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CHAPTER I  

 

 

Integration of Artificial Intelligence into Architecture: 

A New Era 

 

 

Ayĸeg¿l KA¢AR1 

Fatih SEMERCĶ2 

 

Introduction  

Currently, new technological developments have brought the 

discipline of architecture in a radical way. Following digitalisation 

and automation, artificial intelligence (AI)  is redefining the 

boundaries of architecture by offering a wide range of new 

possibilities from design processes to building management. AI not 

only enhances the creative potential of architects, but also has the 

potential to go beyond traditional methods to produce smarter, more 

efficient and sustainable solutions. 
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Architecture has been a discipline influenced by 

technological innovations throughout history. From advances in 

building materials to computer-aided design (CAD), each innovation 

has led to radical changes in design and construction processes. The 

introduction of AI in architecture is the recent and perhaps the most 

transformative of these changes. Through complex data analysis, 

learning algorithms and predictive capabilities, AI offers a new 

paradigm both in the design process and throughout the life cycle of 

structures. 

The aim of this chapter is to investigate the integration of 

artificial intelligence in the field of architecture, the innovations and 

potential advantages it brings to architectural processes. Firstly, a 

brief overview of the historical development of AI has been 

presented and then the developments in the discipline of architecture 

from digital tools to artificial intelligence have been mentioned. The 

transformation of the notion of ñgenerative designò into the notion 

of ñgenerative artificial intelligence (AI)ò has been discussed. 

Finally, the ethical issues of this technology and its possible 

effects on the architectural profession have been also discussed. The 

fact that AI is not only a tool but also a power transforming the 

practice of architecture is the main premise of this study. 

History of Artificial Intelligence  

The milestones of artificial intelligence were laid in the 

1940s and became the turning point of important developments. In 

1943, McCulloch and Pitts introduced the first mathematical 

formulation of the biological neuron, which is considered the first 

óartificial neuronô (McCulloch & Pitts, 1943). This artificial neuron 

represents an early definition of the artificial network concept. Then, 
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in 1948, a device called óTransistorô was developed (Bardeen & 

Brattain, 1949) With this machine, control could be achieved by 

changing the strength of an electrical signal (Figure 1). 

 

Figure 1. Transistor 

Source: [1]  

The first definition of artificial intelligence was made by 

McCarthy and his associates in 1955. According to them, artificial 

intelligence was defined as: óthe use of the human brain as a model 

for machine logicô(McCarthy, Minsky, Rochester, & Shannon, 

2006). 

The field of artificial intelligence, which was developed with 

these theoretical discourses and applied prototypes, was further 

developed by designing a machine that learns through a prototype 

called óPerceptronô developed in 1957. Perceptron was able to 

classify images by training and learning (Figure 2). 

After the prototypes related to artificial intelligence, there are 

also developments in the field of Natural Language Processing 
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(NLP). A programme called ELIZA was developed as a computer-

based chat programme (Weizenbaum, 1966). 

 

Figure 2. Perceptron  

Source: [2]  

In 1969, the limitations of artificial intelligence were 

critically examined and articulated in the seminal work Perceptrons 

(Minsky & Papert, 1969). The book critiques Rosenblatt's (1957) 

Perceptron, asserting its inadequacy and inability to solve complex 

problems. 

The period of stagnation in artificial intelligence that 

followed these critical publications ended with the emergence of 

Expert Systems. Expert Systems are designed as software programs 

capable of reasoning based on a set of predefined rules. 

Examples of Rule Based Expert Systems are MYCIN 

project, R1 programme, Cyc project. MYCIN project is an artificial 

intelligence model intended to identify bacteria to be used in the 

medical field. The R1 programme is a rule-based model for the user, 
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intended to automate the ordering of computer components. The Cyc 

project aims to model data such as information and concepts about 

how the world works (Chaillou, 2021). 

Following these models, artificial intelligence experienced a 

second period of stagnation, often referred to as the second AI  

winter, due to the limitations of expert systems, particularly their 

lack of a learning principle. However, the design of the computer 

"DeepBlue" in 1997 marked the end of this stagnation and reignited 

interest in AI research. DeepBlue, as an artificial intelligence system, 

achieved a historic milestone by defeating the World Chess 

Champion Garry Kasparov (Newborn, 2003). With this 

development, the concept of ódeep learningô was introduced to the 

public. 

