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CHAPTER ONE 

l\'it(jutsu skills 
in which we train 
would best be known as the art of winning. 

We wilt assist The sincere 
wirh our abiliTy to win with the spiriT. 

Their dreams become the force of our vision 
which becomes a vibranr intemion 
laking shape in the mind 
and weaving imo The fabric of realiTy. 

SPIRITUAL PURITY 
Ninja morality in history 

a ttaining the core essence of the ninja an begins with the paring 
away of unessentials to reach a base state of personal spiritual 
purity, and culminates in the abili ty to move freely without 

defilement between the polar realms of brightness and darkness, as neces
sitated by the scheme of totality." 

According to the observations of Yasuyoshi Fujibayashi , this is what it 
means to be a ninja. In his 17th-century encyclopedia of ninjutsu, the 
Bansenshukai, Fujibayashi has noted that the ultimate purpose of the nin
ja's art lies not in the mere perfection of violent and destructive methods, 
bm in the cultivation of personal harmony with the surroundings and an 
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intuitive sen~itivity that permits the living morral human to know and go 
along with the scheme of totality that tlows through the universe. 

Despite the emphasis on spiritual purity, the ninja art has never really 
been accepted by the historical Japanese martial community as one of the 
do disciplines, those zen-like practices said to be a means of attaining en
lightenment. During the peaceful centuries that followed the Tokugawa 
family's unification of Japan, the once warlike samurai technique systems 
such as kenjursu (sword combat.), jujutsu (unarmed combat), kyujutsu (ar
chery), jojutsu (staff fighting), iaijutsu (fast-draw sword), and others were 
systematized, stylized, and refined to become cultural exercises like kendo, 
judo, kyudo, jodo, and iaido. Thi.s ritualization of a previously personal
ized and spontaneous a<.:tivity is fairly typical of the Japanese way of doing 
things. Sin<.:e the ways of war were no longer required, and in fact. were not 
encouraged at all by the Tokugawa rulers, the physical aspects of <.:ombat 
that were so familiar to all were simply adjusted slightly and given a new 
purpose for continuation. 

This ritualization process had its roots in previous centuries of Japanese 
cultural history when the learning of the Gokyo Five Classics of Chinese 
literature was a requirement for attaining the status of a government of
ficer in pre-Heian Japan, just as it had been in China. Though the repeated 
exposure to rhe Chinese classics had little direcr relevance ro the daily ac
tivities and decisions required of the ancient Japanese ruling class, it was 
probably felt that the learning process itself was the purpose of the study. 
This arrimde was later carried over to the ways of sado (ceremonial 
preparation of green tea), and kado (recitation of poetry). Beyond this, the 
do concept came ro include the shudo acr of the written character, the kado 
art of arranging flowers, and the numerous ways of the martial tradition. 

The ninja's art is conspicuously absent from the list of do disciplines, 
because the ninja existed as cultural opposites of the samurai who 
genera red the do concept. The secrets of the ninja art were known by only 
a few families who were then referred to as !ga-mono and Koga-mono, 
depending on which of the two remote regions they inhabited. They were 
not usually given the samurai title of bushi. For this reason, the knowledge 
was not well-known to samurai society. The physical aspects of the ninja's 
art were pragmatic applications of the ninja's mystical understanding of 
the universe, and due to that very pragmatism and lack of formality, did 
nor lend themselves well to the stylization necessary for the transformation 
to a do art. 

According ro the Bansenshukai's lga ryu ninja Yasuyoshi Fujibayashi, 
as well as later authorities such as Kogu ryu ninja Seiko Fujita and 
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NINJA 

Togakure ryu ninja Shinryuken Masamitsu Tod a, the art o f the true ninja 
is much more than the mere technique system than the word ninjutsu 
would imply. Since the ninja art is not o f samurai origin, thereby making 
nindo a cultural impossibility, and since the practitioner of the ninja art is 
expected to approach personal enlightenment before learning the combat 
techniques, the more advanced ninja of later Japanese history (following 
t he founding of the Tokugawa Shogunate in 1603) have preferred to call 
their a rt nin-po, or ''the law of the shinobi (ninja) realm." 

The Bansenshukai 

Fujibayashi's Bansenshukai, literally translated as "Ten-thousand 
Rivers Collect in the Sea," is a collection of knowledge and commentaries 
on alti tude from dozens of n inja family srstem s that thrived in the Iga and 
Koga regions of South Central Japan. Historical a uthorities characterize 
the writings as extremely systematic a nd logical, both in the scope of 
knowledge contained and the thorough way in which the topics are item
ized. The original work was compiled by Yasuyoshi Fujibayashi in the 
summer of 1676, during the reign of the fourth Tokuga wa Shogun. f uji
ba yashi was a member of one of rhe three most influential lga ninja 
famili es; the Hattori and :V1omochi fami lies being the other two o f the 
three in prominence ar the close of rhe sengoku jidai warring states period. 
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The firs t of the ten hand-bound volumes contain~ an introduction, 
historical examples, an index of the contents, and a question-and-answer 
section. The guiding philosophy o f the ninja is presented in this first 
volume entitled Jo, as a discussion o f SU(\.:c~sful warfare. The ninja is ad
moni~hed to remember that when a leader truly guides the minds o f his 
fo llowers, even great numbers of adversaries can be overcome. When a 
leader's or a commander's fo llower!\ are not in alignment with his 
thoughts, fail ure and loss will surely result. One spy or counreracting agent 
can bring the downfall of an entire army. Therefore, the ninja believes that 
one person can defeat thousands. The Bansenshukai stresses that ninjutsu 
is the most effective method of military stra tegy. 

The second volume is entitled Slwshin, and it discusses the sincerity, 
motivation, and moral strength of imention necessary for the ninja. Since 
the .skills of the ninja's a rt admittedly include methods that some in
dividuals would call treachery, deception, theft, and fraud- not to men
tion incred ibl y thorough violence-a strong statement o f purpose and 
outlook is presented before going into techniques. In prev ious centuries, 
j ust as tOday, the majority of people seemed 10 feel that any thug, 
mercenary, or terrorist dres~ed in a black costume and hood could be 
called a ninja. Some may point out that the techniques and practices seem 
to appear ~imilar in nature, but the true ninja is set apart by his motiva
t.ion, purpose, and scope of vision. The mere terrorist or mercenary is 
limited by a narrow frame of reference and a restricted concept of the total 
picture, of which his actions, reactions, and thoughts make up an innuenc
ing part. The true ninja is prompted to a<.:t through a personal realization 
of responsibility recognizable only through an intuitive know·ledge thar. 
destiny has demanded his taking part. The first step in the ninja's educa
tion, whether the process be called ninjutsu or nin-po, is to clear up any 
mental or spiri tual cloudiness that would interfere with the nin.ia's natural 
sense of knowing. 

Even the most skilled of ninja is useless \vithout the guidance and direc
tion of an effective leader. The third book, Shochi, covers the methods o f 
managing a ninja organization and ways of successfully using ninja. This 
third volume also describes considera tions for preventing enemy agents 
from working into the ninja leader's own clandestine organization. 

A working knowledge of in and yo (yin and yang in the Chinese lan
guage) balancing is crucial for true knowledge o f the ninja art. Yo-nin, the 
fourth of the ten volumes, deals with the yo, or bright side of the ninja's 
power. Using the dynamic and positive power of the intellect and creative 
thinking, the ninja can obtain the intelligence information he needs 
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without becoming physically involved in the spying activity himself. By 
directly or indirectly employing others to gain his knowledge for him, the 
ninja knows all the necessary facts for an effective military decision. By 
learning the enemy strengths and weaknesses, the ninja knows how to han
dle the enemy successfully, while maintaining the appearance of having 
done nothing or of having taken no action. 

The methods of knowing the enemy's intentions without taking active 
pan in combat action include: 
• Tonyu hen: for continuous observation through agents placed during 

peaceful times. 
• Kinnyu hen: for location or agents after war breaks out. 
• ;\lfekiki hen: fo r observat ion o f the geographical layout of the enemy's 

territory. 
• Mlwake hen: for observation of enemy force numbers and capabilities, 

along with other details of enemy strength. 
• Kanmi hen: for observation of the enemy's strategy and positioning. 

The fifth, sixth, and seventh volumes of the Bansenshukai, all titled ln
nin, deal with the in or dark side of the ninja's power. Using stealth, 
deception, confusion tactics, and terrifying surprise attacks, the ninja 
could bring the enemy under his control. Employing methods that the con
ventional samurai of the time considered to be dishonorable, contempti
ble, and even cowardly, the ninja were free to rely on disguises, night 
fighting, sneaking in, capturing enemy leaders, and cultivating key enemy 
personnel for betrayal in order to accomplish their aims. Volumes fi ve, six, 
and seven contain these unique methods of the ninja combat system, from 
individual clashes to group hit-and-scatter plans. 

The techniques themselves are most often presented in cryptic or poetic 
wordings to prevent the uninitiated from picking up the manuscript and 
learning the secrets. For example, in one passage the ninja is reminded of 
the effectiveness of murasame no jutsu (art of the rain in the village), in 
certain specific situations. The actual technique itself is not explained. 
Combat moves such as onikudaki (demon crusher) appear unexplained in 
their poetic form. The literal rendering of the name as "inward uplifting 
elbow leverage to dislocate the shoulder of the attacker" for the identical 
technique was apparently thought to be too direct for the written record. 
Such a name would not have been in keeping with the tradition of mystery 
that surrounded the ninja and their art, and would have made that tech· 
nique all too dear to any enemy who happened to obtain a stolen copy of 
the Bansenshukai. 

The methods of darkness listed in the Bansenshukai are actually coded 
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words and jargon in catalog form, to serve as reminders only for qualifi ed 
members of the ninj a famil y. T he words and symbols are intentionally so 
obscure that only by studying with a legitimate teacher can the student 
come to know the true meaning of the technique descriptions. 

Tenji, the eighth volume, covers the ninja's methods for interpreting 
and evaluating conditions in the environment. This body of knowledge in
cludes weather forecasting, tide tables, moon phases, and the determina
tion of direction and location by observing the stars. This volume has its 
basis in generations of experience with systems such as gogyo setsu (theory 
of the five clements) , in-yo do (taoist principles), and ekkyu divination (the 
I Ching Book o f Changes), derived from scientific observation and fo lk
lore, as well as Indian, T ibetan, and Chinese systems of predicting future 
trends and happenings. 

