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The French connoisseur and art critic, Monsieur Gonse once praised Japanese lacquered objects as “the 
most perfect works of art that have ever issued from the hands of man.” 1  
 
Despite lasting only forty-two years, the Momoyama period (1573-1615) finally ended a long period of 
battles between warring factions, and re-established a unified Japan after a full century of continuous civil 
war.  During the Momoyama period, which saw many intensive battles, ambitious warriors struggled to 
create a new united state, and there emerged a time of dramatic change and innovation in a wide range of 
artistic and cultural areas.  The new style of handicrafts of this era, seen for example in painting and 
lacquer, was stimulated by developments in architectural and interior decoration, on the grandiose scale 
of the great castles2.  In terms of decoration, a fascinating type of Yamato (Japan) style of Kazari 
(decoration) was “gold as a predominant color”, and this lavishly embellished the surfaces of many 
material art forms.  
 
Momoyama, the “peach blossom hill”, has commonly been agreed to be “a golden age” in Japanese 
history by ardent scholars such as Gonse, Hickman and many others.  It marks the end of medieval Japan 
and the dawn a pre-modern Japan.  Although it refers to a period of only around four decades,3 there was 
an immense flourishing of culture.  It is also the age of unification, defined by three great samurai4 
Shoguns - Oda Nobunaga (1534-1582), Toyotomi Hideyoshi (1536-1598), and Tokugawa Ieyasu (1543-
1616).  
 
At the start of this essay, it is important to note, rather than analysing all types of lacquer production 
during the Momoyama period, this essay sets out to demonstrate only the outstanding unique Kodaiji 
maki-e - as it regards as one of the most representative types of lacquer produced during Momoyama 
period, in its particular techniques: hiramaki-e (flat gold sprinkled picture), kakiwari (line dividing), 
harigaki (needle engraving), and tsukegaki (lacquer drawing), and designs.  Moreover, it will explore the 
patronage and purpose behind the decorations, proposing that this type of Kazari (decoration) with its 
immensely lavish golden colour, as an important artistic medium, reflected the political ambition, private 
belief and taste of the rising Samurai warlord, who shaped specific changes in aesthetics, fashion and 
creativity in traditional Japanese art.  Furthermore, due to Kodaiji maki-e lacquer, which was primarily 
produced for the personal needs of the Samurai warlord of the time -Toyotomi Hideyoshi, this essay will 
focus on his taste and the particular type he favoured, and also the relationship and spiritual interaction 
between the ruling elite, Zen Buddhism and tea ceremony.   

                                                
1 Mody, N. (1949) Japanese Lacquer, Sophia University, Monumenta Nipponica, Vol.3, No.1, pp.291-294, Jan. 1949. 
2 Kawahara, M. (1977) The Aesthetic Taste of the Momoyama Period: A View from Handicraft Art, Kyoto National Museum. 
3 Hickman, M. (1997) Japan's Golden Age: Momoyama, The Journal of Asian Studies, Vol. 56, No.2, pp. 501-503,     
http://www.jstor.org/stable/2646283 Accessed: 25/06/2012. 
4The term Samurai (侍) - entirely synonymous with bushi (武士), was closely associated with the middle and upper 
echelons 
of the warrior class. The samurai followed a set of rules that came to be known as bushidō (武士道- the way of 
bushi). (Screech, T. (2012) lecture notes, Asian Art Diploma Lectures, SOAS) 
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“Kodaiji Maki-e”(髙台寺蒔絵) derives from the name of Kodaiji Zen temple located in the Higashiyama 
Mountains of the ancient capital Kyoto. This temple was built in 1605 as the Bodai-dera (菩提寺, temple 
for worship) for the powerful shogun Toyotomi Hideyoshi to commemorate his family identity after his 
death in 1598.5 
 
The temple contains pieces of Kodaiji lacquer which were used by Hideyoshi in his lifetime includes 
small items of furniture, food vessels, shelves, boxes, and writing equipment. There are also architectural 
pieces used on and around an altar which contains two shrines for Hideyoshi and Kodai-in (wife of 
Hideyoshi) housed in a small mausoleum called the Mitamaya.  
 
