ij& 

Yip Kam (Ye ) in) 'fi ~ 
Yip Ki n (Ye Jian) ~ ~ 

Yip Ma n (Ye Wen) 'j;/i rJJ 
Yip Ma n-Sun (Ye Mingshen) 'Ni t i.i 
Yi u C hui (Yao Cai) j!J~ ;t 
Yiu Kai (Yao Qi) M~ tit 
Yuen Chai-Wan (Ruan Jiyun) lit iff 7: 
Yucn Kay-San (Ruan Q ishan) ~X. .f;j- tL 
Yuen "Lo-Jia" (Ruan "Laozha") PX. -t 'If Yuen "The Fifth" 
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ST YLES , FORMS, MOVEMENTS , A ND EXERCISES 

At yiu (yayao) ~ JIJ! pressing the waist 

Baat gwa bo J\ i~ ,17 eight triagrams step 

Baat gwa lung na (bagua longna) ;\ f~ n ~ eight d irectio n 

dragon grab 

Baat gwa sum (baguaxin) ;\ i~ •\..' eight trigrams center 

Baat sik dan da (bashi danda) J\ "i\. J1L tf eight form single hit 

Bai jong (baizhuang) ll {fl. assume post 

Bak hok chang sa (baihe chansha) S t~ it ~).> white crane 

shoveling sand 

Bak hok kuen (baihequan) S tG !/< white crane bolting 

Bak hok kum wu (baihe qin hu) S tG Jli ill white crane catches 

the fox 

Bak hok ran sui (baihe tan shui) S f~ Jli 71< white crane 

explores warer 

Bak Mei pai (Ba imeipai) El !fl i,\\ White Eyebrow's sryle 

Bao pai jeung (baopaizhang) ltl41~ ~ shield holding palms 

Bik bong (bibang) ~ AA' pressing wing 

Bik rna (bima) ~ .l!j pressing stance 

Bien chui (bianchui) 'Hf # whipping punch 

Bien kuen (bianquan) \Ill !;l; whipping fist 

Biu jee (biaozhi) f:. f.f darting fingers 

Biu sao (biaosao) r.; f- darting arm 

Bong sao (bangshou) AA' f- wing arm 

Boon tan bong (ban tan bang) -'!' JIJ $ half-dispersing, half-wing 

Chai mei gwun (qimeigun) l!f lfl {11. eyebrow level pole 

Chang jeung (chanzhang) it ~ shovel palm 

Chang gerk (chanjiao) M: Jllll shovel kick 

Chao chui (chouchui) 4~ it bouncing punch 

Charp chui (chachui) Jifi # piercing punch 

Charp sao (chashou) lifi # piercing arm 

Cheung lung tan yue (changlong tan yue) -JOt ft[ ~ A long dragon 

explores the moon 

Cheung sam bo (zhangshanbu) tt f} 4"r long-robe steps 

Chi gerk (chijiao) {~)!Ill sticking legs 
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Chi gwun (chigun) J~ 111o sticking pole 

