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INTRODUCTION 

 In the world of martial arts, there are many different styles that one can learn to protect 

himself, his family, or others around him. Instructors pour hours upon hours into students 

training and development, teaching the intricacies of the martial arts that were once taught to 

them; one such instructor is Jack Mumpower. Mr. Mumpower is a true pioneer in bringing 

Tomiki Aikido to the United States, and has passed his knowledge on to many students. One of 

the most regrettable qualities of many of these students is the lack of honor given to their sensei 

in his old age. The Bible says, “Thou shalt rise up before the hoary head, and honour the face of 

the old man, and fear thy God: I am the Lord” (Leviticus 19:32). Mr. Mumpower has been 

largely forgotten by the majority of his former students; a true shame considering many live 

rather close. Sadly, this neglect has left students who practice Aikido in North Carolina without a 

solid foundation and an inevitable watering down of an indigenous art.  

 One thing is for certain, “A successful martial artist must know where he came from to 

know where he is going; and if one values the lessons of history, his art is by default eclectic, 

pragmatic, and evolving–not away from the roots but through them.”1 Any martial artist worth 

his belt, can sure see that a watering down of an art inevitably happens when a dojo forgets or 

moves away from its heritage or history. Sometimes, when this happens, an instructor who 

studies intensively can begin reforming things back to an acceptable martial standard. This is 

what Sensei Jesse Boyd endeavored to do with the Art of Cheonjikido after the death of his 

instructor, and a separation from Newton Martial Arts.2  

                                                 
1 Jesse M. Boyd "A Core Principle of Twelves." Cheonjikido. Accessed December 3, 2016. 

http://cheonjikido.com. 
2 http://cheonjikido.com/our-historical-background  

http://cheonjikido.com/our-historical-background/
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 Sensei Boyd has emphasized time and time again that Cheonjikido is an eclectic style of 

martial arts. As a student of his, I can attest to the needed changes that have been made in an 

effort to get our style back to its roots. Cheonjikido has two primary roots: Korean Chang Moo 

Kwan (lit. building a martial art house) and Japanese Aikido (lit. the way of harmony). If the 

reader would like to know more about the indigenous style of Korean Chang Moo Kwan, refer to 

From Point Zero to Ground Zero by Sensei Jesse Boyd.3 There is much love and respect in our 

dojo for Chang Moo Kwan; however, the focus of this essay concerns Aikido, our other primary 

root and the way in which Jack Mumpower, a student of Kenji Tomiki and the father of Aikido 

in the United States, has personally impacted our dojo. 

A LITTLE HISTORY 

 As previously stated, to be a successful martial artist, one must know the history of the 

martial art that he or she is learning. In the later part of the 19th Century, Takeda Sokaku, was 

the last of his family to learn a style of martial art that had been being passed down for 

generations. Mr. Takeda began to teach others outside of the family, charging them for each 

technique. What has been passed on by word of mouth, through Mr. Mumpower, is that Mr. 

Takeda began teaching Morihei Ueshiba sometime in the early 1900s. It was Ueshiba who 

named this art Aikido and began passing it along to others. In 1926, Ueshiba began teaching 

Kenji Tomiki, and Tomiki, a Judo master, would incorporate principles of his core art into 

indigenous Aikido.   

 “Kenji Tomiki (1900-1979) was perhaps more suited than anyone else in history to 

combine the disciplines of Judo and Aikido; during the 1920′s and 1930′s he studied intensively 

                                                 
3 http://cheonjikido.com/2015/10/04/from-point-zero-to-ground-zero 



 

 3 
  

with both Jigoro Kano, the founder of modern Judo, and with Morihei Ueshiba, the founder of 

Aikido.”4 Jack Mumpower was a student of Kenji Tomiki from around April 1958 to September 

1960 while he was stationed in Japan and serving in the United States Air Force. He earned a 

black belt under Tomiki and was the first to bring this style to the United States after his term of 

service with the USAF was complete. Mr. Mumpower became a successful instructor of Aikido 

despite the unfamiliarity of the style. He began teaching Aikido in Charlotte, NC, using an old 

dance studio to hold classes. At first Mr. Mumpower wanted to teach at the YMCA; however, 

since no one new about the style, he was turned down. He started out training a couple of friends 

that he went to school with years prior, but by word of mouth the school grew. Larry Beal, 

Sensei Boyd’s instructor, was one of Mr. Mumpower's early students, earning a brown belt 

sometime before 1980. “Unfortunately, at some point, Mr. Mumpower’s job forced him to move 

to Atlanta, and Mr. Beal was without a teacher and unable to wear a black belt.”5 By 1989, Mr. 

Beal earned his black belt not only in Tomiki Aikido, but in Carucado as well. It was shortly 

after this that Sensei Boyd began taking lessons from Mr. Beal.6 

 In 2015, Sensei Jesse Boyd along with Mike Arney sought out Mr. Mumpower and found 

him living in Gerton, NC, long retired from teaching. Persistent in his pursuit to get back to the 

roots of Aikido as he had done with Chang Moo Kwan, Sensei Boyd along with Sensei Arney 

began studying with Mr. Mumpower, who had agreed to teach them in his home. It is through 

these weekly meetings that Mr. Mumpower literally revolutionized the way that we practice 

Aikido in our dojo.  

