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Foreword

Glazes bestow transformative and exquisite cloaks upon ceramic artworks. They are the works' souls. Artists use
them to communicate their messages. The emergence and popularity of glazes in different eras reveal the artistic
styles and aesthetic fascination in those periods. Advances in glaze technology have contributed to scientific
knowledge. Glazes have even influenced politics and the economy in contemporary history.

As the first Taiwanese museum entirely devoted to ceramics, the New Taipei City Yingge Ceramics Museum takes
a research-based approach in its promotion, education, cultivation, and documentation of local culture. It has
deepened and broadened research on ceramic art. It has steadily shaped Taiwan's ceramic art. It has enhanced
people’s aesthetic experiences in daily life. It has enabled people to better appreciate and analyze art. It has sown the
seeds for the future of ceramic art.

For the past few years, the museum has staged a number of special exhibitions themed around ceramic glazes,
such as polychrome-painted ceramics, celadons, blue-on-white porcelain, black and white ceramics, and the 2024
Currents of Light: A Special Exhibition on Plant Glazes. These exhibitions fuse knowledge, art, and life. They showcase
the progress and masterpieces of ceramics. Ceramic culture and ceramic works have been systematically introduced
to the public. The exhibitions have also gradually established Taiwan as a starting point for research and discourses.

Currents of Light: A Special Exhibition on Plant Glazes continues with the theme of ceramic glazes. It is based on the
book Ash Glazes: The Stories and Applications of Plant Ash, which was published by the museum and authored by
Hsueh Jui-fang after years of research. The publication has been transformed into an exhibition as a multifaceted
introduction to the styles of plant ash glazes, with a focus on plant ash-glazed works from Taiwan. In addition, the
exhibition features a holistic introduction of plant ash glazes, including the history of the development of ash glazes
in East Asia and methods of making ash glazes.

This exhibition has assembled the works of many Taiwanese ceramic artists. Currents of Light: A Special Exhibition on
Plant Glazes is an extravaganza of knowledge and beauty that guides its visitors into the world of plant ash glazes. It
also links everyday life to art. It keeps the microcosm in mind while being in the macrocosm. It explores and clearly
presents ash glazes from different periods and types, instantly reviving these ancient glaze colors that have been
passed down through generations. Visitors of all ages can enjoy and appreciate the exhibits. People can see how
ceramic art is not that far away from their lives. Visitors also gain a deeper understanding of Taiwanese ceramic art.

| 'am immensely grateful to Mr. Hsueh Jui-fang for penning the monograph on ash glazes, which amply fueled
the research behind this exhibition. | would like to extend special thanks to the National Taiwan Craft Research
and Development Institute, the National Museum of History, the National Taiwan Museum of Fine Arts, the Chang
Foundation (juridical person), and other exhibit lenders for their generous loans. Our museum'’s diverse collection
has also proven indispensable. The curator, Wang lwen, has worked tirelessly for this exhibition. She came up with
amazing ideas for making the exhibition exciting. Many people were involved in making this event a reality. They have
delivered an exhibition that is filled with a wealth of exhibits and insights. This exhibition unveils the evolution of
ceramics throughout history. It is a celebration of art that lovers of ceramics should attend. Ash glazes have flowed
like currents for millennia, and here you can experience the splendor of glazes.

Director of the New Taipei City Yingge Ceramics Museum %{j W
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Curatorial Essay

Paths of Musing about Exhibiting
Fanned Fireflies

Curator / Wang Iwen

Without a word, they stare at the firewood. Step by step, they observe and adjust the temperature, patiently enduring long hours
that demand their full attention and resisting the urge to sleep. They anticipate the moment the kiln is opened. The result may be a
pleasant surprise or a disappointment. The process repeats. What kind of motivation or calling drives them?