Chi sao (chishou) '*~ f- sticking arms 

Chit jeung (qie zhang) -1JJ 1t slice 

Chiu mien jui ying gwun (chaomian zhuixing gun) :fl! W il! 1lj {It 

facing and chasing posture pole 

C huen sum gerk (chuanxinjiao) 'f1'- •\.' ~ center piercing kick 

C hum kiu (chenqiao) i/L tit sinking bridge 

Chum kiu (xunqiao) 4 tit seeking bridge 

C hum kiu rna (xurnqiaoma) 4- tlii .~ bridge seeking stance 

C hum sao (chenshou) 'if\. f- sinking hands 

C hun chiu dai do (chunqiu dadao) fj: f*. 1\. 7J spring and autumn 

big knives 

C hung chui (chongchui) iti it thrusting punch 

C hung jeung (chongzhang) iti 1t thrusting palm 

C hut lun (qilun) -!:: +k seven wheels 

C hur sing bo (qixingbu) -!:: £ ~17 seven star step 

Cup da sao (qiadashou) iii' tJ f- coveri ng and hit ting hand 

Da san jong (dasanzhuang) tJ ~ Iff separa te hitting dummy 

Dai bong (dabang) ;k ~ big wing 

Dai fa kuen (dahuaquan) 1\. 1£ ~ big fl ower fist 

D ai fook fu (dafuhu) 1\. 1:k JR. big subduing the tiger 

Dai jeung (dizhang) 1±. 1t low palm 

Dai pa (daba) 1\. j)\ trident 

Dan chi sao (danchishou) .tr- J~ f- single sticking arms 

Dao jong (daozhuang) 7J Iff knife dummy 

Ding gerk (dingjiao) IT ~! nailing kick 

Ding jeung 1T 1t nail ing palms 

Dip jeung (diezhang) *t 1t butterfly palm 

Diu rna (diaoma) !j\ ,~ hanging stance 

Do lung chui (dulongchui) ~ ~it single dragon punch 

Duen kiu (duanqiao) ~li -!Iii short bridge 

Dui sao {duoshou) I!;•J f- chopping hand 

Fa kuen (huaquan) 1t ~ variegated fi st 

Fan cup chui (fanqiachui) fJ... iii' it fli pping covering 

punch (uppercut) 
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Fao jeung (fuzhang) i:f. 'fl: Aoating pal m 

Fong ngan chu i (fengyanchui) Jl. Pi'( ji phoenix eye punch 

Fook fu dai pa (fuhu daba) 1*. 1£ :k 'II\ su bd ue riger big rridenr 

Fook fu jang (fuhuzhou) fk Iff. Jlt subdue riger elbows 

Fook fu kuen (fuhuqu an) {*. 1ft!,& subdue riger fisr 

Fook sao (fushou) fk 4· controlling arm 

Fu hok seu ng ying kuen (h u he shuangxingquan) Iff. t~ ~ % 'if!: 
riger crane rwin form fist 

Fu jow (huzhao) If:.})\ tiger claw 

Fu mei (humei) r,£ fi riger's rail 

Fu mei gerk (huweijiao) 1!1. It Jllll riger rail kick 

Fur jeung (fozhan g) (:1\l'ft Buddha palm 

Fur sao (foshou) fj!l'f Buddha hand 

Gang sao (j ingsho u) £! if crossing arm 

Gaun sao (gcngshou) .fit if cultivating hand 

Gao dai jeung (gaodizhang) i% !fi 1t high and low palms 

Gao san (jiushen) ~ .lf saving body 

Gerk jong (j iaozhuang) Jllll ffl. kicking dummy 

Gong hung (kuoxiong) ~ #'! expanding chest 

Gong jong (ga ngzhuang) /~IJ ffl. hard dummy 

Gulao sei sup dim Wing C hun (Gulao Sishidian Yongchunquan) 

-~; * 11!1 -J- !}; M< ;(j. 'if\: Gulao forty point Wing-Cillln boxing 

Gum gong jeung (jingangzhang) Jl: ~'1 1t diamond (Buddhist) palms 

Gum sao (j inshou) 'fi if pinning hand 

Gung jee rna (go ngzim a) <J :f' .l[i bow shape sta nce 

Gwa chui (G uachui) 11f # hanging punch (back-fist) 

Gwa lung jeung (gualongzhang) 1tf ~l'if hanging dragon palm 

Gwai ma chui (guimachui) ~ ,lfi it kneeling stance punch 

Gwok ma (j uema) flj .If; angle stance 

Gwun jong (gunzhuang) ~r~ ffl. pole dummy 

H ay su p (qixi) ~ $ rising knee 

H ei gung (qigong) ~ r)J breath /i nrrinsic energy work 

Hok bong (hebang) t~ AA crane wing 

Hok ying sao bo (hexingshoubo) ~~ if} if !!; crane shape hand srep 

H ong jong (kongzh uang) ~ fff air dummy 
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Huen bo (juanbu) Ill! Jf;c circling step 