Ninki, a description o f ninja gear, begins in volume nine and continues 
on into the tenth volume, which is labeled the "tail volume" rather than 
volume number ten. This is perhaps in keeping with ninjutsu's reliance on 
the number 9 as a means of inspira tion and guidance for enlightenment. 
The final volume could then be referred to as an additional text, so that the 
Bansenshukai could be said to con::;ist of nine actual volumes. 
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In the ninth volume, the description of wki covers the climbing gear of 
ninj ursu, and includes a wide variety of equipment that was used to get 
ninja safely up and down castle walls, trees, cliffs, and ship sides. Suiki, 
based largely on the practical advice from pirates, covers the water gear of 
ninjutsu. The equipment described provides numerous methods for cross
ing over or moving under bodies of water. The ninja's kaiki is a collection 
of tools designed for the purpose of breaking into locked or fonified 
buildings, castles, and storage areas. Pieces of equipment for picking 
locks, boring through wall~ . and moving doors are described. 

In a manner similar to that used in the description of volume five, six, 
and seven's combat techniques, the ninja equipment in volume ni ne is 
presented wi th physical dimensions and specifications only. No attempt is 
made to coach the uninitiated in the proper use of the gear. The Bansen
shukai's wooden foot gear referred to as mizugumo (water spiders) in An· 
drew Adams' Ninja, the !rn•isib/e Assassins, fo r example, are often 
laughed at for being tota lly impractical as a means of crossing over the sur
face of water. What contemporary scoffers do not realize, however, is the 
fact that the mizugumo were not used to walk across ponds and lakes at 
all. The foot gear was used to move steadily with a skating action over 
swampy, marshy areas, 11attening out grasses and distributing the ninja's 
body weight over a broad area of mud , shallow water, and plants, much 
like snowshoes are used to cross safely over deep drifted snow. 

Kaki, referred to as "fire gear," completes the final portion of the 
Bansensftukai. The formulas explained in this tail volume cover the 
preparation and use of explosive~ . smoke bombs, medicines, sleeping po
tions, and poisons. The explicit directions are written in the regional 
dia lect of 17th-century lga-area Japanese, however, which makes 
translating a slo\.,.. and difficult job even for a J apanese person who is 
schooled in the ancient written fo rms of the language . For example, local 
plants are referred to with nicknames of the era and area, so that "bear's 
paw'' indicates an herb and not the foot of the animal. "White horse's 
breath" would mean a certain blossoming plant, and not the more elusive 
substance that the name would bring to mind. 

The important underlying lessons of history arc not to be recognized in 
the surface manife:stations of techniq ues, strategies, and weapons a:. 
described in the Bonsenshukai, however. T he real value and effectiveness 
of the historical weapons, battle strategies, and communications networks 
docs not lie in the perfect.ion o f skills catalogued in a three hundred-year
old reference book series. The lesson is the realization that effective 
weapons, tools, and means of accomplishment arc all around us in every-
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I 
day articles and situations. If the goal is to be effective in today's 
surroundings, it will be necessary to leave the antiques in the museum and 
get involved in what is available today. The historical trappings are fu n 
and remind us of our Japanese ninja heritage, but should not be allowed to 
become the focus of the training. 

Today, authentic Japanese Togakure ryu ninja training is one of the 
most aU-encompassing methods of danger prevention, self-protection, and 
total living available for study in the world. Historical perspective and 
creative contemporary applications are blended in the training to provide 
modern practitioners with a stimulating and inspirational course of self
development that forms the basis for a progressive way of life. Students 
now train to master the following disciplines: 

Junan Tai.m Yoga-like body conditioning exercises 
Nin-po raijutsu Unarmed combat 
• Taihenjutsu Body movement, breakfalls, leaping 
• Dahenraijutsu Striking and kicking 
• Jutaijutsu Grappling and choking 
Bojutsu Staff fighting 
Hanbojutsu Short stick fighting 
Ninja ken-po Fighting with rhe ninja sword 
• Kenjutsu Fencing skills 
• laijutsu Fast-drawing skills 
Tantojutsu Knife fighting 
Shurikenjutsu Blade throwing 
Kusarijutsu Fighting with short chain weapons 
Kyoketsu shoge Cord and blade weapon 
Kusarigama Chain and sickle weapon 
Teppo Firearms 
Ninki Specialized ninja gear and tools 
Fuhiya Blowguns and darts 
Heiho Combat strategy 
Gotonpo Use of natural elements for escape 
In-yo do Taoist principles 
Seishin teki kyoyo Personal clarity 
• Meso Meditation 
• Shinpi Concepts of mysticism 
• Nin-po mikk.yo Ninja "secret knowledge" of the universe 
Kuji-kiri Balancing electromagnetic power fields 
Kuji-in Energy channeling 
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Contemporary practi tioners of ninjutsu are by no means limited to the 
training aspects set forth in the foregoing list, however. Any martia l art 
system, except for a zen-style do th at is not at all concerned with combat 
applications, that insists on posting detailed lists of limitations such as 106 
weapons or 42 l;hoking methods is doing its·students a grave disservice by 
conditioning their minds to think in an orderly structured manner when 
confronted with danger. With tha t kind of mechanical training back
ground, the mind will automatically attempt to categorize any new situa
tion by comparing it with previous training examples. Because the mind 
proudly clings to the 106 weapons notion, it will be natural to overlook the 
possible combat employment of any object or strategy that did not happen 
to be included on the list. 1t should be noted that lists of limita tions do, 
however, make for a neater and more readily packageable martial art 
system, which provides for more ease in commercializing and marketing 
the art to buyers . 

The authentic niP.ja art cannot be packaged or systematized easily. The 
art of ninjutsu exists for the usc o f the practitioner, and the individual 
practi tioner is not e..xpected to conform to or reduce him or herself to fit 
the an. For this reason, ninjutsu is nor an an that is easily adapted for con
vemional military training. :--lew recrui ts have a set period of time in which 
to learn fundamental skills that they will apply on the job. The open-ended 
outlook of ninjmsu, along with the art's refusal to set up limiting lists of 
techniques and the an's emphasis on individual second-to-second analysis 
of the situation as it unfolds, make it. highly unsuitable for troops who will 
be expected to work as a unit following the commands of a remote leader. 
The command concept relies on unquestioning obedience; the ninj a con
cept relies on individual intuitive sensitivity and almost uncon<>cious spon
taneous decision making. 

Ninj utsu has never been a soldier's a rt . Historically, the ninja usually 
found themselves opposing soldiers in combat, where they had to use 
creative imagination and total commitment of intention to overcome the 
otherv.:ise ovenvhelming odds. If engaged in any mili tary activity, the nin
ja's major contribution was as an advisor, a role in which he could apply 
his unconventional outlooks, his psychic sensitivities, and his physical 
skills if necessary, in order ro bal ance out the limitations of conventional 
military thought of the time. 

The historical ninja has at best been " misunderstood" by contem
porary military and martial arts historians who feel themselves authorities 
on Japan's feudal era. The samurai are looked up tO and praised for their 
unswerving, undying loyalty to the one lord they served, and their will-
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ingness to fling them~elves into death unquestioningly for the mere sake of 
their lord's honor is proudly held up as some sort or example for martial 
arrists even today. Ninja are routinely condemned with accusations of 
capr iciously selling their loyalty ro the highest bidder of the moment, and 
are therefore regarded with disgust as being totally devoid of morality and 
honor. This type of malicious characterization is usually perpetra ted by 
those wri ters and historians who wish to glorify the sam urai mentality, and 
does not acknowledge the overexaggerated emphasis placed on group wel
fare at the expense of the individual in feudal Japanese society. 

fn truth, the ninja was more loyal to his own family's ideals than to any 
one human being. The ideal lives on while human beings change ·with the 
seasons. What had once been a benevolent and just ruler could become a 
cruel and greedy tyrant over the years , and the ninja, sensing the ruler's 
abandonment of the original ideal, would be forced thereby to give his 
support to other rulers who were more in alignment with the ninja family's 
philosophy. The samurai on the other hand was taught to avoid queslion
ing the motivations of his superiors and make himsel f fit for combat only. 
This code sometimes created the situation in which the samurai knew that 
his lord or that lord's heir had become a madman, and yet the samurai was 
still morally obligated by his standards to fight tO the death for any whim 
o f the monster that his lord had become. 

Certainly, history does have irs tales of professional terrorists who 
would commit any deed for a fee while posing as a ninja. T hese \vere, how
ever, desperate wretches \vho lacked the philosophical foresight and 
guidance of the major ninja familie-s, and are better described as thugs in 
black clothing than ninja. Today, contemporary terrorists as well 
sometimes enjoy claiming kinship to Japan'.s legendary ninja in an auempt 
to justify their own irresponsible and brutal behavior. Deluding themselves 
into believing tha t they endorse some noble cause, these self-styled night 
warriors announce to the world that they are championing the fight to stop 
fascism/communism when in reality they are seeking a rationalization for 
their own destructive behavior. Neither the self-righteous murderer who 
blows up hotel lobbies full of tourists in hL<> struggles'' for the people, ' ' nor 
the trigger-happy social misfit who hires on to tra in professional torturers 
for oppressive dictatorships come anywhere near to carrying on the ways 
of the ninja. Blurred by heart-twisting hatred or lust for the thrill of 
violence, the spiritual purity described by Fujibayashi's Bansenshukai 
becomes clouded over with the personal desires that prevent people from 
acting in accordance with the scheme of totality. 

The true ninja is moved to action through love of family and communi-
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ty, and a personal sense of responsib ility for the positive channeling of 
destiny. This motivation canno t be overlooked by anyone researching or 
studying the art o f the ninja. By willfully ret urning to the unencumbered 
state of spiritual purity that is possible only through surrendering up those 
limiting fe tters placed on the mind, dedicated practitioners of ninj utsu can 
come to know the truth tha t is enli~htenment and can then venture be
tween the brightness and darkness unscathed, p rotected by the universal 
laws realized through training in the life ways of the ninja . • 
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CHAPTER TWO 

There are those misguided persons in the world 
who would see you harmed. 

They will confront you with fists 
or await you in the darkness wilh their blades drawn. 

Do not fear them . 
or become angry with them. 

A llow y our heart 10 hold the emptiness of purity. 
Your receptive spirit will hear the sadness and rage 

of your attackers' intentions 
and your body will flow 
with the winds of their hatred. 

You will take Ihem to the destruction they seek. 

PREPARATION FOR ENCOUNTER 
Ninja ways of dealing with danger 

he ninja's combat art is best described as a way of successfully 
dealing with danger. More than mere self-defense, this ability 
to live \\oith danger is a total way of life that affects the ninja's 

outlook on every thing and situation he or she encounters. ln most conven
tional martial systems that stem from samurai origins, practitioners are 
taugh t to recognize danger, confront it with training-honed skills, and 
either triumph over it with humility or be consumed by it with honor. The 
art o f ninjmsu, on the other hand, offers a wider range of possibilities for 
dealing v.ith potential destruction. 

