By Harvey W. Lichergott

The ability to use T7ai Chi Ch'van
as a martial wrt comes {from reaching -
higher levels of understanding and - -
practice, oot just becoming adept ar
technigues, sccording 1o Calvin Chin,
a veteran Wi styfist, who has trained-
many years it hard and soft styles.

Chin feels that the peneral loss of
Tai Ohi’s martial spplications stems
from its growing mass appeal and an
increasingly transiont society. “Both
factors make it harder o establish
clome tencherstudent relafionships,” he

said, "and tme with a good teacher is
the oritical factor because students can
evolve ondy with constant interaction,”

“Of course,” | responded, “most
people practice T'ai Chi in Htaess
CERLErS, OF SCNIOL COnters, as an exer-
cise, Their teachers are not masters and
are not ec
dents themselves™

He said he did not object to this
form of waching, paly 1o its misrepre-
sentation. _

“The people who teach Trai Chi-- .
only for recreation usually do not _
understand its many levels of develop-
ment. What they teach iy » kind of
dunce. Most people think of T ai Ohi )
only as a slow-motion series of move-

~ments and that is what they lears.

“However, there is o difference
between Torm and function. And Tal
Chi’s one muin form can become func-
tonal on many levels. In T4 Chi, you
learn the basic movements and pos- - ...
wires of the form, then refine them for .
the rest of your life. By the time you .
reach the second level, you begin w
understand the postures, and vou stml
0 Toarn Structupe L

“People who do aot understand Eim, S
stracture of the form stay at the firse. . -
level, developing coordination and -
flow, but mimic the postures, without . -
understanding what is inside them.
Whea they get o the end of the first
level, they simply continue repeating
the sequence withowt lmproving fang-
11{3 ﬁ.ali }'?,” .........................................
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Caivm Chm cﬁemonstrates bmadsword

“E'Vf:za that is not bad,” I noted,

“True.” he replied. “Even at the
furst level, memorizing the form and
gelting through i offers significant
menial and physical benefiis, But the
hmziivﬁ h

appreciation course and learping o be

©an artist,

He agreed. “Not everyone wants to
be an artist. That is why, even with
good wachers, only a few smdents
make the commitment”

“It takes forever to cover sucha
long (.Ei\ldm.t, 111(>\m<’f s siowiy, i

He Taughed. “1 have been experi-
encing the stages of development for
thirty-two years, in myself and in my

- ostudents. It is not encugh o execute the

sequence of the formy, you must under-
standd the principles that underlie its
deep structure. The princinles that lead
to continued tmprovement are what we
calt ‘the ten essentials,” which are the
main training concepts for developing
hiﬂizer skill levels,

“The ten essentials must be sup-
ported by additional principles of exe-
cution that guide structure and wansi-
thon, Progress is nob consistent; learn-
ing sometimes plateaus, and skills do
not necessarily develop in proportion
o effort, They evolve arratically, as the

Cindividual evolves, 8o, the same exer-

cise may reveal and accomplish many
different things, aceording to how
read'y the student is.

“Sradents have at least as difficul
a time finding teachers, ay teachers
have finding students. Many students
develop only a superficial understand-
ing of Tal Chi because their teachers
do not commit sufficient time and ener-
&y 1o training them, or they are not
adequately skitled, themselves, as prac-
Htloners or as teachers. And even stu-
dents with good potential plateau out,

J i they do not ger appmpuaig Eluip

when they aeed i1
- Pwondered if lack of progress
could be attribuied 1o the students® lack
of character or willingness to work
through the tough spots while they

. were not getting reinforced,

“It may be,” he replied. “{ call
those fough spots, “thresholds.” You
have to get over them or you are stuck,

. ‘%omﬁ g}eopie ‘m;t z‘;i\"t‘: 1’%}3 %{)z'm, ;ﬁmpic
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1 have studied for 25 years with™
Senset George Mattson, who was _
described by Senset Kanmel Uechiag™
“the father of American Uechiorya

My form was no longer evolving as
fast us my acthritds, So about a vear

" 1eould belp my karate by studying

Acaderny, in MNewton, Massachusetts.”

karate” Matzson's karate i5 soft and.. . L
flowing, reflecting s kung fu roots,
ago, ¥ zwke{i Mattson if he thought that
Tat Chi gt Calvin Chin’s Martial Arts -

Mattson responded positively, noting
that Chin was one of a handful of truly.

