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This year has also brought great change to the structure 
of our lives and to Global Tea Hut. Of course, the clos-
ing of the Center was huge, but in the end we couldn’t 
have hosted any courses last year anyway. After the Center 
closed, so many of our friends showed up with tea, saying 
“We don’t have money to help, but here is some tea.” Other 
friends suggested other ways to help, offering many forms 
of collaboration. The result was a rapidly expanding online 
tea store, filled with a ton of amazing teas. We have always 
had some teas up to help raise money for Light Meets Life, 
but we also felt that we should have some distance from 
the tea market as we are also an educational organization (a 
school and a magazine). This is why we also do not allow 
advertisements in the magazine. We had no plans to create 
more business, but the challenging times and generosity of 
the Taiwanese tea community together made that happen 
almost overnight, and it has actually been great. Without 
courses, sending out boxes with thank-you notes and all 
and knowing that we are providing much-needed, good 
quality tea to Chajin around the world has been our only 
means of service this last year. It has also created financial 
clarity and abundance for us, which is important as well.

This month we return once again to Yixing, a favorite 
topic of all Chajin. There is always more to learn when it 
comes to the rich centuries of history, culture, art and spirit 
surrounding this majestic city—home to one of the highest 
percentages of artisans per capita even today! Yixing is a ro-
mance all tea lovers should have. If you are already in love, 
may we deepen your passion, and if you have yet to fall in 
love with Yixing, let us introduce you to destiny…

I n April, the weather in Taiwan is almost perfect. 
Spring is in full bloom and everything is blossoming. 
Spring is the season of the wood element, representing 
growth and expansion, opening and learning. Gener-

ally, we want to nourish this process with watery teas like 
green teas, light oolong, and for us, especially young sheng. 
Sometimes, however, you may want to prevent overgrowth, 
which means metal teas will be helpful, especially at the 
start of the spring season. Metal teas are drying. White tea 
and aged oolong are great for this, especially the latter if it 
started out as traditionally-processed oolong (fire) and then 
was aged to dry it out (metal). Some traditionally-processed 
oolongs sit between fire and metal and can also be used. We 
favor concubine tea for this time of year and will have a nice 
one up on the website soon. Also, we find that sheng that is 
not super fresh but also not aged is a nice balance of metal 
and water. Sheng puerh tends to go through five-to-seven-
year cycles, with dramatic shifts at these stages. When it is 
fresh it is much waterier, but after a few years (before the 
first shift), there is a nice balance of metal and water that 
is great for the spring. As I have mentioned before, we also 
like to taste previous years’ sheng teas before tasting samples 
and ordering this year’s tea. 

Learning to use the challenges we face in life as either 
the breakdown of the old or the fertilizer for the growth of 
the new is one of the key attitudes of Zen. This time of col-
lective adversity has offered us all this opportunity to shed 
attitudes, habits and opinions that don’t support love, con-
nection and our growth and happiness. We may also use the 
remnants of these old ways to fertilize the new by learning 
from them and absorbing the lessons into our new forms. 
May we all rise from the ashes of these tough times stronger, 
brighter and with a greater appreciation of all the ways we 
come together and find each other in our own hearts.

Obviously, last year meant no travel, no Annual Trip, 
which meant no courses or retreats. Never in my life would 
I have planned online tea courses. I may have scoffed that 
it would be impossible. But it has created so many posi-
tive connections and allowed tea ceremony to reach more 
homes and people, and just when some of them needed it 
most. The Boiled Tea and Incense courses were so much 
fun to make. I really enjoyed the whole process. We are so 
excited also to share some incense and incense wares with 
all of you on the website. I hope your days and nights are 
fragrant! We will continue the courses this year. Next up is 
a Seven Genres of Tea course, which will be a deep dive into 
the history, processing, geography and Five Element theory 
of each of the types of tea, providing you with some great 
maps for exploring the world of tea with more confidence. I 
plan to weave in science, production, environmental issues, 
brewing and energetic theories as well. It should be great. 
Stay tuned for the release!

From the editor
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This month, we recommend reading or reread-
ing the epic September 2017 Extended Edition all 
about Yixing teaware. It is one of the largest En-
glish publications on the topic and goes into great 
depth on most every topic related to the glorious 
teaware from this ancient city. There are also is-
sues on famous potters as well.

–Further Reading–

Wu De
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ver the course of this month, we are returning to 
what we hope will be an annual event, visiting 
one of the best farms in Taiwan to share some of 

the best Taiwanese oolong there is: the marvelous oolong 
teas from Li Shan processed by Master Tsai Wei Xun (蔡
維勳). We already shared Nostalgia in September 2016, 
when we first introduced Master Tsai, and then we shared 
a spring 2019 tea, Harmony, with the March 2020 issue. 
We also have the teas The Old Way and Melody on our 
website for sale, which are older versions of the same teas 
from the same farm. Continuing with the musical nam-
ing, we present this spring 2020 Li Shan oolong called 
“Chorus.” Let’s review some of the details of this amazing 
tea:

Chorus is a traditionally-processed oolong from Li 
Shan (梨山), “Pear Mountain,” in Taiwan. All tea is its 
environment. As Wu De often says, “the leaf is the tree’s 
expression of its relationship with its environment.” A 
healthy environment is a requirement of fine tea, in other 
words. Grown at almost 2,000 meters above sea level, this 
beautiful garden is a great place for tea. Our Tea of the 
Month comes from a small, artisanal and organic farm 
full of rich minerals, daily mists and plenty of rain. There 
is a nice biodiversity there with plenty of undergrowth, 
flowers, insects and wildlife. The altitude also affects the 
tea, creating a strong uplifting energy and beautiful aro-
ma. This tea is made from Qing Xin (青心), or “Gentle 
Heart” varietal trees, which thrive at this altitude.

Nowadays, a lot of Taiwanese oolong is lightly- 
oxidized. This shift began in the late 1970s as the tea in-
dustry boomed in Taiwan. Traditional oolong is diffi-
cult to process and can take decades to master. It is also 
more difficult to brew traditionally-processed oolong. 
The amount of tea used and other aspects of the brew-
ing method can drastically change the resulting cup, in 
other words. As demand increased, the industry shifted 
more towards green tea, which is much easier to produce 
and brew. Basically, traditional processing refers to an 

oxidation level of 40–70% and a heavier roast. Tradition-
al processing also requires more skill but is often more 
rewarding when it is done well. We are not opposed to 
lightly-oxidized oolongs. They can be magnificent—flo-
ral, delicate and delicious—but they are rarely as satisfy-
ing as their darker, traditionally-processed counterparts, 
which are deeper, more full-bodied, more patient (mean-
ing more steepings) and with stronger Qi.

Our Tea of the Month was masterfully processed and 
charcoal-roasted in the traditional way. All of Master 
Tsai’s teas sit for several months, allowing the roast to 
cool down and creating a full-bodied and complex aroma 
and flavor, without any trace of the roast itself. The ideal 
roast does not leave any roasted or burnt flavor, but rather 
brings out the potential of the tea. The quality of oolong 
tea is as much in the processing as it is in the raw material 
(terroir and season). 

Like Harmony and Melody, Chorus is gorgeous. It is 
a masterpiece of a Taiwanese oolong made from won-
derful tea and crafted so well. Each cup is transcendently 
complex, pulling you in as layer upon layer of fragrance 
and aroma carry you away. All of the teas from this farm, 
processed with such passion, are amongst our all-time fa-
vorite teas. And it is only due to the kindness of an anon-
ymous donor that we are able to afford to send out such a 
magnificent tea to drink together. 

Like Harmony and Melody, this tea will also be avail-
able for sale on our website. Long-term members will 
perhaps remember Harmony and therefore be interest-
ed to taste the subtle differences between years. If you 
weren’t around in March of 2020, pick up some Harmo-
ny and Melody on the site as well (we now offer samples 
of all teas). This is a great chance to taste the differences 
in weather in each of these years as well as the ways that 
Master Tsai adapted his processing to suit the year. Fur-
thermore, you can also taste the effects that a bit of aging 
has had on the older teas, culminating in the fifteen years 
of Melody. 
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Brewing Tips
沖泡技巧 完成好茶

This month, we are drinking a glorious oolong tea. While you can put a 
few balls of this tea right in a bowl and produce an amazing experience, oolong 
tea and gongfu tea were born and raised together, so getting the most out of this tea 
is all about brewing it gongfu. If you don’t know how to brew gongfu or don’t have the 
right teaware, then be satisfied with leaves in a bowl. Brewing ball-shaped oolong in that 
way does offer a benefit in one of the senses: sight! The tea might not taste or smell as great as 
it can with gongfu, but you will have the great pleasure of watching the balls expand and slowly 
unfurl into very beautiful leaves. And that is something. 

For this issue, we would like to discuss cups for gongfu tea. The cup plays a very important 
role in our appreciation of fine tea. It is the last stage before the tea reaches our mouth and nose 
and is therefore the conductor of the tea liquor to our bodies. For that reason, the choice of cup is 
paramount. As with all things gongfu, experimentation is essential. It is always a good idea to culti-
vate a spirit of experimentation rather than brewing this way or that because we saw someone else do 
it that way or our teacher said so. We must cultivate our own experiential understanding and wisdom. 
Therefore, take our suggestions as invitations to experiment, not laws. When it comes to cups, there 
are three main factors to keep in mind (and many small factors we can talk about in another issue): the 
shape, the material and the age.

The shape is perhaps the most important factor in choosing a cup. Just as with any beverage, the 
shape of the cup will impact the aroma greatly. A lot of what we taste in tea is actually aromatics, though 
flavor and aroma are very intertwined in us. Tea has a lot of aromatic oils, and we want a cup that conveys 
all that information, both in the drinking and in smelling the empty cup after we are finished with the 
tea. Make sure you take the time to try smelling the empty cup, as there is a lot of pleasure and energy 
there, especially with oolong tea. When it comes to size, different teas can be great in differently sized 
cups—oolong and other fragrant teas are better taken in little sips from smaller cups and puerh is better 
in larger sips from bigger cups. We have found that the best shape is a tulip. We want a very narrow 
flare—a closed rather than open design—with a flared rim that is ideally slightly round for smooth con-
nection to the lips. The tulip shape carries aroma incredibly in our experience.

Cups come in as many materials as they do shapes. Through lots of experiments, we have found that 
nothing compares to good quality porcelain, which allows us to enjoy the color of the tea liquor as well 
as the flavors and aromas. Porcelain is smooth on the lips, holds temperature enough and the glaze does 
wonders for aroma, much like glass does for other beverages. We definitely recommend experimenting 
with porcelain alongside other materials.

Finally, age can also influence tea in many different ways. Antique cups are powerful. This factor 
also relates to the previous two factors and many more. There is more to an old cup than its age and 
the many cups of tea it has made, though that matters. Wood-firing, different materials, a very differ-
ent craft and other lost skills also influence tea. Note that many antique teacups were originally wine 
cups, though they may have been used for tea for a long time. We have found that Yuan (1270–
1368) and early Ming Dynasty (1368–1644) are the best, followed by great Qing (1644–1911) 
cups. If you haven’t ever experimented with an antique cup, it really is worth a try!

Gongfu Leaves in a Bowl

Water: spring water or best bottled
Fire: coals, infrared or gas
Heat: high heat, fish-eye, 95°C
Brewing Methods: gongfu or 
leaves in a bowl (gongfu is ideal)
Steeping: long steeping, then 2–3 flashes,
then start growing longer
Patience: 20–25 steepings (gongfu)

Try using different types 
of cups with the same tea. Use 
different shapes, sizes and 
materials, and if you can, 
also add an antique cup 
to experience the dif-
ference age brings. Sip 
around and taste!

Tea of  the Month







宜興介紹ntroductionI
Huang Chien Liang (黃健亮) is one of the world’s most informed and brilliant Yixing scholars. He is also a dear friend 
and tea brother. He has written too many books and articles to count, and we have also had the good fortune to attend 
several of his lectures, which always illuminate new areas of the vast world of Yixing that we have never explored, or at least 
show us that they are deeper than we thought. We are so honored once again to fill our pages with his work. Help us raise 
a cup. We would like to thank him for all that he has given to the tea world and wish him a thousand more cups. May his 
brush never run dry! 

In this issue, we have translated one of Mr. Huang’s seminal works, which allows for a rather detailed survey of the global 
history of Yixingware through the lens of the Yixing market. Normally, we don’t find the “tea market” all that interesting, 
and long-time readers will know this is definitely not a trade rag. However, understanding the trade of tea or in this case 
teaware in the past is a very valuable way to explore the history of tea culture, as we can use archaeology, records and even 
sunken ships to look through the window of time at the way at the way tea and teapots were used around the world over 
time, perhaps seeing some of what we do reflected back at us in the same glass. 

A few notes that we would like to remind you of before we start traveling through time and space, following the pur-
ple-sand trails around the world: 

First, there is a bit of confusion that can occur in Chinese or English when it comes to the study of Yixingware 
because the Chinese word “zisha (紫砂)” is used interchangeably to refer to all the teaware from Yixing and also, 
more specifically, to refer to one of the three families of clay used to make Yixingware. Remember, Yixingware is 
crafted from ore, as opposed to clay like most ceramics. The ore comes from deep within the Earth (at least 800 
meters below sea level) and is then weathered, ground and processed into clay bricks. (All of that is covered in the 
September 2017 issue.) There are three large families of clay, each one filled with dozens of sub-types of clay: zisha, 
or “purple-sand,” hongni (紅泥), or “red clay,” and duanni (段泥), which literally means “segmented clay” as it is 
the yellowish-gray-green clay from between the usual sedimentary layers, which are purple/brown or red. The most 
famous and most popular of these families has always been zisha, and so over time all the families—all the clay—from 
Yixing came to be known as “Zisha,” even if it was red or yellow. Throughout our magazine we differentiate these two 
for you by using a capital “Z” and no italics to refer to all Yixingware and a small “z” with italics whenever the purple 
clay, also called “zini (紫泥),” is intended.

Another thing to remember is that Chinese masters traditionally did not seek and sometimes even shunned recog-
nition, so provenance was not the commodity it is in the West. Masters in Asia were “unknown craftsman.” They 
believed, like Michaelangelo, that the piece—not the artist—should say “I am.” They sought to create timeless works 
of art that weren’t forced into a unique shapes just so the artist could stand out from his/her peers, but rather pieces 
that shone brightly and stood on their own intrinsic merits. This was all the more true for crafts: art that is meant to 
be used. For that reason, most antique teapots were not signed. The maker would include poetry, the location (i.e., 
“Yixing”) or, more commonly, the name of a past master, honoring the tradition of teapot makers that had handed 
down the very same skills the present masters use to craft their masterpieces. The three most famous of these are Shi 
Da Bin (時大彬), Man Sheng (曼生) and most of all Hui Meng Chen (惠孟臣), who was credited as the maker of 
the first small teapots. Over time, makers and tea lovers throughout China and beyond came to refer to Yixing pots 
as “Da Bin” or, more often, as “Meng Chen”—especially since so many pots that they saw and used were replicas of 
these masters’ works. There is a lot to learn from this, and many deep tea lessons.

We hope you enjoy this trip through time and around the world. It is a survey, so each of the areas, topics and ideas 
explored are covered generally and only highlight the important points. Each section of this article could be expanded into 
a book, as Mr. Huang reminded us. However, this detailed survey is a very worthy beginning and can serve as a wonderful 
context for a deeper understanding of the history of Yixingware, which is, of course, star-crossed with our beloved Leaf.

茶

茶
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I n the grand age of sea voyages, 
when mighty ships rode the bil-
lowing waves across oceans, China 

was once the center of the world. Fol-
lowing the flow of economic resources 
and the surging rise of both Eastern 
and Western cultures, Yixing teapots 
officially left the shores of China, set-
ting out to explore the world and leav-
ing traces wherever they went.

If we survey all the Yixing pot-
tery wares discovered throughout the 
world, either handed down through 
the ages or unearthed by archaeolo-
gists, it seems that there are a few types 
of Yixing Zisha (purple-sand clay) tea-
pots that deserve further exploration 
and classification. The point that these 
pots all have in common is that they 
were all commercial ceramics exported 
from their place of origin in Yixing to 
various destinations both within and 
outside of China, as part of trade ac-
tivities during the Ming (1368–1644) 
and Qing (1644–1911) dynasties. In 
terms of geographical spread, Yixing 
teapots have mainly left their traces 
throughout Asia and Europe. 

As China began to gently push 
open its front door, Europe was swept 

by a trend for all things Chinese in 
flavor. This craze drove the popularity 
of tea, which in turn drove the pop-
ularity of ceramic teapots, and thus 
Yixing teapots rode this current into 
the European market. Unfortunately, 
the innate suitability of Yixing pots for 
tea was not displayed to its best advan-
tage in Europe: Yixing clay has miner-
al, aerating and many other properties 
much commended by the Chinese but 
not evident when met with the Brit-
ish custom of adding milk and sugar 
to the tea. Fortunately, though, Yix-
ing pots were bursting with decorative 
Chinese-style patterns, securing them 
a spot in cabinets all over Europe. 
Meanwhile, European imitations of 
Chinese Yixing pots were also enjoying 
some success...

The purple-sand clay pots exported 
from Yixing had an influence on three  
regions of Asia. One was the coastal 
region of Fujian and Guangdong prov-
inces, the birthplace of gongfu tea; 
this area was part of the domestic Chi-
nese trade market. Of the other two, 
one was the overseas Chinese market 
in Southeast Asia, where gongfu tea 
drinking was also part of the local cul-

ture; the other was the Japanese sencha 
tea market, which had been influenced 
by Chinese tea culture for a long time. 
The latter two both belong to the in-
ternational trade market but differ 
quite significantly from each other.

The background of each of these 
trade avenues was made up of many 
different cultural factors, which are 
worthy of further exploration. Using 
the two major regions of Europe and 
Asia as our stage, this article will give 
a broad overview of the influence of 
the commercial Yixing teapots of the 
Ming and Qing dynasties through the 
lens of tea culture. By examining his-
torical records and physical artifacts, 
we will explore the influence of these 
Yixing pots on various countries and 
territories around the world, as well 
as the imitation Yixing pots that were 
manufactured in some of these places. 
Since this is but a shallow dive into a 
deep topic, I am sure there are areas 
that warrant more detail, and I wel-
come our expert readers to comment 
on these. There is enough in each of 
these fields to warrant an in-depth ar-
ticle or even a book discussing these 
matters more deeply. 

Forward  前提

Yixing TeawareYixing Teaware
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A s we know, in the three 
centuries beginning from 
the late 16th century, Chi-

nese silk, lacquerware, ceramics and 
tea attracted widespread attention 
throughout Europe. If we look at this 
from a perspective of cultural history, 
of all the products shipped westward to 
Europe, silk and ceramics in particular 
had a profound influence on the aes-
thetic sensibilities and lifestyle tastes 
of the European people; tea, however, 
played an even more extensive role in 
changing people’s eating and drinking 
customs. In the year 1610, the Dutch 
East India Company imported the 
first shipment of Japanese green tea 
into Western Europe via the island 
of Java in Indonesia, and the custom 
of drinking tea gradually spread from 
the Netherlands to France, Germany 
and England. Of the teas imported at 
the time, Wuyi, Songluo and Tunxi 
garnered the most attention. England 
became home to the most flourish-
ing tea culture in Europe. In Septem-
ber of 1658, 140 pounds of tea were 
imported into England, with tea prices 
at the time reaching 100 shillings per 
pound. In 1664, Captain Prowde 

of the British East India Company 
returned from Banten in Java and pre-
sented 2 pounds 2 ounces of tea, which 
he had purchased for 4 pounds and 5 
shillings, as a gift to King Charles II 
and his queen, Catherine of Braganza 
(a Portuguese princess who became 
known as the “tea-drinking queen”). 
This made a big splash in the royal 
court, and tea quickly became popular 
in the upper echelons of British soci-
ety, eventually also making its way into 
the lives of ordinary people. Several 
other European countries also began 
importing tea. 

In 1689, the British East India 
Company imported its first shipment 
of tea into England from Xiamen via 
Java, thus beginning the direct tea 
trade between China and England. En-
gland then went one step further and 
passed laws forbidding the import of 
tea via the Netherlands, thus granting 
the British East India Company (also 
known as John Company) a monopoly 
on tea trading. The profit to be made 
off transporting tea leaf was astound-
ing; from 1700 onwards, the East India 
Company imported 300,000 pounds 
of tea to England every year, receiving 

20–50% of the profits. In 1702, the 
East India Company imported an en-
tire ship full of tea directly from Chi-
na, making an enormous profit.

Scholars have summarized the entry 
of tea into British society by dividing it 
into three stages. In terms of its value 
as a product, tea evolved from a medi-
cine to a luxury product and then into 
an everyday beverage accompanied by 
food. Similarly, it went through three 
stages in terms of the social class of its 
consumers: in the early days, tea was 
only consumed by the upper classes 
before being adopted by middle class 
and then ordinary working-class peo-
ple. In 1657, Thomas Garway, the 
owner of a London café that sold tea, 
published an advertisement listing 
fourteen medicinal benefits that were 
essential requirements of tea. This il-
lustrates European images of tea at the 
time: a mystical health tonic, exotic 
and costly, that could cure a multitude 
of ailments. The early 18th century 
marked the reign of Queen Anne from 
1702–1714; she was a veritable tea lov-
er under whose influence tea became 
a national drink, praised as “excel-
lent, and by all physicians approved,”  

Europe

1

2

3
1. Red clay pot by famous 
Dutch potter Ary de Milde 
and its seal. From the collec-
tion of the Taipei Chengyang 
Arts and Culture Foundation. 
Doesn’t it look real?

2. Staffordshire Red Teapot, 
England, 1760–1765. From 
the collection of the Taipei 
Chengyang Arts and Culture 
Foundation. What differenc-
es do you notice in this pot? 
What can you see in the crafts-
manship?

