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“The object of art isto give life a shape.”
Jean Anouilh, The Rehearsal

INtroOOUCTtIoONn

“Art” isany form of expression designed to evokean emotion or imagein themind of anaudience. Thediversity and
creativity of human expressionisrepresented in countlessmedia, with messages conveyed through paint, scul pture,
music, dance, film, mime... tonameavery few.

Thephrase*Martial Art” isnot often associated with these other media. The emphasistendsto be placed onthe
word martial —* of or pertainingtowar”. Even Generd Choi beginsthedescription of Taekwon-doinhisEncyclopedia
with the sentence: “ Taekwon-do isaversion of unarmed combat designed for the purpose of self defence.”

But Taekwon-do is more than a martial system, or combat style. It isan art. The purpose of this study isto
demonstrate how Taekwon-do can evoke emotionsor imagesin an audience, specifically through the medium of
patterns.



“To understand is to perceive patterns.”
Isaiah Berlin, Historical Inevitability

on characteristic Beadty

The patterns can be viewed in more than onelight. Thereisasimple and essential purpose: “ Pattern practice
enablesthe student to go through many fundamental movementsin series, to devel op sparring techniques, improve
flexibility of movements, master body shifting, build musclesand bresth control, devel op fluid and smooth motions,
and gain rhythmical movements.” When performing patternsto thisend, technical precisonisdesirable. Every
punch, from Chon-Ji to Tong-11, should beidentical. A guarding block fromWon-Hyo should beindistinguishable
from the sametechniquein Choong-Moo.

A pattern performed like this can bewonderful to watch, with the movementscrisp, powerful, and precise. Itis,
however, smply astring of techniques. It requiresskill, certainly, but askilled practitioner could take any string of
movementsand makethem just ascrisp, aspowerful, asprecise.

What patternslack when performed in thismanner ischaracteristic beauty. Theindividua movementsmay be
beautiful, but thereisnothing to make each pattern distinctive. And where better tolook for anindividual flavour
for every pattern, than the pattern meanings?

By adding fedling, flair, and style to the way we perform agiven pattern, we can usethe movementsto expressan
idea, emotion, or concept; to tell astory; or to bring to our audience a sense of the person for whom the pattern
might benamed. The patternisnot simply named “Won-Hyo” —the pattern represents\Won-Hyo, the person, and
wearecharged with thetask of bringing forth averitably tangiblefeding of Won-Hyonesswhen we performit.

Herein| have attempted to addressthisissue of characteristic beauty, by suggesting apossible styleinwhich each
pattern may be performed to evokethe pattern meaning. Thisis, of course, apurely personal view onmy part —
othersmay disagreewith my choicesor interpretations, and may see something | have missed entirely. Technical
puristsmay fedl it heretical to suggest that artistic license extendsto distinctive stylesfor each pattern, and thisisa
vaidviewpoint. My wishissmply to give people something to think aboui.

Thefollowing pages contain two sections. Thefirstisdevoted toideason adding characteristic beauty to certain
techniques, whichever pattern they may occur in, as| feel those movements have unique qualitiesthat should be
exploited and displayed. The second section containsmy stylistic interpretationsfor each of thefirst 9 patterns,
Chon-Ji through Choong-Moo. Some of these usethe patterntotell astory, while othersattempt to bring out a

personality or concept.



“We must overact our part in some measure, in order to produce any effect at all. *
William Haditt, On Cant and Hypocrisy

on certain techniQues

Fast / ContinuousMotion

Attempting to find adifference between thesetwo motionscan drivethetechnica purist todistraction. 1t seemsthat
if oneusesone pattern to demonstrate how thetwo aredistinct, another pattern will refutethe definition.

My suggestionisthat the difference between thetwoisnot one of technical execution, but of artistic performance.
Whilethe physical movements of given techniques performed in either fast or continuous motion might appear
identical insome cases, the emotional senseof thetechniquesisvery different.