. knowledgeable people in the art. Sify -

Calvin Chin teaches the classical, i(_}ng
form of Wu style Tai Chi (Wu Chien
Chuan), the unabridged 108 positions.
This has turned out 1o be an espeeially
good it with Uschi-ryu karate and ™
with old knees that resist getting down
0o low. And most importantly w me,
e reaches Tal Chi as a martdal st §

came W Chin thinking that there ware
cettain moves or positions that made
some forms of T al Chi mardal. His -

response evolved into ihrs »Lt"iii.,]




hands and to try to identify martial
arts technigues inside of T ai Chi.
But, too often, the rush to achieve the
obvious Buries the organic truth even
deeper. Tt is similar to what happens
when archeological sites are .
unearthed by amateurs. A few, con:
spicwons artifacts sre recovered out |
of coptext and their meaning is lost, |~
Every movement In a T ai Chi rangi-
tion i made within a context and has
sigmficant meaning. And the form
rust be practiced wnul its underlying
structural integrity hecomes natural”

I told him I knew that push hands |
was an exercise for fatrly advanced
Frat Chi practitioners, but 1 did sot
know exactly how it fif into T°ai Chi -
tratning.

“Push hands is a drill for two
people to develop sensitivity and
awareness,” he said. “But today, push -
hands is sometimes tanght without
T ai Chi form. You do not need T7ai
Chi form to push hands. But you do
need the form to develop the T ai Chi
principle inside of push hands. Today,
many people who want to learn push
hands, to help them fight, take a short-
cut and learn some push hands attrib-
utes withowt T i Chi form. .

“But one cannot do correct push
hands and develop a true sensitivity
amd awareness of posture and move- _
ment without going through the stages
of the form and reaching the fourth
level of execution: push hands s culti-
vated there”

! began to understand. “When you
teack push hands,” T asked. “do your
studenis relate it to their T at Chi
form? Do they say, ‘Aha, 1 just realized
what this movement means™”

“Actually,” he replied. “push hands,
T ai Chi form, and all of the exercises
have to complement each other. The
sensiivity you develop in push hands
is using your hands o ‘listen’ o exter-
nal force. The sensitivity you develop
within yourself in the solo form will be
heightened when there is an extornal
force. 50, as you develop more sensi-
tivity and awareness of your own
movemnent, you will be able to detect
any external foree that is not yours.
You cannot develop profound aware-
ness simply by pushing hands because
you do not know your own sensitivity,
I you do not know vourself, you can-
not know youpopponent.”

Ca
e

withowt pushing hands‘? "

"That is why push hands shonld not be

- push hands and sticky hands

vin Chin and Lucien Zoll demonstrate
splitting (Lei) movement, breaking the -
albow.

askcd,
He nodded. “Just practicing T’ ai
Chi form, you can become acutely sen-
sitive to whatever force vou contact,
taught until a student is approaching
the fourth level of Tai Chi form™”
“What is therdifference between

He thought for a minute. “T woild -
say ‘sticky hands’ ts intended to devel- -

op a similar sensitivity. But | do not
" think it involves the total body the

same way. Wing Chan uses two or

three basic forms to develop hand
movements. And it develops very good
hand and arm sensitivity. But where

“sticky hands sensitivity is an aspect of

Wing Chun, total body awareness and
Sﬂ-ﬁSiE’i\-’i{y is T'ai Chi af #is highest
iebci

z-md sensm\lty Were ‘1150 Lr 1?’.1&.&1
aspects of Uechi-ryu and its kung fu
antecedents and, in fact, of all martial
arts, though the others were more
aggressive and less patient shan Ta

