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Preface 

TI1c three volumes of The Traditional 
Kar~ tc-<lo - Okinawa Goju Ry u. written by 
the Head lnstmcto r of The lntl! rn ~ t ional 

O kinawa Goju Ryu Kamtc-do Federation , 
Higaonna Morio . an: meant to be guide books 
for the study of Okinawan k;1ra te-<lo. 

As the Mayor of Naha, I am very glad to 
know that these books ;ue to be tra nslated 
into English a nd thus introduced to the 
world. I hope that the spirit of Ok inawan 
ka ra te-do will he conveyed through these 
hooks and help karate-do develop into nn 
inte rnational sport. The development of 
karate-do is the pride of all the citizens of 
Okinawa. 

I me t Higaonna Morio three years ago for 
the first time. He was so enthusiastic that his 
eyes shone when he talked ;Jbout karate. 

As karate spreads and develops as a sport. 
the principles behind the kala arc being 
l:hanged. I believe that i t is our responsibility 
as Okinawans to hand down Okinawan kara te 
l:orrec tly to futu re generations preserv ing its 
true spiri t as a martia l art. Toward that end , 
these books of ll igaonna Morio will be of 
grea t signi ficance to tilt! development o r 
karate-do. I would like to express my de.:p 
grati tude to Higaonna Morio for his efforts to 
ckvelop and t ransmit the true spirit of 
Okinaw;lll karate. 

April. 19&4 
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Taira Ryosho 
Mayor of Naha 



 

 

 

 

 

 

 

 

 

 

Preface 

This book by ll ig:10rllra sensei is :r very wckume 
cuntrihution to karate literanuc and is valua ble for :r 
number of reasons. Firstly. an Okrnawan himself. 
Hrgannna senscr bears 1hc s1amp nf Ok inawan k:u a1e 
uarning. and excmplilie> the conlinuing vi1al11y of 
Okinawan karate. Thus. this hook- and future 
bonks by him- we ho1>e may serve to put karatcmcn 
all over the world in touch with the rich lradi tions 
uf Okrnawan karate. particularly b~cause there seems 
tube snmc danger of forgcuing 1ha1 !he an orrglflal· 
cd in Okinaw:r. 

Secondly. because 1he bouk deal s wi1h ccn:rin 
Okinawan tr:rinin& ans and concep ts, such as 
"muclrimi." for 1he lirs1 lime in English. ;\ wide 
\JIINY of traditional weight ·t rarrllng appliances IS 

discussed as well :rs lypical exe rcises performed when 
using them. ~nduubtcdly lhesc will be a source of 
~rl'a l in terest 10 se rious s1udcrt1s of karalc. 

Thi rd ly . on account of 1he hisll.>rical sec1inns, 
"hk h are of greal irHerest. !Ins book is rnos1 wei· 
come. ~ligaonna sensei. resident rn Okinawa. has been 
able to do a gre:ll deal of rcse:rrch. drawin~ on n ch 
ural tradilions. lie has also been able to interview 
karale·mcn who studied di rec ll y under Mi yagi sensei 
and lhgaonna KarHY<' scnset . 

~1urcover. :r number o f interest ing new facts have 
.:mnc 1<1 light. :rnd scriou> resca.chcrs inlll kar:rlc 
lustory will welcome the list oi Ch inese envoys 
togcl hrr wi1h the ct:u cs of their visi ts. Le1 us hupc 
th:ll even more da ta of thi s IYJIC will be given in 
future books by I hgaonna. 

ll igaonna .cn.ci hims~lf exemplifies the ttuc 
spiri t uf Goju Ryu . He combines. in the manner ~dvu. 
catcd hy Miyagi sensei. the hard (!,!<>) and the ncxrhlc 
Uu). ll is physical power is legendary among !hose 
wh o have seen hun in action. The sheer power of his 
~ml!lc 1cchnrqucs r> awesome. tllustrating !he k:rralc 
drctum 'httol>UI..t. Imogen· . Olt'anmg that a Mngle 
technique should be sufiicicn t 111 diS:Jble an oppo· 
ncnt. Yet his ma~tcry docs not lie in 1hat :rhrllly 
,,June , fnr he shuws an equal m.rstcry of 'ju' rn his 
superb use of 'muchinn' and 'kaktc' and 111 ht> :rpph· 
CJ!Ion of the 'ju' concept 111 actual cum bal. I Its rntcr­
prctations o f the Oowing and puwc1ful Goju Kala are 

renowned and arc !heir own bcsl advenisenrcrll 
because 1hey dcnrun>lrale the interplay nf 'gu· and 
'ju' . 

On Sep1cmber I 61 h . I 984. I hg.runna sensei had 
the cour1csy and kindness tu give both a lecture and a 
dcrnonsrr:rlinn to menrbers of lhc J:rp:rn M:mial Art s 
Socicly al one uf 1heir gener:tl mcc lmgs. II was 
1he lir>t lime !hat a group cunrpr i>cd mainly 111' 
foreigners involved in martbl arts 111 Japan was able 
actually 10 obscr\'e an ou tstanding exponent of the 
Okrn:rw:tn Gnju Ryu >YStem nf kar:rl c cxhibiling his 
art. and t<l have the opportunity tn question hun 
abuu i 11 . JMAS ve ry lug)1ly recommends !his hnuk of 
hh. 

The Japan Manbl Arts S<><:rcly (JMAS) i> .rn 
a.sm:ration that wckomcs all whn :rre tnlcrcslcd in 
sllrdy rng 11adi1ion:rl or mnue rn Japanc>e martial ans. 

II wa> founded by :r group of IHlll·hpancse 
pracl ilrnners. wuh wide experience in 3 varicly o f 
marllal ar ts. who have lived for many years in Jap:m 
and who hoped in 1h1> manner to >limulate a scnous 
appw:tch tu research :111d trammg. and of rmproving 
cum11111n icalion aut! pmnuning fclluwship among all 
tho>c with a cunullun interest in lhc>c art s. 

JMAS is not :rffilia1cd with. nor dues il aim lo 
compc1e wilh, any other manwl ails nrganizatiun . 
It htllds quarte rly mee1ings at wh rch presenlalions. 
by ei ther Japanese or nun·Jap:urcsc spccia lisls. :rre 
given 111 Engl ish ou some aspcc l of Japanese martia l 
ans. 

Following each of 1hese meeungs JMAS publishes 
an l: nglish bngu:rgc ncwsleller ""nmarizing lhesc 
prc,;e111:11ions and pnwid ing nth~r in furnmron of 
inlc re>t to members. 

If 1he Japan Mania! Arts Sucic1y interests you. 
please do not hesil:llc 10 wri1c fur funher info rma· 
tiun to: 

J apan M:uual Arts Socrcty . 
C.P.O. Bm. 270. 
Tokyo. J ap:rn I 00. 

Liam Kt•eh.•y. 
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Fifty years ago, Miyagi Chojun Sensei 
declared that in this century, karate would 
spread throughout the world. He foresaw the 
situation correctly. It gives me great pleasure 
to say that today karate is practiced in almost 
every country in the world. 

In publishing these books, I have tried my 
best to explain the essence of karate-do so 
that it can be understood by students of all 
levels; from beginners to senior students, and 
to skilled instructors. I have also tried my best 
to illustrate each karate technique and move­
ment in detail using photographs. Even so, 
slow movements such as "Mu clzimi" (heavy, 
sticky hand), cannot be fully conveyed 
through photographs. These points can only 
be experienced and understood through years 
of hard training. 

Along with an explanation of the tech­
niques involved, I discuss the theory and 
history of Goju Ryu. But I regret that there 
arc st ill many points concerning the history of 
karate which I have not been able to research 
as thoroughly as I would have wished . Al­
though I have tried to explain the techniques 
of karate , I believe that there is no point in 
possessing a knowledge of karate techniques 
unless one practises them over and over again 
until one mas ters them . It would give me 

great pleasure if these books helped students 
to improve their technique and encouraged 
them to continue practicing karate through­
out their lives. Practicing karate trains one 
both physically and mentally. I would be 
pleased even if these books encouraged you 
to practice karate for just four or five minutes 
every day. 

Finally, J would like to express my deep­
est gratitude to the following people: to 
Sugawara Tetsutaka of Minato Research and 
Publishing Company for publishing the book, 
Hirata Sadao for taking the photographs, 
Funakoshi Naeko for the translation, Uam 
Keeley, Phil ip Rei nick, David Essoyan, and 
Alanna Higaonna for the edit ing. I would also 
like to express my thanks to my discjples 
Tadano Tomiaki, lwakawa Ko ichi. and Kato 
Tomoyuki, for helping me with the technical 
explanat ions. I would also like to express my 
deepest appreciation to the many other 
people who helped me with these books. 

March I , 1985 

Higaonna Morio 



 

 

 

 

 

 

 

 

 

 

 

Okinawa Goju Ryu 
Karate-do Precepts 

The Founder of Goju Ryu Ka rate-do, 
Miyagi Chojun Sensei. was honored with the 
title of "Bushi. " (a wo rthy warrior. Ln Oki­
nawa, "bushi" does not mean "samurai" as it 
does in mainland Japan). As a warrior, Miyagi 
Sensei is worthy of special mention in the 
history of our cou ntry and karate-do. 

Miyagi Chojun Sensei would always ex­
plain "Bujutsu" (Martial arts), in simple 
language, and t alk about the way people 
should live and the o rder of Nature. It is only 
now that I am aware o f, and appreciate , the 
deep meaning and significance of his words. 
Through training in martial arts, Miyagi 
Chojun Sensei searched for how human beings 
should be. 

As people who have received Bushi 
Miyagi 's discipline, we must be aware that 
Miyagi Chojun Sensei is always with us and 
severely discipline ourselves through con­
tinued training. We should regard our training 
as a diamond, at first rough and dull . But with 
hard, austere and relentless tra ining (or polish­
ing) our techniques will begin to shine. Even 
after thiS is ac t11eved, we must not become 
lazy and discontinue training or the diamond 
will once again become dull . It needs constant 
polishing to stay sharp and bright. We should 
apply th is philosophy not only to the training 
of our kara te techniques, but also to the 
development of our hearts and minds. 

We therefore take the words of our Sensei 
to heart as the precepts of Goju Ryu and 
recite them here. 

I . It should be known that secret principles 
of Goju Ryu exist in the "Kata." 

"Kata" (prearranged fonns) are not 
simply an exhibition of fom1s. They are a 
concrete manifestation of techniques which 
can be transformed at any time to any form . 
It is in the "kata" that the essence of karate 
has assumed a definite form. We should 
always remember that the kata are a crystali­
zation of the essence of karate and that we 
should always begin afresh and train hard. It 
is only through the tra ining of kata that you 
will reach "gokui, " the essential teaching. 

2 . Goju Ryu Karate-do is a manifestation 
within one's own self of the harmonious 
accord of the universe. 

" As supple as a willow, as solid as Mount 
Tai (a mountain often referred to in Chinese 
poetry)." It is when the two extremes of hard 
and soft are wholly united as one body that 
the unshakable form of the harmony of 
heaven and earth will evolve. We find this 
harmony of hard and soft within the order of 
Nature and the oneness of the Universe. 
Through the way of Goju Ryu Karat e-do we 
will be able to express the harmony of Nature 
within ourselves. 

3. The way of Goju Ryu Karate-do is to 
seek the way of virtue. 

In Goju Ryu Karate-do, we try to cult i­
vate the ideal human nature of physical and 
spiritual union through the training of the 
body and spirit . Originally, in the way of 
strategy, there was the concept "to win "but 
to win through virtue is the ultimate ' goal. 
Therefore, anyone who asp ires to this way 
must not forget the Japanese character .Q!. 
("nin." to endure). Heighten one's own vir­
tue, master the strategy of winning without 
fighting and seek the ultimate secret. 

13 



 

 

 

 

 

 

 

 

 

 

 



 

 

Dojo Etiquette 
The dojo is a sacred place where we train 

ourselves physically and menta lly. The stu­
dents should respect the dojo and observe the 
following etiquette ; 
( I). The students should observe the train­

ing schedule. The students should try 
not to be la te for training. 

(2). Before entering the dojo. remove outer 
clothing such as coat, scarf and hat. 
After taking off your shoes at the 
entrance, place them neatly in order. If 
you find some shoes in disorder place 
them in order, also. ' 

(3 ). If a senior student is standing behind 
you at the entrance, let him go in first. 

(4). Upon entering the dojo, say 'Onegai 
sh imasu, · meaning 'please help me; 
clearly and cheerfully. 

(5). Upon entering the dojo , show respect 
by bowing to the dojo shrine. 

(6). Always be polite to your instn1ctors , 
senior students and elders. 

(7 ). Before starting practice, go to the 
toilet. 

(8). Always try to keep your training 
clothes clean and tidy. Always practice 
111 clean training clothes in the dojo. 

(9). Be aware of your physical condition. 
(10). Keep your linger nails and toe nails 

short, to prevent injury to other stu­
dents when practicing together. 

(II). Do not eat for an hour before practice. 
(12). Do not forge t to do wam1 up exercises 

before practicing, even if you are 
practicing alone. 

(13). When you observe the training at the 
dojo, sit in the proper way , and do not 
stretch your legs o ut. Put your hands 
on your lap. 

(14). When an inst ructor calls for training to 
begin, line up smartly. facing the dojo 
shrine. 

(15). When the ins truc tor calls for 'Mokuso!' 
(meditation), close your eyes, breathe 
deeply from the lower stomach , con­
cent rate on the randcn (lower ab­
domen). and try to achieve concentra­
tion. 

(16). While practicing, listen carefully and 

seriously to lhe advice and instructions 
given to you. 

( 17). When you use the training equipment, 
handle it with care. 
Be sure to put it back in the correct 
place after using it. 

(18). When an instructor gives you some 
advice, listen carefully and sincerely. 
Do not fo rget to show that you have 
heard and understood the advice. 

( 19). Each student should know his physical 
condition, stamina and physical 
strength well. Do not force yourself to 
do the impossible . 

(20). The inst ructor should always o bserve 
the physical condition of each student. 
Take a short break in the middle of the 
training period. 

(21 ). Five minutes before the end of the 
train ing period, do the closing exercises 
together with all the students. 

(22 ). When the closing exercises are finished. 
sit in the 'selza' form in the original 
position. 

(23 ). Make yourself calm and quiet , concent­
rate your mind. and recite the precepts 
of the dojo. 

(24 ). Bow to the instructor, senior students 
and each other with appreciation and 
respect. 

(25). The beginners and colored belt students 
should ask the senior students if they 
have any questions. It is important to 
study about karate always. 

(26). Do not forget to thank any one who 
gives you some advice on karate. 

(27). Baths which are excessively hot are not 
good for you. Nor should you spend 
too long a time in t he bath. 

(28). Cigarettes damage your health in 
innumerable ways. Smo king does no t 
have even one redeeming feature. 

(30). When you injure younelf, do not 
pract ice un til the injury is completely 
healed. Watch the training during these 
periods. 

(3 1 ). Upon leaving the dojo , do not forge t to 
say 'Arigato gozaimashita' (thank you 
very much). or 'Shirsurci shimasu' 
(excuse me). 



 

 

 

 

 

 

 

 

 

 

 

 

Part 1. 

The Roots of Karate 

( 1 ). Ancient Civilization and the Origin of 
Fighting 
All livin~ ~rc:uurc s possess tlwu~>lmct 1n •lrfend 

lhctmdvcs again~t the ir cnemic>. Eve n a >~nail ~hlld 
intoned Ia I ely tries tn protect hlrmelf by co,·cnng his 
head with his hands and arms when someone tries to 
lu i his head. Th is involuntary reac tion is :111 instinc· 
tive reflex reactio n of sclf·defense. Consequently. it is 
qui te nat ural tu hchcvc that the compvnenl clements 
wlnd t make up the an nf kara te grew out of thh 
instinct of ours. ct•mbming one hy nne itt a prvccss 
winch start ed with the hcginnmg nf mankind. Thus a 
tr:odil ion of n~h ti n~ ar1s arose among different pen pic 
,,,. J ispa ra le dvilit.a tinns. most nuhl bly within the 
andcnl dv lhl.al tun uf centra l Am . Ejtypt anJ 
Turkey. 

Allhou~;h there is no clear evidence to rn dicatc 
the dates of whe n k<tr:llc·likc techniques be!(att to be 
llcvd upcd . there ex ists much cv idcrt<:c which ••f'fc•·s 
d ues as lo the ll irt h vf this art. For exam ple. draw· 
lngs of men in k:nate·like stan,cs arc shown on 3 wall 
of an anc1en1 l·.gypuan tnmh which dates back per· 
h:op! :os early ~s 5000 year~ ago. Another early pic'c 
of cvidcn~c is ..:ontaincd in twv small Babylonian 
works vf all dat i n~ ha' k 10 somewhcr~ be tween 3000 
tn ~(XIO years U.('. E:od1 ~how> the dtara"e risti.:> o f 
fundamental hlo.:ktnj! teduuqucs uf kara te which we 
u >e ll>dav. 

Tln;s, karalc·like fight ing arts were practked in 
scv,•ral andcnl dviliJ.ations. Moreover. it is likely th:rl 
the principles beltind karate were in tmduced into 

Jmlta through 1 urkey. t:.vtdcn.:c suggests I hal long 
before the Silk Road was established. rhere were 
.:ultural exchanges between India and Turkey. But it 
should be cmphasit.cd that the fighting art s which 
were introduced into India from the west were still 
<.&lute rudimen tary. :an d. tll3t it w:.s really in l ndi:.t :~nd 
C'hina where the fighting arts developed their sophisti· 
ca tcd techniques. 

It is believed that in India. cmpty·handed combat 
techniques were widely used by warriors in tribal 
warfare long befvre the bir th vf Buddh ism. In the 
south of India there emerged the mania! arl form 
knuwn as "Kalaripayt" (Indian martial arts) . The sig· 
nificance o f Kal:mpayt is that 11 resembles the native 
Okmawan martial art knvwn as " te" (hand). 

The art "te. " is said to h:tve more than one 
thousand year> of histo ry. Thcr~ is a theory that the 
:ut of Kalaripayt was studied and then introduced to 

Okinawa by sailors whu had traveled In the south vf 
India in search of trade. II is believed that this Oki· 
nawan art of "te" was later united with the Chinese 
art of "Kempo" lcmpty handed techniques) and 
gradually developed in to the martial ut fnnn of 
karate . 

(2 ). The Beginning of the Chinese Art of 
Kempo 

Bvdhidhanna wu~ a wcll ·known "Z('II .. Buddhist 
rnnnk who ~pent mne yea rs at a Shao Lin Temple in 
the Songshan mounta ins nf C'hma. Ac,<mlin~ tr• 
legend, Bodhidharrna was born in India about 1,400 
years ago. the third child of King Sugandhain , :u1d a 
member of the warrior caste . lie is believed Ill have 
arrived at the fum of the Sonsshan Mountains in 
Hun:ut province in China around 520 A .D. to lc"ure 
there on Buddhism. He spen t his days in meditalinn 
facing the wall of a .:ave wh ich was located in the 
vicinity uf the temple. 

There is no dear evidence In prove that the 
marital art s exist~d 111 China bcfurc the .:ollllll@ of 
Bndhidharma trt the sixth century A .D .. bu t 11 is like· 
ly that many differen t types ,,f m;~rtial arts were 
already practiced ami flourishing in China long before 
the ar riva l o f Bodh idhurma. One thcoty pur purlS that 
about 5000 years ago 111 China du n np the reign ut' 
Emperor Hua'n11. the ti rst f1~,:h1nrg art. similar lu 
kempv appeareJ. and. by the tunc of the Chou 
Dynasty. the principles ~nd tc.:hnit.tues o f kempo 
were eMabli·shcd a !Ill hy the Sui J ynasly. were well 
rlc•vrlnpPd 

As memioned before. Bodhtdh:trma spent nint 
years in meditation at the Shao Lm Temple m China . 
After nine years of medi tation. Bodhid harma SCI 

forth methods of exercise to be practiced by monks 
to strengthen both mind and budy. He introduced a 
series of physical exercises consisting of 18 kata and 
two sutras. called 111 J apanese " l:.'kk inkyo" (Yt jing 
jin) and "Senzuikyo" (Xi shui jm). In Ekkinkyo." 
Bodhidharma expounded a scrie~ of exercises and 
breathmg techniques to enable one's hody to with· 
stand the long hours of meditation and other severe 
fomtS of training. He explained m "Senzuilryo" how 
monks should develop thetr mental and sptntual 
strength toward the same end. These inst ruc tions are 
still respected as the most fu ndamen tal precepts of 
present day karale·do. These teachings of Bvdh id· 
hannJ are bel ieved 10 have fostered the b1rth of 
Chinese kempo . Reg;udless. though the influence of 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

Part 2. 
The Cultural Exchange Between Okinawa and China 

( I ). The Story o f Okinawa 
By 1340, Okinawa• whlch was divided in to three 

kingdoms .entered into a tributary relationship with 
China, and the Chinese Emperor Chu Yuen Cheang 
of the Ming Dynasty agreed to receive a personal 
envoy from King Satto of the Ryukyu Dynasty. 
According to historical records, this invitation was 
requested by King Satto himself to impress others 
with his status. King Satto sent his brother, Taiki , to 
China with tributes for the Chinese Emperor. This 
was the beginning of u long relationship between 
Okinawa and China. In 1372, the Ryukyu Dynasty 
was formally invested by the Chinese Emperor as 
a tributary state of China. 

The Ming Emperor was pleased to promote a 
good relationship with Okinawa. He sent envoys 
every other year to Okinawa with gifts. In Okinawa, 
the delegations were received with much exci.!ment 
at the King's residence in Shuri Castle. These Chinese 
delegations were sent regubrly to Okinawa until 
1866, even after the invasion of Okinawa by the 
Sa tsuma Clan of Japan in 1609. 

Among the delegates were many masters of 
Chinese kempo along with other skilled people. 
During their stay in Shuri and Naha; masters of 
Chinese kempo taught their art to the Okinawan 
nobility and a few members of their classes as well . 

The Ryukyu Dynasty sent ships every other year 
with delegations of noblemen w the Chinese main­
land until I ~74 . These ships were filled with prec ious 
tribu tes for the Chinese Emperor. To pro tec t these 
gifts from pirates and marauders , both the crew and 
delega tes were well armed as well as trained in the 
skills of the martial arts. Consequently , it is believed 
that one of the reasons why the martial arts develop-
ed into such a sophisticated art on such a small island 
like Okmawa was the need to be able to protec t these 
tribut ~ry missions. 

In 1392, during the reign of King S3tto, a com· 
munity of skilled Chinese artisans and monks were 
sent to live in the Okinawan village of Kume. Con­
sequently, the people of this village were made res· 
ponsible for matters of trade and communicat ion 
between China and Okinawa, such as the issuing of 
diplomatic documents and provtding messengers. 
interpre ters and sailing guides. These Chinese who 
settled in Kume also taught Chinese kempo to the 
villagers. 

A few nobles from among the Okinawan 
delega tes to China remained there for a while and 
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even enrolled in schools to study Chinese kempo 
there. In Fukien province at tha t time. a Ryukyu 
se11 lcment was established by the Okinawan King to 
huuse his people who went over there to study. 

As a result, during the era o f King Satto. Chinese 
kempo was introduced rapidly into Okinawa by the 
Chinese themselves and also by the Okinawans who 
studied the art in China. 
• Okinawa is a prefecture of Japan today. Until 

1870, Okinawa was called "Ryukyu" (Dynasty). 
In 1871, Ryukyu became the Ryukyu Clan. 

(2 ). The Banning of Weapons 

In order to understand why bare handed combat 
developed in to such a high ly sophisticated art in 
Okinawa. we must look back at the history of that 
island kingdom. 

Around 1470, the collapse of the Sho dynasty 
ga.vc rise to a period of poli tical turmoil. Subsequent· 
ly. a new Sho dynasty w;~s established in 1477. Titc 
very fim pronouncement of the new king. Sho Shin, 
was to ban the carrying of swords by everyone. noble 
or peasant. He then ordered the confiscation of all 
weapons which were to be locked up at his castle in 
Shuri. King Sho Shin's most significant act was to 
reqyire that all members of the nobility , who were 
then disarmed, and their families. come and live In 
the royal capital. This enabled him to keep on eye on 
potentia lly rebellious warlords. 

After King Sho Shin disarmed his people. two 
schools of combat were bom as a consequence. One. 
known as an of " te" was developed and practiced by 
nwnbers of tlte nobili ty. The other was known as 
Ryokyu kobudo. This la tter school which was 
developed and practiced by the farmers and fisher· 
mtn incorporated the use of simple fishing and 
agricultural tools as effective weapons of hand to 
hand combat. Tra ining in both armed and unarmed 
fighting techniques was done in utmost secrecy in 
remote places after dark. 

Many masters of' karate in Okinawa today believe 
tllU the first banning of weapons by King Sho Shin in 
Okinawa was a wise decision. 

Okinawa's golden age. which continued until 
1609. was nourished by trade with China and other 
1\sian countries. ln 1609, the Satsuma Clan of south· 
Ctil Japan invaded Okinawa and stonned Shuri. 



 

 

 

 

 

 

 

 

 

 

Okinawa was forced 10 become a p~ppcl Slalc 
of Japan. Btu. even afler 1he Japanese invasion 
of Okinawa. Shogu11 Jeyasu forced the Okinawans 
to mainwin a facade of loyally to lhe Chinese 
Emperor. The Japanese occupation force in Okinawa 
maimained 1he ban on 1he carrying of weapons by 
Okinawans. One of 1he reasons why lhe Japanese 
mainlained lhe ban was 10 pretend that !here was 
no change in lhe polilical situation in Okinawa. 
The banning of weapons thus continued throug)toul 
Okinawa's subsequent his tory. 

Afler the Meiji restoral ion in Japan, the Ryukyu 
Dynasly was officia lly declared a lcrritory of Japan. 
In 1879. under 1he new Mciji government. lhe Ryu· 
kyu Dynasty was made into a Japanese prefecture. 
This historic decision evoked a dispute :unong 1hc 
Okinawans. Some supponed the movement to 
become a part of Jap:m while o thers advocated lor a 
move to become a part of China. 

Through a long history of foreign opprc»ion, 
Okmawans have learned I he imponance of develop· 
ing one's inner strength as a means of coping with 
physical hardsh ip. This principal is an integral pan of 
1he !raining irl\'ulved in karate. Thus. Okinawans sec 
kara1e as a means of disciplin ing oneself both spir iHI · 
ally and physically. 

13). The Development of Karate in Okinawa 
ll is10m:al records provide us wilh some of the 

nlmcs of those who le ft their mark on 1he develop· 
mcnt of martial arts in Okinawa. In 1683. during I he 
rtrgn or King Sho Tci. a Chinese dc!ega1c named 
Wanshu. who was sem by the Chinese Emperor to 
Okinawa. slaycd in an Okinawan village called Tomari. 
Durin~ his slay there he I aught the villagers a cenain 

kata of Chinese kempo. After master Wanshu (Wan 
ji) left Okinawa. !he villagers of Tornari continued w 
practice I he kata and named it after him. Today, 
Wunshu kata Is still practiced as a kata ofTomari·te. 

