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NAKKAS_H HASAN (PASHA), Ottoman
painter (d. 1031/16227).

Raised and educated in the Topkapi Sarayi, he is
one of the few court painters whose names have been
successfully attributed to specific manuscripts in 16th
and early 17th century Ottoman ateliers. At the same
time, his official political career is well documented.
The first record of his career appears in a document
from 989/1581, where he is identified as assigned to
the ketkhudd of the Treasurer, “Othman Agha, in the
Topkapi Sarayl. He appears in palace payment
records as Nakkash Hasan in 996/1588, 998/1590 and
1003/1594. By at least 1006/1597, Nakkash Hasan is
listed as agha and again in 1012/1603 he is cited in gift
and payment records as tkindjt kapidji bashi Nakkash
Hasan Agha and again as Yeni Ceriler Aghasi Nakkagh
Hasan Agha (Merig, 56-7). He is said to have been
made a pasha (Uzungarsili, 569, and Tamnd, Siyer-
Nebi, 42). His death is recorded as 1031/1622 (Uzun-
carsih, 569). This record indicates that he was a
product of the dewshirme [g.v.], since an education as
a palace page was a common route to such positions
(sce C.G. Fisher and A. Fisher for more detailed
descriptions of palace promotion). If so, this is one of
the few clues that at least some pages were trained
and/or worked as painters [see NAKKASH-KHANA]J.
Tanind1, Siyer-i Nebi, 42, reports that in 1014/1605
Nakkash Hasan was ordered to. ‘‘make the Bursa
Palace ready’’ for a visit by Sultan Ahmed 1. He also
drew the plan for a fughra for Ahmed I, now housed
in Topkap:r Sarayr Miizesi, GY 1394.

The fourteen years that separate the first two dates

in his recorded career are those in which specific’

references and several attributions are made to paint-
ings done by him for royal manuscripts. As early as
990/1582, he is associated with the Sir-name (TSK H.
1344). He is also connected with three Shah-names
(TSK A. 3592, R. 1300, and Tiirk ve Islam Eserleri
Mizesi 1965). Tamnd: notes the reference made to
him as the painter by the calligrapher Tal‘k-zade in
the colophon of the Egr: fethnamesi, otherwise known as
the Shah-ndme of Mehemmed III (TSK H. 1609).
Finally, his name is associated with the team who pro-
duced the monumental six-volume Siyer-i Nebi of
Murad III (TSK H. 1221, H. 1222 and H. 1223;
New York Public Library, Spencer Collection 157,
and Chester Beatty Library 419) and the ‘Adia”b al-
makhizkat (TSK A. 3632). As his political career
advanced, he seems to have closed his active career as
a painter,
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NAKKASH-KHANA (a. and ».), the name of the
Ottoman royal painting atelier,

‘The nakkash-khana has been a source of curiosity for
many Ottoman scholars. Although the word nakkash
iy be translated in several ways, including ‘‘an
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artist who embellishes surfaces’’, “‘illuminator of
manuscripts’’, ‘““an embroiderer”’, ‘‘wall decorator’’

(Redhouse, 863), nakkash-khana in the 16th-18th cen-
turies seems to refer to the palace scriptorium (Rogers
and Ward, 120-4).

The 16th century and later documents portray an,
organisation of craftsmen under state supervision of
the Ahl-i hiref. Similar sub-organisations also existed
in the provinces for provincial governors. The Ahl-
hiref contained workers from a variety of professions,
only one of which was the Djema‘at-i nakkashan, which
loosely covered artisans creating designs of a variety
of decorative schemes. Quarterly payroll registers for
the Ahi-i kiref were prepared and several survive (Atil,
30; Merig, 1953). Registers listing holiday (bayram)
gifts from master craftsmen to the Ottoman court sur-
vive from the 16th and 17th centuries (Merig, 1963).

Where the nakkashan plied their craft is unknown.
Until- recently, scholars assumed that painters
assigned to royal manuscripts worked within the
precincts of Topkapi Sarayi or in its provincial
equivalents. Filiz Cagman suggest that this was so at
least throughout the 16th century (Cagman). Now it
seems likely that, at least from the 17th century, these
may have served as gathering spots for commissioned
works produced in various parts of the Ottoman
empire (Atil, 32). There is no evidence for the place-
ment of a large painting atelier in the palace itself. In
his extensive analysis of the palace organisation,
Uzungarsii noted that such cultural activities as
poetry, calligraphy, and music went on in the palace,
but fails to mention any painting ateliers. Bobovi
made no mention of such an atelier in his detailed des-
cription of the Topkapi Sarayi, although this former
palace page provides much detail on virtually all
rooms identified in the first three palace courtyards.
Because of his exacting detail, the existence of the
ateliers within the walls of the palace proper is doubt-
ful (Fisher and Fisher, 1987, 118-20). Gilra
Necipoglu notes that to the left of the first courtyard
were extensive artisan shops which seem to have been
used by artists involved in the extensive palace repairs
(Necipoghu, 251-3). Finally, Ewliya Celebi describes
the plethora of guilds and workshops outside the
palace walls that are used both by the palace officials
and by the bourgeoisie of the town (Seydhat-name, i,
607-12).