As it was for the Samurai warlord’s personal worship temple, it became a repository of the most striking 
production and interior design of the time, which including lavishly decorated architectural elements and 
extensive collection of lacquer objects. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.1, “Mitatamaya Sanctuary”, The interiors of Kodaiji temple, richly decorated in golden maki-e, 17th Century, 
Kodaiji, The treasures of Kodaiji (1995) 
 
All of the architecture elements of the interior in “Mitamaya sanctuary” have lacquered surfaces rendered 
in sparkling gold.  A Buddhist statue in the middle and two wooden statues, one of each image, of Kita-
no-Mandokoro and Hideyoshi enshrined at both sides at the rear of the hall.  The entire interior design of 
this hall including large wall and screen paintings and wooden architectural pillars, frames, and 
furnishings were decorated with dazzling bright golden colour.  The motifs of the decoration were 
exhibited in particular Maki-e technique (literally,“sprinkled picture"), incorporated with a combination 
of other techniques on a mirror glossy black ground. This technique refers to the technique of the 
sprinkling powers of gold or silver on a still wet lacquer surface, a distinctive Japanese tradition that 
developed in the Heian period (794-1185).6   
 

                                                
5 Collection of Kodai-ji Zen Temple (1995) The Treasures of Kodaiji - the Temple of Hideyoshi and Nene, Kodaiji & Ashahi 
Shinbun-sha. 
6 Araikawa, H. (1979) Lacquer Wares of Japan, the flowing of Lacquer craft - My translation, Yomiuri Shinbun Sha. 
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The lacquering technique used on the architectural elements of Kodaiji was hiramaki-e (flat level 
sprinkled-pictures) in which the design is painted in free hand in lacquer on the prepared and polished 
black lacquer background. Gold dust is then sprinkled over the lacquer so that it will set when the lacquer 
hardens.  The details of pine tree leaves were incised into the lacquered areas using a needle-like tool to 
produce an embossed effect (harikaki), rather than create it with additional sprinkling.  These types of 
techniques had been used previously, however, with Kodaiji Maki-e production, the outline of the motifs 
are drawn directly onto the lacquered background before the actual designs are painted in golden lacquer 
color and this achieves a free hand, impromptu effect.  Nevertheless, it still depicts traditional motifs but 
rather than in a style of rhythmical refinement or poetical landscape, the design appears more decorative 
and concise. (For example Fig.2)  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.2, Kita-no-Mondokoro shishi (厨子), Front door outside (right) and inside (left), Momoyama, Kodaiji Temple, 
The treasures of Kodaiji (1995)  
 
These beautiful two panels are the front door and back panel of the miniature devotional box of Kita-no-
Mondokoro.   
 
In general, the decoration used hiramaki-e with gold overlaid onto a plain black surface. On the front 
side, with two pine trees on each side, the trunk of trees and bamboo leaves are depicted in an unusual red 
e-nashiji ("pictorial pear-skin ground") with sprinkled golden powder; using harigaki ("needle drawing,") 
and tsukekaki (thin line drawn onto background) techniques to express fine details of the leaves - etched 
with a sharp needle-like tool into the design before the maki-e dried - on a plain black lacquer 
background.  This type of new technique and style were a complete innovation during the Momoyama 
period.  The same techniques were applied on the back panel door, chrysanthemum and paulownia crests 
and other autumnal plants drawn directly on black ground without an under drawing, then sprinkled with 
gold powder and polished, with a translucent film of lacquer finally applied to reveal gold flakes.   
 
However, before delving further into this unique innovation, it is important to note the patronage of 
Hideyoshi who drives behind this production as well as the originality of his taste. 
 
Most of Momoyama period (1573-1615) was dominated by the Samurai overlord -Hideyoshi. (Fig.3)  
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Fig.3, Portrait of Toyotomi Hideyoshi (1536-1598),  http://www.samurai-archives.com/hideyoshi.html 
 
 
When Hideyoshi succeeded to the shogunate in 1573,7 the biggest challenge he had to face upon attaining 
power was establishing his legitimacy, due to his lowly origins.  He indefatigably consolidated and 
displayed his power, zealously building ornamental castles and temples around Kyoto and Osaka, avidly 
sponsoring sacred architecture and its ornament, icons, and rituals.  All the interior decorations of the 
castles were covered with golden color, such as the elements of the architecture and its elaborate 
decoration, paintings and utilities for daily use.8  
 
Eminent scholar Andrew Watsky remarked that Hideyoshi provided strong patronage and support to 
various art forms and numerous building projects. 9 (Fig.4) 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.4, Painting of Tenshugaku of Osaka Castle (right) and Jurakutei, Kyoto (left), Collection of Mitsui Bunko,  
http://www.pauch.com/kss/g007.html 