Kusanku is nno l her Chinese kempo master men· 
tioned In the recorch. Kusanku and some of his pupils 
traveled to Okinawa in 1756. and taugtH Chinese 
kempo to 1he Okinawans. This is mentioned in a 
Japanese book known as "Oshima Hikki." This book 
••as written by a Japanese named Tobe Ryoen. who 
was shipwrecked on the Ryukyu island. Tltis is the 
frnt mention of Okinawan karate in a Japanese re· 
cord of any son. Like Wanshu, the name Kusanku 
slill remains as the. name of a Shuri·te ICIJta. 

There arc several o1hers who devoted !heir lives 
10 the martial arts in Okinawa. Sakugawa Shungo of 

Shuri-tc well! liJ Chin:r in 1755 10 study Chinese 
kempo. He had many followers. namely. Makabi Cho· 
kei, Ukuta Sa10unushi. Ma1surnn1 n Chiku'udun 
J>cchin (a rank). Morishima Oyak:lla (a rank) and 
Ginowa Cho'ho. Later rn lhc ninclccnth century. 
there Jived many masters of thl' Shuri·t~ school. 
Among I hem. MatStrmura Sokon Sensei rs well known 
for his skill. Also importanl was ltosu Anko Sensei 
who helpe<.l1o spread ShurHc :unong Okinawans. and 
M:llsumura Kosaku Sensei as rna;ler ofTumari·lc. 

The fou nder of Naha·IC. lhc j!ran<.l mas1cr. 
liigaonna Kanryo Sensei wen! 10 Fukicn province in 
China to study Chinese marl ial :rr1s in 1868 or 1869. 
lligaonna Ka.uryo Sensei spe ru ubnut 12 or 13 years 
in China in mastering the manial ariS. We will 1alk 
more about Higaonn:r Kanryo Sensei in 1hc nex1 
chapter. 

As we ha ve seen. th ree diffcrelll styl~s of ''te" 
exisled in Okinawa. namely. Tomari ·te, Shuri·le and 
Naha-te . These were simply named af1er lh<' villages 
where the styles were practiced. As a general term. 
I hey were called "Todei" or "Karate," in Japanese 
characters .. l,'f [' :·meaning "Chinese hand:· 

However il is imponanl 1U rw1c 1ha1 1hcsc 1hrcc 
villages are in very close proximity. The difference is 
one of emphasis. nn1 of kind. 

Beneath 1he superficial differences, all of the 
Okinawan martial arts arc one and 1hc s:unc in 
methods and aims. This renccts lhc facl that all uf 
lhc Okinawan martial arts share lhe same purpose. 
that is. "self-defense." Among the m rdcrus or various 
Okinawan martial arts. I here ex isis re~pcc1 and friend­
ship fur each o1hcr. bu1 nu arua~:omsm. 

(4 ). The Establishment of Naha·lc 
During the firs! half of the twentieth century the 

names o f lhe various karate styles changed. The styles 
known as "Shuri-tc" and "Tomari-lc" were subsumed 
under one name known as Shor in Ryu. "Nahu·lc .. 
later bc,arne known as Goju Ryu (The Hard and Soft 
School). This name. "Goitl," was :rPt>l icd by !he 
founder of Coju Ryu, M iyagi Chojun Sensei in 1931. 

In 1933, 1he Okinawan art of kara te was recog­
nized as a Japanese martial art by 1hc Japanese Mar· 
tial Ans Committee known as 1hc "Bu1oku Kai." 
Until 1935. "karate" was wriHen a> •· l.'i f'" {Chinese 
hand). But in 1935. the mas1crs of the various s1yles 
of Okinawan kara1c conferred 10 dectde a new name 
for !heir art. They dectdcd to call thcrr art "karate" 
written in Japanese characters as ... ~ r:· (empty hand 
or weaponless defense art). Some maslcrs call their 
an ''karale·do" which means "the way of karate.'' 

La1er, several styles developed from one style. 
Shorin Ryu diverged into several sliglHiy different 
s1yles. But Goju Ryu remained basically slylistica lly 
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The Four Main Karate Schools in Okinawa 

I Naha-te I ~ Goju Ryu I Established by Miyagi Chojun Sensei. 

I Shu.ri-te 1 Shorin Ryu This school was founded by Tomohana Choshin 

~ tJ-f.j;i~i 
Sensei, a disciple of llosu Anko Sensei, in 1933. 

tn~.j;iT,[ 
I Tomari-le Shorin Ryu Established by Nagamine Shoshin Sensei in I 947. 

I Chinese Kempoj--; Uechi Ryu Established by Uechi Kanbun Sensei, who 
JJI!! •:t; practiced Chinese kempo from 1897 to 1947 . . ' fJU. 

There are 23 different karate schools in Okinawa today , but the four mentioned above 
are the main schools of karate . 

The Four Main Schools of Karate in Mainland Japan 

Shuri-te J Shotokan Established by Funakoshi Gichin Sensei. (Nippon 
Karate Kyokai . Shoto Kai.) 

-II Wado Ryu Established by Otsuka Hironori Sensei. (Wado Ryu. 
Zen Nippon Karate-do Wado Kai.) 

Tomari· te 1- ......, Shito Ryu Established by Mabuni Kenwa Sensei. (Shito Kai. 
Hayashi·ha Shito Kai. Etc.) 

Naha-te I Goju Ryu Established by Miyagi Chojun Sensei. (Nippon 

li!l]~iift 
Karate-do Goju Kai. Zen-Nippon Karate-do Renmei 
Goju Kai. Okinawa Goju Ryu. Etc.) 

In mainland Japan, the above four are the main schools of karate, but many differen t schools 
which derive from the above four schools. 

I ShurHe I 1l Renbu Kai I Spread all over Japan. Uses a body protecter to do 
kumite. 

Shotokan 

Goju Kai Kyokushin Kai I 
Nippon Ka rate-do Rengo Kai I Now the largest organisation of karate in mainland 

Japan. 
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Part 3. 
The Founding of Goju Ryu Karate: Naha-te 

In this chopter I will tolk about the art of Naha· 
te which fumlS the basis of Goju Ryu and also about 
its founder, the Grand Master Higaonna Kanryo 
Sensei. There is much concerning the life and teach· 
ings of Higaunna Kanryo Sensei which remains 
unclear. Before I stalled writing about Higaonna 
Sense i I talked with many elderly masters and SIU· 

dents of karate. From these masters and students I 
have learned rnany new facts about Higaonna Sensei 
and also about the li fe of Higaonna Sensei which I 
should like tu research further sometime in the 
future. 

( I ). The Personal History of Grand Master 
Higaonna Sensei 

Higaonna Kanryo Sensei was bom in Naha on 
March I 0. 1853, the fourth child of li igaonna Kanyo 
and his wife Makado ( 1853 was a very significant 
year in Japanese history. It was the year that the 
American, Commodore Perry. ianded in Okinawa and 
visited Shuri Call ie). Higaonna Kanryo belonged to 
the ranks of the lower gentry . While Higaonna Sensei 
was a small boy he was called "Machu." 

Although Machu was always small for his age. his 
movements were very quick. his body was extremely 
limber, and his Je~ and hips possessed extraordinary 
spring. Already from childhood Machu showed great 
interest in the fight.ing arts and was eager to learn all 
he could about them. 

At aRC fourteen he began to learn Chinese kempo 
from someone who had studied it in Fukien China. 
Although Higaonna Sensei was not very tall , he had 
a well developed and strong body enabling him to 
master Chinese kempo very quickly. II did not take 
long for the young martial artist to reach a ·level ol 
expertise comparable to that o f his teacher in both 
skill and technique. Even though he was still quite 
young. Higaonna Sensei became weli known in 
Naha as a master martial artist. But Higaonna Sensei 
was not satisfied with his level of skill. He longed to 
go to China to study the Chinese martial arts. 

Having heard about China from his teacher as 
well as from merchants and o ther students. the young 
Higaonna Sensei became fascinated by Chinese civili· 
zation; its mart ial arts, scholarship and art. For a long 
time he dreamed of going to China himself. Higaonna 
Sensei's father wanted to help his son go but , having 

six other children to look after. he was unable to 
offer any financial assistance toward such a trip. Still, 
Higaonna Sensei did not give up hope of fulfilling his 
dream. 

{2). His Meeting with Master Ryu Ryuko 

In the port city of Naha - then the only pori in 
Okinawa which was open for trade with China -
there lived a statesman named Udon Yoshimura 
( 1830 - 1898). Yoshimura Udon. whose Chinese 
name was Sho Shirei. and Japanese name Chomei, 
often traveled to China as an envoy. Higaonna Sensei 
was introduced to this statesman by a martial arts 
teacher from the village of Kume. Through Yoshi· 
mura. Higaonna Sensei gained an int roduction to the 
owner o f a trading ship which traveled back and 
forth between Okinawa and China. With some persist· 
ance , Higaonna Sensei was able to convince the owner 
of the ship to grant him passage to China. At the 
time, the opportunity to study in China was largely 
restricted to the well-to-do. Thus, Uigaonna Sensei 
was finally able to fulfill his dream of studying in 
China. 

In November 1868/69, at i6 years of age, Higa· 
onna Sensei left from the port of Naha on a ship 
bound for China. Accompanied by favomble wind~. 
the ship , (a ship of the "slrinko sen," also known as 
the "toshislrinryu" line), arrived at the Chinese pon 
of Foochow after a voyage of eight days. In Foo· 
chow. Higaonna Sensei stayed for almost a year at the 
Okinawan settlement called the Ryukyu-kan 
Through the good officer of the Ryukyu·kan. Higa· 
onna Sensei was introduced to a master of Chinest 
kempo. Master Ryu Ryuko. It took one year of 
residence in Foochow before Higaonna Sensei was 
able to gain the introduction. 

Even after Higaonna Sensei was Int roduced to 
Master Ryu Ryuko, he was not immediately accepted 
as a disc iple. It was common practice in China that 
before a master accepted someone as a disciple hr 
would take time to study the personality and cha rac· 
te r of the candidate. Thus. Higaonna Sensei was given 
tasks of tending the garden and cleaning lhe rooms of 
the master. Higaonna Sensei did all these things 
earnestly and enthusiaslically over a long period of 
1 ime. Master Ryu Ryuko was much impressed by thr 
altitude of Higaonna Sensei. Satisfied, Master Ryu 
Ryuko finally accepted ~ligannna Sensei as his 
personal disciple. 



 

 

 

 

 

 

 

 

 

 

After becoming a disciple of Master Ryu Ryuko. 
Higaonna Sensei helped his master at his trade during 
the day as a craftsman of bamboo. Training took 
place after dark starting with the practice of Sandrin. 
Then, lifting the Nigiri·game {heavy ceramic jars). by 
thei r rims, a student would practice Unsoku·ho (a 
pattern of stepping movements). This exercise was 
practiced to strengthen the student's grip while devel ­
oping the proper foot movements. The 1 raining con­
tinued with exercises using the Muchi-ishi (natural 
stone), then proceeded to Makiwora {striking post)­
tra ining where the elbows, fists, kn ife hand and 
the heel of the hand were st ruck repeatedly against a 
makiwaro board. Traini ng was also done in a large 
ba mboo baske t called an Uki. Two persons got in to 
the basket and would prac tice close figh ting and 
choking techn iques. 

Higaonna Sensei was fascinated by the tools and 
the instrumen ts which he used for the first time at his 
master's dojo . Each new training techn ique that he 
learned served to increase his interest in karate even 
more. The strain of such harsh training though. took 
its to ll and Higaonna Sensei's legs, hands and shou l­
ders were always swollen from ove r exertion. Still. it 
was only th rough such harsh training that Higaonna 
Sensei was able to develop muscles like forged steel. 
After several years of hard training, Higaonna Sensei 
became Master Ryu Ryu ko's most skiUful disciple . 

(3). A Brief Biographical Sketch of Master 
Ryu Ryuko. 

Master Ryu Ryuko was a master of Shaolin 
Kempo of the Southern School. Originally, he was 
from the noble class of Foochow in Fukien province. 
During an internal rebellion , the family of Ryu 
Ryuko disguised themselves as commoners to save 
their lives. Thereafter, Master Ryu Ryuko worked as 
a ca rpenter. He al so worked as a mason while still a 
young man. 

Master Ryu Ryuko was quite old and had already 
retired from carpentry when Higaonna Sensei first 
btcarne his disciple. At the time , Master Ryu Ryuko 
earned his living making bamboo baskets. He was over 
six foot ta ll and possessed ex traordinary strength 
with muscle like forged steel. Master Ryu Ryuko was 
a well-known master of kempo in Fukien province. 
Everyone knew of him as a well trained and extra­
ordinarily disciplined martial artist. 

Once during Higaonna Sensei's apprenticeship , a 
young martial artist came to Master Ryu Ryuko 's 
workshop to challenge him to a test of skill. At the 
time Master Ryu Ryuko was making a bamboo pole . 
The young man took the bamboo and crushed it in 
his hands. Astonished , Higaonna Sensei was rendered 
speechless. But the demonstration le ft Master Ryu 
Ryuko calm and undisturbed. Quietly he picked up 

the crushed pole of bamboo. Then . he pulled it apart , 
breaking the bamboo in two pieces. Higaonna Sensei 
could no t believe his eyes. 

(Bamboo is unusually 
strong no t only because 
of its chemical make­
up, but also because of 
its circular , hollow de-
sign . 

The young man 
crushing it in his bare 
hands is awesome 
enough. but pulling it 
apart is an incredible 
feat.) 

The young challenger stood in shocked disbelief 
for a moment then left the workshop in silence. 

( 4 ). An Episode of Competition 

The fame of Higaonna Kanryo Sensei as a great 
martial artist gradually spread throughout the city of 
Foochow. Once a discussion began between the stu­
dents of Master Ryu Ryuko's dojo and another dojo 
of the same school over which dojo was superio r in 
skill. The masters of t he two dojo each chose their 
best student to demonstrate kota . In China at that 
time, it was the practice to have 3 demonstration or 
kota instead of competition in free styl e fighting. In 
this way it was possible to choose a superior martial 
artist wit11out anyone getting hurt. 

Higaonna Sensei was chosen to represent Master 
Ryu Ryuko's dojo. At the competition the student 
from t11e o ther dojo went first, perfom1ing a Sanchin 
kota , foll owed by Higaonna Sensei who perfom1ed 
the same kata . All the students from the o ther dojo 
watched with great attention as Higaonna Sensei per­
formed the Sanclrin kata. They were all struck with 
admiration at the performance of Higaonna Sensei. 
After the perfonnance, the master of the o ther dojo 
admit ted tha t the art of Master Ryu Ryu ko was much 
superior to that of his own. After this competition , 
Higaonna Sensei's fame spread even further in 
Foochow. It is said that many martial artists t ried to 
engage Higaonna Sensei in a fight to prove their brav­
ery. But Higaonna Sensei kept the promise he made 
to Master Ryu Ryuko when he first became a person­
al disciple o f the master of not to fight to show off 
his skill. Thus Higaonna Sensei a lways declined these 
gratu iwus challenges. 
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(5 ). Higaonna Kanryo as the Fou.nder of 
Naha·te 

Master Ryu Ryuko's house was a two story 
buildin~t. The master lived on the second floor while 
the workshop and Hig;10nna Sensei's room were locat· 
ed on the ground floor. The floor of the ground floor 
got very cold. Higaonna Sensei was woken up early 
every morning by the cold. Unable to sleep any 
longer. Higaonna Sensei got up and passed the early 
morning hours practicing kata in the yard. Master 
Ryu Ryulcu also got up early and watched from up· 
stairs as Higaonna Sensei practiced. Much later, short· 
ly before Higaonna Kanryo Sensei returned to Oki· 
nawa, Master Ryu Ryuko told Higaonna Sensei not to 
over practice for he had to conserve his strength for 
the journey back to Okinawa. Master Ryu Ryuko al· 
ways watched over Higaonna Sensei as if he were his 
own son. 

Higaonna Sensei stayed as Master Ryu Ryuko's 
personal disciple for about thirteen years. After 
thirteen years of hard training, Higaonna Sensei left 
Master Ryu Ryuko and the city of Foochow to go 
back to Okinawa. 

Immediately after returning home, Higaonna 
Sensei paid a visit to Udon Yoshimura, who had 
helped him go to China thirteen years earlier. Udon 
Yoshimura was very much impressed to see that 
Higaonna Sensei had grown up to be a person of 
modest but dignified character. Udon Yoshimura 
asked Hlgaonna Sensei to teach his sons some of the 
skills he had learned in China. Udon Yoshimura's 
second son, Yoshimura Chogi took a great interest in 
the martial arts and practiced eagerly. 

Higaonna Sensei's fame rapidly spread througll· 
out Naha and its vicinity after his return to the 
Ryukyus. The king of the Ryukyu Dynasty, King Shu 
Tal asked Higaonna Sensei to be the royal family's 
instructor in the martial arts. Thus for many years, 
Higaonna Sensei taugllt the martial arts to the mem· 
bers of the royal family as well as the family of Udon 
Yoshimura. 

Following the Chinese teaching of humility , 
Higaonna Sensei was modest and quiet in his demean· 
or and never talked of his own skill and exploits as a 
martial artist. For a short time after coming home. 
Higaonna Sensei went back to his old job of selling 
goods on a boat. But the sailors, the merchants and 
the government officials who had been to China all 
talked abou t the talent and reknown of .Hiponna 
Sensei. Many came to Higaonna Sensei and asked to 
be taken on as personal disciples. But because the 
training was harsh, only a few remained with Higa· 
onna Sensei for long. 

Higaonna Sensei opened up his house in Nishi· 
mach! as a dojo , and started to teach his art without 
charging any tuitinn. Higaonna Sensei was quiet by 
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nature, though in the dojo he seemed to take on a 
different personality. There, his eyes became piercing 
like those of an eagle and the students were almost 
afraid of standing too close to him. 

In 1905, Higaonna Sensei started to teach at a 
public higll school in Naha twice a week at the 
request of the principal. Higaonna Sensei taught his 
art to the high school students for both its physical 
and spiritual value. 

During the thirteen years of training in China, 
Higaonna Sensei mastered many traditional Chinese 
martial arts such as the art of the straight sword 
(chien), and the art of the broad sword (dao) and 
spear. Higaonna Sensei's technique in all of these 
various martial arts was truly art in motion. Thus, his 
fame quickly spread throughout Naha and through· 
out many other cities in Okinawa. 

Higaonna Sensei wa.s not a taU man at all. He was 
only five foot one inch tall. Bot he was very strongly 
built . His muscles were weU developed through the 
harsh training he underwent in China. His hands and 
legs possessed extraordinary spring. People called 
him, "Higaonna of the powerful kick" because his 
kicks were so strong and quick. His movements were 
also quick as lightning. People were surprised that one 
so smaU possessed such power and strength. People in 
Naha also called Higaonna Sensei "Kensel" meaning 
"sacred fists." Gradually, the art of Higaonna Sensti 
came to be called ''Naha-dee (te)" meaning "Naha 
hand {technique).'' Today he is honored as the 
founder of Okinawan karate. 

(6). Miyagi Chojun as a P~rsonal Disciple of 
Kanryo Sensei 

After coming back from China, Higaonna Sensei 
devoted all his time and energy to the study and 
practice of the Sanchin kata. His mind was so occu­
pied with the Sanchin kata that he sometimes even 
forgot to take his meals. Around this time. a young 
boy became a personal disciple of Higaonna Sensei. 
The boy's name was MiyaJti Choiun. who later be· 
came the founder of Goj~ Ryu. Hl811~nna Sensei was 
49 years of age and the young Miyagi Chujun four. 
teen when they met for the fi rst time. 

Higaonna Kanryo Sensei taugh t his students only 
Unsoku·ho (basic patterns of feet movement) over 
and over again for the fust six months. After traininc 
in Unsoku-ho, Higaonna Sensei made his studenu 
practice only Sanchin kata - an exercise involvinr 
breath control and muscle lightning - for three to 
four years. Higaonna Sensei's training was so seven 
that students would bleed from their shoulders whilr 
their sigh t grew dim and their hips and legs would bt 
on the verge of coUapse. After training, some studenu 
even had blood in their urine. Students were not 
allowed to sta rt practicing another kata until they 



 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

Naha·tc. At the time, Miyagi Sensei was not yet sure 
that he would continue to practice karate throughout 
his life but he already loved karate more than any· 
thing else. 

(2). Miyagi Chojun : Training 

Higaonna Kanryo Sensei trained his disciples so 
hard and severely that even Miyagi Chojun Sensei 
though t more than once abou t quilling. But by the 
t ime Miyagi Sensei entered high school he found him· 
self more than ever commiued to the art of karate. 

For Miyagi Sensei, training was not confined to 
lhe dojo. He ran everyday to and from his school to 
develop his legs. Sometimes Miyagi Sensei went 
down to lhe harbor to train . There he would lie one 
end of his obi (sash) around a log and tie lhe other 
end around his neck. Then, in a standing position he 
would exercise bending forward and back· erect from 
the trunk using the log as resistance thus exercising 
his hips , waist and legs. At the seashore Miyagi Sensei 
would also practice lifting stones - some of which 
weighed almost one hundred kg. - to strengthen his 
grip, arms and hips. If a stone was too heavy he came 
back to the same stone everyday unt il he fi nally 
succeeded in lifting it. 

Miyagi Sensei did aU this on his own after school 
before he went to Higaonna Sensei's dojo in the 
evening. In spite of such extra condit ioning which 
Miyagi Sensei did, he still found the session with 
Higaonna Sensei severe and extremely demanding. 
During the practice of Sancl1in kala , the tightening o f 
muscles expected by Higaonna Sensei was so difficult 
tha t Miyagi Sensei would sometimes pass out during 
the exercise. 

After his evening wo rk outs, Miyugi Sensei was so 
worn out , he could barely make his way back home. 
Extremely fatigued, he had to lift his legs one by one 
with his hands in order to climb up the stairs to his 
room. Sometimes Miyalti Sensei did not even have the 
strength to climb up the stairs to his room and would 
sleep in the entrance hall until the next morning. 

Even though the uaining was harsh, Miyagi 
Sensei had a great passion and enthusiasm for karate. 
He was a man of strong will. At his school, Miyagi 
Sensei did well in his studies. Higaonna Sensei had 
been studying the character of Miyagi Sensei, and was 
convinced that Miyagi Sensei was the person to whom 
he could pass on the art he had learned from his 
master, Ryu Ryuko. 

Higaonna Sensei gave Miyagi Sensei special in· 
siruciions in the practicing of kaia. Higaonna Sensei 
and Miyagi Sensei. as master and disciple. together 
devoted their lives to the study, practice, and im· 
provement of the art of "Naha·te." 

Miyagi Sensei trained with Higaonna Sensei for 
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approximately thl.rteen years until the death of the 
Iauer. It was about the same period of time which 
Higaonna Sensei spent with his Master. Ryu Ryuko in 
China. Higaonna Kanryo Sensei passed away in Qc. 
Iober of 1916. He was 63 years old . 

In the same year that Higaonna Sensei passed 
away, Miyagi Sensei left for China. In the city of 
Foochow in Fukien province, Miyagi Sensei tried to 
find the place where Master Ryu Ryuko had had his 
dojo and where Higaonna Sensei had trained for 
th irteen years. Finally, Miyagi Sensei found the site 
where the dojo had once been and where Higaonna 
Sensei had once lived. All that remained was the 
outer wall with no trace of either the dojo or Master 
Ryu Ryuko 's house . Miyagi Sensei came across an old 
ma n who had been a student of Master Ryu Ryuko. 
The old man told him that during the revolutionary 
war almost aU of the mart ial artists Oed from Fukien 
province to Singapore or Malaysia to escape persecu· 
lion. Even after the revolut ionary war was over 
though , they did not return. or if they did return 
they continued to remain underground. Miyagi Sensei 
gave a demonstration of his skills which impressed the 
old man. 

After Miya,Ri Sensei came back from China he 
spent his time studying the kala "Rokklslru. "Miyagi 
Sensei created the original open hand kala, "Tensho," 
b~sed on it. Tensho kata is cha racterized by soft 
and · smooth movements as opposed to the "hard'' 
movements of Sonchin kata.. The movements are 
impressive. Later. Miyagi Sensei developed two other 
kata . "Gekisai Dal'ichr' and "Gekisai Dai'ni" though 
the " Tensho" kata is thought to be his real master· 
piece. 

(3 ). The Training and Studies of Miyagi 
Chojun Sensei 

After the death of Higaonna Kanryo Sensei, 
Miyagi Sensei turned to nature and his natural sur· 
roundings for inspiration. He began to tr~in himself In 
close contact with nature . 

Miyagi Sensei practiced "kiat' on the seashore. 
He practiced shouting a powerful and spirited kiai 
which could be heard above the roar of the waves. 
Miyagi Sensei also practiced his eye movement exer· 
cises there. He began by looking down at the sand 
around his feet. and then gradually looked up at the 
surface of the sea. lie then looked up at the horizon 
formed by the sea and sky. Then he dropped 
his eyes to the surface of the sea and then back to the 
sand around his feet. Miyagi Sensei did all theSe 
motions without blinking. 

Sometimes Miyagi Sensei practiced Sonchin kala 
in the ocean in water up to his neck. and sometimes 
on the top of a mountain. Once in Kyoto , Miyagi 



   

 

 

 

 

 

 

 

 

 

 

Sensei practiced Sanchin kala in the snow for three 
days. He always tried to practice his art under severe 
and demanding conditions. He tried to study and 
practice every aspect of karate in close contac t with 
nature 

At the same time, Miyagi Sensei tried to use 
every opportunity in his everyday life, and surround· 
ings. to train. For example, when passing between 
two stone waUs (two meters apart), he would run 
zigzag between the two walls hitting !tis body against 
the walls. Sometimes he would throw himself on the 
stone pavement. and then roll quickly to his feet. 

When in a building. he would never sit with his 
back towards any door or window. When he slept, he 
carefully chose his sleeping position. with careful con­
sideration as to the place for his head and heart. 
While he was washing his face in the morning. or 
while walking. or opening and closing the windows. 
he always studied how he could be on guard while he 
was doing these activities. 

During the summertime, before going to bed, 
Miyagi Sensei practiced "lsuki" (punches) against a 
mosquito net made of hemp threads which was 
quite soft. After practicing rsuki, he would put out 
the candle light with seiken (fist). Then, he went into 
the mosquito net to sleep. In his bed, sometimes he 
would not be able to fall asleep because his muscles 
were so stiff and sore from the day's training. 

Sometimes in the morning, Miyagi Sensei would 
ask his wife to open a blind of the window to study 
whether he sensed the sound of the opening of the 
window first. or the light coming in from the win· 
dow, lx:fore the sound. One morning he repeatedly 
asked his wife to open and close the blind and she 
thought that he was going mad. 

Miyagi Sensei tried to find training methods to 
shorten the time which was required tu transmit 
m~ssages from the eyes to the brain, and to the ap­
propriate muscles of response. He also studied how to 
improve the five senses, and such things as sensing the 
enemy at his back through the skin and through an 
improved sense of smell. 