Huen sao (juanshou} @ .f circling arms 

Hung ga kuen (Hongjiaquan} tH i\ ~ Hung family boxing 

Hung Suen Wing Chun kuen ,hl A'J- ill; if~ Red Boat Praise 

Spring boxing 

Hung Suen Hay Ban Wing Chun ,hl A'J- ~~ Jii $1:. if # Red Boat 

Opera Praise Spring boxing 

Hut yee sao (qiershou) Z:, 1(. .f beggar's hand 

jee ng chui (ziwuchui) f- .if # meridian punch 

Jee ng rna (ziwuma} f- !f .Ill meridian stance 

jee Shim Wi ng Chun kuen (Zhi Shan Yongchunquan} :f .fr .j,li r,ip 

Jee Shim's Always Spring boxing 

Jik chung chui (zhichongchui} Ji ffl # srraight thrusting punch 

Jin chui (jianchui} \1lt if arrow punch 

Jin jeung (jinzhang) \1lt 1f arrow pa lm 

jin kuen (jinquan) \1lt t;.\: arrow fist 

jong kuen (zhuangquan) iff !l< dummy fist 

]ow sao (zhaosao) 1r-. .f clawing hand 

juen bo (zhuanbu) ~ J~ turning step 

Juen ma (zhuanma} 'I'll ,If; turning stance 

Jui da (zhuida) if! tT chasing hitting 

]ui kuen (zu iquan) 1\f ~ drunken boxing 

Juk da (ceda) ii!tl tJ slanting strike 

juk jong (zhuzhuang) ft iff bamboo dummy 

Juk kiu (ceqiao) il!j * slanting bridge 

Juk san (ceshen) 11!j )f side body 

Jung bong (zhongbang) rl' JW middl e wing 

Kam jang (gaizhou) !t M covering elbow 

Kam sao (gaishou) !t .f covering hand 

Kao bo (koubu) fill '~ hooking step 

Kao geng sao (koujingshou) io ffi .f neck detaining arm 

Kao sao (koushou} in .f detaining arm 

Kei jang (zhanzhou} 1/i .f sranding elbow 

Keung jee chui (j iangzichui) -% :f it ginger shape punch 

Kum na (qinna) Jt $seizing and holding 
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Kwa n do {Guan dao) Jill 7J Kwan's knife 

Kwun sao {kunshou) ffi t- binding arm 

Lan sao (lanshou) :1M t- barring arm 

Lao sao (liushou) ii'J t- slipping hand 

Lao yip seung do (liuye shuangdao) ~~ ~ ~ 7J willow leaf 

double knives 

Lien wan chui (lianhuanchui) i.f: l\l ~ linked chain punch 

Lien wan fai jeung {l ianhuan kuaizhang) ;{ il[ il< '»: linked fast palms 

Lien wan kao da (lianhuan kouda) i{ !\"( tn tT continuous capture hit 

Liu yum gerk (liaoyinjiao) jg: li ~ lifting yin kick 

Loi lim yum yeung cheung (li lian yin yang zhang) !fi. Jl ~t; '% '»: 
inside ou tside yin and yang palms 

Loi kiu (liqiao) ill ffl double bridges 

Lop sao (lieshou) jfll t- grasping arm 

Luk dim boon gwun {l iudianbangun) i<. !6 # lr< six and a half 

point pole 

Luk sao {lushou) T.jt t- rolling hands 

Lung Ying Kuen {longx ingquan) ft if~~ Dragon shape boxing 

Mai sang jong (maishengzhuang) Jj 1. #f. live dummy 

Malaysia Wi ng C hun kuen (Malaixiya Yongchunquan) 

J~ Jl( i!!i § Ji<. ~ !It Malaysian Always Spring boxing 

Mci lui chuen jaam (meinu chuanzhen) ~ if: 'tF ~ fair lady 

th reads needles 

Mo yieng gerk (wuyingjiao) '!! :1iJ ~ shadowless kick 

Mo sur (wushu) ;f~ i*f martial arts 

Mor poon seung do {mopan shuangdao) $ ~ !f: 7J m illstone 

double kn ife 

Mui fa baat gwa (meihua bagua) :IJc :It A i~ plum blossom 

eight trigram s 

Mui fa cheung (meihuaqiang) :IJc 1t :lt plum blossom spear 

Mui fa jong {Meihuazhuang) :IJc :It ffic plum Aower dummy 

Mui fa kuen (mcihuaquan) -l!( 1t f; plum Aowcr boxing 

Muk yan jong (murenzhuang) ;;f;: A f/l. wooden dummy 

Mun sao (wenshou) rJJ t- asking hand 
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Nam Yeung Wing Chun kucn (Nanyang Yongchunquan) ffl i!f i* ~ 
South East Asian Wing-Chun boxing 