Deep learning has been further developed with AlexNET, a 

deep learning programme developed in 2012 (Krizhevsky et al., 

2012). 

In 2016, Go champion Lee Sedol was defeated by AlphaGo 

developed by DeepMind (Silver et al., 2016) .  

The American Research Laboratory, OpenAI, published an 

artificial intelligence language model called GPT-3 in 2020 (Brown 

et al., 2020). Subsequently, DALL -E and GLIDE language models 

were published, and artificial intelligence became the centre of 

attention. ((Ramesh et al., 2020); (Nichol et al., 2021) .  

Each of these models is trained on large datasets and 

contributes to language and visual content generation. Thanks to 

advanced artificial intelligence and deep learning techniques, 

complex and creative tasks can be accomplished. 
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In 2014, a new deep learning framework theorised by Ian 

Goodfellow developed GANs (Generative Adversarial Networks) 

that can be trained to produce image synthesis (Goodfellow et al., 

2014). 

 

Figure 3. Human faces generated with StyleGAN  

Source: (Karras, 2019).  

In a study published in 2019, a StyleGAN model that can 

generate a large number of realistic human faces at high resolution 

has been designed using these GANs. (Karras, Laine, & Aila, 2019). 

In the image shown in Figure 3, it is aimed to generate non-existent 

human faces by overlapping features such as hair type, glasses type, 

skin colour from human faces in source A and source B (Figure 3). 
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AI and Architecture  

Architecture's relationship with technology continues to 

mature with the development of artificial intelligence. Therefore, it 

is of great importance to understand how artificial intelligence will  

contribute to the technological development process of architecture. 

This chapter aims to reveal how both histories intersect while 

grounding the presence of AI in the field of architecture. 

1.Computer Aided Design and Architecture 

In the mid-1950s, design software produced by some 

engineering firms pioneered the use of computers in architectural 

design. Firstly, an American researcher named Patrick Hanratty 

introduced the first Computer Aided Design (CAD) prototype called 

óPRONTOô in 1959. (Carlson, 2005). 

In 1963, Ivan Sutherland developed the software programme 

óSketchpadô, one of the first CAD programmes developed at MIT. 

(Sutherland, 1964). Sutherland's work has been used for the 

representation and manipulation of geometries on screen. Sutherland 

has designed software that not only allows precise 2D drawing of 

technical elements, but also offers an intuitive interface for 

designers. With pen handling and highly simplified controls, 

SketchPad has provided drafters with a level of comfort and 

flexibility  (Chaillou, 2022). According to Gerber, Sketchpad is a 

parametric design engine in which relationships between geometric 

entities are preserved when points, lines and arcs are moved on the 

screen with a light pen (Gerber, 2007). 
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Figure 4. Ivan Sutherland & Sketchpad  

Source: [3]  

With Pierre Bezier's óUNISURFô software, the transition 

from two-dimensional drawing to three-dimensional modelling in 

computer-aided design has been achieved. (B®zier, 1971). This 

programme, which was first used in the automotive sector, has been 

used in many fields including architecture.  

Nicholas Negroponte, who investigated the effect of 

computer-aided design on architecture, enabled the implementation 

of computer-aided design in architecture with his óURBAN 5ô 

project (Negroponte, 1969) . In 1970, Negroponte published his 

book óThe Architecture Machineô. The main purpose of this book 

was to investigate how computers could improve architectural 

design in the future decades (Negroponte, 1970) . 

In 1989, computer-aided design and fabrication software, 

CATIA, was developed by Dassault Systemes to solve the extreme 
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geometric complexity of some of architect Frank Gehry's projects 

(¢ēngē, 2006). Using CATIA, Gehry resolved the geometric 

complexity of his designs and attempted to find new forms. In this 

way, Gehry set a precedent in the field of architecture with the 

Guggenheim Museum in Bilbao, which opened in 1997 (Figure 5). 

 

Figure 5. Guggenheim Museum 

Source:(From the author's archive, 2017) 

With the development of software such as AutoCAD, 

architects have been able to control complex geometries and create 

collaboration between designers.  

However, as architects adopted this software, some 

limitations emerged. These limitations, such as the repeatability of 

drawing tasks, lack of control over specific shapes and the difficulty  

of specifying complex design rules, have led the industry to look 

elsewhere for complementary technologies. 
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2.Generative Design and Architecture 

Generative logic is not new in design and architecture. 

