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PATRONIZING IMAGES:
KODAI-IN AND TOYOTOMI HIDEYOSHI AT KODAI-J1

William H. SAMONIDES
University of Kansas, US.A.

In a narrow sense, the topic of this paper is how art is made, specifically art at the temple of
Kodai-ji. Broadly speaking, its subject is how art history is made, in the assignment of
responsibility of patronage in Japanese art history. Toyotomi Hideyoshi (1536-1598),
Tokugawa Ieyasu (1542-1616)—and to a lesser extent, Kodai-in (1548-1624)---have been given
credit for the patronage of this temple. This paper contends that Hideyoshi’s wife, Kodai-in
(1548-1624), should be considered the primary patron of this temple and its objects. A woman
of considerable wealth, high social position, and political influence, she was quite capable of
supporting and maintaining a temple of this size and grandeur. Kodai-ji, one of the most
important repositories of the art and architecture of the Momoyama period (1568-1615), was
her crowning achievement, the culmination of at least three decades of her active patronage
of the arts. K&toku-ji, an carlier temple established by her, and not Fushimi Castle, should be
seen as the source for the structures transferred to Kddai-ji at the time of its foundation, This
revision of patronage attribution at Kodai-fi has implications far beyond the bounds of the
temple. It impacts on the origins of the larger genre of Kédai-ji maki-e, the image of Toyotomi
Hideyoshi, and the legacy of Fushimi Castle. It also suggests that the traditional historical
roles assigned to women are partially responsible for why the art patronage of K&dai-in and
other women are not more widely recognized.
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Japanese art history is shaped by a number of factors, among these are media (painting,
sculpture, architecture), chronology (Heian, Kamakura, Muromachi periods), function
(temples, shrines, castles, tea houses), material (wooden, bronze, clay sculpture),
technique (maki-¢, painted, and inlaid lacquer), style (kara-y3, wayd), and lineage (Kang,
Tosa, Shijo school painting). One of the most important of these, the chronological
classification, roughly parallels changes in the dynasty of the political rulers or the
location of the seat of political power. The major periodization of Western European art
history, by contrast, is based on stylistic divisions (Romanesque, Gothic, Renaissance,
Mannerist, Baroque, and Romantic) that are largely unconnected with changes in
political dynasty. )

The implications of the Japanese scheme that directly links changes in the history of art
to shifts in political leadership are enormous. As the political rulers, by virtue of their
control over the economic and material resources of the realm, were the largest
consumers and patronizers of art, the periodization of Japanese art history suggests that
patronage significantly affected the development of Japanese art. Patronage—"the action
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of one who ... lends his influential support to advance the interests of some institution,
art, or undertaking”—is thus a major and largely unstated organizing factor for the
history of Japanese art.!

In Japanese history, it has also usually been assumed that art patronage was the
exclusive activity of men since that women were not financially capable of supporting the
production of superior objects. In traditional Japanese society, women were generally
denied access to high office and influential position within the government, economy, and
society. This, in addition to inheritance laws that favored male siblings, made it extremely
difficult for women to amass and maintain large incomes.2 Even if they possessed the
necessary financial resources, it would be difficult to know because they rarely appear in
the official documents.

At Kodaiji &% 5%, one of the most important—and least studied—temples of Kyito,
credit for the art patronage here has been traditionally shared between Toyotomi
Hideyoshi 8E %7 and Tokugawa leyasu fiJIiZREE, with Hideyoshi's wife, Kddai-in,
assigned a lesser role.? To some extent, all three were all directly or indirectly involved in
the production of the temple. The art historically significant buildings and objects
preserved at Kodai-ji, and contemporary with the founding of the temple, are thought to
have been produced by Hideyoshi during his final years at Fushimi Castle or—to a lesser
extent—after Hideyoshi’s death, with the assistance and generosity of Tokugawa Ieyasu.

It is not surprising that Hideyoshi and Ieyasu, the most powerful figures of their time
and in control of the human and material resources necessary for the production of the
finest works of art, should be considered patrons of this temple. Objects by the Kano J¥4f
" family of painters* and the Koami SEFw55 family of lacquerers,’ whose services were
controlled in succession by Hideyoshi and Ieyasu, are preserved at Kddaiji. Their
patronage of the arts is amply detailed in the historical record.

This paper argues that Kodai-in F&5Bg, Hideyoshi's wife (sez'shitsu EE) of
thirty-seven years (1561-1598), was the primarily patron at K5dai-ji. She was the person
most actively involved in the production of the objects and the building of the temple. She
possessed the financial resources and support necessary to produce objects of the quality
of those preserved at Kodai-ji. A more difficult issue, attribution of creative intent,
direction, and design of these objects, is beyond the scope of this papér and the extant
documentation.

This argument is based upon a reinterpretation of old ev.idenoe' combined with new
findings. A lot of the newly discovered material is contained in two recently published
exhibition catalogues.® While the evidence supporting the role of Kodai-in as patron has
been mounting in the past decade, it has been uncovered in a fragmentary manner from a
number of sources at several locations. It is presented as a single thesis here for the first
time.
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Kdodai-in was by no means the only seventeenth-century woman whose activities as a
patron of art have been overlooked. Why have the old interpretations persisted? This is
not simply a matter of academic inertia. The issues involved in the assignment of
responsibility of patronage go to the core of how art history is produced and interpreted.
The example examined here has implications and relevance to art historical
interpretations across chronological and meida boundaries.

The temple of Kodai-ji occupies a rather modest site in the hills of eastern Kydto
between the bustling tourist meccas of Yasaka Finja and Kiyomizu-dera. The temple was
named after the widow of Toyotomi Hideyoshi (1536-1598), Kédai-in (1548-1624), who
founded the temple around 1605, Although often overlooked by the casual tourist, the
temple still contains six separate structures, all designated Important Cultural Properties
(jiiyd bunkazai), that date from the time of its establishment. Examples of the work of the
finest craftsmen of the day, including those of the Kand school of painters, are preserved
here, Yet it is primarily because of the architecture and objects decorated in a mode of
lacquer known as Kddai-ji maki-e 5 & SFi%Hs that the temple is known today.

These objects at Kodai-ji represent only a fraction of a much larger genre of objects
found at dozens of sites throughout the country. Yet the fame of these lacquer objects is
documented by the historical record over at least the last iwo centuries. Their renown is a
major reason for the origin of the term. As is the case with other terms such as
Negoro-nuri and Kamakura-bori used to classify and identify Japanese lacquer, Kodai-fi
maki-e is somewhat of a misnomer. The term Kodai-ji maki-e first appeared in the middle
of the nineteenth century.? One of the earliest sources where the term appears, the Meiji
period Shiirei yawa 5887455 by the tea connoisseur Horiuchi Munemoto (Mii537%),
claims that the form began at the temple: “Kddai-ji maki-e, which has nowadays attracted
much attention, originates in the maki-e decoration of the dais of the Kodai-ji in Ky6to.”®
Earlier dated pieces have subsequently been discovered elsewhere.? There is no evidence
that K&dai-ji was ever a site of lacquer production. Yet from its first appearance, the term
appears to have not been limited only to the objects decorated in this mode at K&dai-ji,
but to all objects decorated in this mode regardless of their location.

Literally meaning “sprinkled picture,” maki-e ##% was from the tenth century the most
sumptuous and sophisticated form of lacquer produced in Japan.!® This technique
combines the most expensive materials such as the top quality lacquer and gold with the
highest levels of craftsmanship and technique. It was a form—especially as an
architectural decoration—that could be afforded by the most wealthy patrons. Considered
one of the most important new developments in the visual arts of this time, Kodai-fi
maki-e represents a radical departure from the maki-e lacquerware that had been
produced until this time.