Ng jce mui hei gung (wuzhimei qigong) 1i 4~ ;!!( ji 1h five petal 

plum qigong 

Ng Mui pai (Wumeipai) 1i ~li. iAt Five Plum's style 

Ngok ga kuen (Yuej iaquan) -/i; ';f: !fo; Ngok family boxing 

Ng yi ng hei gu ng (wuxing qigong) 1i JU Jii. 1)J five shape 

(an imal) qigong 

Ng ying kuen (wuxingquan) 1i Jlj !',< five shape boxing 

Ngoi lop (wailie) ~~fill. outside grasp 

Ngoi clap (waida) -\1~ 1ft outside join 

Ngoi jong (waizhuang) #- tft outside dummy 

Ngoi lim sao (wailianshou) #-!It-t outside sickle hand 

Noi lop (neilie) rlq Jill. inside grasp 

Noi clap (neida) r.*) % inside join 

Noi jong (neizhuang) r*J ffi inside dummy 

Noi Jim sao (neilianshou) r.*J ill -t inside sickle hand 

Pai jang (pizhou) lll M hacking elbows 

Pak sao (paishou) t€1 -t slapping hand 

Pan Nam Wing C hun kuen (Peng Nan Yongchunquan) 

~j ffl :ik :(j. !,< Pan Nam's Always Spring boxing 

Pao bong (paobang) ~ ~ throwing wing 

Pao chui (paochui) %1, it can non punch 

Pao Fa Lien Wing Chun kuen (Paohua Lian Yongchunquan) 

l-1•11('. ~ 1"K U !,< Wood-Planer Lien's Always Spring boxing 

Pien chui (pianchui) 1li\ it side punch 

Pien jeung (pianzhang) 'Ui\'Yf- slant palm 

Pien san dip jeung (pianshen diezhang) 1li\ .# !f 1f- side body 

butterfly palm 

Pien san jeung (pianshenzhang) ii1J Jl 1f- slant body palm 

Pien san rna (pianshenma) i11J .# .~ side body stance 

Pien san Wing Chun kuen (pianshen Yongchunquan) ii1J .# $!; u f,1: 

side body Wing-Chun boxing 

Ping Jan sao (pinlanshou) ~ ;f!flf- level obstruction hand 

Po jung sao (pochongshou) w.l: 9' -t center cleaving arm 
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Pok yic jeung (puyizhang) f~ ~ '1't fl apping wing palm 

Poon sao (panshou) 1J: .f rolling hands 

Saar jeung (shazhang) ll '1't killing palm 

Saar kiu (shaqiao) ,J.~ ~ kill ing bridge 

Sac yi ng sao (shexi ngshou) r.f: lf~ .f snake shape hand 

Sac ying kuen (shexingquan) r.f: l!J 11\: snake shape boxing 

Sam bai fur (sanbeifo) ;:. 4f l!ll three bows to buddha 

Sam d im boon gwun (sandianbangun) :=. ~ 2f- it~ three and a half 

poi nt pole 

Sam gwok ma (sanjuema) ;:. fil.~ triangle step 

Sam jin chu i (sa njianchiu) ;:. iW it three arrow blows 

Sa m juen jeung (sanzh uanzhang) ;:. 1'11'1t three turning palms 

Sam moon kuen (sanmenquan) ;:. P~ !,!: three gates fist 

Sam sing chui (sanxingchui) ;:. £it three star punch 

Sam sing gerk (sanxingjiao) ;:. £ ~ th ree star kick 

Sam sing jong (sanxingzhuang) ;:. £ ffl. three star dummy 

San sao (sanshou) Jilt .} separate hands 

Sao gerk (saojiao) +~ ~ sweeping kick 

Sei ping rna (sipi ngma) P.!l ·'f< .~ quadrilateral level stance 

Sei mun (simen) 11.9 P~ four gates 

Sei sup dim (s ishid ian) 119 T ~ forty poincs 

Seung ch i sao (shuangchishou) ~ ~ .f double st icki ng arms 

Seun g chum do (shuangchendo) ';t iii: lJ double sinking knives 

Seung huen sao (shuangj uanshou) ';t ~ .} double circl ing arms 

Seung lu ng (shua nglong) ';t ~t double dragons 

Sin mien gwun (shanmiangun) .lfl iOi tr~ fanning pole 

Siu baat gwa (xiaobagua) 1]' J\ jl li rrle eight t rigrams 

Siu fa kuen (xiaohuaquan) 1]' :IE 11\: small flower fist 

Siu fook fu (xiaofuhu) 1]' lk. 1ft small subduing the riger 

Siu lien tao (xiaolianrou) + f-* tli li trle first training 

Siu lung gim (shul angj ian) lt ~~ ~1 scholar's sword 

Siu m ui fa (x iaomeihua) 1]' l1J :tt lirr le plum flower 

Siu nim rao (xiaonianrou) + ;t iifl li t tle idea 

Siu ng ying (xiaowuxi ng) 1]' 1i Jf; small five elementS 

Si u poon sao (xiopanshou) + 1J: f small rolling hands 
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Sui da (su ida) 1\1! tT random hitting 