Techniques performed in fast motion should evoke asense of frantic action. Without losing the accuracy of the
technique, the practitioner should givetheimpression that the movementsareinstinctive, life-saving reflexesina
hard-pressed Situation. Fresh opponentsare appearing out of thevery air and must al bedealt with, with notimefor
consciousthought.

Continuousmotion, however, should convey asenseof graceful flow. Each movement should seemto movevery
naturally into the next —the very ideathat any other technique could possibly havefitted in there should strikethe
viewer asforeign and wrong. The practitioner should appear relaxed, asif using the Force to anticipate every
movement in advance.

Hooking Block, Scooping Block

| refer to these as* soft blocks’. Whilethe purpose of most blockswhich may, at first
glance, appear similar to theseisto deflect or destroy an attacking tool, the hooking and
scooping blockshave adifferent aim. A knifehand side block executed with full power
could conceivably fracture an attacker’ swrist and send hisarm hurtling away from the
point of contact. Sinceahooking block, in practice, isgenerally followed by agrasping
block, it israther counterproductive to have this sort of effect on thetarget. Itisfar
preferablefor the attack to be minimally deflected, remaining in contact with the block.
Likewise, the scooping block isnot intended to fling akick away. Theobjectiveisto
keep thekick elevated, |eaving the attacker off balance. A *soft touch” isonceagain
required.

To reflect thisin a pattern, the sharpness can be removed from the end of the
block. Thisissometimesmisinterpreted, leaving students performing movements
indow motion. To describethemotion, | prefer to ask studentsto imagine how
their techniquesfed when, having just performed thirty patterns, they aretoldtodo
another with “full power!” Theresultingfuzzy fed isusudly just right. Toenhance
the effect for the spectator, the practitioner can also soften the accompanying
exhalation - rather than the sharply cut-off breath that partners most techniques, a
lessdefined breath better matchesthe sense of asoft block.




DoubleForear m Block

Of thedoubleforearm block, Genera Choi says* Thisisoneof the strongest forms of
blocking”. It can easily beshownwhy. Thedoubleforearm block isless*” cautious’
than most of Taekwon-do’shand techniques. Other attacks and blocks make use of
reactionforceintheoff arm. Thisalowsthepractitioner to exert full power and maintain
balance, even should thetechnique unexpectedly meet noresistance. Inthecaseof the
doubleforearm block, the off arm movesin the same direction asthe blocking arm.
Because of this, the practitioner must have complete confidencethat the block will, in
fact, meet itstarget, lest alack of res stanceresult inan undignified tumbleto theground.
Giventhisconfidence, however, thefull power of the practitioner’sshouldersand body
may bethrown behind theblock. Thistotal commitment to thetechniqueiswherethe
strength of the block originates.

When adoubleforearm block is performed inapattern, thereisof course no resistanceto bemet. The practitioner
should, nonethel ess, attempt to portray thetechniqueasitisintended - “ one of the strongest formsof blocking”. By
useof hip, shoulder, and body power - and careful attention to balance - one can evoketheimpressionthat only the
impact of thetechniquewith animaginary opponent’sattack prevented an uncontrolled spin. Too often, double
forearm blocksin patterns appear cautious—and wesak - failing dismally to showcasethetechnique' spotential.

X-Sance Forward Jumping Techniques:
Backfist Side Strike, Double For ear m Block, Backfist Downward Strike

One of thewonderful advantages of the X-Stanceisthe sheer enthusiasmwithwhich
one can launch onesalf into aforward-jumping technique, securein the knowledge
that thetrailing foot will act asabraketo prevent overbalancing. Itisalwaysashame
to seeapattern wherethisadvantageisnot utilised fully.

Inhisvist withthe Generd in 1998, Master Choi Jung Hwademonstrated the backfist
strikefrom Yul-Gok for the seminar participants. From atightly-coiled intermediate
position, he exploded into both the jump and the strike.

Aswiththedoubleforearmblock, itiscommon to seethesetechniquesblendintothe
rest of apattern, performed much the sameasevery other technique. Displayingthe
power they deserve can add excitement to a pattern, and better demonstrates the
meaning and application of thetechniquesto aviewer.




