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Many of these authors are also well-known and respected 
teachers we look up to. We want to further introduce Huang 
Jian Liang (黃健亮), who is one of the world’s leading tea 
and Yixing scholars. I have the deepest respect for him and I 
am in awe of the work he and his wife Huang Yi Jia (黃怡嘉) 
do. We have translated many of their articles over the years 
and yet still haven't come close to even passing through the 
doorway into the library of their work, which includes over 
fifty books and countless articles. They are generous about 
sharing their vast knowledge with as many tea lovers as pos-
sible. You can read more about Huang Jian Liang on p. 31 
of this issue, and we will introduce his wife in the next issue. 

This month we are returning to our coverage of the twelve 
modern Grandmasters of Yixing with the first in a two-part 
series. Last year, we offered two different sets of two-issue 
topics and the response was very positive. Readers in some 
areas of the world are still receiving multiple issues at once, so 
this honors their support. It also allows for a more in-depth 
exploration of a topic, which is essential here. 

In this issue, we are so excited to explore Yixing Grand-
master He Dao Hong (何道洪), who is such a gifted teapot 
maker. The reason that we have decided to separate this is-
sue into two parts is that Master He is also a very talented 
scholar, philosopher and author, and Huang Jian Liang has 
collected several essays written by Master He himself. It is a 
rare treat to learn about Zisha from one of its masters. What 
an honor to translate this into English! After a brief biogra-
phy by Huang Yi Jia, we will dive into several essays written 
by Master He Dao Hong over two whole issues.

Each teapot we use, day in and day out, is filled with 
a profound sense of history, craft, spirit, science and art. 
There is always more to learn, and we are blessed to have 
two months to learn from the heart of the craft, from one of 
Yixing’s most renowned masters to date.

I n March, spring arrives in full bloom. This means the 
element of wood is predominating. Things are grow-
ing, blossoming, opening and expanding. This is a 
time for expansion and growth, and for the birth of 

new practices and the application of the energies stored over 
the introspective, restive period of winter. For the most part, 
many of us will want to foster this growth with watery teas, 
like green teas and young sheng. Since this year’s teas do not 
arrive until April or May, we often use this time to drink last 
year’s teas. Age often tempers the water element in these teas, 
which can be a good thing since we do not want to overwater 
at this early stage of expansion and growth. Metal teas can 
also hold back the growth a bit. This can mean white teas, 
but it also applies to some black teas and most teas made 
from mature leaves called “huang pian (黃片).” This is a good 
time to steep or boil such teas. We especially love old shou 
puerh teas made from such mature leaves at this time of year. 
Teas like Autumn Bridge or to a lesser extent Happy Trails, 
are perfect. Boiling brick black teas like Prairie Sky will also 
be wonderful for the days when spring weather hasn’t fully 
set in and winter is still clinging, either in cool temperature, 
dampness or both.

This issue offers the perfect opportunity to celebrate the 
efforts we have made over the years to translate work from 
modern and past authors into English. If it were up to us, 
we would include at least one translated article in each and 
every issue of Global Tea Hut. Obviously, these authors are 
the experts in the field, not us, and allowing them to speak 
for themselves is our duty and honor. Wherever possible, 
we hope to allow Chinese experts to fill our pages. After all, 
these are the teachers we ourselves hope to learn from. We 
often choose the topics we want to translate based on what 
we would like to learn, hoping that you will also enjoy doing 
so. If we are passionate about a topic, we expect there are 
other tea lovers with a similar curiosity and enthusiasm to 
study and learn. We have been very fortunate to have some 
rather large publishers donate their entire body of work to us 
for translation, leaving us with decades of available content 
to share. And then there are all the rich and amazing classics 
yet to be translated and annotated. 

Alas, at this stage we cannot afford to fill every issue with 
translations. When we started out, we couldn’t afford any 
translations, but now we are able to share several such issues 
every year; the more subscription grows, the more we can 
continue this trend. These translations require a tremendous 
amount of work and are expensive as well. We always want 
to be sure that we create as accurate, polished and interesting 
of a translation as we can in every article we choose. It is 
important that we convey the intelligence and passion of the 
tea scholars we are translating, which means we must do so 
carefully and with diligence. 

From the editor
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This month, it is worth reading the amazing Ex-
tended Edition from September 2017, which 
covers all things Yixing and will provide a won-
derful context, including history, clay mining and 
production as well as the craft of Yixing teapots. 
There is a deep and rich heritage, art and science 
there that will perfectly highlight this issue.

–Further Reading–
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ver the course of this month, we will be return-
ing to explore the many shelves of Yixing 
teaware, learning about another of its great 

masters. The people in Yixing strongly favor red, often 
brewing pot after pot of the same local red tea through-
out the day. (We shared a wonderful wild version of Yix-
ing red in the September 2017 issue.) Continuing that 
trend, we looked for a delicious red tea that could be 
brewed gongfu in an Yixing pot and would be the type 
of tea our friends in Yixing may enjoy. Rose Quartz is a 
wonderful, delicate tea from high up on Li Shan moun-
tain in central Taiwan.

Throughout the years, we have often made an effort 
to point out that the idea that the differences between 
the genres of tea are all in the processing can be mislead-
ing for several reasons. First of all, this is a very human- 
centric approach to tea that was created for textbooks 
meant to teach about tea production and industrial-
ization. It focuses on what happens to the leaf when it 
reaches the factory and categorizes tea based on these 
steps, which, of course, leaves out Nature: the farm, va-
rietal and all other aspects of terroir. Many methods of 
tea processing evolved in local regions, where farmers 
were working only with very specific varietals of tea that 
were selected, naturally and by people, to harmonize 
with the local ecology. Thus, the varietals grew out of the 
soil, climate and ecology of the place and the processing 
methods grew out of those varietals—out of making the 
best possible version of them. Everything is connected in 
these terroirs, from the soil to the insects and animals, 
from the climate to the time the tea is harvested and the 
way it is processed and handled culturally. The skills and 
methods handed down generation to generation in these 
regions are the tea. In fact, the term “terroir” includes all 
of these—even the people, the methods and technology 
of the region. Categorizing tea by generalized formulas 
of production can be helpful and is a great starting point, 
but it does blur the details.

The exception to this is, of course, red tea. Though 
it was born in northern Fujian, around Wuyi, it is not 
really tied to a specific terroir, varietal or place. The fact 
is that any tea can be processed like a red tea. Puerh 
raw material made into red tea is “dian hong,” and so 
on. Many farmers who make oolong, green tea or other 
types will use their later flushes to make a red tea that 
they often sell for cheaper. A so-called “gongfu red tea” 
refers to a red tea made with skill and intention, often us-
ing the flush that at other farms is reserved for the local 
favorite, usually green tea. 

Rose Quartz is a gongfu red tea from Li Shan. The 
farmer used the first flush to produce this tea, though 
he harvested it slightly sooner than he would have if he 
intended to make oolong, which is made from a bit more 
mature leaves. And since it is from an ecological farm, it 
is also bug-bitten, influencing the flavor and oxidation. 

There is a sweet delicacy and craftsmanship to this 
tea that makes it different from most reds. A lot of effort 
and skill go into the making of Rose Quartz. It has less 
oxidation than many red teas do, making it somewhat 
akin to an Eastern Beauty tea, and the oxidation is also 
controlled masterfully. The liquor is more dark orange to 
red, as opposed to dark red to light red. As the steepings 
pass, it resolves to a sweet golden dew. 

Rose Quartz responds well to gongfu brewing. Most 
red teas are easy to brew and very forgiving. This tea 
is forgiving, but some skill and attention to detail will 
coax out more from it than the average tea. As you drink 
it, you will quickly realize that the aromatic bouquet is 
complex, extending beyond whatever you are experienc-
ing. You get the feeling that there is more to explore than 
what is in the cup, and other avenues to take in brewing 
this tea. It is exquisite, delicate and has soft, warm and 
loving energy. 

We have a stunning aged example of this tea, from the 
same farm but harvested in 2007, on the website now. It 
is unbelievable!
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Brewing Tips
沖泡技巧 完成好茶

茶
道Of all the red teas we include in Global Tea Hut, and we love them so we 

share a lot, it is rare to find one so conducive to one type of tea brewing. Red 
teas are usually great leaves in a bowl, sidehandle or gongfu. Rose Quartz is a gongfu 
red tea, which refers to its processing, but processing like that also means it is best brewed 
that way. In fact, methods of gongfu brewing were first developed to prepare such teas. The 
term originally referred to the skill needed to craft certain teas, not a brewing method. Rose 
Quartz can be brewed leaves in a bowl, or perhaps even sidehandle, but delicate, skilled gongfu 
brewing in a nice Yixing pot will create very different cups and offer more of the many, many 
shades of aromatics available in this tea.

This tea provides the perfect opportunity for us to return to what we consider to be one of the 
most important bits of brewing advice we ever received: Don’t compare later steepings to early steepings. 
There is a natural tendency to be so delighted by the first two or three steepings that we then drink 
the middle and later steepings under that spell, meaning that we compare these steepings to those 
early steepings. Seen this way, the tea peaks at the second or third steeping and then every successive 
steeping is a slow washing away of quality, like an echo that is getting quieter and quieter each brew. It 
also means that the aromas, flavors, mouthfeel, energy or whatever quality we appreciate in our tea is 
slowly getting “worse” after that peak, more muted and diminished. From this perspective, the middle 
and later steepings are shadows of the “it” we seek in tea. 

The consequences of this assumption are many. (In fact, there are far more than we have time to 
cover here.) Let’s discuss the largest two in turn: First, by “mapping” the qualities of the tea in its stron-
gest, most aromatic state and then looking for those same qualities in every steeping afterward (as those 
qualities inevitably diminish), we miss out on all kinds of other qualities. In other words, the focus on 
these strong aromatics or other qualities makes us myopic. Our focus there means we don’t even notice 
that once these qualities peak and start passing, other qualities begin to manifest. For example, once we 
get past the strong aromatics and peak flavors, we often can penetrate deeper into the leaf and touch the 
minerals, the earth and other energies the plant took in and held deeper. There are many unique flavors, 
aromas, textures and energies that only arise at this point—all of which will go unnoticed, let alone 
unappreciated, if our gaze is fixed solely on the diminishment of the initial flavors and aromatics. This 
is especially true of our Tea of the Month, Rose Quartz, which has some very unique and wonderful 
qualities that only arise in the middle and later steepings.

The second consequence of comparing middle and later steepings to early steepings is that we inev-
itably quit all our teas much earlier, resulting in more waste and less tea appreciation overall. If the “it” 
you seek quickly peaks and then diminishes, you may not stick around very long after that, whereas if 
you can appreciate the middle steepings as middle steepings and the later steepings as later steepings, 
you will enjoy the tea much longer. Rose Quartz is once again a great example as it is not very patient 
by early steeping standards, but the extremely unique characteristics of its later steepings make it 
very patient. Thus depth and patience of a session are very much influenced by this principle.

Gongfu Leaves in a Bowl

Water: spring water or fine bottled water
Fire: coals, infrared or gas
Heat: medium to high heat, fish-eye, 90–95°C
Brewing Methods: gongfu or 
leaves in a bowl (gongfu is better)
Steeping: long, single flash, then growing
(for gongfu; simpler for leaves in a bowl)
Patience: 15-20 steepings (gongfu)

Try experimenting with 
different temperatures when 
brewing this month’s tea. It 
responds well to slightly 
cooler water, not quite to 
green tea level, but less 
than usual, creating 
a different cup.

Tea of  the Month
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茶人: Huang Yi Jia (黃怡嘉)

The Life 
    & 
      Works of

al methods applied to other ceramics 
around the world. This slab-building 
method and inlaying technique, which 
together are a certified “world intangi-
ble cultural heritage (世界非物質文
化遺產),” not only makes this style 
of pottery very versatile, but also lends 
Zisha its unique composition, yielding 
a rigid structure, tight-fitting lid and 
clearly defined sculptural details. This 
unique method of craftsmanship is 
preserved from one generation to the 
next by being passed on from teacher 
to apprentice for centuries. 

As the market for Zisha collection 
has grown, so has the number of Zisha 
masters. Among the modern greats, 
Master He Dao Hong (何道洪) is 
praised highly for his fine work and ar-
tistic virtues. He is known for a unique 
style of work that focuses on his phi-
losophy of shape (形), spirit (神), mag-
nanimity (氣), strength (力), potential 
(勢) and harmony (勻), which have 
helped him win many national and in-
ternational awards. Many of his artistic 
works have been featured in the Na-
tional Palace Museum, Zhongnanhai 

Ziguang Pavilion, Hong Kong Teaware 
Museum and the Central Academy of 
Arts and Crafts. Two famous sets were 
selected as national gifts and were pre-
sented to the prime minister of Japan. 