Kodai-fi maki-e is distinguished by a simplicity of technique and expression, avoiding

7 The earliest document discovered so far in which the term appears is Koshi vawa 7735 by Matsuura
) Seizan, the Lord of Hirado Province 353 2 ii#E 1L ); Haino Akio 1995, p. 23
8 Yoshimura 1981, p. v.
Tokugawa and Kydto Kokuritsu Hakubutsukan 1975,
10 Arakawa 1969.
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the elaborate inlays of metal and shell characteristic of much of the maki-e of the previous
centuries. The bold contrasts created within its limited color scheme—primarily gold
designs drawn on a plain black ground—are among its most recognizable characteristics
and pleasing aesthetic effects. Considered the representative lacquer art of this period, it
is included in all major collections of Japanese art in the world. Perhaps the most
successful and innovative lacquer decorating mode in Japanese art history, Kadai-ji
maki-e was employed on an exceptionally wide range of objects and became a common
architectural decoration.!! Sharing compositional traits with contemporary arts of other
medium, Kodai-ji- maki-e occupies a central place in the arts and aesthetics of the
Momoyama period.12

In spite of the importance of Kédai-ji maki-e, many basic issues including its origin,
dating, stylistic development, producers, and patrons remain unresolved. Because so few
pieces have dated inscriptions or external documentation, no discernable stylistic
development has been identified. While evidence of its popularity, the sheer number of
extant objects complicates the study of this genre. Because there is considerable variation
in technique, material, and design amoeng these objects, it is a mode that is difficult to
define precisely. The mere number of extant objects also complicates the study of the
genre.

Unlike the two other major forms of maki-e that developed at this time, the origing of
Kodai-ji maki-e cannot be linked to the work of a single figure such as Hon’ami Kdetsu
(1558-1637), whose innovative designs are at the core of the genre known as Koetsu
maki-e.l3 Nor is its emergence traceable to an historical event such as the arrival of
Europeans to Japan, which Jed directly to the production of so-called Namban maki-e.**
Technical innovation is also not helpful in explaining its emergence at this time; all
materials, techniques, and designs utilized in Kodai-ji maki-e existed previously, although
not in this combination.

As a result, patronage has come to be seen as the critical factor—the missing link—in
determining the origins of the genre. Of the many sites where examples of the genre are
found, Kddai-ji has been the focus of much scholarly attention. Not only does it possess
the largest concentration and the finest quality objects of this genre, its connection with
the two major figures of the time, Toyotomi Hideyoshi and Tokugawa Ieyasu, makes it the
logical site for a discussion of patronage. ‘

While the determination of patronage at Kodai-ji has implications for the entire genre
and, by extension, for the art of the Momoyama period in general, patronage of the
temple is unfortunately an unsettled issue. One of the main reasons for this difficulty in
assigning definite credit the lack of precise documentation. The objects and buildings in .
question are, for the most part, undated and the circumstances surrounding their
production unknown. To complicate matters further, the maki-e objects—and even the
architectural decoration—do not seem to form any discemable integrated unit. The

11  Haino 1985,

12 Kyoto Kokauritsu Hakubutsukan 1975.
13 Okada 1966, 125-40.

14 Arakawa 1971 and Okada 1973,
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historical documentation specifically relevant to patronage is often unreliable and
conflicting. Patronage has been traditionally been shared, in varying degrees, among
Hideyoshi, Ieyasu, and Kodai-in.

There can be little question that Tokugawa Ieyasu played a role in the founding of the
temple. Tokugawa leyasu, who does not enjoy the reputation as a major builder, was in fact
quite active as a patron of the arts. Kodai-ji was established when Ieyasu was the dominant
political figure in the realm. According to the most detailed source for the history of the
temple, Ieyasu provided the land and construction supervisors.l®> He and his successors
provided tax revenues to maintain the temple. Undoubtedly, his approval was necessary for
any temple of this scale in Kyoto at this delicate moment in history, especially one built for
someone connected with Hideyoshi. While his cooperation was essential, there is no
evidence that Ieyasu played a more active role in the production of the objects.

In the assignment of patronage to Hideyoshi and Kodai-in, the picture is more
complex. The role prescribed for Kodai-in has been slowly improving so that in the most
recent catalog of the temple, Kodai-ji is described as “the temple of Hideyoshi and Nene
[Kodai-in].” The surviving objects and buildings contemporary with the founding of the
temple are also seen as their joint possessions, products of their final years at Fushimi
Castle.

Nevertheless, Kodai-ji is generally seen as s memorial temple, one established by his
widow for his benefit. Their memorial images share the main altar of the Mausoleum.
Although the temple was named after her, established by her after his death, Hideyoshi is
credited with their patronage and production of the objects with art historical value.

The reasons for the dominant position of Hideyoshi is easy to understand. His
reputation as a patron of the arts is unrivalled. Since the late-sixteenth century, few
superlatives have been spared when speaking of Hideyoshi. An earlier biographer of
Hideyoshi, Ota Gyaichi (K4 — borm 1527) produced an early—and extreme—
statement of the legend:

Ever since the advent of the Taikd Hideyoshi, gold and silver have gushed forth
from the mountains and from the plains in the lands of Japan. Moreover, silks and
damasks, crapes and golden brocades, from Korea, from Rytikyt, and from South
Barbary, as well as all the famous products that there are in China and India [have
come to abound here]; men vie with each other in presenting ever new and rare
things to His Highness, so that it has been like piling up mountains of treasure. In
the old days, no one as much as laid an eye on gold. But in this age, there are none
even among peasants and rustics, no matter how humble, who have not handled
gold and silver aplenty. Our Empire enjoys peace and prosperity; on the roads not
one beggar nor outcast is to be seen, all on account of the Taikd Hideyoshi’s
devotion to acts of compassion and mercy. By his deeds you shall know the quality
of a prince! His power and glory made his a blessed reign.1? .

15 Yoshimura 1971, p. 2; T6ky daigaku shiryd hensanjo, pp. 257-258,
16 Haino 1993, p. 22
17 Berry, p. 243 and Elison 1981, p. 55 and pp. 293-4.
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This golden age, known today as the Momoyama period, was unsurpassed for its
achievements and creativity in almost all areas of the visual arts. While there is some
debate as to the exact boundaries of this age, there is little question of the role played by
the figure of Toyotomi Hideyoshi.’® No figure in Japanese history is more closely
associated with his age than Hideyoshi,

The name of the period ltself—Momoyama—ls the site Fushimi Castle {& BIR,
Hideyoshi’s last major building project and his residence for the last four years of his life.
Aithough it has been called, “the greatest castle in Japan,” Fushimi Castle is one of the
least understoods major building among all the in Japanese history.”® During its short,
eventful, and complex existence, the castle cornplex was almost constantly in the process
of being rebuilt. Its thirty-year history has been divided into five separate stages by Naito
Akira, the leading authority on this site.20 Perhaps because of its fame, the number of sites
claim to being remnants to Fushimi Castle have multiplied over the years.2t Of the many
sites claiming a piece of this castle’s—and Hideyoshi’s—legacy, Kddai-ji has the most
extensive claims and the most significant.

Image and reputation are powerful forces. Although there is no definite evidence that
Hideyoshi patronized, owned or used the objects at K&dai-ji, temple legend has long
linked the objects with him. This legend connecting Hideyoshi and Fushimi Castle to the
temple was seemingly confirmed by the discovery earlier this century of dated inscriptions
at the temple.22 As a result of this link to Fushimi Castle, the objects and architecture of
this period are seen as the final, mature patronage and taste of Toyotomi Hideyoshi, one
of the great figures in Japanese art history.