“ Ooh, baby, do you know what that’s worth? Ooh, Heaven is a place on Earth...”
Belinda Carlisle, Heaven is a Place on Earth

chon-ai tal

Chon-Ji literally means “ the Heaven the Earth” . It is, in the Orient, interpreted as the
creation of the world or the beginning of human history, therefore it is the initial pattern
played by the beginner. This pattern consists of two similar parts; one to represent the
Heaven, the other the Earth. The pattern diagram represents the number ten, or the
number of kup grades, and the pattern has 19 movements, the total of kup and dan grades.

| liketo consider thefirst eight movementsof Chon-Ji asthe Earth, the next eight asthe Heaven, and thefinal three
punchesasatransition state of sorts, binding thetwo together.

My reasonsfor choosing thefirst eight to bethe Earth comefrom an examination of thetwo different blocksusedin
the pattern, thewalking stance forearm low block and the L-stanceinner forearm middle sideblock. Inthelow
block the blocking tool, the forearm, points downward towardsthe earth, whilein the middle block the forearm
pointsupward towardsthe heaven. Thewalking stanceisavery solid, stable stance, suggestive of theground, and
the L-stanceisamoremobile, flexible stance, morerepresentative of thefluidity of theair.

Thisimagery can be enhanced by the performance of the two sections.

Thetempo of the Earth section can be slowed, with a perceptibl e pause between each movement. Every stance
should be palpably solid and stable, asif the practitioner’ sfeet had merged with theground. The power should be
visibleand audible in every movement. A vague hint of stamping motion addsto the Earth image—not atrue
stamping, but enough of araising of thefoot to givean audiblethud to every step.

By contrast, the next eight movements—the Heaven section—should returnto normal speed. The pauses between
movements should vani sh, giving enough graceful flow to themovementsthat it approachesthefed of continuous
motion. Whileretaining good stances, the practitioner’ sfeet should glide from movement to movement asthough
walkingonair. Where possi ble, stepping noises should beeiminated completely to add to that illusion.

Since the pattern begins and ends in parallel ready stance, rather than a“heaven hand” stance, | fedl that the
practitioner should begin and end the performancein the Earth sense. Thus, thefinal three punchesshould mark a
trangition from Heaven back to Earth, with thetempo dowing, the pauses gradually regppearing, and the heaviness
and sound of the stepsreturning. Theaudience should gain animpression of someone stepping down out of the sky
at theend of the pattern.



“1 don't wanna be a tiger, ‘ cause tigers play too rough... | just wanna be your teddy bear....”
Elvis Predey, Teddy Bear

oan-gun tdl

Dan-Gun is named after the Holy Dan-Gun, the legendary founder of Korea in the year 2333
BC. The 21 movements refer to the 21 days in the legend of Dan-Gun.

Thestory of Dan-Gunisso enjoyablethat | feel the performance of the pattern must tell that story in someway.
Hereisthat story in condensed form:

Once upon a time there was a bear and a tiger. Whan-Ung, the Son of the Creator, overheard them say one
day that they wished to become human. Whan-Ung gave them some garlic and artemisia to eat, and told
themif they could remain in a cave for 21 days, they would become human. Both animals did so, but due to
the fierce nature of the tiger, it could not stand confinement for so long, and fled. The patient nature of the
bear allowed it to fulfil the task, and was transformed into a woman. When she emerged from the cave, she
cried out “ Give me a son!” And Whan-Ung heard her again, and breathed upon her, and she became
pregnant. Her son was named Dan-Gun. He was found by the men of the “ ninewild tribes’ and made king.
He led these people south to Pyongyang, Korea’s first capital, and brought civilisation with him to the
primitive people who lived there. Dan-Gun ruled Korea for 1,211 years, until a migrating Chinese army
forced him to flee and return to Heaven.