Master He Dao Hong, a native 
of Yixing, Mount Shu, was born in 
1943. In 1958, he entered the Zisha 
Craft Academy where he learned from 
masters Wang Yinchun (王寅春) 
and Pei Shimin (裴石民), who were 
part of the seven founding members 
of the academy. In the preface to his 
book Appreciation of the Zisha Art of 
He Dao Hong (何道洪紫砂藝術雅
賞), he mentioned how much work 
was necessary to develop the foun-
dational skills needed to make tea-
pots. With the help of his teacher Pei 
Shimin, he greatly improved his ability 
to create teapots with natural motifs. 
His conscientious and hard-work-
ing attitude won the appreciation of 
masters Wang and Pei, legends in the 
lineage and craft of Zishaware, who 
taught him everything they knew.  
Like most great artists, Master He 
started with a foundation in tradition. 

Y ixing, Jiangsu Province, is 
located on the west bank of 
Taihu Lake, also known as 

“Jingxi (荊溪)” or “Yangxian (陽羨)” 
in ancient times, and has a long his-
tory of pottery. Teapots from this area 
are made of the local purple-sand clay 
(Zisha, 紫砂). After reaching cultural 
maturity in the late Ming Dynasty 
(1368–1644), Zisha teapots were 
already widely used by many upper-
class tea drinkers and gained a reputa-
tion as the best teapot in the world for 
their aesthetics and for the enhance-
ment of tea liquor. To this day, Yixing 
has one of the highest per capita com-
munities of artists in the world. Due 
to this long and celebrated history, Yix-
ing has become known as the “Pottery 
Capital” of the world. 

Zisha teaware is an unglazed form 
of pottery. Based on the characteristics 
of Zisha clay and the shape of the final 
work, artists from all dynasties created 
a unique slab-built method of forming 
and shaping Zisha teapots, as well as 
special inlaying methods, both of which 
differed from the more convention-

9
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Pot (秦方壺). Leading into the 1990s, 
He Dao Hong had completely estab-
lished his artistic style with regard to 
all aspects of teapot design. He mas-
terfully employed artistic techniques to 
exaggerate, contrast, echo and express 
certain elements of teapot design that 
ultimately became the signature of his 
work known as “He’s style.” This style 
has changed the art of Zisha and has 
become a part of the lore handed down 
to modern and future artists.

Of all the masterpieces created and 
exhibited by He Dao Hong, the most 
prominent teapot is undoubtedly the 
Dao Fang Pot (道方壺) made in the 
late 1980s. The teapot is eighty centi-
meters high with a capacity of forty li-

His efforts also confirmed his creative 
belief to never repeat what has been 
done before and instead to seek the un-
explored realms of the artistic world. 
Master He is an innovator, raising the 
art of Zisha with him.

After the mid-1980s, He Dao 
Hong entered another peak period 
of his life. His original works were 
both elegant and detailed, though he 
eventually pursued an expression of 
his work that would be both simple 
and quaint. Some examples include 
the Dao Fang Pot (道方壺), Da Song 
Zhu Mei Pot (大松竹梅壺), Ti Liang 
Sui Han San You Pot (提梁歲寒三友
壺), Dao Ding Pot (道鼎壺), Ding 
Xin Pot (鼎馨壺) and the Qin Fang 

ters and weighs sixty kilograms! This is 
the largest and most magnificent mas-
terpiece in master He’s life. 

The origin of this extra-large Zi-
sha teapot can be traced back to 1986 
when a famous Taiwanese Zisha col-
lector made a special order through 
the Yixing Zisha Craft Academy. The 
collector wanted to order a giant tea-
pot that would reflect the highest ideal 
of Yixing Zisha craftsmanship. Faced 
with this special order, the leader of 
the Zisha Craft Academy first thought 
of He Dao Hong, who had already be-
come proficient at the time. He Dao 
Hong, who was in his artistic prime, 
knew that this commission was not 
only an honor, but also an opportunity 

Yixing TeawareYixing Teaware
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speaks of lasting tradition and upright 
integrity. It is a very unique pot in all 
the long history of Zisha.

The body of the Dao Fang Pot is 
upright and rectangular with a flat bot-
tom supported by four shallow legs. 
The handle is large and closed with a 
smooth rectangular shape that reflects 
the shape of the body. The broad sur-
faces are flat on both sides of the teapot, 
making them suitable for calligraphy 
and carving. It was carefully decorat-
ed by Master Tan Quanhai (譚泉海) 
with paintings and calligraphy on both 
sides. On one side is the Song Dynasty 
(960–1279) poem “Ji Jiang Jian Cha  
(汲江煎茶)” composed by the famous 
poet Su Dongpo: 

to represent something much greater 
than himself: the entirety of Yixing Zi-
sha artistry. Even though he had mas-
tered all kinds of teapot-making skills, 
He Dao Hong had to consider what 
kind of clay to use, how much, how to 
shape and decorate the pot and finally 
how to fire the finished result. These 
were all challenging steps to overcome. 
He made a detailed plan and followed 
it meticulously, backed by his philoso-
phy of only making the highest quali-
ty products. The following year, after 
eight months of work, He Dao Hong 
finally completed the giant teapot with 
ingenious techniques that brought out 
a bold and defined appearance with a 
well-built and enduring quality that 
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The Dao Fang Pot is considered to be one 
of the greatest works of art to ever be made in 
Yixing. It is giant and commands a room with 
an enduring, solid form that communicates up-
rightness. The elements balance perfectly, even 
on such a large scale. One can imagine a giant 
brewing tea with it. The inscription is shown 
above (and wonderfully translated). The other 
side, with the calligraphy, is shown on the fol-
lowing page.

Pure water is ever bound to boil by a lively fire,
Water drawn deep from the nearby fishing rock.
The big gourd ladle embraces the moon,
returning spring’s freshness to the jar.
The small spoon bestows river water, 
returning night’s yin to the vase.
Picked before the rains, tea is then pan-fired, 
stirred right to the edge of the rim;
Then, there is nothing but the swift, fluid 
sound of wind in the pines.
Unable to limit myself to just three bowls,
I lie awake, listening to the night watches
through the river town.

—Translated by Steven D. Owyoung
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The poem demonstrates Su Dong-
po’s love for Yixing. According to the 
records of the Yixing County Chron-
icle (宜興縣誌) revised in the seven-
teenth year of the Wanli (萬曆) era 
(1572–1620) of the Ming Dynasty: 
“When Su Dongpo lived in Yixing, 
he said ‘I loved its scenery like Mount 
Shu.’” At the foot of Mount Shu, the 
Dongpo Academy still remains to this 
day, featuring many of his original 
works. It is a sight to behold. 

On the opposite face is a picture 
carved to echo Su Dongpo’s poem. In 
the carving, we see Su Dongpo amidst 
the mountains alongside a stream, lei-
surely preparing tea in a thatched hut 
while reciting poetry. 

Master Tan Quanhai (譚泉海) also 
drew inspiration to carve this picture 
from another Su Dongpo poem fea-
turing the great poet himself, living 
in Yixing, growing old with his Yixing 
teaware. 

He Dao Hong is a potter with 
enough skill to navigate any aspect of 
pottery design. His famous Dao Fang 
Pot epitomizes the transformation from 
refined and elegant to bold but quaint. 
The production of this large teapot still 
utilizes the inlaid tube forming meth-
od, which accurately cuts out various 
clay pieces and then uses a clay slurry 
to connect the blocks one by one. Such 
a large pot is not easy to make, but in 
the hands of a master, the joints are 
smooth as running water and flowing 
clouds, and the surface feels like the 
softest human skin. In summary, the 
Dao Fang Pot has a strong and effort-
less quality, a bold and quaint style and 
a harmonious and well-proportioned 
figure. There is no doubt that this tea-
pot is alive with energy, which can be 
visually appreciated and highlights the 
incredible skill that went into crafting 
it. This is certainly the masterpiece of 
He Dao Hong’s prosperous career. 

In 2016, the Dao Fang Pot went 
to an exhibition in Beijing. Master He 
Dao Hong, who was invited to attend, 
looked at his giant teapot thirty years 
later and said with emotion, “Dao 
Fang is the biggest and best pot I have 
ever made.”  

Afield buying Yangxian tea, 
I’ll do till I’m old;
As ever, only leaf from Xishan will do.
Coming and going, alone in an empty skiff,
At leisure, as I please, wandering about.
I’ve books, but I’m just too lazy to read,
Flowing by, 
the water shifts my songs to and fro.
Persistence can’t make a poem,
Only hardships borne of wind and rain.

—Translated by Steven D. Owyoung

買田陽羨吾將老
從來只為溪山好
來往一虛舟
聊隨物外遊
有書仍懶著
水調歌歸去
筋力不辭詩
要須風雨時

Yixing TeawareYixing Teaware
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The Language 
of Zisha

ter Fifteen of the Wanling Collection  
(宛陵集) by Mei Yaochen (梅堯臣) 
titled “A Poem from Yi Yun and Lord 
Du Thanking Cai Junmo for Sending a 
Gift of Tea.” It contains the line, “The 
cool, pebbly stream leaves a refreshing 
taste; The new sand-clay pot is suffused 
with the glory of spring.” This line not 
only tells us that Zishaware already ex-
isted during the Song (960–1279) and 
Yuan (1271–1368) dynasties, it also 
illustrates the sort of poetic praises ac-
corded to it by the scholars and literati 
of the era. 

Gong Chun (供春) from the 
Ming Wanli era (1572–1620) was 
the first great master whose name was 
recorded in the annals of Zisha histo-
ry. In the section titled “Essay on the 
Founder” in Zhou Gaoqi’s Yangxian 
Teapot Series (陽羨茗壺系; “Yang- 
xian” is an old name for Yixing) from 
the late Ming Dynasty (1368–1644), 
it is recorded that the first people ever 
to make teapots from Zisha clay were 
the monks from Jinsha (金沙, Golden 
Sand) Temple, but it was Gong Chun 

(who was not a professional potter at 
the time, which you can read more 
about in the September 2017 issue of 
Global Tea Hut) who learned the art 
of making pottery from the monk at 
Jinsha Temple and gradually began 
to manufacture pottery pieces. Gong 
Chun was active from the early to 
mid-sixteenth century. Not long after 
this period, a number of other Zisha 
pottery masters began to emerge, in-
cluding Dong Han (董翰), Zhao Li-
ang (趙梁), Yuan Chang (元暢), Shi 
Peng (時朋) and Li Maolin (李茂
林). This spurred the development of 
Zisha teapots in Yixing, and the art 
of ceramics became more and more 
refined. Dong Han invented the ling-
hua (菱花式) or “water chestnut flow-
er” style of pot, which is sculpted in a 
freehand style and designed to resem-
ble the plants and flowers of the nat-
ural world, with characteristic petal- 
like vertical segments that are gorgeous 
and challenging to make well—each 
of the segments has to balance with 
the others and with the overall design. 

A s the Yixing Zisha purple-sand 
clay industry evolved, Zisha 
teaware became a bright pearl 

in the realm of art and literature of 
ancient Eastern peoples. In recent 
years, as tea and ceramic cultures have 
become increasingly popular, Zisha 
teaware has earned widespread acclaim 
throughout China and the world and 
has evolved into a valuable art form, 
much beloved and highly sought-af-
ter in scholarly circles. So how did a 
humble clay teapot gain such wide-
spread attention and become an objet 
d’art fit to grace the most refined of 
halls? These pots not only embody the 
honest simplicity of purple-sand clay, 
but they also have their own sort of 
language, sincere and spoken from the 
heart. For now, we shall start our dis-
cussion with an overview of the history 
and development of sand-clay teapots.

According to some historical re-
cords, the origins of sand-clay pottery 
can be traced back to the Northern 
Song Dynasty (960–1127). One such 
source is a poem that appears in Chap-
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Wu Yungen's (吳雲根, 1892–1969) Arc Lifting a Beam Hoop-Handle Pot (弧稜
提樑壺) is a masterpiece of the Republic Era (1912–1949). 
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ple who produced it had made further 
progress in terms of skill and artistry. 
Artisans such as Chen Yongqing (陳
用卿), Hui Mengchen (惠孟臣) and 
Chen Ziwa (陳子畦) did not limit 
themselves to making teapots, but also 
applied their skills to creating oth-
er items of the sort that would grace 
a scholarly study in all sorts of styles, 
such as flower vases and pots. They also 
established an export trade for Chinese 
ceramics for the first time in history. 
From the mid-Kangxi era (1661–1722) 
to the late Qianlong era (1736–1795) 
of the Qing Dynasty, the art of Zisha-
ware flourished. Famous artisans from 
this period included Chen Mingyuan  
(陳鳴遠), Shi Jichang (史繼長), Chen 
Hanwen (陳漢文) and Wang Nanlin 
(王南林). Chen Mingyuan is partic-
ularly representative of this era; his 
works, from teapots and study para-
phernalia to fruit-shaped pieces, were 
all endowed with an artistic pulse that 
contributed to the historical develop-
ment and advancement of Zisha art. 
Chen Hanwen, by comparison, ex-

Zhao Liang, on the other hand, fo-
cused his ingenuity on the hoop-han-
dled style (tiliang shi, 提梁式), giving 
rise to this tasteful and generously pro-
portioned type of pot. The master of 
that era, Shi Dabin (時大彬), made 
pots in all sorts of shapes, styles and 
sizes, from large to small. Li Zhong-
fang (李仲芳) was an expert calligra-
pher, whereas Xu Youquan (徐友泉), 
Ou Zhengchun (歐正春) and their 
contemporary Chen Zhongmei (陳仲
美) excelled at imitating ancient cop-
per and bronze vessels, modeling their 
works after all sorts of antiques such as 
flower-patterned wares, wine cups and 
sacrificial vessels. In the era spanning 
Gong Chun’s time up until today, Zi-
sha teapots became more than simply 
vessels for everyday use—art and func-
tion developed alongside each other, 
and hundreds of different pot styles 
arose from hundreds of different artis-
tic schools of thought.