The traditional scholarly view of K&dai-in is quite different. At Kodal-p she is seen
primarily as a preserver, transmitter or conservator of the legacy of her husband. Largely
formulated by Watanabe and Kuwata in the first half of this century, her image is shaped
by. her correspondence with Hideyoshi?® Their image of Kodai-in is a common one of
women in Japanese history.* Generally, women are not viewed independently, but are
seen in three fixed roles in terms of their relationship with the three most important men
in their lives: their father, husband, and son.s For most women, these roles are daughter,
wife, and mother. As Kodai-in was childless, her role as widow has replaced that of
mother. Thus, she is seen primarily as (1) loyal wife/jealous rival (as seen in the
correspondence), (2) filial daughter (who established the memorial temple of Kdtoku-ji
for her parents), and (3) pious widow (who established the memorial temple of

18  Hayashiya, pp. 18-19; Hasumi, pp. 254-55; also Elison 1981, pp. 61-62; alternativély called
Azuchi-Momoyama period. ‘

19 Chamberlain and Mason, p. 356.

20  Naitd Akira 1979; Naito, et af. 1971.

2% Sakurai, vol. 2, pp. 3711f.

22 Yoshino and Ida.

23 Watanabe 1919,pp. 196-242; Watanabe 1939; Kuwata 1959; Kuwata 1958, pp. 89-113; also Hayashiya 1966,
pp- 502-504.

24  Kuwata 1959 and Boscaro. )

25 Seidensticker; McCullough; one of the best known examples of this is the author of Kugerd nikki, who is
known only as “the mother of Michitsuna (Mickitsuna no haha).
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Kddai-ji for her husband).26

Only two works in English discuss her in any detail: 101 Letters of Hideyoshi by Adriana
Boscaro and Mary Elizabeth Berry’s Hidevoshi. Because it is reflective of traditional
Tapanese scholarly opinion, Bosearo is quoted here at length:?7

His wife seems to have been a woman gifted with noteable good sense, a true ‘lady
of the house’ and a stable point in Hideyoshi’s somewhat unsettled life. When he
died in 1598, she retired to Kydto, from where she witnessed the decline of the
Toyotomi family. It is easy to imagine the thoughts of the poor woman, who could
see everything her husband had created crumbling away. But faithful to her
former way of life, she held herself apart from political events; she did not take the
side of any of the factions [that led] the way to the hegemony of the Tokugawa, nor
was she involved in the events leading to the destruction of [the Toyotomi] in 1615.
Thus she enjoyed the affectionate protection of the new ruler, Tokugawa Ieyasu,
who had much to do with the building of the K&dai-ji, the mausoleum dedicated to
Hideyoshi. She died in 1624, 26 years after her husband, and must have watched
the consolidation of the house of Tokugawa with sadness; it was she who, because
of her barrenness, had to some extent prevented the Toyotomi family from
establishing its authority permanently as rulers of Japan.

Following the death of Hideyoshi in 1598, when she left Osaka Castle, it is usually
assumed that she lived quietly, first in the Sambongi section of Kydto and then at
Kodai-ji, until her death in 1624. The temple is regarded as her final retirement home,
one provided by the generosity of Tokugawa Ieyasu.” At Kodai-ji, she is seen as a pious
widow endeavoring to preserve the memory and legacy of her husband. Her primary roles
were those of preserver, transmitter or conservator. If she participated in any way in the
production of these objects, it was because she was the recipient of largese from
Hideyoshi or Ieyasu. She is not considered an active patron of these objects at Kodai-ji. In
spite of the fact that one of the first appearances of the term Kédai-ji maki-e in the late-
eighteenth century describes the objects at the temple as “reflecting the taste of
Kodai-in,”? she at best is seen as sharing ownership and use of them with Hideyoshi.

Until recently, Kddai-in had not been the subject of much scholarly attention in either
Japan or the west for many years. In contrast to her so-called rival Yodogimi, she has

26 In recent years, this image has been the subject of many television programs. the most recent is Yomiuri
Television’s Shiteru tsumori!? (1T % 2% ) And you thought you knew!?), broadcast on Sunday, October
22,

27 Boscaro, pp. vii-viii.

28  Like Boscaro, Berry also emphasize the role of Ieyasu in the establishment of the temple: “... Kodai-ji, a
Rinzai Zen monastery affiliated with Kenninji that was founded by Ieyasu in 1605 for the repose of
Hideyoshi’s soul. Hideyoshi’s widow resided there until her own death in 1624;” Berry, p. 245, note 4; in their
accounts, K&dai-in's role as art patron is completely eliminated. The temple merely functioned as her
residence in retirement.

29  Quoted in Yoshimura 1981, p. v.



106 William H. SAMONIDES

never been the subject of a separate monograph.3® Her life is nevertheless one of the best
documented of women in pre-modern Japan. In addition to the aforementioned lengthy
correspondence with Hideyoshi, there is unrivalled documentatlon of her income for the
last thirty years of her life.

Who then was Kddai-in, as revealed in these documents? Her many names reflect the
many phases of her long and extraordinary life: Nene; Ne; One; Toyotomi Yoshiko B
¥ Kodai-in G, Kite-no-mandokoro AL#LAF; her posthumous name, Kédai-in
kogetsu-ni B FRIRAES! Born during the time of Miyoshi Nagayoshi’s (1522-1564)
hegemony in the Sengoku era, she lived into the time of the third Tokugawa shogun,
lemitsu. She began as the daughter of a low level retainer of Oda Nobunaga (1534-1582)
and rose to the highest court rank granted a commoner. Her death was marked by a letter
of condolence to her nephew from none other than Tokugawa Hidetada (1578-1631), the
retired shogun.32

She associated with all the major figures of her age, from Oda Nobunaga to Tokugawa
Ieyasu, and outlived them all.

The death of Hideyoshi and her subsequent departure from Osaka Castle in 1599
marked the beginning of a new stage of her life. Eleven years his junior, she outlived
Hideyoshi by over a quarter century (1598-1624). These final years—a full third of her
life—were among the most eventful and politically significant in Japanese history. A
continuation of the politically turbulent years of the previous century, the early years of
the seventeenth century determined the shape of political leadership in Japanese for the
next two and a half centuries. Two large-scale battles, in 1600 and 1614-15, saw the rise of
Tokugawa hegemony and the demise of Toyotomi power. She—and those closest to her,
the Kinoshita—were not idle bystanders in this struggle but played an important role in
this drama. A participant in political affairs throughout her life with Hideyoshi, her
activity did not abrubtly end with the death of Hideyoshi. '

These years were also among her most active as a patron. She possessed a sizeable
income, both before and after the death of Hideyoshi, that made it possible for her to be
active as a patron of the arts' of the first order. Before establishing Kodai-ji, she
contributed to the rebuilding of two of the largest and most important temples in
Japanese history, Daigo-ji and Onjo-ji. Yet Kodai-ji was her ultimate glory, the temple
that bears her name. It was the direct successor of her first independent temple
foundation, Kotoku-ji. Established in the early-1590s as a memorial temple for her
parents, Kotoku-ji—and not Fushimi Castle—should be seen as the source for the
structures transferred to Kodai-ji at the time of the latter’s foundation.

K&dai-in was by no means a patron on the scale of Hideyoshi or Teyasu. Her resources
could not compare with theirs and as a result her efforts were much more focused,
concentrated on a few sites. In all, she established two complete temples, Kotoku-ji and
Kddai-ji, and contributed to the rebuilding of two others, Daigo-ji and Onjo-i.

30 Kuwata 1958,

31 Her names are also a part of her legacy, surviving at various sites in the modern city of Ky5to, Among these
ate Kédai-in-cho ByBAEBEHS and Kodai-in-tate-machi HEFEEHT, originally near Juraku-tei and now in
modern Kamigyd-kn _ER[X.; Takeuchi, p. 581.