Mitchell mentions that the origins of generative systems can be 

traced back to philosophy, literature and music composition, and 

especially architectural generative systems to Leonardo da Vinci 

(Mitchell, 1977) (Figure 6). 

Celestino Soddu (1994) defines generative design as óa 

morphogenetic process that uses structured algorithms for unique 

and unrepeatable results realised by an idea-codeô (Soddu, 1994). 

 

Figure 6. Geometric codes, variations drawn by Leonardo Da 

Vinci 

Source: (Generative Art Journal, 2019) 

Branko Kolarevic (2003) defines digital morphogenesis as 

follows:  

ñPredictable relationships between design and 

representations are abandoned in favour of computationally 

generated complexities. Design models that can realise continuous, 

continuous and dynamic transformations replace the static norms of 
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traditional processes. Complex curvilinear geometries are produced 

with the same ease as Euclidean geometries of planar shapes, while 

cylindrical, spherical or conical forms can also be produced. Design 

no longer ógeneratesô the plan; sections play only an analytical role. 

The grid, repetitions and symmetries lose their former legitimacy as 

infinite variability becomes as feasible as modularity and mass 

customisation offers alternatives to mass production.ò (Kolarevic, 

2003). 

Michael Hensel defines digital morphogenesis as óa process 

of self-organisation based on the growth of living organisms, from 

which architects can learnô (Hensel, Menges, & Weinstock, 2006) 

Generative systems assert not only the creation of form, but 

a creation that goes beyond modelling the ólogicô of design. This is 

the modelling of the basic functioning of the design rather than the 

physical modelling of a designed óobjectô (Leach, 2009). 

The first computational generative models focused on the 

synthesis of architectural layout and were based on optimisation and 

symbolic artificial intelligence techniques (Flemming & Woodbury, 

1995; Mitchell, 1977) 

Over time, generative models have become a technique with 

the incorporation of methods such as optimisation and genetic 

algorithms. Furthermore, rule-based and agent-based models such as 

fractals and L-systems, cellular automata and swarm algorithms, or 

simulation techniques such as physics simulation have further 

expanded this repertoire (Fischer & Herr, 2001; Kalay, 2004; 

Kolarevic, 2003; Oxman, 2006) 

Machine learning is also incorporated into generative models 

to automatically infer generative from data or experience (Bidgoli & 

Veloso, 2019; Kalay, 2004) 
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Dino (2012) categorised generative systems into three 

categories (Dino, 2012): linguistic, biological and parametric design.  

Veloso and Krishnamurti (2021) developed a taxonomy for 

generative models and categorised them in a table (Figure 7),  

(Veloso & Krishnamurti, 2021). The blocks in the first row are the 

three common expressions of a generative model: parametric, rule-

based and agent-based. These blocks are very important as they 

define special formulations for models that result in different design 

spaces and forms of design navigation. The second row includes 

computational methods such as optimisation, composition and 

simulation for automatic design synthesis. These blocks support the 

execution phase where designers can explore design alternatives by 

interacting with the design, its inputs and outputs. Finally, the third 

row includes generative learning and behavioural learning blocks, 

which are computational strategies to automate the formulation of 

the model using data or experience. 

 

Figure 7. Taxonomy of Generative Models  

Source: (Veloso & Krishnamurti, 2021). 

3.Parametric Design and Architecture 

Parametric design is a process based on algorithmic thinking 

that enables the expression of parameters and rules that together 
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define, codify and clarify the relationship between ódesign purposeô 

and ódesign responseô (Jabi, 2013). 

Luigi Moretti defined parametric architecture as the study of 

the órelationships between the dimensionsô of a design based on 

parameters. Moretti's project, Stadium N, was an early 

demonstration of the potential of parametric modelling, in which he 

formulated a precise procedure by defining nineteen parameters as a 

set of mathematical equations that are directly responsible for the 

final shape of the structure. Each variation of this set of parameters 

reveals a new shape for the stadium (Moretti,1971),   

In 1988, Samuel Geisberg introduced the software 

óPro/ENGINEERô, which provides full  access to geometric 

software. 