They peep into the kiln's entrance or stokehole to get glimpses of the fiery scenery inside the kiln. Their imagination carries their
thoughts into the kiln. As the firewood crackles, tongues of fire and flying ash in the kiln are at the mercy of the fluctuations of the
firewood, pressure, and temperature. The ash gets sucked into dazzling winds, rising and falling before quickly sticking to and then
staying on clay surfaces to interact with other elements. When people stare at the firewood as the temperature rises, they inhale the
scent of the firewood. This always makes people feel dazed and fall into a mysterious silence. Is it a fragment of an ancient memory
or the effect of far-infrared rays?

Whenever | think about these scenes, the images of “fanning fireflies" and “fireflies striking a fire" come to mind. The expression
"moths charging toward a fire" is about going ahead without looking back and is different from Du Mu's poem about “fanning the
flying fireflies with a small silken fan." Yet, the determination and dedication of fireflies flying toward a fire remind me of the impulse
and drive of potters working with kilns. Du Mu's poem “Autumn Night" describes sparkling stars. There were also mentions of "silver

candles," “cold screens,” “soaring fireflies,” and the Cowherd and Weaver Girl (two stars). Aren't these the surprisingly delightful
cosmos that ancient potters saw in their tea bowls?

An ash glaze is not just a gray-colored glaze. It consists of the ash formed by various kinds of incinerated substances, as well as
adhesives and vitreous (glassy) substances. After firing, these materials fully reveal their effects as they adhere to the surfaces of
the clay bodies. Each work has its own colors and textures. The colors were originally brown and gray-green. Later on, with a variety
of additives, they expanded to blue-green, purple, metallic, and iridescent. The hues, textures, and tactile properties are an array of
endless possibilities. Because of its ever-expanding shades, it has always attracted collectors and artists who keep on innovating.

For much of their history, the formulas of these glazes were trade secrets that were highly protected. However, public education
nowadays has gradually unveiled these secrets through scientific techniques and methods. They have also become public
knowledge that we can share, research, and expand together. On the other hand, naturally obtained ash glazes are not purified, so
their effects and interactions with other factors are hardly predictable. Nonetheless, certain potters are attracted to the traditional
ways of firing kilns. With quantified experience, they accumulate discerning abilities and models of the forms.

Domestic and Funerary Uses: Ash Glazes Across Eras and Realms

Ash glazes now seem to be an ancient and expressive medium, and they also play leading roles. They cling to clay bodies to express
their existence. Yet, as they blend into the bodies, they also change according to the bodies' properties. Ash glazes generally give off
the impression of being fluidic and full of variables. However, their original practical purposes require them to be hard, dense, and
waterproof. For millennia, these qualities have made them inextricably tied to the basic needs of domestic lives, food, and drink, such
as storage, brewing, and cooking. Regardless of its origin, human civilization has coexisted with this type of pottery for a long time.

In consequence, the pieces chosen for this exhibition are meant to begin with the daily Taiwanese life of the past. These once-
familiar scenes bring us closer to ash glazes, which may seem far away but are actually right beside us. Upon entering the exhibition
space, the first exhibits are some of the ash-glazed household ceramics held in the collection of the Yingge Ceramics Museum. The 19
randomly selected items include water tanks, earthenware casserole pots (“sandy pots"), rice pots, and various bottles and jugs that
were commonly used in the kitchen. There are also objects that were used for indoor warmth and lighting, such as kerosene lamps, braziers, and
incense burners. The exhibits also include dragon pots, which were used to serve tea to pedestrians and wayfarers. The categorized
exhibits look back on Taiwan's early folk pottery, living space, and daily routines. We even gain insights into ourselves in relation to others.

Visualize this bygone morning: Beside the stove, there's a water tank that was opened earlier that day. The noise and chaos in the
kitchen are just beginning. A casserole pot is used to cook rinsed rice into congee (rice porridge). Have we checked if there is still
water in the water dispenser for the chickens? In the corner, there's a bean sprout urn. Are the sprouts there mature enough? After
the congee is cooked, let's take some sauce-pickled vegetables from an urn, mix them in a bow! with an out-curved rim, and bring
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it to the table. When we go to work in the field, let's bring some dragon pots to put on the edges of the field. When the sun sets, it's
time to go home. We can light the kerosene lamps and heat up a little charcoal in the braziers to warm the blankets before going to
bed. For thousands of years, our lives have been intertwined with ash-glazed pottery every single day.