32 San’yo Shimbunsha, p. 129.
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Nonetheless, she was responsible for the production of some of the finest objects of this
time and should be counted among its important art patrons.

In spite of Kodai-ji’s importance to Japanese art history, studies of the temple have
almost exclusively focused on its collection of objects decorated in the Kodai-ji maki-e
mode. There had been no examination of the full range of the temple’s art collection and
historical documents until the publication earlier this year of Kodai-ji no meiho: Hideyoshi
to Nene no tera. This catalog accompanying the traveling exhibition of K&dai-ji treasures
has brought to light a number of important records critical for any understanding of the
temple’s origins and history. It complements the 1971 study by Yoshimura Motoo, which
remains the best overall discussion of the temple’s history.3 In addition to his thorough
review of the major historical sources that discuss the origin of the temple,* Yoshimura
also cites a number of the Edo period (1600-1868) guidebooks of Kydto. From the second
half of seventeenth century, these guidebooks are a major source of information on the
early history of Kodai-ji, which was counted among the famous sites (meisho 4t} of the
capital for viewing flowers.3

In English, discussions of Kédai-ji maki-e are found in many catalogs,” but the study of
the temple itself has received almost no serious attention. The earliest detailed discussion,
Chamberlain’s, Travellers Guide, is an inaccurate, but historiographically entertaining
assortment of legend and anecodote. On the issue of patronage, Chamberlain remarks
that Kodai-ji is “noted for its relics of Hideyoshi.”?$ The most detailed discussion of the
temple in English remains that of Ponsonby-Fane. Although a mine of general
information, it is somewhat unreliable in its detail. He attributes all the major buildings as
transfers from Fushimi Castle.®

Kodai-ji was the third temple built on the slope of Mount Shiihg-zan.** Some of the
most important figures in the history of Japanese art and Buddhism were active on this
celebrated site that had been occupied by temples almost continuously since the time of
the foundation of the capital at Heian-ky0 itself. The first was the Tendai sect temple of
Ungod-ji BEF4 Sugano-no-Mamichi (B EE 741-814), courtier (sangi £#) and
editor of Shoku Nihongi f5s H AT, established the temple for the memory of Emperor
Kammu (737-806; reigned 781-806) in the early K&nin era (810-824). In the late-Heian
period (1124), the temple boasted an image of Amida nyorai that was half the size of the
Great Buddha at Nara’s Todai-ji (hachi jo /\3). Later, the temple was visited by the

33 Kyoto Kokuritsu Hakubutsukan 1995,

34 Yoshimura 1971.

35  Yoshimura 1971, p- 2 and Tokyd daigaku shiryd hensanjo, pp. 257-260.

36 Keishi junranshii, p. 95; Mivako meisho zue shiti, pp. 114-118; Sanshii meiseki-shi, pp. 25-33; Yamashiro
meiseki junkd-sh, pp. 288-28%; Yamashiro meisho jisha monogatari, p. 565; Yamashiro meisha-shi, pp. 278-279.
Yoshimura 1971, pp. 3ff.

37  Among these are Cunningham; Japan House Gallery; Meech-Pekarik; Murase; Rosenfield and Shimada;
Shimizu; Watson; Watt and Ford; Yonemura.

38  Chamberlain and Mason, p. 339,

39 Ponsonby-Fane, pp. 297-301.

40 Thus, its formal name (go) is Shithd-zan Kodai-ji BW\l &5 .

41 Kokushi Daijiten henshit iinkathen, vol. 2, p. 202; Sawa, p. 94; Murai, p. 42; KyGto-shi hen, vol. 1, pp. 575 and
621;. Kyoto-shi hen, vol. 2, p. 315; Kyoto-shi hen, vot. 3, pp. 348, 421, and 629.
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itinerant monk Ippen —3& (1239-1289), who practiced the nembutsu. here. Destroyed by
fire in 1436, the temple was rebuilt by Shiibun 32, the renowned monk of Shakoku-i,
on the orders of the shogun, Ashikaga Yoshinori (1394-1441). Shabun is also said to have
carved the main image (gohonzon {HZAEL) there. Unfortunately, the temple and this
image were soon destroyed in the fighting that attended the Onin Rebellion (Onin no
ran). Also the fifteenth century Hosokawa Mitsuyuki constructed on this site Gansei-in £
B as a temple for the memory of his father, Hosokawa Mitsumoto (1378-1426).4

Kodai-ji was built on the site of both these temples. Not only was Kodai-ji the largest
temple built on this site, it was also one of the largest new temple foundations of this
time. The foundation of Kadai-ji was accompanied by the transfer of several temples.
Ungd-ji was transferred and consolidated with Jiinen-ji -3, another Pure Land
temple on Teramchi-dori. Its main image, a joroku-size seated image of Amida nyorai, is
said to have been formerly the main image (gohonzon 1A %) of Ungd-ji.* Gansei-in was
transferred to Nanzenji, where it was consolidated with another sub-temple and went out
of independent existence in the early Meiji period.# Moved to the new site was Katoku-ji,
the memorial temple established in the Teramachi district of Kydto. by Kadai-in for the
benefit of her parents, her father Sugiwara Sukezaemon #EBENZ% T and Asahi no
Tsubone #3HJE. At Kodai-ji, it became a subsidiary temple that continued its original
function, but under a new name, Gyokuun-in. %

In spite of its size, the circumstances surrounding the establishment of Kodai-ji and the
production of its objects are difficult to reconstruct. Although planning and construction
seems to have been underway from 1604 to 1606, there is no agreement on when
construction was completed. The diary of the courtier (sangi) Nishi-no-tdin Yoshitoki,
Tokiyoshi gyoki BFBEIIFL, an account of events from 1587-1639, mentions that the plans
* for moving the temple were underway in 1604, with the move occurring in the Sixth
Month of 1605. Another source, the Todaiki 244X32, an anonomyous document that
covers the social and political events of the late-sixteenth and early-seventeenth centuries
(1570-1615) gives 1605 as the date of its completion. 1606 is the completxon date given by
the Kodai-ji shikd.%

Although of questionable reliability, Kodai-ji shikd provides the most detaﬂed data on
its foundation. According to this source, the site was provided and construction approved
by Tokugawa Ieyasu, who directed Itakura Katsushlge his representative in Kyoto (Kydto
shoshidai), to act as construction superviser (fushin bugyd). Sakai Tadamasa and Doi
Toshikatsu, two of Ieyasu’s most trusted vassals and experienced construction supervisors,
were appointed commissioners (goyd gakari) for the project.47

42 Tékyd daigaku shirydhensanjo, pp. 259 and 265,

43 Kokushi Dajjiten henshii iinkaihen, vol. 2, p. 202; Sawa, P- 94; Murai, p. 42; Kydto-shi hen, vol. 1, pp. 575 and
621; Kyoto-shi hen, vol. 2, pp. 315,

44 TBkyb daigaku shiryd hensanjo, pp. 259 and 265,

45  Tokyd daigaku shiryd hensanjo, pp. 259; Pongsonby-Fane, p. 298.

46 Yoshimura 1971, p. 2; Oota, pp. 34-38; Kydto-fu kydiku iinkai jimukyoku shids-bu bunkazai hogo-ka 1951,
pp. 1-4.

47 Kodai-ji shik; Tokyd daigaku shiryd hensanjo, pp. 257-258; Yoshimura 1971, pp. 2 and 36.
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While this information is not corroborated by other sources, it is reasonable to assume
that the establishment of a temple within the city of Kydto—certainly a temple of this
_size—would involve the top construction supervisers of the bakufu. This seems to be
verified by the quality of the extant buildings. The construction of any temple in the
capital—much less one connected with the Toyotomi or the legacy of Hideyoshi—at this
time would certainly require the approval and supervision of Tokugawa Ieyasu and
Itakura. While in hindsight the triumph of the Tokugawa may seem like an unavoidable
event, in the middle of the first decade of the seventeenth century, the question of
Tokugawa dominance was still very much in doubt at this time.*® It was only five years
after the Battle of Sekigahara. Ieyasu passed on the office of Shdgun to his son, Hidetada,
that same year (1605). Clearly such a delicate and large-scale construction and transfer
would involve such figures, especially as it occured immediately following the Hokoku
Matsuri B E%% (1604), the riotous public commemoration of Hideyoshi’s death.4