In his manifesto entitled óParametricism, A New Global 

Style for Architecture and Urban Designô (2009), Schumacher laid 

out the basic principles of the architectural style he called 

óParametricismô (Schumacher, 2009).  

Working with Schumacher, Zaha Hadid's work, such as the 

Kartal Pendik masterplan (Figure 8), was often the result of rules 

coded directly into the programme, providing an unprecedented 

level of control over building geometry. Throughout her work, many 

architectural decisions have been formulated as parametric 

procedures, whereby key variables drive the resulting design. The 

apparent fluidity  and organic nature of Hadid's work is partly due to 

this coding methodology. 
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Figure 8. Zaha Hadidôs Pendik Master Plan 

Source: [3] 

Software applications such as óGenerative Componentsô 

developed by Bentley Systems, óDynamoô developed by Autodesk 

and óGrasshopperô developed by McNeel and Associates, enable the 

rapid exploration of complex ideas that often exceed the limits of 

traditional techniques such as hand drawing, physical model making 

and CAD. By using Grasshopper, the design process can effectively 

reach a whole new level of systematisation: design can now be 

planned more programmatically, as designers devote part of their 

design time to the formulation of the fundamental rules of 

Architecture, their repeatability and applicability at scale (Figure 9). 
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F gure 9. V sual code def ned n Rh no's algor thm c ed tor 

Grasshopper3D 

4.Generative AI and Architecture 

Nicholas Negroponte was the first to introduce the concept 

of ómachine assistantô. The aim of URBAN 5 was to help architects 

to draw floor plans. However, through URBAN 5, the 

complementarity between the designer and an intelligent agent has 

been provided (Negroponte, 1970).In 1976, Cedric Price invented 

the machine called óGENERATORô. With this project, Price 

explored the concept of a self-adapting building. The project could 

also play a role in the design process (Yiannoudes, 2022) 

.Consequently, the works of Negroponte and Price have shaped the 

topic of artificial intelligence in architecture.  

The addition of generative design features to Revit or the 

proliferation of Machine Learning libraries for Grasshopper have 

provided many opportunities for practitioners to interact with AI.  In 

addition, a new generation of design tools has recently emerged. 

These mostly browser-based tools offer cheap and simple access to 

AI-based design tools. Spacemaker, Archistar, Delve, XKool, 

CoveTool are just a few examples of this new web application 

ecosystem (Chaillou, 2022).  



--20-- 

 

4.1. Machine Learning 

Chaillou (2022) divides artificial intelligence into roughly 

five classes: machine learning, expert systems, robotics, robotics, 

computer vision, natural language processing. (Chaillou, 2022) . 

According to him, a machine learning model can produce a 

phenomenon by iteratively being exposed to large amounts of data 

in the learning or training process. This process can then be used to 

predict or imitate. In the learning phase, an AI model is driven by a 

feedback loop. Training ends when the user believes that the 

machine has learnt the match between a variable and a target value 

well enough. 

 

Figure 10. Classification of artificial  intelligence 

Source: (Chaillou, 2022). 

Another feature of machine learning is the user's control over 

the computation. Whereas in parametric modelling the user is 

responsible for formulating the computational steps and associated 

parameters, in machine learning the use of the model starts with the 

user, but the tuning and sometimes even the definition of the 
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parameters takes place within the model. With óhyperparametersô 

(high-level tuning tool) the user is guided in the general direction of 

the model.  

Machine learning is a field rich in many recent breakthroughs 

and initiatives. These applications span different sectors, from 

speech recognition to image synthesis and robotics. 

Machine learning is generally divided into three sub-

categories depending on the training strategies involved: 

o Supervised learning 

o Unsupervised learning 

o Enhanced learning 

Supervised learning explores the application of machine 

learning to the matching of known input-output data pairs. In a sense, 

it is a model of imitating a mapping using labelled data.  

Unsupervised learning attempts to model patterns found 

between observed data without having a specific output value. In 

other words, the data presented to the algorithm is not labelled; it is 

up to the model to discover trends occurring within this stream of 

raw information.  

Reinforcement learning simulates a series of steps where, 

instead of consuming pre-existing pairs of data, it collects rewards; 

here it readjusts its behaviour to further improve its score. 