By the late Ming and early Qing 
(1644–1911), Yixing Zishaware con-
tinued to develop, and the craftspeo-

celled at producing works modeled on 
antique vessels, such as various styles 
of cup and sacrificial vessels from the 
Shang and Zhou dynasties. He placed 
his artistic focus on the undulating 
lines of the composition, giving his 
pieces a sense of steady, dignified gran-
deur. During the Qing Xianfeng era 
(1831–1861), sand-clay pottery began 
to be commercialized and some pieces 
were exhibited at international expo-
sitions, such as Cheng Shouzhen’s (程
壽珍) duoqiu (掇球, “joined spheres”) 
and antique-style pots. Notable arti-
sans active between the era of master 
potter Yu Guoliang, (active at the be-
ginning of the twentieth century) and 
the 1930s include Feng Guilin (馮桂
林), Cheng Shouzhen, Ren Ganting 
(任淦庭), Jiang Yanting (蔣燕亭), 
Wang Yinchun (王寅春), Wu Yungen 
(吳雲根), Pei Shimin (裴石民), Zhu 
Kexin (朱可心) and Shao Quanzheng 
(邵全章). All of these artisans pro-
pelled the art and lineage of Zisha pot-
tery right through to the modern-day, 
establishing our foundation.

Chen Ziwa (陳子畦, 1625–1690) made this gorgeous zhuni  
(朱泥) pot in the early Qing Dynasty (1644–1911). It is an ex-
cellent example of the type and period. He carved the inscription 
himself, which is rare for an Yixing artist, and did so beautifully, 
demonstrating his calligraphic skill. It references a famous tea 
poem. The engraving reads something like "early spring (tea) 
from Bing Hua visits Ziwa (早春之來/賓化子畦)."

Yixing TeawareYixing Teaware
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such as this passage: “When it comes 
to teapots, those made from sand clay 
are the best of all; the lid does not di-
minish the fragrance, and there is no 
cooked food, stewy smell or energy [as 
there would be if one used a pot also 
used for food]. Thus, when (these pots 
are) used for brewing tea, the natural 
flavor of the tea is not lost, and the col-
or and fragrance are both preserved.” 
This demonstrates the suitability of 
purple-sand clay for use with tea; at 
the same time, a Zisha pot is first and 
foremost a teapot, so it must be com-
fortable to hold, pour smoothly and 
be steady and well-balanced—easy on 
both the hand and the eye. In terms of 
artistic value, Zisha teapots encompass 
three unified elements: countless dif-
ferent styles and shapes, consummate 
crafting skill and rich meaning and 
significance.

Zisha pottery comes in a myriad 
of different shapes, a testament to the 
creative talent of each artist. Each of 
the ingenious works of art that we hear 
about today can be divided into three 

The evolution of Zisha pottery 
throughout history has produced a rich 
treasure trove containing centuries’ 
worth of Zisha art, and the art form 
has borne the unique culture and art 
of the Chinese people to new heights. 
As tea permeated people’s daily lives 
and demand grew, Zisha purple-sand 
clay pottery became a worthy teacher, 
sculpting people’s hearts and minds 
and providing an avenue for cultural 
and artistic self-cultivation.

Ceramic artists employed unique 
sculpting techniques that originated 
in daily life and were used on an ev-
eryday basis, yet transcended the ev-
eryday. With their spirit of ingenuity, 
they spoke through the clay, sculpting 
it into a myriad of vessels: geometric 
shapes, organic forms and jin wen-style 
(筋紋) pieces with their petal-like seg-
ments.

An excellent Zisha piece combines 
both artistic appeal and practical func-
tion. In terms of functionality, his-
torical records praising the superiori-
ty of Zisha pots go back a long way, 

main categories according to their 
shapes: geometrical pots (ji he xing ti, 
幾何形體), nature-inspired pots (zi 
ran xing ti, 自然形體) and segmented 
pots (jin wen xing ti, 筋紋形體).

Geometrical pots can be com-
posed of all sorts of different curves or 
straight lines, forming round pots or 
straight-sided pots. Round pots convey 
a sense of softness, a simple elegance; 
their mellow curves lend them a sense 
of lively yet gentle beauty. Square or 
straight-sided pots, by contrast, fea-
ture flat surfaces and straight lines, 
creating a clearly defined silhouette 
and displaying a sprightly, masculine 
grace. Nature-inspired pots take their 
subject matter from the multi-facet-
ed world of nature and are decorated 
with motifs, such as flowers, fruits 
and animals, sculpted in relief on the 
surface of the pots. Completing one 
of these pots requires clever integra-
tion of shape, color and crafting skills 
to achieve remarkably vivid and life-
like forms. These include all manner 
of plants, seeds, flowers and animals.  

Pei Shimin (裴石民, 1892–1976), teacher of He Dao Hong, made this beautiful 
String Top Qin Bell Pot (串頂秦鐘壺).
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natural forms, such as flowers, plants, 
fruits or natural phenomena, and stan-
dardizing them, channeling the lively, 
flowing lines into a carefully composed 
form. The design of these pots requires 
harmony between top and bottom, 
symmetry between left and right, with 
neat, careful joins, embodying a feel-
ing of beauty in order.

Because Zisha purple-sand clay has 
a distinctive structure, composed of 
scale-like particles, the crafting tech-
niques used to make teapots from 
this clay are also unique: one com-
mon method involves first making a 
clay tube to form the body of the pot, 
while another one involves piecing to-
gether several flat sheets of clay. Both 
techniques require the pieces of clay to 
first be flattened into even sheets of a 
certain thickness, which are then grad-
ually pieced and stuck together to form 
a finished pot. Since this whole process 

In terms of shape, pieces should be 
cleverly designed and lifelike, fresh 
and unconventional. They should 
convey a sense of visual beauty and 
also be functional and pleasant to the 
touch—both practical and delightful. 
A teapot is, after all, to be used in the 
preparation of tea. It must live in that 
way, and find its beauty in movement 
and in stillness. In terms of color, this 
means making effective use of the nat-
ural color of the Zisha clay and com-
bining it with any other colors that are 
blended in to fully bring the subject to 
life, enriching the themes of nature. In 
terms of crafting skills, the artist must 
employ expert sculpting skills to bring 
their natural subjects to life, giving 
them a voice of their own and achiev-
ing the desired artistic effect in terms 
of both form and spirit. Segmented 
or “veined” (jin wen, 筋紋) pots are a 
result of the artist taking the lines of 

is done by hand, the artist’s imagina-
tion enjoys free reign during the craft-
ing process, resulting in a harmonious 
union of artistic conception and craft-
ing skill in the finished piece. In ad-
dition—once again thanks to the fact 
that the whole crafting process is done 
by hand—each artist’s creative ideas 
and individual crafting techniques are 
different, making each Zisha teapot 
unique and contributing to their value 
as collectibles.

When it comes to the artistic val-
ue of Zisha pots, the deep, rich inner 
meaning of each pot has a crucial role 
to play. The implicit “meaning” or con-
notation of a pot consists of three ele-
ments: spirit (shen, 神), temperament/
energy, or Qi (氣), and strength (li, 
力). Shen is the “soul” of a sand-clay 
teapot, expressed through its physical 
shape and creating a sense of inner life; 
the “voice” of any object begins with 

Zhu Kexin (朱可心, 1904–1986) made this famous Cloud Dragon Set. The blue 
color is not from ore, but from the addition of cobalt oxide. The cups are glazed 
with a beautiful crackle glaze, which is common to Yixingware.

Yixing TeawareYixing Teaware
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a teapot, you must make a teapot that 
can speak. When the inner feeling, 
the qizhi, is expressed just right, it is 
thanks to the language of the pot. A 
teapot that is able to communicate its 
own spirit must have a substantive aes-
thetic quality that makes people feel it 
has something to say. Zisha teapots are 
objects produced for practical use, yet 
are also works of art; when using them, 
one should be able to feel both the 
spirit of the pot and a sense of aesthet-
ic beauty, thus cultivating the feelings 
and temperament. This is the char-
acter and aesthetics of the pot. Li, or 
“strength,” refers to the force of the tea-
pot. Every object has its own life force, 
but if it lacks vitality, we won’t find it 
aesthetically pleasing. If the expression 
of a pot’s spirit is insipid, or the pot’s 
character and sense of aesthetics leave 
something to be desired, this is because 
the pot lacks sufficient strength. To ob-

this sense of inner life. The spirit of the 
pot is a manifestation of the emotions 
of its artist, who makes use of all sorts 
of different physical forms to express 
these feelings during the crafting pro-
cess. To craft a pot is to speak the words 
of one’s heart. To interpret the inner 
feelings of the artist from a sand-clay 
teapot and the spirit they’ve endowed 
it with, it’s insufficient to simply look 
at the surface of the pot—we must go 
deeper and seek the more profound 
meaning in the dips and curves of the 
pot, and in the overall design and com-
position. We must look to the pot’s Qi. 
“Qi” here refers to the “qizhi (氣質)” 
or “temperament/character/spirit” of a 
teapot. (Qizhi is very difficult to trans-
late. It is often used to described the 
energy of teapots or other artworks—
the ineffable quality of the work’s har-
mony, spirit or aura.) If you want to 
speak the words in your heart through 

serve the strength of a teapot, one must 
take the spirit and character as a start-
ing point and look for the power in the 
lines and surfaces of the piece. When 
done right, they will be endowed with 
an expression of strength. A work with 
a vigorous sense of power will convey 
a beauty that is at once masculine and 
feminine, Yang and Yin, propelling the 
sand-clay teapot to new heights of ar-
tistic refinement.

Every completed work of teapot art 
represents a tremendous contribution 
of knowledge and ingenuity on the 
part of the artist, and a new pinnacle 
in the art of teaware. Amid a myriad of 
teapots that represent the meeting of 
clay and art, each pot tells a new story 
of the language of the clay, and of the 
emotional spirit of art.  

This late Ming Dynasty (1368–1644) Drum-Belly Pot (鼓腹壺) by Chen Yongq-
in (陳用卿) is in the Dutch National Museum. It is a gorgeous example of the era, 
with a simple body and elegant lid.

鼓腹壺
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art are most often expressed through 
its form and style, by building on the 
essential foundations of shape and style 
that were laid by previous generations 
of artists and employing just the right 
proportions—from the simplicity of 
round shapes to the vigor of thick fea-
tures and the spirit of fine ones. When 
crafting the body, spout, handle, lid 
and button, the artist must organically 
integrate all these elements, employing 
bold curves to create a sense of vigor 
and sincerity. From the static form of 
a simple, upright teapot emerges a dy-
namic shape, at once calm, powerful 
and high-spirited, taking the teapot 
one step further as a work of art, on 
top of its spirit and character. This is 
what I have learned from my recent 
practice, exploration and work in in-
tegrating my own personality, philos-
ophy and feeling into the style of each 
pot I create. Although I have not yet 
reached the pinnacle of mastery, I hope 
to stir up a few waves in the ocean of 
purple-sand teaware art, to add some 
color to the artistic landscape and to 
navigate a little further across this vast 
ocean.

The vitality of Zisha ceramic art 
pieces also lies in the integration of art 
and practical function. In addition to 
giving form to artistic expression, the 
new styles described above fit the re-
quirements of practical functionality 
for a sand-clay teapot. Their calm yet 
bold and carefully proportioned forms 
are exactly what make them com-
fortable and pleasant to pick up and 
handle. It is fair to say that this style 
of sand-clay teapot is brimming with 
delight.

The vitality of sand-clay teapots 
also manifests itself in the relationship 
between tea and pot. Many scholars 
have already written books about tea 
culture, so I won’t elaborate further 
on the topic here. Yet, the fact remains 
that tea needs a pot, and pots of this 
sort are intrinsically connected to tea. 
To taste tea is to enjoy a cultural ex-
perience, and to handle a teapot is to 
take a stroll through a garden of art; 
but when tea and pot are united, the 
tea benefits the pot, and the pot adds 
flavor to the tea. They are fated to be 
together, and we can't imagine a world 
that where they aren't side by side.  