The first and most fundamental approach is to prevent danger fro m 
coming into being. Understanding yourself and then extending that 
understanding to others is the key to making this method work. As a life 
skill, this involves cultiva ting the proper atti tudes, foresight , and sensitivi-
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ty that will permit you to consistently be in the right place at the right time. 
ll should be noted that the ninja method of preventing danger is not 
thought o f as a negative or paranoid process in v,;hich you always expect 
the worst and constantly wait or search for it. Quite the contrary, by 
adopting a positive outlook based on a firm confidence in your abilities to 
direct your own world, you will find that you can often manipulate 
elements and events in your environment so far ahead of time that no one 
but you realizes that anything else could possibly have transpired. Vastly 
more far reaching in scope than slipping over castle wa lls in the darkness 
o r out-fighting deadly samurai against normally overwhelming odds, the 
historical ninja's awesome power tO guide the scheme of totality is what 
originally won Japan' s shadow warriors their undisputed respect and fear. 

The fi rst lesson: work at setting up your life in such a manner that the 
enemy never thinks to appear before you. This is realized through develop
ing the spirit. 

When the ninja's personal power is not sufficient to prevent the 
dangerous situation from materializing, the second approach is to suc
cessfully endu re or outlast the danger . As a life skill, this involves temper
ing the emotions with the intellect so that threatening situations do nor 
necessarily produce an immediate response, but arc evaluated in a de
tached \vay so as to determine whether a response is really warranted. 

The written Japanese character for nin of ninjutsu, nin-po, and ninja 
(the same cha racter is also pronounced shinohi in some usages) has the 
literal meaning of ' 'endurance, perseverance, o r putting-up-with,., in both 
physical and psychological contexts. Whereas the samurai not only had to 
achieve his aims but also had to accomplish his goals in a more o r less ac
cepted and honorable way, the ninja was prevented from having any fami
ly house name or honor by the political structure of Japanese society and 
was thereby free to concentrate his energies on the artainmem of his in
tended goal alone. For this reason the ninja could often allow others to 
pe rceive the apparent appearance o f the ninja's failure or humiliation, 
when in reality the ninja had attained exactly what he or she had really 
wanted in the first place. By affecting rhe perspectives of self and others, 
the ninja can attain that \vhich is needed without stirring up a desire for 
ret ribution, revenge, o r defensiveness in others who might provide opposi
tion. 

This willfully enduring or appearing to take no action can be more dif
ficult than first imagined. If you are exposed to danger , there is normally a 
strong feeling of discom fort as long as you are in the pre~ence of the 
danger. By rising up and overcoming the danger, you eliminate the threat 
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and thereby return to a relaxed or relieved state. Conquering the danger, 
whatever it may have been, might not have been the most appropriate ac
tion to have taken, however, if it exposes your position and opens you up 
to increased danger. It is far more difficult ro endure the danger without 
tension, to dwell impassively in the very shadow of death, taking no action 
that will give away your intentions, and allowing the danger to go its own 
way leaving you unharmed and untOuched. 

The second lesson: work at transcending your emotions so that you do 
not always autOmatically respond v.;th a defense even when a defense is 
not needed. This is realized through developing the mind. 

When the ninja has not been able to guide the happenings of fate in 
order to prevent danger, and has not been able to allow the danger to pass 
by without effect, actual defensive tactics will then be necessary. Physical 
combat methods usually come to mind first, rather than third, for many 
people when they think of ninj utsu as a marrial art. In actuality, however , 
physically coming to grips \\-;th danger is the least preferable method of 
returning life to harmony and naturalness, in that it involves the greatest. 
potential risk o f something going wrong. 

Nonetheless, contemporary ninja training usually begins with physical 
lessons, because a solid grounding in physical reality is a prerequisite for 
any valid intellectual or spiritual growth. The techniques of hand-to-hand 
or weapon combat can then serve as models for understanding the effects 
of the mind, emotions, and spirit on the outcome of a conflict or confron
tation. 

The third lesson: work at perfecting the skills for successfully handling 
physical violence directed against you. This is realized through developing 
the body. 

The physical self-defense elements of ninjutsu blend a wide range of 
natural body weapons and combat tools inlO a single comprehensive rota! 
fighting art. Whether dakentaijutsu striking techniques, bojutsu stick 
fighting techniques, or shurikenjutsu throwing-blade techniques are being 
employed, the body moves with identical footwork, dynamics, and energy 
direction. Merely replacing a fist with a short club does not alter the 
ninja's way of moving in the fight. Substituting a sword blade for a sweep
ing kick does not at all change the feeling of the ninja's rcchniquc as it un
folds. 

Tn essence, the ninja combat method is more at:curatcly described as a 
series of feelings rather than a collection of technqiues. Because all bodies 
and personalities are unique , no attempt is made to coerce the practi tioners 
of ninj utsu into imitating or taking on one rigid standard set of 
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movements. Instead, guidelines are provided to encourage the most effec
tive use and application of all the natural emotional and physical reactions 
that occur during a conflict or confrontation. 

Having its foundations in the tantric lore of northern India and Tibet, 
the doctrine of nin-po mikkyo (secret knowledge) teaches that all physical 
aspects o f existence originate from a common source and can be classified 
in one of the godai five elemental mani festations of physical matter. Chi, 
or the ear th, symbolizes solid matter. Sui, the water, symbolizes liquids. 
Ka, the fire, is the symbol of combustion, or the elements in an energy
releasing state. Fu, the wind, symboliz.es gases. Ku, the void, is represen
tative of the for mless subatomic energy that is the basis for the structure of 
all things. This godai symbolism is aL~o used to describe the emotional 
nature of human beings , and to provide a symbolic structure for the 
teaching o f effective physical combat principles in ninjutsu. 

The godai five elements provide a series of symbolic codes that can be 
used to describe the varying ways in which v.:e all respond to direct con
frontation. The chi earth influence is seen in the stability or stubbornness 
of the personality, and is also acted out by the fighter who firmly holds his 
ground and overcomes atrackcrs through unvacilla ting presence and 
strength. The sui water influence is seen in the t1exibility or emotionalism 
of the personality, and is also demonstrated by the fighte r who uses defen
sive angling and footwork to overextend his attacker LO the point where his 
power is sufficient for an effective counterattack. The ka fire influence is 
seen in the natu ral aggressiveness and fea r o f the personality, and is 
displayed by the fighter who uses direct energetic attacks as defenses in a 
combat clash . Fu, the wind int1uence, shows up as the wisdom and love in 
the personality, and is reflected in evasive, elusive fighting methods that 
redirect the attacker's movements away from their targets. Ku, the fifth 
element, is the creative, communicative aspects of the personality, and ab
solute spontaneity and inventiveness when applied in a fight. 

The following examples help to characterize the physical, emotional, 
perceptual, mechanical, and intellectual relationships of the fi ve clemenral 
manifestation code labels. 

Emotional responses 
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You ar.: the junior high school principal con fronted by a thincen-
1-:arth year-old troublemaker who did not expect you to come upon him. 

Your naiUral feeling is one of total power that can handle all and that 
needs 10 fear nothing. 



!tater 

Fire 

NINJA 

Y l>U ar~ alone on a deserted night subway, when a huge, rough look
ing thug cmers your car and heads right for you with a surly leer on his 
face. Your natural feeling is one of rota! dct'ensivc::ness. 

- - - - ·- - - ·- --
You are confron ted by the teenag.er who gave your young daughter 
such a sa,·agc b~ating that $he wa.~ hospita lized in a coma. Your 
natural feding is one of pure aggressi\'c rage that causes you to forget 
any ronc~rn for your~elf. 

- - - ------- -- --- - -- - - ---------- -- - - ·-
Wind 

A beh,,·~d rela tive ha~ had too mud1 to drink and violently w nfronh 
you o,·er a misunderstanding. Your natura l feeling is one of (;Ompas
sion that provides a suffici ent defense without a retaliation or counter
alla.:k. 

- --- --- - ·--- - --- ·---- ---- - -

Physical center of tension and movement 

1-:arfh Thighs anJ se<t t 

- - -------- ---- -
Wme-r Lower abdomen. na1·e1 

Fire Solar plcxu~ 

- - - · ---- · ., _ __ ---- - - - -
Wind Center of che; t, heart 

- - ···- -- ·-·- - - - - - - ·--- · ··- - --

Source of body dynamics 

l::arth Strength 

IJ"(I/t'f Power 

- - --
Fire Erlergy 

Wind Re)ilien~y 

----· ----·----· ·-

Adversary 's perception of your fighting actions 

Eanlr ~othing affc..:ts you or hurb you. Y<11l are immov~able. 

- - - - -·- -- . --
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Warer You seem unreachable, and yet when reached you arc alway$ ready 
with a countcrallad. 

- - - - -- ·-- --· - -- -- - - --- - - - - ·--- -
Fire 

Wind 

You •an no t be stopped. There is no .:hance to get anything in On Y<lU. 

- - - ------·-----·----- - --- ·------
You are s lippery, always disappea ring and caus ing the original ;;~ttack 
to bad fir<.' against i:s applkation. 

---------- --- --- · --- · ·----- - --- · ----- ------

Characteristic body vibrations 

l:'arth Up and down 

- - --· ----- · ·------- - --------- - - - --
Water Side to s id~ 

fire forward and ba~:kward 

Wind Rotating on spinal axis 

- ---· ·- --- ---- ---·--- - - - - -·--- ··-- -

Characteristic footwork 

Earth Feet tlrmly in place; immoveable 

Water Backpedaling zig-za~ angling away from attack 

Fire. Forward moving shuffle o r run; applying pr~ssure 

Wind Cir•ular, sid~~rcpping, and slipping cva~ions 

-- ·---- - -- - ---· --- ---- ---- ·----- - --

Each of the elemental manifestation codes can be seen reflected in the 
oody postures employed in the ninja 's fighting method. The postures, or 
kamae, are assumed naturally as the body goes through the realization that 
combative action is necessary. Each fighting posture, whether employed 
for unarmed defense, sword or blade fighting, stick techniques, or 
methods employing the chain and cord weapons, is a physical manifesta
tion of the emotions, a ttitude, and mental set. 