Regardless of the extent of Ieyasw’s direct involvement with the construction of the
temple, there is solid documentation of the land grants that he and his successors
provided for the long term support of the temple. Initially, in 1605 (Keichd 10), the
temple was supported by an annual income from land with a yield of 100 koku. This was a
continuation of the support level (firyd S7%) enjoyed by Kotoku-ji, This was increased to
500 koku in 1612 (Keicho 17), the figure at which it remained for the remainder of the
Edo period.5

During its golden age—the first half of the seventeenth century—Kodaiji was a
sprawling compound, covering 95,470 #sube in area. It was the head temple (honzan) with
over a dozen subordinate temples.’! Its buildings included a Buddha Hall (Butsuden {4
[#%), a Priests’ Quarters (Kuri FE38), a Large Abbot’s Quarters (Daihdjc K 3L), a Small
Abbot’s Quarters (Shohojo /N3, a Bell Tower (shordo #88E), multiple large gates
including a Chinese Gate (Karamon) and Main Gate (Hyomon), a Founder’s Hall
(Kaisan-do BAILE), wwo tea houses (Karakasa-tei FE#EE and Shigure-tei B§H =), a
bridge-pavilion (Kangetsudai # B &), and a Memorial Chapel (Otamaya 1% =2).52

Today it is only a shadow of its original splendor. Three major fires (1789, 1863, and
1884) destroyed many of the original structures. The temple was one of several in the
Higashiyama district to suffer a drastic property confiscation in the early-Metiji period.
The temple was reduced to one sixth its original size, from 95,470 to 15,515 tsubo.5* Few
of its oxiginal subtemples survive., It also lost its status of a head temple (honzan),
becoming a branch temple of the nearby Rinzai temple of Kenninji (Rinzai-shii

Kennin-ji-ha B~ E{ZFIR).

48  Bolitho, p. 1-7.

49 Kyoto-shi hen, vol. 4, esp. pp. 595-600.

50  Kydto Kokuritsu Hakubutsukan, plate #53-54; pp. 67-68 and 159-160; Takeuchi, p. 581; Tamamuro, p. 208;
the support level of 500 koku was reaffirmed by Tokugawa Hidetada in 1617 and by Iemitsu in 1636.

51 Kyoto-shi hen, vol. 5, p. 91 and Gotd, p. 16.

52 Yoshimura 1971, p. 2-4; Oota, pp. 34-38; Kyoto-fu kydiku iinkai jimukyoku shidd-bu bunkazaihogo-ka 1951;
Gotd, pp. 15-17.

53 Kyoto-shi hen, vol. 7, p. 532.
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Although the temple is only a portion of its original scale, there are still preserved six
buildings that date from around the time of its foundation. All have been designated
Important Cultural Properties. These. are the Founder’s Hall (Kaisan-do Biill%&),5 the
Main Gate (Hyomon #F[9)5 two tea houses (Karakasa-tel) FES% (also called
Ankankutsuy, % which was partially destroyed in the 1932 typhoon and Shigure-tei I
Fi5%),% the Bridge-pavilion (Kangetsu-dai #1 H &),5 and the Memorial Chapel (Otamaya
fHISE £ ).5¢ The temple remains, however, a major monument of the art of the Momoyama
period. Each of these structures is an important site for the study of their respective
fields, including the tea houses, garden design, mausolea, and architectural decoration,
Each of the structures surviving from the time of the establishment of the temple
traditionally are thought to have been transfers from Fushimi Castle.

Of these extant structures, the building with the greatest art historical value and the
one most critical for an understanding of the history of the temple is the Mausoluem
(Otamaya). A small structure located halfway up the hillside beside the temple, the
Mausoleum is considered a prototype of the type of architecture (reibyd) that reached its
maturity in the Nikkd Toshd-gii of the Tokugawa later that century. ¥ Lavishly adorned
with painting, lacquer, and metal fittings, it ranks with the Phoenix Hall of the Bydda-in
and the Konjiki-do at Chuson-ji as one of the most highly decorated extant spaces in
Japanese art history. Kand Mitsunobu (J8536{5 died 1608), son and successor of Kand
Eitoku as head of the Kand painting workshop, who were in the service of the Tokugawa
at this time, produced the paintings that surround the shrines of the inner sanctuary. It
is representative of several structures produced at this time, including the Main Shrine
(honden) of Tsukubushima Jinja,5! the Shiro Shoin of Sambg-in at Daigo-ji, and the Guest
House (Kyakuden) at Daikaku ji, that used maki-e as an architectural decoration,é

. The lacquer designs of gold maki-¢ on black lacquered wood cover the inner sanctuary
of the Mausoleum. The inner sanctuary contains three shrines (zushi). The central one,
housing a statue of the Buddhist deity Kannon, is flanked by shrines containing memorial
statues of Hideyoshi and Kddai-in: The statues are seated behind folding doors, four
panels to each set, fastened together with ornamental metal hinges.

During repairs at Kddai-ji in 1939, a needle-point (harigaki) inscription scratched into
the maki-e on the large wooden doors of the Hideyoshi shrine at the Mausoleum (Kodai-ji
Mitamaya Hideyoshi zushi tobira) was discovered. It has been read as “Bunroku five
[1596], Twelfth Month” (Bunroku go nen finigatsu), the date.of these doors has been
established

54 Bunkachd, vol. 12; Kydto-fu kydiku iinkai jimukyoku shids-bu bunkazai hogoka.

55  Bunkachd, vol. 15; Kyoto-fu kydiku finkai jimukyoku shidd-bu bunkazai hogoka 1950.

56  Bunkachd, vol. 16; Oota, pp. 34-38; Karakasa-tei isalso called Ankankussu ZERE and was partially destroyed
in the 1932 typhoon.

57  Bunkachd, vol. 17; Juyd bunkazai hensan iinkai, pp. 88-89.

58  Bunkacho, vol. 14, :

59 Takeda and Hirai, pp. 178-90; Okawa, pp. 46-62; Murakami.

60  Doi 1980, pp. 106-13; Takeda 1977, pp. 125-26.

61 Haino Akio 1981, pp. 53-86.

62 Okada, Matsuda, and Arakawa, pp. 86-89; Hirai 1983.
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as 15965

The present physical state of the doors provide further evidence that they were not
made for this site but were moved from another site. The doors of the Hideyoshi shrine
differ in design, composition, and mode of production from those of Kodai-in’s shrine.
Even the metal hinges of both sets of doors differ in shape, size, design, and placement.
The awkwardly truncated maple and chrysanthentum designs on the doors also indicate
that the sides of these doors have been cropped. Yoshimura has also shown that the doors
were originally larger and in reverse order, with the pampas grass side originally on the
interior surfaces.5 X-ray studies of the doors in 1977 support Yoshimura’s claims.55

These doois predate the establishment of Kodai-ji and are thought to have been
transferred to this site from elsewhere. No contemporary documentation exists of this
transfer or the appearance of the Otamaya at this time, Although there is no description
of this building contemporary with its construction, the Sanshii meiseki-shi LM & A
(Famous Sites of Yamashiro Province), a Kydto guidebook published in 1702, describes
the interior of the Mausoleum in considerable detail. This account suggests that the
interior decoration has not changed significantly since the Genroku period.s6 The date of
the inscription found on the Hideyoshi doors, 1596, corresponds to a major
reconstruction at Fushimi following a destructive earthquake.®” As reconstruction work at
Fushimi, on orders of Ieyasu, occurred around the time of the founding of Kodai-ji, the
probability of transfers from Fushimi to Kodai-ji were even higher, As this discovery
seemingly confirmed temple legend and the claims of Kydto guide book accounts from
the late Edo period that these surviving structures at Kodai-ji were transferred from
Fushimi Castle at the time of the temple’s construction, it was readily accepted. By
extension, the lacquer objects, decorated in the similar Kodai-ji maki-e mode, were also
thought to have their origin in the patronage and time of Hideyoshi.