Each of the two knifehand-guarding-block-high-punch pairsat the start of the pattern symbolises one of thetwo
animas. Thefirst pair should be performed fiercely, with emphasison power over control, perhapswith heavy fet,
torepresent thetiger. Plenty of ferociousfacial expression! By contrast, the second pair representing the bear
should be performed more slowly, more technically cautious, with the power present but subdued. A sense of
control and patienceisimportant.

Thelow block, movement 5, isthe descent into the cave. Thethreehigh punchesrepresent thethreeweeksthe bear
spent in the cave - each should be performed differently to show the progression of time. Thefirst punchis
determined, enthusiatic, powerful. Eyesup defiantly! The second punch, after aweek with no sun, isless powerful,
moreresigned, with thelight of enthusiasm gonefromtheface. Thethird punch, at thelimitsof endurance, isdow,
atrudging movement, theeyesdown in exhaustion.

Success! Exultation! Thetwinforearm blocksare performed with shining eyes, flinging thearms out happily to
show the bear’sjoy at becoming awoman. The punchesare performed the sameway, with the eyesup towards
Heaven thanking Whan-Ung and beseeching himfor achild.

Movements13-17, travelling towards C, show Dan-Gun’sjourney south civilising thetribeswho would becomethe
Korean people. Thelow block showstheir primitive status, whiletherising blocksrepresent Dan-Gun’sspreading
of knowledge and the goal of civilisationthe peopleareaiming for. Over the course of thefour rising blocks, the
eydineshould gradudly risefromlow to high, and the technique should become sharper and morerefined - beginning
dightly rough, ending with the most perfect rising block of whichthepractitioner iscapable.

Despitetheend of thelegend, thereislittle shame and much achievement in atwel ve century reign and thecivilisation
of acountry, so | feel the last four movements should be proud and strong, asolid finish to the story of one of
K oreal smost important figures.



“There is no such thing as being too independent.”
Victoria Billings

00-san tal

Do-San is the pseudonym of the patriot Ahn Chang-Ho (1876-1938). The 24 movements of the
pattern represent his entire life, which he devoted to furthering the education of Korea and the
Korean |ndependence Movement.

My interpretation of Do-San focusesnot on thelife of Ahn Chang-Ho, but on hisgoals. To me, the pattern should
celebratethe freedom that the Independence M ovement eventually won for Korea, rather than lamenting thelong
struggle under the Japanese occupation.

Tothisend, | feel that Do-San should be performed with no feeling of either constraint or restraint. Intermediate
positions should be open and rel axed; techniques should be large, and free, and flamboyant.

Whilel have been unableto find achinese character which equatesto the pattern diagram, | find it appropriateto
notethe striking similarity to the symbol of another champion of independence:

The characteristic style of Zorro suitsperfectly theimagein my mind of how Do-San should be performed. Where
some patterns have asolid, sharp, powerful style, Do-San to me should flow, and float, amost asif thewhole
pattern were performedin continuousmotion. (Themany whirlsand turnsof the pattern would look marvellousin
aflowing cape, don’t you think?)

Certaintechniquesin particular arefrequently “ restricted” by practitioners, perhapsfor asafety margin of balance.
Inthisinterpretation of Do-San, however, thisiscounter-productive. Thefirst backfist sidestrike, withitsfull turn,
isaperfect candidatefor demonstrating freedom and independence, but isoften dowed and constrained. Infact the
entire sequence, from straight fingertip thrust, to releasing motion, to backfist strike should flow likewater, or a
dance.

Front snap kicks, also, are often reined in by cautiouspractitioners. Inthispatternin particular, the short, flicky
movement should giveway tolong, graceful movementsand full extension of theleg.

When performing Do-Saninthisway, relax and enjoy. Remember, it isacel ebration of freedom!



“Areligiouslifeisa struggle and not a hymn.”
Madame de Sta’'l

won-hyo tdal

Wbn-Hyo was the noted monk who introduced Buddhism to the Slla Dynasty in the year 686 AD.

Won-Hyo spent over twenty yearsasaBuddhist priestin Korea, and in his capacity asapopular and influential
monk did muchto reducetherivalriesbetween thefivemgor Buddhist sectsexistingin Sillaat thetime.