For a fuller understanding of the application philosophy of ninjutsu's 
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fighting postures, which are actually temporary bases from which to 
launch techniques, it is crucial to remember that the postures a re never 
u~ed as static pose~ or stances. Using the printed format of a book, it is im
possible to effecti vely depict the vibrancy, energy, and dynamism that are 
the very life of the ninjutsu kamae in combat. A photograph on a page 
gives the inaccurate impression that the posture is lO be held continuously 
as the ninj a moves about in combat. Quite the contrary, in real combat, 
the postures a re assumed for mere seconds as they become necessary and 
then are just. as quickly dropped when their effectiveness has passed. As a 
parallel, a photograph or a ninja in one o f the fighting post ures could be 
compared to a photograph of a basketball player suspended in midair as 
he completes a dunk shot. We would no more expect the, basketball p layer 
to continuously hold his midair pose than we would expect the ninja to 
freeze into one of his combat poses. The feet continuously work to alter 
the ninja's distancing, angli ng, and positioning. 
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Earth Elemen.t 
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Unarmed Natural Posture 
(taijutsu sh izen no kamae) 

Unarmed ' ' Immoveable'' Sea~ 
(taijutsu tudo za) 



-
Sword Kneeli ng Seat 
(kenjutsu seizaj 

Short Chain Looped Throug h 
Belt Ready lor Drawing 
(kusaritundo sh izen no k.amaeJ 

Shon Stick Natural Posture 
rhanbojutsu shizen no kamae) 
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Water Element 

Unarmed Defensive Posture 
{taiiutsu ichimonii no kamae) 

Unarmed "Tiger" Defensive Posture 
(taiju tsu doko no kamae) 



( 

r t 
i 

Unarmed "Crane" Defensive Posture 
(taijutsu hicho no l<amae) 

Sword Level Defensive Posture 
(kenjutsu ichi no kamae) 

Staff Higt-. Biocki'lg Posture 
(bojutsu jodan uke no l<amae) 
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Fire Element 

34 

Unarmed Offense Posture 
(taiiutsu jumonii no kamae) 

Unarmed Attacking Posture 
(taiiutsu kosei no kamae) 



.. 
Sword High Striking Posture 
(kenjutsu jodan no kamae) 

Staff Middle Striking Posture 
(bojutsu chudan no kamae) 

Short Chaif"l Striki ng Posture 
(kusarifundo ichi no kamae) 
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Wind Element 

36 

Una 'rned Rcceivi r.g Posture 
rtaijutsu nira no kamae! 

Unarmed ''Bear" Open Posture 
rtaijutsu hoho no kamae) 



..... 
·•" ' 

Staff .. Heaven and Earth" Posture 
fboiutsu techi no kamae) 

Sword ··water WHiow" Posture 
(Xenjutsu ryusui no ka.maej 

Short Chai 'l Recei··, ing Posture 
rkusarifundo hira no kamaej 
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CHAPTER THREE 

Just as the tangled grasses 
take over the mountainside 
and the roots of rhe pines 
splil c/usrers of boulders, 
rhe ninja's invenriveness and creative outlook 
easily defear the immobilized enemy 
/rapped in his own morass 
of ponderous narrow vision. 

TAIHENJUTSU 
Ninja methods of rebounding from the ground 

he unarmed com~at techniques of ninjwsu are referred to as tai
jutsu (skill '"-ith the body). As subclassificarions within the broad 
category of fighting \\ithout artitkiaJ weapons, there are three 

major groupings of techniques. Dakentaijutsu striking methods employ 
koppojutsu bone smashes with the fist and bottom of the foot, and koshijut
su organ and muscle stabs \\ith the fingers and toes. Jutaijutsu grappling 
merhods employ nage throws, shime chokes, and torire close-in reversals 
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NINJA 

and locks. Taihenjwsu, the body movement skills that make up the third 
major ~ubclass, include ukemi methods or breaking falls, tobi leaps, 
raisabaki body angling. and shinohi iri silent movement. 

Though rarely taught in the vast majority of martial am schools in the 
western world, the skills of hitting the ground safely and rebounding ready 
10 conrinue the fight or escape S\viftly a rc crucial for the mastery o f a truly 
combat-oriented figh ting art. Real world self-protection goes far beyond 
the rules and limitations enjoyed by participants engaged in comemporary 
recreational martial arts programs. To be truly combat ready, today·s 
ma;tial artist must be prepared and trained not o nly to fight the conven
tional standing fist fight, but also to be able to fight from a station wagon 
front scar, the floor o f a broom closet, in the middle of a chair-packed 
diner, and on the way down a fligh t of fire-escape stairs. Total self-protec
tion capabilities would a lso have to include successfully tumbling fro m a 
moving truck, going over a high wall to avoid an attack dog, and flattening 
out on a floor surface to avo id being hit by gunfire. 

The ninja taihenjutsu techn iques are first taught as slow-motion fun
damentals fro m a low crouched position on a protective mat. Principles of 
lowering the center of gravity, exhaling with movement, and relaxing the 
body are emphasized. Once the feel of the techniques is acquired , practice 
is moved to grassy outdoor stretches for increased realism. As the practi
tioner's skills mature, training then moves to asphalt road surfaces, stair
cases, and other actual locations where the skills will be required in real life 
defemivc combat. 
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THE FORWARD 
ROLL 

The forward roll 1s 

used to accommodate 
offensive techniques that 
throw or pull the de
fender forward ontO the 
ground. The natural 
movemem and energy of 

Forward Roll 

From an unarmed defen
sive posture (1) allow your 
bOdy frame i2) to form an 
arch that begins with the 
extended leading arm and 
shoulder. Tuck your head 
down and rock forward 
briskly (3) allowing your 

l 



the attacker's technique 
is enhanced and carried 
through by curling the 
body, so that the de
fender ends up on his 
feet again instead of on 
his face and chest. 

body weight to roll onto 
your arm, across your 
shoulder and {4} over your 
hips. Keep your feet tucked 
in and (5) continue the ro ll
ing motion to (6) corne 
back up onto your feet. 
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Forward Roll 
Practical Application 
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THE BACKWARD 
ROLL 

The bachvard roll is 
used to accommodate 
tech niques in which the 
attacker throws or pulls 
lhc defender backwards 
on ro the ground. The 
natural movement and 
energy of the attacker's 

Backward Roll 

From a11 unarmed defen· 
sive posture {1} step back 
and {2) drop to the ground 

2 in as direct a manner as 
possible. Arch your back 
and bring your head down 

I 
J! 



technique is enhanced 
and carried through by 
dropping the seat and 
tucking Lhe legs, so that 
the defender ends up on 
his feet again instead of 
his back. 

:o your upper chest whi le 
·3) allowing your rolling 
"'lomentum to continue. 
Keep your feet tucked in 
a'ld {4&5) roll right up onto 
_;our teet. 

! ... .... ''', • 

...... :· .• .. ; 
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Backward Roll 
Practical Application 
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THE FORWARD 
HANDSPRING 

The forward handspring 
is one method of accom
modating offensive tech
niques that knock or 
send the defender for
ward. The weight is nip
ped on to the outstretch-

Forward Handspring 

From a (1} standing posi
tion. dive out (2) so tllat 
your body weight sinks 
down onto your bending 
arms. Your elbows and 
shoulders (3} should flex to 
accommodate your moving 
weight. Immediately (4) 
push back against your 



cd arms, and the body 
tlexes to send rhe leer 
forward over the head. 
The defender rhen 
bounces up from the 
ground tO regain his 
fooring. 

lowering weight while kick· 
ing forward (the direction 
of traveli with both uprais
ed feet. Flex your back in 
an arch (5) to snap your 
hips after your feet. Finally 
(6i follow the lead of your 
feet and straighten out into 
a standing position. 

......... , 
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Forward Handspring 
Practical Application 
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TilE SIDEWAYS 
HANDSPRING 

The sideways hand
spring a<.:commodates an 
atta<.:ker's technique that 
knocks or sends the de
fender sideways. The 
weight is leaned side-

Sideways Handspring 

From an unarmed defen· 
s•ve posture (1) leap out to 
the side (2) while lowering 
your leading shoulder. As 
your extended hand hits 
the ground i3} kick off with 
your feet to propei your 
hips up and over your 



ways, and the body flips 
to send the feet to the 
!>ide over the head. The 
defender then cart wheels 
up from the ground co 
regain his rooti ng. 

shoulders. Extend your 
limbs widely so that the 
rolling action will cover as 
wide an area as possible. 
The sideways momer.tum 
:4&5) should pull your body 
back up onto your feet 
again. 

.. 
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Practical Application 



57 



2 

58 

Sideways Leap 

From an unarmed receiv
ing posture (1i slam your 
hips in the direction of 
travel (2) pushing off with 
your uailing leg and clear
ing your leading leg by 
picki11g it up. Keep the leap 
as level as possible (3) 
mov•ng directly sideways 
without bounding up and 
down with the fTIOve. The 



action should center In the 
legs and hips and take the 
;pper body aiOr>£. Do not 
throw you ~ shou lders to 
get your body in motron . 
..,.hen (4) as you land on 
your leading leg, pran t both 
!eet on the ground and (5) 
assume lhe unarmed re
.::eiving posture 0 ·1Ce 
again. 
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Sideways Leap 
Practical Application 
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Lateral Body Drop 

From an unarmed receiv
ing posture {1} center your 
body weight on one loot 
(2) and swing your free leg 
across in front of your 
ground leg. Then (3) lower 
your seat directly to the 
ground. Lift your extended 
leg up which will flip your 



body (4) over onto your 
oack. Continue to " reach'' 
with your extended leg (5} 
unt il both feet are again (6) 

in touch with the ground. 
Allow your rolling motion 
to move you into a stand· 
·'19 posi tion again. 

, •• !.t·· .. .. -------------·~:·\~' 
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Lateral Body Drop 
Practical Application 







CHAPTER FOUR 

The steel f rom !he earth 
and the wood from the forest 
are tempered by the fire 
and washed in the stream for purity 
to become the servants 
of the winds of your intention. 

Use your weapons with prudence, 
employing them only when 
rhe scheme of totality demands it. 

TRAINING FOR COMBAT REALITY 
Ninjutsu methods for overcoming attackers 

he constantly evolving combat method of togakure ryu ninjutsu 
allows for changes and developments in the ways that people 
are likely to attack. Based on a timeless understanding of 

human attitudes and physiology that far transcends the rigid limits of tem
porally inspired techniques, all of the ninja fighting methods serve as prac
tical, reliable routes of self-protection that utilize the natural physical and 
emotional response tendencies o f the human being. This practicality m ust 
be present as the core philosophy of any combat effective fig hting system. 

It should be remembered that the art of ninjutsu was not developed or 
practiced for the sake of the art itself, nor were there any symbolic goals 
such as belt rankings or sports titles involved. Ninjutsu developed as a 
utilitarian and dependable method for accomplishing persona l intentions 
with the least possible amount o f personal danger. 
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The emphasis in ninja training is not on the techniques themselves, but 
rather on the feeli ngs that come up during application of the techniques. 
Practice sessions, whether inside the dojo or outside in natural surround
ings, freely blend the methods of unarmed combat, stick fighting, blade 
work, and short cord techniques to produce the feeling of a total system, 
rather than independent blocks of knowledge for each specialty. This 
teaching method admittedly requires more time for mastery, because the 
personality is internalizing concepts by ~tripping away false or unnecessary 
intellectualizations, rather than the intellect memorizing set numbers of 
compartmentalized techniques. 