This was how the commoners farmed and lived. It was even more evident with the nobles in feudal society, especially with ritual vessels,
burial objects, and religious objects. For this exhibition, the National Museum of History and the Chang Foundation have loaned us items
from their collections, including a ceramic ding-cauldron of the Warring States Period that was inspired by bronze ritual vessels, a Yue-
ware celadon candle holder, pots, and a burial object known as the “grain urn” (soul vase). By consulting this exhibition’s chronological
chart of ancient ceramic systems, visitors can recognize the long history of the glaze colors of the ash glaze systems and their different
historical and regional expressions. (Images of the exhibited ancient objects and the chart of the chronology of East Asian ceramics)

Adjusting the Pulses of Modernization

The modernization of Taiwan's ceramic industry began during Japanese rule. During the Dutch and Spanish colonial eras, Koxinga's
dynasty, and Japanese rule, Taiwan was a hub of extensive trading. Except for coarse pottery, many daily necessities were, for a long
time, imported. During Japanese rule, the population increase led to a rise in the demand for ceramic products, but local products
only accounted for less than 20% of the total consumer spending. The development of local industries happened mostly when
importation stopped due to disruptions to maritime routes. The only option was to produce locally. After the war, local production was
hampered by the lack of a skilled workforce and technology. In the early days, even household pottery was quite crude and mostly
made with natural wood-fired ash glazes and coal. During Japanese rule, some talented individuals went to Japan to pursue further
education. A number of them changed their life goals after experiencing the diversity of cultural movements in Japan. Among them,
Lin Pao-chia from central Taiwan received modern training in kiln-based industries, including the ceramic industry. He became a key
figure who influenced the development of Taiwan's modern ceramic industry.

Lin Pao-chia: Firing Taiwan’s Clay to Make Taiwan's Ceramics

Born in 1915 into a prominent family in central Taiwan, Lin Pao-chia received a good education. His original plan was to study
medicine in Japan, like many men from powerful families at the time. However, after having gone to study in Japan, he felt the beauty
that existed between the quality of life and utilitarian objects, so he turned to the study of ceramics and the ceramic industry. In 1934,
Lin transferred from the college of economics at Ritsumeikan University to the ceramics department of the Kyoto College of Industry.
He was 20 years old, and that was the year when the Japan Folk Craft Association was established. Lin first experienced the beauty
of pottery through the tea ceremony. He attended the Kyoto College of Industry, which would, after the war, become the Faculty
of Industrial Arts of the Kyoto University of Industrial Arts and Textile Fibers. [The university's name was also translated as "Kyoto
Technical University” and now as "Kyoto Institute of Technology.'] He also studied and undertook research at the Kyoto City Research
Laboratory for Pottery. Both professional institutions examine Japan's industrialization after the Meiji Restoration, such as its ceramic
technology, evolution of materials, and creation of production systems. He gained practical experience by working at the Jonan
Seitosho (ceramic factory), which produced architectural and bathroom ceramics. These experiences laid the foundation for how
immense Lin's influence would be after he returned to Taiwan. These also enable us to recognize his consideration of societal needs
when he chose to study ceramics and hone his skills.

In1939, when he was 25, Lin Pao-chia returned to Taiwan from Japan. At that time, most ceramic products were imported directly from Japan.
Only a few low-end products, such as dokan (earthenware pipes), mizugame (water jars), and uekibachi (planters), were made locally.
Factories still relied on manual labor to prepare raw materials and configure items. Faced with fierce competition from Japanese products,
which were exempt from customs duty, Taiwan’s ceramics industry during Japanese rule had developed little and was limited to low-end
products. At that time, Lin determinedly put into practice in Taiwan what he had learned in Japan: the modernization methods of making
pottery, kiln firing, ceramic industrial production processes, and other modern techniques. Even in their early stages, some of his efforts
quickly spread throughout Taiwan, such as the analysis of the sources of basic materials and improvements to production processes.