                                                 
4 "Tomiki Aikido of the Americas." Tomiki Aikido. Accessed December 3, 2016. 

https://tomiki.org/tomiki-aikido/history. 
5 Jesse M. Boyd, “Our Dojo History,” Cheonjikido. Accessed January 2, 2017. 

http://cheonjikido.com. 
6 http://cheonjikido.com/our-historical-background.  
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JACK’S IMPACT 

 About 20 miles south of I-40, just outside Asheville, NC Mr. Mumpower and his wife 

Meg live alone without much visitation, a sad fact considering Jacks importance in America’s 

martial art history and all the former students who don’t live that far away. As Senseis Boyd and 

Arney pulled up the long driveway, they were immediately encouraged to see an 80-year-old 

man sitting down at the window and studying his Bible. After several visits and much discussion 

of Aikido history, Mr. Mumpower agreed to share his knowledge of indigenous Aikido as he 

learned it himself from Kenji Tomiki and Hideo Ohba. It has been this one visit of men trying to 

honor a great martial artist that has forever changed The Art of Cheonjikido. Jack’s main areas of 

intervention has been in the outstretched finger as a lever, stance, foot movement, pins and 

principles. These principles are vital to Aikido and martial arts in general.  

OUTSTRETCHED FINGER USED AS A LEVER 

 Something that is often left out when performing Aikido movements is using the 

forefinger as a lever. Many fail to realize that Aikido power is always outward. It is a pushing 

art, whereas when the fist is closed the power is coming inward. Mr. Mumpower said that he 

never saw Mr. Tomiki or Ohba close their hands unless they were striking. As with holding a 

sword, the forefinger should always be pointing when grabbing and performing techniques. This 

idea of extending ki was lacking in our movements; however, it is very important when doing 

Aikido. Mr. Mumpower showed us that when the finger is being used as part of the grab that the 

ki is pointing back at the tori. This does not sound like it would be that big of a deal, but the tori 

has much more control over the uke when extending the forefinger and using it as a lever.  

 Think about making a fist and punching someone. Any martial arts instructor would tell 

you that you are supposed to punch through your target. With the fist balled up, all the energy is 



 

 5 
  

pointing toward the person throwing the punch. The punch is going to lack the amount of force 

the person would have if hitting with an open hand as in the palm-heel strike. When the fingers 

are pointing, all the energy in the body is flowing out of that strike which makes it carry much 

more impact. This is the same when doing any of the techniques in Aikido. If the tori grabs the 

uke, the forefinger needs to be extended in order to have full control of the tori as the technique 

progresses. Mr. Mumpower showed how easy it was to resist a technique with the finger not 

extended, and how the same movement with an extended finger acting as a lever is strong. 

Though seemingly so insignificant, the extension of the forefinger is a vital part of performing an 

Aikido technique accurately.  

STANCE 

 Without proper stance, the Aikido techniques will have to rely upon strength and are 

therefore questionable when facing a stronger opponent. Sensei Boyd has always emphasized 

stance, but the way that he was taught was that one’s stance is dependent upon the stance of the 

attacker or the side of the body with which he attacks. This has never made a whole lot of sense 

to Sensei Boyd, but for the sake of kata, there was no change. In Jack’s eyes, as well as Sensei 

Boyd and Arney, it should not matter how the tori lines up or which side of the body the uke uses 

to attack (we will discuss this further when we get to principle). Proper stance can be quickly 

adjusted to meet any attack from any direction.  

 The martial artist must place the majority of his weight upon the balls of his feet. When 

standing in position, his heels should be slightly off the floor, enough to where a piece of paper 

could be slid underneath. This allows one to be in a position of readiness that permits him to be 

able to move from front to back or side to side with ease. This is not uncommon in the history of 

martial arts. Sensei Boyd, when talking about The Twelve (kata from indigenous Chang Moo 
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Kwan) says, “The Twelve, seem to employ naturally spaced stances that focus on foot movement 

rather than leg strength.”7 Mr. Mumpower always lines up in the same position, regardless of 

which of the uke’s feet are front, and his hands are in a natural and unbendable arm position. 

 Another important part of a martial artist’s stance is the placement of his hands when 

lining up. In the explanation of the Basic Aikido 15, there were a few references to the sword 

when performing the movements. This is the way that all of these techniques ought to begin. 

Take a moment and imagine yourself wielding a sword in your hands. The sword would be 

slightly out from your body with the blade angled in the air as you gaze at your opponent. If you 

were to open your hands and drop the sword without any other movement, this is the way your 

hands should be in your stance. This hand placement allows the tori to protect his/her body from 

the head, down to the groin with very little movement needed to block and catch. Jack 

Mumpower has always stressed the importance of feet and hands in Aikido stance. And the proof 

of this importance is easily discerned by watching how quick this elderly man can move and 

adjust to an attack. 

FOOT MOVEMENT 

 As previously stated, when standing in position, the tori’s heels will be slightly off the 

floor, enough to where a piece of paper could be slid underneath. This is vital for foot movement 

in kata, ippon kumite, fighting, sparring, as well as any other part of the martial arts. This is one 

of the ways that Mr. Mumpower has been the most influential for our dojo. There have been 

multiple times that as a technique is performed, the tori will find himself off balance. This 

                                                 
7 Jesse M. Boyd, “From Point Zero, to Ground Zero.” Cheonjikido. Accessed December 24, 

2016. http://cheonjikido.com. 

http://cheonjikido.com/
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resulted from rocking back on the heels. Typically a person will walk heel-to-toe. However, in 

Aikido it is essential to move on the balls of the feet.   