F rom ancient times up until the 
present, the history of Zisha 
ceramic art has been like an 

ocean, each wave pressing forward and 
propelling the others toward the shore. 
Gong Chun (供春, see the September 
2017 issue of Global Tea Hut) pots 
formed the first foundation for the 
style and shape of Zisha clay teaware 
and were the ancestors of the smooth 
and flower-molded teapot styles. Later 
generations of artisans developed 
these further, and the famous “Eigh-
teen Styles of Mansheng (曼生十八
式)” made an appearance, providing a 
blueprint for the future development 
of the shapes and styles of sand-clay 
teapots. Further on in history, the tire-
less exploration and innovation of the 
generations of artists who came before 
us created the flourishing paradise of 
Zishaware that we enjoy today, a veri-
table ocean of art.

Zishaware is an industrial art with 
enormous potential, thanks to its con-
stant growth and continuous break-
throughs, especially in the area of shape 
and style. The life force, spirit and 
character of a work of ceramic teapot 
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歲寒三友壺

This pot, which Master He calls "Three Friends of Winter (歲寒三友壺)," is a 
great example of his nature-inspired pots, blending elegance with natural simplicity 
and using many colors to express the three different plants: pine, bamboo and plum.
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合
桃
壺

This Longevity Peach Pot (合桃壺) by Master He is a perfect blend of innova-
tion and traditional form. It is sublime.

Yixing TeawareYixing Teaware
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have brought a real feeling of harmo-
nious self-cultivation to the culture 
of tea and teapots. They combine the 
philosophy, art and aesthetics of a rich 
tradition and history with the everyday 
function of a teapot, loved more and 
more not just because it is beautiful, 
but also because it handles well in the 
preparation of the tea we love. Thus, 
Zisha pots become part of our lives.

The art of making Zisha teapots is 
an ancient one, with countless master 

To put both together is to enter an in-
toxicating reverie of art and culture, 
bringing a carefree feeling to mind and 
soul. In this union, the vitality of sand-
clay teapot art serves to emphasize its 
value. How can we integrate sand-clay 
teapot art even more closely into the 
enjoyment of tea culture? The simple 
and honest yet high-spirited art style 
of these pots has boosted the power of 
the teapots; their clean, round shapes 
and honest, down-to-earth demeanors 

artisans and myriad shapes and styles 
emerging over the centuries. Much 
like a cup of tea, a steaming hot teapot 
can please the heart, delight the spir-
it and enlighten the mind. So, among 
an endless sea of teapots, how do we 
evaluate the quality and artistic merits 
of sand-clay teapots? For the sake of 
Zisha teaware enthusiasts, I will sum-
marize the main points here and dis-
cuss my experience from three points 
of view.

The artistic value of Zisha pots manifests itself first as a sense of visual beauty—the appropriateness of the shapes and 
proportions directly triggers a feeling of visual delight. The strength it exudes is intense yet steady, its manner and style are 
elegant and dignified, immersing the viewer in a melody of beauty, an artistic reverie. The spirit of the work is clear, the 
theme prominent; it has the power to inspire a pursuit of hope and deep thought.

Taking the different shape categories as a foundation, round pots (yuan qi, 圓器) should be simple and clear of form, 
conveying an honest and gentle texture and quality (質感). The surface should be so lustrous that you can see your reflection, 
and the piece should invite the eyes to keep looking, standing up to careful examination. The joins around the handle and 
mouth of the pot should be seamlessly blended. The lid should fit very closely onto the mouth of the pot without becoming 
stuck, and the inner walls of the pot should be pleasingly neat and even. Any decorative calligraphy or image featured on 
the pot should incorporate the spirit of Zisha ceramic art into the whole piece. When the artist adds decorative details, they 
should not detract from the natural, simple aesthetic of the pot. The size of any stamped seals or designs on the pot should 
be proportional to the size of the lid and the body of the pot, whether they are inscriptions or blackened engravings. 

For square or flat-sided pots (fang qi, 方器), the surfaces should be crisp, smooth and even. The lines should meet in a 
well-defined manner, drawing a clear silhouette, and the proportions of the mouth and lid should be suitably balanced with 
the body of the pot. The walls of the pot should follow the same lines both inside and out, giving a sense of natural, satisfying 
order. Pots of the “molded” type (su qi, 塑器, typically featuring sculpted details depicting plants or flowers) should display 
ingenuity in their composition and decoration; they should be lifelike without falling back on naturalist clichés. Visual 
beauty should be cleverly integrated with tactile comfort, and the color, luster and decorative elements should be employed 
judiciously. The spout and handle should fit well with the overall composition, and the mouth and lid should be cleverly 
joined. With pots of the jin wen style (筋紋, a ribbed, veined or segmented/corrugated method), the lines of their veined 
petal-like segments should be lively and flowing, the sections precisely spaced; the segments of the lid should be accurate and 
closely joined. The curve of the spout should be fluid and even, and the whole pot should convey a pleasing sense of order. 

The color and luster of the pot after firing are also important elements and not only have a bearing on the quality of the 
pot, but can also add to its smooth, glossy texture.

Using the pot is key to appreciating the meeting of art and function. The pot should be durable and comfortable to hold, 
with a well-proportioned handle, and should be steady and stable in the hand. The lid should be smooth and easy to remove 
and replace, and the pot should pour the tea fluidly. Handling the pot should be a pleasure for both the senses of sight and 
touch. This delight of the senses in turn evokes a sense of beauty in the heart and soul; a boundless feeling of joy.

Appreciating Zisha Teapots \24
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wonderful forms, each with its own 
merits. These pieces are inspired by the 
endless variety of fantastic things that 
are found all around us in life and in 
the natural world, and these inspira-
tions are translated into physical forms 
through artistic skills, forming objects 
rich in artistic significance and emotive 
appeal. With chrysanthemum-style tea 
sets, for example, it’s important for the 
proportions of the whole piece and 
each of its parts to be perfectly bal-
anced. In terms of composition, the 
parts and the whole must echo and 
complement each other, without con-
flicting or overshadowing each other. 
The whole piece and its parts ought to 
capture a sense of movement yet also 
a feeling of tranquility, organically in-
tegrating a sense of life and vitality. As 
the dynamics of the piece change, an 
interplay emerges between unity and 
separation, each containing the other, 
reflecting a supreme unity between 
layering, dynamics, emotion and com-
position.

S tackable chrysanthemum-style 
tea sets are an innovative form 
of purple-sand clay Zishaware 

and are a natural outcome of the artis-
tic development process of the heritage 
of Yixingware. Judging by the mar-
ket success of these stackable tea sets, 
it’s clear that they are well-loved by 
teaware connoisseurs and collectors—
not just because of their artistic value, 
but also because they are practical and 
functional. In the section below, we’ll 
discuss four different aspects of the 
unique artistic characteristics and prac-
tical functionality of stacked tea sets.

Shape of the Piece: 
 Proportions & Composition

Zisha clay teapots (and other tea 
implements) can be classified into four 
different categories: round, square, seg-
mented/veined and flowerware. From 
an artistic perspective, these four types 
of pots or vessels can take countless 
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coLor, LusTer & unifieD harmony色澤的反映與效果的統一

In terms of visual effect and the feeling each work evokes, one cannot overlook the overall effect of the colors used. In 
the natural world, myriad colors bubble, ebb and flow through our daily lives: the elegance of pale shades; the boldness of 
rich shades; the stark melancholy of grays and blacks; the beauty of bright, cheerful colors. Perhaps they tell a tale of true 
love, perhaps the achievement of a heroic feat, the final moment between life and death or the vital energy of all of creation 
awakening—whatever tale they tell, the colors of the clay used for stacked tea sets must be coordinated with utmost care. The 
tones employed in the entire piece and its individual parts can offset and complement each other and can even add that vital 
finishing touch that brings the piece to life. When combining colors of Zisha purple-sand clay, it’s important to consider the 
effect of the firing process on the end result. The clean, harmonious colors and inner luster of chrysanthemum-style stacked 
tea sets are a result of the artist’s care in selecting quality materials and understanding the properties of the clay. 

These are the bottom seals and the 
inside of the lid of the famous stackable 
chrysanthemum set shown on the pre-
vious page, which is one of Master He's 
most famous works. He made others 
like it. The experience he shares in this 
essay is all related to the creation of this 
masterpiece. Notice the balance, har-
mony and elegance of the ribbed lines 
that create the chrysanthemum effect. 
Balancing these veins while building a 
pot by hand requires incredible skill, 
honed over decades. On the opposite 
page, we can see the set unstacked, as 
it would look when in use. It is an ex-
ample of the same natural themes exe-
cuted with grace, harmony and beauti-
ful symmetry. When appreciating pots 
or sets, we can often look at the spaces 
around the button, spout and handle 
and find harmony between the spaces 
themselves and between the space and 
the form. This set clearly demonstrates 
how the spaces around the curves bal-
ance the curves. The pot itself is incred-
ible even without the cups to form a set. 

何道洪
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individual tea vessels or traditional tea 
sets.

ii) With stackable tea sets, each part 
is assembled into a complete work 
of art. In terms of artistic effect, each 
piece is intrinsically connected to the 
others; the rhythm of the whole piece 
must be unified, balanced and harmo-
nious. This makes the crafting process 
very challenging: if one small part is 
just a little off-balance, the artistic ef-
fect of the whole piece is lost; instead 
of the masterpiece that is intended, it 
becomes simply a disorderly, chaotic 
imitation.

iii) Perfecting the firing process to 
make sure the finished pieces form a 
unified whole is also more difficult for 
this type of tea set than for traditional 
tea sets or individual vessels. During 
the firing process, Zisha (purple-sand 
clay) products undergo three stages 
due to the changing temperature inside 
the kiln: the “fluid” stage, the “crystal” 

In terms of color and composition, 
tea sets in this new style have great 
artistic value. So, how should they be 
crafted in order to translate this artistic 
spirit into a physical object? Are there 
any additional challenges or require-
ments for this style of tea set over and 
above what is needed when crafting a 
single teapot or a traditional tea set?

i) It is critical for every individual piece 
of the set to combine into an integrat-
ed, harmonious whole. We know that 
making each component of a machine 
is easy, but assembling the parts into a 
complete machine is much more diffi-
cult. Each piece must be produced ac-
cording to strict standards with a very 
narrow margin of error. Although each 
component is produced separately, this 
increases the difficulty significantly. 
Moreover, when the quality is based 
on a whole that is made up of various 
parts, the level of challenge increases 
even more. The crafting of stackable 
tea sets is a huge step up from creating 

stage and the “rock” stage. It’s hard to 
guarantee that a teapot won’t become 
warped during the firing process. This 
means that with a stackable tea set, the 
chance of the overall piece being affect-
ed by the high temperature of the kiln 
and losing its harmony is several times 
higher than that of a single teapot. 

In order to overcome the three chal-
lenges listed above, the artist needs an 
excellent grasp of the properties of var-
ious types of clay, the ability to coor-
dinate different parts of the piece and 
to have control over the time taken to 
craft the parts, to ensure that the pieces 
shrink evenly. These challenges also re-
quire precise and meticulous sculpting, 
ensuring that every line and join fit 
with the overall artistic effect when the 
set is assembled. While designing the 
work, the artist must also have a strong 
ability to envisage the final impact that 
each piece will have on the whole. A 
clear vision of the final set has to be 
held throughout the entire process.

requiremenTs & compLexiTy of The
    crafTing process工藝製作的複雜程度與要求
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inTegraTing arTisTic appeaL 
WiTh funcTionaLiTy藝術欣賞和使用功能的結合

An impeccable integration of artistic appeal and practical functionality are essential in establishing and broadening the 
market for stackable tea sets. Currently, only six sets of this type of tea set have been made, yet when faced with untold 
different consumer attitudes and appreciated by people with differing needs, artistic appeal and practical functionality are in-
separable facets of the whole. If one only values art and overlooks function, then the art would have no way of taking shape. 
On the other hand, if one only focuses on function and not the artistic process, the final product would likely be a staid, 
rigid object; with this approach, it’s very difficult to progress and reach new heights. Our experience has proven that in recent 
years, Zisha teaware has garnered praise both in China and abroad, establishing a market with an enthusiastic customer base. 
One of the wonderful qualities that has made this possible is that during the process of developing new products, the artists 
pay close attention to the thorough integration of art and function.