Miyagi Sensei had some interesting experiences 
while he was engrossed in the study and practice of 
the kala. During those years, one night a man appear­
ed in his dream and told him of a kala, giving him 
instructions in precise details explaining the essence of 
the kata. In the middle of the night after the dream 
Miyagi Sensei jumped out of bed and went to the 
dojo to follow the instructions he was given . This 
kind of experience happened to him more than once. 

What we have discussed are some examples of 
Miyagi Sensei's daily training. Miyagi Chojun Sensei 
was thinking about his art all the time, devoting 
literally twenty four hours a day to the art of karate. 

( 4 ). The Development of Karate 
In 192 I the then crown prince Hirohito (the 

late Emperor of Japan) stopped over at Nakagusuku 
Bay in Okinawa on his Grand European Tour. A big 
ceremony was held in Okinawa in honor of the crown 
Prince. At the ceremony, in front of the crown 
prince, a performance of Naha-te and Shuri-te were 
given by the best martial artist of each school. Miyagi 
Sense1 perfom1ed the an of Naha-te in front of the 
crown prince. The crown prince was much impressed 
by the performances and also that the martial arts 
should be so highly developed in such a small islancJ 
as Okinawa. 

Again. in I 925 Miyagi Sensei. at age 37. demon· 
strated the art of Naha-te in front of prince Chichibu. 

Already at this time, Miyagi Sensei foresaw the 
development of karate in Japan and the world . He 
thought that it was important to organize and unify 
the world of Okinawan karate in order to preserve 
Okinawan karate as a cultural treasure and as an 
inheritance of the Okinawan people to be transmitted 
to succeeding generations. With these thoughts in 
mind, Miyagi Sensei set up a club called the Karate 
Research Club in Wakasa-cho, Naha-shi in 1926. 

This club was founded by Miyagi Chojun Sensei. 
Hanasltiro Chomo Sensei of Shuri-te, Motobu Choyu 
Sensei and Mabuni Kenwa Sensei (Founder of Shito 
Ryu). These four instructors took turns and taugh t 
the students alternately. 

The training started off with preliminary warm· 
up exercises foUowed by supplementary exercises. 
The preliminary and supplementary exercises helped 
the students build up physical strength and stamina. 
After these exercises. the students were trained in 
Sanchin kala over and over, day after day. The 
practicing of Sanchin kata repeatedly every day helps 
the student develop not only physical strength. but 
mental and spiritual strength as well. Through repeat­
ed practice, these students gradually mastered the 
science and methods of karate. 

Afier training, Miyagi Chojun Sensei often talked 
with his students about the spirit and essence of the 
martial arts. His talks touched on many topics: topics 
such as mankind, aspects of everyday life. and the 
samurai code of ethics. Miyagi Chojun Sensei tried 
to help his students not only in their karate training 
but in their moral developments as well. This club 
lasted until 1929. 

In 1927, the founder of judo, Kano J igoro 
Sensei, visited Okinawa for the first time at the invi· 
tation of the association of Okinawa. At the 
ceremony held in honor of Kano Sensei, Miyagi Sen­
sei gave a demonstration of karate kala. Kano Sensei 
was very much impressed with Miyagi Sensei's per­
formance . After the performance, Miyagl Sensei also 
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dcmonstr~ted throwing and grappling techniques for 
Kano Sensei. Miyagi Sensei explained that proper 
breathing was important in the execution of aU these 
movements. Kano Sensei was deeply impressed by the 
advanced techniques and sophistication of karate. 

It seemed that Kano Sensei was also fascinated 
by the personality of Miyaai Chojun Sensei. This was 
learned later from the letters which were sent by 
Kano Sensei to Miyagi Sensei. 

In 1930 at the Botoku·sai Tournament, in 19.32 
at the Sainei Budo Tournament. and at many other 
important Japanese martial art s tountaments. Miyagi 
Sensei was called upon to demonstrate the Okinawan 
art of karate. 

It was due to the influence of Kano Sensei that 
Miyagi Sensei was given the opportunity to perfonn 
Okinawan k:tratc at many of the leading Japanese 
Btu/o tournaments sponsored by the government. 

(S). The Naming ofGoju Ryu 

Miyagi Chujun Sensei"s senior disciple, Shinzato 
J in'an Sensei gave a perfonnance of ktzttz at the All 
Japan Martial Arts Tournament which wJs held to 
celebrate the Coronation Ceremony of Hirohito in 
1930. After his performance. Shinzato Sensei was 
asked by a master of kobudo {tradi tional martial arts) 
which school of karate he belonged w. Shinzato 
Sensei could not answer that quest ion for at tha t time 
there was no need to have a name for each karate 
style. When Shinzalo Sensei went back to Okinawa 
he told Miyagi Sensei about the encounter. Afiya~ 
Sensei though t about this problem for a while. 
Finally. he decided that it was necessary to have a 
name for his martial art style in order to promote 
and spread his art and also in order to cooper~le with 
o ther schools of Japanese martial arts. 

Miyaai Chojun Sensei named his art "Goju Ryu," 
meaning " Hard and Soft" after the precepts of 
tradition»! Chinese kempo. Miyagl Scllliei was the first 
master amonl( the different schools of k~rate to name 
his art. Althou~h Mivui Sensei called his art Gqiu 
Ryu . he seldom used the name nor put a sign with 
"Gnju Ryu" written on it at the dofo. In 1933. the 
art of Miyagi Sensei was formally registered as "Goju 
Ryu" at the Butoku-kai , the Japanese Martial Arts 
Assodatiun. 

In the I <>JO's, Miyaai Sensei was very active in 
developinp. and sprcadinp. kan tc·dn in Jap»n and also 
th roughout the world. In 1934, MiyaJi Sensei was 
made head of the standing committee of the Oki· 
nawan branch of the Butoku·kai Association. 

In April of 1934. an Hawaiian newspaper com· 
pany invited Miyagi Sensei to come to Hawaii to 
introduce and popularize karate there. He spent 
ten months in Hawaii before retu rnins to Naha. In 
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1934 he also received a commendation from the 
Afinistry of Education for outstanding service in 
the field of physical culture. 

Miyaai Sensei went back to China in 1936. thi 
time to Shanghai, for further study of the China~ 
martial arts at the Seibu Physical Culture Associl. 
tion. He stayed in China for two months. 

lo May 1937, Miyaai Sensei perfo rmed ktztll at 
the tournament of the Butoku·ka i Association. an4 
on this occasion. the Butoku-ka i Associa tion awarded 
him a commendation for his study in this field. 

. Miyagi Sensei spent his entire life promot.~ 
GOJU Ryu Kara te·do and improving karate by 
developing scientific methods of exercise. In 1940 
Miyagi Sensei created his own k 11ttz "CekU4i DtziYch/' 
and "Cekislzi Daii1i" to popularize karate and to 
improve young people's physical educat ion. MiyaJI 
Sensei also created another ktzttz " Tensho" which 
emphasizes the softness of the art , as opposed to til( 
hardness of the Stztu;hill ktzttz. Thus. the name "Goju 
~yu" meaning "~ard and Soft School" in Japanese 
IS a very appropnate name for the art. It was about 
this time that Goju Ryu Karate·do wu fu Uy estab· 
lished and started to develop and spread throughout 
the world. 

Miyagi Sensei was truly the Founder of Goju 
Ryu Karate-do. 

Miy~gi Sensei took great pride in the Okinuwan 
art of kara te. From the very beginning he recognized 
karate as a valuable cultural treasure of Okinawa. He 
devoted his entire life to the study. development and 
transmission of Okinawan karate fur the sake of 
futu re generations. 

The 1940's was a tragic period in the history of 
karate. World War II broke out in 1941. In 1944, 
d~rin~ t.he closing days of the war. he together with 
Ius dlsctples had to endure the devastation of the 
ba.ttle .for Okinawa and the ensu ing period of poverty. 
Mtyag1 Sensei lost his third son. Jun. and his senior 
disciple. Shinzato J in'an Sensei, in the ba ttle. This 
was not a lime for karate training. Miyagi Sensei 
stopped teaching karate du ring this period. 

In 1946. the yea r afler the end of the war. 
Miyagi Sensei became a director of the Okinawan 
Civil Association of Physical Educa tion, and he start· 
ed to teach karate at the Police Academy of Okinawa. 
In the same year . Miyagi Sensei started to teach 
karate in the backyard of his home in Tsuboya-cho, 
where his fourth son st ill lives today. Miyagi An 'ichi 
Sensei, Miyazato Eiko Sensei. Miyaza to Ei'ichi Sensei. 
lha Koshin Sensei and Aragaki Shu'ichi Sensei were 
amontt the many students of Miyagi Sensei. 

After the war, Okinawan karate spread rapidly 
throughou t the mainland of Japan. For a short t ime, 
Miy~i Sensei taught karate in the Kansa i (western) 
area of Japan. 
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a)·( 1 ). The Vital Points of the Human Body 
- front -

(kammi) ----------r.~~,.. 

(komekami} ---------' 

(jinchuj-~ 

(danchu) -----r-.r--~~ 

{ude-narashl)---1•1 

(ganka)----J--;--~ 

(suigetsu)---tnr:::--~-

( denko )' ---tt'-1'----t-~ 

(kokotsu} - - ---...,.. 

(soin)--- - ....... =:::::~- _.....-- 1 

(kori) - - - - - '1;--4 

....-t;---- - ------- (uto} 

%~~----------- (kasumi} 
. .,.,._ _____ _ _ ____ (seimo} 

(uchi shakutaku) 

( ~~...._ _ _ _ _____ ([ukuto) 

----- - - - ----(naira) 
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aH2). The Vital Points of the Human Body 
-back -

(shuko) 

(ude-narashl} --4-_,.l~.,--"'1 

(wakika.ge} ---\--\-!>.-fl--1-./ 

(ushiro denko)-·-_.:>..--J-+--1-~\" 

\Ct----:m!-=----------- (dokusen) 

·.-\-.!!.,.-- --- ----- (keichu) 

,, 
(bltel) ----------1:..~--.. 
(ein)---------t+~'J?-s.,....f"'-..::::::.--

l\ 
(ushiro inazuma) -----+-+-....--

~) \ 
\ 

(soma)------~~ 



 

b). The Names f the Muscles 

Pia tysma --------.. 

Sternocleidomastoid- -.. 

Trapezius-------... 

Pectoralis major---, 

Deltoid-fro 

Biceps brachii --T-~-~-f­
Serratus anterior - -

Rectus abdominis _____ .,-
Pectineus - -----------1--+-+--•'­
Rectus femoris --------+ +--. 

Adductor magnus --------1-+--+-~ 

Gracilis-------·---- ·-+--1-+-\-el 

Vast us lateralis _________ .......;.._. 

VaslUS medialis---------\-+--+• 

~I 
I \ 

Peroneus longus-------- • 1 

Tibialis an terior------

Extensor digilorum-----~ 

Peroneus brevis---- -­

Extensor poUicis longus - ------t-'ll 
Extensor digitorum brevis ---- --_:L. 

~--Splenius capil is 

~---Trapezius 

~---- Trapezius 

_.---Rhomboid major 

_...---- Deltoid-rear 

.~----- Infraspinatus 

~-----Teres major 

:::~~\-.-\;;:[------Latissimus dorsi 

Biceps fem oris 

. ..-------Gastrocnemius 

\"-------Tendo calcaneus 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

c)-(1). 

(eyes) 
(palm) 

The Parts of the Body 
-front -

(side of the abdomen) ---t-
(stomach) -_-=.-:-:.-=---/!~~ 

(pubis) 
~--1(back·hand) 

• 
' 

(thigh)---r::-
0 

.. ·~ . ' 
'..~,/ 

' ' ' ' • 
' ' ' . ' 

' ' . ' ........ r··: (kneecap) 
'··-" • _ ..... _ .-1. f--- (knee) 

• 
' ' ' . 

' • (shin) 
' ' ' ' 

- Gedan - (Lower part) 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

cK2). The Parts of the Body 
-back -

(top of the head}--~ ...... 

(side of the head}·--+ 

(back of the head}·-~ 

(neck)--+-

(back of the upper ann) 

(palm)-..;r 

(back of the foreann) 

(back of the upper ann) 
(scapula) 

, (spinal column) 
L. • ;.., .;.1 -.-u.-.==(side of the abdomen) 

~I t t •" 4 
• ,._ •• , ,. -'1----- (hl'p) 

,' ' t , ...... 

• 1 :-• ..;_.....:'~------(sacrum) :~ 'v : • .. --!+-- (buttocks) : : \ \ • •yto ,~ , .... _ ..... , :-....... , 
: ' \ 
: -

1o-t-- (back of the thign) • I 
I 
I 

' . • I 
• • • • • • ; ....... 

.. . 

. , ' .... • • • • • • 
~-

• 
• .. ,1 

-1---(knee joint) 

... 

.::+.::..--(heel) 
..:».,..---(sole of the foot) 
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d). Terminology 

(I). Counting: (2). General Vocaburary: 

ichi . . ..... .. one Jod011 ...... . . upper area 
ni ......... two chudan ....... middle area 
san . ........ three gedan . .. ..... lower area 
shi . . . . . . . . . four kam4e ....... combative posture 
go .......... five hajime ... . . .. begin 
roku . . .... . . . six y ame ........ stop 
shichi ....... seven kime ...... .. focus 
hac hi . . . . . . . eight rei ....... .. . bow 
ku ....... . . nine yoi ......... ready 
ju .. ... ..... ten llidari .. ..... . left 

migi .. ..... . . right 

(3 ). Stances: 

- dachi (tachi) .. .. ..... . ..... stance 
heisoku dachi .. .............. closed foot stance (feel together) 
musubi dachi ..... .. ..... . .. .formal auention stance (heels together, 

feel at an angle) 
heiko dachi ....... . . ... ... . . parallel stance (feet shoulder width apart) 
hachiji dachi ................ natural stance (feet shoulder width apart , toes 

slightly pointed out) 
shikc dachi .............. ... straddle leg stance 
kiba dachi ... .. ............. horse riding stance 
sanchin dachi ................ hourglass stance 
zenkutsu dJJchi .. .. .. .. ... .... front stance 
lum zenkutsu dllChi .. ... ... 0 • • • half front stance 
fudo dachi o o •• o o 0 0 • 0 0 0 • • • ••• free stance 
kokutsu dachi ............... back stance 
neko ashi dachi ............. . cat foot stance 
renoji dachi . .... 0 •••• 0 0 • 0 ••• the leiter 'Re' stance 
sesan dachi .. o • •• ••••••••••• side facing straddle stance 

(4). Hand techniques: 

seiken zuki • . . .... 0 • •••••• o • fore fist strike 
age zuki .. • ... 0 0 0 o o o o •• o ••• rising punch 
kagi zuki o ••• o • 0 0 0 0 • 0 •• 0 0 •• 0 hook punch 
yama zuki . 0 0 0 • 0 0 0 0 0 •••• 0 ••• mountain punch 
awase zuki ..... o • 0 ••••••• o •• U - punch 
heiko zuki o o o o o ••••• o •• 0 •••• parallel punch 
haStJmi zuki .... 0 • • • o • 0 •••• o scissors punch 
nagashi zuki . . . . . . . • ..... 0 • 0 flowing punch 
nakadJJka ken . 0 •••••• o o o o o o •• middle finger knuckle fist 
ko uchi ..... o o ••• 0 • ••• • • 0 •• bent wrist st rike 
kuma-de 0 • 0 • 0 0 • 0 • 0 • • • • • 0 • 0 o bear hand 
washi-de . o o ••• 0 • • • • • • • • • • o • eagle hand 
empi 0 0 • • • •••••••••••• 0 0 •• elbow strike 
- tsuki (zuki) ... 0 ••• • •• 0 0 • 0 • punch or thrust 
- uchl 0 •••••• 0 0 0 0 0 • ••• • • 0 • strike 
choku zuki 0 •••••••••• 0 ••••• straight punch 
ura zuki ........... • 0 o 0 0 0 0 • short punch (palm side up) 
ura·ktn uclll ... 0 •• 0 • 0 •••• o 0 o back fist strike 
shuto uchi ............... .. 0 knife hand strike 
hiji uchi .... 0 •••••••••••• • • elbow strike 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

tettsui uchi ...... . .......... bottom fist strike 
nukite zuki .. .. .... ... ...... finger thrust 
shotei uchi . ... .. .. . ........ palm heel strike 
shotei zuki . . ............... palm heel thrust 
furl zuki .................. . circular punch 
mawQSh~ zuki . .... .......... . round hook punch 
tate zuki .. .... . . .. . ....... . vertical punch 
k~ami zuki .. . . .. ... ... ..... leading punch, jab 
01 zuki . .. ... .... . ........ . lunge punch 
gyaku zuki .... ............. reverse punch 
nihon zuki . . ........ • ....... double punch 
sanbon zuki . . . .. ............ triple punch 

(S). Foot techniques: 

keri (geri) .. ...... , , , . •••••• kick 
mae gerl (keage) ..... .. . ...... front snap kick 
mae gerl (kekomi) ... .. ........ front thrust kick 
mQWQShi geri ....... .. ....... round house kick 
ushiro geri .................. back thrust kick 
yoko geri (keage) .. ........... side snap kick 
yoko geri (kekomi) .. .. ..... . .. side thrust kick 
kansetsu geri .... ......• .. . .. stamping kick, joint kick 
hiza geri .........•.... ... .. knee kick 
nidan geri ........ ... .... . .. double front snap kick (back leg first) 
ren geri ............. . . .... . double front snap kick (front leg first) 
QShl baral .. .. .. ....... ..... foot sweep 
mae tobi geri . .............. . jumping front kick 
yoko tobi geri ... .. ... .. . • ... jumping side thrust kick 

(6). Blocking techniques: 

uke ... .. ..... .. .. .. . . . .. . block 
age uke (jodan) .. .... • ....... rising block 
chudan uke .. .. .......... .. . inside circular block 
gedan barai ..... ............ downward block 
hiki uke ...... ... .. . .. •• ... pulling/grasping block 
shuto uke ... . ......... • .... knife hand block 
shotei uke . . . . . . . . . . . . . • .. .. palm heel block 
chudan uchi uke ......... • . . .. outside forearm block 
ko uke ...... . .. ... ... ... . . wrist block 
gedan uchi barai . .. ..• ... ..... outside downward block (open hand) 
UTII uke ....... . . • ...... .. .. back hand block 
hiji uke ......... • .... . ..... elbow block 
hiza uke .. .......... .. ..... knee block 
mawashi uke .. . ... • ......... round house block 
uchi uke ..... ... ...... ... .. inside forearm block 
morote uke ..... . ... . ...... . augmented block 

(7). Practice fighting: 

Kumite .. . .. ...... .... •.. .. sparring 
sandan gi ....... . . . . ... . . ... basic sparring adapted from Gekisai kata 
sanbon kumite .. ..... ... . • . .. three step sparring (3 jodan, 3 chudan, 3 gedan) 
ippon kumite . . .... . ... . .. ... one point sparring where the attacker defends 

and counters after the attack. 
sandan kumite .. .. . .... . ..... three step, three level sparring (I jodan, 1 chudan. 

I gedan) 
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sanbon zuk/ (kum/te} . . . .... ... three step sparring. blocking with one hand against 
a three punch combination 

kihon ippon ... . . .. . .... ... .. basic one step sparring 
fjyu ippon . . . .. . . .. ..... . ... one step sparring from free stance 
randori ... .... . .... .... . .. . slow and soft free style with emphasis on technique 
jiyukumite . ... . . . . . ... .. . . . hard and fast controlled free style fighting 

(8). Additionlli voubut.ry: 

names of the parts of the foot 
josokutei . .. . ... . ... . . .. . .. . ball of the foot 
sokuto . ... .. . . . ... .. .. .. .. foot edge 
koluzto . .. . ... . ... .. ... .... heel 
luliwku . . ... .. ........ . .... instep 
rsuma$Q}d . .... .. .. ... .. .. .. tip of the toes 
hiza . . ... .. .. .. .... . .... .. knee 

Foot movements 
suri ashi ..... . .. . . . . . . . .. .. sliding step 
tsugi ash/ . . . .. .. .. .. . ..... . . shuffling step 
ayumi ashi . . .. .. ...... ...... natural stepping 
yori ashi . . . . . .. . • . .. . . ... . . dragging step 
keri ashi . .. . . . .. • . . . . , ... . . kicking foot 
tenshln ..... . .. ••. . . ... ... . moving. shifting 
chakuchi .. . .... . . .... . .. . . • replacing 

Kamae 
lwmae .. , . , . . . . . • .... , . . . . combative posture 
morote no /wmae . . . , • . . . . .... augmented hand combative posture 
jodan no kamae . . .. .... . . . .. . upper level combative posture 
geda11 no lwmae .. .. . ... .. .. . . lower level combative posture 
shizen dachi no kamae ..... , , ... natural combative posture 
hanm/ no lwm11e . , . . ....... .. . half forward facing combative posture 

e). Natural Weapons 

(I ). Hand Techniques 

~iMn (fore·fi.st) 
First fully extend all the fingers. Then. leaving 

the thumb extended. fold the four remaining fingers 
at the first and second joints. Bend the fingers until 
the tips of the fingers touch the th ird joints. Then roll 
the fingers inward, like you are rolling a piece of 
paper until it is tightly pressed into the palm. Now, 
fold the thumb finnly over the fingers pressing it 
against the index and middle fingers. We call this fist 
"seiken." The part of the fist which hits the target is 
the knuckles of the index and middle ftnger. This area 
is called the ''daikento. " 
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Making a ti.~r 

I. StrJigh tc n the fin,;crs fully and ilnnly . 
~ - Fold the fill):CI'S at the middle jnint s. Thl' finper 

tips should toudt I he base of the fingers 1 ightly. 
3. Keep bending the fingers inwa rd rill they arc 

righ tly pressed into th e pa lm . 
4. Stt:~ij:hlen :uad ten...: the wri>t :tllll ho ld tl1c fist 

llnu ly. 

1 

2 

3 

Slmto (knife hand) 
. fou lly ex tend the four finpcrs prcssinp them 

lightly together. Fold the thumb :t~ta itht the palm. 
Usc the side of the hand be neath the little fin)!Cr. 
Ho wever. do not usc the area closes• tu the bottom nl 
the little finger. Instead . usc the thicke r part uf the 
han d close to the wrist. Tire shwo is used to :11 ta~k 
the oppo nent's face . head. temple. side. arms. le,:> 
and joint s. 

Shatei (pa lm heel) 
Bend the thumb firmly pressing it a~:titt>t the 

palm. Rend the four fingers slightly. Keep th e hand 
o pe n . Attack with the part o f the pal m wh ich is 
closest to the wrist. TI1e shotei is very cffc~tive when 
used to attack the opponen ts face . abdomen. side . 
ami the side of the abdomen. The slwtl'i c:111 a lso be 
used effe.r ive ly to block an a ttac k. 
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J/aito (ridge hand) 
Extend the four fingers. bend the first joint of 

the thumb and press it against the side of the palm. 
Use the base of the index flnger for striking. J/aito is 
mainly used to attack the opponent's temple, chin, 
back of the head, throat. face area and the side of the 
abdomen. 

--. 

Boshiken (thumo 11st) 
Form the first as on seiken , except for the thu mb. 

The thumb is pressed to the side of the index finger 
and extended. The tip of the ex tended thumb is used 
for attacking the eyes. face area. chin, side of the ab· 
domen and solar plexus. 

Yubf hasami (finger pinch) 
Form the shape of a pinch with the thumb, 

index. middle and fourth fingers. Yubf hasami is used 
to pinch the nose, ear, jaw. side of the abdomen or 
kinteki (groin). 
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Nukite (finger thrust) 
In nukite , form a fairly level surface with the tips 

of the first three fingers, with a slight bend in the 
middle finger. The fingers are kept straight. Nukitt is 
used to anack the solar plexus, the point between tht 
eyes, and the armpit. 

Nihon nuklte (two flllgers thrust) 
Nihon nukite is formed with the tips of the indu 

and middle fingers. Stretch the index and middk 
fingers firmly, and grip the other three fingers firmly 
in the same way as selken. 

lppon nukiu (one finger thrust) 
Straighten the index finger, grip the other fow 

fingers fiTlllly in the same way as seikm. Use the ur 
of the index finger for the attack. lppon nukilt i! 
used to attack the face, the back of the head, sol11 
plexus and throat. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Nalazdoka-ktm (middle finger knuckle fist) 
Fonn the fist as in seiken, but let the middle 

joint of the middle fmger protrude. Squeeze the 
middle fmger t ight ly with the index and ring ftnger. 
Then press the thumb down on the index and the 
middle fingers and grip fumly. 

Use the tip of the middle joint for attacking. This 
is very effective for attacking the face, throat. solar 
plexus and side of the abdomen. 

Hiji uchi (empi) (elbow strike) 
The tip of the elbow and the surrounding ann 

area are used for hiji uchi. Hiji uchi is one of the most 
effettive ann attacks. It is used to attack the face, 
solar plexus or the side of the abdomen. Hiji uchi is 
most effective when the opponent is standing very 
close. 

Woshi-de (eagle hand) 
Bend the fingers and thumb to form an eagle's 

claw. After striking , catch with the fingers, and pull . 
It is used to attack the top of the head, throat, collar 
bone area and groin. 

Kumo-de (bear hand) 
Bend the fingers at the middle joints until the 

tips of the fingers touch the palm. The back of the 
upper half of the fingers and the whole of the palm 
area used for the attack. Kum11-de is mainly used to 
attack an opponent's face area, chest, the side of the 
abdomen and the solar plexus. 

Keilw-ken (one knuckle flSt) 
Fonn the fist as in seiken but allow the middle 

joint of the index finger to pro trude. The thumb is 
pressed to the tip of the index ftnger to strengthen 
it. The second joint of the index finger is used to 
auack the face area, back of the head, chest , side of 
the abdomen and the poinl below the nose. 
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Tellsui (fist-hammer) 
The bottom of the fist is used to strike. Tettsui is 

used to hit the head, face, chest, abdomen, side of the 
abdomen or leg. 

Koleen (bent wrist) 
Bend the hand downward to its maximum extent 

and touch the thumb to the middle of the fmgers. 
Use the bent wrist area to attack the opponent's face 
area, chest, side of the abdomen and lower part of 
the abdomen. Koleen can be used for effective block· 
in g. 
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Hinlken 
Bend the fingers at the middle join ts until the 

tips of the fingers touch the palm. The part of the 
fingers between the middle joints and the frrst joints 
are used to attack. 

Kaiko·ken(nat fist) 
Bend the fingers at the middle joints until the 

tips of the fingers touch the palm. The joints of the 
fingers are used to attack. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

(2). Puts of the Foot Used for an A ttac:k 

ltnokMttl (ball of the foot) 
By curling the toes upward and using the ball of 

the foot. It is possible to deliver kicks to the op· 
ponent's face area, lower part of the chin, c hest , ab· 
domcn and the side of the abdomen. 

• J 

t<.uto (heel) 
The bottom of the heel area (kakato ), is 

u!td for attacks to the face, solar plexus. abdon~tn 
ind the side of the abdomen. 