3. Yixing Kiln Pine, Bamboo 
and Plum Blossom Patterned 
Duomu Pot. From the collec-
tion of the Taipei Chengyang 
Arts and Culture Foundation.

Yixing TeawareYixing Teaware



and developed into an essential every-
day commodity for the British people. 
With rapidly falling tea prices and the 
appeal of its preventative and cura-
tive health benefits, the tea trade grew 
quickly. Fully oxidized red tea, with its 
ease of storage, rich flavor and ability 
to last through several steepings, began 
to replace the green tea that original-
ly enjoyed greater popularity (unox-
idized green tea has a milder flavor 
and is more particular when it comes 
to storage environment, which means 
it was less suited to being transported 
on long sea voyages for overseas sale). 
The volume of imported tea leaf rose 
to 46,400 piculs in 1776 and reached 
235,800 piculs in 1833, representing 
a fourfold increase in the space of half 
a century. The annual profit margin 
on tea ranged from 26% to 43%, and 
tea taxes comprised 10% of the British 
government’s total tax revenue—and 
these figures do not include smuggled 
tea, of which there was a considerable 
volume. In 1874, British Prime Min-
ister William Pitt estimated that two-
thirds of British citizens consumed 
three pounds of tea per year. A docu-
ment dating to the Qing Daoguang era 

(1829–1850) titled “Memorial to the 
Emperor from Wei Yuanyu, Governor 
of Liangjiang and Inspector-General 
of Jiangsu Province on the Changing 
Circumstances of Customs Inspection 
of Outbound Tea Boats” contains the 
following record: “Tea is an essential 
beverage to the Western foreigners 
for everyday consumption and the 
curing of ailments. England has the 
highest sales of tea.” According to an-
other historical source, “In 1828, the 
West is said to have used about seventy 
million pounds [of tea], the whole of 
which came from China.” This high 
demand for Chinese tea prompted 
British-occupied India to introduce 
Chinese tea plants in 1835–1836 on 
the recommendation of the Scientific 
Commission in India, a decision that 
would forever change the global histo-
ry of tea.

F. St. G. Spendlove once wrote that 
“the stonewares of I-hsing [Yixing] are 
a type of Chinese pottery of which a 
few have had a profound influence 
in Europe.” From today’s perspective, 
this influence may not have been very 
long-lasting, but it certainly existed. 
The Netherlands, another great sea-

faring power, clearly displayed a much 
greater interest in Yixingware than En-
gland. Records from the Dutch East 
India Company show that in 1679, 
seven trunks of red zhuni clay tea-
pots were shipped from Zhangzhou to 
Batavia, the capital of the Dutch East 
Indies and another 320 figured red 
teapots were shipped there from Ma-
cau. On top of this, in 1680 a total of 
1,635 teapots were transported to Am-
sterdam; Dutch scholar T. Volker the-
orized that these were likely produced 
in Yixing. As for the British East India 
Company, records show that in 1699, 
82 red zhuni teapots were transported 
to London aboard the Nassau; in 1703, 
a shipment of 1,078 red clay cups ar-
rived aboard the Northumberland. Ac-
cording to data from the Dutch East 
India Company, in the eighty years 
following the company’s founding in 
1602, Dutch trading ships transport-
ed more than sixteen million Chinese 
ceramic pieces to Europe. Compared 
to such vast quantities, the number of 
Yixing pottery pieces imported into 
Europe was minuscule, representing 
only a fraction of the many types of 
Chinese ceramics in Europe.
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4-1. A photo taken in 1935 that 
shows the amazing artifact dis-
play room at Favourite Castle in 
Germany.

4-2. The huge and heavy Yixing 
pots in the Favourite Castle col-
lection.

5. Yixing Kiln Zisha Hoop- 
Handled Pot with Inlaid Silver 
Decorations, found aboard the 
Götheborg. From the collection 
of the Taipei Chengyang Arts 
and Culture Foundation.
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According to Donald Rabiner, au-
thor of Yixing and the West, the im-
port of Yixingware into Europe was 
mainly driven by “the large quantities 
of tea that the various countries’ East 
India Companies were transporting to 
Europe.” In my opinion, behind this 
seemingly very logical reason, there are 
also deeper motivations that we can 
explore by looking into the cultural 
backgrounds of the importing and ex-
porting countries. In terms of the im-
porting countries, there was of course 
the craze for Chinoiserie that was 
sweeping Europe at the time; any ob-
ject that came from the mysterious land 
of China seemed to hold an irresistible 
charm. In the words of famous sinolo-
gist Jonathan D. Spence in summary 
of European attitudes toward China at 
that time, “the West was enchanted by 
China.” Lasting several centuries, this 
craze for Chinoiserie set in motion a 
trend for conspicuous consumption, 
which was undoubtedly the real driv-
ing force behind the way that all things 
Chinese in style took Europe by storm. 
So in short, the craze for Chinoiserie 
drove the import of tea, and the tea 
drove the import of ceramic teapots, so 
it was riding this current that Yixing 
teapots eventually arrived in Europe.

As for the exporting country, be-
cause of the European fashion for all 
things Chinese, the tea-drinking meth-
ods of the late Ming and early Qing 
were naturally emulated by people 
in foreign countries. Looking at all 
teaware and not just Yixingware, Ming 
Dynasty tea implements were simpler 
in style than their counterparts from 
previous dynasties, and the main fo-
cus was on vessels for boiling tea, as 
described by Wen Zhenheng (1585–
1645) in Superfluous Things: “the boil-
ing method... is an exceptionally sim-
ple and convenient way to make tea. 
It has its own natural charm; it could 
even be said to fully bring out the 
natural flavor of the tea.” Scholar Wu 
Zhihe summarizes the historical signif-
icance of Ming teaware culture as fol-
lows: “On one hand, the purple-black 
Jian ware cups fell from favor and were 
replaced by the porcelain cups of the 
current era, which are prized for their 
small size and white color. On the oth-
er hand, the Su-style porcelain pots 
that were fashionable at the time re-
mained popular alongside the Yi-style 
sand-clay pots that emerged later.” In 

the end, Yixing pots emerged as a new 
and innovative form, giving rise to a 
new tea drinking tradition and becom-
ing mainstream in the centuries that 
followed. 

The most important innovation in 
teaware in the late Ming Dynasty was 
the emergence of small teapots. This 
also sparked massive development in 
the white porcelain and blue-patterned 
(Qinghua) porcelain ware from Jing-
dezhen in Jiangxi province, as well as 
the purple-sand clay ware from Yixing 
in Jiangsu, ushering in a new era for 
these ceramic styles. Of these, the pur-
ple-sand clay (Zisha) teapots of Yixing 
were particularly valued by the people 
of the Ming Dynasty for their ability 
to “bring out the true color, fragrance 
and flavor of tea.” In his Yangxian Tea-
pot Series, Zhou Gaoqi (1592–1645) 
wrote, “in the Ming Dynasty, tea was 
no longer ground up and made into 
balls or cakes with fragrant additives; 
this was a great improvement over the 
tea of the past. Over the last hundred 
years, teapots made from silver, tin and 
the porcelain of Fujian and Henan 
have been eschewed in favor of Yixing 
pottery; in this sense, the tea drinkers 
of today are also more advanced than 
those of the past.” He also wrote that 
“...[they] have the ability to bring out 
the true color, fragrance and flavor of 
tea... they are top-class and will avoid 
any impression of vulgarity. Those that 
are made by famous masters weigh 
not more than a few taels per pot, yet 
they can fetch twenty taels of gold in 
price; thus it is that clay can rival gold 
in value.” In the Qing Dynasty, Li Yu 
(1611–1680) wrote, “for brewing tea, 
there is nothing more wonderful than 
a sand-clay teapot. Of these teapots, 
none can surpass those made in Yangx-
ian [the former name of Yixing]; this 
is well known, indeed.” He also said, 
“one cannot speak of teapots without 
mentioning Yixing pottery; such a pot 
is essential for evaluating tea.” From 
these excerpts, it is clear that Yixing 
Zisha pots enjoyed a very high status 
in the eyes of the literati of that era. 
Yao Zhiyin, a civil servant who passed 
the highest imperial examinations in 
the 26th reign year of the Qing Kangxi 
Emperor, wrote the following in Se-
lected Texts from the Yuan and Ming 
Dynasties: “The vessels are elegant and 
pure... Tea implements such as kettles 
from Gusu, sand-clay teapots made 

by Shi Da Bin, long-handled tin pots 
from Bianliang [modern-day Kaifeng], 
tea stoves made from mottled bam-
boo, and teacups from the Xuan and 
Cheng kilns are all highly prized by 
today’s scholar-officials; from the Tang 
(618–907) and Song (960–1279) dy-
nasties until today, no other teawares 
have surpassed these in refinement.” 
These opinions of China’s scholars and 
literati were not necessarily familiar to 
the merchants who sold their goods to 
Western countries; however, it’s cer-
tainly true that Yixing pots were popu-
lar among all strata of society. In Chi-
na’s southern coastal regions, which 
acted as a gateway to the world and 
where tea culture was at its pinnacle, 
merchants who were purchasing tea in 
bulk would naturally buy some Chi-
nese ceramic teaware along with it to 
satisfy (or perhaps to guide) European 
society’s interest in Chinese tea-drink-
ing methods. It was this trend that 
brought Yixing pottery to European 
shores.

In fact, once the people of Europe 
had gained a certain amount of fa-
miliarity with this “costly, bitter leaf 
from distant lands,” they began mod-
ifying existing tea-drinking methods, 
a change that would influence the 
destiny of Yixing teapots in Europe. 
Tea, coffee and chocolate, the three 
beverages which came from distant 
lands during the great seafaring age, all 
arrived in Europe more or less in the 
latter half of the 16th century. Interest-
ingly, after arriving in Europe, all three 
of these bitter-tasting foreign drinks 
were prepared in a new way—aside 
from the traditional addition of milk, 
the British also added sugar, which 
was imported in large quantities from 
the Americas. In 1692, French author 
François Massialot wrote the following 
in a section on tea in his book New In-
structions for Jams, Liqueurs and Fruit: 
“The most common method of brew-
ing tea is to use a dedicated teapot to 
boil the water. The amount of water 
should be decided based on how many 
cups of tea you wish to brew. Once the 
water boils, take the pot off the heat 
and add the appropriate amount of tea 
leaf. Replace the lid of the teapot and 
wait ten minutes, then let the tea leaf 
steep in the pot another five minutes. 
The tea leaf will sink to the bottom of 
the tea or coffee pot, and the water will 
become dark in color. Pour the tea into 
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the cups, add half a spoonful of white 
sugar to each, and you may thus drink 
it in the same manner as coffee.” 

Scholars believe that the act of 
adding milk and sugar to mitigate the 
bitterness of the tea had the effect of 
transforming it from a mysterious for-
eign beverage into a dear and familiar 
everyday drink. According to Annie 
Perrier-Robert, this “had a double sig-
nificance in terms of consumer culture; 
in one sense, it was a way of localizing 
tea, and in another sense, it made it 
more practical to drink.” The concept 
of “afternoon tea” that arose in the late 
18th century indicated that tea, in its 
new incarnation, had thoroughly inte-
grated into British society and become 
an essential part of everyday life.  

According to historical records of 
the aforementioned East India Com-
pany, in the 17th century porcelain 
teaware was entering the European 
market in far greater numbers than 
Yixing teapots; porcelain teapots alone 
almost certainly surpassed Yixing pots 
by a large margin. The most likely rea-
son for this is that European aesthet-
ic sensibilities created an irresistible 

attraction to white porcelain teaware; 
European imitations of Chinese por-
celain teaware appeared very early on, 
which was also a factor. In 1672, the 
Dutch pottery-manufacturing city of 
Delft had already begun producing 
clay-colored imitation teaware that ap-
proximated Yixingware. In 1678, one 
workshop in Delft named De Metaale 
Pot (“The Metal Pot”) published an ad-
vertisement in which it proclaimed of 
master ceramic craftsman Lambertus 
Cleffius, “after many years of research, 
his technical skill in the crafting of red 
clay and other clay teapots, whether in 
terms of color, workmanship, sturdi-
ness or ease of use, is no less fine than 
the craftsmanship of ‘Indian teapots’; 
indeed, he has reached the true pinna-
cle of the craft.” In addition, there were 
several other Dutch pottery artisans at 
the time who were famous for their 
imitation Yixing teapots, including 
Ary de Milde and Samuel van Eenhoo-
rn of The Crowned Teapot workshop 
(Figure 1, Chengyang collection), 
as well as Jacobus de Caluwe and D. 
W. F. de Rotte. Their counterparts in 
England included John Dwight and 

brothers John Philip Elers and David 
Elers. In Germany, there were the fa-
mous Johann Friedrich Böttger and 
Ehrenfied Walther von Tschirnhaus. In 
reality, these European imitations were 
not made using either of the two au-
thentic methods used for genuine Yix-
ing pots, namely the “beaten pot body” 
method, where the clay is beaten into 
a flat sheet, then the edges are joined 
to form a cylinder and then shaped 
using a potter’s wheel; or the “inlaid 
pot body” method, where the body 
is formed by joining several clay seg-
ments, for example in hexagonal pots 
(Figure 2, Chengyang collection). In 
addition, the clay used for these imi-
tation pots did not possess the superior 
qualities of Yixing Zisha purple-sand 
clay due to its distinctive “dou-
ble-pore” structure—the imitation 
clay was either too breathable or too 
hard. However, since the British did 
not adhere to the traditional Chinese 
loose-leaf tea-brewing method which 
produces a pure tea liquor, they had 
no way of understanding the ability of 
purple-sand clay to “bring out the true 
color, fragrance and flavor of the tea.”  
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6. Hexagonal Lion-and-Ball Pot found 
aboard the Geldermalsen. Hong Kong 
Flagstaff House Museum of Tea Ware col-
lection.

7-1. Yixing Kiln Xu Shengsan Hexagonal 
Lion-and-Ball Pot. 

7-2. The seal of pot 7. Though made in 
Yixing, this pot has Euopean craftsman-
ship as well.

8. Yixing Kiln Bamboo-Joint Pot. 

9. Yixing Kiln Fancy Bamboo-Joint Pot.

10. Yixing Kiln Bagua Pattern Fancy 
Hexagonal Pot. Notice the amazingly in-
tricate carving all throughout the body. 
All the teapots from numbers 7 through 
10 are from the collection of the Taipei 
Chengyang Arts and Culture Founda-
tion.
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Quite the opposite, in fact: the prac-
tice of adding milk and sugar to the 
tea meant that the porous Yixing clay 
was not only unable to show off its dis-
tinguishing feature, but it was actually 
more difficult to clean than the less 
porous porcelain (Yixing teapots are 
three to six times more absorbent that 
porcelain ones). 

Porcelain teapots, a competitor of 
Yixing teapots in the European mar-
ket, didn’t only come from China; be-
fore the rise of the European ceramics 
industry, there were also some Japanese 
porcelain teapots, small in number but 
finely made and very costly, such as the 
Kakiemon ware pieces in the collection 
of the Groninger Museum, which were 
one of the most expensive types of 
porcelain on the market in their time. 
Although we don’t have specific data 
on the numbers of porcelain teapots 
that were around at the time, Dr. C. 
J. A. Jörg points out that “in 1751, the 
Dutch East India Company alone im-
ported around 495,000 pieces of Chi-
nese porcelain into the Netherlands, 
of which around 200,000 were vessels 
for tea, coffee and chocolate.” Whatev-
er the case, the prevalence of Chinese 
porcelainware and European imita-
tion Yixingware certainly limited the 
growth of Yixing pots on the European 

market. That said, the cultural appeal 
of the Chinese-style patterns that deco-
rated the surface of Yixing pots earned 
them special status as decorative piec-
es (Figure 3, Chengyang collection). 
This is a major reason why most of the 
known examples of commercial Yixing 
pots sold in Europe at that time con-
tain no tea stains from actual use and 
are always covered in complex patterns 
of auspicious Chinese symbols. An 
example of this is the Yixing pottery 
pieces in the 17th century display room 
at Favourite Castle in Germany—the 
vast majority are very large, hefty piec-
es that were clearly made without re-
gard for the original practical function 
of Yixing teapots (Figure 4).

Commercial Yixing 
 Teapots Sold in Europe

In terms of European import chan-
nels for Yixingware, aside from the 
goods officially purchased by the East 
India Company, the rest were likely 
imported by various sea captains and 
sailors running their own private im-
port businesses. At present, there are 
three major sources of Yixingware sold 
in Europe that can provide us with re-

search data: the first group comprises 
the pieces in museums throughout 
Europe, the second is those that were 
excavated from marine archaeological 
digs, while the third comprises those 
pieces that are scattered throughout 
various private collections. The piec-
es that reside in museum collections 
around Europe are of known prov-
enance and the dates on which they 
entered the collections are well known; 
this being the case, below is a basic 
comparison and analysis focusing only 
on the pieces discovered in marine ar-
chaeological digs and some pieces from 
the collection of the Taipei Chengyang 
Arts and Culture Foundation.

Looking at these two sets of pots, 
the commercial Yixing pots that were 
sold in Europe can be roughly divided 
into two main categories in terms of 
shape and style:

1. Purely Native Chinese-Style Teapots
Yixing teapots of this type were im-

ported by individual sailors as part of 
their own small-scale trading enterpris-
es or as souvenirs. As they were bought 
here and there from pottery shops in 
China, they were naturally completely 
Chinese in style. We can discuss a cou-
ple of examples.
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11. Yixing Kiln Plum Blossom Pattern Fancy Round Pot.                              12. Yixing Kiln Buddha’s Hand Pattern Fancy Round Pot. 
13. Yixing Kiln Plum Blossom Pattern Hexagonal Pot.                                                    14. Yixing Kiln Clay Appliqué Hoop-Handled Pot. 
15. Yixing Kiln Clay Appliqué Hoop-Handled Pot.                                               16. Yixing Kiln Eyebrows Raised in Delight Zhuni Pot. 
17. Yixing Kiln Huangjia Qinglian Zhuni Pot. 

*All these pots are from the collection of the Taipei Chengyang Arts and Culture Foundation.

Yixing TeawareYixing Teaware



Eighteenth Century Zisha Hoop-Han-
dled Pot with Inlaid Silver Decorations

This hoop-handled pot (Figure 5, 
Chengyang collection) was imported 
to Sweden around 1740 aboard the 
Swedish East India Company’s largest 
trading ship at the time, the Göthe-
borg. Just a few years later, in 1745, 
this same ship sunk dramatically in 
the very last kilometer of its homeward 
voyage, attracting an unusual amount 
of attention to the cargo that was 
aboard the ship. This pot was made 
from traditional Yixing Qingshui zisha 
clay, with skillfully realized lines and 
surface work; inside the pot is a strain-
er on the opening of the spout to catch 
the tea dregs. Although the workman-
ship is a little coarse, this practical 
design was no doubt very much ap-
preciated by its owner, hence its fre-
quent appearance in the straight-sided 
cylindrical pots (zhitong hu, 直筒壺) 
and “foreign” hoop-handled cylindri-
cal pots (yangtong hu, 洋桶壺) of the 
mid- to late-Qing Dynasty. The knob 
on the lid and the bottom of the in-
ner tea filter are both decorated with 
the traditional gold coin pattern (jin-
qian wen, 金錢紋), while the seal on 
the bottom is a borderless design fea-
turing a house, tree, rocks and natu-
ral scenery. This was a commonly seen 

maker’s seal in the early Qing Dynas-
ty. After the pot was imported into 
Sweden, like most commercial Yixing 
pots imported for sale in Europe, it 
was inlaid with additional metal dec-
orations; from the inscription on the 
handle, we learn that this pot was dec-
orated in 1785 by Swedish silversmith 
Peter Johan Ljungstedt in Stockholm. 
In September 2005, this pot was dis-
played at the Forbidden City’s Palace 
Museum in Beijing as part of an exhi-
bition titled “The Swedish Exhibition 
of Chinese Porcelain.” Today, it resides 
in the Taipei Chengyang Arts and Cul-
ture Foundation’s collection in Taipei. 
According to historical data from the 
Swedish East India Company, the 
Götheborg’s only successful trading 
voyages returned with shipments of 
imported goods in 1739 and 1741; in 
other words, this pot is presumably a 
product of the Yixing kilns in the early 
years of the Qing Qianlong era (1735–
1796). It’s worth mentioning that 
among the artifacts unearthed by Nan-
jing Museum’s archaeological team in 
a 2007 dig at Shushan in Yixing were 
the remnants of a pot almost identical 
to this one in terms of shape, decora-
tion and clay type, providing a further 
record of this period in Sino-European 
trade history.

Eighteenth Century Hexagonal Lion-
and-Ball Pot

This pot was unearthed from the 
wreck of the Geldermalsen, a trading 
ship belonging to the Dutch East In-
dia Company. On January 3rd, 1752, 
during its return journey from Guang-
zhou to the Netherlands, the ship ran 
into the reefs of Deldria’s Droogte 
to the southeast of the port of Sin-
gapore, capsized and sank. Only 32 
of the ship’s crew survived, while the 
remaining eighty people were lost to 
the ocean along with the ship. Among 
the cargo dredged from the wreck in 
1985 were around ten Yixing teapots, 
including two of these hexagonal li-
on-and-ball pots (Figure 6, Hong 
Kong Flagstaff House Museum of Tea 
Ware collection). The lid features a 
lion modeled in clay, lying down and 
playing with a ball. In front of the lion 
there was originally a movable clay 
ball on a frame that could be rolled 
along, but it has now been lost. This 
sort of lying-down animal is a com-
mon feature of pottery art from past 
dynasties; the earliest known example 
of this in Yixing pottery is a teapot lid 
unearthed at Mount Yangjiao that fea-
tured a knob in the shape of a squir-
rel. The basic shape of the lion would 
usually be made using a clay mold.  
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Then the decorative details were add-
ed; on the finest examples, the rounded 
muscles and shaggy fur of the lion are 
charmingly depicted using carved line-
work. The lovable lion with its exqui-
sitely carved rolling ball, which made a 
sound as it revolved, made these pots 
very popular, and they were exported 
to Europe in great numbers. 