The disbursement of the workshops has led several
scholars to investigate or document the connections of
painting ateliers with outlying SGfi tekyes (Fisher,
diss., 93-7) where manuscripts were commissioned by
Murad III and later transported to Topkapi Sarayi, or
with provincial centres such as Baghdad, where
manuscripts were made for such patrons as Sckollu
Mehmed Pasha (Milstein, 1984, 130-1, and Milstein,
1990) that may have supplemented the city guild
ateliers.
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SARAY NAKKASHANESININ
YERI UZERINE DUSUNCELER

Filiz CAGMAN ©

Osmanli Saray ehl-i hiref tegkilatinin en 6nemli b-
liklerinden olan nakkaslar, Saraya ait nakis sana-
ti ile ilgili her tlrld isi yapmakia gorevliydiler.
Bunlarin arasinda mizehhiplik, musavvirlik, res-
samlik, cetvelkeslik, renkzenlik, yani kitap sanati-
na iliskin faaliyetler bulundugu gibi, kutu, sandik¢a
gibi ahsap ya da mukavva (izerine yapilan cesitli
tasinabilir esyanin bezenmesi de 6nemli bir yer tu-
tuyordu. Stiphesiz Saray nakkaslarinin faaliyeti sa-
dece bunlardan ibaret degildi. En énemli igleri
arasinda Saray kdsklerinin, binalarinin bezenme-
si icin kalemisi desenlerini hazirlamak ve bunlan
uygulamak bulunuyordu. Bunun disinda, ¢adirlar,
otaglar, halilar, kumaslar, giniler gibi, Sarayin ge-
reksinimi olan ve diger ehl-ihiref bolikleri tarafin-
dan Gretilen baz sanat eserleri igin desen
hazirlamak da Saray nakkaslarinin ¢aligma alani-
na girmekteydi. Bitin bunlar, dzellikie mimari ve
diger sanat faaliyetlerinin alabildigine cogaldigl 16.
ylizyllda, Hassa yani Saray nakkaslarina oldukga
fazla gorev distiginl gostermektedir.

Ehl-i hirefin diger bollklerindeki sanatgi ve zana-
atcilar gibi, yovmiye Uzerinden (¢ ayda bir maag
alan nakkaslarin teskilatinda 16. ylzyil boyunca
bazi degisiklikler gdzlemlenir. Kanuni Sultan SC-
leyman déneminde Saray biitgesine ait bir muisa-
hereharan mevacib defterinde cemaat-1 mezkdran

(*) Dr. (Topkap! Sarayl Mizesi Uzmani)

be-nam-agayan basligl altinda mimarbasl, saka-
basl, helvacibasl, gizmeci ve kiirkglibagi ile gadir
ve alem mehterbaslarinin yanisira, nakkasbasinin
da adi ge¢mektedir.”

Nakkaslar bolugi ve onlarin baginin Gstlinde 6zel
bir gbrev olan ve sarayin énemli agalar arasinda
yer alan bu nakkasbasinin Hasan Celebi b. Abdul-
celil oldugu anlasihir. Aylik Ucret aldigl belgelerden
kolaylikla izlenebilen Hasan b. Abddilcelil'in digin-
da nakkaslar boliglinin sernakkas veya serbéliik
olarak adlandinlan bir nakkagbasisi bulunuyor-
du.? Onceleri bu gdrevi Sah Kulu (6Im. 1556),
onun 6liimiinden sonra da Kara Memi (Mehmed-i
Siyah) ylklenmistir.”

s 16v ylizyllin son geyreginde sayilar hizla artig gds-
teren nakkaglar bolliglinde sernakkas veya serbo-

liik olarak da gecen bir nakkagbaginin yanisira,
kethiida, serbolilk, seroda-i evvel ve seroda-i sa-
ni gibi idari gdrevlerin olusturuldugu anlasiir® An-
cak, Kanuni Sultan Stleyman dénemindeki aylik
{icret alan ve belirtilen gérevierin Gstiinde bir mevki
olan nakkasbasihigin kaldinidigr dikkati ceker.

16. ylizyilin sonlarindaki teskilatianmanin 17. ylzy!l
baslarinda da slrdugl ve giderek sanatgi sayisi-
nin azalmasiyla orantili olarak sadelestigi gdzlem-
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504 ERDOGAN, Sinem. The nakkaghane. Tarih:
Graduate History Journal, 1 (2009) pp.37-69.
H@M@? las e~ (Within the discourse of "classicism"” in Ottoman art
historical studies, the nakkaghane has been depicted
} Yo 0?"?’ as a central institution which codified a distinctively
Ottoman visual and aesthetic vocabulary.)
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