Before the end of the Second World War, there were others who went to Japan to study medicine but ended up pursuing careers in
the cultural and creative sectors. Some became hugely famous. Lin Pao-chia did not reach that level of fame. However, in the ceramic
art community, he was renowned. Those in the industry called him the “doctor of the ceramic industry.” Bathroom mosaics that are
popular with cultural enthusiasts and retro scenes, 3.6-cun white ceramic tiles for kitchens, hole-handled ceramic spoons used at
noodle stalls and roadside banquets, and plates enameled with shrimp motifs are some of the products from the 1950s to the 1960s
that he was involved in researching and developing. Having traveled between many factories, he also founded his own company and
served as the chief manager of factories. In the early days of the modernization of Taiwan's ceramic industry, he dived into any project
that the industry needed help with. In 1940, just after returning to Taichung, he opened the Meiji Seitdsho (ceramic factory) to make
cups, dishes, tableware, and toilets. In 1949, he founded the Tao Lin Studio to promote the harvest of local mineral raw materials,
experiment with glazes, and make glazes. In 1960, he opened the Taiwan Feldspar Company in Bangiao to mine soil and minerals. The Chin Yi
Ho store in Wanhua and the China Pottery Arts Co. in Beitou both asked him to manage their factories. From 1966 to 1974, he lived in Yingge,
where the ceramic factories benefited from his expertise. He helped to improve their ceramics-producing techniques and knowledge.

The historical development of Taiwan's ceramics was, for a time, influenced by the tastes of Qianlong-era aristocratic collectors from
the 18t century. It was partly because the Qing-dynasty palaces’ ceramic artifacts were not that far away. It was also a result of cultural
policies. The result was that potters admired and emulated the styles of the internationally coveted works from the palatial collections.
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Lin Pao-chia was at such a stage after his modern education in Japan, where he acquired industrial and ceramic knowledge. Back
in Taiwan, while laying the basis of Taiwanese ceramic art and industry, he was exposed to the beloved Qianlong-style art. Therefore,
while investing his energy in ceramic art education and industry, he also devoted himself to rediscovering the formulas of the single-
colored glazes of the Chinese dynasties collected by Qianlong-era collectors. He began a pursuit of “tradition-rooted innovation.’
When we examine his expressive glaze colors and ceramic surfaces from the 1970s onward, we can see his ambition to master
the formulas of historic glazes. He conducted modern scientific research and documentation on key single-colored glazes from
the past. At the same time, he challenged conventions by combining glazes, provided a fundamental database for later artists, and
made demonstration samples. He distilled the historical essence of East Asian ceramic civilizations and integrated it into the core of
Taiwan's modern ceramics.

Among his undertakings, the glazes of the celadon system were his favorites. They were what he tried the most diligently to make.
After many tries, he achieved the breakthrough. His celadon works throughout the years have elegant forms that accentuate the
sublime beauty of celadon. He also strove to expand the possibilities of celadon with a mastery of glaze technology. This exhibition
features Time (1988), Let Providence Take Care of It (1988), Dancing Freely (1990), and Countless Flowers in Full Bloom (1990). We can
see the different types of vessel forms he chose for displaying glaze colors. Over the celadon glazes, there is realist and abstract art.