The Taipei Chengyang Arts and 
Culture Foundation collection also 
contains a hexagonal lion-and-ball 
pot sold in Europe bearing the same 
seal (Figure 7). The underside of the 
lid bears a square maker’s seal read-
ing “Made by Xu Shengsan” (徐省三
制) in raised seal script. Xu Shengsan 
was an Yixing pottery artisan from 
the Qing Qianlong era. His birth and 
death dates are unknown; however, we 
do know that the workmanship of this 
pot is finer than the aforementioned 
unsigned hexagonal lion-and-ball pot 
found on the wreck of the Gelder-
malsen. The eye-catching metal deco-
ration on top of this pot was added by 
a Western silversmith after the rolling 
ball frame in front of the lion had al-
ready been destroyed. It features a little 
angel riding on the lion’s back, lively 
and exquisitely crafted. It’s an inge-
nious addition—it’s a pity the silver-
smith did not leave a signature. Similar 
decorations can be seen in the paintings 
of 17th century Dutch painter Pieter 
Gerritsz van Roestraten (1630–1700); 
another similar inlaid decoration fea-
turing the figure of a person appears 
on a bamboo-joint pot located in the 
Staatliche Kunstsammlungen (State 
Art Collections) in Dresden, Germany.

2. Yixing Pots that Catered to European 
Tastes

Although the Yixing pots export-
ed to Europe during the 17th and 18th 
centuries were much fewer in number 
than porcelain teapots, Europe still 
represented a significant market for 
Yixing at the time. The manufacturing 
process of commercial pots for export 
differed vastly from the process for 
traditional styles of pot; the bodies of 
the commercial pots mostly featured 
elaborate carved or molded patterns, 
and the European market’s lasting first 
impression of Yixing teapots is that 
they were “red ceramic pots with Chi-
nese-style decorations.” As a result, the 
majority of production orders speci-

fied the use of red clay (hongni, 紅泥) 
rather than purple clay (zini, 紫泥). 
The nature of this clay coupled with 
the intricate carving methods made 
for a much higher failure rate when 
firing the pots than with traditional 
purple-sand clay pots. To better cope 
with these technical factors, a number 
of dedicated workshops specializing in 
commercial pots for export sprung up 
in Yixing during this period, operating 
according to the half-yearly trading 
seasons. 

Although these teapots that were 
produced to cater to European tastes 
differed in terms of the complexity of 
their decorations, they can be roughly 
grouped into two categories. The first 
category comprised traditional teapot 
shapes with added “Chinese-style” 
decorative elements. One example is 
the traditional “bamboo joint” shape 
of pot that was popular throughout all 
echelons of Chinese society in the 18th 
century; there are even examples of this 
shape of pot in the ancient collection 
from the Qing imperial concubines’ 
palace. Likewise, the European market 
also imported significant numbers of 
bamboo-joint pots (Figure 8, Cheng-
yang collection). From this traditional 
shape, a new variant was developed: 
the fancy bamboo-joint pot (Figure 9, 
Chengyang collection), produced spe-
cifically to cater to the tastes of the ex-
port market. The word “fancy” here is 
the Chinese word “linglong (玲瓏)”; an 
alternate name for this style is “lou hua 
(鏤花)” meaning “engraved flowers.” 
This decorative technique was very 
well suited to European tastes, as the 
finished pieces called to mind the tradi-
tional paper-cuttings used to decorate 
windows in Chinese architecture. Be-
cause of this, the technique was widely 
used on commercial export pots, such 
as the Bagua Pattern Fancy Hexagonal 
Pot, the Plum Blossom Pattern Fancy 
Round Pot and the Buddha’s Hand 
Pattern Fancy Round Pot (Figures 
10–12, Chengyang collection). Aside 
from the carved-flower method, a sim-
pler decorative technique was to stick a 
molded or stamped clay pattern to the 
surface of the pot; this method created 
the three-dimensional feel of a relief 
sculpture, contrasting with the flat pat-
terns of blue-and-white porcelain and 
making these pieces stand out from the 
crowd. Some examples are the Friend-
ship Hall Meng Chen Plum Blossom 

Pattern Round Pot from the Victoria 
and Albert Museum collection and the 
Plum Blossom Pattern Hexagonal Pot 
from the Chengyang collection (Figure 
13). 

This type of pot, with its decorative 
floral motifs or auspicious patterns, at 
one point became one of the arche-
types for European imitations of Yix-
ing pots. In addition, pots such as the 
Missing-Lid Dragon-Pattern Cylindri-
cal Pot from the Geldermalsen wreck 
and the Clay Appliqué Hoop-Handled 
Pot from the Chengyang Collection 
(Figure 14) are decorated with a drag-
on’s head at the base of the spout. This 
decorative technique was first seen 
on Ming Dynasty porcelain teapots, 
but Yixing pots in particular featured 
plenty of fantastical beasts, purposely 
employed to imbue the pieces with a 
thoroughly Chinese flavor. Among the 
historical pots around today, we can 
occasionally compare two pots whose 
decorations came from the same orig-
inal mold, such as the aforementioned 
pot in Figure 14 and the one in Fig-
ure 15, also from the Chengyang col-
lection. Although the two pots differ 
in terms of quality of workmanship, 
both feature the same decorative pat-
tern, a mythical beast with a human 
face mentioned in the Classic of Moun-
tain and Sea (Shan Hai Jing, 山海經). 
These are all classic examples of teapots 
made for the export market at that 
time, and similar Zisha pots can still 
be found today in the collections of 
museums throughout Europe.

As for the second category of tea-
pots that were made to cater to Euro-
pean tastes, aside from featuring even 
more intricate decorations, their most 
obvious distinguishing feature was 
that their shape completely departed 
from the traditional Chinese aesthetic. 
American scholar David E. Mungello 
recognized that “while chinoiserie ap-
peared distinctly Chinese to European 
eyes, Chinese viewers would have had 
difficulty recognizing this art as their 
own.” Although there was no lack 
of painted European-style patterns 
among the vast quantities of Chinese 
porcelain exported overseas, when this 
foreign-influenced style manifested in 
three-dimensional pottery, it neverthe-
less struck as a particularly irreverent 
departure from tradition; these pots 
were no more than distant strangers to 
traditional Yixing pots, despite the fact 
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that they were indeed made in Yixing 
itself. Some examples are the Taipei 
Chengyang Arts and Culture Foun-
dation collection’s Eyebrows Raised in 
Delight Zhuni Pot (喜上眉梢, Fig-
ure 16), Upright Huangjia Qinglian 
Zhuni Pot (黄甲清廉, Figure 17) and 
Heron and Lotus Blossom Zhuni Pot, 
among others. Dutch scholar Dr. C. 
J. A. Jörg is of the opinion that “the 
Westward movement of Yixing stone-
ware did not happen by chance; it held 
a unique place among China’s exported 
goods and was manufactured expressly 
to cater to the tastes of Europeans and 
the Dutch.” He was mainly referring 
to these Yixing pots manufactured for 
export, which almost never showed up 

on the domestic Chinese market. They 
were created almost exclusively for ex-
port to the West.

Just as Donald Rabiner put it, “the 
difference between Yixing pottery and 
the exported Chinese porcelain that 
flooded the European market is that 
Yixingware never incorporated Europe-
an subjects into its decoration, though 
there were some specific teaware shapes 
and tea sets that were manufactured to 
suit the tastes of the European market 
(though these were not a primary fo-
cus).” Although the boom in sales of 
Yixing pottery in Europe didn’t last all 
that long, when faced with competi-
tion, Yixingware never abandoned its 
innate Chinese style; this is one of the 
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main reasons why it had a lasting influ-
ence on the world history of ceramics. 
Today, when we look back on these 
vessels from hundreds of years ago 
with their elaborate decorative motifs, 
we might notice something interest-
ing: Doesn’t this European-influenced 
decorative style with its asymmetrical 
plant patterns clearly embody the Ro-
coco style from Western art history? 
The only difference is that it employs 
Chinese-themed subject matter and 
is realized on the surface of a teapot. 
These are intriguing contemplations 
that warrant further research and writ-
ing. Maybe one of you will take up the 
brush and write your thoughts on the 
matter.

Ming Dynasty Large Sprinkled-Sand Double Hoop-Handled Pot
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F rom ancient times, tea has flour-
ished all over Asia—particularly 
in China. The radical change in 

tea-drinking methods that took place 
in the Ming Dynasty propelled Yix-
ing Zisha purple-sand clay teapots to 
their noteworthy role in the history of 
ceramics. In 1391, the 24th reign year 
of the Hongwu Emperor Ming Taizu 
(1328–1398, personal name Zhu 
Yuanzhang), the emperor was moved 
by the heavy burden of the tea farmers 
and the complexity of manufacturing 
and tasting Tribute Tea cakes and thus 
officially abolished the production of 
Dragon and Phoenix tea cakes. Ming 
Dynasty author Shen Fude wrote in 
Notes from the Countryside in the Wanli 
Era: Addendum, “at the beginning of 
the dynasty, the teas from Jianning 
and Yangxian [the old name for Yix-
ing] were the finest of Tribute Teas 
in the land. ... In the 24th year of the 
Hongwu era, to spare the people such 
heavy toil, the emperor halted pro-
duction of dragon cakes, and from 
then on only tea buds were picked.” 
Because of this, steamed tea balls and 
cakes were gradually replaced by pan-
fired/basket-roasted tea leaves/buds. 
Tea-brewing methods changed too: the 
old method of boiling or whisking the 
tea was reformed and replaced by the 
steeping method, thus setting the stage 
for the development of Yixing Zisha 
teapots. Consequently, the exploration 
of commercial Yixing pots belonged 
to a certain stage in the history of tea 
culture. It’s worth noting that com-
mercial Yixing teapots are inextricably 
linked with gongfu tea customs. This 
tea-drinking method that flourished 
during the late Ming and early Qing 
afforded a special status to Yixing tea-
pots, so as gongfu tea culture spread 
outwards with the movements of emi-
grants, commercial Yixing teapots nat-
urally followed.

Within Asia, there were three broad 
regions where commercial Yixing pots 
had the most influence. The first com-
prises the coastal regions of southern 
Fujian and eastern Guangdong, with 
Chaozhou, the birthplace of gongfu 

tea, at their center; this region also in-
cludes Taiwan, some distance off the 
coast. This southeastern coastal region 
provided a domestic sales market for 
Yixingware. The second broad region 
was Southeast Asia, a market that 
flourished during the Ming and Qing 
dynasties, while the third was Japan, an 
area that had been influenced by Chi-
nese culture since ancient times. The 
latter two are considered internation-
al export markets, and we will discuss 
them later in this article. For now, let’s 
turn to the birthplace of gongfu tea.

Gongfu Tea:
 A Vehicle for 
  the Spread of Yixingware

During the long and winding his-
tory of tea culture, there came a time 
in the late Ming Dynasty when a 
tea-drinking method known as “gong-
fu tea” began to flourish in the coastal 
regions of Fujian and Guangdong. The 
gongfu tea method evolved from the 
teapot-brewing method of the Ming 
Dynasty, as described by Xu Ke in 
Qingbai Notes: “gongfu tea is popular 
in Fujian and is also found in eastern 
Guangdong; its four official residenc-
es are the cities of Tingzhou, Zhang-
zhou and Quanzhou in Fujian, and 
Chaozhou in Guangdong. Its brewing 
method is as originally described by Lu 
Yu in the Classic of Tea, except using 
even finer teaware.” The name “gong-
fu (工夫),” whose literal meaning can 
be translated as “skill,” “mastery” or 
“self-cultivation,” not only refers to the 
detailed steps required for this brew-
ing method; it also denotes the stan-
dardization of the brewing sequence 
and its development into a ritualized 
tea ceremony. The earliest known de-
scription of the gongfu tea method 
appears in Miscellaneous Notes from 
Fujian, written by Peng Guangdou in 
1766, the 31st reign year of the Qian-
long Emperor, when he left his post 
as head magistrate of Yong’an Coun-
ty and went to Fuzhou: “I arrived at 

Dragon Creek, where, while wander-
ing leisurely through a bamboo grove, 
I chanced upon a rustic old gentleman. 
We retired to his hut, where, over a 
lively fire pit, he prepared some tea 
to offer his guest. The cups were tiny, 
just barely enough for one sip, yet as 
soon as I had swallowed the tea, it had 
a profoundly penetrating effect on my 
body and spirit (“internal organs”), as 
if knocked by the Heavenly Emperor 
Zhenwu himself. Of the three times 
I had visited Fujian, this was the only 
time I had experienced such tea; I truly 
owe a lot to that elderly gentleman.” 
The first record of the term “gongfu 
tea” appears in Writings from the Work-
shop of Dreams: Romantic Scenes from 
Chaozhou and Jiaying by Qing Yujiao 
(1751–?). The passage goes, “gongfu 
tea is brewed using the method orig-
inally described in Lu Yu’s Tea Sutra, 
using finer teaware. ... The best pots 
are those produced by the kilns in Yix-
ing; they are round with a flattened 
belly and a curved spout and handle. 
... In terms of the pot, tray and cups, 
the oldest and finest are as costly as 
precious jade and are not often seen 
aboard the ordinary boats.”

One could say that gongfu tea has 
the strictest requirements regarding 
teaware out of any tea-brewing meth-
od in history. In particular, it requires 
the “Four Treasures of Gongfu Tea”: a 
Chaoshan Mulberry Creek stove, a si-
dehandle water kettle called a “yu shu 
wei (玉書碨),” Ruo Shen cups and a 
Meng Chen pot. (Some lists put the 
stove and kettle together as one and 
then add a teaboat—cha chuan, 茶船.) 
Take even a brief survey of historical 
records on gongfu tea, and the high 
esteem in which Yixing Meng Chen 
pots were held is apparent everywhere 
you look, for example, in this line from 
Wang Buchan’s poem Gongfu Tea: 
“Praise for the teaware still flows out; 
Ruo Shen cups and a Meng Chen pot.” 
Or this passage by Zhou Kai: “Those 
who are fond of drinking tea use very 
small, very fine teaware: the pot must 
be Meng Chen, and the cups Ruo 
Shen.” Weng Huidong (1885–1963) 
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wrote the following in the Chaozhou 
Tea Sutra: Gongfu Tea: “The defining 
essence of gongfu tea lies not in the 
nature of the tea itself, but in the supe-
rior quality of the teaware and utensils, 
and the leisurely, carefree feeling of the 
brewing method.” It takes great skill, 
and years of practice, to make nice tea 
while also maintaining a “leisurely” 
poise.

There was a huge demand for Yix-
ing pots in the gongfu tea regions, 
which resulted in large volumes of 
teaware being produced in Yixing in 
the late Ming and early Qing specifi-
cally intended for these regions, where 
it was transported by traders. Before 
long this also inspired the production 
of local imitations of Yixingware. 

In the gongfu tea regions, small 
Yixing pots were called “Da Bin pots” 
or “Meng Chen pots,” as seen in this 
excerpt from the Qing Qianlong-era 
Longxi County Annals: “The pot must 
be Da Bin; the cups must be Ruo Shen; 
the stove must be Dazhuang; the fan 
must be from Guanxi; the stand [盛, 
for the stove] must have a long bam-
boo frame.” In the eyes of gongfu tea 
drinkers, the terms “Da Bin pot” and 
“Meng Chen pot” were simply syn-

onyms for the word “teapot”; the use 
of these phrases did not indicate any 
real intention of passing off other pots 
as genuine pieces made by the legend-
ary Da Bin or Meng Chen. The phrase 
“Meng Chen pot” in particular was 
applied to a whole array of different 
gongfu teapots; in the words of Wang 
Wenjing, head of Fujian’s Zhangpu 
Museum, at the heart of gongfu tea 
country, “He [Meng Chen] occupied 
every tea room in Fujian; his name all 
but eclipsed the names of those who 
came before and after him.” 

Yixing Teapots Sold to
 Fujian & Guangdong

Yixing gongfu teapots were often 
made of red zhuni clay, which is thin 
and brittle and less sturdy than purple 
zini clay. They were also used every day. 
These two factors combined mean that 
zhuni red clay pots were often discard-
ed due to damage, so very few histori-
cal examples survive today. Fortunate-
ly for tea scholars, it was customary in 
parts of Fujian to bury teapots with de-
ceased tea lovers, so a small number of 
gongfu teapots were preserved in this 

manner. (This also shows how sacred 
tea was to these tea lovers, that they 
were buried with their precious wares, 
each too important to them to be left 
behind.) The largest number of these 
were unearthed in Zhangpu County, 
an area that had boasted a flourishing 
manufacturing industry and a rich 
concentration of culture since ancient 
times. In the Ming Wanli era (1572–
1620), author He Qiaoyuan wrote in 
the Book of Fujian, “Zhangpu has en-
joyed a golden reputation since ancient 
times. There’s a proverb that refers to 
‘golden Zhangpu and silver Tong’an.’” 
According to Wang Wenjing’s research, 
“in the county of Zhangpu alone, over 
210 candidates passed the highest civil 
service examination during the Ming 
Dynasty; of these successful candi-
dates, 97 of them were concentrated 
in the 98-year-period spanning the Jia-
jing and Wanli eras—so essentially, the 
county was producing one successful 
candidate, or “Jinshi (進士),” per year. 
... From the mid- to late-Ming Dynas-
ty through to the Qing Qianlong era, 
among the population of Zhangpu, 
military officials of at least rank five and 
cultural officials of at least rank seven 
numbered more than 500 altogether.”  
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18-1. Yixing Kiln Chen Mingyuan Zhuni Pot. Zhangpu Museum collection, Fujian.

18-2. The seal for the Meng Chen pot above it. Including poetry on teapots was very 
common for the time. The verses were carved by an artist or a professional engraver. 
Some few people still do this job in Yixing. The wabi sabi Heart Sutra pots we made a 
couple of years back were hand carved by a retired old engraver.  

19. A Gongfu tea set and other items found at a Qing Qianlong era (1735–1796) tomb 
site in the Zhangpu area. Zhangpu Museum collection, Fujian.

惠孟臣
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As they traveled back and forth from 
south to north, these officials and mer-
chants undoubtedly became vehicles 
for the spread of gongfu tea customs 
and Yixing teapots.

In recent years, the Taipei Cheng-
yang Arts and Culture Foundation and 
the Zhangpu Museum have collaborat-
ed on some more in-depth fieldwork 
in the gongfu tea regions of Fujian 
and Guangdong, centered on the top-
ic of gongfu tea (including Yixing and 
Chaoshan teapots). Museum director 
Wang Wenjing, who has participated 
in several archaeological digs of tomb 
sites in the area (including the exca-
vation of such famous pieces as the 
Shi Da Bin Zisha Pot from the Lu 
Weizhen Tomb and the Chen Min-
gyuan Zhuni Pot from the Lan Guo-
wei Tomb), points out that “in low-sta-
tus tombs from the Ming Dynasty, 
the preserved objects would often be 
limited to a small lidded jar in blue-
and-white porcelain, while in Qing 
Dynasty the ceramic items would usu-
ally include a teapot, teacups and a tea 
tray. Most often it was just a teapot; 
less frequently it would be accompa-
nied by some small teacups, while the 
most fully equipped tombs would also 
include a tea tray and a small tea tin. 
This burial custom became even more 

thorough from around the Daoguang 
era: a complete gongfu tea set would 
be placed into the tomb of more or 
less every male who had died a normal 
death and been attended with ordi-
nary funeral customs. ... As these tomb 
sites were roughly similar in status and 
these burial objects have been discov-
ered in such great numbers and a sim-
ilar state of preservation, the people of 
southern Fujian have been left with the 
impression that the only things buried 
in Qing Dynasty tombs were teapots 
and teacups.”

Below is a brief outline of several 
gongfu teapots excavated in southern 
Fujian, which are a reflection of gong-
fu tea culture.

1. Chen Mingyuan Zhuni Pot from the 
Tomb of Lan Guowei, 23rd Year of the 
Qing Qianlong Era (1735–1796)

The most famous gongfu teapot of 
all those unearthed in southern Fuji-
an is the Chen Mingyuan Zhuni Pot 
(Figure 18) discovered in July 1990 in 
the tomb of Lan Guowei in Qianyuan 
Village, Chiling Township, in Fujian’s 
Zhangpu County. The occupant of 
the tomb, Lan Guowei (?–1756) was a 
tributary state candidate for the impe-
rial examination in the 60th reign year 

of the Qing Kangxi Emperor and held 
a military position in the light cavalry. 
Among the artifacts excavated from his 
tomb was a gongfu tea set, including a 
hexagonal tea tin containing a slip of 
paper with the brand name “Su Xin 
(素心)” written on it in black ink; 
a porcelain tea tray decorated with 
colored ink paintings of people and 
natural scenery; four small blue-and-
white porcelain teacups decorated 
with flowers and bearing the inscrip-
tion “Ruo Chen Collection [若琛珍
藏, Ruo Chen Zhen Cang—another 
name for Rou Shen cups, so chen (琛) 
and shen (深) are both used to describe 
these cups in literature];” and the 
aforementioned small red clay teapot 
from Yixing. On the base of the pot 
is a carved inscription in the Xingkai 
“running script” style that reads, “Mid-
summer of the 43rd year, Mingyuan, in 
the classical style (丙午仲夏，鳴遠
仿古).” It is signed with two stamped 
seals featuring raised characters in the 
Zhuanshu seal script style, one round 
and one square, reading “ming (鳴)” 
and “yuan (遠).” To date, this pot is the 
only Chen Mingyuan brand Zisha tea-
pot to have been discovered in a tomb 
with a confirmed date. One wonders 
how many other precious teapots are 
in the Earth waiting to be discovered?
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2. Eighteenth Century Moonlit Solitude 
Meng Chen Pot

In 2005 in Zhangpu county, ar-
chaeologists unearthed a batch of ar-
tifacts that museum director Wang 
Wenjing judges to be burial objects 
from Qing Qianlong era tombs. 
Among them was another gongfu tea 
set (Figure 19) which, aside from the 
four classic small blue-and-white por-
celain “Ruo Chen Zhen Cang” teacups 
and a celadon-glazed tea tray, also in-
cluded an Yixing teapot. The base of 
the pot bears an inscription carved in 
Xingshu running script using a bam-
boo knife, which approximately means 
“Seeker of moonlit solitude—Made by 
Meng Chen (明月清風客 孟臣制).” 
(The phrase in Chinese uses an idiom 
that literally means “the bright moon 
and the cool breeze,” implying a soli-
tary sort of person who might choose 
these as company.) This pot is very rep-
resentative of the mid-Qing Dynasty 
burial objects found in the Zhangpu 
region of southern Fujian province.