 As Mr. Mumpower moves across the floor, he does so with such ease and fluidity. The 

reason that he is able to do this is because he was taught from the beginning to be on the balls of 

the feet. Our instructors have had the pleasure of working with Mr. Mumpower the most, and I 

have noticed that their foot work has shown remarkable improvement. The eleventh principle in 

our Core Principles of Body is Balance, Power, and Fluidity which claims, “A superior martial 

art reflects a proper blending of hard art with soft art, a balance of power and fluidity, acute 

coordination of rhythm and strength.”8 There is no doubt that in the Chang Moo Kwan side of 

Cheonjikido, as well as any other karate-style dojo, that the martial artist will often rely too much 

upon power and strength. On the flip side, Aikido is more known, especially since it has been 

watered down so much, for being a soft art that emphasizes fluidity and rhythm. By working 

with Mr. Mumpower, we have learned to hone in on this principle without compromising the 

martial qualities of very dangerous indigenous Aikido technique. 

 The Art of Cheonjikido, in my opinion, reflects a proper blending of hard and soft art, 

and much of this has to do with the foot movement that Mr. Mumpower has helped our 

instructors to clean up. Interestingly, Sensei Boyd, repeating a quote from Jack Mumpower, 

writes, “The farther you get from the source, the muddier the stream becomes. Notwithstanding, 

a muddy stream still carries water from its source; and despite a kata’s evolution: it can be 

studied, it can be analogized, and reasonable conclusions can be drawn regarding its source and 

the way in which it was originally taught. At the very least, such can prove a very amusing and 

                                                 
8 Jesse M. Boyd "A Core Principle of Twelves." Cheonjikido. Accessed December 3, 2016. 

http://cheonjikido.com. 
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rewarding exercise.”9 Before cleaning up our foot movement, there was a lot of muscle used in 

our techniques. These techniques, if used on the street, may not have been as effective in a 

situation where an opponent’s strength is greater than yours. There is no doubt that if you have 

strength you can use it in a fight. However, by cleaning up our foot movement, we have found 

that strength does not have to be relied upon in Aikido.  

 Aikido is a blending art that does not require much brute strength. Therefore, when a 

person learns how to properly move, a technique becomes much more effective than when arm 

strength is used. As the art has been handed down, foot movement, while still a part, has taken 

more of a back seat in its importance. Moving on balance, with a mixture of power and fluidity, 

does not reflect in many of those that don the rank of black belt. Yet, this is critical when 

performing the Aikido Basic 15 and the principles contained therein. Sadly, I fear that many of 

those who pride themselves in their rank would suffer easy defeat if they ever had to put their 

skills to the test on the street. By working with Mr. Mumpower, Sensei’s Boyd and Arney have 

gone back to the source and revived Aikido for our dojo in the way it was originally taught. Who 

knew that something as seemingly insignificant as foot movement could be so vital to a martial 

art? The fact is, many things that seem so small are the very things that are so essential to our 

martial art. The same can be said of pins. 

PINS 

 A martial artist can perform a technique perfectly, but if he falls short when pinning or 

finishing his opponent, the effort may prove worthless and put the fight back at square one. Let 

me explain. Cheonjikido operates underneath a moral framework; and as Christians, being 

                                                 
9 Jesse M Boyd, “From Point Zero, to Ground Zero.” Cheonjikido. Accessed December 24, 

2016. http://cheonjikido.com. 

http://cheonjikido.com/
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obedient to the Scriptures is an absolute must. When God became flesh and dwelt among us 

(John 1:1, 14) as Jesus the Christ, He summed up the Ten Commandments into two: “And he 

answering said, Thou shalt love the Lord thy God with all thy heart, and with all thy soul, and 

with all thy strength, and with all thy mind; and thy neighbour as thyself” (Luke 10:27). Being 

obedient to our Lord, Sensei Boyd has articulated two principles that subject our martial art to 

Jesus’ word. Love, our fourth Principle of Spirit, says, “It is by love that the martial artist can be 

saved from harm while his attacker is spared from sin.”10 The Art of Subduing, our seventh 

Principle of Soul, says, “Wisdom favors subduing one’s opponent (i.e. naha-te) over destroying 

him (i.e. shuri-te); and at times, to truly subdue is to reluctantly destroy, and that right quickly.”11 

 Love and subduing, for the student of Cheonjikido, is top priority. And, to follow these 

principles, the martial artist must be able to set a proper pin on their opponent. If a pin is not set, 

the opponent will be able to resist and get out of the movement, perhaps forcing the martial artist 

to hurt him worse. There have been multiple times for myself, as I am sure that others can attest, 

that a pin practiced on me was not set. However, instead of embarrassing the tori, I would just 

tap out anyway. By doing so, the only thing that the tori has learned is how to do a movement 

incorrectly.  

 It was by going to work with Mr. Mumpower that I finally realized the importance of a 

pin. Sure, Sensei Boyd has told us time and time again to make sure that a pin is good before 

tapping, but it took reinforcement from another teacher for that to set in. While Sensei Boyd was 

out of town on a missionary trip to Alaska, Sensei Arney and I were working out with Mr. 

Mumpower. When he would get us to the floor, we would notice that there was severe pain in his 

                                                 
10 Jesse M. Boyd, "A Core Principle of Twelves." Cheonjikido. Accessed December 3, 2016. 

http://cheonjikido.com. 
11 Ibid 
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pins, a pain that felt as if our elbow was about to break! I don’t remember who raised the 

question, but Mr. Mumpower began to show us how to pin. When we returned to the dojo the 

next day, we led a portion of the class and focused on pinning the opponent. It was by this 

encounter that my view of pinning the opponent would forever change! Knowing the principles 

that Sensei Boyd has set forth in our Core Principle of Twelves and following Jesus Christ 

compels me to seek every opportunity to avoid destroying my opponent. By understanding the 

importance of pinning, this road is a little easier.  