                                                
7
 Screech, T. (2012) lecture notes, Asian Art Diploma Lectures, SOAS 

8 Elison, G. and Smith, B. (1981), Warlords, Artists and Commoners, Japan in the Sixteenth Century, University of Hawaii 
Press. 
9 Watsky, A. (2003) Chikubushima - Deploying the Sacred Arts in Momoyama Japan, University of Washington Press. 
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In particular, Watsky described how elements of the interior space of buildings of secular architecture, 
were decorated with the sparkling golden lacquer was favored by the warlord as a symbol of political 
power. (Watsky, 2003) 
 
Moreover, according a historical record, that Hideyoshi commissioned and presented the famous portable 
golden tea room to the emperor Goyouzei, served a lavish tea ceremony there. Kogane no zashiki (the 
golden chamber), was covered with gold leaf and lined inside with red gossamer. (Fig.5)  This tea room 
was richly embellished throughout with dazzling pure gold.  Scholars Elison and Smith described this 
creation as “made for the performance of a more glittering type of tea ceremony… served as a medium of 
diplomacy”. (Elison & Smith, 1981)  As the tea room was designed to be mobile, Hideyoshi was able to 
hold a tea ceremony anywhere, powerfully projecting his unrivaled power and status upon his arrival. 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.5, Reconstruction of Gold Tea Room,  MOA Museum of Art, Shizuoka Prefecture, 
http://www.moaart.or.jp/english/space/exhibition02.html. 
 
Similarly, another scholar, Hickman, pointed out that Hideyoshi’s powerful and ostentatious display 
reveal one whose aspirations he defines as "power, wealth, and pleasure" with gold as the "mesmeric 
material that held out promise of the realization of these ideals" (Hickman, 1997) 
 
However, the author of the essay cannot be satisfied with these arguments.  In its function as decoration, 
the dazzling golden colour seems elaborate and ostentatious, however, under its deep layers this sparkling 
exterior is a type of entirely reversed artistic expression. 
 
In order to develop this argument further, this paper suggests that is necessary to explain three important 
concepts and the intricate relationships between them - the elite ruling class of Samurai, Zen Buddhism 
and the Tea Ceremony, which had a common spiritual influence behind them during the Momoyama 
period in Japan. 
 
A document written by John Caiger, described the status of the Samurai and the influence of Zen 
Buddhism: 
 
“Zen Buddhism spread among the samurai in the 13th century and helped to shape their standards of 
conduct... As de facto aristocrats for centuries, samurai developed their own cultures that influenced 
Japanese culture as a whole. The culture associated with the samurai such as the tea ceremony, 
monochrome ink painting, rock gardens and poetry were adopted by warrior patrons throughout the 
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centuries 1200–1600. These practices were adapted from the Chinese arts. Zen monks introduced them to 
Japan and they were allowed to flourish due to the interest of powerful warrior elites.”10  
 
Another prominent Japanese art historian Chuchi Nobuou has suggested that the Samurai ruling class had 
had a close relationship with Zen Buddhism ever since the Kamakura period (1185-1392), as the first 
Shogun Miramotono Yoritomo was an avid Zen believer.11 
 
According to the Yamanoue Soji Ki, Murata Shuko (1423 -1502) - a tea master who studied Zen 
Buddhism12 under Ikkyu (1394-1481) – a Zen master, was introduced to Ashikaga Yoshimasa Shogun by 
Noami(a craftman).  Since then, tea ceremony became a part of the inner circle of the Higashiyama - 
Samurai cultural world.  The expression emerged that “Samurai, Zen Buddhism and Tea ceremony are 
one”. (Elison&Smith, 1981)  Moreover, tea ceremony (Chanoyu) as a ritual art form was in a sense solely 
an expression of the spirit the Samurai and of Zen.   
 
In fact, since the Muromachi period, tea ceremony was of inestimable value for the Samurai overlords in 
establishing and preserving power.  It was used as a tool in legitimizing an overlord’s rule, displaying a 
kind of cultural supremacy over other Daimyos. (Elison&Smith, 1981) 
 
Sen-no-Rikyu (1522-1591) is universally recognised as the culminating figure in the evolution of Wabi-
cha13 in Momoyama period.  His disciples firmly claimed a line of direct transmission of the spirit of Zen.  
With “Taian”(待庵) a tearoom which was created by Rikyu, a type of new ideal of Wabi was perfected and 
a new orthodox aesthetic for the cult for the Japanese elite class was established. (Elison&Smith, 1981) 
 
Rikyu appeared to have become acquainted with Hideyoshi sometime in the middle 1570s”14. Hideyoshi 
favoured Wabi-cha.   
 