Sun hci (shunqi) ~It Jil. yieldi ng breath 

Sun hei gwai yuen (shenqiguiyuan) f,- i'J. !-:if 5t kidney breathing 

invigoration 

Sup baar jin kuen (shiba j ianqua n) -t- ;\ JW fi;. eighteen arrow fist 

Sup jee (shi1.i) -1- ~ "1- " character 

Sup jee sao (shizishou) -t- :f: .f "-r" character arm 

Sup sam yei yu n bin (shisan j ieyebian) -r :0. ~ Jf ¥if thirteen 

section whip 

Sup yee sik (shiershi) -1- ~ ;!(. twelve forms 

Sup yee sa n sao (shier sanshou) 1- ~ il!c .f twelve separate hands 

Sur gow (shuaijiao) tf .~ wrestling 

Tai gik kuen (Taijiquan) :A: *.!! great ultimate boxing 

Tan gung gerk (tangongjiao) N' 1)) lj/ll spring leg 

Tan sao (tansho) jJi .f spread-out arm 

Tat sao (tashou) tit 4~ whipping hand 

T ier pao jang (tiebaozhou) #t iii, M iron elbow 

Tier si n kuen (tiexianquan) #t ~ fi;. iron wire fist 

Tok sao (tuoshou) ti-t lifring hand 

Tong long kuen (tanglangquan) if~~ preying mantis boxing 

Tui sao (tuishou) jjt .f pushing arms 

Tun sao (tunshou) fF .f swallowing arm 

Tut sao (tuoshou) U .f freeing hand 

Wan wun yi u tier ban kiu (h uanhunyao riebanqiao) il!. <Jt ~ #t t'i 1f.i 
emergen~)' waist bend and iron bridge 

Wang ding gerk (hengdingjiao) ~ lT Jllll side nailing kick 

Wang rna (hengma) ~ ,If; side stance 

Wing chun kuen (yongchunquan) 7")1. 1f. fi> always spring boxing 

Wing Chun kuen (Yongchunquan) ~;(F. fi;. Praise Spring boxing 

Wing Chun sup yar sao (Yongchun shiyishou) 7l<. fi. -t- - .f 
Wi ng Chun eleven hands 

Wu dip jeung (h udiezhang) iljj Jt 'f butterfly palms 

Wu dip seung do (hudie shuangdao) ~\ij *t !t 71 double butterfly 

knives 
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Wu dip seung fei jeung (hudie sh uang feizhang) liY! '1 ~ ~ 't 
butterfly flying double palms 

Van jee do (renzidao) A :f 71 "A" character knives 

Yao jong (rouzhuang) ~{If soft dummy 

Vat jce chung chui (rizichongchui} Fl 'f ffl it " Fl " character 

thrusting punch 

Vee jec kim yeung rna (erzi qianyang rna} .::. + ~ii #- .l!j 

":::." cha racter pinching goar stance 

Vee jee kim yeung rna (erzi qianyang rna} .::. + ~jj 1% .~& 

" .::. " character yang pressing stance 

Vee jee rna (erzima) .::. :f .If; ".::."character stance 

Vee jee seung dao (erzishuangdao) .::. :f ~ 71 ".::." character 

double knives 

Vee rna (yi rna) it .l!j moving stance 

Ying jow (yingzhao) II Ji\ eagle claw 

Ying jow pai (Yingzhaopai) II Ji\ iffi. eagle claw sryle 

Yip Man Wing Chun kuen (Ye Wen Yongchunquan} l\!i rJJ tA; f. ;$: 

Yip Man's Praise Spring boxing 

Yiu Kai Wing Chu n kuen (Yao Qi Yongchuq uan) W~ ~)1; tj( ;(j. ;$: 

Yiu Kai 's Wi ng Chun boxing 

Yucn Kay-San W ing C hun kuen (Ruan Qishan Yongchunquan) 

~(. f.\- tL U ;(i. ft!: Yuen Kay-San's Praise Spring boxing 

Yuer Nam Wing Chun kuen (Yuenan Yongchunquan} ~ ifl tj( 'If. If;. 