There are two sides to the learning process involved in developing skill 
in self-prort-ction fighting: the mind and the body. The first aspect of the 
training is to develop an unconscious , spontaneous mind and body 
response to an auack. This by no means suggests rigid programmed reac
tions of a "strike and then think" nature, but rather a natural and relaxed 
response that is developed through repetitive practice that removes the 
need for conscious logical steps . This unconscious action can be seen as 
you head a sports car up an incline, discover that it is becoming increasing
ly steep, work the clutch and accelerator with your feet, and downshift to 
ease the srrain on the engine, all without deliberate conscious involvement. 
The second aspect of training is the exposure to the experience of effective 
and appropriate defensive techniques. The physical techniques themselves 
are important , of course, as they are the entire method of practice during 
the training session and they will condition you fo r later response during 
self-protection. However, the mental and spiritual conditioning is the 
highest goal of the training, as -without the proper mental set, even the 
most devastating of techniques will not be recalled when they are needed. 

As a guide for effective ninjutsu training, it is crucial to understand the 
significance of the following considerations. 

f. Be there 100 percent. Allow your consciousness ro hold on ro each mo
ment as thour,h it were all thar existed. Concentrare to/ally on yow· p ur
pose and acTio11s. 
Do not let your mind wander from the training activities at hand . 

2. Keep your center of gravity as low as possible while sri!! permilling 
easy movement. 
Do not concentrate your strength in your shoulders or upper body. 

3. Keep your mo\•ernents relaxed and fluid, delivering rhe impact at the 
last second. 
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Do not tense up by trying to maintain power through the entire tech
nique. 

4. Use the entire weight of the body to creare power and knock your aT
tacker back or down. 
Do not try to out-musck the attacker with the movements of your limbs 
alone. 

5. Keep your joorwork fasT.. responsive, and appropriate. 
Do not settle into and maintain a fixed stance for lhe fight. 

6. Use proper rhythmic breathinK ro generaTe and resTOre energy. Breathe 
out wiTh application movements and in with reTreating or preparation 
mOI'emerus. 
Do not hold your breath when releasing energy through technique ap
plication o r imerccption. 

7. Conlrol the direction of your eyes, keeping your a!lacker in sight. 
Do not concentrate so much on your te{;hnique that you do not notice a 
possible change in the attacker's action or position. 

8. Bear in mind the purpose of the technique. 
Do not ancmpt to carry through a technique that is no longer needed. 
(If the aftacker lets go before you can complete the wrist lock, that's 
fi ne. Your purpose was to get h im off of you, not execute a textbook 
technique.) 

9. Us·e every moment ro ifKrease your personal knowledge and powers. 
Do not merely go through the motions for the sake of exercise or forced 
discipline. 

The following examples are provided as illustrations of ninja combat 
method training. The tech niques are not necessarily to be memorized, bm 
rather serve as guidelines for understanding lhe principles. The ultimate 
goal is not to memorize dozens of robot-like series movemenLs, but to strip 
away the attachments of the intellectual mind. If your fighti ng ability is 
based on memoriz.ed techniques, then time a nd human forgetfulness will 
decrease your fighting ability if you even temporarily discontinue active 
training. If on the other hand, your figh ting ability is the product of strip
ping away and letting go of all the mechanical thought processes that limit 
the mind, you will have nothing to lose through forgetfulness . You will 
have transcended the need for constant uninterrupted training, and you 
will have reali 7.ed the essence of "being" rathenhan "becoming." 
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Singi~·Hand Choke 
Escape I 

2 From a ready position (1) 
the attacker (2) has grab· 
bed the defender by the 
throat. The defender (3) re· 
sponds by going with the 
attacking pressure. (Note: 
(A) shows the correct hand 
position for dislodging the 
attacker's hand.) She steps 
back into a stable defen· 
sive posture while (4) 
dislodging the attacker's 

3 



hand. Continuing back 
with her footwork, (5) the 
defender twists out 
against the attacker's wrist 
to (6) throw him to the 
ground. (Note: (8) shows 
the correct hand position 
at this point.) The defender 
uses her body weight in 
motion, and not her arms 
atone. to down the at· 
tacker. 
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Single·Hand Choke 
Escape II 

From a ready posi tion (1) 

tre attacl\er has grabbed 
:he defender by the throat. 
The defender (2&3) by go· 



L 

ing with the attacker's 
pressure steps back i-'llo a 
defensive postu re (4) while 
free,n g the attacker's 
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hand. Continuing back 
with her footwork {5&6) the 

7 defender pulls the at· 



tacker's wrist inward with 
a twist to (7·9) throw him to 
the ground. 
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Defense Against a 
Redirected Attack 

From a defensive posture 
(1) the defender observes 
as the attacker (2) moves 
forward with a front hand 
punch to the face. In re
sponse (3) the defender 
throws his !eadrng foot to 
the outside rear position 
and (4) counterpunches in-



to the attacker's extended 
punching arm. The attack· 
er recoils his arm with the 
power of the defender's 
strike. and aJto·.vs the mo· 
mentum of his body to turn 
him {5&6) into a spinning 
back kick tc the defender's 
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midsection. As the kick 
rises toward him {7} the 
defender counters by kick
ing into the back of the at
tacking leg. As the at· 
tacker's leg is pushed to 
the ground again (8) he 
goes with the spin to {9) ex-

,_i 



ecute a rear hammer-fist 
strike to the defend· 
er's head The defender 
drops to avoid the strike 
and then (1 0& 1 1) steps in 
with a throat-crushing grip 
that (12) slams the attacker 
back and up. 
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Defense Against 
Punching Attack 

From a defensive posture 
(1} the defender observes 
as the attacker (2) ex
ecutes a hooking knock
out punch to the head. 
Once the punch is corrmit
ted to i1S path (3) t he 
defender drops straight 
down to avoid being hit 
The move is a body drop. 
no: a boxer's duck. From 

·;. 
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' 



the grounded position (4) 
the deiender springs back 
up toward the attacker, us· 
lng her regs to generate 
power. As she rises (5) the 
defender shifts her rear leg 
into forward position, in
creasing the power oi her 
punch (6) to the attacker's 
lower ribs. The completed 
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punch uses the defender's 
body weight in motion to 
deliver power, rather than 
the simple extension of her 
arm. The defender then 
shuffles forward {7-9) with 
a ris ing shin kick to the 
groin and {10& 11 i a heel 
stamp to the knee. Since 
the defender's arm mus· 

_ _ __j_ 



cles are not as strong as 
the attacker's. she must 
overcome his strength by 
avoiding his strikes and us· 
ing her Whole body for the 
counterstrike. Finally (12) 
the defender completes 
the maneuver with a heel 
stamp to the back of the at· 
tacker's leg. 
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Knife Defense Against 
Knife Attack I 

From a ~eceiving posture 
(1) the defender observes 
as the attacker (2} closes in 
with horizontal slashing 
cuts to her hands and mid
section. As the attacker 
slashes inward with a pull· 
ing cut. the defender al· 
lows her body to fall back 
momentarily and then (3) 
rocks forward with an out
ward hacking cut to the 
outside edge of the attack· 
er's weapon arm. As the 

__ .) 
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blade wedges into Its tar· 
get (4i the defender moves 
forward to use her body 
weight and position to pre· 
vent the attacker from 
slashing back at her. Conti· 
nuing her momentum, (5) 
the defender moves direct· 
ty behind the attacker, 
leveling out her kn1fe so 
that her body weight In mo
tion. not the muscles In her 
arm aione, (6) drives the 
knife into its target. 
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Knife Defense Against 
2 Knife Attack II 

3 

From a receiving posture 
(1) the defender observes 
as the attacker closes in 
with llorizontal slashing 
cuts to her hands and mid
sec1ion (2)- As tne attacker 
slashes outward with a 
pushing cut, the defender 
allows her body to fall back 
momentarily and then 
without hesitation (3) rocks 
forward while simultane
ously grabbing the at
tacker's weapon arm and 
executing a downward slic
ing cut to the inside of the 

-- ·---·-·--------------------



attacker's upper arm. The 
defender then (4) continues 
the momen tum of her 
blade as it passes under
neath the attacker's arm, 
and then (5) swings her 
blade up into position to 
control the attacker by 
holding him in a defense· 
less position. If necessary 
to save her own li fe (6) the 
defender could then cut 
downward along the at· 
tacker's neck from behind 
his shoulder. 
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2 Defense Against a 

3 

Double Punch Attack 

From a defensive posture 
(1) the defender observes 
as the attacker begins a 
double face punch combin· 
ation. The defender (2) 
shifts back and to the in· 
side of the first punch with 
an injurious counterstrike 
to the attacking arm. As 
the attacker recoils (3) and 
then dives in with his sec· 
ond punch (4) the defender 
shifts her body weight for· 
ward into an offensive pos· 



ture and causes the attack
er to slam his chest into 
the point of her elbow. The 
attacker's second punch 
misses its 1arget, due to 
the defender's sudden a11d 
unexpected change in 
movement. The defender 
(5) then executes a clawing 
hanc strike to the face. fol· 
lowed by an ourside arm 
lock (6) which forces the at· 
tacker tO tne ground. 

·.·::. 
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Defense Against a 
Combination Attack 

From a defensive posture 
(1) the defender observes 
as the attacker (2&31 ex· 
ecutes a leg -sweep ing 
kick. As the attacker's leg 
shoots out. the de tender {4) 



lifts his foot to avoid the 
strike. The attacker im· 
medialely (5) flies forward 
with a leading-hand punch 
to the defender's ribs As a 
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counter (6} the defender 
smashes down wllh his 
leadi ng fist and {7&8) uses 
his coiled leg to kick for· 
ward into the attacker's 
midsect ion. The defender 
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(9) then moves into an of· 
fensive posture as he (10& 
11} knocks the attacker 
back with a palm-edge 
strike to lhe side of the 
neck. 
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Defense Against Wall Pin 

The attacker (1·3) slams the defender 
up against a wall. As lhe attacker 
shoves, the defender arches his back 
and lowers his head forward to cush· 
ion the Impact. The defender then (4) 
allows his body to fall forward as the 
attacker (5) initiates a face punch. By 
lowering his center of gravity and mov· 
ing forward, the defender jams up the 
attack. The defender (6&.7) next ex· 
tends his arm over the grabbing arm of 
the attacker. allows his arm to swing 
down and around, and drops his body 
weight to trap the altacker's arm from 
above. By turning his body into the at. 
tack and continuing the swing of his 
arm, the defender exerts straining 
pressure on the outside of the at· 
tacker's elbow and shoulder, (8) which 
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turns the attacker's body to prevent 
his punch from connecting. The de· 
fender then simultaneously lifts up on 
the elbow. drops his seat and {9) leans 
back, which slams the attacker back· 
wards into the wall. The defender next 
(10) regrips the at tacker's body, lowers 
his seat once again and (1 1 & 12) slings 
the attacker forward ~n to the wall. 
Knee slam follow·up strikes (13&14) 
disable the attacker's legs and bring 
the fight (15&16) to a close. 
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Defense to Offense 
Transition 