Buddhismat thetime, however, relied much onthe study of Chineseliterature, and assuchwasgenerdly unavailable
tothemosdtly illiterate populace. Inhisearly forties, Won-Hyotook anew dant on Buddhist philosophy, developing
the* PureLand” sect, based on the premisethat diligent prayer isenough to warrant salvation. At thispoint heleft
the priesthood, and spent theremainder of hislifebringing hisnew Buddhist philosophy to the common people of
Slla

Pure Land Buddhismisinherently gentle, and thusthe performance of the pattern bearing the name of itsfounder
should portray thisgentleness. Theusud sharp, crigp ending of movements should be softened dightly, inthefashion
of ahooking block or scooping block. The sharp exhalation of breath accompanying each movement isalso
extended, becoming moreof asoft “puff”.

To exaggerate the attitude of diligent prayer, thetempo of the patternisslowed noticeably. No trace of hostility
should enter thefacial expression or theeyes, againreinforcing theair of serenity and piety.

Won-Hyo, performedin thisfashion, almost ceasesto bea” martia” pattern. “ Soft and gentle” should dominatethe
thinking of the practitioner.



“The Force will be with you. Always.”
Obi-Wan Kenobi, Sar Wars : A New Hope

yul-gok tal

Yul-Gok is the pseudonym of the great philosopher and scholar Yi | (1536-1584), nicknamed
the Confucius of Korea. The 38 movements refer to his birthplace on the 38¢ latitude, and
the diagram represents “ scholar” .

Yul-Gok and Toi-Gyearetwo closely related and yet opposite patterns. BothYi | (Yul-Gok) and Yi Hwang (Toi-
Gye) wereimportant figuresin Confucian scholarship in 16th century Korea, but thetwo menwereleadersof two
opposing schoolsof philosophical thought.

According to Neo-Confucianism, all existencereflectstwo vital components, i and ki (sometimeswrittenli and
ch'i). Thefirg, i, istheformativeelement. Thisdescribesthenatureand behaviour of athing. Thesecond, ki, isthe
energising element. Onecannot exist without the other.

Theargument between thetwo school s, therefore, isnot to do with thedefinition or existence of thesetwo components,
but rather their relativeimportance.

Yul-Gok believed that ki, the energising e ement, wasthe primary and fundamental factor. Tothisschool, i exists
only togovernthemotion of ki, to giveit form and direction.

Accordingly, the performance of the pattern Yul-Gok should stresski over i. Energy takes precedenceover form.
The physical movement of atechnique isonly required to provide a channel, amedium, for the power of the
technique.

Thisisnot to say that technique should be doppy, but precisionisof definite secondary importance.

Yul-Gok isagood patternto display thisenergy. Fast motion punchessuit adisplay of power and vitality. Several
of thetechniquesencountered for thefirst timein the pattern - front e bow strike, jumping backfist strike, double
forearm block - area so by natureinclined to vivaciousness.

When performing Yul-Gok, smply let go, and | et theki flow through you.



“ Assassination is the extreme form of censorship.”
George Bernard Shaw

Joong-gun tal

Joong-Gun is named after the patriot Ahn Joong-Gun, who assassinated Hiro Bumi Ito, the
first Japanese Governor-General of Korea, known as the man who played the leading rolein
the Japan-Korea merger. The 32 movements refer to Mr Ahn's age when he was executed in
Lui-Shung prison in 1910.

In 1905, the Japanesearmy occupied Korea. Ostensibly, they were* rescuing” Koreafrom the French and Russian
troopswhich had entered northern K oreaduring theturmoil in Asiasurrounding the Boxer Rebdlionin Chinaat the
start of the century. However, their ulterior motivewasthe use of Koreaasastepping stonefor their subsequent
imperidist expansoninto Chinaand Manchuria

Hirobumi Ito, a Japanese el der statesman, forced the Korean Government to sign a“ Protectorate Treaty”, inviting
Japaneseforcesto remain. However, thisdid not reflect the wishes of the K orean popul ace.