Taiwan is fortunate to have amassed exquisite ancient Chinese artifacts in its museums for the public to appreciate. However,
to convert the secret formulas of the past into standardized methods for modern applications, it takes extensive research. In the
early days, there were no colleges and instructors for glaze science. Lin Pao-chia became a teacher who used his background in
chemistry and glazes to guide his students by example. As they conducted experiments, they documented their activities. With
proficiency in chemistry software and kiln control, the students, on their own, could grasp the principles of glazes and develop
their creative spectrum. Lin's emergence straddled this turning point in Taiwan. He revealed the principles behind the formulation
of glaze colors based on ash glazes. It is as if he analyzed what caused a rainbow to appear in the sky, and he re-created a rainbow
beside him so he could share its rays with others. He influenced the evolution and direction of Taiwan's ceramic art and industry.
His apprentices, Tsai Jung-yu, Chang Chi-tao, Lin Chen-long, and Hsueh Jui-fang (Lin Pao-chia’s son-in-law), were involved in the
research and documentation. They have passed down his knowledge.

Simple Reactions to the Prioritization of the Economy

In the 1970s, the US stopped its aid to Taiwan and cut diplomatic ties. A number of international situations isolated Taiwan. At the
same time, Taiwan shifted its focus to investing in its infrastructure. Export-processing zones, home-based factories, and the Ten
Major Construction Projects were all developed in this decade. During this period in the ceramic art world, Lin Pao-chia opened the
Tao Lin Ceramic Art School after leaving Yingge. The National Palace Museum’s Technical Office for Scientific Preservation started
its project about ceramics. The National Museum of History held a joint exhibition on modern ceramics. Winnie Yang (Yang Wen-ni)
returned to Taiwan to work at the National Palace Museum, and then she set up a studio in Kaohsiung. Chiu Huan-tang set up the
Tao Ran Ceramics Studio. The Pottery Shed (the first gallery focusing on ceramic art) opened. Several schools began offering courses
on ceramic art. Various facets thrived, such as industries, exhibitions, education, and galleries. In the same year that the Ten Major
Construction Projects were completed, Tsai Jung-yu's two exhibitions changed how Taiwanese viewed ceramics. Contemporary
collectors also formed independent tastes that differed from what the aristocrats favored.

Tsai Jung-yu: The Simplicity of How Heaven Blesses Hard Work

The ceramic art market has witnessed how Tsai Jung-yu's dazzling style has re-energized other ceramic artists in their work. It
has also been a series of encouraging stages. As Heaven rewards hard work, a gift has dramatically fallen into the ceramic art
community. So far, the number of sales from his exhibitions is probably unmatched. Tsai held his first solo exhibition three years after
having begun studying pottery. The exhibition was at the Taichung Cultural Center in February 1979, and it was followed by another
at the Spring Gallery in Taipei in October. The hundreds of exhibits from the two events were sold out within a year. Such tangible
benefits incentivized many people to become ceramic artists and led to a surge in the creation of ceramic art in central Taiwan. Sung
Lung-fei said that "he is the first in the history of the development of Taiwanese ceramic art to so intensely and drastically boost its
development. [...] The growth of the art and the cultivation of the next generation of talented ceramists are his definite achievements
and contributions." This gift reflected how, at that time, society overall focused on economic performance, and it also showed the
types of local art valued by Taiwan as a whole.

Since his youth, Tsai Jung-yu has been deeply interested in art and photography, as well as in collecting elegant stones, folk objects,
and folk art. However, he did not begin making ceramics until later in life. At the age of 33 (in 1976), he formally apprenticed to Chiu
Huan-tang, who had returned to Taiwan from the US. Seven months later, he went to Lin Pao-chia's Tao Lin Ceramic Art School to
learn about glazes. In the same year, he set up a studio in his hometown of Wufeng and practiced day and night. With his training,
which was rapid but intensive, and his continual practice, he has inherited Lin's modern glaze science and technology. At the
same time, he has also enhanced traditional glaze colors with local aesthetic flavors. These glazes, combined with the ethical and
aesthetic values in the works' titles, have found commercial success and popular acclaim. He has multiplied the aspects in which
local ceramic art is appreciated and approached. For well-off consumers in rapidly urbanized areas, he has also provided focal points
that resonate with their sentiments for the land and the value of their lives.