Eater repair work at the same site uncovered inscriptions that are thought to be the
names of lacquerers responsible for this work. One of these, Kdami Kyii (or
Matazaemon) is thought to have been a member of a branch family of the Kdami
hereditary lacquerers. Since the Koami served Hideyoshi at this time, this seemed to
provide further evidence linking the structure to Hideyoshi and Fushimi Castle.8

This inscription, although only providing a temporal link between the founding of
Kodai-ji and the rebuilding of Fushimi Castle, is the most concrete evidence for linking
the temple to Fushimi Castle and the patronage of Hideyoshi. In recent years,
architectural historians have begun to question the traditional claims to the legacy of
Hideyoshi’s Fushimi Castle of K6dai-ji and other sites. Diocuments of the time indicate
that fighting at the castle prior to the decisive Battle of Sekigahara resulted in the
complete destruction of the castle.® It is unlikely that any transfers from the Fushimi

63 Yoshino, pp. 76-83; Yoshimura 1971, pp. 4-12.

64  Yoshimura 1971, pp. 5-7.

65  Okada, Matsuda, and Arakawa, p. 83.

66  Sanshil meiseki-shi, pp. 28-32.

67  Naitd Akira et al. 1971, pp. 75-82; Sakurai, vol. 2, pp. 256-63.
68  Ida, pp. 27-36.

69 Yamane, p. 134.
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Castle built by Hideyoshi would have been possible when Kodai-ji was established five
years later,

Even in the unlikely event that buildings like those at K(‘)dal-]l had survived, Fujicka
Michio questions whether Ieyasu would have been likely to further the memory and
legacy of Hideyoshi by distributing them to other sites.™ The Higashiyama section of
Kyoto at this time was already crowded with monuments to Hideyoshi, including a huge
temple (Hokd-ji, the Kyoto Daibutsu) and shrine (Hokoku Jinja) as well as the grave of
Hideyoshi (Hokoku-byo). Building another monument to Hideyoshi, whose heir and
supporters marked the major obstacle to Tokugawa hegemony, did not make good
political sense,

An important ‘piece of new evidence presented in a recent article by Shimosaka
Mamoru suggests that even the once firm link to Fushimi provided by the Otamaya
inscription is open to question: According to a record preserved at Kodai-ji, the Lineage
of Certified Master Priests, Kotoku-ji was established by at least 1592.7 This discovery
has major implications for determining the source and patronage of the Mausoleum and
other objects at the temple. This is a significant revision of the previously accepted date of
Kétoku-ji's foundation, that of 1598. Based largely on evidence provided by Kodai-ji
shikd, it was thought that the temple was built in 1598, the year of the death of the mother
of Kodai-in. Since it also roughly corresponded to the time of Kodai-ins move to this area
of Kydto, it seemed a plausible date.

This earlier date means that Kotoku-ji existed in 1596, the date of the inscription on the
doors at the Mausoleum at Kodai-ji. Thus, Kotoku-ji—and not Fushimi Castle—should
be considered the likely source of buildings transferred to Kodai-ji. The argument for
Kotoku-ji as the source of the structures for Kodai-ji has a firmer documentary basis,
From the beginning, Kodai-ji was viewed as a continuation of Kotoku-ji. Until 1605,
Kddai-ji was frequently referred to in documents as the “Kotoku-ji of the Eastern Hills”
(Higashiyama Kotoku-ji).” Like Kotoku-ji, Kodai-ji was originally a temple of the S3t5
branch of Zen sect.™ Also, at the time of its establishment (1605), Kddai-ji received the
same level of land tax support, 100 koku, as Kotoku-ji had previously enjoyed.™

Even if the doors of the Hideyoshi shrine came from Kotoku-ji and not from Fushimi
Castle, how plausible is it to consider Kodai-in their patron? Throughout Japanese
history, the use of maki-e, especially architectural maki-e, combining the most sumptuous
materials-(lacquer and gold) with superior craftsmanship, was available to only patrons of
considerable wealth. For most women in Japanese history, this would be almost
impossible to determine. Kodai-in is an exception; evidence of her income, especially the
tecord of her income derived for landed sources, is considerable.” These figures also
indicate that she had the financial ability to be a major patron of the arts—both before

70 Fujioka 1975, pp. 7-14.

71 Shimosaka, p.18; Kyoto Kokuritsu Hakubutsukan, plate #15; pp. 36, and 143-144,

72 Kydto-fu kydiku iinkai jimukyoku shidd-bu bunkazai hogo-ka 1951, p. 2; Shimosaka, pp. 18-19.

73 The temple obtained permission from the bakufu to convert to the Rinzai branch in Genna 8 (1622).
74 Kydto Kokuritsu Hakubutsukan, plate #53, pp. 159-160.

75  Uchida, p. 85, Wakita, pp. 1-30.
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and after—the death of Hideyoshi. The following chart sketches her income and major
art patronage:

Documented Income’ Major Art Patronage
1592-1595—10,001 koku Katoku-ji BeRs<F (ca. 1592)
1595-1604—15,672 koku Daigo-ji BBi<F (ca. 1598)
Mii-dera =F#3F (1600)
1604-1624—16,346 koku Kodai-ji mEF (ca. 1604)

From 1592, the earliest known date for the existence of Kotoku-ji, she received an
income of 10,001 koku from land taxes. What this income meant in terms of actual wealth
or purchasing power is difficult to say. It was equivalent to the income of the lowest level
daimyd. Because she did not have the financial obligations of a daimyo such as
maintaining a retinue of fighting men and other services to a lord, it is difficult to
compare in terms of disposable income.

Nonetheless, her income exceeded that of Retired Emperor Gomizuno-o {1596-1680;
reigned 1611-162%)—and Tofukumon-in (1607-1678)—later in the century. Their
extensive patronage of the arts is well documented,”

These figures are only the income that she derived from land tax collections. It was
probably dwarfed by revenues received from her control of raw silk sales to the citizens of
Kyoto.” Given the extent of the lucrative silk trade at this time, it is abundantly clear that
this was a huge source of income, one that could easily dwarf her income derived from
land taxes.”

Such an income would have been adequate to establish and maintain Katoku-ji, a
smaller temple than Kodai-ji in terms of land holdings and income support, one hundred
koku. If the Kdami inscribed doors are from K&toku-ji, then she had access to these top
lacquerers, who were in her husband’s employ at this time.

From 1595-1604, her income from land revenues increased over 50%, to 15,672 koku.
During this time, she contributed to the rebuilding of Daigo-ji and Mii-dera. Her
donations to Daigo-ji appears to have supported the general rebuilding effort and did not
result in a separate structure. At Mii-dera (Onjo-ji) in Shiga Prefecture, however, her .
assistance led directly to the rebuilding of two buildings, including the massive Main Hall
(hondd). Designated a National Treasure, this building is today considered one of the
major structures of its type produced at this time. This structure is indisputable proof of
her wealth and the quality of building her patronage was capable of producing.® Further
proof of her disposable income is found in a letter dated 1602 to her nephew and former
stepson, Kobayakawa Hideaki (1582-1603), concerning a loan valued at 500 ry5.8!