Ahn Joong-Gun left Koreafor southern Manchuria, where heformed aguerillaarmy, raiding acrossthe border to
harassthe Japanese. The successof thisand similar groups provoked a Japanese military responsein the Kando
region of northern Korea, wheremany of theraidstook place, and eventually the Japanese sold theregiontoChina.
It wasthisaction, of selling off part of hiscountry, that drove Joong-Gun to his plan of assassinating the Governor-
Generdl.

When Joong-Gun shot Ito at atrain stationin 1909, hedid sointhefull knowledgethat certain capture, torture, and
deeth awaited him. Itissaid that throughout five monthsof vicioustorture preceding hisexecution, hisspirit never
broke.

Thespirit and anger of therebd isanimportant part of the character of Joong-Gun, and it isessentid that theseare
present inthe eyesof the practitioner whilethispatternisperformed. To contrast thisspiritua fire, however, the
physical movementsof the pattern reflect the oppression of Koreaand its people, and theimprisonment of Ahn
Joong-Gun.

Intermedi ate positions are close to the body, tighter than they would normally be performed. Stancesare perhaps
very dightly shorter than normal. The performance of the pattern should giveasense of restriction, inhibition, and
confinement.

Theonly exceptionsto thisare movements 15 and 16, 18 and 19 - releasing movement and high punch. These
movements represent striking ablow for freedom - in this case the assassination of 1to - and should be unfettered
and open. At theseinstants, thefirein the eyesshould blaze even more strongly.



“Men acquire a particular quality by constantly acting
a particular way... you become just by performing just
actions, temperate by performing temperate actions,
brave by performing brave actions.”

Aristotle

tol-gye tal

Toi-Gye is the pen name of the noted scholar Yi-Hwang (16th century), an authority on Neo-
Confucianism. The 37 movementsrefer to hisbirthplace on the 37°latitude, and the diagram
represents“ scholar” .

Toi-Gye and Yul-Gok are two patterns which share acommon background, yet take an opposing approach in
execution. Asdescribed in the description of pattern Yul-Gok, Yi Hwang and Yi | were both Neo-Confucian
scholarsin 16th century Korea. Yi |, Yul-Gok, wastheforemast philosopher of the school that stressed the primacy
of ki overi. Toi-Gye, on the other hand, thought otherwise.

ToYi Hwang'sthinking, ki played apurely supporting roleto the obviously dominanti. He believed that spiritual
essenceisfound through one' sactions, and that it isonly through therealisation of mora principlethat thespiritis
givenmeaning.

| seeki represented in Taekwon-Do through the spirit of the practitioner and the power of the movement, whilei is
showninthe precision and perfection of individual movements. The performance of the pattern Toi-Gye must,
therefore, stressi over ki.

Where some patternsrequirefireand spiritin the eyes, Toi-Gye subordinatesthisspirit to technique. Thefaceand
eyes, therefore, arecam and serene, well-controlled. Every techniqueshould be perfectly placed, siopping exactly
at the point of impact, with no* bounce” or overshoot whatsoever. Thissenseof precision can beemphasised by
dowing the performance of the pattern dightly, to show that careful attentionisbeing paid to each movement.

The pattern should still display power, but not the zeal ous exuberance of Yul-Gok or Hwa-Rang. Instead, the
power should result from sinewaveand puretechnique.



“ Retreat, hell! We just got herel!”
Captain Lloyd Williams, USMC
Battle of Belleau Wood, 1918

hwa-rang tal

Hwa-Rang is named after the Hwa-Rang Youth Group, which originated in the Slla Dynasty
in the early 7th century. The 29 movements refer to the 29th Infantry Division, where
Taekwon-Do developed into maturity.

The Hwa-Rang werethe military leadersof the SillaDynasty.

Members of the order were taught dance, literature, arts and sciences; socia etiquette, music and songs, and
patriotic behaviour; they learned kindness, justice, courtesy, intelligence, and faith. The Hwa-Rang werewell-
rounded people.