There were two kinds of maker’s 
signature that appeared on gongfu tea-
pots—those that were engraved with 
a knife, and those that were stamped 
with a seal. The former could be carved 
with either a metal or bamboo knife, 
which each produced a different effect. 

The engraving on the aforementioned 
zhuni red clay pot from Lan Guowei’s 
tomb was done with a metal knife us-
ing the “double knife inserted straight 
on” technique, while the engraving on 
this Moonlit Solitude Meng Chen Pot 
used the “single knife inserted side-
ways” technique. The potters of an-
cient times had very rarely received a 
formal education; the more educated 
few who were literate and specialized in 
engraving characters into the pots were 
honored with a nickname that roughly 
meant “Mister Inscriber” or “Charac-
ter-Engraving Gentleman (ke zi xian-
sheng, 刻字先生).” Pottery-crafting 
families would ask these artisans to en-
grave poetic verses onto the bottoms of 
the unfired pots when they were half-
dried. Thanks to this, scholars of later 
generations were able to recognize the 
stylistic calligraphy trends of each era 
by comparing the handwriting from 
the bottoms of various pots, uncov-
ering the secrets that hide within the 
script. For example, the Moonlit Sol-
itude Meng Chen Small Pear-Shaped 
Pot and the Chengyang collection’s Po-
ems on the River Bring White Clouds 
Meng Chen Pot unearthed in southern 
Fujian both bear inscriptions in the 
same handwriting style as this Moonlit 
Solitude Meng Chen Pot (Figure 20).

3. Eighteenth Century Fragrant Jade 
Hall Pear-Shaped Zhuni Pot

This pear-shaped red clay pot is 
particularly tiny (Figure 21, Hong 
Kong Flagstaff House Museum of 
Tea Ware collection). It was the only 
gongfu teapot found aboard the wreck 
of the Geldermalsen—however, its lid 
is slightly too small and probably isn’t 
the original lid, from which we can 
infer that there were probably more 
pear-shaped teapots among the ship’s 
cargo. This type of pear-shaped zhuni 
pot is a classic example of the gongfu 
teapots that were sold in the coast-
al regions of Fujian and Guangdong, 
small and finely crafted. The inscrip-
tions “jade (yu, 玉)” and “fragrant 
(xiang, 香)” were often seen on 18th 
century gongfu teapots; the former 
implied that the surface of the pot 
was as smooth as jade, while the lat-
ter referred to the fragrance of the tea 
liquor the pot would produce. We can 
infer that the “Fragrant Jade Hall” in-
scribed on this pot was the name of the 
workshop that made the pot, or per-
haps the name of a building belonging 
to the person who commissioned the 
pot, or their commercial brand name. 
The base of the pot bears the words 
Fragrant Jade Hall (yu xiang zhai,  
玉香齋) carved using a metal knife.  

24

23 潘
20. Inscriptions on the bases of three pots. Left: Moonlit Solitude Meng Chen Pot. Middle: Moonlit Solitude Small Pear-Shaped Meng 
Chen Pot. Right: Poems on the River Bring White Clouds Meng Chen Pot. 

21. Yixing Kiln Fragrant Jade Hall Pear-Shaped Zhuni Pot, found aboard the Geldermalsen. Hong Kong Flagstaff House Museum 
of Tea Ware collection.

22. Left: The inscription on the base of the Fragrant Jade Hall Pear-Shaped Zhuni Pot. Right: The inscription on the Precious Jade 
Hall Pear-Shaped Zhuni Pot.

23. Yixing Kiln Pan Pot. Teapots 20 & 23 are from the collection of the Taipei Chengyang Arts and Culture Foundation. Does this 
shape look familiar to you? It should.

潘
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There are no known records of this 
Fragrant Jade Hall seal; however, there 
is another pear-shaped pot of the same 
style which bears the inscription Pre-
cious Jade Hall (yu zhen zhai, 玉珍齋) 
in the same handwriting, which can be 
compared in Figure 22.

4. Nineteenth Century Pan Pot
In Fujian and Guangdong during 

the Qing Dynasty, Yixing teapots 
were not accessible to everybody, but 
those with enough means could com-
mission a new model of pot directly 
from Yixing. The most famous ex-
ample of this is the Pan Pot (潘壺), 
commissioned by Pan Shicheng (潘仕
成) from Guangdong. The following 
description appears in the Illustrated 
Study of Yangxian Sand Teapots by Li 
Jingkang and Zhang Hong: “Shicheng 
also went by the aliases of ‘Deyu’ and 
‘Pan Yuren’; he started out as a salt 
merchant. ... He was a native of Fu-
jian—the Fujianese are great drinkers 
of tea, and Deyu never lost this habit. 
He commissioned a teapot and had 
the character ‘Pan (潘),’ his surname, 
stamped on the outer surface of the 
lip of the lid in indented seal script, by 

way of a signature. This pot has sur-
vived to the modern day, and the peo-
ple of Guangdong know it as the ‘Pan 
Pot.’” Pan Shicheng was a merchant at 
a foreign trading firm in Guangzhou 
during the Qing Daoguang era, and 
at one point served as a reserve official 
for the province of Guangdong. He 
strove to put his ideology to practical 
use as part of his dedication to state-
craft and once invested funds to build 
a reproduction of a Western battleship; 
in 1841 he earned the official praise of 
the Daoguang Emperor.

The gongfu teapot commissioned 
by Mr. Pan is unique in shape; its most 
distinctive feature is the edge of the 
teapot lid, which is relatively tall and 
features a small stamp of the character 
“pan (潘)” in seal script. The pot has 
quite a small capacity, making it good 
for brewing strong gongfu tea. 

There are actually many Pan pots, 
more of which were commissioned 
by Mr. Pan himself and others that 
followed the style as it became popu-
lar. Pots of this shape can be divided 
into three broad categories: the classic 
Pan pot has a flat, persimmon-shaped 
belly—this is called a “short Pan” pot 

(Figure 23, Chengyang collection). 
Those with a slightly taller body, simi-
lar to the “flat sphere” shape of pot, are 
called “medium Pan” pots, while those 
with taller bodies, closer in proportion 
to a pear-shaped pot, are called “tall 
Pan” pots. 

Imitation Yixing Pots 
 in Fujian & Guangdong

Although there was a high de-
mand for Yixing pots in the gongfu 
tea region, Yixing was a very long way 
from Fujian and Guangzhou (further 
research is needed on these domes-
tic trade routes). Transportation costs 
were high, too, which meant that Yix-
ing pots sold for a considerable sum 
in the gongfu tea region. Despite this, 
gongfu tea still seemed to hold an ir-
resistible magical attraction; those 
who became enamored of it usually 
sank deep into the world of gong-
fu and would be hard-pushed to pull 
themselves out again. According to 
the Longxi Country Annals from the 
Qing Qianlong era, “Until May they 
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24. Left: An Yixing teapot lid, the same color on the inside and outside. Right: a Cha-
oshan teapot lid with cosmetic glaze on the outer surface.

25. Si Ting Style Pear-Shaped Pot made in the Chaoshan area. Zhangpu Museum col-
lection, Fujian.
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hold tea competitions, which require a 
Da Bin pot... some enthusiasts simply 
cannot help themselves. Even in such 
a remote and desolate place there are 
still plenty who indulge in the pas-
time; they can easily spend thousands 
on tea in a single year.” In A Traveler’s 
Tales from Guangdong, Zhang Xintai 
wrote, “The people of the Chaozhou 
region are particularly fond of tea... 
[they use] an Yixing pot made by Ding 
Chen, only as big as a walnut, then fill 
it with tea leaves; they boil the water 
over a robust charcoal flame, and when 
bubbles the size of a crab’s eye begin to 
rise, they pour it into the teapot. This 
is called ‘gongfu tea,’ and it has great 
potential to bankrupt those who be-
come too enamored of it.” During the 
Qing Xianfeng era, Guo Baicang wrote 
in Record of the Products of Fujian, “The 
gongfu tea drinkers of Quanzhou and 
Zhangzhou... put the tea in small pots, 
of which the very smallest and finest 
come from Yixing... today, these are 
hard to find.” Hence, the Chaozhou Tea 
Sutra: Gongfu Tea says that “the people 
of Chaozhou all use teaware which is 
essentially similar; the only difference 
is that the quality of craftsmanship 

tends to vary according to the means of 
the household.” The scarcity of Yixing 
pots in the Chaozhou region prompt-
ed the emergence of local workshops 
that produced imitation Yixing pots 
made using a potter’s wheel to supply 
the lower end of the market. This is 
noted by Jin Wuxiang (1841–1925) 
in Records from the Haizhu Border: 
“The people of Chaozhou like to use 
small teapots for drinking tea. Because 
of this, Guangdong began producing 
imitations of small Meng Chen and 
Yi Gong pots, all very eye-catching.” 
It’s worth mentioning here that com-
mercial Yixing pots were imitated to 
varying degrees in the markets where 
they were sold. The most successful 
replicas were made in the Chaoshan 
region, although they were limited by 
the local clay quality and clay-shaping 
techniques. These clay pots were first 
wheel-spun out of red clay and then 
finished with anywhere from one to 
three layers of cosmetic slip glaze to 
give them a brighter red color—from 
their outward appearance, it was quite 
difficult to tell them apart from the 
genuine article. But since they were 
not actually formed using the tradi-

tional Yixing “beaten pot body” tech-
nique, there is no visible join mark 
along the lower edge of the lid and 
the mouth of the pot where the clay 
sheet would have been joined to form 
a cylinder. Hence, the easiest way to 
distinguish these pots is to lift the lid 
off; if the outside is a deep vermilion 
but the inside is brick-red (the original 
color of the clay), then you are looking 
at a gongfu teapot that was made in 
Chaoshan (Figure 24). Although many 
of these are finely crafted, the majori-
ty are made rather simply, to cater to 
the vast lower-end market—for the ev-
eryday use of ordinary folk. However, 
they lack the effects that made Zisha 
clay famous. Below are some brief de-
scriptions of two of these pots:

1. Two Different Si Ting Style Pots
In September 2004, the Nan-

jing Museum hosted an exhibition 
which they called “A Convergence of 
Sand-Clay Teapots: Purple-Sand Clay 
Teapots Unearthed Throughout Chi-
na, Including Pots from the Nanjing 
Museum and Taipei Chengyang Arts 
and Culture Foundation Collections.”  
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26. Yixing Kiln Si Ting Style Pear-Shaped Pot unearthed. The picture belows shows 
details of the lid and the inscription therein, which says “Lu Si Ting (陸思亭).” This is 
a gorgeous pot.

27. Guangdong Colored Painting Gongfu Teapots made in the Chaoshan area. The seal 
on the small pot reads “Huai De (怀德)” while the seal on the large pot reads “Qianlong 
Yigong (乾隆逸公).” 

28. Yixing pottery fragment with seal “Made by Pan Zi__,” unearthed at the Bantou 
Village site in Chiayi, Taiwan. 

29. Yixing pottery fragment with seal “Made in the Qianlong Era,” unearthed at the 
Bantou Village site in Chiayi, Taiwan.

30. Cross-section drawing of the Yixing Kiln Meng Chen Pot unearthed at the Bantou 
Village site in Chiayi, Taiwan.

31. Yixing Kiln Zhuni Pomelo Pot found aboard the Tek Sing. 

32. Left: The seal on a Meng Chen Pot from Bantou Village. Right: The seal on a Meng 
Chen Pot unearthed in southern Fujian. Pots 26, 27, 31 and 32 are from the collection 
of the Taipei Chengyang Arts and Culture Foundation.
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Among the pieces featured in 
the exhibition were several gong-
fu teapots, including a Si Ting  
(思亭) Style Pear-Shaped Pot (Figure 
25) from the Zhangpu Museum’s col-
lection, discovered at a tomb site—this 
is a classic example of a Chaoshan 
gongfu teapot. It was shaped using a 
potter’s wheel and made from a loose 
clay with a brick-red hue; on the body 
of the pot, near the lower edge of the 
handle, is a horizontal signature fea-
turing the characters si ting (思亭) 
in engraved lettering. Si Ting was the 
name of a Qing Dynasty Yixing potter 
whose surname was Lu—the dates of 
his birth and death remain unknown. 
It is believed that this style of pot was 
originally created by Si Ting; later, the 
name “Si Ting” became a general name 
for this style of small teapot. Many of 
these pots were manufactured by later 
generations; the original creation has 
been lost in the mists of time. The oth-
er Si Ting Style Pear-Shaped Pot that 
featured in the same exhibition was 
an Yixing pot from the Chengyang 
collection (Figure 26), made from a 
blend of zhuni clay and purple-sand 
and shaped using the “beaten pot 
body” method. On the side of the pot 
lid, it bears the characters “Lu Si Ting  
(陸思亭)” engraved horizontally. The 
two pots are very similar in shape but 
were made in different regions using 
two different crafting methods. This 
reflects the sort of competition that 
Yixing teapots faced in the domestic 
market during the Qing Dynasty. 

2. Guangdong Colored Painting Gongfu 
Teapot

Amid the rising tide of Chinese 
porcelain exports to Europe, some 
traders set up production operations in 
multiple regions in order to cope with 
the large numbers of orders flowing 
in. This is recorded in Bamboo Garden 
Pottery: “During the mid-Qing Dy-
nasty, ships sailed in their droves and 
commerce was booming; Chinese por-
celain was highly esteemed in Europe. 
To cater to European tastes, Chinese 
merchants took white porcelain wares 
made in Jingdezhen and transport-
ed them to Guangdong, where they 
hired artisans to decorate them with 
colorful paintings imitating the West-
ern style.” This type of “Guangdong 
colored painting” was mainly applied 

to porcelain, but some gongfu teapots 
decorated in this style have also been 
found in Europe, like the one shown 
here (Figure 27, Chengyang collec-
tion). From this we can infer that mak-
ers of gongfu teapots in Chaoshan also 
decorated their pots in the Guangdong 
colored painting style at some point, 
to emphasize the Chinese feel. It seems 
they had plans to expand their Euro-
pean market; unfortunately, the trend 
didn’t catch on in a big way. 

Gongfu Teapots 
 Sold in Taiwan

The majority of the people who em-
igrated from Fujian and Guangdong 
ended up in Taiwan and Southeast 
Asia, and by the middle of the Qing 
Dynasty, gongfu tea culture had fol-
lowed these southern emigrants to Tai-
wan. Not long afterwards, it evolved 
into what became known in modern 
times as “Old Man’s Tea.” Historian 
Lian Heng (1878–1936), a native of 
Longxi in Zhangzhou City, Fujian, 
who was a great advocate of the gongfu 
tea method, wrote extensively on the 
tea practices of Taiwan during that era. 
In The Yatang Anthology: Conversations 
on Tea, he wrote, “The tea-drinking 
customs of the Taiwanese people re-
semble those of Zhangzhou, Quan-
zhou and Chaozhou... The tea must 
be Wuyi; the pot must be Meng Chen; 
the cups must be Ruo Shen. These 
three are quite necessary for drinking 
tea; anything less would not be worthy 
of personal pride, let alone serving tea 
to guests.” He also wrote this line in 
his “Tea Poem,” which appears in the 
Jianhua Studio Poetry Anthology: “Little 
Ruo Shen cups and a Meng Chen pot; 
a Ge ware dish [teaboat] laid out with 
utmost care.” Lian Heng also made 
special mention of the price of a Meng 
Chen pot, the main character in any 
gongfu tea setting: “Meng Chen pots 
are highly esteemed in Taiwan; today, 
a single pot can fetch a price of twenty 
or thirty taels of gold.” 

In 1999, a batch of artifacts were 
unearthed at an archaeological dig in 
Bantou Village, Hsinkang Township, 
in Taiwan’s Chiayi County. Among 
them were fragments belonging to four 
separate red clay teapots as well as frag-
ments of some porcelain Ruo Chen 

Collection cups. The old name for this 
area was Bengang, and it was one of 
Taiwan’s major ports during the Qing 
Dynasty; there was a saying ranking 
Taiwan’s ports that went, “First, Tain-
an Prefecture; second, Bengang; third, 
Monga.” Scholars believe the ruins 
found at the site are the remnants of 
the office of the deputy governor of 
Zhuluo County at Bengang, likely 
dating from the Qing Yongzheng era 
(1723–1735) to the Qing Daoguang 
era. Although most of the teapots un-
earthed at the site were classic Yixing 
pots, at least one of them was a Cha-
oshan pot. Three of the pots carried 
maker’s seals, one reading “Made by 
Pan Zi__ (潘子□制)” in raised seal 
script (Figure 28); one reading “Made 
in the Qianlong Era (乾隆年制),” 
again stamped in raised seal script 
(Figure 29); and one reading “A pa-
vilion in the moonlight __ __ person, 
Meng Chen (亭月__ __人，孟臣)” 
engraved in regular calligraphic script. 
(The gaps represent missing characters 
in the engraving.)

In the interest of brevity, we will 
limit ourselves to a brief discussion of 
the Meng Chen pot here. According 
to the cross-section diagram seen in 
Figure 30, the shape of the complete 
pot was probably the traditional gong-
fu teapot “pomelo” shape, named after 
the fruit whose shape it resembles. This 
style of pot was usually made using 
sandy clay and was thicker than a typ-
ical gongfu teapot, which meant it re-
tained heat well and poured smoothly, 
making it ideal for brewing strong tea. 
This style of pot also appeared among 
the artifacts dredged from the wreck of 
the Tek Sing (Figure 31, Chengyang 
collection), which sank near the end of 
1822, the first year of the Daoguang 
era (more details on this in the next 
section). It’s a style of pot that appeared 
throughout the Qing Dynasty, from 
the early years to the latter period. In 
addition, the handwriting on the bot-
tom, engraved with a knife, can also 
be seen on a gongfu teapot unearthed 
from a tomb site in Fujian (Figure 32, 
Chengyang collection). These few tea-
pots each divulge small clues about the 
others, allowing us to roughly trace 
the trajectory of seafaring trade and 
emigration during that era. Following 
these clues uncovers worlds of Yixing 
research. Perhaps one of you will ven-
ture down those trails.

Yixing TeawareYixing Teaware
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I n recent times, maritime archae-
ology has gained more recogni-
tion, and scholars in search of 

historical relics have turned their gaze 
from the Earth’s surface and the soil 
below it to the depths of the ocean. 
Many historical puzzles and theories 
have been answered or verified by 
searching the vast amounts of material 
that once lay sealed within shipwrecks 
on the ocean floor. Around the turn 
of the millennium, two wrecks from 
the Daoguang era were discovered one 
after the other, shedding new light on 
the study of Qing Dynasty purple-sand 
clay teaware, which until that point 
was lacking thorough archaeological 
standards. The two ships in question 
were the Tek Sing, which sank in the 
South China Sea in January of 1822, 
the 12th lunar month of the first year 
of the Daoguang era, and the Desaru, 
which sank in the same general region 
in the early 1840s (around the 20th 
year of the Daoguang era). Judging by 
the quantities of Zisha teapots aboard 
the Tek Sing and the Desaru, which 
were both bound for the Southeast 
Asian market, they were very clearly 
commercial Yixingware pots. These 
two ships were quite likely built in the 
coastal region of Fujian—they were a 
style of wooden sailing ship designed 
for the open ocean and known as 
“fu chuan (福船),” or “Fujian ships.” 
During the Qing Dynasty, there were a 
considerable number of overseas Chi-
nese from Fujian and Guangdong liv-
ing in Southeast Asia, and they formed 
their own trading network. Maritime 
trade entered an especially flourishing 
period after the former maritime trade 
prohibitions were lifted in 1684, the 
23rd year of the Qing Kangxi era, and 
thousands of the region’s recognizable 
“red-prowed sailing ships” set sail from 
Fujian and Guangdong every year, 
loaded with various goods of which 
the bulk comprised ceramic wares. 
They shuttled back and forth between 
the ports of Southeast Asia’s various 
islands, large and small, and conducted 
large volumes of inter-island trade.  

As one of the major implements used 
for drinking Chinese tea, Zisha pur-
ple-sand clay teapots were naturally 
included among the other everyday 
porcelain and pottery items on these 
trading ships, to be delivered to Chi-
nese expatriates all over the region. 
There were a considerable number 
of gongfu tea implements aboard the 
Tek Sing, including Yixing clay Meng 
Chen teapots, Chaoshan stoves (Figure 
33, Chengyang Collection), sand-clay 
sidehandle kettles known as “sha diao  
(砂銚)” and nicknamed “cha guozi (茶
鍋仔)”; and water pitchers nicknamed 
“dragon jars (long guan, 龍罐).” There 
were also blue-and-white porcelain 
teacups, bowls, lidded gaiwan cups 
and tea trays with tea poems written 
on them; in addition, there were also 
a few tin tea cannisters (of the same 
style as the one unearthed from Lan 
Guowei’s tomb site, dating to the 23rd 
year of the Qing Qianlong era). We 
can see the similarities between these 
tea implements and the ones that have 
survived as heirlooms or been exca-
vated in various regions: Taiwan (“Old 
Man’s Tea” style, Chaozhou brewing 
style and Shao’an brewing style), Japan 
(sencha tea ceremony) and the main-
land coastal provinces of Fujian and 
Guangdong. These two ships have 
undoubtedly provided us with valuable 
firsthand historical evidence to aid us 
in our exploration of commercial Yix-
ing teapots and gongfu tea customs. 