Tsai Jung-yu's devotion to ceramic art is shown in his hard work and the quantity of his art. His respect for the art is also shown by
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how, over the years, he has continued to challenge himself without being constrained by marketability. In addition, it is shown in his
promotion of a belief in the value of people’s lives. In his collection of elegant stones and in the subtle styles of his photographic art
and gouache paintings, we can notice Tsai's interest in the nuanced changes in textures. Furthermore, from his interest in collecting
historic cultural objects and acquiring stones, we can understand the links between the textures of the land and emotions. Since
2005, he has worked with the tension that exists between glazes and clay bodies, as well as between being viscous (sticky) and
runny. He has tried to optimize this tension so that it becomes an integral element of a vessel's form and a glaze's texture. He wants
to overturn the uncomplicated traditional functions of the vessel as an abstract form for the glazes to display their colors. The fluidity
and the setting duration of the glazes are the keys that determine his works' forms. Originally intended to coat and protect clay
bodies and improve their durability, glazes have been pushed beyond the confines of the vessel's designed form. A vessel that is
designed with a new form and without functions is a “weak vessel." And yet, weak vessels showcase glazes' gentle warmth, majesty,
and irrepressible spirit.

The Allure of Ash Glazes' Natural Ash

Of the aesthetic categories of ash glazes, there is a type of stylistic interpretation that is based on the traces and markings formed by
naturally fallen ash and fire. The earliest examples of this type include tanks, barrels, and other utilitarian objects that are sometimes
covered by “kiln sweat” (glassy slag formed in a kiln) and are cherished by folk art collectors. This type is still made by people who
have taken on the challenge of high temperatures, such as the Zhunan Snake Kiln and its students. There are also some wood-firers
who are influenced by traditional Japanese earthenware, particularly Bizen ware and Shigaraki ware. They emphasize the natural
marks of flames and the delightful textures of fallen ash. In Japan, the styles of ware (yaki) are named after their places of production.
People insist on Seto ware (Seto-yaki) being made with clay from Seto. Similarly, Bizen ware needs Bizen's clay, and Shigaraki ware
needs Shigaraki's clay. The people enjoy observing the changes in ash and flames' marks in relation to clay properties. Taiwan does
not have as many soil mines to choose from, so it is hard for each place to use its distinctive local character to generate qualities
with the context and structure that people could assess and praise. Some potters must mix their own clay, fire the items, and focus
on the randomness and serendipity of the products. They cannot explore the depths, and this inhibits the range of wood-fired art
generally available on the market. Fortunately, there are still some artists who have consciously devoted themselves to exploring
how the expression of naturally fallen ash can cooperate with human control. Lin Chin-chung has had experience with tenmoku and
yohen (flame-transfigured) effects, and he has developed a creative method of using kiln fire and fallen ash as if they are brushes
to splash ink with. The vessels’ surfaces are seemingly covered with the elusive natural phenomenon, the auroras (polar lights).
Another artist, Lo Shao-chi, insists on using Taiwan's soil and plants as natural fuels to make ash glazes. It is his interpretation of the
philosophical concept of “living clay and dead ash”

Lin Chin-chung: Using Marks of Flames as Brushes

Born in 1957 in Changhua, Lin Chin-chung wanted to expand his horizons after having set up a studio, so he traveled to Europe
and Japan. In the early 1990s, he also made many thorough visits to historic kiln sites in China. After closing down the workshop
in Changhua, he moved to Puli, Nantou, where a massive earthquake struck on September 21, 1999. In that disastrous instant, he
could have died, and he lost his studio and work. It made him rethink the direction of his art, and he decided to dedicate his life to
something meaningful. At that time, he thought that getting started would be the hardest part, but as he said, it was not as hard as
he thought. Those who have survived deadly events view life and value time with more than what we consider “willpower. He has
made over 10,000 test tiles and fired the kiln over 1,000 times, sometimes using several kilns simultaneously by himself. This is his
determination to defy fate and his ambition to not waste a day of his life. He has worked hard, with the support of fellow ceramists,
to recreate aspects of past masterpieces that he thought were impossible to achieve, such as yohen (flame-transfigured) effects,
tenmoku with yuteki droplets, iridescent effects, and celadon. This has been his life with ceramics. Furthermore, he has created some
series in his distinctive style, such as Aurora and Broken.