JChi. In any event, Chin was also an _
© expert at Hung Gar Kang Fu and most

of his stadents were either kung fu stu-
dents or advanced kung fu students,
who were also studying T ai Chi, Few
seetted to study T al Chi alone, |
"mamed that af some stage, ke put the
T7at Chi back into the Kung Fa,
“Tt is not that vou put T7ai Chi back

“proportional fvolvement of

hardness in softnes
- hardriess. Hardness should never be
- rigid and Hfeless; softness should never
~be flaceid. Hard and soft are two
extremes we

B

o another system,” he replied. “H is
simply that the mechanics and princi-
ples of movement should be consis-
tent through all systems. But hecause
people can learn fighting skills in
external styles, even before they reach
ihe highest levels of achievement,
mast do not pursue thur at\’Im 0
soft stage. :

“There is no questzon that !md—
ness works. And in my Hung Gar

il as hard, most students struggle to
integrate the hard and soft. To soften.
one has to understand and internalize
the principle. Hardness worky, sven if
1t is not perfect, because it has forge.
Sofiness is more sophisticated and
tess forgiving. The soft side requires
the ‘summation of componerts,” the
' the whole
body and the mind. As more compo-
nents are involved in 2 movement, less
1s required of each one v generate the
same, (otal force. And the roserve foree

Jthat can be generated is enormous, But

theve must always be the potential for
and softness in

never want to touch.”
“When does T ai Chi become a
martial art?” | asked.

TFran Chi skill can be used crudely
at every stage, " he rophied, “but
beyond the fourth level, one begins o
develop fa-jing, explosive power, Fa-
Jing is live strength, as opposed o
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“Maybe they have peaked
ot sand, Ythough L am not”
sure that o student can tell that”

He nodded. “Thai is the fras
wrating part of learning; as you -
approach the top of each threshe
old, you find that you are not ag -
good as you should be, One day,.
your teacher i» praising you for -

“improviog and the next day he :
s that yvou are missing the : .
mark. i s a cycle that never
ends. That is where all of the
mental questions come ny you -
wonder what he s talking about,

S vou do oo want 1o works
any further, you resolve your
problem by deciding thatthe
teacher does nof know what he |
ix tafking about, Buf if you are’
commitied 1o learning, you may .
cc'}m‘lmie t'mi‘ i;e sees x;m‘;‘iﬁ*!'h%rw' A

el i?x, way 10 ti;a, next .Ea,\ Li,
“However, becadse martiad arks ae

physical and organie, rather than iniel- -~

Sectual, you huve 16 make the invest-
ment before you can have any idsa of
the refurn, You work through these
hresholds on faith ungd your body
reakizes what the teacher 1 saying,
Suddenly, vour body understands and,
after your i:}{atiy sour b woder-
A LA

He paused and Tasked him o con-

RVEThE wzii; bty imitiad asserfion that it

was the fevel of understanding that

made Ta Chi s martial art,
At the first level” he said,

ong

tenens the sequence of movements and

wdentifies the 37 postures, Some si‘yies;' _
of karate or kung fu, for example, have -
many

nwes linked together with the 108 0
movernents are essentially the whole:
thing. The 108 movements go E.?l.{i}ugl .
different transitions that allow youto
realize the 37 postures, S0 the first _
stage has o be w identify the 37 pos-
fures, You develop some balance, o
breathing, and rough cocrdination,
some flexibility, and some concept of
T7al Ohi, but you are far from being
able to execute the Tal Chi move-
ments 15 they should be perfonmed,
' ‘-a<>m<: pwpk mii mmmm 0

that sequence. And i‘im.y wiii aven
develop o flow. But at this first level,

CAre SO many varianons of
the same famdly: people go off on wn

LW JENE YORE 8O O YOU G LSS
forms ad are not so fixated on -0
postures. But in Toai Chy, the 37 pos-

- Cabvin Chin with broadsword

they will not know that their transitions

© are not structarally sound amd their -

movements are without martial arts -
integrity. That is one reason why there
style, even in

gents, pursiing an objective, or a look
or feel, that is umuldis._d_i_o_ the, omumi
martial arts function.