The Gongfu Tea Customs 
 of Emigrants 

China’s ship-building and seafaring 
technologies entered a golden age in 
the middle of the Ming Dynasty, and 
so began the large-scale emigration of 
Chinese people. From the mid-Ming to 
early Qing, the combined influence of 
looming Western seafaring powers, the 
unrest of the Jiajing era (1522–1566) 
and the change of dynasties from the 
Ming to Qing resulted in a declining 

economy and social upheaval along 
the southeastern coast. This spurred a 
wave of emigration among the coastal 
people, for whom “the ocean was their 
farmland,” and many headed toward 
Taiwan or Southeast Asia. Although of-
ficial regulations during the Ming and 
Qing vacillated between prohibiting 
and allowing sea travel, in reality it was 
very difficult to prohibit completely. 
There is a theory in the study of pop-
ulation movement called the “push-
pull theory”: for southeastern Chinese 
emigrants, the “pushing force” was the 
political and economic situation of the 
Ming and Qing coupled with the stress 
of overpopulation, while the “pull-
ing force” was the shortage of labor 
throughout Southeast Asia. For exam-
ple, due to skyrocketing sugar prices in 
Europe, Chinese merchants were rap-
idly expanding the cane sugar indus-
try in Batavia and were in urgent need 
of large-scale, low-cost labor, which is 
why so many Chinese people migrat-
ed there. Fujian and Guangzhou have 
always been the main origin points of 
Chinese emigrants, and as early as the 
beginning of the Ming Dynasty there 
were already some Chinese people mi-
grating to Southeast Asia. Xu Fuyuan, 
the inspector-general of Fujian Prov-
ince from the 20th to the 22nd year of 
the Ming Wanli period (1572–1620), 
wrote the following in his Memorial 
to the Emperor on the Seafaring Prohi-
bition: “There are merchants from the 
Eastern and Western oceans who, due 
to the perils of the wind and waves, 
end up staying permanently and never 
return to their home countries. Such 
merchants are especially numerous in 
Luzon [an island of the Philippines]. 
Merchants from Zhangzhou do busi-
ness here... as of the present, there are 
at least a few thousand of them living 
in Luzon.” By comparison, Kaliman-
tan Barat in Indonesia saw the arrival 
of 3,000 Chinese immigrants every 
year from 1760 onwards (the 25th year 
of the Qianlong era); by 1820, the 
25th year of the Jiaqing era, the region 
already had a Chinese population of 

Southeast Asia
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more than 150,000. In 1727, the 5th 
year of the Yongzheng era, Sunda Ke-
lapa (later Batavia, now Jakarta, the 
capital of Indonesia) was already home 
to “over ten thousand [Chinese] peo-
ple, perhaps even tens of thousands.” 
Scholars have estimated that “up un-
til the eve of the Opium Wars, the 
Chinese population in Southeast Asia 
already exceeded 1.5 million.” Post-
war, the number of migrants rose even 
higher.

With such widespread migration, 
Chinese people in Southeast Asia natu-
rally gathered into settlements accord-
ing to their ethnic heritage, regional 
dialects, religious beliefs and culinary 
and beverage traditions, forming an 
overseas Chinese society. In Zhupi Im-
perial Records, Yongzheng era author 
Hao Yulin wrote that of the Chinese 
people who had migrated to Southeast 
Asia, “around one sixth to one seventh 
of them came from the province of 
Fujian, while one third to one fourth 
came from Guangdong and other 
provinces such as Jiangsu and Zheji-

ang.” The homesickness experienced by 
these people who had left their homes 
behind soon brought a large volume of 
Chinese foodstuffs and other items to 
Southeast Asia via frequent trade expe-
ditions, including such goods as tea, 
rice-based products, pickled vegetables 
and pottery ware. On their way back 
to China, the ships were loaded with 
local Southeast Asian products such as 
rice, peppers, edible bird’s nests, shark’s 
fin and so on. Little by little, a consid-
erable number of Chinese tea houses 
and restaurants appeared throughout 
Southeast Asia, as noted by Zhang 
Deyi (1847–1918) in Seafaring Tales: 
“Most of the shopkeepers in Annam 
[located in modern-day northern Viet-
nam] are Cantonese; there is one tea 
house named the ‘House of Glorious 
Fragrance (sheng fang lou, 勝芳樓).’”

In the 19th century, the damage 
that opium wreaked on China was 
worsening by the day, and the Opi-
um War of 1839–1842 proved a crit-
ical turning point. The shipwrecks of 
the Tek Sing and the Desaru occurred 

right on either side of this period, and 
in the post-war period the traditional 
“maritime Silk Road” trading route 
quickly changed tack and began to fo-
cus on the Western colonies. The war 
had a disastrous effect on social order 
in the coastal areas of Guangzhou and 
Xiamen, resulting in an even bigger 
wave of new arrivals to the original 
Chinese settlements in Southeast Asia, 
with the migrant laborer population 
growing significantly. Although these 
new arrivals maintained the tea-drink-
ing customs of their homeland, faced 
with the harsh realities of daily life, 
they didn’t have the capacity to worry 
too much about owning finely crafted  
and/or expensive teaware. This suppo-
sition is supported by the Yixing pots 
found aboard the Desaru—they dis-
play the distinctive characteristics of 
Yixing craftsmanship, with a slightly 
larger capacity, but at the same time 
they also reflect the focus on practical-
ity of function over form that is typical 
of the gongfu tea traditions of Fujian 
and Guangdong. 

30

東南亞

33. White clay stoves made in Guangdong found aboard the Tek Sing. From the collec-
tion of the Taipei Chengyang Arts and Culture Foundation. These “Mulberry Creek” 
Chaoshan stoves are still used in traditional gongfu tea today. They are often used 
with small sidehandle kettles. Ideally, water is boiled a single steeping at a time, so it is 
always fresh. But larger sidehandle kettles are also used for convenience.
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The Yixing Teapots
 Aboard the Tek Sing

In January 1822, or the end of the 
first lunar year of the Daoguang era, 
the Tek Sing set out from the port of 
Xiamen in Fujian, bound for Indone-
sia (then known as Java). According to 
the usual wind patterns for that time 
of year, traders would set sail from 
China in the twelfth month and sail 
south on the north wind, reaching 
Batavia (now Jakarta) right before the 
New Year, when the market was at its 
peak. Unfortunately, when the ship 
reached the Belvidere Shoals in Indo-
nesia, the hull struck the reef, and the 
fully loaded ship sank within an hour 
(Figure 34.) At the time, the Tek Sing 
was China’s largest wooden triple-mast 
open ocean sailing ship and it operated 
large-scale trading voyages. She also of-
fered passage to migrants, and was car-
rying almost 2,000 passengers, includ-
ing around 200 crew members. Aside 
from traveling merchants journeying 
back and forth, the vast majority of the 
passengers were impoverished farmers 
from Fujian, rural families who were 
bound for Java to work as laborers on 
the sugar cane plantations, so the pas-

sengers ranged in age from six-year-old 
children to elderly people of seventy. 
“Aside from the rice and water they 
carried with them, these poor people 
had nothing; on top of this, they were 
forced to sleep on the deck; the crowd-
ed conditions gave these sailing ships 
the appearance of slave ships from Afri-
ca.” In fact, during the Ming and Qing 
dynasties, Western seafaring powers, 
mainly the Dutch and the British, con-
trolled the Asia–Europe trading routes 
for their own advantage; from the 
19th century, white plantation owners 
began recruiting Chinese laborers in 
large numbers to replace Black slaves. 
“Their methods were deplorable from 
a humanitarian perspective,” wrote 
one scholar. “White brokers collabo-
rated with unscrupulous scoundrels 
within China, deceiving unsuspecting 
villagers and trafficking them to places 
throughout the Americas, Southeast 
Asia and Africa.” The sinking of the 
Tek Sing was just another tragic page 
in the “blood- and tear-stained history 
of Chinese laborers.”

The main cargo aboard the Tek 
Sing consisted of more than 300,000 
pieces of Chinese pottery and por-
celain (though some sources put this 

number closer to one million). In 
terms of teaware, this cargo included 
varying numbers of Yixing teapots, 
pottery jars, sha diao sidehandle ket-
tles, tea stoves and tin tea cannisters. 
Among the items dredged from the 
wreck was a tombstone engraved with 
the words “Chiling: Tomb of our 
Honored Father, Yang Tingzhu,” with 
the date marked as the first month of 
the second year of the Daoguang era 
(Figure 35). This enables researchers 
to confirm the year of the Tek Sing 
shipwreck. It is worth mentioning that 
the person to whom this tombstone 
belonged, Yang Tingzhu, came from 
Chiling—this was the same area as the 
tomb of Lan Guowei where the Chen 
Mingyuan Zhuni Pot was unearthed, 
an archetypal gongfu tea region. Ac-
cording to textual sources, aside from 
a very small minority of Jingdezhen 
porcelainware and celadon ware from 
Zhejiang, the remaining 80% of the 
ceramics on board were blue-and-white 
porcelainware from the Qing Dynasty 
Dehua kilns, produced to supply the 
Southeast Asian market. Most of the 
pieces were part of tableware sets likely 
commissioned by wealthy Indonesian 
merchants. Compared to the other 
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ceramics among the cargo, the Yixing 
teapots aboard the Tek Sing were few 
in number; although there is no offi-
cial data available, judging by the cat-
alogued images there were likely some 
few hundred Yixing teapots dredged 
up from the wreck. The Zisha (pur-
ple-sand clay) teapots excavated from 
the Tek Sing fall into three categories:

1. Large Zisha (Purple-Sand Clay) Tea-
pots

Among the Zisha teapots dredged 
from the Tek Sing is one large teapot 
measuring 18.5 centimeters high and 
32 centimeters wide (Figure 36). This 
pot’s extra-large capacity makes it 
unique among the other gongfu tea-
pots found on the ship; extrapolating 
from other pots of the same shape that 
have been handed down through his-
tory, it probably dates to the mid-Qing 
Dynasty. It was likely a personal posses-
sion of one of the passengers, or even 
more likely was being transported by a 
member of the crew as part of his own 
small trading business; as the sailors on 
Chinese trading ships often didn’t have 
a fixed wage, they had to rely on sell-
ing the goods they brought back them-

selves to make a living. Hence, Captain 
Willem van Outhoorm of the Dutch 
East India Company once noted that 
“Chinese sailing ships are cheaper to 
operate than the Dutch East India 
Company’s trading ships, as their crew 
are not compensated for their services; 
each man makes his money from the 
commercial goods he brings back him-
self.” Although the outer surface of this 
pot is encrusted with detritus from the 
ocean, we can still tell that it is made 
of fine Zisha purple-sand clay; the 
shape of the pot has an easy, relaxed 
elegance to it. Although the available 
materials about this pot do not state 
whether it bears a maker’s seal, judg-
ing by similar surviving pots we can 
deduce not only that this pot probably 
has a stamped seal on the bottom, but 
also that it likely reads “Jingxi: Made 
by Shao ___,” making this a classic ex-
ample of what are called “Shao Clan 
Pots.” The known pots of this type 
are mostly large pots with a capacity 
of two or three liters, and the maker’s 
seal may read “Jingxi: Shao Yuanxiang 
(荊溪 邵元祥),” “Jingxi: Shao Xumao  
(荊溪 邵旭茂)” or “Jingxi: Shao Xin-
glong (荊溪 邵形龍).” The quality of 
craftsmanship varies, but these pots 

all share the same overall shape; they 
usually have the handle placed on the 
side of the pot body, though there is 
the occasional hoop-handled pot, too. 
Their distinctive features include their 
wide, thin handle, rounded on the out-
er surface and flat on the inside, and 
the neck and the lid knob, which were 
shaped using a knife. Especially unique 
is the spout, which was made using the 
old-style technique whereby it is mold-
ed separately and then joined onto the 
pot; the lower part of the spout is ex-
tremely full and plump, like a crab’s 
pincer—a rare feature among the myr-
iad of different Yixing teapot shapes. 

2. Zhuni Gongfu Teapots
Among the commercial Yixing pots 

found aboard the Tek Sing, the most 
numerous and most interesting were a 
batch of zhuni (“vermilion” red clay) 
gongfu teapots (Figure 37, Chengyang 
collection). They come in about a doz-
en different styles, more or less cover-
ing all the basic gongfu teapot shapes. 
In terms of shape, they all belong to 
the broad category of round pots; 
their spouts are mostly of the “single 
bend (一灣流)” and straight variety.  
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34. Some of the shipwrecks discovered in Indonesia to date.

35. Tombstone reading “Chiling: Tomb of our Honored Father, Yang Tingzhu,” found 
aboard the Tek Sing.

36. Large Yixing Zisha teapot found aboard the Tek Sing.

37. Yixing Kiln gongfu teapots found aboard the Tek Sing. From the collection of the 
Taipei Chengyang Arts and Culture Foundation. Most of them are in the Meng Chen 
style common for the era.
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This shape is the nimblest for pouring. 
A minority of pots feature the tradi-
tional “double-bend (二灣流)” spout 
shape, as seen on the Si Ting Pot. Their 
handles are wider at the top and nar-
rower at the bottom, rounded on both 
outer and inner surfaces, and are at-
tached to the body of the pot using the 
“exposed joint (mingjie, 明接)” meth-
od, which leaves a visible join line. The 
majority of the lids are of the “placed 
lid” or “yagai (壓蓋)” shape, where the 
lid has a slight outer lip of the same 
diameter as the lip of the opening, so 
that the lip sits directly on top of the 
teapot mouth. Second most common 
is the “cut-off lid,” or “jiegai (截蓋),” 
which has a curve that smoothly fol-
lows the curve of the rest of the pot, 
so that it looks like the teapot and lid 
were originally one sphere with a line 
cut around to remove the lid. Finally, 
the least common is the “inlaid” style 
“qian’gai (嵌蓋)” lid, where the lid is 
inset to be completely level with the 
top of the opening. The knobs on top 
tend to be shaped like a miniature ver-
sion of the pot itself, the top echoing 
the bottom; this is a traditional design 
concept of Yixing pots. The teapot 
bases are mainly of the “circular foot 
(quanzu, 圈足)” and “false circular foot 
(jia quanzu, 假圈足)” styles, with just 

one pomelo-shaped pot that has a con-
cave base (yina di, 一捺底). From the 
inside, one can see that these pots were 
fashioned according to the traditional 
“beaten pot body” technique, where 
the clay is first formed into flat sheet 
and then a tube. Although the pots 
have been worked using pottery tools, 
there are no obvious tool marks; there 
is a single carved hole in the knob of 
each lid that forms an internal trumpet 
shape, narrow on the outside and wide 
toward the center of the pot. The pots 
are largely made from red zhuni clay, 
with the occasional zini purple clay 
pot among them. This type of gong-
fu teapot is the most classic of Meng 
Chen pots, crafted by a skilled hand; 
at the time, it would have counted as 
a mid- to high-end commercial prod-
uct, mainly sold on the domestic mar-
ket in Fujian and Guangdong as well 
as to overseas Chinese communities in 
Southeast Asia. This also indicates that 
the buyers for these pots all followed 
traditional gongfu tea customs and 
were people of some economic means, 
likely belonging to the middle or upper 
classes of overseas Chinese settlements. 

On the whole, their artistic features 
are basically consistent with the Yixing 
zhuni pots unearthed from Qing Dy-
nasty tombs in southern Fujian over 

the past twenty years or so. For exam-
ple, one of the pots is stamped with a 
borderless seal that reads “Moonlight 
shines among the pines; Made by 
Meng Chen” in indented seal script; 
another pot with this same seal was 
discovered at a tomb site in southern 
Fujian in the late 1980s (Figure 38)—
it appears that the identical seals on 
these two pots were made with the very 
same stamp.

Overall, the maker’s marks on this 
batch of Yixing gongfu teapots have 
the following characteristics: 

Most of the inscriptions on the 
bases of the pots were carved using a 
bamboo knife, and a few were done us-
ing a metal knife; they consist of lines 
of poetry that represented the maker 
or brand. All were engraved using the 
single-blade technique, in semi-cursive 
Xingkai script. Only a few of them, 
such as “Moonlight shines among the 
pines,” are signed using a seal-script 
stamp. 

All of the maker’s marks are located 
on the base of the pot, with the sole 
exception of the Si Ting pot, which has 
it engraved below the handle.

The vast majority of the pots are 
signed with the name “Meng Chen  
(孟臣)”; the few Si Ting-style pots 
and pomelo-style pots are respectively 

38. Left: Seal reading “Moonlight shines among the 
pines; Made by Meng Chen” on a pot found on the 
Tek Sing. Right: The same stamp on a Meng Chen 
pot unearthed in Fujian, from the Zhangpu Muse-
um collection. 

39. Inscriptions on the bottoms of vari-
ous gongfu teapots found aboard the Tek 
Sing.
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signed with the traditional inscriptions 
of “Si Ting (思亭)” and “pomelo (文
旦),” as seen in Figure 39. The Meng 
Chen seal appears much more fre-
quently than any other, which is also 
consistent with what we see across the 
historical pots in this category that 
have been handed down to today. 

The characteristics described above 
are commonly found across all zhuni 
gongfu teapots from the mid-Qing 
Dynasty. It’s particularly worth men-
tioning that since the style of gongfu 
teapots is centered around simplicity 
and functionality, they do not feature 
any engravings on the body of the pot; 
however, it was still traditional to in-
scribe lines of poetry on the bottoms 
of the pots. If we take the pots found 
on the Tek Sing as an example, most 
of the verses on the bottoms are sev-
en-character lines taken from Tang 
Dynasty poems. Once in a while, the 
original poems have been adapted, and 
they often make reference to tea or 
water: for example, “The flying spring 
descends three thousand feet (飛泉直
下三千尺),” which is an analogy for a 
pouring technique used in gongfu tea 
brewing; “The autumn waters share 
the color of the vast sky (秋水共長
天一色),” which refers to the motion 

termed “Lord Guan patrolling the city 
walls” (placing the cups close together 
and pouring the tea into them all with 
a circular motion); or “Big and small 
drops scatter the jade tray (大珠小
珠落玉盤),” which was originally an 
analogy for raindrops falling on lotus 
leaves and refers to the gongfu tea mo-
tion known as “Han Xin mustering 
the troops” (pouring the last, stron-
gest drops of tea into each cup one at 
a time). The rest of the verses employ 
more direct visual imagery, for exam-
ple, “A maiden’s cheeks glowed, rosy as 
peach blossoms (人面桃花相映紅),” 
which describes the red teapot and the 
rich tea liquor, or images such as “An 
icy mountain rises amid the clouds  
(寒山一片白雲中),” “From deep in 
the clouds, houses appear (白雲深處
有人家)” or “A white cloud drifts lan-
guidly into the distance (白雲一片去
悠悠)”—these metaphors describe the 
scene of a tea table with fragrant tea 
steam spiraling gently upwards.

3. Commercial Zini Teapots
These are a type of purple-sand 

clay pot; it is unknown how many 
were on board. They vary in terms of 
the quality of craftsmanship and are 
mostly made from purple clay (zini, 

紫泥). The finer examples, such as the 
Round Drum-Bellied Pot, are signed 
on the bottom with a square stamp 
bearing the words “Made by Chen 
Lanxi in Yangxian (陽羨陳蘭溪制)” 
in raised seal script (Figure 40)—the 
Zhuanshu seal script handwriting is 
quite impressive. There are no known 
historical records of the dates of Chen 
Lanxi’s birth and death. This pot is 
quite finely crafted; the inner surface 
of the pot has been scraped smooth 
with a knife, and the whole pot dis-
plays pleasantly flowing lines, with a 
particularly elegant curve to the spout. 
Aside from these, there was another 
group of pots with an identical round 
“drum-bellied” shape, but less fine-
ly made than the others were (Figure 
41); a few of these had holes in the 
body of the pot or joints in the lids, 
and none of their buttons were dec-
orated at all. Some of them even had 
crooked spouts or handles—these pots 
were very clearly produced by mid- to 
low-end workshops that specialized in 
“cheap and dependable staple goods,” 
providing teapots for everyday use by 
working-class people. Some of the 
pots are signed on the bottom with a 
square stamp reading “Made in Jingxi 
(荊溪所制)” in raised seal script—
Jingxi was an old name for Yixing.  
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40. Yixing Kiln Chen Lanxi Round Drum-Bellied Pot, found aboard the Tek Sing.
 
41. Yixing Kiln “Made in Jingxi” Round Pot, found aboard the Tek Sing. 

42. Seals on the bottoms of Zini pots found aboard the Tek Sing. The left one reads 
“Made in Jingxi”; the right reads “Peace and happiness can be found only here.”

43. Yixing Kiln Pear-Shaped Pot, found aboard the Desaru. 

44. Yixing Kiln Straight-Spouted Flat-Bellied Pot, found aboard the Desaru. All from 
the collection of the Taipei Chengyang Arts and Culture Foundation. We have had the 
fortune to use some of these pots for making tea over the years, as many wound up 
being auctioned to tea lovers. Unfortunately, they do not make nice tea. The liquor is 
rough and you cannot shake the feeling of salt, even though this may be psychological. 
They are wonderful collector’s items, though, as the date is very certain and they can 
therefore act as useful references for comparing other pots from the same era to deter-
mine provenance.
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Commercial pots that were exported 
to Japan also often bore the seal “Yix-
ing” (宜興); all of this goes to show 
that Yixing Zisha teapots, whether 
high-end or low-end, were still a brand 
that was worthy of being flaunted in 
the marketplace. In addition to these, 
there is another pot that has the phrase 
“Peace and happiness can be found 
only here” engraved on the bottom in 
regular calligraphic script, with no bor-
der (Figure 42). Of course, these com-
mercial purple-clay teapots would also 
be used by Chinese people; however, 
the difference between these crude and 
simple pots and the refined, elegant 
gongfu teapots of their distant home-
land was like night and day. Yet for the 
homesick laborers in Southeast Asia, 
perhaps all they could do was turn to 
the words on the bottom of the pot to 
express their feelings: “Peace and hap-
piness can be found only here.”