組合茶具
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Stackable Chrysanthemum Tea Sets \30

This Combination Tea Set (組合茶具) is an alternative type of stackable tea set. Though not a chrysanthemum design, it is 
still stackable in a way. It is one of Master He's most famous pots. The idea was that the cups and pot could all travel together 
to an outdoor setting, or perhaps to a friend's house for tea. The cups are very unique, with a modern design that is quite beau-
tiful. The pot itself is masterfully balanced. The harmony of a teapot is first and foremost seen in the relationship between the 
spout and handle. Our teacher, Master Lin Ping Xiang (林平祥), always says that the spout is like a horse and the handle is its 
reigns: the stronger the horse is galloping, the more we have to pull back on the reigns. The balance between the two is executed 
here masterfully. The spout's flat sides and curved, elegant yet pronounced shape is well matched by the thinner, flat and very 
open handle. If we look at the photograph to the left and let our eyes focus solely on the handle and spout, blocking out the 
body, the harmony between them becomes very apparent. You can even feel the spirit of the tug and pull of each as they pull 
away from each other in the perfect amount, creating a sense of dignified stasis. The flat, curvy theme that they both share also 
makes the line of the handle a continuation of the spout and vice versa, as though the handle and spout were painted in a single 
brushstroke. This kind of harmony is incredibly difficult to achieve and is a sign of mastery. The body of the pot also dictates 
how the spout and handle will be shaped. We can see how strong and centered the tall body is and how the curves that hold the 
cups balance the piece in the vertical plane as well. The button ties the body, handle and spout together, mimicking the upper 
body in microcosm. The lid is also unique, with an inset rim and a slight ripple like water dripping in a well. This matches the 
curves of the body. The carvings bring some art and decoration to the surface, adding interest and allowing our eyes to explore 
the piece for even longer than we would otherwise. The calligraphy reads: "The new sand-clay pot is suffused with the glory 
of spring (紫坭新品泛春華)" from the poem by Mei Yaochen (梅堯臣) discussed on p. 15. The white of the peach blossoms 
and calligraphy bring a sense of purity to the piece that adds grace, movement and draws us in even further. One naturally 
wonders what the pot feels like and what it would be like to slide the cups out and hold them by those unique handles. 



T here is a Chinese idiom that 
says, “If you love your house, 
then you should also love the 

crow on your house.” I love tea, so I 
also love purple-sand teapots. 

Tea is undoubtedly the most cultur-
ally rich drink in the world. People all 
over the world drink this magical bev-
erage not only to brighten their minds 
and quench their thirst, but also to ex-
perience the benefits of tea physically, 
mentally and spiritually. Tea culture is 
composed of tea people, teaware and 
tea traditions. After tea in the main-
stream transformed from compressed 
and ground cakes to more emphasis 
on loose-leaf tea in the Ming Dynas-
ty (1368–1644), the gongfu method 
of brewing tea gradually developed in 
the south of China and Yixing Zisha 
quickly gained a reputation as the best 
teaware in the world. It became an im-
portant part of tea culture and has not 
lost its premier status for five hundred 
years. 

In 1989, my wife Huang Yi Jia (黃怡
嘉) and I founded the Tangren Gongyi 
Publishing House in Taipei City, fo-
cusing on the research and promotion 
of Yixing Zisha. So far, we have edited 
and published nearly fifty professional 
books on Zisha and puerh, including  

黃健亮

Heaven and Earth in a Pot (壺中天
地), Purple Jade Gold Sand (紫玉金
砂) and many other professional works 
on Zisha. In addition, I am also devot-
ed to the academic research of Zisha 
culture. For over thirty years, I have 
published articles on Zisha featured in 
museums and seminars on both sides 
of the Taiwan strait, such as "Yixing 
Trade Through the Lens of Tea Culture  
(茶文化視野下的宜興貿易壺 ) , " 
"The Most Important Century of Zi-
sha Craftsmanship in the Late Ming 
Dynasty (晚明紫砂工藝最重要的百
年)," "The Cultural History of Yixing 
Zishaware in Europe (宜興紫砂器在
歐洲的文化歷程)" and many other 
articles on the subject of Yixing Zisha. 

I am also involved in creating con-
temporary ink paintings, and have held 
art exhibitions many times in Taipei, 
Beijing, Shanghai and Hong Kong. 
The subject of my art is often tea cul-
ture. I hope to express traditional Chi-
nese culture through visual art (There’s 
a piece in the Table of Contents).

I would like to promote an aca-
demic approach to Zisha in the field of 
cultural research in order to study how 
tea people, teaware, and tea traditions 
developed over time. This will help us 
appreciate what was gained and lost 

over different periods of time. As long 
as people continue to drink tea, Zisha 
teapots will never be abandoned. But 
the research of Zisha is not systemat-
ic, so Zisha lovers may easily get lost 
in the details and opinions. Once you 
understand the big picture, however, 
students can naturally appreciate Zi-
sha and learn to think for themselves 
through their own experience brewing 
tea.  

I mostly work in the Chinese-speak-
ing world and because of this language 
barrier, it is difficult to share Zisha cul-
ture with the rest of the world. Fortu-
nately, I have some good friends from 
afar. Sometimes, I am invited to con-
tribute an article to Global Tea Hut, 
a magazine run by a group of foreign 
tea lovers. I can use this English-speak-
ing platform to help educate people 
around the world about tea and Zisha 
culture. After forming a friendship, I 
learned that their company is growing 
and that they plan to open a school for 
tea called “Light Meets Life.” I hope 
their efforts will pay off so that we 
may continue to promote tea culture 
together and I will one day have the 
opportunity to lecture at the new Cen-
ter. Maybe we will share a cup of tea 
there one day! 

huang Jian Liang

As Wu De discussed in this month’s letter from the editor, Huang Jian Liang (黃健亮) and his lovely wife Huang 
Yi Jia (黃怡嘉) are among the most prolific and knowledgeable living tea scholars. We have never spent time with 
them without learning a tremendous amount. They are kind and gracious and are eager to share their wisdom. 
Master Huang’s lectures are incredible. He is very articulate and makes Zisha fun and interesting. Their books and 
numerous articles are also very well-written with artistic grace and deep knowledge that do the subject justice. 
They are also very difficult to translate as beautifully as they were written in Chinese. Surely our humble efforts 
have failed to capture this power, though we hope our translations at least point to the import and skill of the 
writing from these two authors. We are honored to share their work. Look through past issues and you will find 
numerous articles. We hope to continue to offer their work in the future as well. We shared a brief bio of Master 
Huang in April of last year, so we thought we'd let him introduce himself, since his brush is defter than ours.
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T he journey for many tea lov-
ers will inevitably lead them to 
explore the vast world of Yix-

ing. Yixingware of all kinds have trav-
eled the globe and are found almost 
everywhere that tea is cherished. 
What makes Yixing teaware so special 
is the ore from which it is made and 
the unique heritage of craftsmanship 
that has created teaware by hand for 
centuries. Different types of ore were 
mined at varying depths, some from 
just above sea level, though most from 
hundreds of meters below. The mining 
locations have shifted over time. Some 
were depleted while others were closed 
owing to high costs of operation or to 
protect the treasured ores for future 
generations. The two most notable 
mines in Yixing that produced some 
of the best ores for teaware are Yel-
low Dragon Mountain (黃龍山) and 
Blue-Green Dragon Mountain (青龍
山), which were closed in the 1990s to 
protect them from being over-mined. 

Massive wooden gates with metal studs 
still protect the entrances to these loca-
tions. For that reason, much of what is 
sold as modern Yixingware is no longer 
produced from these ores.

As a result of such extensive mining, 
many kinds of ore are found in Yixing 
and all of them have their own unique 
constitution, mainly determined by 
their location, the strata from which 
they were extracted and what kind of 
ore it is. This is in part why we have 
such a large range of colors and com-
positions of clay available to us today, 
some treasured for their purity, some 
for their low shrinkage rates or high 
iron content, whereas others are blend-
ed to make them more suitable for 
craftspeople to work with in different 
ways. Out of the various ores found in 
the Yixing area, purple-sand clay is the 
most suitable for making pottery since 
it is strong and can be made into a ves-
sel by itself without adding any other 
material.

Though many ores are available 
in Yixing, three main families of clay 
account for most pottery: purple-sand 
clay (zisha, 紫砂 or zini, 紫泥), red 
clay (hongni, 紅泥) and grayish- yel-
low clay (huangni, 黃泥 or duanni, 段
泥). Zisha or purple-sand clay is main-
ly what we will be discussing in this 
article. This can be confusing, since 
the term “Zisha” is also often used to 
refer to all clay from Yixing, regardless 
of which family. We make an effort to 
use capital “Z” when speaking about 
all Yixing clay generically and small “z” 
when referring to the purple zini fam-
ily of clay; we will also use italics for 
the family of clay “zisha.” The unique 
composition of purple-sand clay tea-
pots has formed an ever-lasting bond 
with tea, and has helped tea lovers re-
fine their brewing skills to bring out 
the finest cups of tea possible; not to 
mention the simple, earthen aesthetic 
that Yixing teaware brings to any tea 
space.

Yixing for

茶人: Shen Su (聖素)

Tea Storage



Yixing has one of the highest per 
capita communities of artists in the 
world. Of all the wares made in Yixing, 
it is the teaware that has had the great-
est influence around the world, bring-
ing fame and fortune to this city. There 
was a time when every man, woman 
and child was involved in some aspect 
of teapot production, and Yixing be-
came known as the “Teapot City.” Yix-
ing teapots are not thrown on wheels, 
but rather are handbuilt. The process 
is a wonder to behold and leaves a tea 
lover awash with reverence for the her-
itage and skill honed over centuries. 
This heritage is often celebrated by 
teapot makers who stamp the names of 
past legends on their pots in place of 
their own names, as if to say that the 
tradition, not them, created the pot.

 There are endless reasons why tea 
and Yixing have such a longstand-
ing relationship, some known and 
others mysterious. Like a romance of 
the gods, the love between them can 

be specific and detailed or poetic and 
musical. And the magic between Yix-
ingware and tea extends to every aspect 
of tea. Purple-sand clay teapots are un-
paralleled in their ability to brew a fine 
cup of tea, so it comes as no surprise 
that this unique clay is also crafted into 
other types of teaware, like jars for stor-
ing tea. Many of our previous articles 
on Yixingware, including those in the 
May and September 2017, December 
2020 and April 2021 issues, focus on 
purple-sand clay as it relates to teapots 
and tea brewing, but in this article, I 
want to discuss some of the effects of 
purple-sand clay as it relates to storing 
tea. Do you have an Yixing tea jar?

Introduction to Zisha
First, let’s consider the nature of 

purple-sand clay and how its struc-
ture influences tea brewing so strongly. 
Then, we can consider how that also 

makes it suitable as a material used to 
make jars for storing tea. 

As an ore mined directly from a sed-
imentary layer, purple-sand ore is not 
ready to be made into anything yet; it 
must go through a weathering process 
that typically takes one to three years 
(the longer the better). During this 
phase, the ore breaks down into small-
er, more workable pieces. It is then 
ground into powder, sieved, soaked in 
water and pounded into clay blocks. 
During this transformation from ore 
to clay, the newly formed blocks also 
need to be stored until their composi-
tion is suitable for crafting. Again, the 
longer they sit the better. Not unlike 
milled wood, the longer it sits in a new 
environment the more it acclimates to 
that place, becoming more stable, easi-
er to work with and less likely to crack 
and warp when it is cut and exposed to 
oxygen, or in this case, when the clay 
is pounded, kneaded and slabbed to 
form a piece of teaware. 
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many other kinds of a clay that do 
contain lead, making them unhealthy 
for daily use unless glazed. Without a 
glaze, the purple-sand clay remains po-
rous and is able to breathe. Water and 
tea come in direct contact with the clay 
in its natural, fired form. That’s essen-
tial for brewing tea in pots, keeping 
water in urns or storing certain teas in 
jars. 

Finally, as briefly outlined in the 
introduction, purple-sand clay is very 
strong, making it suitable for making 
pottery. Chemical analysis has shown 
that purple-sand clay can be more than 
350 million years old, making it ex-
tremely stable in composition, mineral 
content and grain size, which further 
makes it suitable for making long-last-
ing and durable teaware.

Zisha for Tea Storage
Now that we have a brief under-

standing of Yixingware and its rela-
tionship to tea, we can take our knowl-
edge and apply it to tea storage. What 
does all of this have to do with stor-
ing tea in a purple-sand clay jar? First, 
we must cover the ideal conditions 
for storing tea and then determine if 
the characteristics of purple-sand clay 
meet those criteria, both in theory 
and in practice. Also, it is important 
to distinguish what kind of storage we 
are talking about as there is both short- 
and long-term storage. We would de-
fine short-term storage as keeping the 
tea as you consume it, storing it in a jar 
and drinking it at your convenience. 
Long-term storage would be defined 
as intentionally storing the tea for long 
periods of time, either years or decades. 