Solauo (outer edge of foot) 
The ed&e of the outer side of the foot (sokuto) is 

u~ed to attack the face, lower pHrt of the ch in, 
rluoat, chest , side of the abdomen, knee, and leg$. 

SoUco (instep) 
The ankle and toes arc stretched downward, and 

the top of the foot from the toes to the ankle is used. 
The sokko is used to attack the opponent's face, the 
back of the head, abdomen, side of the abdomen, 
groin and thigh. 

Kaso11ute1 
The area of the heel near the instep is called the 

kasolwtei. This area is used to attack the opponent's 
face, lower part nf the ch in, chest, abdomen and legs . 

f) . Manners 

We can not exdude manners in association wrth 
people in our society. If a society without manners 
existed, it would be so confused that it would be 
almost tmpossible to live in such a society. 

From olden days. it has been said that kara te 
begins and ends with rna011ers. Compared to o ther 
martial arts, karate is 3 figtlting art which has very 
dangerous elements in its techniques. It is very easy 
for karate to glve an imprtnion uf being rough and 
vulgar or even for people to become rude, violent and 
vulgar in the training. To preven t this, karate has a 
long history of bting po lite and having respectful 
manners while practicing. 

From olden days, karate kara were performed 
with a b ow to the front at the beginnina and end o f 
the performance. Furthermore, there is not a single 
leota which begins with an attack. Karate kJJta always 
begin with a defence. This is the spirit and philoso· 
phy o f karate. In the world of kara te, even when a 
man is well t rained in techniques , if the man is ill· 
mannered he cannot be considered a true man of 
karate·do . 

The student of karate should always tell himself 
that he is training his heart and spirit through karate· 
do. In this way he does not become an arrogant or 
prideful person, but polite and modest. 

SometJmes, manners become only a fo rm or 
ceremony without sincerity. We have to be careful 
not to become like this. Manners should be a natural 
expression of respect, politeness and warm feeling 
toward other people. 

The Bow 

There are two d ifferent way of bowing. One is 
done while standing, and the other in sitt ing posture. 

(1). Ritsurei (standing bow) 

I . Stand in the musubi dachi stance first. 
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2. Withdraw the chin slightly. Lower the shoulders, 
straighten your arms ar1d hands to the side of the 
thighs naturally. Straighten the back, and stand 
in the correct posture. 

3. Stand at a comfortable distance from your part· 
ner.look at his eyes. 

4. Keep a straight line from the head to the hips. 
inc.line your upper body about 15 degrees. 

5. After bowing. raise your head and return to the 
natural posture. It is important to do the above 
motions in one breath. 

- 1 2 

Ritsurei (standing bow) 
First assume musubi daclri, withdraw the chin 

and look straight ahead. Straighten the back and 
stand in the right posture. 

Zarei (sitting bow) 

l 
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(2). Zarei (sitting bow) 

I. From the musubi dachi stan~e. draw the left foot 
to the rear. 

2. Kneel down on the left knee. place the left kntt 
next to the heel of the right foo t. keeping the tot 
of the left foot bent. 

3. Then k.neel down with the right knee . parallel to 
the left knee. The knees are separated by two 
fists width. 

4. Place the big toe of the right foot on the big tot 
of the left fool. 

5. Now sit naturally. 
6. Relea.se tension from the body. keep the bact 

straight, close the mouth lightly, and place tht 
hands on the thighs. Look straight forward . 

7. Now. slide down the hands from the thiglls to 
the floor. with the hands pointed slightly inward. 
The tips of the index fingers arc slightly apart . 

8. Lean your body forward naturally. Your hands 
and forcam1s arc touching the fluor lightly. Whik 
you arc bowing. try not to lift your bottom from 
the sitting position. Do the above motions in one 
breath. 

9. After bowing. return to the natural posturt 
beginning with the he~d. Nvw, sit in the natunl 
and correct posture and look at your partner'! 
eyes. 

10. To stand up. raise your botlom first. then. bend 
the wcs. Raise the righ t knee llrst. and then 
stand up . Return to the original m11subi dadti 
stance. 

It is important to bow sincerely during the train· 
ing. and to show your appreciation to your partner. 

At the end of the training period. even if you arc 
tired and worn out you should try to cairn yourself. 
and bow to your partner sincerely in the correct 
posture. 
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121. Preliminary Exercises 

a). Preliminary Exercises 

The preliminary exercises which we do 1oday 
were syslcmalically developed by Miyagi Chojun 
s,·nsci. These preliminary exercises serve nol only 1o 
limber up 1he muscles bul also serve as a basis for 
pcrfecling the sludent's karate rcchniques. Moreover. 
1hese exercises were developed with a grcal deal of 
.:onsidcraliun for lhc needs o f rhc human bndy. 
l.lt•in~ sl rcnuuus karalc uaining wilhoul lhc prelimi­
nary exercises could cause damage to rhe muscles. 
Thr srudent will also lack speed and flexibility of 
movemenl. 

II is importanl to slarl with light exercises 10 
warm up lhc muscles. 10 limber up all 1hc joinls of 
1hc body. and w gel 1hc blood circulaling. Afler 
these preliminary exercises. your body is prepared 10 
>larl hard training. These simple exercises help 10 
unpruvc unc"s karalc ICchniques and also 10 arouse 
,.,,c·s cnlhusiasm. These exercises are meant to serve 
a$ a lifelong form of menial as well as physical train­
ing. 

Th<" preliminary exercises begin with a slrclching 
vf I he juinls of rhc roes. then continue with suetch­
ing exercises fur I he ankles. exercises for rhe achilles 
tendon. nwvin)1 up through 1he legs. lhe torso. and 
upper limbs. finishing up wilh exercises for lhe neck. 

The Iauer exerdses are to build up physical 
slrenglh and stamina. Students who find themselves 
lacking in physical slrengtlt and/or slamina should 
do rhesc exercises repeatedly to help them develop 
rh,•ir muscles. physical strength. stamina. and also lo 
help rhcm st rcngthen their joints. Students should 
111ake sure 10 exhale and inhale correcl ly while 
Juing each exercise. Doing lhe exercises with correct 
hrcathing helps lo improve I he blood circulation and 
>trcn~lhcns the inlcrnal o rgans. as well as aiding 
111usclc development. For these reasons, doing the 
1>rcliminary exercises before starting the formal 
hrate I raining is imporrant. 

b). Order and Methods 

(I ). Toe Exercises 

Ra ise I he big toes of both feel as high as you can 
,,rr rhe floM. curling rhem upward. Ar I he same time, 
grip the floor wilh rhe orher toes. imagining them ro 
be like the suction cups of an ocrocms. 

Now. reverse rhe mol ion. raise the four small 
toes of borh feel as high as you can off floor, curling 
them upward. At the same time, grip the floor firmly 
wilh rhe big toe of bolh feet. Repeat the exercise 20 
rimes. 

(2). Ankle Joint Rotations 

Standing in the heiko dachi. ahcrnatcly lifl one 
heel and rorate il inward, while keeping I he toes finn­
ly pressed to the floor. Do this exercise 10 times for 
each ankle . 

(3 ). Ankle Joint Stretches 

Standing in heiko dachi, raise I he inner parts of 
both feel off lhe floor. At the same time, press the 
soktuo of both feet firmly 10 the floor. 

Now, reverse rhe motion. ra ise the sokuto of 
horh feet. at rhc same rime. press rhc inner part of 
the foot firmly lo the floor. 

Repeat th is exercise I 0 times. 
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T his exercise can ulso be dune wilh the toes of 
the left and right fee t in reverse motion to each o ther. 

(4). Ankle S creeches 

I L 1 

Maintaining heiko dachi, lift the heels and 
stand on your toes. 

2 

Draw the hips backwartl , <II the same time sla m 
the heels down :against the flour lift ing your toes up 
high . 

50 

3 

This exercise is done to slretch the calf muscles 
and achilles 1cndon. Repea l the exercise 20 times. 

(5). Ankle Rolalions 

Maincaining your balance. lift one leg bringing 
your knee up 10 1hc heigh I of-your hips. Then ro late 
your ankle first one way I hen the o ther. 

(6). Knee Exercises 

a. Standing in lteisoku dachi, in a >emi-crouchcd 
posi1ion rotate your knees first one way then the 
o ther. 

' 
·~ 

I 



 

b. Standing in lreiw ku dachi, fi rst press firmly 
against both knees witJ1 both hands. then squat 
down and return to the standing position. 
Repeat thi s exercise 10 times. 

c. From the sl3nd ing posit ion. squat down beginning 
with your knees together, gradually ro tating them 
outward and then from the full squa t posi tion 
with the knee wide apart. stand up rotating the 
knees back inward . 

' 
Repeat t he exercises rotati ng the knees in reverse 
motion to t he above. 

(7). Ankle and Pelvic Joint Exercises 

a. Keeping your feet firmly on the floor. toes pointed 
outward. stretch the instep and knee joint. Alter· 
nate th is exerc ise 5 times for each leg. 

b. Repeat tJte above exercises keeping the toes point· 
ed forward, thereby stretching the side of the knee 
and pelvic joints. 

' 
c. Feet wide apart . go down to a f'ull squat posi tion 

This exercise is done to stretch the pelvic joints 
and the muscles of the lower limbs. Breathing 
should be coordinated so that you exhale as you 
stretch . 
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(8). Leg Raises 

a. Standing in heiko dachi, with the hands extending 
forward, keeping your legs fully extended alter· 
nately lift them up to touch the corresponding 
hand. 
Do this exercise 10 times with each leg. Exhale as 
you. stretch the leg. 

b. Repeat this exercise with the hands extending out 
diagonally instead. 

52 

c. Repeat this exercise with the hands extending out 
to the sides. 



 

 

 

 

 

 

 

 

 

 

 

 

 

a. Standing in heiko dacJti. with the hands open and 
turned palm downward with fingers spread apart , 
alternately kick up the knees slamming them 
against the palm of the corresponding hand. Be 
sure to brace the hand firmly, thereby allowing as 
linle movement as possible when the knees slam 
up against them. Be sure to keep your back 
muscles firm throughout the exercise. Do not raise 
the shoulders while kicking. 
Repeat the exercise 20 times for each knee. 

b. Repeat the above exercises, but this time bring the 
knee up against the opposite hand. Concentrate on 
your knees and relax the ankles. 
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( 10). Keri (kicks) 

Learning to klck correctly during the warm·up 
will accelerate your rate of improvement. 

a. Mae geri (front kick) 
Ra ise the knee and kick fnrward (groin level). 

focusing o n the ball of the foot. Begin by kicking 
slowly and then gradually increase your speed. 
After kicking low. gmlu3lly try to kick higher. At 
first. concentrate on kicking correctly. powerfully 
and quickly. at the height that is most comfortable 
for you. 

b . Yoko·geri (side kick) 
Raise the knee. rota ting the ankle slightly 

inward , and then kick out to the side with a 
powerful stamping down feeling. 
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c. Gedan Mawaslri·geri (low ruund·housc kick) 
Raise your knee and ankle up to hip level. anJ 

tense the muscles of the side. Then kick. making 
sure you rotate your hips fully . 

) 

d. Ushiro-geri (back kick) 
Raise the knee and kick It> th~ r~:u wlule 

looking over your shoulder at your heel. 



 

(II). Stretching and Bending of the Body 

a. Assume the natural position with the hands in a 
ready position. 
Swing the arms. bend the upper body deeply for· 
ward from the waisl and touch the noor ihree 
times with both hands. 
Then, stretch the upper body backward, placing 
the hands on the buttocks. Repeat the stretching 
and bending exercises ten times each .. 

Placing both hands 
on the buttocks. exhale. 

2 

7 
@ » ' i '\ 

~~- -

1 

-

Try to put your chest on 
your knees. Touch the n.oor three 

times wi th the palms. 

·~ ~· . . .. ] 

b. Stand with your feet wide 
apart. Bend the upper body 
diagona lly forward from the 
waist. Trying to put your 
chest on your knee. touch 
the noor th ree times with 
both hands. then stretch the 
upper body backward with 
the hands stretching upward 
along with the upper body. 
F.xhale slowly while bending 
forward . 

From another angle: 

1 

5 
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10 

Inhale while doing tora­
guchi (mawashi-uke) , 

• \ 

e xhale while stretching the 
arms out. 

1 

1 

Exhale while stretching the 
arms out. 

3 

2 4 

( 12). Stretching the Sides of tl1 e Body 

Bring the hands to the sides after doing tora· 
guchi (mawashi-uke). Bend the upper body to the 
side from the waist and stretch the side of Ute body. 

,. 
t 

.... ~. 
i 

9 

' ' '\ 

B 

,, 
~ 

... ~ ·~ ; 

6 

5 



 

(13). Twisting the Upper Body 

First do toro·guchi (mawashi-uke). then turn the 
upper body to the rear turning at the waist. and push 
"~th both hands to the rear. 

t a ~I. ,, 

4 

5 

2 

2 
~ I 

"'• 
Toro-guchi (maw(IJ/ti-uke) 

.. ~ 
' 

~ 
t 

.,., I. 

'·' 

'· . ~ 
i 

a~ 

1 

2 Tora-guclti (mmvashi-uke) 

3 

( 14). Twist ing the Upper Body Downward 

Bring the hands to the sides after doing tora­
guchi (mawaslti-uke). Twist the upper body down in a 
spiral motion. Repeat three times. 

3 

I 

-,,. 
I 

5 

' 

From another angle: 

4 
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( IS). Twisting the Hips 

a. Assume the natural stance, straighten the hands 
na turJlly. Relax the entire body a nd swing the 
anns to the right and left. 

Keeping the hands on the hips. twist three times in 
succession to the right. using a snapping motion. 
Then twist the hips to the left in t he same way. 
Repeat the movements ten times on each side. 
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b. Rotating the upper body. 
Straighten the hands and rotate the upper body. 
Bend the upper body backward as much us pos­
sible while the hands swing to the rear. 

2 

1 

1\ 

) 



 

(16). The Exerci.ses for the Shoulder J oints 

b. Inhale as you raise your hips. 
Relax the shoulders and drop the hips. Simuha· 
neously exhale in a short burst, saying " Jolatt." 
Repeat the exercise about ten times. 

a. Assume shiko dachi, with the hands on the knees. 
Bend and push the right shoulder forward, then 
the lefl shoulder. 

This exercise st"imulatcs the in terna l organs 
through the action of the shoulder joints. back 
muscles, chest muscles. and diaphragm. 

Repeat the exercises rive times with each shoulder. 

' 

( 17). Thrusting the Open Hands High Overhead 

a. Assume a high shiko -da.cili. Keep o ne hand at the 
side and t ltc o ther hand on the thigh. Inhale deep· 
ly , then thrust the open hand high overhead while 
exhaling explosively, saying ''Halt.'' Extend the 
arm straigh t upward past the ear. Bend the head 
backward as you thrust. Repea t the exercise ten 
times with each hand. 

b. Tighten the muscles of the buttocks and anus as 
you raise the hips and return to the original posi· 
lion. 
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( 18). Thrusting Both Hands High Overhead 

Ready both hands at the sides. Drop the hips and 
thrust both open hands high over head. extending the 
arms straight up in line with the cars. Exhale ex· 
plosivcly saying 'Hat!" as you thrust. 
T ighten the muscles or the buttocks and anus as you 
draw the hands to the sides and return ~o the o riginal 
position. 
Repea t the exercise ten t imes. 

( 19). Thrusting Backward with Open Hands 

a. Hold both open hands in front of your face. As 
you exhale explosively. th rust your hands lirmly 
to the rear. Push the shoulder bladc:s firmly to the 
rear as you thrust. ( I - 4). 

' 
l 2 

5 

' 
6 

b. Draw the shoulder blades close to each other and 
th row out the chest. 

3 4 

' ' 
~~ 
~ ,,~,, 

.1 

' 
' \ 

As you return to your original posit ion. tighten 
the muscles of the buttocks and anus, twist the 
lists and bring your arms to your sides as you 
rise. Inhale as you rise. 

' ~---

c. llold the fists linnly clenched. 
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d. Twist the fists and druw the lists to the sides as 
you ratse the hips. 



 

(20). Punching 
Assume heiko-dachi with bo th fists at the sides. 

Thrust the right fist forward. 3iming at the solar 
plexus. Twist the ril\ht fist inward as you deliver the 
punch. Focus all your power in the first two knuckles 
at the moment the elbow is straightened. Draw the 
left fist to the side as you t hrust with the right fut. 
Breathe out as you punch. 

a. Tighten the muscles of the back. the wrist. elbow, 
the joints of the knees, shoulders. ankles and the 
soles of the feet at the moment the elbow is 
straigh tened. 

b. Concentrate on the first two knuckles of the fi.st 
and focus all your power there. 

(21). Push-ups {in cat style) 

Th is push-up exercise imitates the movements of 
a cat stretching after it wakes up. 
This exercise helps to develop the muscles of the 
nec k, hips and forcanns. and also stimulates the 
internal organs. It helps to build up stamina. 

1 

a. Keep the soles of the feet firmly on the ground. 
without lifting the heels from the floor. 
Tuck you r chin in. straighten the back and fonn a 
pyramid shape. 

2 

b . Lower the body into the norm al push-up position , 
support ing the body with bene arms. 

3 

c . Lift the chin , arch the neck backward and simul· 
taneously exhale saying "Hatt." 
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d . Look to the left and right. Then look down at 
the n oor. Exhale when looking to the left and 
right. 

5 6 

e. Draw the hips backward , straightcnin,g the arms. 
In hal~ slowly in this position. 

7 

f. Return to the original pyramid shape. 

s 

g. Then , drop the hips down to the floor quickly. 
Straighten the arms and arch the upper body back­
ward , and exhale saying ''Hatt .'' 

9 
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(22). Kicking Backward with Both Legs While Keep­
ing the Hands on the Ground 

From a squatting position, kick backward in the 
air with both feet, concentrating on the heels. Then, 
relax the body and return to the squatting posit ion 
with your feet together. 

Arch the head and upper body backward and 
exhale strongly saying " Hatt" as the feet touch the 
ground. 
Kick diagonally to the rear. as we)l as directly back. 
Repeat the exercise ten times. 

• 3 

(23). Exercise for the Abdominal Muscles reverse 
(bicycle riding exercise) 

3 



 

a. Extend the legs and kick with the heels while 
moving the legs in a circular motion opposite to 
that of riding a bicycle. Concentrate on the heels. 
Gradually increase the speed of the kicks. Repeat 
the exercise about 50 times. 

b. Leg lifts while lying on your back on the ground. 
Extend one leg straight up so that the sole of the 
foot is facing the ceiling. Then drop the leg to the 
ground, still keeping the tension in the heel. Next 
lift the other foot in the air in the same way. 
Repeat the exercise about 50 times. 

1 

2 

( 

(24). Jumps 

Assume a squatting position. Bounce lightly two 
or three times. Then, jump as high as possible with 
the heels touching the thighs, and kiai (shout). Re­
peat the exercise 20 times. 

2 , , 
' f_J3 1 L ..,., 

' tJ \a J., • ' .... .4 -"" • ' 

b lt?' 

(25). Swinging the Anns 

Assume heiko dachi, with the left foot slightly 
forward. Plac:e the left hand on the hip. Bring the 
right ann to the shoulder level, holding the fist lightly 
clenched. The·n, swing the arm forward with a circular 
mo tion. Gradually, increase the speed of the swing. 
After you reach top speed, gradually decrease the 
speed. Then, swing the ann backward in the same 
way. 

1 2 3 

' 
( 

b. Swing the arm a whip-like action. 

c. Repeat the exercise with the other arm in the same 
way. 

1 2 3 

' , 
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(30). Deep Brcatbin& 
Assume h«hi/i dllclti. Bring both arms to the 

le'td of the shoulders in a circular motion. Throw out 
the chest and inhale deeply. Drop the arms down· 
ward. Exh~e as you bring the arms outward from 
that position. 

c). The Closiug Exercises 

The closing exercises are done after the main 
karate training to slow down your breathing and also 
done to cool down the body and restore it to its 

normal metabolic rate. It is important to do the 
closing exercises with the correct posture and in a 
correct manner according to your physical condition. 

Try to do these exerclsea slowly and rhythmical· 
ly, concentrating on rebxing your muscles as well as 
all the parts of the body, thereby bringing the breath· 
ing back to normal. Fi11ish these exercises with a few 
deep breaths. 

Be sure to do the warming up exercjses at the 
beginning of !he training. Try to find the beat way of 
dolng the closing exercbes to suit your own physical 
condition. Add more exerciaes after the group exer· 
cises if you feel it Is necessary for your body condi· 
tlonlng. 

Part 7. The Supplementary Exercises 
(I). Preparation and Directions 

The supplementary exercises are procticed with 
wui~s training aids to develop physical strength, 
uamtna, speed and muscle coordi!Ytion. The exer· 
ciscs are very useful for basic training. If students 
undentand the principles behind each exercise and 
practice them methodically, these exercises wUI great· 
ly improve their ability and body movement. 

It is important to do these exercises regularly for 
• Jona period and then you will fmd your physical 
strenath greatly increased. These exercises can help 
you set out of a "slump" you mlsht have been facing 
for a long time. Developln& physical sirensth take$ 
li'lle so you should not expect Instant results. 

I would like to point out some things which are 
inportant to remember when doing supplementary 
exercises using training aids. 

(1). Before you begin training, make sure that the 
equipment is in good condition. 

(2). You should talce good care of the equipment 
since the equipment will help you develop your 
abU!ty and skill. 

(3). When you are using the equipment, make sure 
that you are not in someone's way since some 
of the equipment can be very dangerous. If you 
are p r~cticing in front of a mirror, keep a safe 
distance from the mirror. 

(4). After trnining, be sure to store the equipment 
properly. 
If you see any equipment misplaced, put it 
back in its proper place. 

(5). Know your physical condition weU, and design 
a program of exercise according to your con· 
dition and individual need. 

(6~ When using the iron oval (korrgolctn) which 
ls very heavy, It is better to practice with the 
help of other students. 

(7). It is very importnnt to know your own physical 
strength. Choose equipment which is appro· 
priate for you. Do not start using equipment 
which is too heavy foe you. Be sure to start 
with equipment which you can handle easUy, 
and then move on to the heaVier equipment 
when you feel comfortable with the UJ)Iter 
ones. 

(8). If you are right handed, It is important to do 
two or even three times as many repetitions 
with your left hand as with your right. 

(9). Make sure to maintain correct posture while 
handling the equipment. Uft the equipment 
from the ground with care, being sure to bend 
your knees. Handl1ng equipment with a bad 
posture could cause Injury to your back and 
hips. To lift the equipment, drop your hips and 
then rise: with the equipment firmly In hand. 

(I 1). You should always remember that even every· 
day things in your environment can be used as 
training aids to help you build up your mength. 

(2). The Supplementary Exerci<les 

a). Chlshi (stone lever weight) 

The chishi is used mainly to strengthen your grip 
and wrists. In addition, the exercises with the chlshi 
also help to strengthen the elbow. shoulder and wrist 
joints. Exercising with the chWu also gives sharpness 
of movement when doing rsu/ci (thrust or punch, 
lhuro uke (knife hand block), nagrzshi ulce (flowing 
block) and hild ukt (grasping block). Moreover, exer· 
clslng with the chishi develops muchimi (heavy sticky 
hand) and Intensity in your movements. 
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(1) 
Place the feet 
so that the 
heels are 
s~parated by a 
d1.stanoe 
r oughly equal 

(6) 
Bnng the chishi 
upwaro with a 
cucular motion 
f rom the inside. 

to tw1.ce your 
shoulder wi dth. 

(2) 
Grasp the chishi. 

.. 7. 

(7 ) 
Extend your elbow 
as you do so. 

c u. ~ 
flrcaly , exhale 
saying "Hat t" 

(I I ) 
and focus power 
ln .ill tan den. 
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(12) 
Raise the hips 
slowl y . 

(3) 
Place the left 
ham on the hip. 

I 8 

(8) 
Hold the chishi 
upright and 
start exhaling. 

( 13) 
Drop the chish i 
to the right 
s ide. 

(4) 
Grasp the chishi 
firmly with the 
right hand. 

9 
(9) 
As you lower the 
hips, exhal e 
f rom the mouth. 
Continue to 
qrasp Lhe chishi 

(14, 15) 
From the right 
side, bring th(> 
c l"!itmi up:pgJ:lt 
Wl.\..h a S Wlllgl.l\g 
moLion. Inhale. 

5 

(5 ) 
Lift the chishi 
as you inhale 
through the 
nose. 

~ 10 
tinnly • 

(10) 
Tensing the 
latiSSl.mUS dorsi 
muscles, lowering 
tho shoulders and 
grasping Lhe 
chishl evt~ more 



 

(16) 
Grasp the upright 
chishi more 
firllly. Lowe~ 
the h1.ps, exhale 

(21, 22) 
Lower the chishi 
downward . 

saying "Hat t" . 
( 17) 
Hold t he poaition 
Cor an !natant 
and focus pover. 

26 . ,II 

(27) 
'!'he key points 
are the same as 
in no. 10. 

(18 , 19) 
As you raise the 
hips, . raise the 
chisni upward. 

(23) 
Swing the chishi 
upward from 
i nside as you 
inhale. 

.. 
' . 

~ ··. 

t: -

-..,41 
19 ' 20 

(29) 
Bring the chishi 
up from the side. 

(20) . . 
Drop the chl.Shl 
inward. 

25 a 

(25, 26) 
The movements in 
nos, 23 to 26 ar e 
the same as i n 
no s. 5 to 9. 
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.... 
31 

(31) 
Hold the chishi 
upright, and ex­
hale saying 
"Hatt". 

36 

(36) 
Straighten the 
elbow. 
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(32) 
Focus power. 

-~ 32 
~ 
33 

34 

(34) 
Practice the 
above movements 
both on the right 
and the left. 
Repeat the exer­
cise as many 
times as you are 

37 
38 "" 

(37) 
Swing the chishi 
sligl\tly. 

(38) . hi 
Swing the chis 
forward. 

(43) 
Focus po11er. 

(39) 
Swing the chishi 
upward in a 
c1.rcular motion. 

(44 ) 
Raise the chishi 
up.>ard. 

"-35 

able to. 
( 35) 
While exhaling, 
drop the chisht 
Clownward. 

,. 
40 

45 
(45) 
Drop the chishi 
down between the 
shoulder blade. 
Inhale as do 



 

46 , ,Ill 
so. 
(46, 47) 
Bring the chishi 
forward again 
and inhale . 

47 • 
(48) 
Grip the chishi 
firmly and exhale 
saying "Hatt". 

~ 
51 

... ~ 
52 

(52) 
Drop the chishi 
dCMn. 

57 . 

(57) 
Bring the chishi 
to the right 
side. 

(58) 
Raise the hips 
slightly. 

........_ -- 59. sa"-
(59) 
As you raise the 
hipst rotate the 
handJ.e of the 
chishi with the 
wrist turn the 

'so 

(50) 
Focus power. 
Repeat the above 
movements (down 
and up) over and 
over . 

(55, 56) 
Swing the chi shi 
upwaro and around 
the shoulders. 

6.0 . 

chishi upright. 
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61, ~ 
(61) 
Lower the hips 
and exhale saying 
"Hatt ... 