PRINCIPLES 

 Much can be written on principles over technique. However, Sensei Boyd covers this 

topic in great detail in his essay, One Principle, One Thousand Techniques.12 Here, I will cover a 

small portion to show how Mr. Mumpower has impacted the core principles of Aikido. Learning 

a kata’s principles are essential to being a good martial artist. Mr. Mumpower showed our dojo 

the importance of principles over technique. It was through his teachings on the Aikido 15 

Basics, that he confirmed those things that we had been learning in class. Sensei Boyd, being a 

student of history, has found that principles have always been taught. He says, “Kenji Tomiki of 

Aikido fame, for example, developed kata that succinctly summarized and preserved the 

principles of more complex Koryu-dai (lit. old style) forms and designated them with simple 

Japanese titles that literally translate: The Basic 15, The 17 Advanced, and The 10 Counters.”13 

He has also said, “To master a martial art, it has been said, one must master its core principles. 

After more than twenty years of teaching an eclectic style in direct lineal descent from the two 

                                                 
12 http://cheonjikido.com/wp-content/uploads/2016/05/CMK-NIdan-Project.pdf. 
13 Jesse M Boyd, “From Point Zero, to Ground Zero.” Cheonjikido. Accessed December 24, 

2016. http://cheonjikido.com. 

http://cheonjikido.com/wp-content/uploads/2016/05/CMK-NIdan-Project.pdf
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patriarchs of indigenous Korean Chang Moo Kwan, In Yoon Byung and Nam Suk Lee, I have 

found this to be absolutely true.14  

 Mr. Mumpower, knowing these other sets, still prioritizes the Basic 15, arguing that the 

other sets are just applications of the principles contained therein. Though I believe that the other 

sets are still good to learn, I have come to appreciate and agree with this. If we show students 

that sets such as the Old Styles, the 17 Advanced, the 10 Counters, etc. are applications of the 

principles of the Basic 15, we prove that principles are foundational and can be applied against 

various types of attacks. In other words, if I learn a technique, I have one technique. If I learn a 

principle, I have a thousand techniques.  

 For instance, if a person learns number one in the Aikido Basic 15 (Shomen-ate or facial 

attack), then the opponent must move in a certain way in order to accomplish this movement. 

This puts the tori in a bad situation if the opponent does not do exactly as the uke has attacked in 

class. However, if the martial artist has learns the principle of number one, then he would 

understand that it can be applied from virtually any position. Moreover, there are at least a 

thousand different ways that the principle of shomen-ate can be demonstrated against a plethora 

of different attacks. As the Bible is foundational to a true Christian, principles are foundational to 

any true martial artist. 

THE AIKIDO 15 BASICS 

 The Aikido 15 Basics is exactly what it sounds like! It is literally 15 basic principles that 

are taught from the beginning. In Cheonjikido, this set is not taught until a student reaches the 

level of green belt; however, the student begins learning the principles from day one.  

                                                 
14 Jesse M. Boyd, “One Principle, One Thousand Techniques.” Cheonjikido. Accessed 

December 27, 2016. http://cheonjikido.com. 
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STRIKES 

 The first three principles in the Basic Aikido 15 are strikes. Each of the techniques are 

designed to incapacitate the opponent and to obliterate his will to fight. Each of the strikes are to 

the face of the opponent attacking pressure points that, if targeted precisely, can easily effect a 

knockout.  

 Shomen-ate (facial attack) 

 In #1, the attacker (uke) moves straight in for a strike to the face of the one performing 

the technique (tori). The tori, as he is moving toward the inside of the uke’s body,  blocks the 

hand using an open-hand inside block, grabbing it with the opposite hand, a standard block and 

catch. The tori then proceeds to strike with a palm-heel strike underneath the chin, while pulling 

on the other arm. The tori, moves forward and strikes with the whole body as the uke falls 

backwards.   

 For us, Mr. Mumpower's main influence on this principle is that the tori needs to stay on 

the balance line of the uke. When in a normal fighting position, imagine a line from toe to toe, 

while another line is drawn perpendicular to that line in the middle. This would be the balance 

line of the opponent. When the uke tries to regain his/her balance, the tori, by blocking and 

moving to the opponents center line, will be at the next balance point. Even if the strike is not 

perfectly placed, it is where the attacker’s balance is weakest, and is most easily disrupted.  

 Gyakugamae-ate (reverse posture attack) 

 In #2, the uke moves straight in for a strike to the face of the tori. The tori is in reverse 

posture, meaning that the two stances mirror one another. The tori will slide slightly offline 

performing a rising block with a slight push into the uke’s balance line. The tori will then pull 

arms back to deliver a strike along the jaw line while the other hand strikes the solar plexus. 
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Simultaneously, the tori slides his body toward the uke’s balance line; the uke will perform a 

back fall.  

 In this principle, Mr. Mumpower showed that the tori cannot block and simply move 

straight forward into the strike. Being that the tori is blocking the uke’s strike away from the 

body, the balance line will also be going that way. The only way to strike at this point would be 

to go the same way. If the tori takes the balance to the outside of the body and then strikes going 

to the inside of the body, he helps the uke regain balance. Gyakugamae-ate has to stay on the 

attacker’s balance line. 