76  Uchida, pp. 85-91.

77  Kydto-shi hen, vol. 5; Kumakura; Takeda 1980,

78 Asao, p. 63; San’y5 Shimbunsha, pp. 7 and 126-127.
7% Cooper 1972.

80 Hamada, p. 134.

81  San'y0 Shimbunsha, pp. 126-127.
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- From 1604 until her death (1604-1624), her land income increased incrementally to
16,346 koku. It was at this income level that she founded and maintained Kodai-ji. While
the financial support provided by the Tokugawa was essential for the long-term
maintenance and survival of Kodaiji, its importance at the time of the founding of the
temple may be somewhat exaggerated. The 500 koku provided by Ieyasu represented only
a little more than 3% of Kddai-in’s total income at this time.

Nor can her wealth be measured only in terms of incorne. She was also a landowner of
major holdings. Her “retirement home” in the Sambongi section of Kyoto, where she is
depicted as living in seclusion, was in fact a huge estate that rivaled the adjacent Imperial
Palace in size.? Following her death, the site was donated to the Imperial Court and
converted into the Sentd Gosho, which served later that century as the home of Retired
Emperor Gomizuno-o, his consort Tdfukumon-in and their- daughter, the Retired
Empress Meisho.

Her income and address were appropriate for her social status and rank. From 1588,
she held Junior First Rank (juichii it —{), the highest rank attainable by someone who
was not a member of the imperial family. Kodai-in was no doubt quite familiar with
members of the imperial family and aristocracy, who were her neighbors and peers. Her
circle of imperial acquaintanences included Emperor Goyozei BBaR S (1571-1617;
reigned 1586—1611), whom she had entertained with Hideyoshi at Juraku-tei in 1588, On
the throne until 1611, Goydzei was the ruling emperor at the time of the establishment of
Kodai-ji. It was from Goydzei that she received her carlier court ranks and the name
Kodai-in in 1603, Another was the brother of Goy6zei and former step—son Hachijo no
Miya Toshihito /\ZcDEEM_ (1579-1629) who established Katsura Rikyi at this time.
When she was invited by leyasu to attend performances of Noh at Nijo Castie, it was often
in the company of other members of the aristocarcy.®* She was also connected to the
major cultural figures of this time though her nephew, Kinoshita Katsutoshi AKF %
(1569-1649), who later gained fame as poet under name Kinoshita Choshoshi A& F &I 7.
Student of Hosokawa Yisai #HJ/[#{7F (1534-1610), Chdoshoshi associated with many
major cultural leaders of the day, including Kobori Ensha’ fj\%ﬁ ] (1579-1647). In light
of Kodai-in’s wealth, status, and circle of acquaintances, one can image that Kodai-ji, with
its tea houses and lacquer treasures, was the site of an acitve salon in the early years of the
seventeenth century.

" Her activities were not limited to the social and cultural spheres. Evidence of her
role—and influence—in affairs of state can be found in the earliest records of her life. In
a letter written to her by Hideyoshi after he became made lord of Nagahama Castle in
1574, Hideyoshi indicates that his decision to leave the city tax free was influenced by the
persuasive arguments of his wife. Berry describes her as “his most constant correspondent
and a trusted political confidante throughout his life.”85

82  Kyoto-shi hen,vol. 4, pp. 292,
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Her political influence is not surprising. Her family made up the core of Hideyoshi’s
most trusted and earliest retinue of supporters. In addition to his stepbrother Hidenaga,
her uncle Sugihara Ietsugu and brother, Kinoshita Iesada, as well as her stepbrother,
Asano Nagamasa formed part of his inner circle of retainers.8 Her direct and indirect
involvement in political affairs did not end with the death of Hideyoshi. Her nephew and
former step-son, Kobayakawa Hideaki, played a pivotal role at the Battle of Sekigahara,
She was also utilized by Ieyasu on several occasions during his negotiations with Toyotomi
Hideyori. She remained a tireless—almost fierce—advocate for her family, the Kinoshita,
until her death.

The reluctance to assign to Kodai-in the primary patronage role at Kodaii is directly
related to the persistence of the view that Hideyoshi should be considered the major
patron there, There is a convergence of several issues at Kodai-ji, including the image and
reputation of Hideyoshi, the legacy of Fushimi Castle, and the reconciliation of the
historical record with the surviving objects. In this context, the degree to which fixed
interpretations continue in the face of considerable historical evidence to the contrary is
not surprising. , .

From the time of Ota Gyuichi, Hideyoshi and his exploits have evoked superlatives.
Berry, his biographer in the west, calls him “the most prolific builder in Japanese
history.”8” For George Elison, he was “a ravenous connoisseur of artistry ... in {whose]
resident castles we find the best symbols of the period’s tastes.”$ His resident
castles—Osaka Castle A% (from 1583), Jurakutei F2ZE%E (1586-87), Hizen Nagoya
Castle JEFT&E R (from 1591), and Fushimi Castle {& &5 (from 1594)—have become
fixtures in the Japanese historical and cultural consciousness. While surpassed in size and
opulence an later ages, these buildings have never been supplanted in the historical
imagination. In spite of Hideyoshi’s fame as a builder and patron of the arts, none of his
major building projects has survived, Some, like the Kydto Daibutsu and the original
Fushimi Castle, were destroyed by acts of nature. Others, like the Juraku-tei, were
demolished by Hideyoshi himself. Still others, like the later Fushimi Castle and Osaka
Castle, were victims of warfare and Tokugawa policy.

No loss is more complete than Fushimi Castle. The first castle built by Hideyoshi was
destroyed in an earthquake in 1596; the rebuilt structure in a battle in 1600. Although
later rebuilt by the Tokugawa, it was castle was dismantled and dispersed in the early
1620s. The subsequent planting of the site with peach trees was deliberate Tokugawa
policy aimed at destroying all trace of this symbol of the age of the Toyotomi glory. Unlike
his other major projects, nc contemporary depiction of the castle survives.® Many
questions concerning Fushimi Castle are likely never to be answered. Excavation became
unlikely after the building of the tomb of the Meiji Emperor on the site early this century.
His last major project, Fushimi Castle was the expression of the mature

86  Berry, p. 52.

87  Berry, p. 193.

88  Elison 1981, p. 61.

89 Naito 1979; for Juraku-tei, see Naitd 1971 and Tsuji; for Osaka Castle, see Yoshimoto and Miyakami 1983;
for Hizen Nagoya Castle, see Naitd 1968,
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patronage of the most renowned patron of the arts in Japanese history. In spite of its early
demise—or perhaps because of it, no building: has spawned more claims to its legacy.%
Fushimi Castle remains the most elusive, major buildings in Japanese history. It is also
one of its most compelhng symbols, of Hideyoshi and of the great age of grandeur and
opulence.

Another reason for the persistence of the Hideyoshi patronage interpretation is the
problem of how to reconcile the extant objects with the image and documentary record.
Hideyoshi was undoubtedly one of the great patrons in Japanese art history, yet littie
survives that can be attributed with any certainty to his direct patronage. Kddai-ji maki-¢ is
a major development of the arts at this time, but its origins have defied scholarly inquiry.
How to account for their appearance? It does not require a major leap of the imagination
to connect great art in a great age with a great man.

‘Another easy way to account for these is to attribute the emergence of the new form
with unusual properties to the taste of the new ruling class. New objects for new patrons.
The anti-traditional nature of Kadai-ji maki-e is often considered suiting the image of
Hideyoshi as the parvenu and ‘the iconoclast, who broke the established modes and
manners.