66 , 

(66) 
Rotate the chishi 
the other way 
(from right to 
left) . 

(63) 
Focus pover in 
the tanden end 
grip tighl. 

~ , 67 .. 
(67) 
Swing the chi:shi 
firmly . 

63. ~ 

68 

(68) 
Bring the chishi 
to the front. 

.. 169, 

65, 

(65) 
Drop the chishl 
to your right. 

70 • 

(70, 71 , 72) 
When the chishi 
comes to the 
front, twist the 
handle with 

112 ~ I 73 174 ~ 

your vrisl und 
brJng ll uprlghl . 
Inhale ns you 
Lwlf!l lhc h3ndle 
nnd oxhulc while 

72 

you hol d lhc chi­
shl up right. As 
you grasp lhc ehi­
sh l firmly , lcwt'r 
lhchlps. 

(73) 
Lower Lhc shoul­
der and tense the 
latissimus dorsi. 

(74, 75) 
focus power as In 
No. 63 . 



 

1 76 ~ J 77 ~ 18 . ~ 19 , ~ ao , 
(76) 
Hold the chishi 
with both hllnds. 

~ 
(81 ) 
Bring the chishi 
forward . 

(77) 
Raise the chishi 
over the head 
and dr~ the chi­
shl behind the 

Ji' f82 

(82) 
Draw the head of 
the chlshi in 
toward the face. 

he.!!d. Slowly 
lower the chishi 
downward . 

~ 83, 

(83 84) 
Beid the wrists 
inward and ?f:,8P 
the handle irm-

87 ~ 
' 

(88) 
Twisting the 
handle, p.u;h the 
handle forward. 
Exhale slowly. 

(79) 
Bend the arms as 
far back as pos­
sible. Exhale. 

~ 
, 
84 

ly. Inhale s low-
ly. 

(80) 
Inhale as you 
bring the chishi 
up and over the 
head. 

~ ·as 

~ the wrists 
fully inward and mp the handle 

rinly . 

90 

73 



 

91 , .#1 

(91) 
Cri.p tight and 
foc us power ln 
t he tanden. 

(96) 
Draw tho head of 
the chishi toward 
the face. 

74 

97o 

(97, 98) 
After drawing the 
head of t he chi­
shi in front of 

(102, 103) 
When the elbows 
are fully extend­
ed, exhale and 

198 ' 

t he face, turn 
the head of the 
chishi inward 
toward the chest. 

~ 103. 
grip the handle 
firfuly. 

94 ~ 95, 

,J# 99. ~ 
(99) 
T\•ist both wrists 
inward. 

( 104) 
Focus power as 
in No.9J . RepeAt 
' the above move­
ment s ten times. 

(100, 101) 
Twis t the hands 
holding the 
handle inward. 

lOS• 

(105) 
Return the chishi 
to the orig inal 
position. 



 

(1111 112) 
Stra1ghten the 
spine and grasp 
the handl e firm­
ly. 

107, ..II 

113t. 

(113, 114, 115, 
116) 
Keeping the back 
straight, slowly 
lower the hips, 

' 117 ~ 

(117. 118) 
Bend the upper 
body for wara and 
thrust the chishi 

fully to the 
rear. 

110• 

(110) 
TUck the chin in. 

114 ""' 
115 

and exhale. 

(119 , 120,121, 
122) 

. 
119 

As the elbows are 
extended to the 

1:1.0 

raise the head 
and exhale 
"Hat t ". Repeat 
6bout ten times. 

75 



 

1411 

76 

l. 21> """ 

!123, 124, 125) 
Keep~ng the ~pine 
stra1gnt, r a1se 
the upper body. 

126 ,JJ 127 ~ 

--131 

(127) 
Grasp t he hardle 
first with the 
right hand. 

~ -132 

(132) 
The palms of 
both hands face 
u~ard when the 
c ishl is drawn 

(128) 
Then take hold 
with the left 
hand. 

., -133 

toward you. 
(133, 134) 
Twisting the chi-
shi, thrUst it 
diagonall for-

,... 
124 ,. 1251 

..... 
129't ~ 

,. 
130 

!129, 130, 131) 
Gr;asp the neck of 
the lianclle with 
the r:-ight hand 
and gnp the end 

~ -134 
ward at f ull 
s~ Th~lms o the ha s face 
u~rd as you 
t st the chishi 
forward . 

of the handle 
firmly with the 
left hand. 

~ 135 

( 135 , 136) 
Grasp the hondle 
firm ly as you 
thrus t t he chi -
shi, and focu::J 



 

136 

the power in your 
hands. Do not use 
a snapping motion 
as you thrust the 
chi shi forward. 

.. ,. 
146 

ments. 
(146) 
'!he key 
are the 
in no. 

(137, 138) 

-137 

Draw the chi shi 
firmly to'!'ard 
yoo, turm.ng the 
hands so that the 
p:ilms or tOO 

(142) 
Now hold the chi­
shi the other 
way. 

-138 

hands face up­
ward . 
Practice the 
above movements 
about ten t i mes, 

.... 
'~47 

... 
reverse the move- (148) 
ments. Draw the chishi 

quickly toward 
you. 

-~39 

144 
' 

(144) 
Draw the chishi 
fully toward yoo. 

.. ... 
•149 

(149) 
~peat, thrusting 
abOut ten times. 

' 140 

-145 

(145) 
'ltle key point s 
are the same as 
in no. 132, but 
reverse the move-

,.. 
~50 

77 



 

, 156 

(161, 161, 162, 
163) 
Move your right 
hand ~n & circu­
laf_~otion 

78 

(157) 
Grip the ero of 
the hilndle with 
the left hand. 

I 
ii.S if doing hiki 
uk e (pull ing 
block) . Repeat 
the movement 20 
times . 

,154 

(154) 
Change your grip. 

(159, 160) 

I 
wrist \A'lde r the 
neck or the chi­
shi . 

Grip the chi shi 
firmly with the 
left hand and 
hook the right 

-=:::======::::: 

I 
I 

, 164 

(165) 
Now hold the chi­
shi with the 
right hand. 



 

~67 

(166, 167) t he hand in a 
ft:lok the loft circular motion. 
hand lmder the 
neck oC the chi-
shi, and rotate 

I 

(169) 
AfLer doing hilti 
Uke (pulling 
block), draw the 
elbow firmly to 
tho side. 

.I '178 
(177- 183) posilion. 
Change your grip. 
Carefully place 
the chishi b:lck 
in the original 

~74 

~ '179 

(170) 
Repeat the above 
exercise 20 
times. 

180 



 

181 

; 

186 

I 

~ 187 

(187) 
Quietly reQUlale 
your l:lreathing. 

b). Nlt/rl·,_~ (gripping jar) 
EffecdveneA: 

I). Grasping the nipi-pnr~ helps to build up a 
stron& &rip. 

2). Ufting the nfglrl'f~~~M forward and sideways, 
strengthens the shoulders and wrists. 

3). Drawing the nfglrl.,ame to the rear helps to bulld 
up the muscles of the forearms and improves 
the posture. 

4 ). Spread the toes and keep the soles of the feet 

80 

r I 

A 183 ~ 184 ~ 18~ 
(184 - 186) 

ea... 

and the toes firmly in eon tact with the around as 
if the;r were stuck to it. (Uke the roots of 1 

willow tree spreading underground.) 1\Jm the 
knees inward and ti&hten the muscles of the 
thighs. Training with the ~-game builds up 
stability as weU as strong hips, legs and feel . 

5). Training with the n/ftrlofame strenathens the 
internal organs through the system of deep 
breathing. It also helps to buDd up a strong lower 
abdominal area. 



 

Note 
At first. usc empty nigiri·game for training. After 

spending some time doing nigiri·game training, gradu· 
ally make the nigiri·game heavier by pulling sand in 
the jar. Add more sand as your physical strength im· 
proves. After building up some gripping power. usc a 
11igiri·game with a suaight mouth. After acquiring 
more gripping power. oil the mouths of the jars to 
make them slippery. To build up gripping power 
for 11igiri·game. practice gripping tennis bulls or small 
smooth stones. 

Training method 
{Using Iron pipes substi tuted for the traditional jars) 

(1) 
Assume the ready 
stance, keeping 
the power in the 
ta.nden (lower 

I . 

(5) 
Ext.end Lhe arms 
forward slowly. 

abdomen) . 

(2) 
Regulate your 
breathing. 

' (6) 

( 
I 
: 

lnhaJ.e deeply. 

( 3) 
~ietly start 
1nhaling. 

(7 , 8) 
Pinish i nhaling. 
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(9) 
Now draw the 
elbows in and 
exhale. 1\:ssume 
sanchin no ka mae . 

1. 

82 

(13, 14) 
Keeping the 
spine straight, 
drop the hips. 

(17) 
Put the sides of 
the bent thumbs 
against the pipes. 

(10, 11) 
E><hale deeply 
expelling all 
the air l n your 

(18, 19) 
G~asp the pipes 
f1.rml.y ana then 
rise. 

I. 
body. 
Tense t he whole 
body when you 
firush exhalinq. 

( 15) 
Bend the knees. 

(20, 21) 
After grasping 
the pipes f irm­
ly, assume san-

(12.) 
Slowly open the 
hands. 

(16) 
Grasp the pipes. 
Bend the th\lrrib 
in. 

chi n dachi. 

20 



 

(2S . 26) 
Tht sol~ or the 
Cool niO\'C!t light l r 
ov~r Uu~ ground . 

-6 

21 

25 

29 

... • 
(22, 23 ) 
Keep the sgine 
stra.i~t. rop 
the s ulders 

A:~ you ftniah 
:~Udtna tho left 
(oot Corwnrd. 
Crnp t.he p1 pc~ 
C!:VCfi oortt Ur•ly. 

~ ... 

22 

30 

(30 ) 
Lift t he left pipe 
forward . 

... • 23 

and tuck the 
chin i n. 

27 

even mo.re firmly. 

(27) 
Tense the whOle body 

~ 4 31 

l eft J:ipe 
using e 

.. • 24 
(24) 
hc:p gdp'''"S t.hc 
~ipu CJr•ly. 
lid~:~ t.ho JcfL 

Cool smoothl y 
Co1'vltrd. 

-6 28 

as yoo assume hidari 
Cleft) sanchin dachi. 

~ -6 32 

(32) 
'!he n hold the ~ipe 
forward, para l e 1 
to the floor. 
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33 

(33) 
Return to the 
original position. 

37 

41 

(41) 
Now, slide the right 
foot forward, and 
assume migi (right) 

84 

(34, 35) 
Now, lift the 
right pipe. 

34 

... 38 

A. 
sanchin dachi. 

& 
35 

39 

43 

(36) 
• 36 

Li~t the pipe. up 
us~ the wr~st. 
Hold the pi~ paral­
lel to the floor. 

40 

• 44 

(44) 
Inhale slowly and 
deeply. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

• 45 

49 

• 53 

(53) 
Tense the wrist and 
strai9hten the pipe so 
that 1.t is parallel to 

• 46 & 
(47, 48) 
Extend the left arm 
holding the pipe to 
the side. Tt>nse the 

47 48 

wrist and straighten 
the pipe so that i t 
is ~rallcl to the 
floor. 

& 50 • 51 ~ 52 
(SC) • 
Lower the p1.pe 
slowly. 

54 

the floor. 
( 54) 
Lower the pipe slowly. 

(52) 
Now extend the 
right arm holding 
the pipe. 

• 55 
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(57) 
Tense the whole 
body . 

57 

61 

fi rmly with the 
sole of the foot. 
Tense the lower 
body. 

' 

65 

(65, 66, 67 ) 
Keep the pi pes i n 
that pos i tion fo r 
some time. Then 

86 

.. ' 58 
(58, 59) 
Slide the l e ft 
foot forward i n a 
cir cul ar 

(62 ) 
Tense the whole 
body . 

I 
l 

62 

66 

l ower them slowl y. 
Exhale deeply and 
s top. Tense the 
lower part of the 

59 

63 

(63 , 64) 
Slowly bring both 
pipes forward. 

abdomen while 
doi ng so. 

G7 

(60, 61) 
Assuming h idar i 
sanchin dach i , 
press t he floor 

Inha l e slowly and 
deeply . 

68 

(68) 
Inhale as you drop 
the a r ms. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

• 69 

(69, 70) 
Now , extend the 
arms holding the 
p;cpes to the 

( 72) 

s ides. Inhale 
slowly and deeply. 

72 

(73) 

70 

( 71 ) 
Inhale deeply and tense the whol e 
txx:ly . 

73 

(74) 

71 

74 

Hold your breath after inhal­
ing. Grasp the pipes more 
fiiml.y . 

Lowe r the pipes slowly. Exha l e 
as you do so. 

Do not relax the 
lower txx:ly as Y= 
lower the pi pes. 

75 76 

(76, 77) 
Tense the whole 
txx:ly even more and 
grasp the pipes 

• ~ ;a 
mor e firmly. 
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(19, 80) 
Slowly slide the 
right foot 
forward. Keep 

• 

• 

88 

19 

83 

81 

tensing the 
butockS. 

80 

84 

• • 88 

(88, 89) 
Concentrate on the 
back, maintaining a 
straight back and 
tensing Uhe muscles 

• 
(81) . . 
Now assume m1g1 
sanchin dachi, 

(85, 86) 

81 

85 

Slowly slide the 
right foot to the 
rear. 

of the back. 
Tighten the but­
tocks . Grasp the 
pipes even more 
rirmly. 

• 82 

, 
86 

4 a 90 

(90, 91) 
Do not lift the 
heel from the 
floor, but slidP it 
along the r loor as 
you move backward. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

91 

(Concentrate on 
the inside of the 
sole as you slide 
your feet over the 
floor .) 

• 
95 

l y and slowly. 

• 92 

(92) 
Keep the soles of 
the feet in light 
contact with the 

96 

(96, 97) 
As you exhale, 
place the pipes 
slowly on the floor. 

93 

floor when step­
ping. 

97 

94 

(94, 95) 
At the end, still 
tensin9 the whole 
lxxly, 1nhale deep-

98 

1.. ~ 1 
102 

89 



 

 

 

J .... 1 
103 

J ~07 
position (yoi ). 

c). Mokiwara (striking post) 

j _,. 

I 
(108, 109) 
Bow. 

1 
104 

Striking the makiwara is one of the most funda· 
mental exercises of karate. You can st rike the m11ki· 
1vara using sciken zuki, shotei zuki. or hiji uchi. 
Striking the makiwara hardens the first two knuckles 
as well as the back and the heel of the hand. It also 
strengthens the wrist . 

The makiwaro can also be struck with the feet to 
develop one's kicking power. 

( I ). How to strike the makiwara in sanc:hln dac:hi 
stance 

Before strik ing the makiwara. make sure that the 
makiwara is in good condition. Make sure the surface 

90 

I 1105 J .. .. I 454 
lOb 

(106) 
Control and n!q\llatc C breathing. Re-

to the ready 

I 
109 

is even and ha.s no projections. 
To measure the correct distance from the makl· 

wara, face the makiwara and ex tend your arm for· 
ward positioning yourself so that your first two 
knuckles touch the makiwara. Assume sanchin dac:hi 
or han zenkutsu dachi. Strike the makiwara lightly 
with seiken abou t ten times to warm up the fists and 
to acquaint your fists with the makiwara. Then. 
graduaUy add more power to the punch. When you 
strike Ute makiwara, the points to observe are the 
foUowing: 

I). Withdraw the opposi te t1st. which is placed 
horizontaUy across the stomach. to the side. 



 

 

 

 

 

 

 

 

 

2). Ro tate the hips in a sharp motion. 
3). Strike the makiwara with all your power taking 

the shortest route to the makiwara. 

Make sure to strike the makiwara and foUow 
through. twistmg the hand while keeping the shoulder 
relaxed and tn a nalllral position. At the moment of 
impact, exhale and concentr.ue your power In the 
tanden (the lower abdomen) by shouung (kiai). 
Beginners will find that thear fists will hurt. It is im· 
portant for the beginner not to over do it . Striking 
the maki .... vra fifty times with each fist is enough to 
start wi th. Practice will gradually toughen the skin 
of the knuckles. If the pam is severe, put some sponge 
between the wood and the malciwara to soften the 
surface of the hilling area. 

When you can strike the makiwara smoothly and 
rhythmically. add more power to the punch. If you 
pract ice with the maki"vra everyday. your knuckles 
will get harder from the inside and calluses will form 

on the knuckles which should prevent any further 
pain to the fiSts. At this stage, you can strike the 
maldwara with aU your po...,er, as If you were facing 
an opponent. Also, at th is stage, you should spend 
more lime WJth the malciwara. It i~ very important to 
~~ used to the makiwara and practice with it every 
chance you have. fr a right ·handed studen t strikes ihe 
makiwara I 00 times. he should try strik ing il 200 
times with his left hand. Students should ahv-Jys 
practice two or three times more with their weaker 
and less developed parts of the body than with those 
parts which :are already well developed. 

Often when a student first begins practicing with 
the maklwara the skin on the knuckles tends to peel. 
When the skin begins to peel. stop striking immedia te· 
ly. Disinfec t tho afflicted area, and then apply an 
adhesive plaster w the wound. Do not strike the 
mokiwara with seiken until the wound is completely 
healed. You can still strike the makiwara with slwto 
uchi, shotei zuki or hijl ate. 

After the skin o( the knuckles is hardened. strik· 
ing the makiwara should no Iunger hurt the knuckles. 
Now the student can strike the makiwara with more 
power and spend more t ime with the makiwara The 
problem is. at this stage water blisters tend to form 
on the hardened skin of the knuckles. Again. the 
student should stop striking the makiwrua before the 
water blisters break. For treatment. prick the blasters 
with a disinfected needle and squeeze the liquid from 
the blisters completely. Apply disinfectant or salve to 
the wound. and then apply an adhesh-e plaster. It is 
important not to strike the maki""Ylra with uike11 
until the wound is healed. Keep striking the makiwara 
with shuco uchi. shotei zuki and hiji ate. 

a---------~0 
(Sec J»9C 99) 

Assuming I he ready position 

In preparing to hit the makiwara. keep the strik· 
ing am1 above the elbow to the side. 

Keep the forcam1 o f the opposite arm horizontal· 
ly across the stomach faci ng downward. 
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(2). How to strike the makiwara with Gyaku zuki 
(reverse punch) 

I). Key points for Gyaku zuki 
(striking with the right fist) 

a. Face the makiwara at a suitable dista nce. 

b. Assume left han zenkutsu daclli (hal f front 
stance). Bring the right fis t to the right side and 
hold the left fist in front of the chest. 

c. Assume a llanmi (half front) position looking 
toward the makiwara. 

d . Relax the entire body and support the body 
weight equally with both feet. 

e. Th rust the right fist straight toward the makiwara. 

f. Simultaneously, pull the left fist. left shou lder and 
left hlp strongly. and thrust the right hip and 
shoulder powerfully fo rward. Press hard against 
the fioor with the ball of the rear foot. 

g. Strike the makiwara powerfully with the 11rst two 
knuckles of the right fist. Concentrate aU the 
power o f the body in the first two knuckles of the 
fist. 

h. Immediately after striking the makiwara with the 
fist. push firmly against 1 he makiwara with a 1 wist· 
ing motion. 

i. Punch as you begin to rotate your body. 

92 

j. At the moment of impact, support your body 
weight with the left foot ( the front foot). 

k. At the moment of impact, keep the wrist and 
foreann in a straight line and keep the fist t ight. 

I. When you first begin to strike the makiwara, 
carefully observe the correct form for each punch. 

m. lmagine that your body is an airplane propeller. 
Your bead and torso are the pivot , and the left 
ha.lf of the body and the right half of the body arc 
the blades of the propellor. 
The result of the rotary motion is that at the 
moment you strike the makiwara, the power of 
the left half of the body is added to that of the 
right half, doubling the power of the strike. 

Striking the Makiwara from Shiko dachi 

Stand a little to the side of the makiwara so that 
the makiwara is directly in front of your hitting am1. 
Lower your hips and assume slriko daclri. Strike the 
makiwara with all your power. Withdraw the o pposite 
fist to your side but do not ro ta te the hips as you 
strike the makiwara from slriko dachi. At the moment 
of impact, exhale and follow through twist ing the 
fist , then draw the fist back to your side immediately. 
Repeat tl1~ motion. 

2 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Striking the Makiv.vuo from Nl'koaslti dochi 

Stand several steps away from the mokiworo and 
assume nekooslli doclzi. Hold the nght list to the side 
and the left fist extended forward. Rush toward the 
mukiworo bringing the right foot quickly forward and 

Striking the Mokiwora wit h 1 he Differe nt 
~land Techni<1ues: 

(I). Shu to uchi 

Stand in lzeiko dachi to the side of the mukil\'ara. 
liold the right hand up in shu to in a jodan kamae and 

inhale. then strike the mukiwara with siluro. Exhale 
while hitting the mukiwara with slzuro in a sharp 
motion as if you were chopping a tree with an axe. 

Slrlkc wuh the right fist. As you strike the mokiwora 
rotate the hips and withdraw the left fist to your stde . 
After striking. step back Immediately to the origmal 
position. Repeat these mouons. 

(2). 1/uito uclli 
Stand in lteiko daclrito the side of the mukiwura. 

Swing the arm from behind you to strike the maki· 
wara with ltaito uclti (l'!tlge hund strike). the iuncr 
edge of the haud. 

, 
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(3). Ko uchi 

Stand in heiko dachi. From kamae position, 
strike the mokiwaro firm ly with ko uchi (bent wrist 
strike) using the back of the wrist. 

1 
(4 )·a . Nafwouuclli (inner arm) 

A~urnc the han zenkzasu daclri stance to the side 
or the makiwara. Strike lhc makiwaro wilh 1hc inner 
ann area firmly. The siUdenl should practice two or 
three limes more wilh his weaker ann. 

(4)·b. Gaiwan (ou1er ann) 

In gaiwtm uchi, employ the ou1er arm area for 
striking the /1/(/kfwara . 

94 

(S). Shotef zuki {palm heel) 

Thrust at the makiwara with all you r might 
taking the shortesl roulc to the makiworo. AI the 
moment of impact. concentrate aU your power in the 
shotei. 

(6). Uraken uchi 

Stand in sauchi11 dachl. Jiold the fists in the 
ready position. Strike the makiwara with the back of 
the fist, using a wrist snap. 

I 
{7). KiZIJmi zukf 

Stand close to the makfworo. Using a snap. th rust 
firmly and quickly at the makiwara with kizami zuld. 

1 



 

(8). Hijl ate 

Assume han zenkutsu dachi. Withdrawing your 
list to your side and rotating your hips, ~trike the 
makiwora with your opposite elbow. 

Kicking the Makiwara: 

(I). Maegerl 

Assume the natural stance, raise your knee, tense 
the josokutei (ball of the foo1) and kick the makiwara 
at the heigh.t you find most comfomble. This exer· 
else hardens the josokutei and develops kicking 
power. 

(2). Ushiro geri 

Stand with your back facing the makiwara, raise 
your left knee and kick the makiwara directly with 
the left heel. 

Sokutei Maegeri 
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(J ). 1/iza teri 
Assume lefl Iran zen/cursu daclri. raise your right 

knee , and strike the maklwara with the knee using a 
swinging motion . While hilling the maklwara, relax 
the ankle, and concentrate on the knee. This exercise 
strengthens the knee and also the power to raise the 
knee. 

How to Construct a Maklwt~ra 

(a). The Hitting Area 

In the past in Okinawa. people used to make the 
hitting area of the makiwara using straw rope. They 
wrapped a thick coil of straw rope around the t ip of a 
board of wood and then beat the coiled area with a 
log to make the surface even and smooth . This is why 
it is called a "maki'Wtml," for makiwtua means coiled 
wpe in Japanese. Somet imes cloth was first wrapped 
:~round the board to give a cush ion to the hitting area. 
People used to say that the straw coiled makiwara is 
best because the straw acts as an antiseeptlc on 
bruised skin and also helps to h111den the skan of the 
knuckles fastest. But on the other hand, straw rope is 
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(4). Solruto ,eri 

Stand to the side of the maki'Wtml, raise the knee 
of your kicking leg, tense the foot edge and kick the 
makfwara with the edge of the foot close to the heel. 

(S). Mawashi tui 

Stand to the side of the makiwara, and aiiSume 
han zen/cursu daclri. Concentrate your power in the 
instep, rotate your hips and kick the makiwara firmly 
with the instep. 

not very durable, therefore, it l.s easily worn out or 
torn . Another bad point about the straw coiled makl· 
wara is that it darkens the skin and makes the hands 
unsightly . 

The maldwara Is now sometimes made from 
black rubber . The rubber should be softct than the 
rubber which is used for car tires. Black rubber o f 03 
em (0 .1 in.) thickness is best . A makiwara nude with 
black rubber is easy on the knuckles. 

Today , leather is often used for the hilling sur· 
fau of the makiwara. It is easy on the knuckles and 
also it does not bruise the skin of the knuckles much 
compared to other materials. To protect their 

knuckles, begiMers should put sponge or rubber 
be tween the board and the leather . 



(b). Type of Wood assuming sanchin daclri or han zenkutsu dachi. 

Use wood which is springy. The wood used in 
Okinawa is called "shiza. " 

There arc two ways of constructing a makiwlll'll. 
One way is to bury one end of the board directly in 
the ground. In this case, pain t the area which will be 
buried with coal tar or bunt the area lightly to pro· 
teet it from rotting. (c). Board Length 

2.1 meters (6.89 fl.) Another way of constructing a makiwara is to 
make a square hole in the ground and pour concrete 
into the hole to serve as a foundat ion. Wall off a 
cavity in the center within which the makiwara is to 
be wedged when the concrete dries. This makes it 
easy to replace the board if it is broken. 

(d). Thickness of the Board 

Place the thicker end of the board into the 
ground. Make the board thinner toward the tip of the 
makiwara to give it spring. If the lip of the makiwlll'll 
is not thin enough. you could injure your chest. 

(e). Height of the Hitting Ana 

Pay attention to the grain of the wood, being 
sure to use the strongest surface for the front of the 
makiwara. 

The standard height for the hitting area of the 
makiwara is a little lower titan your shoulders when 

The I 

70 em. 
(27.6 in.) 

1 

The height of the user. The ideal height of the makiwara from the 
Ooor to the tip of the makiwara 

I 56 em. . . ... . .. 168 em. I IO cm ......... 125 em 
(61.5 in.) (66.2 in.) (43.3 in.) (49.3 in.) 

170 cm ..... . ... 180cm. ---- - 130cm ......... 135cm. 
(67 in.) (7 1 in.) (S 1.2 in.) (53.2 in.) 

18 1 em ......... 195 em.----- 140cm . . . . .... . ISO ern. 
(71.3 in.) (76.8 in.) (55.2 in.) (59 in.) 

(f). Points in Constructing a Makiwara 

hilling ana. 
The height of the hitting area should be a lillie below 

shoulder level when the user is in sanchin dachi or han zen· 
leu tsu dachi. 

· · · Pay allen lion to the grain of the wood. Use the side which is 
most difficult to break, for the front. 