Nonetheless, one of the three descendants of Sen-no-Rikyo tea ceremony school documented that the tea 
ceremony was favored by Samurai warlords and became a real political show, which reached its peak 
under Hideyoshi’s realm.  The Kin'ri Tea Gathering in 1585 and the Great Kitano Tea Gathering in 1597 
were two events that became the symbol of Chanoyu’s splendid ornamentation of Hideyoshi's political 
sphere.15 
 
Also, Adriana Boscano writes: “the ruler was preoccupied with the construction works at Fushimi 
(castle), and with performing Noh... enjoying the tea ceremony…”16 showing his devotion to what he 

                                                
10 Caiger, J. (1997) A History of Japan, Tuttle Publishing, p. 152. 
11

 Chuji, N. (2005) The History of Japanese Art, University of Tokyo Publisher.     
12“Zen Buddhism - is the Japanese pronunciation of “Chán” in Chinese, a school of Mahayana Buddhism which strongly 
emphasizes Dhyana c.q. concentration-meditation. This gives insight into one’s true nature, or the emptiness of inherent 
existence, which opens the way to a liberated way of living.”  Dumoulin, H. (2000) A History of Zen Buddhism, Munshiram 
Manoharlal Publishers Pvt. Ltd. New Delhi 
13“Wabi”(侘び) – Originally represents a comprehensive view centered on the acceptance of transience and imperfection. The 
concept derived from the Buddhist teaching of the three marks of existence (三法印 sanbōin), specifically impermanence (無
常 mujō), suffering (苦 ku) and emptiness or absence of self-nature (空 kū).  Koren, L. (1994) Wabi-Sabi for Artists, 
Designers, Poets and Philosophers,  Stone Bridge Press. 
Also, “Wabi”- it nurtures all that is authentic by acknowledging three simple realities: nothing lasts, nothing is finished, 
nothing is perfect.  Powell, R. (2004), Wabi Sabi Simple, Adams Media. 
14 Elison, G. and Smith, B. (1981), p.215. 
15 http://www.omotosenke.jp, accessed:29/6/2012 
16 Boscaro, A. (1972) An Introduction to Private Correspondence of Toyotomi Hideyoshi, Monumenta Nipponica, Vol.27, 
No.4 pp.415-421, Sophia University.  http://www.jstor.org/stable/2383820. accessed: 29/6/2012 
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conceived as the spiritual basis of chanoyu in Zen Buddhism.  We find out this ideal spelled out in the 
secular art forms. (Elison & Smith, 1981) 
 
The decoration on the zushi (厨子) of Hideyoshi evidenced this sort of sense. (Fig.6) 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Fig.6, Hideyoshi’s shishi, front door outside (left) and inside (right), Momoyama, Kodaiji temple, The treasures of 
Kodaiji (1995)  
 
Comparing it to the motifs on the doors of his wife’s zushi, these two doors are emptier and less 
sumptuous. On the front one, only five kiri kamon (桐家紋, paulownias – representing Hideyoshi’s family 
crest) and Susuki (芒, Japanese pampas grass) are roughly decorated on a simple black background with 
plenty of blank space.  In the terms of techniques, only hiramaki-e and harikaki were employed; on the 
inside of the door, the design looks slightly more complicated with kiku (菊, chrysanthemum), momiji (紅
葉, maple leaves), hagi (萩, bush clover) and again five kiri kamon (桐家紋, paulownias) with hiramaki-e, e-
nasuji, harikaki, tsukekaki and warikaki (opposite technique to tsukekaki). This type of design, with its 
empty space, evoked the spirit of Zen Buddhism, in addition, indicated the tastes of the warrior ruler.  
This style of Kazari might be seen as a core decorative style of kodaiji maki-e, which represents 
Momoyama Period lacquer artwork. 
 