Vietnamese Praise Spring boxing 

Yum ycung baar gwa gwun (yin yang bagua gun} ~i Plb !\ 1r trt 
yin yang eigh t trigram pole 

CONCEPTS AND SAYINGS 

Bik ging (bijing) ;I!!~ pressing power 

Bien jung sin (bianzhongxian} ~ 9=' ~ centerline adjusting 

Biu (biao) ~~ dart 

Bo lay tao, dao fu san, t ier kiu sao (bolitou, doufushen, rieqiaoshou) 

Jil: J'f fri't.li .fii }.j·. #'( 1f!l + glass head, bean-curd body 

iron bridges 

Cha i (cai) '* stamp 
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Chi (chi) J~ stick 

Chi sao mo lien fa sik (chishou wulian huashi) t~ .f 1rf, tf 1£ f( 
no flowery techniques practiced during sticking arms 

Ch it (j ic) f)} slice 

C huen (cun) i" inch 

Chuen Ging (cunjing) i" JI1J inch power 

Chum (chen) iii, sink 

Da sao jik siu sao (dashou ji xiaoshou) tT .f ~p ii>J .f striking hand 

is defending hand 

Do mo seung faar (dao wushuangfa) n, ~ Yi: knife techniques 

are not repeated 

Dap (da) tJI. join 

Dim (dian) 1'.}; point 

Dong (da ng) ~ swing 

Dui gang yiu jong tao (duijing yu zh uang qui) Jt ~#ttf !l' 
face a mirror and dummy to aid in this pursuit 

Faar mun (famen) 'd: P~ methodology 

Fan C hing fook Ming (fan Qing fu Ming) /X. 'lit ~ 6Jl Overthrow 

the Qing dynasty, return the Ming dynasty 

Fao (fu) irf. rise 

Fa chuk dui sao chi (huachai dui shouchi) 1t J1i: If .f .U explore 

changes by sticki ng with a partner 

Fu ng lur jik jong(fengshuai zhichong) :if 11l.1L io/ charge straight 

when free 

Gerk mo hui faar J!/ll M. I£ ~ kick does not miss 

Gong yao ping yung (gangrou bingyong) l•il ~ # !fl hard and soft 

combine in usc 

Cor (ge) ;(rJ cut down 

Cwun mo Ieung heung (gun wuliangsheng) j[, ill~ pole has 

not rwo sounds 

Jeer (jie) di: intercept 

Jui (sui) ~;t' follow 

Jum (zhcn) ~ needle 

Jung sien dui ying (zhongxian duiying) 'I'~ Jt lf) centerli ne facing 

shape 
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Kit (jie) J/V deflect 

Kuen ku (q uanjue) !IS t.lt boxing rhymed formulae 

Kuen yao su m faat (q uanyouxinfa) !IS r!J •\,' f} boxing originates 

from the heart 

Lao (lou) il;i leak 

Lien juk bat ring lao (lianxu butingliu) if ttl ::f ~ 'iii continue 

without stopping or staying 

Lien siu dai da (lianxiao daida) if ill fr;' tJ link defending and 

anack ing 

Liu (liao) jl{: stir 

Lik chui jee gok chuen (lisuizh ijuezhuan) fJ fit .J;u 11. '141 strength is 

awa re, it follows and changes with feeling 

Lui lao hui soong (lailiu qusong) *- 'iJ ct J! keep what comes send 

off what goes 

Lui saar chak (la ijuezhe) .Ji< ;!( trr you may not prevail 

Lut sao jik chu ng (sh uaishou zhichong) Jl! 4' 1L 1ti hands disengage, 

charge forward 

Mo (mo) j1~ feel 

Mo jiu mo chak (wuzhao wuzhe) .111c :Jil Me trr No (fixed) technique, 

no resistance 

Mo keung da (wuqiangda) 1! ),1:. h don't force your strike 

Mo luen da (moluanda) #. ~L tr don't waste yo ur strike 

Mo ying da yieng (wuxing daying) #.l!J. tJ ~ no form, strike shadow 

Na (nian) tJ, adhere 

Ngao (gou) $fi) hook 

Saar (sha) ill/ brake 

Sao chi sao mo dei jo (shouchishou wudizou) 4' J,~ .f- Me Ji!'. .it 
when hands srick to hands, there is nowhere to go. 