. . . kicking area 

. . . . Make the board gradually thinner toward the 1 ip to give spring 
to the maklwara. 

*above 

*belowground 
· Pain t coal tar or burn the urea lightly to protect the area wh ich 
is buried in the ground from rotting. 
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(g). A Makiwaro wedged in concrete 

98 

floor 

• • I 
iron pla te m mokiwaro 

• • 

(h). A Mukiwaro wh.ich is buried directly in the 
ground 

··: · . .. 

·= \ . . . 
. . 

. .. . · . . 
. : .·.· " .. .. 
. . . . 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

d). Temoclli·shiki Mokiworo (hanging striking post) 

The good points of this hanging makiwara is that 
you can strike and kick it from many different angles, 
und it is also portable. Training with the hanging 
mokiwara strengthens the power of the punch, kick 
and elbow str ike. 

I 

' ' ' I 
' ' 

\ m 
rubber 

1be POints for Oizuki 

2 

....... , 
\ ' \ \ 

' I ', .,, I ..... ___ ....... .... _., 

2 

propeller 

~!lllil 
rubber 

1 
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e). lshisoshi (stone padlock) 

The isllisoslli is used to develop and strengthen 
the muscles of the foreamt , upper arms, and wrists. 
Exercising with the ishisoshi also gives crispness tn 
your hand and pulling techniques. 

... ... 1 .vz.o. 

( 

• ~ 9 

(9) 
E:xh;ll<> d<>epl y , 
then ooncent­
rate a~l your 
power >.n the 
tanden. Bring 
both hands up 

(19) 

' I 

a 19 

Retum your 
left hand to 
the chudan 
blocking posi­
tion. 

100 

( 

t, l.O 

into a double 
chudan uke. 
(10 11) 
Stih tensing 
the tanden, 
draw t he left 

• 20 

(20) 
Tense the right 
elbow and draw 
the nght hand 
to the side 
with a p.llling 
motion. 

( 

.... 11 

waro, keepj ng 
thP 0lbow ten­
se. Keep the 
right hand in 
the chudan -
blocking posi­
tion. 

( 

21 

(21) 
Then, thrust 
the right hand 
forward . 
(22) 
At the moment 
the elbow is 

(12) 

(2 ) 
I nhale and 
exhale three 
times . 

( 

... 12 

1\fter draw ing 
the left hand 
fully to the 
side, thrust it 
firmly forward. 

,. 

• 22 

straightened 
grasp the ishi­
sashl. firmly and 
twist ·the fl.St 
sliqhtl y i m•ard 
to focus the 
thrust . 

...... 
454 3 

(3) 
Concentrate 
~ 11 your power 
l. n the tanden 
(101,oer 
abdomen) . 

( 

... 13 

(13) 
As you Lhrust 
it torwaro 
grasp the ishi­
saShl. very 
tightly aild 
rotate t he hand 

f 

23 

(23) 
Bring the right 
hand back to the 
chudan blocking 
position with a 
pulling motion. 



 

~· 

•• • •• ' .. 

..... 
cVZb 

(4) 
Inhale slowly 
and deeply. 

I 

4 

.. 14 

to a s eiken. 

(14) 
Concentrate 
your power in 
the tanden. 

( 

' 24 
(24 25) 
Slide the right 
foot slowl y and 
quietly ~or'iruxl 
m a sem1- c1r­
cular moti 

r 

" s 
(5, 6 , 7, 8) 
Cross the arms 
in front of 
the chest and 
assume the 
morote chudan 
no kamae (as 

I 

.. .. 15 

25 

f 

I ' 6 

in the kata 
Shisochin), 
drawinq the 
elbows in. 
Exhale as you 
execute th1s 
movement . 

I 

.. 16 

I A 26 

" 

.. ... 7 

( 

17 

.. 27 

(27) 
Concentrate all 
your power in 
the tanden. 

; 

.. ~ 8 

• 

.I 18 

.. 28 

(28) 
Draw the left 
hand slowly t o 
t he side. 

101 



 

( 

A 39 

( 

49 

102 

6. 30 

( 30) 
Now, thrust the 
left hand for­
ward. 

A 4o 

II .4 50 

.. 31 

(31) 
The key points 
are the same as 
in nos. 13 and 
14. 

A 41 

(41 ) 
The key points 
are the same as 
in no. 22. 

r 

51 

( 

~ 32 

A 42 

52 

( 

It 33 

(33 ) 
The key points 
are the same ?.s 
in no. 15. 

.a 43 

' 

"' 53 

(53) 
Control and 
regulate your 
breathing. 



 

.. 34 ... 35 

{ 

• 44 
.. .. 

45 

.... 

'- ' 54 55 

36 

.t AI 
46 

(56) 
~i8c both hands 
ll~ard t.o the 
sJ.des, as you 
'nhalo s low 1 • 

,' 

56 

37 .a 38 

. .. 
47 

• .a 
48 

57 

(57) 
Straighten the elbows. 
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.-

.. 

~ lSS tlfJ 4~"'. tlfJ 160 ~ ~1 
(58) (59) (60} When the ishi­
sashi reach the 
level of the 
shoulders , bend 
both elbows 

Let both ishi­
sashi meet in 
front of the 
filce. Drop the 
hips as you do 

Gra.sp the ishi­
sashl. firmly. 

(61) 
Then, raise the 
ishisashi up ­
ward from the 
face leve.l.. 

in 

,66 

(66) 
Lower the arms slowly 
to the face level. 

' 74 
(74, 75, 76, 77) 
Lower the arms to 
your sides grasping 
the ishisasl\i flrml. y. 

104 

.,- ' 67 

(67) 
Let the ishisashi 
meet in front of 
the face, and hold 
them for same time 
at that level. 

' 

(68) 
The key points are 
the same as in no. 
61. 

I 

' '15 

' 62 

(62} 
Extend the arms slowly to 
the sides. 

Jlj 
(69 ) 

'69 

The key point s are 
the sa me as in no. 
62. 
Return to starting 
position and re-

t 10 times. 

.... ~ 
'16 

,....., 
7'1 



 

{63) 

' I 

63 

(64) 

' I 

64 

When both arms are ful ly extended 
hold the ishisashi at that level 
for some time. 

Now, ra i se both arms upward. 

-. 70 

(70) 
The key poin~s are 
the same as l.l1 no. 
58, but move 
a little faster. 

' 78 

{78) 
Bend your knees . 

,71 

(71) 
'nle key points are 
the same as in no. 
59, but move a 
lit:tle faster. 

' 79 

{79, 80) 
As 'fOAJ g:rip the 
ish:.LS!Islii firmly, 
bend the wrists up­
ward. 

' 72 

• 

'so 

' 65 
(65) 
Keeping the elbows at 
the-sides, raise the 
forearms upward to 
the head. 
Repeat this 10 times. 

'73 

.. .. 

(81) 
Relax the g:rip. 
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.... 
82 

(82) 
Grasp the ishisashi 
as you lower the 
hips. 

.. 

(90, 91) 

.. 
90 

Relax the 
wrists. Repeat 
the movements 
for strcnqthen­
ing the wrists. 

99 

(99, 100) 
Extend the riqht 
arm to the rear and 
the left arm up 
forward in a 
thrusting motion, 

106 

' 
J 

' 83 

(83) 
'llle key point;s are 
the same as 1.n no. 
67. 

. .. 

\ 

' 91 , ' 92 

(92) 
Retum to the 
natural stance. 

100 

keepirlg the 
shoUlders down and 
stretching the 
el})Qws. Tense the 
muscles of the back 
and the upper arm. 

' 84 

I 

~85 

(85) 
Release the tension. 

a ' 93 

101 

(94) 
Now, turn to the 
left side. 

' 102 

(102) 
Now, step across to 
the riqht with the 
left foot and t urn 
throuqhlBO 
deqrees . 



 

' 86 

95 

(95) 
Sl~e the left foot 
!llO"lY forward to the 
left. 

~103 
(103) 
Face the opposite 
direction . 

96 

(96) 
l\ssuminq hidari 
(left) zenl<utsu 
dachi (front 
stance),. bring the 
left arm to a jodan 
oosi t;ion, and the 

' 

(104 ) 
Assume migi zenl<utsu 
dachi (rigbt front 
stance) . 

88 

(88, 89) 
Grasp the ishisashi 
more firmly, and 
bend the wrist up­
ward. 

right arm to a 
gedan positfon. 

97 

(97) . . . 
Grasp the ~sh~sash~ 
firmJ.y with each 
hand. 

(lOS) 
Bring the right arm 
to a jodan position, 
and lef t arm to 
a gedan position. 

·. 

98 

(98) 
Tense the muscles 
of the whole body. 

.... 
(106, 1071 

>, . 106, 

Thrust the right arm 
firmly out , lower 
the shoulders and 
tense the muscles of 
the back. Ex tend the 
left arm to t he 
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.- .... 
.,.107 

rear. Tense the 
muscl es. 

• 112 

117 

108 

•· ·c., • . 

. '~ 
,.. ' . 

•• 

~ ""Tioa 
' (108) 

'Illeni steQ with 
the eft foot 
t o face the 
original front. 

l uJ 

118 

(118) 
The key points 
are the same as 
in no. 106. 

J:109 A no "!m 
(109) (110) (111) 
Assume left Bd ng the l eft 'Ille key points 
zenkutsu dachi arm to a jodan are the same 
(front stance). position and the wi th no. 99. 

r~t arm to a 
9 an position. 

~ 115 ll6 

(114) (llS) (116) 
Step across with 
the left foot. 

'fum to face t he 
rear. 

Assume migi zen­
kutsu daclii 
(right front 
stance) . 

Note 

Inhale as you move your feet and exhale as 
you assume zenkutsu dachi (front stance). Bring 
one arm to jodan position and the other arm to 
gedan position. At the moment of focusing this 
mot ion, exhale sayine 'Hatt.' 

Repeat and pract>cc changing the body posit ion 
according to this pattern. This pattern of moving 
in fou r directions is the same as is found in the 
kate Shisochin. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

f). Tan (barbell) 

The exercises with the tan strengthen the muscles 
of the upper arms, foreanns. and the lower limbs. 
Also the exercises help to strengthen the wrists, hips 
and neck. 

(1) 
With the back 
of the hands 
facing upward, 
place the tan 
on the upper 
arms aoo roll 
it downward. 
1\slll.!ltte sanchin 
dachi while 
doing this. 

( 5) 
Now roll. the 
tan from the 
wrists to the 
upper arms. 

5 

1 II 2 

(2) and (3 ) . 
Roll the tan 
from the upper 
arms onto the 
forearms. When 
the tan reaches 
the wrists, 
throw it upward 
us~g the 
wr~sEs . 

Tan (barbell) 

3 

(4) 
Catch the tan 
with the 
forearms (thumb 
side up l . Tense 
the whol e body 
at the moment 
of catching the 
tan. This 
builds up fore­
arm strength. 

The bar is us ually made of wood. The mid 
section of the bar is thicker than the ends. 
The center is thicker to fit the back bone. 
Often, the wheels of a trolly are used for 
the end wei<:{ht. The wheels should weigh 20 to 
30 kg comb~ned. 

4 
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1 

2 

3 

110 

Grasp the bar 
firmly and 
swing the tan 
up aoo down 
using both 
hands . 

Place the tan at the 
back of the neck 
(~lacing the center 
of tan on the 
spinel . 

Roll the tan down­
ward from the neck 
position as you 
raise the upper 
body. 

Stdnding in 
shiko dachi1 twist the h~ps 
and the tan to 
the right and 
left. 

4 

5 

6 

Catch the tan at thC> 
moment it. rCdches 
your wrists. 

Now, lower your upper 
body below hjp level , 
and roll the tan 
backward toward lhe 
neck . 

Raise the upper body 
and lower i. t be lo,., 
the hip level and 
roll the tan back and 
forth . 



 

g). Tou (cane or bamboo bundle) 

Usc a bunch of cane or narrow bamboo st icks 
tied at both ends with straw rope. Thrust at the 
bunch of cane wi th nukile. The exercise stre ngthens 
the tips of the fingers. You can also grasp a piece of 
cane or bamboo after thrusting at the bunch, and 
then try to pull it toward you. 

h). Jari bako (s:oncJ·box} 

Fi ll a box with beans. gra\•el or sand, and then 
thrust your fingers into it. Repea t about 200 times 
with each hand daily, to harden the tips of the fingers 
and strengthen the finger joints. TI1is exercise also 
adds power to the knife hand attacks. 

• !'; ' ·~ · J--. ··j \ -
1 

i). Tersu Geru (iron clogs} 

The exercises with the iron clogs. which consist 
of walking and lift ing the legs, st rengthen the muscles 
of the legs. abdomen and back. These exercises also 
give power to your kicks . 

Training with the iron clog 
Raise the knee fully to the chest level. Keeping 

the knee at the chest level, ex tend the leg slowly 
forward. 'ext. bring down the foot slowly down to 
the ground . 

.. 

2 3 

To begin with , wear clogs weighing 3 kg. for 
tmining. Draw the left foot to the rear and then swtng 
it high to the front. Exhale as you swing the fn<O t up. 
Repeat the exercise ten ti1nes. 

Now change feet and swing the left foot in the 
same way (about ten times in the beginning) . Relax 
the upper body while swinging the foot. S!rnigh ten 
Lhe knee as you swing the leg. 

•• • ,A 
2 
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Swingi ng the leg to the side 
Assume lleiko <lnl'lli (para llel stance). Quic kly 

swmg the leg upward to the side. 

Kcepmg the knee extended and the hips twisted 
tnward. swing the leg higher. Repent the exercise ten 
time; with each leg . 

.. - l_ l 

j). Konxoken (1wal metal wctght) 

I he kongokcm weigh> at least 30 to 40 kg>., 
therefore, it is be tter to truin toge ther with a partner 
when using it. The exercises with the kongok en urc 
effective In developing a strong body and powerful 
tluuMing and grappling techmques. 

~ 
1 • 2 

... 
3 

3 

1\Ssume the natural st.anco 
(shizen dachi ). Stand the 
konQokcn upriQht and hold it 
with U-.o right h.lnd. 
(l'hotogra(:h no. 1) 

After it beqins l.O s wing, 
use a lighter gri p. ) 

(wh<!n you start turning the 
kon<jckcn with the wrist, 
grip the kongokcn firmly. 

11 2 

Draw Lhe ~en firmly 
toward ~ and then turn il 
firmly with the wrist from 
insio> oulwaro.. 
(Photogr a (:t\11 no. 2 - no. 4) 

4 

4 



 

 

 

 

 

 

 

 

 

 

.. 
1 

\ 

4 
4 • 5 • 6 

Now, turn the k<ll1g0l<o n the other way around. 
First, push the kon9C)ken firmly witn the 
outer part of the upper arm (elbow area), and 
rotat~ the wrist strongly, tum the kongo­
ken firmly from the outs1.de inward. 

Since t he kongoken i s very heavy, it is dif­
ficult to balance it well as ~ turn it. I t 
can be ~ous. It is a good idea to ask 
another s t Udent to p.-actice with you in the 
interest of safety. 

1 

Assume a natural stance (a 
little wider than tho ordi­
nary s tance). 
Lift the kongoken to t he 
shoulders hol ding tho center 
of the kongoken and balanc­
irog it care£ully. 
(PI\otogra[:h no. 1.) 

2 3 

h s you exhale, lift the 
k0090ken over your head. 
Drop the hips as yo.J lHt 
the kongoken, and assume 
shiko dilchi (straddle l eg 
stance) . 
(Photogra[:h nos. 2 - 4 l 

l ncr.,ase the number of repet iti ons as your ove ral l physical 
strongth and arm strengt h i ncrease. These exercis es bui ld up 
Lila legs a nd arms. 

Assume shiko 
dachi and hold 
one end of the 
kongoken with 
both hands. 

3 4 

--------
4 

From s hiko dachi 
stance (s traddle leg 
stance ), raise the 
hips as you lower 
the kqngO]<en to 
shoulder level and 
assume 11 natural 
hochiji dachi. 

5 

Roll the kongoken firmly 
from right to left wi th 
both hands as if turning a 
wheel. It is important to 
keep the back straight and 
the hips l ow. 'Itle rolling 
motion should be coordi­
nated with the broathing. 

Now, roll the kongo­
ken from left to right. 
Increase the number of 
repetitions as your [:hysi­
cal strength increa.ses. 
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1 

This is an exercise to do with a partner. 
01e person su~rts the kong<?ken while in 
zenkutsu dacli1 (front st.ancc), tensing the 
m~cles of the leqs1 backl. and buttoCks. 
Gn.p the konqoken w1.th al ~ strenqth. 
earefully obServe your partner's breath­
Ulg. 

2 

Throw the kongoken to your ~rtner, and 
immediately step forward arid return to 
U1e natural hc1cfii ji dachi. The receiver 
steps to the rear with the right foot and 
assumes hidari zcnkutsu dechi (left f ront 
s t ance) <md Ciltches the kongoken. Tense 
the muscl es of the legs , back and buttocks 
a nd exhale at the moment you catch the 
kongoken . 

114 

-

~ter exhaling, inhale, and at the same 
t1me, throw tnc kongOKen back to your 
partner " i th a pushing motion. The key 
points are t he same as in no. 1. 'llle 
receive~ catches the kongokcn in the same 
way as 1.11 no. 3. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

" 1 '2 ' 3 '4 
Rest the konqoken on the neck and shoul­
ders as in tfie phoWc]raph. Keep the 
l<ongoken balanced. As you inhale, open 
bot!\ hands and draw them to yoor sides 
(the fingers face forward and the heel 
of the palm is drawn to the rear). 

As you exhale quickly, draw both hands 
backward, and stick your head out, sup­
porting the kongoken with the neck onJ.y. 

'5 " 6 

As you pull up your fi sts from the rear 
to the sides, raise your hips and as­
sume the natural hachiji dachi. I nhale 
and tighteo the anus anrl the muscle of 
the buttocks as you raise your hips. 
As the strength of your neck and body 
builds up, increase the number of repe­
titions. This exercise helps to build up 
the muscles of the legs, back and neck. 

Exercises done with a partner. 

1 

The person on the left 
stanas on one end of the 
kongol<en, while the oth­
er person supports the 
other end on his neck 
and shoulders. Si nl< into 
shiko dachi (straddle 
leg stance). 

2 

Drop the hi~ continuing to 
support the kongoken. It 
should be on the muscles of 
tJ:le thigh~ By adjusting 
h1s pos1t1on, the person on 
the l eft can vary the a­
mount of weight resting on 
his partner's neck. 

3 

Raise the hips slowly. 
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k). Sash i·islri (natural s tone weights) 

The exercises with the sashi·ishi strengthen the 
hips. wrists. striking power and kic king power. 
Moreover, the exercises with the sashi·ishi develops 
muclrimi (sticky hand) and intensity in your move· 
ments. 

1) . Makiage Kigu (wrist roller) 

Makiage Kigu is used mainly to st rengthen the 
grip and the wrists. The exerc ises with makiage k igu 
a I so develop the forearms. 

m). Tersuarei (dumbbell) 

Training with the tetsuarei develops one's strik· 
ing power :md st rengt hens the musdes of the upper 
arms and forearms, the muscles o f the neck, chest , 
back and lower limbs. Exercising with the tetsuarei 
helps to build up power for basic techniques. 

11 6 

1 

, 
2 

One per son stead ies the kongoke n s o 
that it will not move while his part­
ner does push ups with t he kongoken 
resting h~s neck:. 
Do push - upsi stretching and bending 
the arms ful y. Increase the number of 
~sh-ups as your physical strength 
1ncreases . 
'Ibis exercise builds up the muscles of 
the chest, abdomen, and arms, and also 
increases your stamina. 

At first, do not do this f?USh up exer­
c i se more than ten times ~ succes­
Si<?Oo 9'>ange w~th your partner after 
do~ng ~t ten bmes. 

weight 



 

Part 8. The Fundamental Techniques 
( I ). Stance and Posture 

Sta~s 

Musubi dachi (formal attention slance) 

l 
I 

Point the feet diagonally outward, keeping the 
heels together. Straighten the knees naturally . 

Heiko dachl (parallel stance) 

(a). Helko dochl 

I 
The toes of both feet are pointed directly for­

ward . The Inner sides of both feet are kept pardllel to 
each other. Locate the center of gravity at a point 
midway between both feet. The knees arc straighten­
ed naturally. 

(b). Mig/ Ht!iko d4chl 
(the right foot forward heilw docJu') 

From heiko dochi. step forward with the righ 
foot. The toes of the right foot are pointed directl: 
forward, and the inner sides of both feet are kep 
parallel to each other. Locate the center of gravity a 
a point midway between the toes of the rear foot an• 
the heel of the front foot . The knees arc relaxed an• 
straightened naturally. 

i l 

I 
Sanchin dochi 

From heiko dachi, step forward with the right 
foot, so that the left foot is diagonally behind the 
right. Keep the heel of the front foot on the same line 
us the big toe of the rear foot. The toes of both feet 
nre turned slightly inward. Tense the muscles of the 
inner side of the thighs and pull the hips upward and 
tense the buttocks inward simultaneously. The center 
of gravity falls at a point midway between the feet. 
Keep the soles of the feet firmly in contact with the 
ground. 

' 
H r 
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Renoji dachi ("k" stance) 

From musubi dachi, step forward with the left 
foot. The toes of the left foot are pointed directly 
forward, and the toes of the right foot are pointed 
outward at a 45 degree angle, so that the left foot and 
right foot form the Japanese letter ' Re.' The distance 
between the heel of the from foot and the heel of the 
rear foot is equal to the length of one foot. The knees 
are straigh tened natu rally . 

' 

Nekoashi dachl (cat stance) 
(left foot forward nekoashi dachi) 

To assume nekoashi dachi, first begin with 
musubi dachi. Then step forward about one foot 
length with the left foot. From this renoji dachi 
stance, lower the hips deeply and support most of the 
body weight with the rear leg. The heel of the front 
foo t is raised slightly , and the ball and the toes of the 
front foo t touch the ground lightly. It is important to 
support most of the body weight witl1 the rear leg. 

Sagiaslli daclli ( Beron stance) 

' 
~-· ~ y 

~ ~ 
~~ 

a 
' 
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To assume sagiaslzi dachi, raise one knee whilr 
balancing on the other foot. The knee of the support· 
ing leg is ben t slightly. The toes of the lifted leg are 
pointed downward. The body weight is supported 
ma inly by the inner side (the big toe side) of the foot 
you arc standing on. 

Shiko dachi (straddle leg stance) 

Separate the legs by about twice of the width a1 
for hachtji dachi. Lower the hips deeply. The big toes 
are pointed outward diagonally. The knees are tu rned 
outward. TI1e body weight is supported eve nly by 
both legs. The inner sides of the feet support most of 
the body weight. Keep the soles of the feet firmly in 
contact with the ground. 

' 

Naname Shiko dachi (diagonal shiko dachl) 

The points to observe are the same as with shiko 
dachi, but turn the body diagonally to the front, 
keeping the face directly forward. Sepamte the legs 
by about twice !he width as for hachiji dachi. Lower 
the hips deeply. The knees arc turned outward. The 
center of gravity falls at a poin t midway between the 
feet. 
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Yokomuki Shiko dachi Naname Shiko dachi 



 

(Right) Ztmkutsu dachi (front stance) 

To assume zen/cursu dachi, firs1 assume heiko 
dachi, then withdraw the left foot fu lly to the rear, 
maintaining a width between the feet equivalent to 
the width of the shou lders. Point the front foot very 
slightly inward and the rear foot d iagonally outward. 
Dro p the hips deeply. Bend the knee of the front leg 
and turn it slightly inward. Straighten the rear leg 
naturally, keeping the heel of the rca r foot firmly on 
the ground. The weight of the body is supported by 
both legs, but mostly by the front leg .. 

(left) Kokutsu dachi (back stance) 

To assume left kokursu daclli , first assume left 
zen/cursu daclli. From left zenkutsu daclll, straighten 
the left knee and transfer the weight from the front 
leg to the rear leg, then bend the rear knee. Most of 
the weight of the body is supported by the rear leg. 

e 
I 
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lleisoku dachi (closed fool s tance) 

Keep the feet parallel and touching each other. 
Keep the knees straight but relaxed. 

• 

I 
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Sesan dachi (side facing straddle stance) 

Separate the legs as for shiko dachi and lower the 
hips deeply .. The body is facing the front diagonally. 
The front foot is pointed directly forward and the 
rear foot is pointed sideways. The cen ter of gravity 
falls a t a point midway between the feet. This stance 
is found in the Kata Sesan. 

Kflxl dachi 

(horse riding stance) 

' 

From shiko dachi. turn the hee ls of both feet 
outward. T he knees arc turned inward . The weight of 
the body is supported equally by both legs. 
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Noihonchi dochi 

To assume nolhonchl dachl, first assume hachiji 
dachi. Froml111chlji dachl, turn the heels outward and 
the tips of the toes arc pointed slightly inward. Tense 
and tighten the knees inw(lrd. Lower the hips. Tense 
the buttocks in the same way as with sanchin dachi. 
The body weight is supported equally by both legs. 

Bensoku dachf 

Cross the legs, bend the knees and lower the hips. 
In bmsoku dachi, the body weight is supported main· 
ly by the right leg. Bensoku dacl!i Is often used to 
change the direction of one's movements quickly. 
In application such a movement Is a spiral, beginning 
with lower part of the body. 
(This can be seen in the kata Sepal.) 

• 

/Jan Zenkutsu dacfti • From heiko daclrl stance, withdraw the left foot 
to the rear (about half the length which It is with· 
drawn for zenkutsu dachr). The knee of the right 
front leg is bent and the left rear leg is straightened. 
Tighten both knees Inward. The weight of the body is 
distributed equally between both legs. 
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Moto daclll 

From migi zenkutsw dachl, turn the body slightly 
diagonally, to assume ltalf·front facing stance. Bend 
both knees slightly and lower the hips. The toes or 
the right foot arc pointed directly forward, and the 
toes of the rear foot are pointed diagonaUy forward . 
The weight of the body is supported by both legs 
equally. 

llanmi Kokutsu dochl 

Place the rear foot in a position so that the heel 
is in line with the inner side of the big toe of the 
front foot. Point the front foot directly forward and 
turn the rear foot to the side. Lower the hips and 
support most of the weight of the body with the rear 
leg. Bend the front leg slightly . 
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Age zuki 

1. Hold the fists at your side in the ready position. 
2. Thrust the punch upward with the greatest pos· 

sible speed. Focus .all of your budy power in the 
punching fist a t the mument of impact. 

3. When the opponent is close to you, grab the back 
of his hcnd ami draw it close tu you. 

4. Execute age zuki with maximum power to the 
chin of the opponen t. 
This technique Is found In the katas Seiyunclrin 
and Kurunmfa. 