 Aigamae-ate (normal posture attack) 

 In #3, the uke moves straight in for a strike to the face of the tori. The tori will perform at 

shuto-block while sliding slightly to the outside of the uke’s arm. While blocking, the tori will 

use his other hand to yoke the uke’s arm just behind the elbow, pressing the uke’s arm downward 

and taking him off balance. The uke will naturally try pulling back to regain balance. At this 

time, the tori will swing the blocking arm around with a shuto strike to the face of the uke and 

step through, in effect striking with the whole body and knocking the uke to the ground.  

 Mr. Mumpower really helped us with this principle by emphasizing that we should push 

just behind the elbow while the follow-up strike follows the center of the body. He showed that 

when pushing behind the elbow, we make the attacker want to pull back and regain his balance. 

The strike comes as he pulls back and goes with his motion using his momentum against him. By 

keeping the strike in the center of the body, the tori, in following his motion is able to literally 

strike with his whole body.   
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ELBOW PRINCIPLES 

 For #4-#7, the tori must understand that these are not hand or wrist techniques. They are 

elbow principles. Each of these techniques are dependent upon the uke’s elbow position and the 

uke's reaction or resistance. If these techniques were to be performed by the tori grabbing the 

hand of the uke, keeping balance throughout the technique would become problematic. Once the 

uke regains his balance, the technique is lost; and the tori back at square one.   

 Mr. Mumpower tremendously improved our ability to do pins. This is something that 

greatly helped with #4 and #5. He showed that at the end of each of these principles, the tori 

needs to extend uke’s arm away from the shoulder. When the shoulder can retain strength, the 

uke can fight the pin. But when the shoulder is hyper-extended, the tori can force submission 

with no strength at all. 

 Osohi-taoshi (push down, pull down) 

 In #4, the uke moves straight in for a strike to the face of the tori. The tori performs a 

shuto block while sliding slightly down the outside of the uke’s arm, grabbing the wrist just 

behind the hand with an extended forefinger and taking balance. The uke will naturally try to 

pull his arm back and if his elbow pulls upwards, the tori will step through while pushing the 

uke’s elbow towards and through his ear. The uke’s arm should meet the knee of the tori at 

which time the tori will step out with his other foot and extending the uke’s arm. The tori will 

then yoke and push on the elbow of the uke until he submits. 

 Mr. Mumpower emphasized that the tori always moves with the motion of the uke, not 

against it. Thus, brute strength is not necessary for advantage. When the uke strikes and senses 

his balance being taken, he will naturally pull back. As he is pulling back, the tori will follow the 
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motion, pushing the elbow over the head and retaking the balance. Instead of performing this 

technique in steps, Mr. Mumpower emphasized a principle with continuous motion. 

Hiki-taoshi (pull down) 

 In #5, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing the wrist just 

behind the hand with an extended forefinger and taking balance. The uke will naturally try to 

pull his arm back, and if his elbow pulls downward toward the ground, the tori will grab with the 

blocking arm and place his hand on the elbow of the uke. The tori will push down on the elbow 

while simultaneously pulling straight down on the wrist. This will bring the uke to the floor as 

the tori shifts backwards and to the inside of his arm. The arm of the uke should be on the tori’s 

knee. The tori will then step backwards with the opposite leg to the arm for a pin until the uke 

submits. 

 Mr. Mumpower showed us a nuance at the end of this principle that uses the knee to push 

against the arm of the uke. This will hyperextend the uke’s elbow, increasing pain and further 

solidifying the pin. 

Ude-gaeshi (arm reverse) 

 In #6, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing the wrist just 

behind the hand with an extended forefinger and taking balance. The uke will naturally try to 

pull his arm back, and if he pulls the whole arm back toward him, with the elbow down as the 

hand comes towards his ear, the tori will maintain his grasp on the uke’s wrist while blending 

with his motion and wrapping his arm around his other hand and extending that flared other hand 
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between the uke’s forearm and bicep extending to the tori’s own past the uke’s ear, taking his 

balance behind. The tori will let go, as uke falls to the floor. This is a true arm reverse.  

 Mr. Mumpower emphasized for us in this principle that tori should not extend the arm 

directly over uke’s shoulder when he pulls back. Instead, he should extend uke out to the side. 

When the uke pulls back, he will be pulling back toward his face, but in order to take balance, 

the tori will have to continue the motion away from the shoulder. If keeping the motion close to 

the uke’s ear, the tori has to rely upon strength. He also noted that it is very important to 

maintain the initial grasp of uke’s wrist from the block and catch and not to slip down to the 

hand. He showed us that when we slip down to the hand of the opponent, the tori has effectively 

lost the technique. 

Ude-garame (arm entanglement) 

 In #7, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing the wrist just 

behind the hand with an extended forefinger and taking balance. The uke will naturally try to 

pull his arm back, and if his elbow pulls downward toward the ground, the tori will grab with the 

blocking arm and place his hand on the elbow of the uke. The tori will push down on the elbow 

while simultaneously pulling straight down on the wrist. This will bring the uke toward the floor, 

but uke will then resist and try pulling his arm back. The tori will slide in following the pulling 

movement and crank the uke’s arm up behind his back (the front of the tori’s body will be 

against the uke’s vertical arm). The tori will then step through towards the uke’s head, throwing 

uke toward the ground. The uke will perform a front roll.  

 Mr. Mumpower's influence on this principle was more with regard to the uke. When the 

tori pushes the arm straight down to effect hiki-taoshi (#5), the uke should resist by pulling his 
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arm back, a natural flinch or resistance. The tori blends with the resistance instead of forcing the 

arm backwards and relying upon strength. Here, as in all Aikido principles, we take what is 

given and respond accordingly. There should be no premeditation or forcing of technique. 