Butitistheir military exploitsand achievementswhich areremembered.

The preceding patternshaverelated to scholars, monks, religiousfiguresand patriots. But Hwa-Rang s, aboveall,
amartial pattern. “Never retreat in battle,” statesaline of the Code of the Hwa-Rang, and indeed, thereisnot a
backward step evidenced in the pattern.

The courageandferocity in battle of the Hwa-Rang islegendary, and thisshould bereflected inthefacia expresson
of the practitioner while performing the pattern. A firebarely short of the berserk should show intheeyes. Atthe
instant of the side piercing kick, movement 12, | evenfed aferd grinisperhapsappropriate. (“Grab my arm, will
you? Badideal”)

Every techniqueinthispattern, without exception, shoul d be executed with the utmost power the practitioner possesses.
Any movement which travelsforward - especially diding motions- should emphasi sethe use of body massadding
tothe power of thetechnique. Alwaysforward. Never retreat. Berelentless.



“We all livein a Yellow Submarine...”
The Beatles, Yellow Submarine

choong-moo tal

Choong-Moo was the name given to the great Admiral Yi Soon-Sn of the Lee Dynasty. He
was reputed to have invented the first armoured battleship (Kobukson) in 1592, which is
said to be the precursor of the present-day submarine. The pattern ends with a left hand
attack to symbolise his regrettable death, having no chance to show his unrestrained
potentiality, checked by the forced reservation of his loyalty to the king.

Admira Yi Soon-Sinisremembered asoneof thegrestest navd leadersinhistory. Hisinnovationsinnava congruction
and tacticsyielded him many victories against Japanesefleets- generdly fleetswhich vastly outhnumbered hisown.

From 1592to 1597, Admira Yi wreaked havoc on the Japaneseinvasion navy. Eventualy the Japaneserealised
that any successful invasion of Koreawouldfirst requiretheremoval of theKorean Admira. Tothisend they made
use of adouble-agent inthe camp of aK orean general to discredit Yi inthe eyesof the Korean king, Son-Jo. Based
oninformation from the Japanese agent, the king gave Yi orderswhich the Admiral knew to be nonsensical, and
which he refused to execute. For this seeming disloyalty, he was stripped of rank and demoted to acommon
infantrymean.

Hisreplacement promptly went out and got the K orean fleet annihilated.

Theking reingtated Yi, who took the remaining dozen boats of the K orean navy and drove off a Japaneseforce over
tentimesthesize, going onto attack an even larger fleet, killing itscommander and forcing the other shipstoflee.

Thenext year, in 1598, Yi waskilled by astray projectilewhilethe combined K orean and Chinesefleetsrouted the
Japanese once more.

| seethe pattern divided into four parts.

Thefirst and longest sectionrepresentsthefirst fiveyearsof Admira Yi’'scampaign againg the Japanese. Thefacia
expression should be confident and strong, the movements powerful. To evokethe maritimenatureof Yi'slife, sine-
wave should be over-emphasised, bringing afeeling of swellsand rolling decksto the pattern.

Thejump of movement 19 seemsanatural transition point to the next section, Yi’stimein disgraceasafoot soldier.
Thefed of the pattern is no longer bold and triumphant, but resigned and obedient. Movements are slower,
restrained, and sinewave should fadeto abaretrace, highlighting the difference between thefree ocean and the solid
ground. Facial expression hereisstoic and bland.

Movement 25, thefirst sidekick of the®two salvofire” (oneof Yi'snaval tactics) showstheAdmiral oncemorein
command. From the depressed section preceding, thesekicksareoncemorealiveand excited, thisfegling continuing
through the next three hand techniques.

Wearetold in the pattern meaning that thelast movement symbolisesYi’sdeath. Whilesomemay fedl thisatouch
melodramatic, | seeadight jerk of thebody following therising block - theimpact of thefatd projectile- withthe
final breath of the punch coming asmore of agasp, and the head lowered, eyesto the ground.
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