When he fires glazes containing metallic compounds (which he calls "forging the metals”) in his experiments with glazes,
he documents the stages and processes in detailed records of all kinds. To obtain different effects, he modifies his kiln
structurally. These methods let us sense how Lin Chin-chung's sacred pursuit of abstraction takes a pragmatic and scientific
approach. Furthermore, the scale of his pragmatism and scientific tests is unusual, as he can endure more repetitions and
handle greater pressure. His willingness to dedicate himself to the art is greater than what an ordinary person can imagine.
Only such a person can take us to see Aurora and return to life after having been Broken. He has physically reached the realm
of the tea bowls used by the people in the Song dynasty, and he has conversed with those people from a thousand years ago
in the realm of the Zen mind.

Lo Shao-chi: Local Identity and Reflections of Life

Calling himself a “child of earth," Lo Shao-chi looks back on his earliest experiences with earth and fire, and he links them to
his childhood memories of following his mother around a brick stove. Knowing his strong bonds with the land and his mother,
we can easily understand his insistence on using natural materials in plant ash glazes and slip glazes when making ceramics.
Even though it is relatively easy nowadays to get art supplies from the ceramic industry, Lo still chooses to make plant ash
glazes himself, despite the homemade methods being complicated and labor-intensive and having low and unpredictable
yields. Fascinated by the gentle warmth of classical ceramics, he is immersed in the state of mind of the ancient potters and
their working processes.
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Insisting on using local raw materials, Lo Shao-chi makes plant ash-glazed ceramics with the view that clay and ash symbolize birth
and death. It is like transforming and regenerating the land of Taiwan and the lives tied to it. Time after time, he collects soil, gathers
plants, makes ashes, forms clay, and fires the pieces. He puts into practice what he believes, so his repeated acts are his prayers for
the lives on the land of Taiwan to thrive forever.

Ash Glazes that Stay Current

Ash glazes are also a kind of lifestyle expression. Since antiquity, ash glazes have had practical functions in people's lives. Their
aesthetics have interacted with people directly and genuinely. The last section of this exhibition features Chiu Huan-tang and his
wife, accomplished pioneers of modern ceramic art. They jointly developed ash-glazed painted plates in their early years. We also
see their love of music, languages, and painting. They share with us a glimpse into their golden years with ash glazes. Chiu Yu-chi
and Kuo Ya-wen are another couple from the established generation. Together, they run a school after having spent time in ceramics
factories to learn throwing from elderly masters. They also acquired the masters’ skills and approaches, which they use as they
juggle their jobs as ceramists, farmers, and educators. At the same time, they share with the public a lifestyle mingled with ash
glazes. In addition, tea and pottery have always been inseparable, so what possibilities in modern life are emerging due to ash glazes
and tea? The recent reorientation of traditional private-sector pottery workshops and the cooperation between schools and rural
areas have given ash glazes a socially involved character. These are all the different types of roles that ash glazes can be expected to
play in the spectrum of modern life.

Music, Watercolor, and Languages amid Ash Glazes

Having worked as a foreign language and literature professor, Chiu Huan-tang has a profound interest and curiosity in cultures, languages,
and art. His exposure to ceramics was in the early 1960s in Hawaii. Those ceramics classes assured him of a spontaneous and liberating way
of making art. Chiu's first contact with ceramics and his first lessons in the art were unlike those in Taiwan at the time. Doing what felt natural,
he opened a ceramic art school, the Tao Ran Pottery House, in 1974, which had an atmosphere that emphasized expressive individuality and
originality. In 1979, he used his sabbatical to study ceramics at San José State University, California. During this time, he created a ceramic
fountain as a garden installation, which led to the spatial development of his subsequent art.