When storing tea in general, one 
should aim for a relatively odorless, 
cool, dark and stable environment 
in terms of humidity, temperature 
and airflow. Natural fluctuations of 
humidity and temperature over the 
course of a year are far more desirable 
than artificially controlled rooms with 
dehumidifiers or remote temperature 
control. In some cases, it may be nec-
essary to intervene and control one 
factor or another, but relying on natu-
ral conditions is ideal. Large-scale and 
professional storage facilities that deal 
with vast amounts of tea will obviously 
take more precautions to protect their 
assets, but for individuals looking to 

One especially unique characteris-
tic of purple-sand clay that makes it 
so suitable for brewing tea is its po-
rous structure. After it is transformed 
into clay and crafted into a teapot, 
it is fired at a temperature between 
1000–1250°C. Zisha is composed of 
quartz remains, isinglass, kaolinite, 
mica, hematite, iron and several other 
trace elements. After firing, the quartz 
and isinglass create what potters call a 
“double pore structure.” It isn’t visible 
to the naked eye, but it vastly increases 
the surface area of the teapot, so much 
so that the pot can “breathe.” This cap-
illary action is part of what makes Yix-
ingware the perfect match for tea. 

This increased surface area allows 
the teapot to preserve temperature, 
which is one of the most important 
principles to brewing a fine cup of tea. 
Moreover, the ability to breathe means 
the tea remains smooth amidst all the 
preserved heat. If you’ve ever had a 
hot cup of tea from a glazed teapot, 
it can be sharp, spiky and uncomfort-
able in the mouth, whereas a hot cup 
of tea from a purple-sand clay teapot 
is wonderfully smooth, rounded and 
comfortably structured in the mouth. 
Making tea smooth is part of why 
purple-sand clay teapots have been 
married to tea for nearly five hundred 
years. This smoothness is, of course, 
also influenced by all the many min-
erals and elements in Yixing ore. Since 
zisha clay has more of these than the 
other families of clay, it is almost al-
ways the most porous and influential 
on the texture of tea liquor.

This double porous structure also 
makes purple-sand clay resilient to rad-
ical changes in temperature. It buffers 
the temperature, creating smooth tran-
sitions from cool to hot and vice versa. 
Consistent temperature, paired with 
slow, graceful movements, makes for a 
smoother cup of tea and a more patient 
tea session (more steepings) since the 
tea leaves unfold gently. Sharp changes 
in temperature make for rough tea as 
the leaves are jolted open at shocking 
temperatures. The liquor will be coars-
er and the tea session shorter if there 
are radical changes in temperature.  

Another important aspect to con-
sider is that purple-sand clay is natu-
rally lead-free, which means it is food-
safe and can be used for food and drink 
even after the initial firing. There is no 
need to glaze it and fire it again like 

store their own tea, this isn’t necessary. 
We mainly need to think about dealing 
with light, temperature, humidity and 
odors on small scales. It’s usually better 
to mitigate the use of air conditioners, 
ceiling fans and lots of foot traffic in 
the area where you are storing tea. Jars 
go a long way in this regard. 

It is helpful to explore the ways 
that teas age with regard to long-term 
storage. Some teas, like oolong, white 
and red tea, oxidize over time, whereas 
other teas like puerh and black teas ox-
idize and ferment. Green teas, includ-
ing lightly oxidized oolong, will need 
to dry out first before they start to ox-
idize and change, and so aren’t usually 
great candidates for long-term storage. 
For this reason, puerh and black teas 
require more oxygen flow and humid-
ity as well to encourage the fermenta-
tion, whereas oolongs, whites and reds 
often respond well to a slow oxida-
tion over time and therefore a tighter 
seal on the jar. With puerh and black 
teas, we have found that the more tea 
in one area, the better it ages. This is 
traditional wisdom among those who 
aged puerh, and our experiments verify 
this. In some ways, a good unglazed, 
porous clay tea jar, like one made from 
zisha, can trick the tea by absorbing 
the aroma and energy and reflecting 
them back to the tea. If you smell an 
emptied jar or the inside of a lid, you 
can quickly see this effect in action. 
Though oolong tea is better in tightly 
sealed jars, we still prefer zisha because 
of the way it reflects the aroma back 
and smooths out. We do keep some of 
our best oolongs in sealed, porcelain 
jars, but most of the detriments of po-
rous clay for red or oolong can be mit-
igated by moving a porous jar to a dif-
ferent shelf or room with less humidity 
and airflow. Sometimes, such issues 
can also be solved or mitigated with a 
different type of lid, often one with a 
tighter seal (sometimes laser-cut).

There are many details, tips and 
tricks to pick up along the way, but 
as with all things, experimentation 
is always the best way to expand our 
own wisdom and understanding in tea. 
Knowing how to store tea also means 
knowing what to avoid, so a lot of the 
advice we have to offer in terms of tea 
storage relates to the things we try not 
to do. Let’s discuss some tips for stor-
ing tea before finally reviewing pur-
ple-sand clay jars. 
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Metal Jars
Metal jars can be used but they can 

also impart a metallic flavor to your 
tea over time, so metal jars should be 
avoided for long-term storage or lined 
with paper, like we do with our Global 
Tea Hut tins. In Chinese cosmology, 
metal disciplines wood, so for energet-
ic reasons, one may not want tea leaves 
to come directly in contact with metal. 
In the Qing Dynasty (1644–1911), it 
was common to store certain types of 
oolong in pewter jars, though most tea 
lovers lined them with paper. This was 
because pottery skills and firing tech-
niques were nowhere near as precise as 
they are today, so it was very difficult 
and rare to find jars with very tight 
seals. It was easier and cheaper to cre-
ate metal jars with very tight seals. And 
as with many things tea-related, there 
are pros and cons to everything. Some 
tea lovers at the time felt a tight seal 
was more important than the material. 

Glass Jars
Glass jars are usually undesir-

able because they allow light to pass 
through. Not only does that cause 
temperature fluctuations, but the di-
rect contact with light will also break 
the tea leaves down over time. 

Shape of the Jar
It is worth experimenting not just 

with materials, glazing and age of the 
jar, but also with shapes. Like teapots, 
certain shapes are better for certain 
types of tea. The shape can influence 
very practical details, like the ease of 
getting the tea leaves in and out (as 
with a pot) and also the way air flows 
inside. The shape of the jar can even 
influence the way the tea inside is piled 
up, which can then affect how much 
weight is put on the bottom leaves 
and whether they will be more or less 
crushed due to this.

In the Kitchen
Kitchens are also a terrible place to 

store tea. Tea is highly responsive to its 
immediate environment and will taste 
of oils and spices if stored in a kitchen, 
even in a well-sealed jar of any materi-
al. Avoid kitchens and other aromatic 
places at all costs. 

Opening the Jar
However you store your tea, you 

should avoid opening the jar too fre-
quently. This disrupts the tea, releas-
es its aroma and depletes its energy. 
Many of us have the bad habit of shak-
ing tea jars or bags to get a better whiff 
of our tea, but this also disrupts the tea 
greatly. While it may smell stronger in 
the beginning, that is only because you 
are literally shaking off the aromatics 
that cover the outside of the tea leaves. 
In no time, the aroma will have faded 
and no amount of shaking will help. 
Remember, you’re aiming for stabili-
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Location
Where you live will also determine 

what kind of tea is suitable to store. For 
example, puerh tea and oolong prefer 
different storage conditions, when it 
comes to humidity and airflow. Where 
puerh prefers higher humidity and 
some airflow, oolong prefers drier cli-
mates and airtight containers or jars. 
There is more to it than that, but it 
would not be advisable to store large 
amounts of puerh in a dry climate or 
oolong in an overly humid one. Also, 
within your home, you may want to 
avoid storing tea in cellars or damp 
basements, as well as attics that are 
dry, dusty and hot. However, keep in 
mind that elevation can be used skill-
fully in each location, especially to deal 
with humidity. Higher shelves or floors 
are likely to be drier and less humid, 
which may be suitable for the tea you 
are storing. (You might be amazed at 
the difference from floor to ceiling.)

ty here. Every time you open the jar, 
even for regular use, it disrupts the 
stability slightly. Next time you open 
a jar and have the knee-jerk reaction 
to shake it, try and catch yourself in 
the act. Instead, slow your breath and 
calm your mind for only a moment. 
Breathe deeply and mindfully and take 
yourself down to the tea instead of try-
ing to shake it up to you, disturbing its 
energy and aromatic quality. Your tea 
and guests will thank you for the more 
aromatic and energetic tea sessions in 
the future. 

Genre Mixing
Ideally, you want to separate your 

teas by genre. This means separate 
shelves or even rooms if possible. Shou 
puerh is especially rascally in its ability 
to influence other teas. Jars typically 
create a barrier to protect one tea from 
the other, but as much as possible, sep-
arate them by genre. 

Tweaking the Environment
In our experiments, natural storage 

conditions are always better than artifi-
cial ones, be it temperature controls or 
humidity regulation. That said, short- 
and long-term storage of tea is all too 
often a case of picking your winners 
and accepting the limitations of where 
you live. Outdoor humidity is not a 
good measure of your storage room 
if it is heated and/or air-conditioned, 
for example. An open bowl of water 
changed every day or two can increase 
humidity, whereas large pieces of nat-
ural hardwood charcoal can not only 
decrease humidity, but also can puri-
fy the air and are therefore common 
in tea storage warehouses throughout 
Asia. People have been “cellaring” dark 
teas for a long time (modifying the hu-
midity to speed up fermentation, for 
example). Also, don’t underestimate 
energetics! (We have a Guanyin altar 
in our tea storage room.)

Qing Dynasty (1644–1911) Yixing zisha jars.
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Experiment with storing familiar teas 
in different jars as you would experi-
ment with brewing tea in different ves-
sels.

Zisha vs. Other Clay
There are a lot of other tea jars to 

choose from besides purple-sand clay. 
This is great news because we can’t ex-
pect to store all of our tea in these spe-
cial purple-sand jars. In fact, it’s nice 
to have a selection of different jars for 
different teas in varying sizes, shapes 
and colors. Many porcelain or other 
porous ceramic jars are fine to store tea 
for the short- or long-term. Porcelain 
can be great for red, white or oolong 
teas that like slower oxidation and 
therefore less airflow. You can think of 
zisha as the ideal storage vessel (if your 
own experimentation verifies this), but 
that doesn’t mean there aren’t a lot of 
other great options. 

At our Center, we have all kinds of 
different glazed tea storage jars made 
from different clays. A lot of them 
are old and don’t even have lids any-
more, so we’ve improvised with mul-
tiple layers of thick, colorful cloth. 
They are held on with string or rope, 
which helps to keep the light and dust 
out, or we have retrofitted them with 
unique lids. In fact, lids can even be  
custom-made from other materials 
as long as they don’t impart any kind 
of smell. Wooden lids can be beauti-
ful but the interior must be properly 
sealed or wrapped in cloth so they 
don’t influence the tea. Cork lids 
wrapped neatly in cloth can also make 
for excellent lids. 

If you find a new or old jar not 
specifically made for tea storage, you 
should always smell the inside of the 
jar and lid as this determines whether 
the jar is suitable or not. The lid itself 
may be the problem, or the jar may 
need to be thoroughly cleaned and 
dried before use. Even brand new jars 
usually need a good cleaning to clear 

Considering all that, let’s review 
the qualities of purple-sand clay jars as 
they pertain to tea storage for any kind 
of tea. This is important to highlight 
because, as we discussed, some teas 
benefit from different storage condi-
tions, and yet purple-sand clay jars are 
still our preferred vessels for storage for 
all tea. We want to create a protective 
barrier around our tea leaves, a barrier 
that protects the tea from light, odors, 
oxygen, and fluctuations of tempera-
ture and humidity. In the case of dark-
er teas that ferment, we also want the 
jar to breathe. A lot of ceramics meet 
those criteria. What really sets zisha 
apart is the way it smooths tea out, ab-
sorbs its aroma and reflects it back to 
the tea and the energetic harmony this 
clay has with tea, which is so evident in 
teapots. The same simple, unadorned 
aesthetic that attracts tea lovers to Zi-
sha teapots also makes jars of the same 
material so appealing. However, as 
with teapots and other teaware, there 
is only so much we understand. We 
can explore the minerals, unique tech-
niques, the pores and other physical 
aspects of the reasons why Yixingware 
is wonderful for tea, but there is always 
more to discover, and more after that 
remains a mystery. 

Purple-sand clay is a treasured jewel 
from Yixing that has blessed the world 
of tea. We are fortunate to live in a 
time when so much love and energy 
has been poured into exploring and 
expanding the art of zisha. In count-
less ways, Yixingware offers a simplis-
tic beauty and unparalleled function to 
our tea: as teapots, cups, coasters, trays, 
tea jars and other wares. We hope you 
have a chance to experience the many 
ways purple-sand clay improves tea, 
whether brewed in a pot, stored in a 
jar or both! 

To highlight the magic of pur-
ple-sand jars, we thought it would be 
best to investigate it through three 
comparisons. As we have repeat so of-
ten, because it is worth highlighting, 
we encourage experiential exploration. 

out any dust, debris or organic matter 
left in the pores post-firing. Glazed jars 
can do with a good rinse.  