WRIST TWISTS 

 The rest of the Aikido Basic 15, numbers 8-15, are wrist principles. The first four, in 

particular involve twisting the wrist to apply pressure. These movements, while concentrating 

much on the hand of the uke, are not to be confused with hand techniques. Grabbing only the 

hand will allow the uke to loosen the grip of the tori, rendering the technique useless.  The tori 

will use both hands in order to accomplish each of the following movements. One hand will 

always go to his wrist while the other effects the twisting motion or torque of the uke’s attacking 

hand. 

 With regard to these principles, Mr. Mumpower showed us that our pins, while effective, 

totally correct. In each of these pins, the shoulder of the opponent should be pushing into the 

ground, and pain should be concentrated there. If the pin is done incorrectly, the opponent will 

be able to resist and possibly escape. 

Kote-hineri (wrist twist) 

In #8, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing just below the 

wrist on the hand while the opposite hand follows and grasps the wrist with an outstretched 

forefinger, taking balance. The uke will then attempt to regain his/her balance by pulling their 

arm back. When this happens, the tori will follow the movement of the uke, twisting the wrist to 

where the uke’s hand is parallel with the floor. It is important to note the hand placement of the 

tori—palm in palm, ring and pinky fingers pinching over the top of uke’s hand with the fore and 
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middle fingers are extended up toward the uke’s arm. This will put an enormous amount of 

pressure on the uke’s wrist. The tori will then use his opposite hand that is grasping the wrist to 

push the elbow of the uke toward or through the ear, forcing uke to the ground (this is to be done 

simultaneously with the tori stepping forward). As the tori steps through, the uke’s erected arm 

should come to the tori’s knee. The tori will then step out with the opposite leg bracing the uke’s 

twisted wrist on his outside knee. This will put the arm of the uke to be in a “J” shape and push 

his shoulder into the floor. The tori will then bend the knee adding very painful pressure to the 

wrist of the uke.  

 Mr. Mumpower emphasized in this principle that the when twisting the wrist, the pinky 

and ring fingers need to be what is grabbing the wrist while the forefinger and middle fingers are 

pointing up the arm. This extends the ki up the uke’s arm, creating a lever of sorts to control uke 

and put him to the ground. As a result, his arms will be in a painful “J” shape when pinned.  

Tenkai-kote-hineri (outside wrist twist) 

In #9, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm, grasping just behind the 

wrist while continuing uke’s motion downward to the tori’s opposite hand. At this point, the 

balance of the uke will be taken so the tori will step through, pushing the uke’s arm down back 

by his/her side. The tori will continue this motion, turning the uke’s arm as he/she turns to face 

them. This will cause the arm of the uke to be in the same position as #8 but with the hands being 

switched. The wrist will be twisted causing severe pain (the tori would spiral break the wrist on 

the street). With one hand twisting the uke’s wrist, and the other just above the wrist, the tori will 

push his hands forward in a downward sword-swinging motion, thus causing the uke to go to the 

floor face first. The tori will then step around, maintaining the kote hineri wrist pressure on uke’s 
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hand, and will place the hand that was grasping the wrist on the uke’s elbow as a yoke while 

pulling up with wrist twist pressure as if cranking lawn mower. The tori will pull slowly until the 

uke taps for submission. 

 Mr. Mumpower’s emphasis on this principle involved the point at which the tori has 

uke’s wrist twisted and is facing his arm. Before working with Jack, we would typically slide the 

hand up the arm to the elbow pushing the uke over. Mr. Mumpower showed that this was not 

needed and could even allow the uke to resist. He explained that we should leave the hands 

where they are and use a sword strike motion to push the arm forward and uke to the ground. The 

uke is already off balance which makes these movements very difficult to resist. To counter 

resistance, you twist the wrist as opposed to forcing the elbow.  

 Kote-mawashi (wrist torque) 

 In #10, the uke moves straight in for a strike to the face of the tori. The tori will perform a 

shuto-block while sliding slightly down the outside of the uke’s arm to the hand while the 

opposite hand follows and grasps the wrist with an outstretched forefinger taking balance. This 

time, the tori will not be grabbing just below the wrist on the hand. Instead, his hand will remain 

open until the uke begins to resist and pull back. As uke naturally reacts, tori will rotate the uke’s 

hand, placing his thumb on the uke’s thumb with the fingers crossing over the back of the hand, 

grabbing where the palm begins. Since the uke naturally reacts by pulling back as this is 

happening, his arm will move to the front of his body. The tori will follow the reaction motion 

and begin pushing the arm towards uke’s chest, effecting a sideways “Z” shape in the uke’s arm. 

While maintaining the wrist pressure, the tori will slide his hand up the uke’s arm until the thumb 

reaches the crease at the elbow. The tori will then push the uke’s arm over their head while 

stepping through, forcing the uke to fall on the front side of his body. The tori will step out with 
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one hand on the elbow, while the other maintains pressure on the wrist. The tori will push at the 

wrist down the uke’s arm creating enormous pressure, toward the shoulder. 

 In this principle, Mr. Mumpower pointed out that the priority is the wrist pressure. The 

wrist pressure is essential for completely controlling the opponent. With so much pressure on the 

wrist, uke’s resistance may actually break his own wrist. When pinning the uke, Mr. Mumpower 

pointed out that the tori must push the wrist toward the elbow. This is one of the most painful 

techniques in the Aikido 15 Basics.  