Between the opening of the studio and 1979, Chiu Huan-tang and his wife, Nadia Shih (Shih Nai-yueh), experimented with many
formulas for plant ash glazes. The painted plates in this exhibition are in a domestic atmosphere, and they feature Chiu's spontaneous
and free sketches. The colors of the glazes are from a formula that includes acacia wood ash. The light-hearted floral subjects are
eye-catching, inherently harmonious, warm, and gentle. The exhibition area is decorated with actual scenes of his home life, so we
can feel how his art is linked to his other joys in life.

Ash-Glazed Works from Ceramic Art Schools

Chiu Yu-chi's early career as a pottery-throwing technician in factories has given her experience that her contemporaries lack. In
her years, there have been few master-level ceramic workers willing to take on apprentices. She cherishes how she has met some
masters by chance, but she has also proactively connected with them across Taiwan. From them, she has learned to make traditional
handmade tanks and barrels. Her masters include Chen Yu-liang, Lin Ching-lung, Lin Tien-fu, Li Chin-fu, and Hsu Hsin-chang. These
traditional techniques that were passed down to her were almost lost. The conduct and professionalism of the senior craftsmen
were also passed down to her. There are few students from modern schools who are willing to prolong their practice and training
to preserve cultural heritage. Yet she continues to make art, teach, and still create educational programs. She puts her knowledge
into practice in order to promote and share ceramic forming techniques. It is rare to find such valuable people like her. In 2011, she
published a book on manual throwing techniques, featuring practical demonstrations, text, and video recordings. It distilled her
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mastery into a book. A few years ago, she opened the Bakuai Pottery School in Taoyuan, where she
regularly offers a variety of medium- and long-term courses for those who wish to delve into ceramics
art. At the same time, she and her partner also work as farmers in addition to being potters. Besides
teaching the art, she shows there is a new way today to lead a life centered on ceramic art.

The Radiance of Ash Glazes Throughout History

As history changes, ash glazes encounter people of different origins, eras, and cultural values. It
is just like how every piece of firewood, after being fed into the kiln and turned into ash, comes
into contact with the clay in different spots and creates serendipitous changes. It seems that
these changes are controllable, but it also seems impossible to surpass them. The changes have
motivated potters, aristocrats, manufacturers, and artists of different eras and origins to unload
and reload their kilns repeatedly as they produce all these colorful and splendid variations that
transcend time and space.

In contemporary art and cultural studies, the topic of materiality continues to receive attention.
Meanwhile, traditional crafts, which were once regarded as the types that focused on the
relationship between material and labor techniques, have instead become a new tool of resistance
against a shallow culture and the trends of rapidly synthesized art. Among the various types
of traditional crafts, some materials and techniques have been thoroughly developed. How can
contemporary artists consider and perceive them to re-empower media and deepen and broaden
culture and art? These are interesting aspects of the development of contemporary art.

Ceramic art is a field with high technical barriers to entry. The field also has an abundance
of cultural connotations. In fact, ceramics are treasures that highlight the multiple aspects of
materials. Museums showcase ceramics' material properties and cultural significance. This can
expand the scope of art history and open up new avenues of exploration. This can also become
a resource for writers and artisans to further develop the qualities inherent in the materials. This
exhibition is themed around plant ash glazes, which are among the elements of ceramic art. The
basic aims of the exhibition are to explore and clarify the ties between their material properties
and cultural development.

Plant ash glazes form a vast domain, but the exhibition space and preparation timeframe are
limited. There are bound to be some unsatisfactory flaws, for which | apologize and would
appreciate your feedback on what could be improved. | am grateful to the Ceramics Museum for
the opportune invitation. | also need to recognize the team for working together to accomplish
this. Lastly, | would like to thank all the artists for working tirelessly and ceaselessly. You're the fire
and the light. You light up this era and warm everyone's heart.
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