Sao gerk seung siu, mo jit jiu (shoujiaox iangxiao, wuj uezhao) 

.f Jl/11 {!1 iN, !!f. tt :Jil hand and feer defend accordingly no 

unstoppable maneuvers 

Sao lao jung sien (shou liuzhongx ian) .f- 'iJ <J1 AAI. hand remains in 

rhe centerline 

Sup Vee Faat (shier fa) f" :: ii: twelve merhods 

Tarn (ran) )Ill spring 
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Tao (ru) nJ: spit 

Tao (rou) 1111 steal 

Tck (ti) t~ kick 

Tong (rang) jjli ward-off 

Tong (rang) '# press 

Tai (ri) t.l( raise 

Tui (rui ) flf push 

Tun (tun) 1} swallow 

Wa i seun g chak (weishangzhe) :/}, J: ~!j- you preva il every rime 

Wing yun chi jee; mo mong Hon juk; Dai dci wui chun 

(yongyinshizhi; wuwang H anzu dad ihuichun) 

7}<. rl !!<: .t. -IJf ;t. lUi~. );: }~ [iii -(f. always speak with 

determination; don't forger the Han nation aga in will return 

spring 

Wun (yun) ill! circle 

Yao yi ng da ying (youxing dax ing) 'H 1fj tT 1!~ When yo u see for m, 

strike form 

Yar jiu yar chak (yizhao yizhe) - ffi - tfr on e block, one srrike 

Yee ching jai dong (yijing zhidong) ~A 111 '~ 1/ frJJ use sri llness to 

overco me movement 

Yee yao jai gong (yirou zhigang) ~A ;1:< '$•/li/1/ use soft to overcome 

hard 

Yee yar rui lo (yiyi dailao) ~A ~ {~ * use rest to overcome fu rigue 

Yiu jee (yaozhi) JW 'f'i important ideas 

Yiu ku (Yaoj ue) Jill tl:: important rhymed formulae 
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About The Authors 

In 1995, Y. Wu and Rene Ri<ehie met through the Internet Wing 
Chun Mailing List. They soo n began discussing Wing Chun, finding 
much common ground and opportunity for exchange. At about the 
same rime, Rene Ritchie began publishing his Wing Chun Archives 
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Martial Arts 

With the fame of Bruce Lee, the conditions in Hong Kong, and the hard work 

and effort of many of his classmates, the Wing Chun of the late master Yip 

Man became one of the most well-known and popular Chinese martial arts in 

the world. Although this gave Wing Chun international recognition, it also led 

to a lot of misconceptions. Due to a lack of authentic information, many mis

takenly came to assume that the renowned Yip Man was the sole inheritor of 

the style and that his Wing Chun was the lone version of the art. 

In fact, there are several different and distinct systems of Wing Chun . 

Unfortunately, over the years most of these systems have remained unseen or 

unreported to all but a few-until now. 

Profusely illustrated with over 300 historical photographs, Complete Wing 

Chun presents seldom seen information on a dozen branches of the Wing 

Chun art. It offers the reader a side-by-side comparison of these arts by outlin

ing each system in terms of history, principles, basics, and training methods. 

This is a helpful resource for the interested newcomer and a valuable reference 

for the long-time practitioner. 

Robert Chu has been involved in martial arts since 1972, and is a practitioner 

of the Yip Man, Gu Lao, and Yuen Kay-San Wing Chun styles. Mr. Chu 's arti

cles have appeared in Martial Arts Legends, Inside Kung-Fu, Wing Chun Viewpoint, 

and Wing Chun Today; his monthly column appears in Martial Arts Illustrated. Mr. 

Chu resides in California . 

Rene Ritchie has been studying the Yuen Kay-San style of Wing Chun since 

1990. His articles have appeared in Martial Arts Masters and Wing Chun Today. He 

created and maintains the www.wingchunkuen.com site on the Internet. Mr. 

Ritchie resides in Eastern Canada. 

Y. Wu has been involved in Wing Chun since 1984. He is a practitioner of the 

Nanyang and Yip Man Wing Chun styles. Mr. Wu is the author of The Nanyang 

Wing Chun Primer Vol. 1, and resides in Singapore. 
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