4.2. Artificial Neural Networks-ANN 

The foundation of Artificial  Neural Networks was laid by 

McCulloch-Pitts (first artificial neuron - 1943), and Rosenblatt et al 

(perceptron - 1957). Artificial  networks aim to mimic the 
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information processing of the human brain. The structure of these 

networks can change as users change the number of neurons, layers, 

training parameters and other settings. They can perform tasks such 

as filtering, activating, normalising and pooling information.  

During the training of an ANN, as data flows through the 

network, the weights of the neurons are gradually adjusted using a 

feedback loop mechanism. Learning proceeds in a simple iterative 

back-and-forth fashion: first, computation flows from input to output 

in a process called ófeed-forwardô. Then, when this computation 

reaches the end of the network to produce a prediction, the accuracy 

of the result is evaluated and a corrective feedback loop, also called 

óback propagationô, is triggered. This time information flows 

through the network in the opposite direction while assigning a 

correction to specific neurons. In ANNs, feed-forward and back-

propagation are repeated multiple times to gradually tune the 

network and improve its overall accuracy. This simple mechanism 

has been used in countless research projects today, from basic 

research to larger deep learning.  
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Figure 11. ANN training 

Source: (Challiaou, 2022). 

Examples of artificial neural networks are CNN, GNN, 

GAN: 

o CNN-Convolutional Neural Networks 

This structure is designed for the processing of visual images. 

This structure operates with a parameter concept called 

óconvolutionô. Convolutions form the basis of applications 

such as image recognition technologies. ImageNET (Deng 

vd,2009.) a research project built on this technology. 

o GNN-Graph Neural Networks 

This structure is a neural network that allows the processing 

of graph data. Molecules, architectural programmes can be 

represented using graphs. It was developed to better 

investigate topological information. 

o GAN-Generative Adversarial Networks 
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GANs were theorised by Ian Goodfellow in 2014 and used 

to synthesise images (Goodfellow et al, 2014). GAN uses 

two competing models in its training model, a ógeneratorô 

and a ódiscriminatorô. For instance, given an image database, 

the discriminator works to improve the ability to recognise 

data, while the producer works to create synthetic images. At 

the same time, the discriminator is used to provide feedback 

to the producer about the quality of the output images. It is 

built on feedback between two agents rather than the self-

correcting loop of a single model (Figure 12). 

 

Figure 12. Training the GAN model  

Source: (Challiaou, 2022). 

Conclusion: Potential Impacts of Artificial Intelligence on the 

Architecture Profession 

The integration of artificial intelligence (AI)  into the field of 

architecture represents not only a technical and aesthetic 

transformation but also raises profound ethical challenges. The 

implications of AIôs use in architectural processes are being debated 
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across a wide spectrum, ranging from the nature of the creative 

process to the future of the profession. 

On the one hand, AI  accelerates design processes, enabling 

the resolution of more complex problems and the creation of more 

innovative projects. However, this raises questions about the role of 

architects in the creative decision-making process. The replacement 

of creative processes with algorithmic decisions could lead to 

homogenization in design and a reduction in aesthetic diversity. 

Moreover, the relegation of architects to roles such as ñoverseersò or 

ñsystem managersò could profoundly impact the identity and 

practice of the profession. 

From the perspective of the future of architecture, the 

widespread adoption of AI has the potential to expand the boundaries 

of the profession while simultaneously altering workforce dynamics. 

Processes requiring less technical expertise might hinder young 

professionals from entering the field and could challenge the 

perceived value of experienced architects. Conversely, collaboration 

with AI might enable architects to assume more strategic and 

creative roles. 

In conclusion, the impacts of AI on architecture extend 

beyond mere technological innovation, redefining the ethical 

foundations and societal responsibilities of the profession. While 

architects must embrace the opportunities presented by AI, they must 

also carefully assess its limitations and risks. It is evident that AI will  

continue to shape architectural practice, but the direction and depth 

of this transformation will  depend on how architects lead this process 

with both ethical and creative approaches. 
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INTRODUCTION  

Furniture producing, which began thousands of years ago, is 

evidenced by numerous artifacts still found in museums in some 

countries today. Initially, humans crafted various furniture items 

from wood and stone to sit comfortably. Over time, with the increase 

in needs and the advancement of production tools and machinery, a 

variety of designs were developed. It is not entirely possible to 
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separate the art of furniture from architecture. The art of furniture is 

considered an accessory of architecture, a tool of interior furnishing. 