Despite the complex techniques and style of decoration, the artistic expression of the motifs is bold and 
direct.  Overall, the striking features of their complex compositions were absolutely settled in a neat and 
tidy order with one color of pure gold, contrasting with the pure black background.  This purity of gold 
might be inspired by the simplicity of a Zen garden - A pure silver color against the earth colored ground. 
(see Fig.7) 
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Fig.7, "Dry monochrome landscape” – the rock garden (枯山水, karesansui ) is an abstract image of Zen 
Buddhism philosophy.  The white gravel evokes a pure “silver” colour contrasting with the earth ground, creating 
a monokuro (black and white) landscape.  Ryoan-ji temple, Kyoto. http://www. google.co.jp 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.8, Bamboo and autumn grasses hiramaki-e book store box with lid, Momoyama period, Kodaiji Temple, The 
treasures of Kodaiji (1995) 
 
The surface of this large book-storing box (Fig.8) is divided into two parts by a striking diagonal line, 
which called katami gawari,17 from the top left to the right hand corner with the popular motifs, which 
indicates the autumn season.  On the above part, bamboo and clouds are depicted with golden hiramaki-e 
technique on a triangular orange-ish e-nashi ji background; as a contrast, on the left corner, the classical 
autumn grasses and the sand on the bottom were applied in hiramaki-e and maki-e bokashi (applying 
different lays of golden power to create light and shade) against a triangular black background. This 
dynamic asymmetrical arrangement demonstrates a completely new fearless composition; the clouds 
appeared were freely filled with lacquer without obligation wherever be wished; the autumn plants, which 
are a symbol of Kodaiji maki-e, evoking a sense of desolation. 
 

                                                
17 “katami gawari” – This technique was popular for clothing with a similar broad division of colour and design as well after 
the Momoyama period.  Tokugawa Art Museum, ed. (1993) MAKI-E, Lacquer with Sprinkled Gold and Glitter, The 
Tokugawa Art Museum, Nagoya. 
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In the terms of Wabi in artistic expression includes asymmetry, asperity (roughness or irregularity), 
simplicity, austerity, modesty, intimacy and appreciation of the ingenuous integrity of natural objects and 
processes. 
 
To explain it more precisely, it can be called "imperfect, impermanent, and incomplete".18  Wabi - 
underlying the philosophy of the Japanese tea ceremony has influenced the production and creation of art 
forms. For example, the maximum of nijou tatami (two tatami mats) in “Taian” (待庵) tea room was a 
style of realisation of the Wabi aesthetic.  In fact, Hideyoshi loved tea drinking and highly eulogised this 
simple monochrome tea room.  He had a similar tea room made in his residence of Osaka castle - 
Yamazato no zashiki (mountain village enceinte) - the quintessential Wabi-Cha setting.19 (see Fig.9) 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.9,  Two tea rooms present “Wabi” aesthetic 20-- “Taian” tea room created by Sen-no-Rikyu, (left) 
http://www.omotesenke.jp; “Wabi” Tea house in Kodaiji Zen temple, Kyoto (right). 
http://kojikisankyoto.wordpress.com/tag/kodai-ji 
 
 
Noteworthy, this Wabi style was also used in other later castle buildings21 while it appeared on Kodaiji 
lacquers. (Fig.10) 
 
 
 

                                                
18 Koren, L. (1994) Wabi-Sabi for Artists, Designers, Poets and Philosophers, Stone Bridge Press. 
19 Takeda, T., (ed.) (1992) “The world of wabi-cha” in The Art of Momoyama, Iwanami Shoten Publisher. 
 “この二畳の草庵に豊臣秀吉も共感を覚え, さっそく大坂城山里丸に二畳敷の茶室を造立したし, その後の筑城においてもそれ
を踏襲した. こうして急速に詫びの座敷が世に広まり, 茶道界の主流に位置付けられることになる." –This Nijoh Taian tea room 
touched a chord with Hideyoshi, who immediately built a Nijoh tea room in the Yamazato no maro at his Osaka castle, and 
also built (this type of tea room) in other later castles. So like this, the Wabi style of tearoom suddenly expanded its popularity 
and became the mainstream in the world of Cha-no-yu. --- My translation. 
20“Wabi” as an aesthetic – A taste for a simplicity and denial of coloration. Often expressed as “kanjaku” (quiet, tranquility), 
“kanso” (simplicity) and “kotan” (refined simplicity). - Omotosenke home page, “Wabi and Sabi” , http://www.omotesenke.jp, 
accessed: 29/6/2012. 
21 Takeda, T. (ed.) (1992) The Art of Momoyama, Iwanami Shoten. p.218. 
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Fig.10, Makie, Kodaiji wooden chair with chrysanthemum, Kodaiji Temple, The treasures of Kodaiji (1995). 
 