Like with gongfu teapots, pur-
ple-sand clay jars are unparalleled in 
their ability to store all kinds of tea, 
but that doesn’t mean we can’t consid-
er other types of clay jars that might 
better suit a particular situation. There 
is a variety to choose from. As far as 
availability and cost-effective options 
go, other clays will always be better. 
It’s good to have a balance of both and 
perhaps select purple-sand clay jars for 
your top-shelf teas. Our principles are 
that the jar shouldn’t cost more than 
the tea inside it, and fine tea is always 
worth spending extra for a good jar to 
keep it in.

As with tea brewing, it is worth 
experimenting with different types of 
Yixing clay for storage. In our experi-
ence, the effects on storage are similar 
to the ones teapots have on tea. We al-
ways prefer zisha. 

Glazed vs. Unglazed
Glazed and unglazed tea storage 

jars have both pros and cons that we 
must consider. As we discussed earli-
er, we want to keep moisture and ox-
ygen out of our oolong, red and white 
tea jars (as well as green, yellow and 
lightly-oxidized oolongs as they dry). 
That usually means glazed jars with 
very tight-fitting lids are ideal. A thick 
glaze and a tightly sealed lid will pre-
vent the jar from breathing, which will 
slow down the oxidation and prevent 
any moisture or humidity from get-
ting into the tea. That leaves us with a 
huge selection of suitable ceramic jars 
to choose from if they are glazed and 
have a tight-fitting lid. For teas that 
ferment, on the other hand, we want 
some airflow, which means porous 
clay and either no lid (just cloth) or 
a looser-fitting one. You can also use 
this method to adjust the humidity to 
speed up fermentation.

紫砂茶罐purpLe-sanD Jars
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You might wonder why age matters 
since the ore is already 350 million 
years old. What difference would a 
few hundred years make when consid-
ering antique versus modern jars? It’s 
difficult to pinpoint the reasons why 
antique zisha is so wonderful. Like the 
ore itself, there are things we under-
stand and others we don’t. The most 
obvious reasons why old clay is differ-
ent is the way that it was processed. For 
example, back in the day it was often 
allowed to break down longer as ore 
and ferment longer as clay. It was also 
coarser the further back we go. In the 
Ming Dynasty (1368–1644), it was 
mostly hand milled, then it was milled 
by animals and finally by machines in 
the modern era. Of course, antique 
teaware was also wood-fired, which is 
incredibly influential.

There is also something to be said 
about the time between firing and use. 
When the ore is gathered, it is earth 
element. Upon firing, this changes and 
every atom moves. The longer we let a 
piece sit, the more it reverts to earth, 
settling into something like the ore 
that bore it. It is also safe to say that 
long ago, the air and water were less 
polluted, lifestyles were simpler, people 
weren’t distracted by smartphones and 
social media platforms and traditions 
were more prominent, which helped 
artists focus work on quality over quan-
tity. People were far more connected to 
the earth and natural elements. They 
probably farmed their own food, made 
their own clothes, gathered their own 
water and built their own homes. An-
tique zisha jars were likely made by 
people who grew up in these simpler, 
cleaner, less distracting times. Many of 
the artists probably started when they 
were very young and developed their 
profession over the course of their 
lives and probably had access to purer 
veins of clay in greater quantities. All 
of these small factors add up to yield 
a whole that is greater than the sum of 
its parts. 

We are fortunate to have a large se-
lection of tea jars to choose from. We 
will almost always choose an antique 
jar over a modern one because, in our 
experience, the tea will age better. It’s 
not as if modern jars are junk. They 
are beautiful works of art in their own 
right and are certainly made by gifted 
craftspeople. They will do an excellent 
job storing tea, but like an antique 

Purple-sand clay, remember, is nat-
urally lead-free, meaning it is unnec-
essary to glaze and safe for tea storage. 
If the composition of the clay is un-
known and the jar is unglazed, I would 
not recommend using it to store tea. 
Unglazed jars can increase humidity, 
which may be good in some cases, but 
they can also trap humidity in wetter 
environments, which can lead to must-
iness and mold if left unchecked. One 
way to control this is to keep the jar as 
full as possible with tea. This reduces 
the space for oxygen and humidity to 
enter and applies to both glazed and 
unglazed jars alike. As you use the tea 
from the jar, you can fill the space with 
rice paper to serve the same purpose. 
For most of you, however, we suspect 
excess humidity won’t be an issue as it 
is for us.

More is gained than lost by the 
"breathability" of unglazed jars, like 
those made from zisha. Unlike a glazed 
jar, the porous structure of unglazed 
purple-sand clay will absorb the aro-
ma of the tea and echo it back to the 
tea leaves, creating a sort of aromatic 
chamber that the tea leaves meditate 
in. 

That said, purple-sand clay jars 
aren’t as readily available as other ce-
ramic jars, and assuming they are made 
of authentic purple-sand clay, they 
can often fetch a higher price. Most 
purple-sand clay jars have relatively 
loose-fitting lids, but nowadays, you 
can even find zisha jars with laser-cut 
pewter lids that fit perfectly and help 
create an airtight seal around the 
lid, mitigating the airflow issues for 
oolong, red, white, green and yellow 
teas. These are rare and expensive but 
offer the best of both worlds in terms 
of breathability with a tight seal. 

Antique vs. Modern
During the transformation from 

ore to clay, I mentioned that the pro-
cess takes one to three years (the lon-
ger the better). It was the same case 
for the freshly pounded blocks of clay 
as they also need to rest, ferment and 
acclimate before craftspeople can work 
with the clay. It may be unclear why, 
but the artists we have spoken to all 
agreed that the longer the clay has sat 
the better. There is certainly something 
to the way this clay ages over time. 

teapot or gongfu cup, the proof is in 
the cup. Antique pots, cups and jars 
function better than their modern 
counterparts. The major downside, of 
course, is that antique zisha tea jars 
are rare and expensive compared to to 
modern ones. Should you be so lucky 
as to come across one, take advantage 
of your fortune! 

We love these zisha jars with 
built-in laser-cut pewter lids. They 
allow us to use zisha jars, and get 
all the benefits of smoothing out the 
tea energetically and aromatically 
while also reducing the airflow and 
humidity inside, which is ideal for 
oolong, red and white teas. Man-
aging pros and cons is a big part of 
tea. In fact, laser cutting makes the 
lid so tight that it makes a suction 
noise when it closes. You don’t need 
to push it down, just let it go and 
it slides down on its own. These are 
more expensive jars, and are there-
fore only for very special teas. We 
use them for some rare and special 
Cliff Teas that we are aging. We 
would love to share some with you 
when you come for a visit. 

Yixing TeawareYixing Teaware
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S ilent tea ceremonies are a pow-
erful experience, but some-
times it is nice to play music, 

especially if our guests are new to tea. 
Music can be a beautiful element to 
add to our chaxi and tea ceremonies. 
We want to find music that helps peo-
ple return home, find their center and 
release the tensions that they carry. The 
right album can make a ceremonial 
space more comfortable and easier to 
lean into. 

One of our favorite artists to listen 
to during tea ceremonies is Hammock. 
Their music uplifts a tea session and 
creates a beautiful experience second 
only to silence during tea. When you 
listen to and explore Hammock, you 
will understand this better. Their son-

ic journeys work so wonderfully with 
tea! Hammock’s albums are the per-
fect example of how an album can be 
used alongside tea to better facilitate 
a healing experience for our guests. I 
have many fond memories of tea cer-
emonies over the years that have been 
uplifted and transformed by the magic 
of Hammock, as their music weaves a 
space that stirs emotions and captivates 
while not pulling one away from the 
tea.

The Nashville-based duo of Marc 
Byrd and Andrew Thompson create 
sweeping, emotional, calming and 
cathartic musical journeys that work 
beautifully for tea ceremonies. Their 
mix of atmospheric music, sweeping 
orchestral arrangements, piano, dron-

ing guitars and occasional infusion of 
choir sections create something that 
inspires us to lean eagerly into the jour-
ney, opening us up to both the music 
and the tea. In my opinion, the best tea 
albums have a journey-like quality, of-
fering an experience of exploration, of-
ten from outward to inward realms—
in the way that tea moves from the 
outside inwards.

One of Hammock’s greatest cre-
ations is their trilogy Mysterium, Uni-
versalis and Silencia, which emerged 
from a period of incomprehensible loss 
following the death of Marc’s nephew. 
With the release of Silencia in 2019 
and movement toward a quieter re-
flective state, the musical trilogy came 
to an end. Throughout these three  

by Connor Goss



This series is devoted to the review of albums, books 
and films that we find inspirational. Feel free to email 
us and submit your own reviews as well. Or perhaps 
you have a book, album or other media that you would 
like us to review in future issues. Though these views 
have all been focused on music so far, we want to ex-
pand to other media. We hope this adds a bit of fun 
to these issues and gives us all ideas for learning and 
inspiration. So, put on a kettle and have a listen to 
this month’s exploration of one of our all-time favorite 
artists.

albums, there is a noticeable shift in 
the direction of the work as they slowly 
hone their craft in a way that is won-
derful for tea. These three albums are 
softer, subtler and less intrusive than 
their previous albums. Though gentler 
in touch, they can be more powerful, 
especially in a heightened or sensitive 
state. These albums are still journeys, 
but less dramatic ones—more like a 
walk through quiet yet deep and pro-
found landscapes where movement is 
slow and change is gradual yet power-
fully accumulated the way that ocean 
strata are piled up over countless mil-
lennia to form limestone mountains. 
Earlier Hammock albums felt more 
like human journeys, through a he-
roic or mythic adventure, and they 

even contain more choral pieces as if 
to accentuate this. This trilogy, on the 
other hand, feels more like the slow, 
unchanging journey of Nature, of Tea 
Herself.

Hammock’s newest album Else-
where continues the direction Silencia 
went, with a more calming and refined 
musical journey. If you have the time 
to spare, I recommend listening to the 
albums below in order, so you can see 
the evolution of Hammock’s style as 
they take you on a sweeping experience 
from the depths of grief to the high-
est reaches, from mythopoetic, almost 
Homeric, adventures of the human 
soul to the slow timeless and tidal shift 
of the rising mountains, rolling seas 
or even the drifting of galactic forms.  

Listening to their evolution over time 
in this way is a fun experience and one 
that may let you hear and feel the ways 
the different albums, from Oblivion 
Hymns to Elsewhere, engage your sens-
es, emotions and spirit. 

Another experience worth trying 
with Hammock is playing each of 
their albums at different times of the 
day. It is amazing how the same album 
can feel profoundly different whether 
it is day or night, and then, of course, 
to notice the different ways the sun or 
moon, light or dark uplift us during a 
tea ceremony with or without music. 
Let’s put a kettle on and explore some 
of the albums that Hammock has cre-
ated over the years that are suitable for 
tea. 
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Oblivion Hymns (2013) is a great example of Hammock’s ear-
lier period, characterized by more emotion, outward bravado 
and a sense of human mythos. It has raw emotional power and 
presence that at times pulls you away from your bowl of tea, 
following the musical chords and choral sections. It is an al-
bum that holds a dear place in my heart as it is the first album 
that I ever experienced during a tea ceremony. This album has 
a quiet beginning, with a haunting sense of what is to come 
during “My Mind Was a Fog… My Heart Became a Bomb.” 
The strings carry the feeling of foreboding forward, building 
until the energy bursts into “Then the Quiet Explosion” with 
its hauntingly beautiful children’s chorus. One of my favorite 
songs on this album is “Tres Dominé.” After the instrumental 
journey of the album up until that point, it feels like a moment 
of transcendence and stepping into the light. It is also perhaps 
a perfect ending for a certain type of tea ceremony, as the lyrics 
break the spell of silence and take us completely away from the 
tea (which is a good thing if it is timed properly and works, or 
it is distracting otherwise). This last song almost feels as if we have landed, shattered and open; the ceremony comes full cir-
cle and we stand on the ground we left from, only we are now transformed by the journey. I have found Oblivion Hymns to 
be a wonderful album for an evening tea session, though it is wonderful in the morning as well. For me, there is something 
about the choral music and expansiveness of Oblivion Hymns that offers a richer experience when played after the sun has 
gone down and the light is dim.

Mysterium (2017) is the first album in the trilogy that was 
born out of a personal tragedy: the death of Marc Byrd’s neph-
ew. It is a somber album with a heavy lean into choral land-
scapes that explore grief but with an undertone of hope toward 
the end. The movement during this album feels like journeying 
through thick and heavy mists, lost wandering barren meadows 
overlooking the cliffs of an ancient sea. It lends itself beautifully 
to a deeper and more cathartic tea session. Besides Silencia, it 
is my favorite Hammock album. I love its mix of ambient and 
choral that leans heavily into being a requiem for what has been 
lost. The earlier songs on the album from “Now and Not Yet” 
to “When the Body Breaks” invoke a feeling of deep grief that 
lingers until “Things of Beauty Burn,” where the cello gives way 
to the choir, marking a changing point in the album. I really 
love playing this album in the evening. The haunting feeling 
of grief and heaviness that Mysterium brings to the senses feels 
so beautifully paired with a longer bowl tea ceremony in the 
evening. It often catalyzes release.