/ 

MuwtJShi zuki (roundhouse punch) 

I. Mawashi zukl is used to allack the opponent's 
kasuml (the side of the eyes), jiko (ears) and 
dokuscn (jaw urea) when the opponent is relatively 
close to you. Mawa.slri zukl should not applied in 
a big motion , but in a circular motion to the 
target. At the instant the fist reaches the vital 
point. focus aU your power in the first two 
knuckles of the fist. 
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2. When the opponent is close: tu you, rotate the fist 
from the side and deliver the punch in a half 
circular motion to the target (aiming at the face of 
the opponent). 
Apply the punch with the grea test possib le speed 
and focus ail o r your body power in the punching 
fist at the moment of impact. 
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2. Furl : ukl (circu lar punch) 

I 

,.,;' ,.. 
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1. From hachiji daclti, rwist the hips and deliver the 
punch as if one is swinging a whip at the target. 
l:.xccutc the punch to the target m a cLrCular 
motion wh ile twisting the hips and withdrawing 
the shoulder. At tlte instant the punch is appUed. 
focus nil of your body power m the punching fist. 

2. Parry the opponent's attack with gedan baroi. 
In the next moment, execu te furl zukl ln a circula r 
motion with n wh ipping action to the temple of 
the opponent. To deliver a st rong punch, co· 
ordinate it with a circu lar motion of the body . 

.l. Usc the effect ot I'Otaling the hips and shoulders 
to execute a speedy and effective punch. Tlus 
technique IS found in the kata Sepai. 

Kogi ~uki (hook punch) 

I. This punch is used when you arc facing the side of 
the opponent 's body at a close distance. Deliver 
the punch to the side of the opponent with the 
elbow bent at :1 90 degree angle. Twist the fist 
while delivering the punch. At the moment of 
impact, concen trate all your power in the fist. Th is 
technique is found in the kat a Sesan, 
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Awase zuki (U punch) 

Awose zuki is a kind of double rlSt punch. CXC· 

cuting seiken zuki und uro z11ki at the some time. Use 
the upper arm as in the normal reverse punch, and the 
lower amt as in the close punch with the back of the 
fist facing downward. Deliver both punches at the 
same time dlrectly forward . At the moment of im· 
pact, concentrate all of your power and tense aU the 
muscles of your body. This technique is found in the 
katos ~kirai Daiiclli, Sansou and SuPtzTinpd. 

' , 
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Heiko zu/ci (parallel punch) 

1 

I. Heilco wkf is also a kind of doublc·fist punch. 
Deliver the punch forwurd with both hands with 
the back of the fists facing upward. When deliver· 
ing the punch, twist the fists inward and, focus all 
your power ut the moment of impact. 

2. Execute htiko zu/cito the gonka of the opponent. 
This technique is found in the leota Sol/a. 
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Yomo zuki (mountain punch) 

Deliver the upper arm in an arc, upward and 
forward , as if tracing a mountain. Thrust the lower 
arm slightly upward. Execute both punches simul· 
taneously as in owose·zukf. 
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Korr rtchi (forearm strike) 

For kote uchi, the forearm near the wrist , the 
side of thumb und also the side of the little finger, are 
used to strike the target. From a position in front of 
the chest, using the snap of the elbow, execute kote 
uchi to one of the opponent 's vital points. Kote uchi 
should be delivered to a vital point such as the neck 
of the opponent in a swinging motion. It is also 
effective tO execute koteuchi in a combination with 
Juri zuki or choku zuki. 

1 
2 
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Keiko·ken zr1kl (one knuckle fist) 

To form keiko·ken, first form the fist as in seiken , 
but allow the middle joint of the index finger to pro· 
trude. The bent index finger is pressed by the thumb 
and the middle finger to strengthen the fist so that it 
rescm bles the sharp beak of a bird. From a position 
in front of the suigetsu (solar plexus) deliver the 
lmuckle strike directly forward to the throat or the 
lrichu (the base of the neck) of the opponent. This 
technique is found in the kata Suparinpei. 

Boshiken zuki (thumb fist) 

To form boshiken , the four fingers. except the 
thumb, are formed as in seiken. The thumb is straght· 
ened and pressed firmly against the side of the index 
finger to strenghten it. The tip of the thumb is used 
for attacking. From the ready position, deliver the 
fist directly forward to a vital point of the oppo­
nent, such as the throat or hichu (the base of the 
neck). 
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Nukite zuki (spear-hand) 

To form nukite, bend the thumb at the joint and 
press it against the side of the palm firmly. The other 
fingers are kept straight. The tips of the fingers are 
used to attack suigetsu (solar plexus), lnazuma (the 
side of the abdomen) or denko (the side of the lower 
chest). To attack, from the position of chudan (mid­
dle level), deliver nukite directly forward to the 
target. This technique is found in the kata Shisochin. 
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llijltJ/e (elbow Sir ike) 

Some limes I his techniltuc is called tate hiji ate or 
age hiji ate. From the side ready position, drive the 
elbow upward firmly and quickly, and strike 1hc 
opponenl's chin or solar plexus. Focus all your power 
in your elbow at the moment of impact. Relax :he 
shoulder, and drive the elbow upward to the target 
with a thrusting mot ion. This technique is used when 
the opponent is close to you. It is found in the katos 
Gekisai, Seiyunchin, Shisocltin, Sansent, Kuntnmfo 
and Suparinpei. 

like wozo (blocking techniques) 

Jodan cgc uke (rising block) 

Joda11 oge·uke is one of the basic techniques used 
to block auacks aimed at your face and head area. 
The blocking areu is the part of the forearm near I he 
little finger side of the wrist . This tech nique is found 
m the kat a Gekiroi. 

Direcrions for Joda11 age uke 

I. Assume heilw dochi {parallel stance). 
2. Tuck your chin ln . 
3. Straighten your back and relax the shoulders . 
4. Look straight forward. 
5. Take a ready posllion with the fists at the sides. 

(Photo. t) 
6. Move the riglll fist diagonally upward and for· 

ward keeping the fist close to the side of tho 
body. (Photo . 2) 

7. Cross the right arm and left arm in front of the 
rhroat. As the righ t arm moves up, twist the fore· 
am1 so that the palm area faces outward. 

8. Drive the fist upward to your forehead level and 
block the attack fumly upward . (Photo. 3) 

9. At the mome nt of contact with the auack, tense 
the wrist and .grip the fist fim1ly. 

10. End the block with your foreann the dlsw nce o r 
one fist in fro nt of your forehead, with the bot· 
tom uf the fist facing upward. 

3 

The key points for Jodan a&e uu 

1. As you raise the blocking arm upward, puU the 
opposite arm downward powerfully. Using the re· 
action of pulling the opposite arm downward firm· 
ly, thrust the blocking arm upward and focus the 
block. 

2. Pull the opposite arm powerfully downward as if 
you are applyingh/jl-ate (elbow strike) to the rear. 

3. When you are facing an opponent who is greatly 
superior in strength and skill , and trying to block 
an attack to the upper section, block the a tuck in 
front of the face by twisting the list. At. the 
moment the block is focused, bring the elbow 
slightly downward to help parry the attack. But at 
the first stage of practising jodan age uke, I re· 
commend that you thrust the blocking arm upward 
without using this technique at the moment of 
focusing the block. This basic method belps to 
build up blocking power sufficient to break the 
arm of the attacker. 
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Orudo11 yoko uke (middle level circular block) 

Chudon yoko uke •s one of the basic techniques 
used to block the attacks aimed 10 your middle sec· 
tion . The blocking area IS the part of the forearm ncar 
the thumb slde of the wrist. This technique is com· 
mon in Goju Ryu Koto . 

--
Directions for chudotl yoko uke 

From the ready position. slide the right nsr 1o 
the left side keeping the fist close to the chest. The 
nsr faces upward . From the left side, bring the right 
nst forward in a circular motion across to the right 
side. Block I he attack in front of the chest with the 
part of the forearm ncar the thumb side of the wrist . 

The key poin ts for cl111don yoko ukt' 

I. As you swing the right am1 from the lefr side to rhe 
right in circular motion. keep the right elbow close 
to the front of the body, using it as a pivor. Do 
nor aUow the elbow to move to the side of the 
body. Block the attack without moving the elbow 
past the width of the body as seen from the from. 

2. At the momenr the attack is blocked using chudon 
yoko uke, the blocking nst should be the heighr of 
the shoulders. 

3. As you block the attack. draw the elbow firmly in 
to the body, keep the wrisr and forearm in a 
straight line, and lower rhe shoulders and tense the 
muscles of rhe latissimus dorsi. 

4. At the moment the attack is blocked. the palm 
faces upward . 

5. If you to block an attack with chuda11 yoko uke 
using the left arm immediately after blocking 
with the right ann, slide the left n st to below rhe 
right elbow. Cross both arms in front of the chest, 
and bring the left ann forward in a circular motion 
to the left side and block rhe a11ack. Draw the 
righ t arm fi rm ly to the side as if applying hiji ate 
(elbow strike to the rear) .. 
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Gedan barai (downward block) 

I. Gedon barai is used 10 block un auack direcred 10 
your middle-section or lower-section. For gedan 
barai, the blocking surft~ce of the foreann is the 
area at th.e bottom of the wrist on the side of 
the lillie finger. To apply gedan baroi, ra ise the 
blocking arm beside rhe car. S rrike downward in a 
big circular morion with the back of the fist facing 
our ward. 

2. The instant the block is applied, all the power 
must be concentrated in the wrist. Use the effect 
of the snap of the elbow while applying gedan 
barai. It is most effective to block when the atlack 
is not yet fully developed. 

3 . It is imponant 10 apply gedan barai as firmly as 
possible to discourage further attack. Strike the 
a Hacking ann or leg of the opponen t with all your 
power. 
Delivering gedan barai to the elbow joinr of the 
opponent is very effec tive. 



   

4 

Jodon soro yoi«J IJM (upper level block from inside 
ou tward) 

1. To apply joda11 scto yoko uke, first bring both 
fists to your side in the ready position. Bring your 
blocking arm to the opposite side. From this posi· 
lion raise the am1 upward and outward passing the 
face in swinging motion and block the opponent"$ 
forearm with the back of your fist facing forward. 
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2. For j odan scto uke, the blocking surface is the 
area of the forearm on the thumb side of the arm. 
Jodan scto y oko uu is used 10 block an auack 
directed to your face or head. h is often used to 
block mawashi zuki, liU/Washi geri or jodan y oko 
geri. 

Jodan uchi yoko uke (upper level block from outside 
inward) 

I. Raise the blocking arm to lhc sid~ so that the fist 
is near the ear. From Lhis position, swing the arm 
firmly Lo Lhe other side of your face and block the 
attack. Ro1ate the forearm simultaneously while 
swinging the arm 10 the side, so that the back of 
the fist is facing forward. 

2. At the instant your forearm meets the auacking 
arm, tense the fist firmly and concentrate all your 
power below the wrist. Strike the attacking am1 of 
the opponent with aU your power. 
Jodan uc!Ji yoko uk<t is used to block furi zuki, 
IIUrwashi zuki. mawashi geri or yoko gcri. 

1 ,7 

it (· ~ 

-~ 

2 

- I 
I 

3 

131 



   

 

-
Chudon uchi uke (forearm block from outside 
inward) 

Bring both fists to your sides, in the ready posi­
tion. Raise your blocking arrn upward. From this 
position, swing the arm fumly to the other side. The 
arm moves from outside inward, blocking· the attack. 

At the moment tho forearm meets the attacking 
arm, tense the fist firmly and focus all your power at 
the bottom of tlte wrist. Use the effect of the snap of 
the elbow at the moment of impact. Clwdon uchi uke 
is used to block chudon zuki, mowoshi zuki or yoko 
geri directed to your m'iddle section. 
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Cedan uchi barai (downward block from outside 
inward) 

Assume a ready position with the blocking arm 
in front of the thigh. From this position, swinging the 
arm inward to the outside of the other thigh and 
rotating the forearm inward, block the attack. The 
blocking surface is the lower part of the inner fore· 
arm. It is important to block as the anack begins. Use 
the effect of swinging the arm and rotating the hips 
to execute gedan ucili barai. 
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Jodon lliki 11/ce (upper level puUing block) 

I. Begin with both hands open in the ready position. 
Move the right hand to the left side. Then move 
the right hand upward, passing the face and 
moving to the other side of the face in a circular 
motion. 

2. From this position, concentrate aU your power in 
the wrist and block the attacking ann as you finn· 
ly pull the elbow down to the side, hooking tbc 
attacking arm with the wrist and palm heel 
and pulling it down to the middle section. Use 
muchimi (sticky hand) to hook the attacking arm 
to pull it down to the middle section and thus pull 
the opponent off balance. 
Th is technique is used to block/uri zuki, mawoshi 
zuki or choku zuki. 
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Chudon hiki uke (middle level pulling block) 

The key points are the same as for jodan hiki 
uke. In chudan hiki uke, the blocking arm is extended 
forward to hook the attacking arm with the wrist and 
the palm heel. Pull it down with a circular motion. To 
apply chudon hiki uke, drop the hips and concentrate 
the power in the tanden (lower abdomen). Use 
muchimi to hook and grasp the attacking arm of the 
opponent and then pull it down. 

h is important to apply chudon hiki uke before 
the opponent's chudan zuki is fully extended. Deflect 
the attack rather than block it directly. This tech· 
nique is first found in the kata Gekisoi Dai'ni. 
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Sltotei gedon boroi (open hand downwa rd block) 

I . Begin with both hands open in the ready position. 
Bring the right hand to the left side. From this 
position. swing the hand downward in a circula r 
motion und block the amck. 
Focus all your power swinging the open hand 
downward in a circular motion, and end the block 
within the width of your body. Do not move the 
blocking hand beyond the outside of the thigh. 

2. While delivering the block, do not raise the 
shoulder and elbow. but twist the forea rm down· 
ward and execute the block. Block the attack 
before the kicking leg is fu lly extended. 

3. Using the snap of the elbow. it is possible to strike 
the side of the opponent's kicking leg with shotei 
and de nect it to the side. 
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Shore/ otoshi uke (open hand d ropping block) 

Assume morote no kamoe. Drop the right hand 
(slrotet) straight downward and block the attacking 
am1 downward . Un til the moment the hand drops. 
relax the hand. At the moment the hand drops 
downward, tuck the tlwmb against the palm and 
tense it. Also tense the palm as hard as possib le and 
focus your power in the slwtei. At the moment of 
impact, lower the shoulders and tense the back 
muscles. 
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Chudan sukui uke (middle scooping block) 
\ 

' 
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Drop the ha nd downward. While bending the 
wrist and ro tati mg the foream1, move the hand in a 
circular motion and block the attacking arm with a 
scooping motion. 

Do not raise the elbow, but lift the forearm 
as you block. Tuck the thumb in and tense the palm 
as you scoop the elbow of the attacking arm upward . -



 

2 

This technique is found in the kata Saifa, Stiyunchin 
&san, Kururunfa and Suparinpei. 

Jodan nagashi uke (upper level sweeping block) 

I. Hold the right open hand in a jodan no kamae. 
Swing the hand from out.side to Inward to sweep 
aside the opponent's attacking unn as you rotate 
the forearm. 

2. It is important to meet the attacking arm as soon 
as the attack Is delivered. Do not resist the attack 
directly, but sweep aside the attackirng arm. 
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C1rudan shoui yoko ukt (middle level open hand side 
block) 

Hold both hands open at your sides. Move the 
right hand directly to the left side to block the 
altack. Tuck the thumb firmly against the palm and 
tense the pa!lm when you block the attack. Concent· 
rate aU the power in shotei as you block the attack. 
This technique may be used effectively against the 
attacker's elbow. 
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Jodon I«J ulre (bent wrist block) 

Bend the hand lnwnrd and downward at the 
wrist. Raise the hand directly upward, and block the 
attack with the top of the wrist. Focus all your power 
in the top of the wrist at the moment of blocking. 
The foream1 should be hold upright when blocking. 
Strike under the opponent's wrist to block. This 
technique is found in the kDtos Sanseru and Suporin-
pei. 
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Koso ulre (cross block) 

Assume a ready position. Drop the hips and cross 
the fists at the wrists, blocking the attack with the 
crossed hands with all your power. While blocking, do 
not raise the shoulders but tense the lateral muscles 
(latissimus dorsi). This technique is found in the 
kDta S4nseru. 
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Hi:za uchi ulre (knee block from outside inward) 

From Ute natu.ral stance, raise the righ t knee to 
the level of the abdomen quickly. Then move tht 
right knee from outside to inward and block tht 
attack with the knee. The knee should be driven frnm 
outside inward at the same level in a circular motion 
to block the attack. The block should be well timed 
to block the attack. For instance, to block a mae gerl. 
hi:za uchi ulre should be performed before the kick is 
fully extended. 
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Jli:za soto ulu! (knee block from inside ou twanl) 

•• 

From the natural position. raise the right knee to 
the left side at the level of the abdomen. Then move 
the knee from inside outwa rd firmly and block the 
anack with the knee . Move the raised knee in a large 
smooth circular motion until the blocking leg touches 
the ground. Deflect the kicking leg from inside out ­
ward before the kick is fully extended. 
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(3). Leg Techniques 

Kicking techniques 

Mae gerl (front kick) 

2 

Assume lum zenkuuu dllchl, with your hands In 
morote no komae. Draw In the chin to the neck and 
keep correct posture, raise the knee of the kick· 
ing leg to the level of the chest . Bend the toes back 
and tense them finnly . Pushing the hips forward, kick 
direc tly forward using the snap of the lifted knee 
effectively. Focus all your power in the josolaltel at 
the instant the knee is straightened. After completing 
the kick, withdraw the kicking leg quickly to its 
orisinal position. If you don't,lt gives the opponent a 
chance 10 catch or sweel! your klckln~ le~. 
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Mae geri (front kick) 

3 

• . 

, .. 

- ~. 

' 

2 

~ . ... 
-~ q--. ..., .. 

Gedan mae gerl 

Jodan moe gerl (upper kick) 

Raise the knee o f the kicktng leg to the level of 

the chest, then kick forward to the upper area. At the 
moment of impact , focus all your power in the 
josokutei. Use the snap of the knee to kick forward . 

Mae kakoto geri (heel kick) 

Kick forward with the kakato (heel). tense and 
concentrate a li the power in the heel upor1 hnpuct. 
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TsumaSDkJ mae gtrl (kicking with the tips of the toes) 

Keep the sole of the foot paraUel to the ground 
and tense the tips of the toes. Kick horizontaUy for· 
ward using the snap of the knee. 

-
K.ickina with hoisoku (instep) 

Using the snap of the knee, kJck tho side of the 
abdomen or to the kimekl (groin) with the instep. 

-
K.ickina with sokuto (foot edge) 

Using the snap of the knee, kick forwa rd with 
sokuto (foot edge). This kick is used to attack the 
opponent's lower abdomen. 

Ushlro gtrl (back kick) 

Assume heiko dachi and lift the kicking leg (right 
leg) to the level of the chest. Lean your upper body 
forward and then, using the snap of the knee, deliver 
a kick to the rear. As you kick, your back should 
form an arch shape. Look over the shoulder at the 
target while delivering the kick , jodan ush/ro geri. 
chudan ushlro geri and gedan ushlro gerl are delivered 
in the same way. 

3 
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Yoko geri (side kick) 

Assume uchi hachlji dachl, raise the knee of the 
kicking leg (right knee) to the level of the abdomen, 
curl the toes back and tense the outer edge of the 
foot. Deliver the kick upward to the side, focusing 
the outer edge of the foot on impact. At the moment 
the kick is applied, rotate the hips, so they art 

twisted forward , and focus all the p ower in the edge 
of the foot. Keep your eyes on the target at your 
side. Bend the supporting leg slightly to keep your 
balance. It sh.ould be straightened at the moment of 
impact. Gedan solmto gerl is mainly aimed at the 
knee of the opponent. 

J 

3 2 

' ; 
,_;. - . 

' -- J oa 
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Jodan sokuto geri, clrudan sokuto gcri. and gcdan 
sokuto geri are the varia tions of yoko geri . . 

-

-

t! , 

l 
f-

•• Gedan gcri 

r~ 11 
~ ... I -.4 

f I~ 

. , 
6 

A 
~ 

.... 
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Jodan mawoshl geri (upper round kick) 

Assume han zenkutsu dachi. Raise the knee of 
the kicking leg to the height of the albdomen. Tense 
the tips of the toes. Swing the foot around your body 
from outside inward, aiming at the side or upper 
area. At the moment the kick is applied, focus 
your power in the ball of the foot. 

Fumikoml·gerl (stamping kic k) 

Training method for the stamping kick 

I . Assume IJeiko daclri and hold your hands on your 
h ips and look forward. 

2. Lift the knee of the kicking leg to the height of 
the abdomen. Draw the heel of the kicking leg to 
the inside of the thigh of the supporting leg. Curl 
the tips of the toes upward and tense them. Bend 
the supporting leg slight ly to provide stability. 

3. Stamp downward and inward a t the target . 
4. These photographs show [umikomi geri being ap· 

plied to a downed opponent's armpit. 

' 
1 

~ ~ 

~ 

1 2 

~ '· 
2 

~, 
, I 

J 

' 

\ ... 
I 
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' 

'l 
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• 
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Ushlro mawashi geri (round k.ick to the rear) 

Assume heiko dachi, hands in the morote posi· 
tion. Raise the knee of the kicking leg (right leg) to 
the height of the abdomen, holding the leg on the left 
side of the body. Twist the right hip to your left, and 
deliver the round kick to the right. The right heel 
faces the right at this movement . Lift the knee fast , 
and snap it out. almost kicking your own buttock. 
b. These photographs show uJhiro mtiWQShi gerl 

(hook kick) being delivered to the back of an op· 
ponent's head. 

1 2 3 , 
• 

j 

i 1 I /) ], 

l 4 
~ ...... ' 

' 

... -.. · 

1 3 

l 1.' 
I ' . lf 

\ 
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1/iza ate (knee strike) 

Raise the kicking knee (left knee) in chudan or 
gedan position. From that position, concentrating all 
the power in the top of the knee, deliver the knee 
strike to the kinteki or the lower abdominal area in 
an upward direction. Do not tense the ankle or toes, 
but keep them relaxed. This technique is found in the 
kata Sa/fa. 

~ • • ~ J 
' 

~f."'-- -\ ~ 

" 

Assume heii«J dachi, hu nds in morote posi tion. 
Raise the knee of the kicking leg (left leg) holding the 
leg on the right side of the body. Deliver the round 
kick from the right to the left in a circular motion. 
This kick is the reverse o f the normal mawashi gerl. 



   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Tobi nidon geri Oumping double kick) 

' · . ..,..,.., . 

' ' • s' fPf ': ., 

4 

6 

Uke WIIZO {blocking techniques) 

5 

7 

Sokurei osoe uke (pressing block with the sole of the 
foot) 

The instant the opponent begins delivering the 
kick, stop the kick by pressing down hard against the 
ankle. 

•• 

Sokurei horai uke (sole of the foot block) 

Block the attack with the sole of the foot , 
moving the foot firmly and strongly from outside 
inward. 

Haisoku barai (instep block) 

Swing the instep of the foot from inside out 
in a circular motion and block the attack. 

- "t ~~ 
" • .; 

~ r 
~ 

-~ 

1 ... 
e !~ 

..-)' ·~ • --, ' 

/ 

2 

141 



 

 

 

   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

(4). T~nshln (body shifting techniques) 

Ttnshin, a type of sabak"i (a shift in the position 
and angle of your body) involving mainly the hips 
a nd feet, is used to prepare a stance for both defense 
a nd attack. In other words, the purpose o f the rm­
shin Is to change the position and angle of your body 
to avoid the attacks of your opponent and then 
put you lit the correct distance from your opponent 
for a counter attack. 

The following are important pointS in pmcticing 
remhin. 

a . To prevent the hips Crom being unstable and with· 
out support, tense the lower part of the abdomen, 
bend the legs sightJy at the knees, and keep the 
center of gravity between lhe legs. Quickly move 
your body and feet according to your purpose. 

b. Tenshln Involves a free twisting, turning a11d 
rotating of the hips while pivoting on the balls of 
the feet. 

c. Alw3ys keep your hips on the same level while 
moving. Tcnshin has to be done with speed and 
accuracy. 

d. It is neccmry to practice over and over to be able 
to accurately exec:u te tcnshin in every possible 
direction. 

e. Ttmllin is a defensive movement. But at the same 
time it is used to prepare an attack. 

f. It is important to keep the hips firm. 
g. It is Important not to make ;~ny unnecessary move· 

ments while you execute your move. 
h. While you are prac:llcing, keep your shoulders re­

laxed, your hips low, your posture stable, and ex­
ecute your movements smoothly and rhy thmical· 
ly. 

Now, let me explain "tcnshin" using the example 
of left nekoashi daclli. To make a forward shift , take 
a step forward with the left foot. The right foot 
should follow the lcfl foot at the same time. To make 
a backward shift, take a step backward with the right 
foot ; the left foot follows the right foot. You should 
practice these movements over and over, at r1rst 
slowly, in order to master executing "tenshin" 
accurately. Then, gradually , you can practice these 
movementS quickly and sharply. 

To make the sliding shift to the right and left in 
nelcoashi diiChl, keep your posture natural, hips 
stable and prevent the hips from going up and down. 
Move smoothly and sharply lO the righ t and left . 
While you are practicing, keep your hands on your 
hips. Repeat these movements over and over until 
you can execute a sharp, accurate and smooth 
"tenshin" in every possible direction. 
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(1) (2) 
Assume heiko 

' 
Bend the 

dachi, !>lac- knees 
ing the slightly, 
t..nds on the • and keep the 
hips. eyes loOking 

""' ~ 
forward . 

• 

4 ' l 

( 5, Gl (7) 
Twist the Slide (in 
u~ body ~ 

suriashi) 
a the hl.r the l eft 
to the lef foot to the 
as you s lide • left slowly. 
the left 
foot to the 

~ riqht . • 

~ ' 6 
A. Training Method (or Tcnshin 

l) • Practice the movements slow 1 y 
at first. 

2 ) . Gradually use more s peed. Re­
peat the movements over and 
over. 

3) . Make t he movements s ha rp, 
spcody and rhvthmic.Jl. 

4). Do not move 'the body up and 
down but keep it at the same 
level while mo~~ing in neko­
ashi. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

' • 
r 

I t. 2 

' • I 

"' ~ ? ., . -
.. 7 

' • 
, .... 10 

{13) 
At the same 
timei draw 
the eft 
foot quick l y 
towards the 
right foot. 

' • 
I 

(3) 
Slide the 
right foot 
slowly to 
t he right. 

(8) 
Slide the 
left f oot to 
the left. 

(11) 
When you are 
accustomed 
to the move­
ments, slide 
the nght 
Coot quick l y 
to the right 
directly to 
the side. 

' • 
~ l l 4 

(17) 
Twist the 
hips and 
upper l:xxly 
sharply, 
keep1ng on 
balance • 

' 

' 

' · ~ 

(14) 
Keep the 
hips at the 
same level 
while 
shifti ng . 

' • 

3 

8 

' ~ 17 

( 4) 
Draw the 
left foot to 
the r ight 
foot in 
suriashi 
(sliding ) . 

(9) 
Draw the 
right foot 
toward the 
left foot. 

' •, 

12 

(15) 
Slide the 
left foot 
quickly 
towards the 
left • 

(18) 
Slowl y slide 
the nght 
foot 
diagonally 
backward. 

' • ~ 

' 
{12) 
Slide the 
right foot 
to the righ t 
withmaximum 
speed. 