This chair is in a simple shape and the decorative motifs - chrysanthemums and paulownia 
- were boldly portrayed without too much attention to their details.  They contrast vividly 
with the plain black background. The flowers on the back of chair were decorated in an 
overlapping style, in each instance, the two overlapping motifs are mingled in a subtle 
way, with two different sorts of gold hira maki-e and nashi-ji maki-e, in order to separate 
the contiguous petals. This would only require one motif be sprinkled at a time.  Kakiwari 
was employed to accentuate the details of the flower petals and exhibited a contrast 
between outline and surface, which indicates a sort of monochrome redolent of Zen ink 
painting. Consequently, the rigorous outlines demanded this type of design differentiate 
from any other styles of lacquer before the Momoyama period.  
 
It could be suggested that the striking “monochromatic” contrast perhaps is inspired by the 
Zen values of the spiritual microcosm of the tea hut.  They are epitomised by a purity and 
simplicity associated with Wabi aesthetic concept.  In general, it was understood that the 
samurai class preferred simplicity, not caring about the details of the motifs, compared 
with the traditional Heian Fujiwara courtly culture style.     
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.11, Kodaiji maki-e travel tansu (travel suitcase), Kodaiji Temple, The treasures of Kodaiji (1995). 
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This travel tansu (suitcase) demonstrates another distinctive characteristic of Kodaiji makie.  Each side of 
the tansu including the lid was decorated in a single paulownia motif, which was reproduced in a simple 
repeating arrangement from top to bottom, created with a dynamic hira maki-e and harikaki on an 
entirely black background, bringing about a strong visual effect. This is unlike early period lacquers, 
which require much less painstaking effort to produce. 22  
 
This design would be interesting to consider whether it is an ostentatious quality of Hideyoshi military 
and religious structures, which contrasted sharply yet harmoniously with the austere tea houses 
constructed under the influence of Wabi (侘び), and which emphasized restraint and simplicity. 
Moreover, less attention on the detais decoration effort to create could be seen as a reflection of the Wabi 
aesthetic of being fit for its purpose, rather than as a defect. 23 (See other media of Wabi, Fig.12 &13)  
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.12, “yabure bukuro” (burst bag) water jar - sagged and split during the firing making it all the more 
interesting, presenting a sort of “Wabi” aesthetic.  http://www.mieden.co.jp/geijutu/rakusan2.htm 
 
 
 
 
 
 
 
 
 
 
 
Fig.13, “Raku chawan” (tea bowel) – moulded by hand, this uneven surface indicates a sense of “Wabi” This type 
of tea bowel was favoured by Rikyu. http://blogs.yahoo.co.jp/gionmamori/24405435.html 
 
From considering the impact of the patronage and the interaction between the three core values of 
Momoyama society, this essay has inferred that Kodaiji maki-e resulted in three innovations seen in its 
techniques, design as well as particular motifs, leading to the embodiment of unique designs.  
                                                
22 Sadao, T. and Wada, S. (2003) Discovering the Arts of Japan, A Historical Overview, Kodansha America p.184. 
23 Covaci, I. (2007) Nobleman’s Meal Table and “Kodaiji maki-e Trousseau Box”, Yale University, pp.133-137. 
http://www.jestor.org/stable/40514684, accessed: 23/6/2012. 
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1) Hiramaki-e technique, requiring less effort, was most commonly employed during Momoyama period, 
thus, other techniques such as kakiwari, harigaki and tsukegaki, were ingeniously used for depicting the 
details of the designs. 
 
2) In terms of design, boldly separating the spaces, using geometrical composition, rough outlines are 
drawn directly on the lacquered background before the motifs are painted in gold lacquer, requiring less 
attention to the details, achieving a free hand, impromptu effect. 
 
3) Innovative treatment of traditional classical motifs such as autumn grasses from courtly poems serving 
as new decorative, predominantly visual Yamato style. 
 
Overall, it could be argued that Kodaiji maki-e is an innovation and creation of the Momoyama period, 
yet, beyond the dazzling pure gold surface, there is a contrasting aspect to the production and innovation, 
an unique reversed Japanese aesthetic of Wabi, with its principal elements of purity, simplicity, 
dynamism, frankness, and reduced notion buried under the deep layers.   
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