“At the gecond level, conscionsness
comes into play. You have to have _
intent in your movement 10 understand”
that each movement Creaies 4 energy
force, You realize that each movement
has an interpretation, and you uy W

direct the movement,

"As you progress through the lev-
els, vou direct movement differently. .
For example, you can 4o a high bio:.i\
some waist and arm, or o continuity of -
movement, involving yvour total body,

As you progress through the
levels, you dirsct movement

ditferently. For example, you-'"'.
_cars do a high block with gusﬁ L

©your anm, of you can use

some waist and arm, ora’
continuity of movement,

involving your tolal body. At

the second level, you begin 1o

understandg that movemenis

have meaning.

At the second level, you begin 1o
understand that movements have
IRCARIIYL, o
“¥ou po loager go through -
the form the way children do, .
without realizing that ithas a
purpose. Now you realize that ﬁ
P ai Chi s not only arm move- .
ment, And you begin o coordi- -
nate your right and left sides.
Generally, people can use the
right and left sides tog ther
towards the same goal, But they
cannot use both sides simultane-
ously, in different ways, The
imporance of center line and
structure starts to become evident
al the secomd level, and the pos-
tures and sequence stroggle stots
1o hecome natiral”
“15 the second level where'
most peopls stop?” 1 asked,
=t iy probably the level for which
most people strive,” he replied. “And
even at tits level, people are still trying
o perfect the postures and the :
sequence as active mediation, Most
people, who feel comfortable with the
sequence and postures, practice them
without realizing that there are other
elements o develop, They tend W stop

~earning when they plateau at @ spot

that seemas to be a reagsonable retrn for
their efforts. They see T7ad Chi as soft
movement with hands flowing i
space, And that s enovgh for them.
“The third level beging the marta]
arts aspect of T7al Thi. After you can

- do the form softly and relaxed and

flowing, it becomes possible o develop
structiral and natimal strength, When
you get to this third function level, you

~ have §o reestablish your form. The sec-

ond level had form, bat form without

o funetion, When an exsternal force

impinges on vour T7al Chi movements,

© your natural response is to resist with

force: yielding is foreign to the body.
“At the thind level, you begin {0
realize that vou do not know how to
use force effectively. So, for example,
when you do push hands, you find
yourself resorting to tacties and
strength. You know what the move-
meats are supposed o be used for, but
you cannot use them yet, You have to
oo hack to the beginaing, w relearn the

[l

Sorm with function.

“In fact, progress requires poing
back 1o the besinning and reintegrat




vour pew understanding into the
form. Most prople do not continue o
evolve, because they da not have
icachers, who can take themio the -
higher levels. _

“Fhis is no diffevent from what
happens in other martial arts, First,
you develop a theorstical understand-
ing and the ability to perform a rela-
tvely empty sequence of moves, but
vou lack the abihity to use the maves
in fighting. Later, if you practice
properly, YOur movements gain
meaning. But more often than not,
vou do not praciice properly becauss
your teacher’s knowledge is Hmited
o either brawling or to dance.

“You learn & form; it Jooks good
and vou think that that is all there i, -
So you learn another form or another
style. You colleCt an fventory of '
forms or styles, but your practice _
never takes you over the threshold
between form and function” :

-Calvin Chin demonstrates the shoulder
< stroke on Lucien Zoll, ane of his
Lo T instruciors.