From an offensive posture 
(1) the defender is prepar
ing to go from defense intc 
offense against the attack· 
er. As the defender begins 
his move. the attacker (2:1 



flies forward with a punch 
to the face. The defender 
(3&4) drops to the inside of 
the attacker's punch and 
directs his fist into the 
underside of the attacker's 
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extended arm. Then (5&6) 
quickly trapping the at
tacker's foot with his own 
foot, the defender (7) rams 

7 forward with a thumb-drive 
strike to the attacker's up-

i 



per ribs, stunning him and 
knocking him back. Finally 
(8-10) two-handed pressure 
on the attacker's knees 
forces hirr> to the ground or 
breaks his ankle. 
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Defense Against 
Redire(;ted Attack 

From a defensive posture 
(1 ) the defender observes 
as the attacker (2) initiates 
a front hand jab. The de
fender (3) shi fts to the rear 
and side to avoid the jab 
and counters with a speed 



punch to the at tacker's 
leading wrist. The counter 
is actually an ai~ack from 
the defe!lstve posture. and 
not a block. As the attacker 
continues (4&5) wilh a 
lunging puncl' to ;he ribs, 
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the defender (6) rocks for
ward and to the outside of 
the punch and uses her 
leading hand to redirect 

7 the punch. The defender 
(7-9) then rarr:s her knee in· 



to the bone structure of the 
attacker's leg and follows 
up (10) with an extended 
knuckle punch into the 
bones of the attacker's 
ribs or neck. 
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Metsubushi Defense 
Against Sword 

Frorn a receiving posture. 
(1) :he defender oose~ves 
as the attacker (2) prepares 
to execute a slash1ng cut 
with his sword. The de
fender retreats ir-:o a de· 



fensive posture as the at
tacker raises his sword. 
From a concealed pocket 
inside her jacket i3J the de
tender produces a packet 
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of metsubushi (blinding 
powderj which (4) she 
throws into the eyes of the 
a ttacker. As the attacker 



attempts to complete his 
blind cut (5-9} the defender 
escapes by rolling pas: the 
attacker unseen. 
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Sword Versus Sword I 

From a natural posture (1) 
the defender observes as 
the attacker approaches. 
As soon as the attacker 
reaches for his sword (2) 
the defender draws his 
sword while moving for· 
ward into an offensive 
posture. The thumb of the 
left hand presses the 
guard to free the blade 
from its scabbard. The 
defender (3&4) turns his 
drawing action into his 
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first cut against the at· 
tacker's arm. Properly ex
ecuted, this move is totally 
an at tack. There is no hesi
tation or defensiveness 
abou1 it. After the first cut 
(5&6) the defender con
tinues forward with a 
downward slashing cut to 
finish off the attacker. The 
body weight in motion car· 
ries the blade in~o its 
target. The cut is not pro
pelled by arms alene. 
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Sword Versus Sword II 

From a seated position (1) 
the defender observes as 
the attacker moves into 
posi tion before him with 
sword upraised. Staring in· 
to the attacker's eyes, the 
defender uses his left hand 
to subtly reverse the posi
tion of his sword to edge-



down in his sash. Then (2·4) 
staying low, the defender 
bursts forward with a fast· 
draw upward, ripping cut 
as the attacker moves in 
with his downward cut The 
defender's move is totally 
an atlack with no defen· 
sive hesitation about it at 
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alt. The defender then con· 
tinues forward (5·9) slam· 
ming his body weight into 
a horizontal cut across the 



attacker's midsection (1 0) 
while moving to the side to 
avoid the attacker's falling 
sword. 
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Unarmed Defense 
Against a Knife I 

From a receiving posture 
(1) the defender observes 
as the attacker moves in 
with a vertically plungmg 
knife stab along the neck 
and behind the collarbone 
Instead of recoiling back 



predictably, the defender 
(2-4) moves forward along 
the outside of the attack
er 's descending knife arm, 
(5) guiding it away with his 
own leading hand. Captur-
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ing the attacker's momen· 
tum, the defender then ex· 
tends the attacker's knife 
arm and subctues him with 



knee smashes to (6&7) the 
back of ~he elbow al'ld 
(8&9) a heel stamp to the 
side of tre knee. 
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Unarmed Defense 
Against a Knife II 

From a receiving posture 
11) the unarmed defender 
observes as the attacker 
uses a knife to hold him at 
bay with short slashes and 
lunges. The attacker (2) 

2 charges forward with an 
upward stab to the lower 
tip of the defender's 
breastbone. The defender 
(3&4) adapts by flowing for-



ward and outside of the at· 
tacker's knife arm, using 
his leading hand to stabi· 
lize the attacking arm. lm· 
mediately (5·7) the de· 
fender grips the attacker's 
knife wrist and steps for· 
ward with an extended 
knuckle attack to the 
bones in the back of the at· 
tacker's kn1fe hand. The 
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defender's body weight i11 
motion provides the power 
to stun the attacker's 
hand, and the blade will 
usually fl y f ree. The 
defender (8&9) :hen turns 
against the attacker's 
wris t. using his body 



weight to snap the wrist 
and throw the attacker to 
the ground on his back. 
The final maneuver (10& 11) 
is to twist the attacker's 
wrist to the right to keep 
him under control. 
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Sword Versus Sword Ill 

From a defensive posture 
(1) the defender observes 
as the attacker {2) lunges 
forward with a downward 

2 diagonal cut. The defender 
then (3&4) throws his 
sword forward to meet the 
blade of the attacker with· 



out attempting to stop his 
motion. As the attacker's 
sword continues forward 
(5&6) the defender allows 
his own sword to fall away 
with it, firmly guiding (not 
blocking) the attacking 
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blade f rom its target. After 
the attacker's power is no 
longer a threat (7&8) the 
defender releases his 

7 sword with his leading 
hand and grabs the at· 
tacker's jacket sleeve to 



l 

keep him from turning with 
another cut. The defender 
then (9) lowers his own 
sword point into a posit ion 
where he can control the 
attacker's movement. 
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Shuriken Defense 
Against Sword 

Fro,., a defensive pos1ure 
{1) the defender observes 
as the at1acker (2) moves 
forward with a slashing a1-
tack. The defender (3&4i 
throws his leading foot 
back wdh a teap to a·10id 



the cut. As he backpedals 
away from the attacker (51 
the defender reaches into 
his jacke~ and produces a 
stack of ni'le shuriken 
throwing s<ars. As the at· 
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tacker bears down on him 
(6·10) the defender fires of f 
severai of the blades to 
drive the attacker back. 
(Note: (A}, {8). (C) and (0 } 
show the correct technique 
for 1hrov·; ing the shuriken 



in rapid-fire succession. 
The throwing stars are fan
ned oft the top of the stack 
one at a time very quick ly, 
the hand snapping back 
for the next blade as soon 
as the first one is thrown.) 
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Short Chain 
Against Club 

From a defe11sive posture 
(1) the defender observes 
as the attacker approach
es with an iron club. As the 
club moves into position 
for a downward smashi11g 
strike to the head or 
shoulder (2) the defender 
moves forward into an of
fensive posture and meets 
the descerd•ng club hand 



with the taut chain. Hold· 
ing the clubbing hand In 
place temporarily with the 
chain (3·5) the defender 
moves to the attacker's 
side (away from the attack· 
er's free hand) from whicl'l 
posi t1on the defender can 
tie the attacker's clubbmg 
har>d against his own neck. 

133 

3 

4 

5 



5> 
"' c. 
"' ;> 
0 ·;; 
e! 
::>. 

-., 
" E 
·~ 

5 
(,) 

l 134 
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The chain then (6·8) wraps 
around the attacker's neck 
and the defender's right 

7 thumb applies the clloking 



pressure to the attacker's 
windpipe. Finally (9) the 
defender pulls the attacker 
to the ground. 
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Knife Versus Stick' 

From a defensive posture 
(1) the defender observes 
as the attacker (2) ap-

2 preaches with short, slasn
ing kniie work. The defend· 



er (3&4) rocks forward into 
an of1ensive posture and 
sends the lip of nis cane in· 
to the kni fe hand of the at· 
tacker. The del ender co11· 
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tinues his forward motion 
(5-7) using his body weight 
and natural speed to gen
erate power as he releases 



his rear gripping hand 
i8-10) to send the cane tor
ward into the attacker's 
face. 
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Stick Defense 
Against Staff Attack 

Frorr a defensive posture 
{1) the defender observes 
as tl'te attacker (2i flies for
ward with a Cliagol'\ai staff 
strike to the head cr neck. 
In resoonse (3i the defend
er moves in to swp the at
•acklng rno1ion. and then 
(4) uses his leadii'Q arr.-1 to 

- -·--- ------



L_ 

control the attacker's staff. 
Lowering his body weight 
for power (5) the defender 
cracks the tio of the short 
stick into the at~ack.er's 

temple (6) k!locking him ur.· 
conscious as he tumbles 
to the grOL;Pd. 
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The Taizokai Mandala 
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CHAPTER FIVE 

The fingers interwoven 
to channel the determination, 
a tensing of the bones and muscles, 
passage of the breath 
and selling of the resolve 
propel rhe ninja 
to seize and ride the winds of fate. 

ATTUNING WITH THE UNIVERSE 
Thought, word, and deed as a single tool 
of accomplishment for the ninja: Kuji-in 

n his volume entitled Nin-po: Sono Hiden to Jitsurei (Secrets 
and Examples of the Ninja Ways) , now no longer in print, lga 
ryu ninjutsu historian Heishichiro Okuse observes that Japan's 

historical ninja are characterized by their thorough and scientific approach 
to analyzing and solving problems, and yet they are at the same time close
ly associated with highly occult and spiritual practices. From Okuse's 
viewpoint, this is really no contradiction at all. Ninja combat training 
tends to stress rhe pragmatic physical aspects in precise and rational \vays 
with little or no attention paid to artistic or aesthetic considerations, but 
the ninja of old also realized that a lot of their successes came through in-
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tluences other than scientific predetailing of operations to be underraken. 
Some persons would call these subtle influences luck, coincidence, or acci
dent, but the ninja learned that a rational and logical approach had to ra
tionally and logically include all factors that could possibly influence an 
outcome. 

~injutsu's reliance on the practice of mikkyo stressed the truth or the 
concepts that there is no such thing as coincidence, there are no accidents, 
and luck is just unguided or unchannckd power playing itself out in our 
daily affairs. This conviction that spirituality is a legitimate and working 
part of reality comes from a heightened sensitivity resulting from con
tinuously dwelling on the border edge between life and death. To a veteran 
ninja who has lived through countless skirmishes against overwhelming 
odds and has seen too many unexplainable happenings and miraculous 
twists of fate, there is nothing more rational than taking all possibilities in
to account. 