Universalis (2018) is the second part of Hammock’s trilogy. There is an 
upward movement throughout the album as we journey toward the light 
after spending time in the dark during Mysterium. Like the other two al-
bums in this trilogy, it is soft and subtle, especially compared with Ham-
mock’s early work, but it is somehow more uplifting than the other two. 
Unlike Mysterium, this album is fully instrumental and has echoes of some 
of the band’s older works such as Raising Your Voice… Trying to Stop an 
Echo, which is a wonderful album in itself but offers more of a distract-
ing soundscape that does not work well for a tea session. Universalis is a 
wonderful album for playing during an early morning tea session with the 
upward-moving energy of the album supporting an experience that will 
leave us inspired and receptive for the day ahead. This album feels like a 
stroll through a warm, sun-dappled forest—one taken alone and without 
any rush.

Tea-views
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Silencia (2019) is the conclusion to their trilogy and offers a musical experience that gives us the space for quiet transfor-
mation as the water flows from the kettle and bowls are filled and emptied. It has a new level of refinement that is very con-
ducive for tea ceremonies. Marc Byrd’s words on Silencia speak volumes as to the ways that this album works so beautifully 
for tea:

Silencia is a prelude to silence… It was made in reverence to that space, so it’s great if you don’t feel a need to listen to music 
after it ends. Silence has become a friend… Silencia represents the wisdom of that silence, which is: hold your tongue, sit, be 
present and bear witness.

In my opinion, this is Hammock’s best album so far for tea. And since Hammock is amongst the best artists when it 
comes to tea albums, you could say that this is one of the best tea albums of all time. Silencia honors the magic found in 
silence and guides us to the mysteries that are found there if we sit quietly, fully present unto ourselves and the moment, 
much like how we sit during tea. From the very first song, “Circular as Our Way,” all the way to “Without Form and Void,” 
there is a contemplative feeling conjured by the strings orchestrated by Viktor Orri Árnason alongside the elegiac voices 
of the Budapest Art Choir. This album is a beautiful offering that seems to be possible due to the body of work that came 
before it. Silencia is truly a great album for tea, clearly showing us the magic that is possible when tea and music meet in our 
hearts and bowls. 

Like many things related to tea, there is an aspect of tea and music that is very difficult to put into words: the energy. 
There is a perceptible interplay between the way tea opens us up, making us more sensitive, which then lets in more of the 
music and the heightened experience of the music, which then changes the tea—and so on, almost like a feedback loop 
during a live concert. Given the choice between the tea steering the music or the music steering the tea, I would choose the 
latter. But there are those special sessions when the two meet perfectly and the energy is just right. No album can do that 
every time, with every tea, but this one comes as close as an album can get.
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Elsewhere (2021) feels like the paragon of our times, through 
separation and isolation and the coming home to ourselves—
finding lasting connection even during the storms that dance 
across our lives from time to time. Elsewhere was born from the 
silence and separation of loved ones during the global pandem-
ic. It was recorded by Marc and Andrew at their homes, apart 
from each other and with minimal equipment. Both the process 
of recording the album and the album itself embody these times 
of separation, loss and longing for something or somewhere else. 
It is a poignantly poised album for our experience during the 
pandemic. It continues the change in direction for Hammock as 
their music becomes quieter and more refined. 

The earlier songs, from “Before” to “In the Empty Space You 
Used to Breathe,” touch on the unbearable losses we have ex-
perienced individually and as a collective during the pandemic. 
These songs stir powerful emotions of loss and longing for what 
has been but is no more. This album is a potent and cathartic 
experience. From “Before” all the way up to “Future Past,” there 
is a gentle rising, a building toward conclusion—toward soft ending. It has some hints of older Hammock albums in the 
expansiveness that flows outward and then inward, as we find our journeys going from the outside—from our bowls into 
our hearts.

This is a wonderful album for a deeper bowl tea ceremony in the morning, though I have experimented with listening to 
it later in the day and in the evening with some pleasant results. I have had some very beautiful tea sessions with Elsewhere 
while drinking Purple Moon and other nice dian hong teas. For me, there is something about Hammock and the earlier 
hours of the day that align beautifully to create an experience for tea that is transformative. Much like Silencia, their new 
album has a calmness and subtle refinement while still evoking emotions of our collective loss without closure experienced 
during the pandemic. Somehow the ennui, the tension and worry, as well as the periods of acceptance and gratitude all break 
through. Throughout that, there is also space and freedom to roam.

Compared to an older album, like Oblivion Hymns, Elsewhere is a new level of refinement that captures a subtlety and 
softness very conducive to tea. It is more delicate in the sense that it plays in the background in more of a supportive role 
for tea, whereas some of Hammock’s other albums can be quite loud and pull one away from tea, carrying us off on their 
sweeping guitars and Heavenly choir sections (not always a bad thing, even in tea). This album seems gentle and supportive, 
unformed and ambient, with just the right amount of force to hold us up as we sit in its embrace and let our bowls come 
and go, losing count of how many we have had and how long we have been there.

Further Explorations
If you would like to start exploring Hammock, I would suggest starting with 

these albums, as some of their older albums are wonderful experiences to listen to 
but not great for tea. It is worth noting that Silencia and Elsewhere marks a transi-
tion from the more visceral, cathartic journeys to something more refined, subtle 
but powerful in ways that can be opening and transformative for a tea ceremony. 
I hope that these albums offer you the opportunity to explore the ways that music 
and tea work so beautifully together and inspire you to go on more sonic journeys 
to see what other music works well during your tea sessions. Hammock is just 
one of many wonderful artists out there who have created great albums for tea 
and have done so time and time again. They are legendary, filling and emptying 
bowls around the world for decades, and hopefully for many more years to come.

As you explore the rich world of music for tea, whether that be Hammock or 
perhaps the legendary Riceboy Sleeps by Jónsi & Alex (an album filled with magic 
for tea), remember also to cherish the power of silence. There is more to be found 
in the soundscape of nothing, in the space between sounds, than any amount of 
music could ever express. Even within music there are pauses, and those spaces 
say as much as the notes.

茶
音
樂
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Tea continues to take me on great adventures, introduce 
me to amazing souls, and teach me valuable life lessons. Just 
this past summer, I found myself on retreat, sipping tea and 
practicing Qigong at 9,500 feet in the stunning mountains of 
Telluride. Everything was going smoothly. I was even asked to 
be a water bearer, which I consider a great honor and joy. And 
then, out of nowhere, some big life challenges crept in from 
the outside world, and I found myself feeling shaken, raw and 
vulnerable. In fact, it all unfolded right before our morning tea 
ceremony one day. As I walked to the tea house, I could feel 
the wisdom of Tea speaking to me, reminding me to breathe 
deeply and not go into fear and drama. I felt the essence of 
water and how it flowed. By the time I reached the tea house, I 
felt centered and knew I could show up and be an empty vessel 
to fulfill my role as a water bearer with honor and authenticity. 

And you know what, not only could I do what needed to be 
done, but I was able to allow myself to be open and receptive 
to others being there for me as I went through the challenges 
I faced. This experience was a significant turning point in my 
life, where all ideas of separation faded as I wove myself into the 
great tapestry of life.

I am forever grateful to all of you, my Tea sisters and broth-
ers. Thank you for bringing love, light and Tea into my life. 
May your hearts be filled with laughter and your bowls with 
the best puerh.

I once wrote that Tea changed my life, but that’s not true… 
Tea didn’t change my life. Tea changed the way I live my 
life. My journey on the path of Cha Dao began in the 

summer of 2019. My daughter Stella and I made the trek from 
our jungle home in Costa Rica to the Oregon forest to attend 
an extraordinary gathering called Spirit Weavers. During our 
time on that land, many things touched my heart and inspired 
my soul, the most meaningful of all was the tea ceremonies. 

The ceremonies were an offering from the tea sisters of 
Ayam; they had curated a lovely tea temple in a yurt near the 
river. As I entered on the first morning, I was greeted by the 
sweet smell of aloeswood incense mixed with the sound of 
boiling water. I took my place on a cushion on the ground, 
and the ceremony began. There was no instruction, just the 
smooth, slow movements of the tea brewers. It was mesmeriz-
ing to watch as they cleaned the bowls and pots and carefully 
placed the deep red leaves into the vessel: a moment of pause, 
then steaming water from the kettle flowed into the pot, over 
the leaves to release their medicine… After a few moments, 
handmade bowls filled with tea were passed to each of us. I 
held mine near my heart for a beat before slowly bringing the 
elixir to my lips. It instantly warmed me, filling my heart with 
joy. Sip after sip, I fell deeper into a meditative state. The sense 
of connection that I had to myself and my family lineage was 
intensely strong, unlike anything I’d experienced. Tears of joy 
and gratitude streamed down my face and dropped into the tea 
bowl. I was home, home within myself.

Upon returning from the gathering, I sat in a tea ceremo-
ny every morning and experienced my mind quieting and my 
heart opening, like the leaves in pots, and becoming soft. Bowl 
by bowl, I surrendered what I thought I knew and who I felt I 
had to be. I began to live life from the inside out. 

The inspiration from my morning meditation and tea prac-
tice began to spill into all areas of my life. I noticed I was show-
ing up differently in my roles at home and in my work as a 
spiritual mentor. There was a greater sense of clarity, joy and 
connection in my life.

In February 2020, just moments before the pandemic shut 
down the entire world, my love for Tea took me to the Esalen 
retreat. I enjoyed profound tea sits paired with Dharma talks. 
Wu De shared musings of Tea and Zen sprinkled with just the 
right amount of pop culture references to keep it real. At the 
time, I had no idea how imperative that experience and those 
friendships would be in gracefully navigating the uncertain ter-
rain that followed. In a time when people needed it most, I 
was able to hold space and serve tea to my family, friends and 
community—and share in the love and connection it brings. 

49/ TeaWayfarer

茶人: Alisha Olivier Park , USA

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 Alisha Olivier Park .

TeaWayfarer



介
紹Do I allow myself creative freedom? Where 

are the creative outlets in my life? I foster a 
spirit of creativity in my life and in my tea 
practice as well.

March Affirmation

Center News

We are contemplating ways to provide benefits 
and rewards for subscribed members. We hope that 
such a benefit system would encourage new subscrip-
tions while gratefully recognizing long-term support-
ers. A couple of options we have discussed are a page 
of special teas only available to you and perhaps a dis-
count on all tea and teaware for members like yourself. 
Do you have a preference? Or perhaps another idea? 
Maybe you think that the whole premise is a bad idea. 
Either way, let us know. 

In the spirit of this issue, yet another transla-
tion with so much hard work, we want to take the op-
portunity to thank Emily Foate, Michelle Huang, Ste-
ven D. Owyoung, Joyce and Wu De for working so hard 
and tirelessly to translate over the years. Along with 
our regular volunteers, editors and staff, they have 
devoted their hearts and valuable time to creating so 
many wonderful translations for this community. A lot 
of this information would not be available in English 
without their work. Raise a bowl or a cup in thanks!

We have two amazing new teas from Hong 
Kong. One is broken cakes, which would have been 
sold to restaurants that we call “Dim Sum,” and anoth-
er loose-leaf aged puerh called “Longevity.”

We are making an effort to restart the Life of 
Tea podcast. We want to focus on the expression of Tea 
Spirit in the world, highlighting all the good that Cha-
jin are doing in the world. If you are involved in an 
inspiring project, reach out for a conversation!

There is a wonderful, delicious and powerful 
version of our Tea of the Month from 2008 on the web-
site now. The aged version is much better, with a deeper 
energy and more effervescent bouquet. 

As the spring opens and Taiwan blossoms, 
we are going to also get more outgoing about 
looking at properties all around Miaoli Coun-
ty and beyond. Hopefully we find something 
this year that will be perfect for the new Center, 
Light Meets Life. We plan to keep you updated 
and to make announcements on our social me-
dia. We will also continue to make videos of any 
candidate so that you are included in the entire 
process, from the search to the negotiations, the 
construction to the moving in. This is as much 
your Center as it is ours, so we want you to be 
there every step along the way. 

After a couple months of hard work, we have 
moved into our new building, which means our 
current office is two whole buildings. This ex-
pansion has provided better housing for Connor 
and Jaanus, a brand new photography studio, 
plenty of storage for tea and teaware, and a kin-
tusgi/wood-working studio of the one and only 
Shen Su. We are so excited about this. You may 
notice some new and inspired photography in 
the magazine and on our social media as a result. 
The new studio has a ton of daylight from two 
directions, offering lots of options.

Inside the Hut
Coming Soon to Global Tea Hut Magazine

Wood Firing Tea & Music

Dancong TeaGongfu Experiments II

茶主题:

茶主题:

茶主题:

茶主题:

I am creative



The most artistic 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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