' • 

' • 
~ 1& 

' I • 

~ 

(10) 
Twist the 
upper l:xxly 
and the h1ps 
to the left 
as the foot 
rroves. 

' • 
~ ' 13 

(16) 
Simultane­
ously draw 
the right 
foot to the 
l e ft foot. 

(19) 
Draw the 
left foot 
toward the 
right foot. 
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( 21) 
While 

(22) 
Dra w the 

' ' 
~voq~ on 

' 
r ight foot 

' 
ng t toward the 

' foot, slow 1 y left foot. 
• slide the • • left foot • 

¥ ~· d=lly ~ y ba rd . 

~ 
~ I' "* • ~ ~ 

19 20 21 22 

(25) (27 ) 
Slide the Draw the 
right foot teft foot 

' ' 
diagonally 

' ' 
~i.ckly to forward • c r oght.. 

• • • • 
~ ~ ~ ~ 

"'" "'" 4 .... \ 
~ 

23 24 25 26 

( 28) I (30) r-
Slide the Draw the left foot right foot 

' 
s~ly and 

' ' 
toward the 

' 
. 1 left foot. ~gorJUy 

• forward to • • • 
~ 

the left 

~ ~~ ,.~ 

... ' 21 ~ ~28 '*' ,29 .# ' 30 

(31) (32) 
Be sure to Slide the 
keep the 

' 
right foot. 

hips on the 
same level . 

• • • • 
~ ~ "'· ~ 

-, . ~ 
• 

~ t. 31 
~ ' 

32 .. 33 34 - -
C35) (36) 
Slide the ~ickly draw 
loft foot 

' 
the right 

d.i.a£nal~ foot to the 
ba to e left foot. • • left. • 

' 
• 

~ ~ .. ~ -,,.( • • 

• 35 ~ " 36 

, ' 37 \.38 
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(39) 
Assume heiko 
dachi. 'llie 
feet should 
be roughly 
shoulder 
widt h apart. 

• 

'42 

r 

46 

' 
49 

' • 

' 53 

• 

I 
' 39 

.. t. 43 

147) 
Draw the 
right foot 
baCk to the 
left foot as 
the left 
foot slides 
b<lckwar<l, 

' ·~ . 
""'·~ 
• \ 50 

(54) 
Draw the 
right foot 
to the left 
foot quickly 
and sharply. 

( 40) 
Bend t he 
knees 
slightly and 
relax the 
upper body. 
Place the 
hands at the 
h ips. 

(44) 
Ora,. the 
left foot 
quickly to 
the right 
foot. 

' • 
I'- 47 

(51) 
Q.lickly draw 
the left 
foot to the 
right foot. 

' • 

' • 
" 40 

I • 

.. t. 44 

(49) 
Until you 
become 
accustomed 
t o the move , 
slide the 
foot slowly 
ovei" the 
floor. 

' 'i • 

• 

' • 
~ ,, 

' '" 55 

i 

( 41) 
First slide 
the right 
foot 
forward . 

(45) 
Slide the 
left foot 
backward. 

• 

' 

' " 
(52) 

49 

When you are 
used to the 
move! slide 
the eft 
foot 
backward 
sh~rply and 
qu~ckly. 

I '· -....< • 

" ' 56 

' • 
" 41 

' ' . 
~ 
, t. 45 

(49) 
Keep the 
soles of the 
feet in 
light 
contact vith 
the floor 
while moving 
the feet . 

' ' . 
~ -
• \_ 52 

I 
\ 57 
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' ' 
(61) 

' 
~62) 

~ 
Bend the oncentrate 
knees the power in 
slight!~, • the tanden • ' • ( lower 

' • glace t e 
abdonocn) 1 I . 1.. ands at 

~ ~.( ...... the hips and ,. relax the 

* ~ • assu111e the I shoul ders. . - . 
natural The body 
stance. weight is 

supported on 

' ' I ~ the bella of 
I the f eet 

'" 
58 59 60 61 fiosokutei). • • 

' 
Lif t the 

' 
{64) • (65) heels Draw the Keep the slightly. right foot eyes 

• s lowly back 
' 

l <_)Okinq 
• allow~~ it d i<lqon.il.l y 

• {63) 

~ 
to slide fono~ard . 

'"' ~ Hove the over the .... , 
I hi ps first. floor . 

I 
" 62 

I .. 63 4i 
64 

• {66) 

' ' 
{68) 

' 
Return to The key 
the originc~l !Xlints are 
positioro. t he same as 

I • • in no. 63 • • ' I ,., ., , ..,_,. 
~ . .,-

•I • 

~ f.5 .... 
66 ~ .. 67 # , 68 

{69) 

' 
{70) • ~ ' 

The k ey The key 
~nts are ~ints are same as e same as • in no. 64. in no. 65. 

~ ..... ...... 
~ -,...( 

• I 

' • 

~· 
69 

~ 
70 

\. 71 ... l 72 
(73) 

' 
I heels (75) • Concentra te s lightl y . 

' 
As you draw 

the rower in the r ight 
the ower (74) hip sha~lr • abdomen, and • Practice the • baCk, simu - I 
bend the mov~ts 

~ 
taneously knees ..,.....- over and s lide the ,...., 

slightly. over. l'lhcn right foot 
~rt t he you are baCk, keep-
~weight accustomed i~ the sole wi the to t he move- of the right 

?osokutei mcnts , I 
f oot in con-

.,J 75 
the balls I 

' 73 
a lways move "' t act with of the feet) t he hips 74 the floor. and lift the first . 
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(76) 
Simultane­
ously, draw 
back the 
right shoulder 
qulckly and 
sharply. 
Keep the 
eyes looking 
dlagonally 
forward. 

(79) 
The move­
ments are as 
i n no. 74, 
but using 
the other 
foot. 

~. 
~ • 

82 

• 

·~ 

4-76 

, . . , 

(83) 
Return to 
the original 
position. 

(86) 
Draw the 
chin in 
towa.rd the 
neck, keep­
ing the eyes 
loOking for­
ward and 
relax the 
whole body. 

(77) 
Return 
smoothly to 
the original 
positon. 

(80) 
The move­
ments are as 
in no. 75, 
but using 
the other 
foot. 

' • ~ , 

.. • 83 

1-?-"<f 
I 

a. .. 86 

{90) 
Return to 
the original 
position. 

' • 
77 

• 
80 

(84) 
Drop the 
hands 
naturally, 
and assume 
the natural 
stance. 

(87) 
Twist the 
upper body, 
turning the 
hips ai\d 
shOulders , 
drawi09 the 
left hlp and 
left 
shoulder 
backward. 
Swing the 
hands to the 
left. 

' • 

(78) 
Natural 
stance. 

(81) 
The move­
ments are as 
in no. 76, 
but using 
the other 
foot. 

' • 

e 

' • 

84 

87 

' 91 

' • 

..... ...... 
' 

81 

(85) 
Relax the 
shoulders 
and 
concentrate 
the power in 
the tanden. 
Bend the 
knees 
slightly • 

(88) 
lit the same 
time, twist 
the right 
hip and 
right 
shoulder to 
the left. 
Keep the 
eyes lool<inq 
forward. Do 
this move­
ment slowly. 

(92) 
'i'he move­
ments are as 
in no. 87, 
but revers­
ed. Swing 
the hands to 
the right. 
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e 
~ 

I • 

I 

(117) 
Move the 
l e f t f oot 
diagonally 
backward to 
the left. 

120 

'· 
\ 
123 

(127) 
Take the 
first 
sliding step 
with tfle 
left foot to 
the left, 
t hen draw 
the right 
foot swiftly 
to the l eft 
foot. 

' • 

'· 
\ # 

118 117 

(121) 
After 
completinq 
the move, at 
the nex t 
moment , 
Slide the 
feet 
diagonally 
forward . 

(124) 
Draw the 
r ight foot, 
to the left 
foot 
immediately 
after 
sliding the 
left foot 
backward. 

127 

' 121 

124 

(128) 
Slide both 
feet sharply am q>.~ickJ.y. 

' • 
" us 

(119) 
Draw the 
front foot 
(right foot) 
toward the 
left. 

(122 ) 
Draw the 
left foot to 
the r i ght 
foot as soon 
as the right 
foot slides 
forward . 

I ""' 125 

' ' • 
.. 128 

(116) 
Assume the 
natural 
position, 
pl acing the 
flands on the 
hips and 
keepi119 the 
eyes looking 
dJ.rectly 
fo rward. 

119 

'· 
# • 122 

(126) 
Turn in the 
opposite 
direction, 
facing 
diagonally 
left 
forward. 

...129 

"116 

(120) 
Move the 
f eet and 
upper body 
baCkward at 
t he same 
time. 

(123) 
After 
practicing 
the move­
ments over 
and over. 
and 
becoming 
occustolled 
to them, 
slide the 
feet sharply 
and quickly 

1 

H 

126 

(129, 130) 
Slide the 
left foot 
sideways. 
(~1ng 
the direc­
tion of the 
body). 
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'· 
130 131 

(131 , 132) 
As soon as 
the l oft 
foot 
co.pletea 
the alidins 
aove t.o the 
s ide. t via t 
the hips 
sharply and 
move the 
rtaht foot 
so as to 

' • 
• 

132 

you are 
Cocing. 

(133) 
Move the 
feet qu ickly 
and sharpl y 
for tat 
8'1baki 
(changing 
the direc­
tion of the 
body). 

133 chana• tho 
dire-c:tion 

'Tl34) --~~========~(=13~5~) ==~========~(=13~6~) --==~======== 
Return t o ' Assume the Move in the 
the odginal natural owosite 
position. stance. d~rection. 

' 

• 

150 

• • Slide the 

........... , 

.... 
""134 

---. (138) I 
As soon as 
the right 

137 

foot 
completes 
the sliding 
~~tove, pivot 
on the right 
foot and 
move the 
left foot 
back to the 
direction 
rou are 
racin.a. 

• 

• 

145 

.. e. 138 

I ~}t~! the 
left foot to 
the l eft 
side. 

~46 

\ 
135 

r~ght foot 
SJ.deways • 

U391 I 
Continue t o 
look to the 
side. 

' • 
~ 142 

• 

147 

• ~ 139 

I (143) 
Pivoting on 
the shding 
foot (the 
left foot), 
move the 
right foot 
baCk, and 
change the 
tlirection 
you are 
facing • 

'· 
148 

'· 
136 

(140) 
Return to 
the original 
position. 

' • 
4> 143 

149 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Part 9. The Training of the Forearms 

Koteldtae 
(strengthening the forearms) 

a. Kotekitae is a training method to strengthen the 
inner and outer forearms by striking anns with a 
partner. This training helps to build up blocking 
power. 

b. Kotekitae training helps to build up pulling 
strength and muchimi. 

c. It also helps to build up strong forearms as hard 
and heavy as iron which can break the anns or 
legs of an opponent when used to block his 
attacks. 

d . Hitting one anothers foreanns is painful. You learn 
physical and mental endurance through kote kitae 
training. 

(I). Gaiwan 
kotekitae 

(Strengthening the 
outer foreanns) 

- ~ 4 

Twist the arm 
slightly inward 
upon impact. 
Strike one an-
other's right 
and left f ore-
arms alter-
nately about 
one hundred 
t imes each 
tra ining ses-
sion to 
strengthen the 
outer foreorms. 

- -

·"" 
• 

1!11:1> .D 5 -

~ 
)!:. 

- ... 8 ... -

~ 6 

• 
J!& 9 

Rel ax the body. 
Strike one an­
other's right 
outer forearms 
speedily, with 
a whipplllg mo­
tion. 

Then strike one 
another's left 
forea r ms i n t he 
same way. 

,. 
- 4

10 .... 

-

~ 

• - ,olll 7 

'-

- 4 

.u 
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(2). Noiwon 
kotekitoe 
(strengthening the 
inner forearms) 

, 
- .. 3 .. 

(3). Chudon sctn· 
uke kotekitoe 
(strengthening the 
outer forearms by 
blocking chudon) 

- ... 3 .. 

' . ' 

"' 
I 

~ 6 -
152 

From the face 
leve l, s wing 
¥O'.Ir arms dOwn 
1n a circular 
motion and 
strike one an­
other's inner 
forearms. Thi s 
movement is the 
same as t he 
block gedan 
barai . 

- .. 
~ 4 

~ 

- :.1 
The i nstant 
a fter striki ng 
each ot hel"s 
forearms, hook 
the partner's 
fist with t he 
wrist and ~l 
it fir mly o 
t he s ide. This 
exerc i se he l ps 
to build up 
pull~ stre as 
well as harden-
ing the fore-
arms. 

~ 

- ..... 
4 7 

... - 4 1 

~A 

- • . s 

Move the left 
forearm from 
the l eft side 
to t he ri~ht 
s ide and eliv-
era chudan 
block from in-
side out ward in 
a circular mo-
tion. Strike 
each other's 
forearms maki ng 
cont act in 
f ront of t he 
face. Then, 

l'~ 
; 

- .. 4 .. 

' -

~ 

- .. 
.. 6 

r eturn the el-
bow to the 
side. 

, 
- ... 5 .. 
( 4). Chudon uchi· 
uke kotekitoe 
(strengthening the 
fo rearms by doing 
chudon inward 
block) 

Strike one an­
o ther•s fo re­
arms abou t 100 
t imes ct•ch 
t ra i ning s es ­
s i on . 

- • ..7 

" 
~ 

... - ~ 2 

Tense a nd s ink 
~or pO\<er to 

e t:ande~ and 
strike ea 
other's fore-
arms wi th all 
your power. 

Delive r chudan 
uchi-uke (chu-
dan inner 
block) f rom 
outside i nward 
and s trike each 
other 's i nner 
forearms as 
hard as poos i -
hlP. 



 

' 

~ 1 ... 2 ... . 4 • 5 - - - 4 3 Jl. - .. - • 
'Illi s helps to 

(5). Cltudan soto build up PJll-
hlkl uke kotekltae ~strength 

muchi mi. 
(strengthening the Assume an open 
forearms by doing hand chudan 

kamae. Do the 
chudan outward chudan outward 
pulling block) ~block, 

ook ng one • another ' s 
wri sts and 

.... 1 
• 6 PJlling against -- ... one another • 

lc 
,.. ~ "' ~ ~ 

- . .. 2 - ~3 - ..... 4 - ~ 5 - .... 6 

Keep the hands 
~in the 

(6). Chudan uchi udan pc>Si-
tion. Hook one 

hiki uke kottkilae another's i nner 
(strengthening the for earms as you 

do the chudail 
forearms by doing inner pull ing 
chudan inward block. 

'Illis helps to 
~ pulling block) build u~ ~ 

stren91: for ... blocking and 
.41 - 41 1 PJlling. -

- .. .. .. 
...0 3 - 4 4 - 4f. 5 

- ----~~=-~--------------~---------- - .. 6 .... 
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Part 10. The Fundamental Kata, Sanchin 

Higaonna Kanryo Sensei's Sanchin 

1 

4 5 

6 7 

2 

(6) - (8) 
Talte a long 
breath thrOuqh 
the nose, and 
silnJltaneously 
slowly P!lrform 
morote Chudan 
uke (double 
insi de circular 
block). At the 
same time, step 
forward WJ.th 
the right foot 
from t.ne formal 
stance. Keep 
the .right foot 
in oontinuous 
contact with 
the floor as it 

8 

(I) - (2) 
Look straight 
forward. 
Breathe 
deeply using 
the lo.,er abdo­
men. Concen­
trate power in 
t he lower ab­
dominal area. 

(3) - (5) 
Assume the 
ready position 
("yoi" posi­
tion). 

traces a semi­
circle on the 
floor. The left 
foot acts as a 
pivot~ as­
sume !1\1gJ. 
(right) sanchin 
dachi. (hour­
glass stance). 

(9) - (10) 
Sl owly focus 
morote chudan­
uke (double 
inside circul ar 
block), exhal­
ing slowly from 
the mouth and 
assume migi 
(riqht) sanchin 
dacfli . 

3 

9 
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(11) - (12) 
Next, twist the 
forearms to the 
outside and 
pull and tense 
both elbows 
toward the tor­
so. Pull the 
chin in, lower 
the shoulders 
and tense the 
muscles o f the 
latissimus dor­
si (kohaikin). 
Straighten the 
back, tiqhten 
the buttocks 
and bend the 

10 knees sli ghtly 
inward and 

(13) - (17) 
Maintain san­
chin dachi. 
Inhaling 
through the 
nose and grip­
ping the left 
fist as tightly 
as JX)SSiblet 
pull the lett 
fist firmly 
back as far as 
pqssible. (as 
~f rA.tlling the 
bell: of the 
opponent). 
While pulling 
the left fist 
to the side, 

16 

.. 19 

keep the arm in 
close contact 
with the body, 
do not raise 
the shoulders, 
and keep tens­
ing the lateral 
muscles. Inhale 
slowly. 

4 
17 

, 
20 

tense them. 
There should be 
s~ce for one 
hst between 
the e lbow and 
the torso. 

4 
13 

(18) - (22) 
Maintaining 
sanchin dachi , 
tensing the 
fist straight 
forward toward 
ganka (below 
the breast ar­
ea) . When the 
fist is al11ost 
fully extended, 
twist th" Ust 
inward and fo­
cus the thrust. 
At the moment 
of focusing the 
thrust, concen­
trate power in 
the tanden and 

21 

11 

4 
14 

exhale explo­
sively through 
the mouth, 
making a 
guttural nHa11 

sound. Keep the 
whole body ten­
sed while per­
forlling this 
110t ion. Be sure 
to tense the 
lateral muscles 
and thrust the 
ar11 out keeping 
close contact 
with the side 
of the body. 

22 

4 
12 

15 

18 

(23) - (25) 
While tens~ 
the whole y, 
tighten the 
left fist and 
with a pulling 
motion ~form 
a left middle 
hooking block. 
Inhale slowly 
and deeply 
while pulling 
the fist and 
exhale in a 
short burst at 
the moment of 
focusing the 
block. 



 

 

 

 

 

 

 

 

 

 

' 23 24 25 

26 .a 27 

J 
31 

34 35 36 

(26) - (28) 
From migi 
(right) sanchin 
dachi, pivoting 
on the right 
leg, step for­
waro with the 
left foot tra­
cirig a semi­
circle and as­
sume hidari 
(left) sanchin 
dachi, Be sure 
to tense the 
whole body 
while talti.ng 
the step for­
ward. 

(29) -(32) 
Perform the 
opposite of the 
movements of 
nos. 13- 17, 
'llle key points 
are the same • 

(33) - (37) 
Perform the 
opposite of the 
rrovements 
nos . 18 - 22. 
'llle key points 
are the sa.me. 

I 

! 2!) 

.a 
33 

(38) - (40 ) 
Perform the 
opposite of the 
movements no. 
23-25. 'llle key 
points are the 
same. 
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! 
38 

41 

I -1 4S 

"' ' 49 
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! 39 

(42) - (46) 
Perform the 
same movements 
as in nos. 13 -
17. 'nle key 
points are the 
same. 

... 
46 

.. 
so 

40 

& 42 

( 47) - (50) 
Perform the 
same movements 
as in nos. 18 -
22. The key 
points are the 
same. 

(51) - (53) 
Maintain mi~ 
sanchin da i, 
After focus~ 
the left mi e 
thrust, Wll 
the left fist 
b.ock firmly to 
the side inha1-
ing at the same 
time, Ke~ 
tenswg e 
latiSSlJllUS 
dorsi (kohai-
kin) while 
~lling 

e fist back. 

(41) 
Frommigi 
(right) sanchin 
dachi, pivoting 
on the left 
leg, step for­
wal::d tracing a 
semi -circle on 
the floor with 
the right foot, 
and assume micp. 
~~~~) sanch1.n 

"' 43 

" 47 

.ft. 

' 51 

44 

.... 
48 

' ' 52 
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53 

55 

·; 

j 

A .... 
__... 62 

(54) - ( 60) 
Maintain migj 
sanchin dachi. 
Turn the face 
to t he r ight. 
Simultaneously 
s lide the left 
fist to the 
right side, 
under the right 
elbow. Then, 
move the right 
foot across t he 
left foot, drop 
the hips and 
assume bensoku 
dachi (cross 
lE!99ed stance). 

"'- s6 

Then turn 
sharply to the 
rear and 
s wiftly execute 
hidari (left) 
chudan yoko uke 
(middle circu­
l ar block). Use 
the effect of 
muchimi (s ticky 
hand) while 
performing the 
circular 
block). Pull 
the right fist 
back to the 
right side. 
Assume hidari 
(left) sanchin 

~60 
(64) - (65) 
Maintain hidari 
sanchin dachi. 
After focusing 
migi chudan 
tsUki (middle 
thrust), per­
form and focus 
migi (right) 
chtidan uke 
(middle circular 
block). The key 
points are t he 
same as in nos. 
23 - 25. 

dachi after 
turning to the 
rear. 

57 

(61) - (63) 
Face t he rear 
in left sanchin 
dachi and apply 
migi (ri ght) 
chUdan tsuki 
(middle thrust) 
in the same way 
as i n nos. 33 -
37. 

.. 

-- 64 

' 54 

~ . 58 

IJ.-- 65 
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(66) - (67) 
From hidari 
sanchin dachi, 
pi voting on the 
left leq, slide 
the right foot 
forwartl (in the 
direction you 
are now fac­
ing), tracing a 
sem1. -circle on 
the floor. 

68 

12 

76 

160 

69 

• 

~ 73 

I 77 

, 
} 

66 

70 

I ~ 74 

('78) - (79) 
From migi san-
chin dachi , 
perform the 
opposite of the 
m.ovements nos. 
66 - 67. Step 
forward and 
assume hi dari 
sanchin dachi . 

67 

(75) - (77) 
Mo!~taining 
m1.g1. sanchlll 
dachi, perform 
hidari chudan 
uk~ The key 
po1nts are the 
same as in nos. 
23 - 25 • 

~' 

(68) - (71) 
Maintain migi 
sanchin dacni. 
Pull the left 
fist back to 
the left side. 
The key points 
are the same as 
i n nos. 13 -
17. 

'72) - (74) 
Mai ntaining 
migi sanchl.n 
~c~, and fac­
J.ng t:ne r ear, 
apply and focus 
hia.ari chudan 
tsuki (middle 
thrust). The 
key points are 
the same as in 
nos. 18 - 22. 

l 
• 

~78 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Ll- - ~ 
79 

IJ. - n 
f.Jr 63 

IJ. • n. 67 

1 

(00) - (63) 
Perform the 
opposite of the 
IT'OVernents 
nos. 13 - 16. 
Pull the right 
fist back to 
the riqht s ide. 

64 - (67) 
Maintaining 
hidari sanchin 
dachi , perform 
the opposite of 
the movements 
nos. 16 - 22. 
(applying mi 9i 
chudan tsuk~). 

(88) - (69) 
Maintaininq 
hidari sa.ncllin 
dachi, perform 
the same move­
ments as in 
nos. 64 - 65. 
The key points 
are the same. 

90 

I} eo 

91 

11-61 

65 

99 

(92) - (94) 
Maintaini!"] 
migi sanch~n 
dachi, pull the 
left fist back 
to the left 
side. The key 
points are the 
same as in 
nos. 13 - 17. 

"82 

(90) - (91) 
Keeping lx>th 
fists J.n the 
middle circular 
block _position, 
s t ep fOrwaxd. 
The key points 
are the same a:s 
in nos. 66 -
67. 
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9J 

97 

(101) - (105) 
Frorn migi san­
chin dachi, 
perforra the 
sa me 111011ements 
as in nos. 54 -
59. 

162 

94 

(98) - (100) 
Malnta.Wng 
migi sancflin 
dachi, pull tho 
loft flilt to 
the left side. 
'l1le key points 
are th8 same as 
in noo. 51 -
53. 

101 

(95) - (97) 
Maintaining 
miqi . sanch.in 
da<:hi, apply 
and focus hida­
ri chudan tsu­
kl. The koy 
poi nts are the 
same as in 005. 
18 - 22. 

, 

95 

99 

102 

(106) - (109) 
Assume hidari 
sanchin dachi, 
and perform the 
same movements 
as in nos. 33 
- 37. The move­
ments and the 
breathing are 
the same. 

96 

100 

• 

103 

I 

..._ A 
106 
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(113) - (117) 
From hidari 
sanchin dachi, 
slide the right 
foot forward, 
tracing a semi-
circle on the 
floor and as-
sume migi san-
chin dachi. The 
hand techniques 
are the same as 
nos. 41 - 46. 
The breathing 
is t he same as 

~--. 
i n nos. 41 -

~ .. 111 

46 . 

112 

..! .. " • -l 114 115 116 

..& • " 118 119 120 

(110) - (112) 
Perform the 
same movements 
as i n nos. 38 -
40. The key 
points are the 
same . 

':\ LJ 

117 

' ~ 121 

110 

113 

(118) - (121) 
Parform the 
same movements 
as nos. 47 -
so. 

(122) - (124) 
Maintaini!"9 
migi sanchJ.n 
dachi, pull 
back the left 
fist to the 
left side. As 
~ IX,!ll the 

t fist to 
the side, OJ?e!l 
the left hand. 
At the same 
time oRin the 
right nd , 
tense both arm~ 
and form and 
focus a circl e 
shape with the 
a.."'lTTS • 
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136 

• ' 4 140 

~ull the right 
and back to 

the ri~ht side. 
After oth 
hands are fully 
pulled back to 
the sides, tigh-
ten both palms 
and slowly push 
the hands for-
ward with all 
~our streng t h. 
reathe slowl y 

out ns you push 
forvard. As you 
focus the tech-
nique c oncent-
rate power i n 
the t,anden. 

' .& I 
146 

137 

\ 
141 

1 
147 

(138) - (142) 
~laintaining 
mi gi sanch>.n 
dachi, per form 
the same t ech­
ni ques as in 
nos. 131 - 133. 
'!'he key points 
ar e the same. 

\ 
142 

' 143 

"" 

' :& 
148 

.. ' ' 138 139 

(l43) - ( 148) left knife 
Fro• a l gi san- hond area , 
chin dac hi, execute Lo rn 
slide the dtt guchi (open 
foot backwar hnnd eirculor 
and assume hi - bl ock) in 
dar i sonchin f ront nf t he 
dachi. Sin>Ulta - face . As you 
neouslJ, move npplb o cl rc u-
the 1c t hand l a r lock w1Lh 
to the right t.hc lef t hond , 
side, so that pe r for m uch l 
the left hand ka ke uke ( in-
i s under the s ide hookin g 
right elbow, block) wi th the 
ready to per- riHhl hnnd. 
form tors 1 nho l e os you 
¥uehl. J>Cr (urtn the 

ensing the bloc ks . 'l'lu:n, 

4 I I .a 
144 145 

(149)- (154) 
Haintalnlng 
h ldari sanchin 
dachi, and In-
haling deepl(• 
troce a eire e 
I n front of the 
body with bot h 
honda and bring 
the• together 
in front or the 
bod~ with the 
rlg t hand 
rcstint on the 

I 
pal., o the 

1 left. Then 
bring the lcCL 

149 root bock to 
t he right and 
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