But what of his taste for tacquer? One of the few historical references to Hideyoshi’s
taste in lacquer is found in the family records of the Koami, who served as the official
maki-e lacquers to the military. elite from the time of Ashikaga Yoshimasa in the late-
fifteenth century until the fall of the Tokugawa bakufu.®1 Several members of the family,
including two consecutive heads of the workshop, produced lacquer for Hideyoshi. The
name of another, Kdami. Kyl Matazaemon, was discovered inscribed on the Hideyoshi
doors of the Mausoleum at Kodai-ji.%2

These records contain no evidence that the Kéami produced Kodai-ji maki-e for
Hideyoshi. They instead describe an incident involving one- of Hideyoshi’s prized
possessions, a writing box (suzuribako) originally in the collection of Ashikaga Yoshimasa
(1436-1490). While providing an insight into his taste, this account seems to suggest that
he was not attracted to the aesthetic of Kadai-ji maki-e. %

One of the renowned maki-e objects of the fifteenth century was a writing box
(suzuribako) that had been originally made for Ashikaga Yoshimasa (1436-1490) by
Koami Michikiyo, the second generation head and acknowledge master of the family. The
box was decorated with a phoenix (hoo) design, based on an underdrawing by the
renowned painter Minchd (1352-1431), on both the exterior and underside of its lid. The
two surfaces differed only in that the exterior had a background of densely sprinkled gold
maki-e, while the interior was coated with plain black lacquer. Hideyoshi instructed
Koami Nagakiyo (1529-1603), the sixth-generation head of the family, to apply a dense
ground of gold maki-e on the interior so that it match the exterior! The “improvement”
ordered by Hideyoshi suggests that he was an avid collector of objects with distinguished

90 Sakurai, vol. 2, pp. 371-88; Kirby; Ponsonby-Fane, pp. 304-311.
91  Koami 1940a, pp. 19-23.

92 Yoshino, pp. 76-83; Yoshimura 1971, pp. 8-12.

93 Koami 1940b, pp. 30-31.



PATRONIZING IMAGES:
KODAI-IN ANE TOYOTOMI HIDEYQSHI AT KODAI-JI 117

pedigrees, an iconclast, one with a love of gold ostentation, but not one who preferred the
aesthetic of plain black lacquer grounds characteristic of Kodai-ji maki-e.

Why has Kodai-in not been given credit as a major patron of art? The most obvious
reason is the dearth of material concerning her life and activities, especially when
compared with her illustrious husband. She has also certainly been eclipsed by
Hideyoshi’s stellar record and reputation. Another important reason is the limited realm
of activity allowed women in Japanese art history. Women are only viewed in relation to
the men in their lives. Once again, she is unable to emerge from her husband’s shadow.

A related issue is that creativity and innovative patronage of the arts is usually assigned
to men, who are seen as the active agents. Women, on the other hand, are seen as passive
conservators, with the concomitant denial to women of any role in the patronage of art
because patronage implies a creative component, an expression of taste. This is by no
means unique to Japan. 9 While it is acceptable to see Kddai-in as a filial daughter in her
patronage of Kotoku-ji, or as the pious widow in her patronage of Kodai-ji, the memorial
temple for her deceased husband, she is not allowed the role of patron of Kddai-ji, the
temple of art historical significance. Women, since the middle-eighth century, have been
seen primarily as conservators and transmitters and rarely as active patrons producing
works of superior quality. In spite of being a skilled calligrapher, active patron, and
powerful political figure, Empress Komyo (701-760) is best known as the preserver of the
legacy of her husband, Emperor Shomu (701-756; reigned 724-749), the patron of
Todai-ji. She was the person who donated his personal possessions to the Shosdin.

The activities of K&dai-in are interpreted in much the same way. She is the preserver of
their private objects, those they used during their days together at Fushimi Castle. There
are parallels to their private correspondence. Just as these letters revealed the private man,
one quite different from the public figure described in official documents, Kadai-ji is the
repository of objects that reveal his private taste, as opposed to the public taste that is the
matter of the public record. This has colored the interpretation of Kodai-in and her role.

One’s point of view is critical. Kodai-in is usually seen as the temple established, with
the assistance and approval of Ieyasu, as a memorial temple for Hideyoshi by his widow,
Kadai-in. As a result, the temple and its possessions are seen in the context of Hideyoshi’s
achievements and life. She established the temple as the widow of Hideyoshi.

If the point of view is altered—if the temple is seen in the context of the life and
patronage activities of Kadai-in, then things look very different. K5dai-ji was the temple
established by her, named after her. It was the temple of her family; this included her
parents, her brother and his family, and her husband. Kodai-ji was the direct successor of
the memozial temple established for her parents, a temple established independently
from Hideyoshi and some years after his death. The complex included sub-temples that
functioned as a memorial temple for her parents and for her brother’s family, the
Kinoshita. It was the site of her grave. From the beginning, K&dai-ji was her temple. She
is the central figure at Kodai-ji. It is more accurate to sce Kddai-in at Kodai-ji as a
Kinoshita, not as a Toyotomi.

94 Rosaldo, pp. 17-42.
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Kodat-in and Kddai-ji are not an isolated example, but rather symptomatic of a pattern
of ‘the interpretation of patronage and style formation. From the beginning of the
seventeenth century, women increasingly played an active role in the patronage and
production of art. Among the most prominent are: Yodogimi % (died 1615); daughter
of Odani no kata /M3 77 (Oichi 1) and patron of Yogen-in # ffy; Stgen-in 225k
(1573-1626), another sdaughter of Odani no kata and wife of Tokugawa Hidetada, and
patron of Yogen-in #{FET; Joko-in & Bt (1568-1633), daughter of Odani no kata, wife
of Kydgoku Takatsugu, FAEEKR (1563-1609) and patron of Joko-ji H&F; and
Matsu-no-maru dono FAHER (died 1636), conmsort of Toyotomi Hideyoshi, sister of
Kydgoku Takatsugu 5{#8E5X, and patron of Seigan-ji & 3. Others such as Sen-hime
T4 (1597-1666); also known as Tenju-in Kigil, Kasuga no Tsubone ZFEHDE
(1579-1643), wet nurse to third Tokugawa Shogun, Iemitsu (1604-1651; shagun, 1623-51),
Tofukumon-in EAEMEE (1607-1678), daughter of Tokugawa Hidetada (1578-1623) and
chief consort of Emperor Gomizuno-o #EKEXKE (1596-1680), and Keishd-in 5 B
(1627-1705), consort of Tokugawa lemitsu and mother of fifth Tokugawa shogun,
Tsunayoshi (1646-1709; shogun, 1680-1709) were active at many sites and on many fronts.

Assignment of Kddai-in as the major patron of Kodai-ji is counter to many powerful
forces that shape art historical interpretations and converge at Kodai-ji. Such is the power
of the image of Hideyoshi that he can be seen as the patron of a temple established after
his death. Unfortunately, the art legacy of Toyotomi Hideyoshi was largely lost at Fushimi
Castle in 1600 and at Osaka Castle in 1615. Crediting men with the patronage of great
works of art in this case has as much to do with reputation and leng held attitudes than it
does to the evidence provided by the historical record. Adding Kodai-in to the list of
patrons of art at this time in no way diminishes the achievement of Toyotomi Hideyoshi.
The place of Hideyoshi in the cultural history of Japan is secure. She appears to have
been a loyal correspondent, neglected wife, political advisor, but also an important patron
of the arts. There is no need to restrict the roles of Kodai-in or other women of financial
means and political connections who patronaged art. Inclusion of women such as
Kddai-in only deepens our understanding of the past, enlivens the brocade of history.
And this is a basic goal of art history,
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