 Tenkai-kote-mawashi (outside wrist torque) 

 In #11, the uke moves straight in for a strike to the face of the tori. The tori performs a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing the wrist with an 

outstretched forefinger and taking balance. The uke will naturally resist, and as he does, tori will 

sweep the uke’s arm down and around to his opposite hand (as if uke’s fingers are a broom and 

tori is sweeping the floor). The tori will then grab the uke’s hand with thumb wrapping thumb 

and his fingers wrapping around the back of uke’s hand (similar to the pressure applied to the 

wrist for the pin in #10). Pressure should then be applied by pushing the uke’s wrist down the 

arm thereby driving his shoulder to the ground. The tori will continue this pressure to pin. 

 Mr. Mumpower's key instruction regarding this principle was to make this a dynamic 

movement by allowing the uke to resist and blending with the resistance motion. As the uke 

moves in for a strike, the tori blocks while turning and pushing the uke in the same direction. 

This takes balance, and tori can then sweep the floor with the uke’s hand in the direction uke 

naturally resists. He emphasized keeping uke’s arm vertical while maintaining the wrist pressure. 

This forces the uke to the ground without having to use any strength. 
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WRIST TURN TECHNIQUES 

 Principles #12-#15, it is important to understand that the wrist is turned instead of 

twisted. Each technique can be very painful when applied properly, but slight improprieties can 

result in these turns being countered. The use of the outstretched forefinger as a lever (i.e. as in 

the other techniques) is important and gives the tori greater control over the opponent.  

 One of the key points that Mr. Mumpower emphasized with these principles is that there 

is no counter muscle to resist the wrist being turned. Once the tori gains control over the 

opponent, he would not be able to fight his wrist being broken. In each of these techniques the 

wrist is being turned the same way, so #12-#15 are technically multiple applications of the same 

principle with different finishing moves. 

 Kote-gaeshi (wrist reverse) 

 In #12, the uke moves straight in for a strike to the face of the tori. The tori performs a 

shuto-block while sliding slightly down the outside of the uke’s arm, grabbing the wrist with an 

outstretched forefinger and taking balance. The uke will feel his balance going forward and will 

naturally try to regain it by pulling his arm back. At this point, tori will reach his opposite hand 

over, grabbing with the fingers around the base of the uke’s thumb, while the tori’s thumb 

extends over the back of the uke’s hand just behind the ring and pinky finger knuckles (all the 

while maintaining the initial grasp with the blocking arm). As this transpires, the tori will begin 

to slide the leg furthest from the uke behind his other leg into a crossed-feet stance. In this 

stance, the tori will stand up straight and turn his body away from the uke. At this point, tori’s 

initial grabbing hand, while maintaining contact, will rotate until his palm pushes against the 

blade of uke’s attacking hand. This will disrupt the uke’s balance; and with the wrist turn 
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pressure so tight, uke will be forced to flip out of the technique to prevent his wrist from being 

snapped. The tori continues the turning motion as the uke goes to the ground.  

 In Aikido, it is important to keep circular motion small and compact. Mr. Mumpower 

also showed us that keeping an unbendable arm while effecting compact circular motion better 

controls the opponent and makes for a more martial wrist turn. After the block and catch of the 

wrist, the arm should remain extended and not contract at the elbow. When this movement is 

done the way Mr. Mumpower does it, uke must flip out of the technique to literally save his 

wrist. The overall movement should be very quick and can inflict much pain on an opponent. 

Hiji-kote-gaeshi (elbow to wrist reverse) 

 In #13, the uke moves straight in for a strike to the face of the tori. As the uke is moving 

in, tori will parry the arm of the uke with a shuto block and slide to the wrist taking balance, as 

his opposite hand yokes just behind uke’s elbow. As tori moves in, he should be centered along 

the side of the uke pushing his arm in toward his opposite shoulder and thereby causing his body 

to turn as he naturally tries to regain balance. The tori will then place the foot furthest from the 

uke behind his other foot into a crossed-feet stance. In this stance, tori will begin to stand up 

straight and turn his body, to blend with uke’s motion. While turning, tori, using the initial 

blocking hand, will push into the back of uke’s hand to effect a wrist turn while cutting with the 

opposite hand into his elbow. The uke will not be able to stop pulling back as the tori stands and 

turns from the crossed-feet stance and blends with uke’s motion. The tori will continue the wrist 

pressure, as uke is driven to the floor. 

 The push behind the elbow was most emphasized by Mr. Mumpower. While doing #13, 

we used to explode in on the opponent, overextending uke’s arm and compromising our own 

balance. Mr. Mumpower showed that explosion is unnecessary and that a simple block, catch, 
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and push behind uke’s elbow takes his balance while preventing him from taking the tori’s 

balance. Exploding in on the opponent seems to forces the technique and requires tori to rely 

upon strength. 

Shiho-nage (four-direction throw) 

 In #14, the uke moves straight in for a strike to the face of the tori. The tori performs an 

open-handed rising block while simultaneously sliding back. Tori then grabs the inside part of 

the uke’s arm, just above the wrist with an extended forefinger and a yonkyo pressure (once the 

tori grabs, they do not let go until the technique is complete). After the block and catch, tori 

sweeps uke’s arm down to meet his opposite hand as he begins sliding his foot (this will be the 

foot that is on the same side as the blocking hand) toward the inside of uke’s body. Once the 

uke’s hand meets the tori’s opposite hand, the tori will place his thumb on the palm side on the 

uke’s hand (thumb will be at the base of the uke’s thumb), while wrapping around the back of 

the hand and creating a wrist turn pressure. The tori will continue the sweeping motion until his 

arms are fully extended out and up (at this point, the tori’s shoulder should be meeting the back 

of uke’s shoulder). This will increase the amount of pressure on uke’s wrist. As the tori reaches 

full extension of the arms, he will step through the “doorway” and turn his/her body away from 

uke’s body and put the uke’s arm behind him. As tori turns, he will push the uke’s arm out and 

cut down as with a sword, forcing the uke to fall back to the floor. 