_change th

" body compensates antormatically and
¥

“Part of most martial aris practice

is sparring,” | sand. But in T ai Ch,
you do not spar”

“a T'at Chi,” he replied, “you
jearn not 1o resist and © neutralize
force. The concept of ting Hing means
Listening, being sensifive 1o force. This
is what we mean by ‘hearing (detect-
ing) hamdds.” Tung jing means ‘under-
standing,” or interpreting and dissolving
the foree.

it is also physical. Your body has to
anderstand, to interpret, reflexively.
First, the brain learns that every move-
ment has strong and weak points. You
practice the movements with that _
awareness, which we call ‘conscious
intent.” Eventually your body learns 10 .
respond with swareness, and you move
t0 the fourth level,

“&¢ the fourth level, you begin to
re-analyze the form. Yoo begin to fill
the empty spaces in each of the 118
transitions, Filling the empty spaces
means eliminating pauses with transi-

realigns itself reflexively.

“You may not realize that you are -

developing this ability as you practice.
© It comes over time. From the third

tevel o1, we use specific aining tech--

nigues, soch as silk reeling and power-

_releasing exercises, to develop all of
" the movements, You have to learn {o

synchronize vour body, but you canmot -

develop that ability without first isolaf-

_ing and practicing mdividual patterns

~ of movement. So we practice discrete

movements and then reintegrate them,
For exampde, if T tell you to turn vour
waist, or bend vour knees, you can

aporoximate this, if Tl you to bend
" your knees and relax, 1 am asking {or

something different than bending.
“People cannot focus on that imuch

detail at once because 15 o much

information to process. The body needs

time fo absorb information into I8 sys-

“Understanding is not only
mental, it is also physical.
Your body has o understand,

tions of sound principle and structure,
5o that every point in the form has
movement and meating, When youor
body becomes sensitive, i ndjusts all
aver in response (o force. Tt reacts in
total, not just at the point where it
ineets resistance. The signal that comes
from being tovched s felt throughout
vour body, 5o that when you want 1o

eyl

--------- to interpret, reflexively. First,

the brain learns that every
movement has strong and

weak points. You practice the
_movements with that aware-

nass, which we call ‘con-
scious intent”

Hloor.

tem. Bventually, vou develop sung,
Instead of bending vour knees, you
‘settie’ in your stance. Your legs bend
without resistance. You begin to distin-
guish between substantial and insub-
stantial.

use # stance helps define each level, As
yeuy advance, vou learh o sransfer your
weight and shift from one stance
another to execute a techidgue and
develop power. At an earlier stage, you
inight have had to use much more
energy t0 generate the same power
‘because the paris of your body were
ess cooperative,
- UMaost people thiok, for example,
“that ‘a punch is a punch.” But that is
“frie ondy i you equate a punch with a

 clenched fist. A martial artist knows

that 8 connecting fist is only the last
manifestation of a totally integrated
sertes of body movements rooted 1o the
“Even most T ai Chi teachers have
not made the art thelr Efetime focus,

~and very few progress to the highest

fevels. T have no objection to students
-or teachers stopping short of total com-
mitments; no one can do everything,

Bt without a teacher who can translate

the principles at esch level, you have
nothing on which to work. And I worry

~"that eachers who do not know their

hmitations are diluting the art.
"For example, T see some people

postares, judging T at Chi forms or
push hanids, without any idea of what
they should be looking for. And that
means that their students and, eventual-
Iy, their students” stodents will have the
same Hmitations. They ook only for

picture-perfect final positions. But the

art is mlt-dimensional. It must have
flowing, continuons movement.”
Finterrupted with, “Ht is an act of
flow .. L
He Reld up his hand, “Actially, it is
not. Flow is its most obvious character-
istic, And many people are content ©
practice T' st Cht as an art of {low. But
_yon cannot use the movements or even

" teach them simply by keeping them

fiowing. They mast have sttuctoral
integrity. They must follow correct
principles at every point, Otherwise, no -

< matter how prefty they are, they will

not be applicable.
“1f Is popular today to rush t push
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brute force, which is dead strength, Al
martial arts strive for fa-jing, but they

tend, 1o a greater or lesser extent, to
© Aetegraph strikes and to allow thelr
power © lnger afterward,
. “Fa-jing can be more or less expl{}-
“give: One of the things 1 worry about in -