The Yixing Teapots 
 Aboard the Desaru

The Desaru was a wooden trading 
ship that sailed between China and 
Southeast Asia during the 1840s, car-
rying pottery and porcelain merchan-
dise. In May 2001, in southeastern 

Johor in Peninsular Malaysia, some 
fishermen were out at sea around two 
nautical miles from the coastal resort 
village of Desaru when they inadver-
tently discovered the remains of this 
ship. Not long afterwards, a Swedish 
maritime archaeologist by the name 
of Sten Sjostrand was given permis-
sion by the Malaysian government to 
dredge the wreck, which was located 
at a depth of twenty meters below sea 
level.

Among the relics dredged up from 
the ship were a dozen or more copper 
coins with the inscriptions “Qianlong 
tongbao (乾隆通寶)” and “Daoguang 
tongbao (道光通寶),” indicating their 
respective Qing Dynasty eras (1711–
1799 and 1821–1850). However, the 
team also discovered a large cannon 
engraved with the year 1840. From 
this, researchers have inferred that 
the ship probably sank some time in 
the early 1840s. Also among the car-
go were some ceramic items including 
jars, chamber pots and the like, from 
places such as Dehua, Jingdezhen and 
Yixing. In order to save space, many of 
the pottery jars were identical in shape 
but came in three or four different siz-
es, so that they could be transported 
nested inside each other from large 
to small. This shipping technique was 

also observed on the Tek Sing and the 
Jiangjun No. 1 wreck located near Tai-
wan’s Penghu islands. Aside from these, 
around 2,300 reasonably intact Yixing 
teapots and more Zisha clay fragments 
were dredged from the wreck. 

Although some of the Zisha pur-
ple-sand clay teapots discovered on 
the Desaru were red and others were 
more brown in tone, they all belong to 
the broad category of zini purple clay, 
different from the zhuni red clay piec-
es that made up the bulk of the Tek 
Sing’s cargo. Although these pots were 
the most numerous on the Desaru 
out of all three ships, they also came 
in the smallest variety of shapes, with 
the vast majority being pear-shaped 
pots in four different sizes between 
six and eleven centimeters in height 
(Figure 43, Chengyang collection) and 
straight-spouted flat-bellied pots (Fig-
ure 44). There was also a lone chrysan-
themum-petal pot with its lid missing. 
Overall, the quality of the Zisha pots 
aboard the Desaru was somewhere in 
between that of the two groups of pots 
found on the Tek Sing; they were clear-
ly goods intended for everyday use. 
Although the level of craftsmanship 
of the Desaru pots was not particu-
larly high and they were all mid-range 
goods, there was something interest-
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ing about them: they were made us-
ing the Qingshui clay (清水泥) and 
“red-brown” Hongzong clay (紅棕泥) 
commonly used for Zisha pots in the 
Jiangnan region south of the Yangtze 
river, yet they were still made in the 
classic pear-style and straight-spouted 
flat-belly gongfu teapot shapes, with a 
relatively large capacity. 

The Zisha pots found on the Desa-
ru bear around forty different maker’s 
marks (Figure 45, Chengyang collec-
tion). Aside from a few that have the 
traditional Meng Chen mark, there 
are also the following: “Made by You 
Yumi (有餘秘制)”; “Made by You 
Lanjian (友蘭監製)”; “Zhouchun 
Huitang (周春輝堂)”; “You Yi (友
義)”; “Wen Yuan (文元)”; “Tang Po 
(湯婆)”; “Made by Shao Yuanqi (邵
元麒制)”; “Made by Yi Yijian (宜邑
蔣制)”; “chashu xiangwen (茶熟香
溫),” meaning “The gentle fragrance 
of mature tea”; “shou (壽),” meaning 
“Longevity”; and “buke sheng duiji xin  
(不可生妒忌心),” meaning “One 
must not have a jealous heart.” There 
are also several maker’s marks in the 
form of decorative auspicious patterns 
or pictures—this was a common style 
in the Jiangnan region. In summary, we 
can surmise that this group of pots are a 
synthesis of Jiangnan-style purple-sand 

clay teapots and gongfu teapots from 
Fujian and Guangdong: they combine 
elements of teapot styles from both re-
gions. The cultural significance of this 
is that when required by the practical 
limitations of the environment, tea 
practices may have become simplified 
in form, but the deep-rooted custom 
of tea-drinking was never abandoned.

If we compare the wares aboard 
the two ships, the buyers from the Tek 
Sing most likely only purchased their 
goods from one or two pottery work-
shops, so the pots are fairly consistent. 
By comparison, although the Zisha 
pots aboard the Desaru came in fewer 
shapes, by looking at the maker’s marks 
on the bottoms we can see that the 
pots were low-priced everyday wares 
produced by several dozen different 
workshops. This unusual phenomenon 
was possibly the result of an urgent de-
parture, which would have meant that 
merchants were rushing to fill the ship 
with cargo—because ceramic goods 
made the best ballast cargo, they had 
to be purchased first and loaded evenly 
across the bottom of the hold before 
other types of goods could be stacked 
on top. This theory could also explain 
why some of the teapots were uneven-
ly fired and some were even defective 
goods that had split during firing.

Due to the restrictions imposed 
by the Qing Dynasty court, coupled 
with heavy trade taxes and corruption 
among officials, as well as the influence 
of Western seafaring powers, trade was 
declining by the day at Fujian’s ma-
jor port of Xiamen (then known as 
“Amoy”), and very few trading ships 
remained active. By 1807, the 12th 
year of the Jiaqing era, the number 
of merchant ships heading from Xia-
men to Thailand was only one third 
of what it was during the peak trading 
era. By the first year of the Daoguang 
era (1821), the year the Tek Sing sank, 
there were only a mere dozen or so le-
gal trading ships still making the jour-
ney from Xiamen to Southeast Asia—a 
far cry from the flourishing trade of 
the Qianlong era. According to his-
torical records from the Dutch East 
India Company at their shipping dis-
tribution center in Batavia, during the 
1820s only seven or so Chinese trad-
ing ships arrived in Batavia each year. 
In 1815, P. T. Couperus, an assistant 
import-export tax collector at Batavia 
city, wrote that “the trade of the Chi-
nese to Batavia is very much declined. 
Every year a few junks still arrive with 
porcelain, tea, silks, paper and lacquer 
from Canton and Amoy, but their 
number decreases with the years.”  
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45. Some of the maker’s marks seen on the Zisha pots found aboard the Desaru. From the collection of the Taipei Chengyang Arts 
and Culture Foundation.

46. The way the Zisha pots were packed when dredged from the Desaru and one of the large Yixing jars the teapots were packed in.
There is a possibility that this has to do with a rush in departure; it could also represent a regular practice in which no empty space 
was wasted and so any jars would be filled with things to protect them and conserve space. The loading of ships is a fascinating topic 
that we can only imagine.

47. Yixing Juntao Floral Appliqué Dragon Jar, found aboard the Desaru.
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In summary, the impact of these unfa-
vorable circumstances on trade activi-
ties was truly reflected in the quality of 
the cargo. 

Also worth mentioning here is that 
the teapots found aboard the Desaru 
were stored in several dozen Yixing clay 
jars of varying sizes; the space between 
the teapots was packed with rice husks 
and other similar grains to cushion the 
pots (Figure 46). The production of ev-
eryday Yixing pottery goods had flour-
ished since ancient times; there were 
more than 3,000 different variations 
of jars, urns, pots, cooking pots and 
so forth, which were staple products 
manufactured in large numbers. It’s 
not really surprising that the crew of 
the Desaru would use Yixing pottery 
urns to pack Yixing teapots, though 
this packing method was not observed 
aboard the Tek Sing. Among the many 
different pottery jars of varying sizes, 
there was a batch of large Yixing pot-
tery jars decorated in the “floral appli-
qué” style (Figure 47). This decorative 
technique is called “dui hua (堆花),” 

which literally means “piling on flow-
ers” and is also known as “tie hua (貼
花),” “sticking on flowers.” It involves 
using colored clay as “ink” to create 
decorative patterns, sticking them di-
rectly on the surface of the unfired jar 
using one’s thumbs. This batch of large 
floral appliqué jars features auspicious 
motifs such as a lion playing with a 
ball, bats, the classic trio of pine trees, 
bamboo and plum blossom. These are 
examples of fairly high-end Yixing jars, 
displaying traditional decoration tech-
niques.

Commercial Yixing Pots 
 Imported into Thailand

Thailand, which was then known 
as Siam, was home to large settlements 
of Chinese migrants. According to 19th 
century British diplomat John Craw-
furd, who served in Siam, “a single 
junk [Chinese sailing ship] has been 
known to bring 1,200 passengers to 

Bangkok.” According to Crawfurd’s 
estimates, at least 7,000 Chinese peo-
ple arrived in Bangkok every year, so 
by 1821 there were more than 700,000 
Chinese immigrants living in Siam. In 
Crawfurd’s History of the India Archi-
pelago, published in 1820, he writes 
that Siam’s main foreign trade con-
sisted of goods imported from China. 
The trading ships came from various 
Chinese ports, with the majority from 
Guangzhou, Jiangmen and Zhanglin, 
as well as from Xiamen in Fujian. The 
trading boats often carried a variety of 
goods, with their staple merchandise 
being coarse pottery and porcelain 
wares. Siam’s foreign trade was mo-
nopolized by the Siamese royal family, 
but Siam–China trade operations were 
contracted out to Chinese merchants. 
Not only were the trading ships owned 
by the Siamese royal family mostly 
built by Chinese immigrants, but the 
Siamese people “were not familiar 
with how to operate them, therefore 
the crew hired to sail them mostly 
came from Fujian and Chaozhou.”  
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48. Yixing Kiln Thailand Export Gold-Inlaid Round Pot, Hong Kong Flagstaff House 
Museum of Tea Ware collection.

49. Yixing Kiln Fuji “Lucky Sign” Thailand Export Gold-Inlaid Round Pot. From the 
collection of the Taipei Chengyang Arts and Culture Foundation.

50. Yixing Kiln Yongzheng Gong Ju Zhuni Pot from the State-Owned Collections De-
partment, the Netherlands.

51. Yixing Kiln Shunzhi Gongju Zhuni Pot. Groninger Museum collection, Groningen.
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King Taksin of Siam, who was half 
Chinese himself, was particularly am-
icable toward the local Chinese, which 
attracted even more Chinese immi-
grants to Siam. By the 1780s, Chinese 
people had become the most powerful 
economic force of the Taksin Dynasty 
(1767–1782). Around 1821, the first 
year of the Daoguang era, 136 sail-
boats had been built in Siam with local 
Chinese investment; 82 of them oper-
ated trading voyages between Siam and 
China, and all were crewed by sailors 
of Chinese origin. 

Commercial Yixing teapots arrived 
in Siam very early on, with most of the 
small pots being made to order for the 
local Chinese population to brew their 
gongfu tea. The distinguishing feature 
that these pots had in common was 
that they would often be re-decorated 
to suit the tastes of the royal family. 
The most common technique was to 
evenly sand the surface of a Zisha pot 
after firing to remove the rough out-
er surface of the sandy clay; when it 
reached a certain level of smoothness, 

it was polished again using a cloth 
wheel with the aid of a sticky polish 
until it was so smooth and shiny you 
could see your reflection in its sur-
face. Purple-sand clay pots polished 
in this manner had a glassy luster to 
their surfaces. After this, they would be 
embellished by Siamese artisans; some 
pots would be decorated with metals 
such as copper, gold or silver along the 
mouth of the pot, edge of the lid or 
on the lid knob. This technique could 
prevent damage to those areas of the 
pot as well as create a unique aesthet-
ic effect. Pots in the flexible-jointed 
hoop-handled style (軟耳提梁壶, lit. 
“soft-eared”) would have a decorative 
copper handle added. The decorative 
style of this metal plating was simple 
and practical, quite different from the 
elaborate metal inlays favored by the 
Europeans; however, each has its own 
unique appeal.

Most of the teapots imported into 
Thailand via maritime trade were 
based on traditional gongfu teapot 
shapes, sometimes with minor alter-

ations. Most of them were made from 
relatively fine red zhuni clay, perhaps 
for ease of polishing later down the 
line, although a few were made from 
the yellow-gray duanni (段泥) or pur-
ple zini. They are very finely crafted, 
with thin sides and a tall, thin edge on 
the lid, which is a particularly distinc-
tive feature. Below, we will explore a 
few examples:

1. Gold-Inlaid Round Pot Commis-
sioned by King Rama V

In 1907, King Rama V, also known 
as King Chulalongkorn (1852–1910) 
entrusted some Chinese intermedi-
aries with the task of commissioning 
him a batch of teapots directly from 
China, intending to bestow them on 
senior Thai monks as gifts. These pots 
were mostly made of fine red zhuni 
clay, with a smooth, glossy surface 
texture and inlaid gold decorations 
on the bodies of the pots. The royal 
family treasured these pots so much 
that today they remain in the Im-
perial Palace Museum of Rama V.  

38

52

53

52. Various Gong Ju (“Bureau of Imperial 
Tributes”) seals. The left-hand one is from 
a pot found aboard the Desaru, the mid-
dle and right-hand ones are from Gong Ju 
pots exported to Japan. 

53. Yixing Kiln Jiang Zhenxiang Gaoy-
ang Gong Ju Zhuni Pot. All the pots on 
these two pages are from the collection of 
the Taipei Chengyang Arts and Culture 
Foundation. These types of polished tea-
pots are very beautiful, but they often do 
not make the best tea. One of the import-
ant qualities that distinguished Yixing Zi-
sha, and endeared this clay to the hearts 
of tea lovers, is its “double-porous” struc-
ture. Since it is not thrown on a wheel, 
the clay maintains a sandy composition 
even after firing. This causes the pots to 
“breathe,” which influences the way they 
maintain heat and has many other effects 
on the tea liquor. It also allows the pots 
to absorb tea oils and “season” over time. 
The inside of these pots are not polished, 
so they can still absorb oils, but these only 
“clog” the pots even more. This aerating 
effect is severely limited when the outside 
of the pot is sanded and burnished so 
heavily. Still, they are gorgeous and you 
could do a lot worse than a Qing pot like 
this, polished or not.
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One example of these pots resides in 
the Hong Kong Flagstaff House Muse-
um of Tea Ware collection; it is called 
the “Thailand Export Gold-Inlaid 
Round Pot” (Figure 48) and features 
a very long edge on the lid, on which 
is stamped the number 125 in Thai in 
indented lettering without a border. 
On the underside of the lid is an oval-
shaped stamp that reads “Thailand” 
in Thai script with raised lettering. In 
addition, the Chengyang collection 
has a small pot in the “horizontal pot” 
shape with the same stamps (Figure 
49), which also features a small round 
stamp beneath the handle reading “fu 
ji (福記)” or “lucky sign.” Fu Ji was a 
famous workshop that specialized in 
producing zhuni “floating” pots (shui 
ping hu, 水平壺) in the early 20th cen-
tury; the studio was operated by three 
artisans, a team of father and sons 
named Chen Shoufu (1853–1926), 
Chen Jinmao and Chen Jintu. Aside 
from the originators of the brand, two 
others, Tie Huaxuan and Wu Desheng, 
took this famous pottery brand name 
from the early Republic era and pro-
duced commercial pots for export to 
Thailand under the same name.  

2. Gong Ju Pot
The Hague Municipal Museum 

(Gemeentemuseum) in the Nether-
lands once exhibited a Yongzheng 
Gong Ju Brand Zhuni Pot (Figure 
50) borrowed from the State-Owned 
Collections Department; from the 
inscription on the pot, it is estimated 
to date to somewhere between 1725 
and 1735, during the Qing Yongzheng 
era (1723–1735). The exhibition cat-
alogue stated that the Groninger Mu-
seum collection in Groningen also 
housed two Yixing teapots with the 
same type of seal, reading “tianqi gong 
ju (天啟貢局)” and “shunzhi gong ju 
(順治貢局),” as per Figure 51. The 
name gong ju means something like 
“Bureau of Imperial Tributes,” yet 
during the Ming and Qing dynasties 
Yixing had no such office, nor any of-
ficial position such as the post of “Pot-
tery Supervisor” that existed as early as 
the Zhou Dynasty (~1046–256 BCE) 
to oversee pottery-related affairs. More 
importantly, the handwriting on the 
bottom of these three pots is identi-
cal, so scholars have inferred that these 
inscriptions referring to the “Tianqi 
Bureau of Imperial Tributes” and the 

“Shunzhi Bureau of Imperial Trib-
utes” were simply names employed to 
lend the pots an antique feel. On the 
other hand, the Thai royal family had 
always had a fondness for Yixing Zi-
sha teapots, and the Gong Ju seal was 
often seen on Yixing pots exported to 
Thailand, in which case, might the 
receiver of the tributes from this so-
called “Bureau of Imperial Tributes” 
in fact be the Thai royal family? This 
remains unknown. So far, archaeolo-
gists have found the Gong Ju seal on 
some of the pear-shaped pots discov-
ered aboard the Desaru, which sank in 
1840, but judging from the condition 
of the cargo and the relatively crude 
craftsmanship, it’s clear that the Gong 
Ju seal here was being used in much 
the same way as the “Tang Po” and 
“Meng Chen” seals seen on other pots 
aboard the same ship—it was simply 
a general catch-cry commonly used in 
commercial marketing. In addition to 
these, the Gong Ju name also appears 
on a few of the surviving commercial 
Yixing pots that entered Japan in the 
late 19th century (Figure 52). The Yutai 
(裕泰) workshop established by Jiang 
Zhenxiang during the Qing Guangxu 
era also produced some Gong Ju 
branded purple-sand clay pots, such 
as the Jiang Zhenxiang Gaoyang Gong 
Ju Zhuni Pot (Figure 53), which also 
features similar metal inlay around the 
edges.

It’s important to note here that 
according to research on the cultur-
al history of Yixing, in the early 20th 
century, an Yixing local by the name 
of Zhao Songting rebuilt a dragon kiln 
and named it the Fuxing Kiln (復興
窯, meaning “Renaissance Kiln”)—
this establishment specialized in pro-
ducing zhuni red clay “Gong Pots  
(貢壺)” in the horizontal pot (shui 
ping, 水平) style. These pots were also 
signed “Gong Ju,” “Shunzhi Gong Ju,” 
“Yongzheng Gong Ju” and “Qianlong 
Gong Ju” (after the various Qing Dy-
nasty eras); the surface of the pots is 
variously polished, left unchanged or 
decorated with gold plating in places 
such as the edge of the teapot mouth, 
the edge of the lid or the foot. This 
was  confounding for scholars of lat-
er generations as there are many pots 
decorated with gold and silver in this 
manner (some are still decorated in 
this way today). They are quite com-
mon throughout Taiwan. 
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D uring the late Ming and early 
Qing, there was a senior 
Chinese Buddhist monk 

named Yinyuan Longqi (1592–1673), 
or in Japanese, Ingen Ryūki, who had 
a significant impact on Japanese Bud-
dhism. With his profound scholarly 
wisdom and mastery of poetry and cal-
ligraphy, he started a trend among the 
intellectual classes of Japanese society; 
he also introduced Chinese tea-drink-
ing methods to Japan, which caught 
on among Japanese society and had 
a significant impact on the develop-
ment of Japanese sencha tea practices. 
When Ingen arrived in Japan in 1654, 
he brought with him two Zisha pur-
ple-sand clay teapots; one was a Shi 
Da Bin square pot, while the other 
carried no maker’s mark. They both 
had a capacity of around 800 millili-
ters, so they were not the small gongfu 
teapots typical of southern Fujian in 
the Qing Dynasty. Also, the bottoms 
of both pots showed signs of hav-
ing been heated over a charcoal fire, 
which means that Ingen employed 
the boiled tea method (jian cha fa, 煎
茶法) favored by the Ming Dynasty 
literati of the Jiangnan region. Follow-
ing from this, the Japanese sencha tea 
method gradually took shape (sencha 
comes from the Chinese “jian cha, 煎
茶,” meaning “boiled tea”), aided by 
the advocacy of several Japanese lite-
rati including Ōeda Ryūhō, Ueda Aki-
nari and the famous Ko Yugai (1675–
1763), better known by his nickname 
“Baisaō,” meaning “Old Tea Seller.” 
He was a Japanese monk who sold 
tea around Kyoto and is now known 
as the founder of the Japanese sencha 
tradition. In the beginning, the pop-
ularization of the sencha tea method 
was driven mainly by Japanese lite-
rati, who had been heavily influenced 
by Chinese culture. This established a 
distinguished aura around the sencha 
tea trend; every movement was infused 
with a scholarly air, showing off the 
participants’ classical Chinese educa-
tion and cultured tastes. 

The pioneers of the sencha tea cer-
emony, or “senchadō (煎茶道),” were 

dissatisfied with Japan’s long-estab-
lished matcha tea ceremony (抹茶道) 
or chadō that was the norm at that time, 
with its formality and aristocratic con-
notations. Meiji-era sencha tea scholar 
Chō Sanshū wrote, “In olden times, 
the generals of Higashiyama were en-
amored of the tea ceremony, and every-
one adopted this practice... Countless 
households used the whisked tea meth-
od; the Taikō (retired regent) won over 
the valiant warriors and generals with 
it, and everyone in the land was under 
its spell. As a result, a single tea bowl 
became extremely expensive; this has 
continued until today, and the custom 
has still not died out—it almost seems 
that some people would overthrow 
the whole country to get their hands 
on a single bowl.” Hence, like-mind-
ed scholars and literary types would 
gather in their studies for informal tea 
sessions, admiring the teaware, paint-
ings and calligraphy, and composing 
poems; freely exploring the delights of 
literary pursuits and cultured objects 
just like their Chinese counterparts. 
These sessions were termed “tea ban-
quets (茗燕).” Hence, the literati who 
embraced sencha used a large amount 
of imported Chinese teaware for their 
tea sessions, which resulted in a great 
proliferation of teaware.