From the mystic teachings of mikkyo came the ninja's insight into the 
workings of the universe, and from the application of this understanding 
came the ninja's personal power. The compendium of wisdom teachings 
known as mikkyo had its foundations in the esoteric tantric lore of India, 
Tibet, and China. In the early pan of the ninth century, Japan was in
troduced to these concepts through the research of traveling monks such as 
Saicho and Kukai, who traveled to China as young men in order to study 
with learned sages there. Mikkyo teachings of power and magic also came 
to Japan through the work of wandering monks, shamans, and hermit 
priests who fled their native China after the fall of the Tang Dynasty. 

In later centuries, the same teachings underwenr a stylization and 
elaboration in their native India and Tibet, and were transformed into a 
religion of worship and adoration of a spectrum of gods that represented 
the varying levels of consciousness in the universe. In feudal Japan, 
however, the teachings were transmitted as a body of knowledge that 
stressed the power inherent in every individual person. Not merely a 
religion, but a working set of principles or universal laws, the teachings of 
mikkyo were taken ro heart and practiced rigorously by yamabushi, sen
nin, and gyoja mounrain warrior ascetics, the segment of Japanese society 
that would later become the forerunners of the ninja. rna series of brutal 
religious and territorial wars, these people were hunted down for holding 
views contrary to the stare religion ar the time. The need for defense of 
their mountain wilderness homes, families, and beliefs soon developed, 
and thus was born the incredible shadow warrior of Japan, known as the 
ninja. 
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NINJA 

Jn modern Japan, the mikkyo teachings are now an elaborate religion, 
considered w be the tanlric or esoteric side of Buddhism. The methods of 
Saicho became known a.s the Tendai sect over the centuries, while the 
teachings of Kukai (later known by the posthumous name of Kobo Dais hi, 
or "great teat·her of the universal la ws"), which were perhaps closer to the 
original shugenja beliefs o f the ninja, became formalized as Shingon Bud
dhism. These forms of mikkyo, with their ornate trappings and complex 
rituals, are not represemative of the original mikkyo of the ninja's 
ancestors. As ninja today, we are not interested in or associated with any 
religion . However, the original universal pri nciples of causation, power, 
and enlightenment, which later became watered down to result in the 
countless religions of mankind, are of great interest to us . 

T he practice of power generation through mikkyo involves the com
bined use of mantra (sacred or "charged" words), mandala (schematic 
pictorial renderings of the structure of the universe, for the directing of 
concentration), and mudra (energy-channeling hand posturings) for the 
total coordination of all the energies of the personality. Bringing together 
r.hought, word, and deed in harmonious alignment where each quality 
complements the other is seen to be the key to working one's will in the 
world. This power is referred to as the sanmitsu, or three secrets of mikkyo 
spiritual power. 

Japanese Sanskrit English 
wnrd ~·oncept E'quivlllcnt Symbolizes: Sanmlrsu 

Nenriki mandala concentrated the will rhought 
intention 

Jumo11 mamra pl>wer words the intellect word 

Ke1su-in mudra hand poslurings physical action det:<.l 

Nin-po mikkyo, the ninja's spiritual power teaching, provides two 
distim:tive viev.·s of the structure of the universe, each view depicted in a 
highly symbolic diagram known as a mandala. The two mandalas repre
sent totally opposite perspectives a nd are used in conjunction with each 
other to inspire the insight necessary to capture the .significance of why the 
universe operates the way it does . In greatly oversimplified terms, the 
universal process can be viewed from the inside out, concentrating on the 
physical manifestations of creation and working toward an understanding 
of the universal laws (effect explains the cause), or the universe can be 
regarded from a viewpoint o f tota l scope, concentrating on gaining a 
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knowledge of the universal laws and working toward an understanding of 
the intricate interworkings of all aspects of daily life (cause explains the ef
fect). 

The essence of the material world is captured in the taizokai mandala, 
the schematic rendering of the "matrix realm." ~atrix is used here in its 
original concept of "womb," or place in which something originates. 
From this approach, we come to realize that we all exist within the 
universe. Each star, planet, human, animal, thing, word, thought-indeed 
everything on which a label could be hung-is a part of all the pans that 
interact to make up what we know as the universe. All of us and all our ac
tions are seen and acknowledged as existing within the inside of the god, 
just as the god is conversely seen to exist within each of us. As a means of 
approaching enlightenment, the taizokai mandala structure and symbols 
are studied for the clues necessary to bring about a realization of the 
universal laws that are manifested in the ways that daily worldly life un
folds. Through personal experience of our individual consciousness 
operating at different levels, the greater perspectives inherent in the lessons 
of life are brought into focus. We can come to see that the universe is vast 
enough and complex enough to contain all the contradiction and paradox 
that mankind's limited vision seems to observe. 

The essence of the spiritual world is likewise captured in the kongokai 
mandala, a schematic rendering of the diamond realm. The diamond is 
considered to be the symbol of multi-faceted clarity, brillliancc, and hard
ness; the jewel that is the highest possible refinement of form for on
manifested pure knowledge, spirit, or ultimate trmh. From the kongokai 
approach, we come to realize that all in existence is merely the form that 
our awareness gives to the universal laws in operation around us. What we 
would see as or believe to be "reality" is our subjective realization of "ac
tuality," or that which is in action itself or that which acts in irs purest 
form. By transcending and leaving behind the material world through the 
mystic's process and going directly to the experience of the universal law 
itself, we can attain the state of shin-shin shin-gan, or "the mind and eyes 
of god," from which we can look back into the material world with a 
heightened, enlightened perspective. 

In the nin-po mikkyo dojo, or "training hall for the learning of the nin
ja's secret knowledge," the mandala symbolic representations are hung on 
both sides of the open hall. From the viewpoint of the position of power in 
the dojo (the central point of focus opposite the entrance) the kongokai 
mandala is on the right and the taizokai mandala is on the left. These posi
tions would, of course, be just the reverse for students in the dojo, who 
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E.di 

The Kongokai Mandala 

face the central point of focus rather than look out from it. The mandalas 
are hung vertically, although their true concept is mentally laid out on a 
horizontal plane, creating the effect felt when looking at a city map tacked 
up on a wall. 

When considering one of the two mandalas in meditation, the practi
tioner can study each particular mandala in light of the purpose of the 
unique piece of artwork. When contemplating the taizokai mandala of the 
matrix realm, the ninja looks within him or hersel f for an understanding of 
the material world. It is a falling inward process of going to rhe center of 
our very being and thereby reaching the center of the universe. When con
templating the kongokai mandala of the diamond realm, the ninja 
transcends him or herself for an understanding of the world of universal 
laws. This is a lifting outward process of leaving the self behind to attain a 
cosmic vision of totality. The two practices must complement each other 
for balanced personal development . 
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Undue emphasis on either of the two realms will produce a warped per
sonality. Those who would concentrate exclusively on the material realm 
will become overly mechanical and technical in their outlooks, and their 
ninja art will become nothing more than a mere mechanistic system of 
physical combat, devoid of morality, spirit, and life. Those who would 
concentrate exclusively on the realm of pure knowledge will lose touch 
with reality around them, and their ninja art will become nmhing more 
than an empty ideal or intellectual exercise, devoid of practicality, 
relevance, and energy. 

Words and actions are useless without the guidance of thought behind 
them. Direction is necessary. The power of concentrated imention is a sub
tle lesson picked up through determined perseverence in coming to a per
sonal understanding of the significance of the two mandalas. This b the 
first step, and is referred to as tempering the will. 

The power of the will is then more firmly established through spoken 
vows that plant the intentions firmly in the realm of the physical by giving 
them the reality of vibratory presence. The ninja's thoughts are creations 
that become real "things" once they have been given physical sounds to 
carry them out into the world. 
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Chinese Lion·Dogs 

Stone Ch nese lio:1·dogs guard the tem· 
pie entrance and greet rnitia:es wi:h a 
roaring •·ahh-ohn·mumm·n'ln" jumon 
vow. the martra of the totality of :he 
universe. The animal in the foregrou~1a 
represen:s the matnx rearm, t'le material 
world. t'le !eft srde o! universa! power 
and the in side of :he in·yo polarity 
(laorsl yin· yang rn Chirese) Hrs jaws are 
wide open witr trle "ann·' seed syllable 
of the taizokai mandala. The lion·dog i'l 
the background represents the ciamond 
realm. :he '.NOrld cf pure wisdom. the 
right side ot universa• power, and the yo 
side of the in·yo oolarity. His jaws are 
clamped shut wrth the ·'vmm" seed syl· 
lable characteristic of the kongokai 
manoala. Together. the two animals are 
a symbol o! the rndivisib;lity of the two 
realms that srmul!aneously occupy the 
iden::cal time and space in the uni•,erse. 
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The Kane 

In the ritual kane, the bell portion rep
resents the taizokai material reaim, 
and the vajra handle represents the 
kongokai realm of pure wisdom. The 
blending of the two 1n one single ob· 
ject symbolizes the unity existing be
tween the physical and spiritual 
worlds. The ceremonial bell reminds 
the ninja of tt"le uuth of impet~na'lence. 
a concept integral to nin-po mikkyo. 
The phenomenal wond is 1ike the 
sound that the kane bell emi:s; it can 
be percerved but cannot be kept. Like 
the sound of the bell, all things are 

<ransitory and exist only :hrough the senses of the observer. Even life itself is like 
the oeal of a oe'l. ever changing. inccnstan1, unstable, and preoeshned to the 
,mperrr.aner'ce wrich is the essence of all things. For the ninja, realizing the 
significa:1ce of this i:npermane11ce is one key to approacning enlighte'lment. 

The Kongo, and the Taizokai 

The mikkyo kongo, or Tibetan diamond 
:hunderbolt. symbol of :he kongokai 
diamond realm. The indestructible 
hardness anc clarity of the diamond 
symbolizes the power of truth al'd tl
iumination to smash through ignor
ance and i:lusion. The three points 
reo·esent the ability of t~ought, word, 
and aeed to produce enlightenment. 
Medrtation on the kongokai right hafld 
of tt"le unive•se concer1s itself with the 
question, ··What is the actual uHimate truth?'' SyMbolic of the finite material 
world. the rosary of 27 skulls depicts the taizokai matrix realm The nine levels of 
power as realized through the three working methods of the physicaL intellectual, 
and spiritua; make up this symbol of the left hand of the universe. Meditation on 
the taizokai co11cept concerns rtself with the question, '·How can ultimate truth 
be realized?" 
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The doctrine of tamra, which teaches methods of using the powers of 
the physical world to bring about personal enlightenment, asserts that the 
process of producing sound epitomizes the evergoing process of creating 
the universe. The first tangible manifestations of the absolute were made 
in the form of sounds, or vibrations. The tanrric teachings of nin-po mik
kyo preserve the symbols of these fundamental vibratory rates in shuji, or 
"seed" characters, the written form of Sanskrit used between the fourth 
and sixth centuries during the Gupta Dynasty in fndia. This siddham script 
was introduced into China for the writing of tantric formulas by the Indian 
patriarchs teaching there, and was later carried to Japan by the monk 
Kukai in the nimh cenrury. The writing form has since been preserved by 
the esoteric tradition in Japan, of which the ninja played a major part in 
the 12th through 16th centuries. 