T ai Chi is that people try to create fa-
_jing by forcing it. Movements that are

afterward, it should be instantly gone”
I ‘»smi to Enm “Z su%peet t%i@:z"e isa

- mgcﬂ*d {0 yush hands, but .'E'. am not sure

that .
" hands if the person who seems to dom-
" hnate has more skill or is simply
*stronger”

can tell with something like push

Chin shook ‘ms hcad “In paf\h

. hands, there is really no power, Push

hands requires the opposite of fa-jing,
soft jing, or neutralizing force. Fa-jing

7 is issuing power at exactly the right
Comoent. Soft fing is interpreting and
Coneutrabizing foree at exactly the right
“mosnent. Tn both instances, the begin-
~mng and end of the force last only a
osplit second. In That Chi, the energy

- between fa-jing and nevtralizing 18
always connected: ong neutralizes,
- strikes, detects, neutralizes and strikes,
" - in a contimons cycle.

“In push hands, one often sees peo-
ple butting and resisting, using strength
that beging and s sustained beyond its

< usefulness. The slill of push hands is

in detecting and neutralizing force, not

*in meeting force with stronger force.
*That is why, in competitions, when
Z judges see that one contestant 3s using
- brute force rather than skill, they ke
. points away from him and give them to’
*his opponent”

#H 1 concurred.

thrown only one punch and Tost every

Crotad,

“Buf push hands i not o contest of

. gross strength: it is a contest of skill A

nincty-seven year old man does not

" push stronger opponents around; he
~uses his skill to make them push them- -

sebves around. The same discrepancies
exist, of course, with regard w0 forms,

* forced have resistance and become
st In ol Chi, fasjing should notbe -
“detectable before # is released. And

A judge who 1s @ master will have a
different appreciation, for example, of

emptiness and flow, & dfferent sense of

weighting and unweighting. A judge

- who is not very advanced might not

- care about fransitions, oal ¥ about the

final postures.”

“H wdging is not always good, why

de schaols go o competitions?7

'_ “asked,

“1 go for several reasons,” he

replied, “First, | am in the business of

teaching, and | want 0 see what and
how other stodents are tanght.
Competitions for martial artists are like
exhibitions for painters or recitals for

_masicians. Practitioners enjoy showing
~ thelr work and seeing the work of oth-

ers. Sometimes, judging is very good
and 50 are the competitors.

. PCompetitions can also be quite
helpiul to students, not for the prizes,
but for the experience of appearing
before strangers and staying caln
under stress. Students need to be de-
sensitized, less self-conscious, R
Ferforming in public can help with S
that, Finally,

__tcmrmments Iwipa to ensure a futore
" for the martial arts. I waditional

o the martial arts would be Jost”

schools did not participate, the sparit of

We had come full cirele. T unders

“stood, Fairly early in class, Chin's

assertion that ¥ was the guality rather

.- than the tvpe of movements that made

o do

Frai Chi a martial art. Now § realized

that developing that quality, which

“Yes, but it only works if the jsdges -

are advanced enough to recognize the
difference. Sometimes it is hard to find

" soad judges and brute force is allowed

to win over skill. Obviously, scoring a

begins at what he calls the third level,
requires a teacher who can see inskde

LFOUD TROVES ard sense WORET E}{'}dy? A

" when you cannof.

push hands competition is more diffi-

o onlt, for example. than refereeing a

- boxing match. In boxing, a fighter with

-dess skill is sometimes able 1o absorb
~mare of & beating and stay on his feet

- until his opponent tires from hitting _

i I he can somehow knock out his <

. opponent, he wing, even if he has

Not everyons wants ta be an artist. o
And there are certminly exercise and -
health benefits for recreational T al )
Chi. But for the student who aspires to
more, it seems that it is critical 1o

_dc‘:veiop a relationship with a teacher

Cwi wil

} be present 10 assist at the
moments when the student is ready 10

change.e

b think that supposting the