During Japan’s Bunka and Bunsei 
eras (1804–1830), a large volume of 
Chinese merchandise flooded into Ja-
pan via Nagasaki, and Chinese-style 
teaware, the so-called “Chinese objets 
d’art (tang wu, 唐物),” took on a lead-
ing role in sencha tea ceremonies—
these included Zisha teapots. Gongfu 
tea practices and the associated gongfu 
teapots, exported by merchants from 
Xiamen, were particularly well received 
and were quickly integrated into the 
Japanese sencha brewing method. The 
rest of the traditional “Four Treasures 
of Gongfu Tea,” namely the Chaoshan 
stove, yu shu wei sidehandle kettle and 
Ruo Shen cups, were also readily ab-
sorbed into Japanese sencha practices 
during this period, which soon inspired 
the production of local imitations. The 
Meiji era (1868–1912) saw the emer-

gence of large sencha tea parties, which 
featured several dozen tea tables all 
operating at once while also exhibiting 
paintings, calligraphy, ancient copper 
wares, porcelain, pottery and bonsai 
trees. The quantity and quality of the 
tea implements were constantly on 
the rise, as was tea enthusiasts’ appre-
ciation for them. However, this trend 
fostered a lively interest in antiques 
and speculative collecting, straying 
quite far from the original intent and 
spirit of sencha—so much so that these 
sencha “tea parties” essentially became 
giant exhibitions and auctions for art 
and antiques, giving rise to concerns 
that were expressed with the advent of 
the term “tea theater” or “tea for the 
sake of props (daoju cha, 道具茶).”

Japanese sencha enthusiasts val-
ued Yixing teapots above all others. 
Famous collector Oku Randen wrote 
the following in his Pictorial Record of 
Famous Teapots, published in 1874, the 
11th year of the Meiji era: “Sand-clay 
teapots are not the only type that can 
be used for pouring tea; in olden times, 
people used pots of gold, silver, tin and 
porcelain, and today some people also 
use jade; however, none of these are as 
good as sand-clay pots.” His reasoning 
for this was roughly the same as that of 
Chinese Chajin; his fondness for and 
understanding of Yixing pots were no 
shallower than those of his Chinese 
peers. The arguments raised in his 
book are especially thought-provoking 
to a modern reader; for example, when 
mentioning the tendency of the tea 
enthusiasts of the time to exclusively 
prefer small teapots, he says that “Tea-
pots are, after all, an object to be en-
joyed; what makes any piece appealing 
is the feeling of delight it brings, not 
some objective rational factor. There-
fore, by purely rational principles, a 
small, straight pot is suited for the job, 
but judging by the feeling of delight 
it brings, a large, crooked pot may be 
equally good. Those who only have an 
eye for the rational and ignore the in-
tangible will select a small straight pot 
and never a large crooked one, while 
those who understand both aspects 
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will choose a good pot, regardless of 
whether it is small or large, straight or 
crooked. Therefore, it is much better to 
understand both the rational and the 
intangible than to be a stickler only 
for the rational. This is a phrase which 
teapot enthusiasts should hang above 
their doors.” 

Yixing Pots Imported
 into Japan

The Yixing pots that entered Japan 
via trading activities fell into five main 
categories. Below is a broad overview 
of each type.

1. Famous and Antique Pots
During the time when sencha was 

popular, among the Chinese arts and 
artifacts imported by foreign trade 
merchants were some quite high-qual-
ity Zisha teapots that were supplied 
to tea enthusiasts and art collectors. 
From the Pictorial Record of Famous 
Teapots, we learn that aside from Oku 
Randen himself, there were many oth-

er Japanese teapot enthusiasts in the 
early Meiji era, including Kawada Ōkō 
and others. Similarly to the Chinese 
gongfu tea tradition of Fujian and 
Guangzhou, these Japanese aficiona-
dos also sought antique pots and pots 
from famous brands. In his preface to 
the Pictorial Record of Famous Teapots, 
Kawada Ōkō writes that “in recent 
times, the sencha tea method has been 
in vogue, and people have been falling 
over each other to buy antique teaware 
with an elegant, refined appearance. 
They have also abandoned the use of 
silver and tin teapots; now they will 
only use those made from sandy clay. 
A single Ming Dynasty teapot costs as 
much as the entire assets of a lower- or 
middle-class family; the names of the 
kilns that produced them are revered, 
yet very often the true provenance of a 
pot is concealed by crafty merchants.” 
Chō Sanshū also wrote that “recently 
there was a type of red ‘Nine Suns/
Wheels’ pot that was supposedly pro-
duced in the Ming Dynasty. In the 
beginning, two or three busybodies 
were going around talking about this, 
until everybody was barking about it 

and it was selling for several hundred 
gold coins...” So, we can see that al-
though they eagerly sought out old 
Yixing pots, they were also unhappy 
about the high prices of the pots and 
the unscrupulous behavior of certain 
merchants. Moreover, the traveling 
merchants who came to Nagasaki also 
had fake goods, such as in this passage 
by Oku Randen: “Recently, my guest 
Guan Qing presented me with gifts of 
teapots by Meng Chen, Liu Pei, Ziye 
and Mansheng. Many of them are real-
ly very fine; by and large they look like 
the real thing but are not, much like 
the difference between jade and yanshi 
[a stone that looks similar to jade]. It 
is quite difficult to tell the real thing 
from the imitation, and not just with 
teapots.” He goes on to make special 
mention of his own experience: “I gave 
my friend Guan a large Zisha pot from 
the collection of Dimu Xi’an, which I 
believed to be genuine. It had a stamp 
on the bottom reading ‘Made by Xu 
Bohou (許伯侯制)’ and nine charac-
ters engraved on the belly in cursive 
script that read ‘A cool, gentle breeze 
brings clouds of jade; Yong Qing.’  
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54. Japanese export Yixingware Yonglong 
Zhuni Sidehandle Tea Kettle. The flower 
shape on the inside of the lid of this kettle 
is extremely unique. You can also notice 
the difference between this sidehandle 
and modern kyusu. In particular, the 
handle is angled upwards, which alerts 
us that this is indeed a kettle and not a 
teapot. However, the sunken well for the 
lid does resemble a lot of modern kyusu 
made these days.

55. Japanese export Yixingware Danran 
Zhai “Tranquil Study” Zhuni Sidehandle 
Tea Kettle. Notice how the spout is angled 
like a medicine pot used for boiling herbs. 
This would, of course, influence the way 
the kettle was held and used. If you are 
interested in understanding the histo-
ry and development of sidehandle pots 
through time, we recommend checking 
out the October 2017 issue, which goes 
into the development of sidehandle de-
sign in some depth. 
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Later, after Guan passed away, I saw 
the pot again at the old study of Mat-
sui, and only then did I realize it was 
not genuine. The lid was originally 
real, and my eye was not sophisticat-
ed enough to tell the difference.” Of 
the 32 teapots that feature in the line 
drawings in Pictorial Record of Famous 
Teapots, a number are now in the col-
lection of the Seikadō Bunko Art Mu-
seum in Japan. Among the pots in the 
catalogue, we can see quite a few fine 
Zisha pots, such as the Chen Hezhi 
Zini Sand-Clay Long-Handled Ket-
tle, the Jinhou Pear-Skin Clay Water 
Chestnut Flower Long-Handled Tea 
Kettle, the Guo Rui Pear-Skin Clay 
Cloud-Pattern Long-Handled Tea Ket-
tle and the Man Sheng Pengnian Pine 
Blossom Long-Handled Tea Kettle, as 
well as several early-Qing Xu Longwen 
Zisha pots. All of these have proved an 
important reference for the study of 
Qing Dynasty Yixing Zisha teapots.  

It’s worth mentioning that the Zi-
sha pots noted above are all of the sort 
used in the tea-brewing style of the 
Jiangnan region during the Qing Dy-
nasty, rather than the gongfu teapots 
used in the Fujian and Guangdong 
area, so they are medium-sized pots. 
However, at that time Japanese tea 
collectors had already begun pursuing 
small pots. Oku Randen writes: “In 
the past, tea drinkers in Japan consid-
ered large pots the most praiseworthy; 
even though there were some good 

small pots around, they wouldn’t look 
twice at them. These days, it’s the com-
plete opposite; they look upon large 
pots as a lowly slave and small pots as 
a beloved wife. These preferences have 
changed over time.” He explains the 
reason for this as follows: “Tu Long 
said in Desultory Remarks on Furnishing 
the Abode of the Retired Scholar that ‘the 
pot must always be small, for ease of 
heating the water’; Feng Kebin said in 
Notes on Jie Tea that ‘small teapots are 
the most valuable’; the Yangxian Teapot 
Series tells us that ‘small pots are more 
suitable than large ones.’ So, this is the 
reason that the tea drinkers of today 
prefer small pots.”

2. Zhuni Gongfu Teapots
The way of Japanese sencha was in-

fluenced by Chinese gongfu tea, and 
sencha drinkers were eager in their 
pursuit of small Yixing zhuni (vermil-
ion-red clay) pots. However, Japanese 
people were accustomed to categoriz-
ing teapots as “fine teapots” or “coarse 
teapots” according to the quality of 
the workmanship and clay. Qing Dy-
nasty Yixing zhuni pots, such as the 
ones found aboard the Tek Sing, fell 
into the “fine teapot” category, so mer-
chants often simply purchased them 
on the Chinese market and then sold 
them—they were usually not made 
to order especially for the Japanese 
market. However, there was a small 

school of sencha enthusiasts who or-
dered custom pots to suit their specific 
requirements. Some examples are the 
Yonglong Zhuni Sidehandle Tea Ket-
tle (Figure 54) and the Danran Zhai 
(“Tranquil Study”) Zhuni Sidehandle 
Tea Kettle (Figure 55). The angles of 
the handle and spout differ between 
these two pots, which was to cater to 
the subtle differences in hand move-
ments between the different sencha 
schools when pouring the tea. This 
sort of sidehandle zhuni pot is very rare 
in the domestic Chinese market. One 
further example is the Meng Chen 
Zhuni Sidehandle Tea Kettle, signed 
on the bottom with a flower-patterned 
stamp which has also been found 
among the pear-shaped pots found on 
the wreck of the Desaru (Figure 56). 
From this, we can estimate that the era 
in which these red clay sidehandle pots 
were commissioned from Yixing for 
export to Japan was probably no later 
than the early 1840s. In addition, due 
to the great variety of different sencha 
tea implements, certain of these Chi-
nese imports were appropriated for 
other uses; for example, the Zhuni 
Eggplant-Style Water Jug (Figure 57), 
which was repurposed as a water jug 
(a vessel for fresh water, which could 
be used for topping up hot water or 
washing teaware; a variety of vessels 
made from all sorts of materials were 
often borrowed for this purpose, such 
as drinking vessels, medicine jars or tea 
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pitchers). A similarly shaped pot can 
also be seen in the collection of the 
Tokoname Municipal Ceramic Art Re-
search Institute in Japan.

3. Julunzhu Pots
Among the Yixing pots manufac-

tured specifically for export to Japan 
was a type of pot called a “julunzhu  
(具輪珠 or 巨輪珠),” such as the one 
in Figure 58 (Chengyang collection). 
These pots can be made from zini (pur-
ple clay) or zhuni (vermilion clay). The 
Pictorial Record of Famous Teapots says 
that “In recent times there has arisen a 
curious item. The Japanese are accus-
tomed to calling it a ‘julunzhu’; it is a 
small round pot, similar to a goose-egg 
style pot. They vary in size and quali-
ty, and can be made from red, purple 
or pear-skin [greenish] clay. The small 
and finely made ones are called ‘soli-
tary teapots,’ while the small yet more 
crudely made ones are called ‘vigorous 
youths’” (Figure 59). The book also 
says that “They are made without any 
ornate engravings; the value is instead 
placed on pure elegance and simplic-
ity; the pots called ‘julunzhu’ that are 
currently fashionable fall into this cate-
gory. Recently, certain busybodies have 
been going around praising them as 
treasures in an exaggerated fashion, so 
their prices skyrocketed; now, one real-
ly could call them priceless.” This small 
goose-egg-shaped, straight spouted pot 
was not very good at stopping the flow 

of liquid when pouring, which is why 
it was seldom seen in Chinese gongfu 
tea, where every tiny drip is careful-
ly considered; Japanese tea drinkers, 
though, flocked to buy them. “These 
vessels are humble and sturdy, plain 
yet elegant, with a straight spout that 
pours quickly; they are a suitable size 
and have a natural charm about them. 
This is why they are so popular in this 
day and age. In recent times, enthu-
siasts in the capital have become en-
chanted by these pots, coveting them 
with such thirst that their mouths wa-
ter at the mere sight of one and they 
fall over one another to get their hands 
on it. They will not hesitate to spend a 
hundred, even two hundred gold coins 
on one; they must have it at any cost. 
It is even said that ‘without a julun-
zhu pot, it can barely be called a tea 
session.’” Interestingly, this recalls a 
phrase we’ve heard before from Lian 
Heng: “These three are quite necessary 
for drinking tea; anything less would 
not be worthy of personal pride, let 
alone serving tea to guests.” Modern 
tea lovers also love these pots for their 
simplicity and versatility.

4. Jin Shiheng and “China-style Teapots”
The overseas spread of Yixing pots 

during the Ming and Qing dynas-
ties was centered around exporting 
the products themselves; the crafting 
techniques were never divulged to 

outsiders. Only in Japan was anyone 
else lucky enough to learn the “beat-
en pot body” (da shentong, 打身筒) 
technique, which involved beating the 
clay into a flat sheet and then joining 
it into a cylinder to form the rough 
shape of the pot. A Chinese scholar 
by the name of Jin Shiheng (金士恒) 
from the Qing Tongzhi and Guangxu 
eras played a key role in this process. 
Shiheng was also known by the style 
name “Ziyou (子友)” and came from 
Tongshan County in Xuzhou, Anhui 
Province. At the age of thirteen, he was 
apprenticed to the famous scholar Qu 
Yingshao (alias Ziye). In 1878, due to 
an unmet demand for Zisha teaware in 
Japan, a craftsman by the name of Koie 
Hōju (1821–1901) and his adopted 
son Koji invited Jin Shiheng, who was 
living in Nagoya at the time, to visit 
Tokoname and pass on crafting and 
pottery engraving techniques. Local 
Japanese artisans who received train-
ing included Koie Hōju and Koie Koji, 
as well as Ina Choza, Sugie Jyumon 
and Isomura Hakusai. Jin Shiheng 
(also known as Kin Shiko in Japanese) 
named this kiln the “Golden Island 
Hill Kiln (金岛山窑).” Interestingly, 
because this Yixing pottery crafting 
method didn’t involve a potter’s wheel 
and would produce slapping noises as 
the potter pounded the clay, it became 
known in Japanese by the amusing 
name, “the bang-bang method (パソ
パソ製法).” 
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56. Japanese export Yixingware Meng Chen Zhuni Sidehandle Tea Kettle and its seal; 
to the right is the same seal featured on a Zisha pot from the Desaru.

57. Japanese export Yixingware Zhuni Eggplant-Style Water Jug.

58. Japanese export Yixingware Julunzhu Pot with Heart Sutra Inscription. From the 
collection of the Taipei Chengyang Arts and Culture Foundation.

59. Japanese export Yixingware “Vigorous Youth” Zisha Pot and the style of its crafts-
manship.

60. Yixing Kiln Jin Shiheng Zisha Pot and its box with description on the underside of 
the lid. These simple pots were such treasures to the Japanese Chajin who owned them 
that they would often write poems for them, name them or describe the life of the pot, 
often including the circumstances of how they obtained it. They sometimes also contain 
poetic descriptions of tea sessions, which are little windows into the Nature spots to 
which some long-forgotten tea lover traveled to share some tea with the world. We are 
always touched by the care and concern these inscriptions convey. It makes holding 
such a pot all the more precious. And so, we are left feeling that the writing has served 
its purpose and wondering if we want to do the same for all our teapots.

61. Japanese Tokoname Kiln Small Imitation Da Bin sencha teapot.
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Jin Shiheng was an archetypal 
Chinese scholar, and he inherited the 
traditional art of engraving teapots 
with calligraphic script from Chen 
Hongshu (Mansheng) and Qu Ying-
shao (Ziye). He was very involved in 
the sencha scene in Tokoname and 
was held in high esteem by the locals. 
More than a hundred years later in 
1986, the 61st year of the Shōwa era, 
the Tokoname City Folk Museum held 
a Jin Shiheng Exhibition in his honor. 
From the content of the exhibition, we 
can observe that all of the pots made 
under his guidance were small sencha 
teapots (in Japanese they were known 
as “China-style teapots”). They did 
not aspire to be exquisitely refined, 
but rather plain and simple; the bod-
ies of the pots were often engraved 
with calligraphy or plum blossom and 
bamboo, visibly showing the influ-
ence of Mansheng’s style (Figure 60). 
It’s worth noting that due to practical 
limitations, these Japanese-made small 
sencha teapots were crafted using local 
Tokoname clay (Figure 61). Although 
their physical properties couldn’t com-
pare to Yixing Zisha (purple-sand) clay, 
since Japanese sencha enthusiasts liked 

the humble air of “coarse teapots,” and 
the crafting of small pots didn’t re-
quire a highly malleable clay, these lo-
cal Tokoname clay pots were still very 
popular. In summary, although this 
school of pottery was born from Yixing 
techniques, it evolved into a style all of 
its own, tailored to the spirit of Japa-
nese sencha tea. Tokoname remains a 
hub for teapot production to this day.

5. Other Commercial Yixing Pots Im-
ported into Japan

A large volume of Yixing pots en-
tered Japan from the late Qing to the 
early Republic era in order to satis-
fy the demand driven by sencha tea. 
Commercial teapots destined specif-
ically for the Japanese export market 
used to be called “dongyang zhuang (
東洋裝),” “packed for Japan”; for a pe-
riod, Japan was a major export market 
for Chinese Zisha ware. Most of the 
teapots bound for Japan were small 
pots; among the more well-known ex-
amples are the pots from the Wanfeng 
Pottery Shop (萬豐陶器店), founded 
by Jiang Wanfeng during the Qing 
Guangxu era (1875–1908). The mak-

er’s seal on the bottom of the pots fea-
tures the words “wanfeng shunji (萬豐
順記)” in raised Kaishu regular script 
(Figure 62). In addition, there were 
numerous other commercial brands 
importing purple clay teapots into Ja-
pan during the late Qing and early Re-
public, including Mo Yuan Zhai, the 
Yangxian Zisha Pottery Company, the 
Chen Dinghe Pottery Factory, Tie Hua 
Xuan and the Liyong Company. Aside 
from the zhuni pots, which were still in 
the traditional small pomelo shape, the 
majority of these pots were zini pots in 
the style that was favored on the Jap-
anese market—not overly refined but 
instead with a simple, natural charm. 
Hence they often included short-sided 
“solitary teapots (獨茶銚)” of a coarse 
sandy clay blend, as well as “vigorous 
youth (丁稚)” pots that featured vis-
ible tool marks on their rough exteri-
ors. Most of these small pots had not 
been finely finished with the typical 
flat smoothing tool called a “mingzhen 
(明針),” yet each pot still has its own 
unassuming charm, and they were 
awarded a respected place in the sen-
cha ceremony, embodying the unique 
aesthetic of Japanese sencha.  

62. Japanese export Yixingware Wanfeng Shunji Zisha Pot.
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As one scholar put it, “The Ming 
and Qing dynasties were a transfor-
mative time in the development of 
Chinese seafaring culture, and also a 
period of great societal and economic 
change in the coastal regions. On one 
hand, official seafaring activities were 
on the decline, and the long-term pro-
hibitions on sea voyages hindered the 
further development of China’s tra-
ditional seafaring ways. On the other 
hand, the social maladjustment result-
ing from this system of economic dic-
tatorship and the conditions imposed 
by the major seafaring countries was 
partly overcome as centralized control 
of these regions weakened or was lost, 
leading to promising developments in 
the seafaring economy for the people 
of coastal societies.” In these few short 
lines, there is no mention of the words 

“tea” or “pot,” yet they still manage to 
express how in the seafaring culture of 
the Ming and Qing dynasties, Heaven 
and Earth really did fit inside a teapot, 
as the saying goes. 

In the interlinking chain of cultur-
al history, Yixing Zisha teapots started 
out as simple everyday drinking vessels 
used by ordinary Chinese people. Yet 
when it comes to the Yixing gongfu 
teapots sold in Fujian and Guangdong, 
although on the surface they were sim-
ply part of domestic trade, in reality 
this region became more than that: it 
was China’s front door, a window to 
the world and an international “su-
per-link” for commercial trade. It was 
here that Yixing teapots first set out 
on their global trade journey, and here 
that the next page in the history of Yix-
ing Zisha ware was written.

In the context of a tea ceremony, a 
teapot is a vehicle for carrying the tea 
leaf, a “Heavenly paradise for the aus-
picious herb and the famous spring.” 
Yet in terms of the spread of tea cul-
ture, tea leaf was the vehicle that car-
ried teapots around the world. As the 
tea leaf drifted out across the oceans, 
tea culture spread all over the globe; 
Yixing teapots spread their giant, in-
visible wings and rode the winds of tea 
culture around the world—soaring on 
to this day.

46

Conclusion  結論



金
繕

ixing
Kintsugi

Y
茶人: Shen Su  (聖素)

E verything is repairable when 
you look at it right—ceramics, 
broken bones and even bro-

ken hearts can be mended. Whether 
repaired by hand, the natural intelli-
gence of the body or soul, or perhaps 
just enough time, eventually all things 
find a new form. However, we live 
in a consumer-driven culture, where 
we grow up learning to use and dis-
card everything and are taught to see 
a flaw as a sign that it is time to dis-
pose and replace. It is faster and more 
convenient to discard something than 
to take the time to repair it, let alone 
repair it in a meaningful way. Unfortu-
nately, sometimes this attitude affects 
people’s feelings towards others or even 
themselves. We tend to relate beauty to 
youth, to the new and novel and see 
the old as ugly.