The jumon mantras, or "charged words of power," of the ninja's mik
kyo are sounds or phrases used to give vibratory reality to the intentions of 
the ninja. In most instances, the jumon vows are uttered in the original 
language transmitted from the Himalayas, although some of the vows are 
voiced in classical Japanese. The jumon are intentionally preserved in 
words that have no meaning in daily routine conversation so that the ninja 
can express his or her pure determination through sound forms that can 
not be watered down or lessened in intensity by reflecting daily social in
teraction. The sounds imply interaction on a level much higher than a con
versation between two intellects. The original sounds are also thought to 
be purer, or closer to the specific rates of vibration that will harmonize 
with and bear effect on the other vibrations that constitute physical 
reality-sights, sounds, feelings, and so forth. 

Since it is the actual resonant sound itself and not the literal meaning of 
rhe words that makes the jumon effective, no attempt can be made in this 
volume to give instruction in the usc of the voiced mantras. It could also be 
argued that the entire esoteric formula of how to set the mind, tune the 
vibrations of the voice, and engage the body should not appear in specific 
notation in a published volume such as this. Those individuals who feel it 
their destiny to become a part of the ninja tradition will seek out the 
teacher that they need for such advanced training in the total power of nin
jursu. 

For the purposes of information only, it is possible to grasp a small ex
perience of the nin-po mikkyo jumon through the vocalization of two 
primary sounds, one blending into the other. Open your mouth and throat 
as wide as you can, creating the sensation of a yawn. Tightening your 
stomach slowly, breathe out through your mouth while producing a full-
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throated sighing sound from deep within your body. It should sound like a 
breathy, resonant "ahh." Continue the sound and bring your lips 
together, stretching them over your parted teeth to dose your mouth while 
maintaining your jaws in open position. The tone should now be a buzz
ing, vibrant "mmm." Continue the original sound and bring your teeth 
together firmly, compacting your tongue against the inside surfaces of 
your clenched teeth. The tone should now be a level, vibrating "nnn." 
Allow the sound to die away slowly as you expel the last of your breath. 

This series of sound groupings blended into one continuous "word" is 
considered to be the ultimate universal mantra. The majority of the ninja 
jumon vows begin with this sound, much in the fashion of the universal 
"ahh-mcnn" that ends the hymns and chants of the Christian faith. When 
voiced repeatedly in syncronization with a large group of other people in a 
cool, darkened room (to reduce sensual distractions), the "ahh-ohh-mmm
nnn" mantra blends the personal breathing rhythms, voice qualities, and 
spiritual intensities of each individual. When practiced with people who 
are thoroughly enjoying themselves while not taking themselves overly 
seriously, the re~ultant effect can be quite awesome. 

(Front) (Back) 

Shuji 

Shuji written characters, visual symbols 
of the power of the various levels of vi· 
bratory energy, inscribed on the walking 
staffs of yamabusfli mountain warrior 
priests. The five characters (sounds) 
["ah, vah, rah, hah, khah''l on one side 
represent the earth, water, fire, wind, 
and void of the matrix realm material 
world. The single seed sound ('·vahmm'') 
on the opposite side is the symbol of the 
pure knowledge of the diamond realm. 
The construction of the staff attests to 
the ninja's belief that the two realms are 
mere reflections of each other. 
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The third area of knowledge required for mastery of nin-po mikkyo's 
sanmitsu three secrets of power is the body's incorporation in the task of 
crearing a reality from the intention formulated by the will and expressed 
through the voice as a vow. The kuji-in finger entwining hand ''seals" of 
ninjutsu stem from the mudra hand postures of Indian, Tibetan, and 
Chinese esoteric lore, and represent the channeling of subtle energies, the 
transmitting of lessons in wisdom, and the affording of psychic protection 
to self and others. 

In the electrochemical makeup of the human body, a collection of elec
tropolar channels (meridians) run through the tissues of rhe body. The 
hands and feet are thought to contain the sensitive ends and turn-around 
points of the channels. ~injursu's kuji-in (nine-syllable mudras) and their 

Left Hand 

Taizokai (material ·,'1/ond) 

Moon 

Temporal reality 

Inner 

Worlcly be1ngs 

Heal1ng 

In 

Arresting the acrive mind 
Receiving 

Negative(-) 

Little Finger Ring Finger 

Earth Wa:er 

Physical body . Emot1ons 
Rocks I Plants 

i 

Stability Aaaptab1lity 

Chi Sui 

Jt -?K. 

Right Hand 

Kongokai (pure wisdom) 

Sun 
Ultima:e actuality 

Outer 

Goos 

Power 

Yo 
Realization of pure knowledge 

Pro,ecting 

Positive (-) 

Middle Finger Pointer Thumb 

Fire Wind Voic 

lntedect ' Wisdom Communication 
Animals 

i 
Ma•1ki11d Sub-atom1c 

::>articles 
Aggression 1 Benevolence Creativity 

Ka Fu Ku 

k_ )f1. ?~ 
J--
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variations comprise a power generating system based on a balancing out or 
directing of energy through the hands. In this system, each hand and finger 
symbolize a specific attribute of the body's makeup. Different energies of 
the personality arc represented by element and structure codes. Concentra
tion and stress on the various energies could result in an alternation of the 
body's mood, bearing, and predominant capability at any given moment. 

Nin-po mik kyo's kuji gosh in ho-nine syllable method of protection
is one of several mudra, mantra, an andala combinations perfected by 
the ninja for increased sensitivity to t workings of all around him. Ef
fected before going into action or ente ing a threatening place, the nine 
hand poses and syllables work to sharpe the ninj~s senses as a means for 
increasing the likelihood of success. E ch of the ·ne hand poses, when 
used separately, has its own unique rna tra sentence nd mind selling pro-
cedure, which are not included in this volume. '; 

It should be noted that the physical xamplcs of the hand positions that 
follow are provided as illustrations on '. They are by no means complete 
lessons in themselves. Merely folding th fingers and making a sound with 
the voice will not produce any recogni ble effect on the personality. 
Anyone wishing to develop a control over t ubtle energies of the body 
must devote a considerable amount of study and c enrration to build up \--
skill in the kuji-in process. The crucial mind setting an breathing routines 
have not been included here, as they must be guided per nally by a com-
petent teacher of ninjutsu. This series of hand positio . and vows is 
presented here for its information value only. 

"Rin, pyo, toh, sha, kai, jin, rets', sai, zen,'' is the jumon vo~ hat ac
companies the weaving of the fingers for each of the nine steps, or levels 
of power." Each of the syllables has its own hand pose, which in turn has 
its own jumon cham or vow that calls upon a particular personification of 
some cosmic aspect or diety for assistance in directing power. In effect, the / 
ninja selects a goal of emulation and then becomes that goal in thought, 
word, and deed, by attuning his or her body, voice, and mental imagery 
with the desired outcome. The entire personality then takes on the feel that 
the goal ha~ already been accomplished, and is merely awaiting the proper 
time to physically manifest itself. 
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Rin 
Dokko-in (sign of the vajra Tibetan thunderbolt) 

The physical imitation of the mikkyo doklco or kongo "diamond thunderbolt" which 
represents the awesome power of wisdom and pure knowledge as it smashes 
through crudeness and ignorance, the dokko-in is used to inspire the strength for 
overcoming physical and mental trials, and for prevailing over all that would crush 
the ninja. 

Pyo 
Oaikongo-in (sign of the great diamo'ld) 

The physical imitation ot the diamond. symbol of the power of knowledge which 
transcends the worldly limitations. the daikongo-in is used to inspire personal 
power through the channeling of energy to the appropriate area of consciousness 
for the purpose at hand. 

Toh 
Sotoiishi·in (sign of the outer ;jon) 

The lion has merely to roar, and all other animals surrender to 11im. This hand tying 
signifies the successful surrendering to ti'le lion outside of us, or attaining what we 
need while going along with whatever con 4ronts us. By corr.1ng into attur:ernent 
with the forces of fate. the ninja can develop the lci-ai to foresee and go along with 
the scheme of totality. The sotojishi-ill is used to inspire the insight for traveling 
with the process of the universe. 
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Sha 
Uchijishi·in (sign of the inner lion) 

The internal workings of our bodies are symbolized by the lion within. Our health 
can provide us with enormous power or can destroy all chances for accomplish
ment in this lifetime. The uchijishi-in, along with the proper jumon vow. is used to 
generate the energy for healing sell and others. and to promote healthy surround· 
ings. 

Kai 
Gebakuken-in (sign of the outer bonds tisl) 

The passions that bind us to illusions prevent us from receiving all that our con· 
sciousness is capable of taking in. The gebakuken·in represents the ninja working 
toward the attributes of the god by letting go of the bonds, and is used to inspire af'\ 
expanded awareness that will allow the ninja to feel the approach of a premonition 
of danger. 

Jin 
Naibakuken-in (sign of the inner bonds fist) 

The mind's insistence on limiting its Intake to physical sense data must be over
come before the ninja can employ the full powers of enlightenment. The 
naibakuken·in represents the ninja relying on the cosmic consciousness of the god 
by accepting the reality of intuition, and is used to attune the awareness towards 
knowi11g the lhoughts of others and projecting thoughls to others. 
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Retsu 
Chiken-in (sign of the wisdom fist) 

Mankind in the material world, represented by the upraised left index finger, is total· 
ly surrounded by the power and protection of the actuality of pure knowledge, repre
sented by the right hand. The two hands together represent the oneness of the 
taizokai material realm and the kongokai spiritual realm. and the oneness of the in· 
dividual soul and cosmic soul. The chiken-in figuratively frees the ninja from the 
limits of time and space. and is used to assist the ninja in locusing on distant 
places and other times as sources of knowledge for application In the present time 
and place. 

Zai 
Nichirin·in (sign of the ring of the sun) 

The body of flame is triangular, and the triangle symbolizes the fire which must 
destroy all that is impure and stands in the way of sammaji, or the elevating of the 
mind beyond material reality to a plane where it is one with the unity of the 
universe. The nichirin-in is used to transport the ninja to a point of oneness with the 
source of all manifestation in the universe, where directions and physicai forms of 
matter can be altered and controlled through the power of the will alone. 

Zen 
Ongyo·in (sign of the concealed form) 

The ninja's power and perspec tive In life comes from an enlightenment that can be 
resented and scoffed at by lesser souls lacking enlightenment. Therefore a part of 
that enlightenment is a knowledge of the ways to become invisible. Along with the 
proper jumon recitation and mind set, the ongyo-in is used to obtain the protection 
o f cosmic forces in order to become invisible to all lowly. resentful. and evil people. 
and to vanish in the lace of disaster. 
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