 With this principle, Mr. Mumpower emphasized that the arms need to be extended all the 

way through the technique. It is the wrist pressure that makes the uke turn, so the tori can easily 

keep his arms extended in an unbendable arm position. Another point he made is that after the 

turn, there is actually a different way to bring the opponent to the floor. If you want to be easier 
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on him you can slide your body forward, let go, and let the uke just drop. The uke is already off 

balance so a simple slide leaves him no choice but to fall. 

Tenkai shiho-nage (outside four-direction throw)  

 In #15, the uke moves straight in for a strike to the face of the tori. The tori performs an 

open-handed rising block while simultaneously sliding back. Tori then grabs the inside part of 

the uke’s arm, just above the wrist with an extended forefinger and a yonkyo pressure (once the 

tori grabs, they do not let go until the technique is complete). After the block and catch, tori 

sweeps his arm down across his body to his opposite hip to meet his opposite hand. Once the 

uke’s hand meets the tori’s opposite hand, the tori will place his thumb on the palm side on the 

uke’s hand (thumb will be at the base of the uke’s thumb), while wrapping around the back of 

the hand and creating a wrist turn pressure. The tori will then slide in on the uke while pushing 

out on the wrist pressure and taking balance, bringing his should to uke’s shoulder. The tori will 

have the uke’s arm extended in front of his body. As uke tries to regain balance, tori should step 

with the foot furthest away from the uke behind his other foot and blend with uke’s resistance. 

The tori will stand up straight, and turn his body away from the uke’s body. Once the turn in 

complete, the uke and tori should be facing in opposite directions, and uke’s arm should be 

extended behind his body, as tori maintains the wrist turn pressure. The tori should then push the 

uke’s arm out and cut down as with a sword, forcing the uke to fall back to the floor. 

 With this principle, Mr. Mumpower's influence may be something that he did not even 

know he communicated. His flawless and smooth motion unveiled a principle that resembles a 

sword strike from beginning to end. Bringing the uke’s arm in front of the body is like 

unsheathing a sword. The tori then turns around swinging the arm down just as a swordsman 

would strike down with a shomen strike on an attacker behind him. 
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CONCLUSION 

 There is much more that could be said about Mr. Jack Mumpower and the impact that he 

has had on our dojo. There are so many little nuances that reveal Mr. Mumpower to be a wealth 

of knowledge straight from the source, and our dojo is so blessed to have been able to learn from 

him in person. I am thankful that Mr. Mumpower has confirmed the rank of our instructors as 

well as their students. This tells me that we are doing well when it comes to preserving the 

principles that were originally taught. There is no doubt that I attend a school that teaches 

indigenous principles Chang Moo Kwan and Aikido. The Basic Aikido 15 is foundational to 

indigenous Aikido. If you’re not training in the Basic 15, you are not training in Aikido. It is my 

hope that a person reading this would be able to perform the movements as they have been 

described. Moreover, my hope is that that person would study these movements and fully 

appreciate the principles contained therein.   

 Sensei Boyd has articulated one of the best guides for interpreting kata movement, 

whether it be single man forms or the two-man Aikido kata. As laid out in One Principle, One 

Thousand Techniques, he lists: 

Seven Principles of Kata Interpretation 

1. Kata is a self-defense atlas meant to be studied and applied, not memorized and      

performed. 

2. Kata is completely practical and should be interpreted against real world attacks. 

3. There are no blocks in kata; and virtually every action can be applied against pressure 

points. 
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4. Kata conceals information in both normal progression and the rhythms of reversal, 

often promulgating what you need to know as opposed to movement you need to 

perform. 

5. Effective self-defense technique often lies between the postures. 

6. There is more than one correct way to interpret kata movement; there is more than one 

way to perform that movement. 

7. Many of the secret treasures of kata are hidden in plain sight; the problem is we cannot 

see them or are never told about them. Thus, to train in basics is to train in the very 

secrets of kata.15  

 I hope the reader can appreciate the influence that Jack, the one who once opened the first 

Aikido dojo in the United States, has been for my dojo in his old age, long after many former 

students were suddenly nowhere to be found. Through the eyes of this student, Mr. Mumpower’s 

impact has been priceless. It has helped in cleaning up those small nuances that make Aikido a 

truly lethal art. I now more fully understand that the outstretched finger used as a lever will help 

the tori move with fluidity and without relying upon strength. I understand that stance is vital for 

foot movement, foot movement is vital for technique, pins are essential for subduing one’s 

opponent, and that principles, not techniques, are foundational to any martial art. I am saddened 

that the pioneer of Aikido in the United States has been largely forgotten by past students. 

Studying Tomiki Aikido with Mr. Mumpower has revealed that he has so much yet to offer 

anyone who wants to learn true indigenous Aikido. Rising up and honoring the hoary head is 

something that Sensei Boyd, along with Sensei Arney, set out to do. The reward is something 

that I hope will now be preserved and passed down for generations to come. 

                                                 
15 Ibid 
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