But one man’s trash is another 
man’s treasure. Tea can teach us to look 
at the cracks in a new way, seeing that 
they aren’t just flaws to be accepted but 
have a beauty of their own. As the great 
Canadian poet, Leonard Cohen, put it, 
“There is a crack in everything, that’s 

how the light gets in.” Japanese Chajin 
learned to express this quote through 
the art of repair known as “kintsugi.”

The only way we can learn from 
our mistakes is to first recognize them 
and then fix them. By simply throw-
ing away something that breaks, be 
it a piece of teaware or a broken part 
of ourselves, we miss the opportuni-
ty for growth and understanding and 
fail to learn from our mistakes. When 
we break down, we learn a lot about 
ourselves, which is part of the healing 
process. The cracks are our scars, and 
if we have learned from them, they are 
symbols of our growth and transfor-
mation. Tea can teach us to embrace 
the cracks, learn from the mistakes, 
“turn the suffering into medicine,” as 
we say in Zen and then even celebrate 
the beauty of the imperfection. Things 
grow by breaking down and building 
themselves up. That is how the world 
moves and transforms, becoming and 
becoming anew. It is also the pith of 
our journeys through this life, as our 
bodies, minds and souls change and we 
become new people.

The unadorned, imperfect, im-
permanent and natural beauty of 
something that emerges with the pas-
sage of time is the Japanese aesthetic 
known as “wabi sabi.” This love (sabi) 
of imperfection (wabi) notices and 
celebrates the beauty in things like a 
piece of driftwood, a marred antique 
cabinet dimly lit by the light of a can-
dle, or just the weathered hands of an 
old craftsperson, palms open, fingers 
curled, wrinkled and cracked, but with 
a patina of light that tells the tale of 
ages gone by. That appreciation for 
this kind of fleeting beauty brings us 
a little closer to the impermanence of 
all things. It teaches us acceptance and 
helps tease the light out of the cracks 
that surround us. Instead of always 
trying to straighten everything, tea 
teaches us to let it wobble—let it rock 
and let it roll. The world is gloriously 
wiggly, and so are we. As an artform of 
repair, kintsugi is a perfect expression 
of wabi sabi. It is the beautiful celebra-
tion of rebirth and repurpose—of the 
beauty of new beginnings and life be-
yond the current form. 
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Like tea, all kintsugi lessons are also 
life lessons. The idea of being reborn is 
an important lesson in kintsugi, as it is 
in life. All too often, we hide our scars 
and even feel ashamed of them. Kint-
sugi suggests that we can accept our 
wounds and even mend and transform 
them into qualities of strength. A lot of 
self-cultivation has to do with learning 
who we are, which in part means dis-
covering our strengths and weakness-
es. Since we often hide and avoid our 
character defects, there are seemingly 
more weaknesses to uncover as we ob-
serve ourselves more and more deeply. 
There is a great strength in discovering 
the broken parts of yourself and then 
repairing them, or at least accepting 
them as they are. In fact, some of the 
greatest people I know are those with 
the most flaws, but who have taken 
the time to discover them, understand 
them, work with them and ultimate-
ly own them, thus turning a weakness 
into a strength. 

And yet, kintsugi goes one step fur-
ther: literally illuminating the flaw with 
precious metals to celebrate the natural 
brokenness. This art turns a weakness 
into a strength in a gloriously profound 
way that gives new life and meaning to 
the mended item. Like this, kintsugi 
teaches us to reorient ourselves when 
we feel broken and to not only repair 

the damage done but to recognize the 
potential strength and beauty that is 
available to us through the process of 
healing. There are so many lessons in 
this that apply to tea and to life…

Understanding Kintsugi
Kintsugi is a traditional Japanese 

method of repair using lacquer to 
artfully bind broken or damaged ce-
ramics in a way that gives the broken 
item new life. Kintsugi can be trans-
lated to mean “golden joinery” or “to 
patch with gold.” Therefore, as the 
name suggests, powdered gold is often 
sprinkled into a final layer of partially 
dried lacquer that once fully dried and 
polished reveals the “lacquer veins” or 
“lacquer patches” giving new life and 
demarcating a significant time of life, 
not unlike battle scar or other mark of 
a rite of passage. Other metals, such as 
silver, are also extensively used, and in 
some cases no metals are used at all. 
The decision is left up to the artist and 
the piece of art. 

Kintsugi repair can be applied to 
many materials, including wood, glass, 
metal or any kind of ceramic. It can 
be used to adhere broken pieces, bind 
cracks and even to fill gaps where the 

broken pieces are missing. The raw lac-
quer, generally known as “urushi,” is a 
naturally occurring sap from the Toxi-
codendron vernicifluum tree that grows 
throughout Asia. The tree is cut at var-
ious locations along its trunk to tap the 
resin. After filtering, it can be used in 
its raw form or mixed with other pig-
ments to create certain colors—black 
and red being the most common. 
When mixed with rice or wheat flour, 
it can create a very strong bond be-
tween two objects. Not unlike modern 
wood glue, the lacquer bond is often 
stronger than the original material 
itself when adhered properly, mean-
ing a future break would more likely 
happen along some other line than the 
previously broken one. Unlike modern 
synthetic glues, however, urushi often 
takes days or weeks under specific con-
ditions to dry properly, around 25 to 
30°C at a relatively high humidity of 
70 to 80%. Luckily, here in Taiwan, 
those conditions are natural for a large 
portion of the year. Otherwise, these 
levels need to be controlled in a very 
simple enclosure called a “muro,” such 
as a cardboard box or Tupperware. By 
placing a bowl of water and a small 
lightbulb in the muro, you can increase 
temperature and humidity as neces-
sary. It is important to control these 
factors as you work.

Yixing TeawareYixing Teaware



Successive layers of lacquer are ap-
plied as necessary and the drying steps 
are repeated until the damaged piece is 
mended, at which point a metal pow-
der, usually gold or silver, may be ap-
plied for decoration. After final drying 
and polishing, the piece is finished, 
and the process will have taken weeks 
if not months from start to finish.

The lacquer in its raw state can be 
highly toxic and is known to cause a 
poison ivy-like rash when in contact 
with bare skin. However, not everyone 
responds in the same way when han-
dling urushi. In my own case, I expe-
rience no side effects, but the evidence 
is clear that one should proceed with 
serious caution when handling raw 
lacquer by wearing any necessary safety 
equipment and working in a well-ven-
tilated environment. 

Yixingware & Kintsugi
Kintsugi has been a practice in Ja-

pan for centuries, used to repair and 
rekindle the life of all kinds of broken 
ceramics. It was applied to teaware so 
often that over time the two became 
synonymous, so most kintsugi has 
something to do with teaware. In the 
Qing Dynasty (1644–1911), the way 

of sencha, “senchado,” became pop-
ular in Japan and tea lovers started 
collecting Yixing teapots. So, when 
Yixing teaware first began its journey 
to Japan, it naturally became anoth-
er focus for the art of kintsugi. It was 
only a matter of time before the first 
Yixing pot required repair—whether 
from daily use, travel from one coun-
try to another or natural disaster, these 
prized Yixing teapots wouldn’t simply 
be discarded once broken but brought 
back to life by joining or patching the 
damage done with natural lacquers 
and precious metals. Yixingware was 
expensive in Japan, so these treasures 
would always be saved when possible, 
finding a way to shine even brighter 
when repaired through the art of kint-
sugi. When you find an old repaired 
pot, you wonder about the stories it 
has witnessed and wax nostalgic for 
its lost days. You also know that some-
one loved it enough to take the time 
to bring it back, and we all need that 
from time to time.

Understanding a bit about kint-
sugi now, let’s turn to a specific case: 
fixing an Yixing gongfu teapot with a 
broken handle. However, before I dis-
cuss my experience of kintsugi repair, it 
should be noted that I am not an ex-
pert. I have taken some classes here in 
Taiwan and practiced for a couple of 

years, but I am just a beginner. Most of 
my learning has been done online, of-
ten translating videos and articles from 
Japanese and Mandarin to English. I 
have also worked on some ceramics, 
but I am still a student and can really 
only share my experience with this pot.    

I was privileged to receive an ex-
traordinary Lotus Teapot made by 
master Zhou Qikun (周其坤)  him-
self, whom many of you have met in 
previous issues of Global Tea Hut. This 
in itself is a real honor for me, but it 
also felt daunting. To work on such a 
well-crafted piece of teaware and to 
help renew the life and function of this 
pot so that it may continue to serve 
endless cups of tea brings me great joy. 
We actually have two of these pots, and 
the handle of one broke in transport to 
us. Wu De said that if I fixed it, I could 
have it! This was exciting and scary, 
because I had never worked on such a 
prized piece, never fixed a broken han-
dle or fixed Yixing clay, meaning there 
were a lot of unknown factors. 

While it would be ideal to perfectly 
repair a treasure such as this, I find a 
“nothing to lose” attitude helps me get 
started, so I breathed in and let go of 
the nervousness. I will fix it or I won’t. 
If not, it can be repurposed into some-
thing else. That is the spirit of tea, and 
of kintsugi…
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I figured I would have to fortify the 
broken pieces with a small metal rod 
in order to get a good enough bond 
to make this teapot functional again, 
which is also something I’ve never done 
before. A lot of pressure, weight and 
heat are applied to the teapot handle 
when in regular use, so while the nat-
ural adhesion of lacquer is very strong, 
additional strength couldn’t hurt. 

The broken pieces dry-fit together 
very sharply at the seams, which means 
they will align and bond together well. 
Normally, I would attach all of the 
broken pieces at the same time to en-
sure they all align properly. If you ad-
here one piece at a time and even one 
of them is off by a hair, the next piece 
won’t align well, which may compro-
mise the strength and functionality of 
the finished item. However, these piec-
es attached so crisply to one another 
that I felt comfortable binding the 
three large pieces together before af-
fixing them to the body of the teapot. 
The crisp and clean manner in which 
these pieces fit together was unique to 
Yixing in my experience. It demon-
strates just how strong this ore really 
is, whereas other ceramics I’ve worked 
with fit together more loosely and 
crumble more easily around the bro-
ken surfaces. Fitting them together can 
feel like grinding sand between your 
teeth, whereas the Yixing pieces fit to-
gether almost like magnetic couplings. 

For this initial binding, I mixed 
wheat flour and water into a paste and 
then added a roughly equal amount of 
raw lacquer until it becomes uniform 
in color and texture. This is a stan-
dard blend known as “mugi urushi,” 
or “grain lacquer,” and is often used 
to bind broken pieces together. Once 
the three handle pieces were adhered 
and dried, I proceeded to drill a hole 
into the protrusion coming off the 
body of the pot that met the handle. 
I did my best to drill another hole in 
the upper portion of the handle that 
would line up perfectly with the hole 
in the protrusion. I used a small rota-
ry drill and a fine diamond drill bit to 
make the holes, keeping the area well 
moistened with water. I made the holes 
slightly larger than the diameter of the 
rod so I had some room for error. This 
essentially created a small metal bridge 
between the protrusion and top part 
of the handle which increased the sur-
face area, so in theory, it should adhere 

better, not unlike using dowels to join 
wood together. This will provide the 
strength I need to make sure the pot is 
safe to hold and pour.

At this point, it was just a matter 
of attaching the repaired handle to the 
body of the teapot. I used the same 
grain lacquer blend as before. As usu-
al, it needed to be dried for more than 
a week in a warm and humid enclo-
sure. After that, I used a blend of raw 
lacquer, clay powder and water, simi-
lar to the grain lacquer, that fills any 
small gaps left over from the initial 
binding. The clay-lacquer blend is easy 
to remove and sand smooth once dry. 
Having a smooth surface upon which 
to apply the final layers of pigmented 
lacquer is very important. After drying 
for a few more days, it was time to sand 
down the dried clay-lacquer with water 
and a soft sanding sponge, equivalent 
to about #600 grit sandpaper. Tradi-
tionally, a special kind of charcoal is 
used at this stage; however, I haven’t 
sourced the correct kind of charcoal 
yet. 

Once smooth and dry at all the 
seams, I applied the first layer of black 
lacquer with a very fine brush. The 
idea here is to paint the line as thin as 
possible but to fully cover the seams. 
After two more days of drying, I gently 
sanded down that layer of black lac-
quer. Since these pieces all fit together 
so well, a single layer of black lacquer 
was all that was necessary in this repair. 
It often requires more than one layer 
to get a uniform and smooth surface 
upon which to apply the final layer. I 
think it’s important to mention that 
there are many grades of lacquers and 
metal powders that make a big differ-
ence in the overall outcome and some-
times change the process completely at 
certain stages. Starter kintsugi kits will 
come with the most rudimentary mate-
rials and tools which produce very sub-
optimal results. I use basic materials at 
the moment but I am slowly acquiring 
higher grade lacquers and metals and 
I am also learning the new techniques 
required to work with them. 

For the final layer, I used red lac-
quer. I use this color of lacquer for 
two reasons: one, it shows off the gold 
metal better than black, and two, for 
color-contrasting, meaning it’s easier 
to paint red over black than it is black 
over black. If you paint the same color 
over itself, you are guaranteed to miss 

a spot, which will show up in the fi-
nal stage, and there’s no way of fixing 
it without removing everything at that 
point, and that’s a waste of expensive 
materials. The trick here is to let the 
final layer of lacquer partially dry be-
fore brushing on the gold powder. If 
you add it too soon, it will submerge 
into the lacquer leaving a reddish hue 
that is very noticeable. If you wait too 
long, the metal won’t properly bind 
to the lacquer and will rub off during 
polishing or soon after a little regular 
use. (I have experience in both cases.) 
There is no fixed amount of time as it 
is dependent on the amount of lacquer 
you are using, the humidity and the 
temperature, among other factors, so it 
has to be monitored carefully. In my 
experience, the window of opportunity 
falls somewhere between twenty min-
utes to an hour. All things considered, 
I proceeded with patience because it 
was still the tail end of winter here in 
Taiwan when I fixed this pot, meaning 
the lacquer will dry more slowly be-
cause the temperature is cooler and the 
humidity lower. My efforts and obser-
vations paid off and the gold seemed to 
bind quite well. 

At this stage, I simply had to let the 
lacquer and gold powder dry before re-
moving the excess. Then I gently pol-
ished it with an agate stone tool. How-
ever, I will wait at least one month to 
let things fully set before putting this 
pot back into use. If all goes well, I will 
have added one the best teapots I’ll 
probably ever own to my collection. 
But more importantly, this teapot will 
be reborn, golden “lacquer rings” in 
all their glory, serving cup after cup 
of healing tea, symbolizing the trans-
formation of broken traits into great 
strengths and reminding us that every-
thing is repairable, with the right atti-
tude, and often in the most beautiful 
of ways…
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In a short time, this gorgeous 
pot will have a second life. In 
same ways, it is stronger and 
more beautiful for having made 
the journey—come apart and 
found its way back again.





understanding my ancestral lineage and more. Not only do I 
care more about doing things with intention, but I have also 
learned to question how I spend my time and where the things 
that I own come from. One of the biggest takeaways from my 
tea practice has been understanding what is really important 
in life and not to sweat the small stuff. So much so that I sold 
my business, traded in the transient nomadic traveler lifestyle 
and settled down and bought a small farm in a natural park in 
Portugal to be closer to Nature, live more slowly and finally 
build a tea room! It will be a welcomed space for nourishment, 
human connection and seasonal food forestry farm to table ex-
periences. 

With the spirit of Tea running through my being, I have 
shifted my life to focus more on being of service. I founded a 
nonprofit organization in Cambodia that provides free healthy 
school lunches to children in underprivileged rural areas as well 
as supporting initiatives involving clean water, nutrition educa-
tion and support for the local community. 

Tea really is a practice for me, something that has woven 
itself into the fabric of my everyday life, a work in progress. I 
would love to share a bowl with any of you who find yourselves 
in Portugal in the near future...

I  can honestly say Tea changed the course of my life. There 
is a distinctive “before” and “after” Tea came into my life. 
Perhaps deep down I always had an affinity with Tea. I am 

British after all and it’s in our cultural DNA. She had always 
whispered to me throughout the years, but I don’t think I was 
ready to listen to her wisdom and lessons.

I’ve spent twenty years of my life in the restaurant industry, 
mostly in developing countries in Asia. I was a very competi-
tive, exhausted workaholic always searching for the next busi-
ness achievement, traveling for the past ten years in Asia, never 
settling down or valuing anything other than work and suc-
cess. I can only describe it as having blinkers on in the “doing” 
mindset. Although I had always been connected to Nature, en-
ergy and Eastern spiritual philosophies, I pushed them to the 
back of my mind as valueless. I clung so tightly to that identity. 
It was Tea that opened me up like rays of light on a cloudy day. 

My first experience of tea in ceremony was at Spirit Weavers 
Gathering in 2016. Of all the wonderful offerings at the event, 
I rushed to sign up for a sunrise tea ceremony for unknown rea-
sons other than I felt called. As I drank the bowls of steaming 
tea, I experienced an overwhelming sense of calm and felt so 
held by Tea that tears were softly falling down my face. I knew 
at that moment that tea would forever be a special part of my 
life. I was kind to myself in those moments for the first time in 
a long time. 

I’ve had the privilege to attend the Global Tea Hut Tea and 
Zen retreat at the wonderful Casa Cuadrau center in Spain and 
a ten-day course at Tea Sage Hut in Taiwan. Both are treasured 
and defining experiences for me. These experiences taught me 
that not only are we fundamentally connected to the rivers, 
mountains, stars and cosmos but also connected to each other. 
It was like I found my place in the world—found some sense of 
peace. I was surprised how much monkey mind chatter I car-
ried with me and the depths of my negative mental talk. Tea has 
gently washed those away. Tea has given a rhythm and ritual to 
my daily life and taught me humility and softness by finding 
moments of joy in simple everyday life. The principles of being 
present in the here and now and finding the extraordinary in 
the ordinary have been valuable lessons for me personally. 

My most treasured recent human connections have come 
through sitting and sharing tea—after drinking a few bowls I 
always find the conversation to be more meaningful and deep-
er, like it strips away the blah, blah superficial chat and allows 
us to meet someone where they are in that precise moment. I 
get a lot of pleasure from sharing the gift of tea: to give and 
receive with no expectations.

The spirit of Tea has started to expand into other areas of 
my life—from movement, food choices, my sense of home, 
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茶人: Emma Fountain, UK/Portugal 

Each month, we introduce one of the Global Tea Hut members to you in order to help you get to know more people 
in this growing international community. It’s also to pay homage to the many manifestations that all this wonder-
ful spirit and Tea are becoming as the Tea is drunk and becomes human. The energy of Tea fuels some great work 
in this world, and we are so honored to share glimpses of such beautiful people and their Tea. This month, we would 
like to introduce Emma Fountain.

TeaWayfarer



Do I always look for that missing piece? 
Am I trying to shed parts of myself? When 
I breathe in, I am wholly this moment. 
When I breathe out, I am complete.

April Affirmation

Center News

We will continue to film courses for the course 
website throughout this year. We hope to do at least two 
more, both of which will feature a more classroom-type 
setting with lectures and a white board. This is because 
they are both going to focus on a more geeky under-
standing of tea, as opposed to brewing or ceremony. 
The first will be on the Seven Genres of Tea and the 
second will be a deep dive into puerh. Both will include 
geography, history, Five Element theory, ecology, brew-
ing tips, processing and much more.

We have been working really hard on the web-
site this last year. Connor has put in so much tender 
loving care, so raise a cup or a bowl his way. We think 
it looks better than ever. We hope you love it. We de-
cided to make the shop tea first, meaning we want to 
show the leaves before the wrappers. We are currently 
working towards a complete revamp and update of the 
archive as well. It will be a huge project, but the end 
result should look and feel stunning and provide the 
same search functions we currently have.

You can now order samples of almost every tea 
on our website. A lot of you have been asking for this. 
It took a while, but now you can tack some samples of 
teas you want to try onto your next order.

We have some beautiful new high-end teas on 
the website. They are costly, but you can order samples. 
Gatekeeper, for example, is a very special tea for us, as 
it is one of the first cakes that Master Lin commissioned 
from Yunnan in the 1990s.

The incense course is live! We also have a huge 
new section on our website for incense and incense cer-
emony wares. We are commissioning our own wares as 
well, so keep an eye out.

We looked at a cool halfway-built house on 
some nice land in Sanyi. The architect has made 
some really cool design features. It is only half-
way done though. We need to have a look at 
what it would cost to finish and if we can change 
the plans to cut costs, as the original blueprints 
are very extravagant. 

We hope you stay excited for Light Meets 
Life. We want to involve you in the planning 
of what we hope you feel is your Center. The 
more form Light Meets Life takes, the more real 
it becomes. Please contact us with ideas about 
what you envision for the property and for the 
experience at ten-day courses. Perhaps you have 
an idea for a type of course you would like to 
see when we open. Please share your ideas with 
us. We hope to create a whole new calendar and 
curriculum for Light Meets Life. And it is your 
Center, after all!

We are looking to rent another building to 
store tea and supplies across from our current of-
fice. This may also open up a single guest room 
for visitors in the future, which would be nice 
to have.

Inside the Hut
Coming Soon to Global Tea Hut Magazine

Wood Firing Aboriginals of Yunnan

Making of BowlsTea Stories
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茶主题:

I am complete



The most purple-sandy tea magazine in the world!  
Sharing rare organic teas, a magazine full of tea his-
tory, lore, translations, processing techniques and 
heritage, as well as the spiritual aspects of Cha Dao. 
And through it all, we make friends with fellow tea 
lovers from around the world.

www.globalteahut.org
Tea & Tao Magazine
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