Therefore, architectural styles of the time have had a significant 

influence on the development of furniture throughout the ages. In 

every era, artisans reflected their unique concepts of aesthetics, skill, 

and thought into furniture (Kurtoĵlu, 1986). Besides furniture, the 

discipline of architecture has historically encompassed and 

interacted with many fields of science and art, including painting, 

music, sculpture, cinema, fashion design, and textiles. 

Throughout human history, people have used spaces to 

shelter and meet their needs. These spaces should provide the 

necessary level of comfort according to the userôs needs. Physical 

factors such as color, light, and temperature within a space should be 

arranged according to the individualôs requirements. Just as 

structural elements like walls, columns, doors, and windows play an 

essential role in creating a space, furniture also plays a highly 

effective role (A­ēcē and Konakoĵlu, 2018). The concept of space 

has thus become a common element across all disciplines. The 

aesthetic value that furniture adds to spaces can be achieved through 

the materials it is made from, the production techniques used, its 

colour, texture, and finish. In this regard, it is important to note that 

furniture primarily consists of two main components: the frame and 

the upholstery. The frame is the structural system that supports the 

furniture, while the upholstery encompasses all surface treatments 

with various materials that the user can touch. Initially, humans 

processed surfaces with natural products such as felt, leather, and 

fur, later creating various spaces using different fabrics. From this 

perspective, textiles have not only been functional but have also 

become a ubiquitous material in daily life, ranking among the 
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important elements of interiors like furnishings. In this context, it 

can be argued that the most crucial elements that convey and enable 

the experience of emotion in an interior space are furnishings and 

textile elements. Many architects, aware of the organic connection 

between space and textiles, have incorporated furniture and textile 

products related to the space into their design processes (Jackson, 

2002). Larsen meticulously examined the design relationships 

between space and textiles, emphasizing in his book "Fabrics for 

Interiors" that textiles are the primary materials for interior 

arrangements. He stated: 

"Today, what differentiates interiors is not so much the 

design of the interior architecture as the objects within that space. 

These objects provide materiality and sensitivity to the personality 

of the spaces. Fabrics, one of these objects, are the main guiding 

element in space design and perform this role excellently. Fabrics 

are versatile in application, readily available, and economical, 

making them the most practical supporters of interiors with their 

astonishing variety and adaptability" (Larsen & Weeks, 1975). 

This study examines the design characteristics of the 

furnishings, accessories, and upholstery textiles exhibited in the 

Atat¿rk Room, Mother-of-Pearl Room, and Bedroom of the Kasr-ē 

Humayun, which currently serves as a museum. The analysis focuses 

on how these elements connect to the historical context of their 

period. A critical aspect of this research is the exploration of how the 

interiors of an architectural structure built in the late Ottoman era, 

shaped by interactions with Western influences, synthesized these 

cultural and stylistic elements. This examination will  be conducted 

from a contemporary perspective, shedding light on the integration 
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of these influences within the broader historical and architectural 

framework. The relationship between textiles and furnishings in 

historical residences serves as a testament to the lived experiences 

within those spaces, while also acting as vital elements that convey 

the cultural identity of their era to the present day. The originality 

and authenticity of the furnishings, accessories, and textiles in such 

historical dwellings are significant for research in this field, offering 

valuable insights into the cultural and historical context of the 

period. 

TEXTILES IN THE INTERIORS OF 19TH CENTURY 

OTTOMAN BUILDINGS  

 In the 16th century, the Ottoman Empire reached its zenith 

not only in economic and political terms but also in the field of 

textiles. During this period, textiles known as "Palace Fabrics," 

handwoven with gold and silver threads as symbols of status, held 

significant importance. However, from the 17th century onward, the 

quality of these textiles began to decline. As economic conditions 

deteriorated, the use of precious metals such as gold and silver in 

weaving was prohibited, leading to further restrictions in textile 

production (Martal, 1992). While 17th-century textiles largely 

retained the stylistic elements of the 16th century, subtle differences 

in detail emerged. By the 19th century, prior to the invention of the 

Jacquard loom, the quality of yarn and the intricate use of patterns in 

handwoven fabrics enhanced their value (Yaĸar and Boynak, 1999). 

During this period, the Ottoman Empire, while striving to preserve 

its traditional textile practices, also came under increasing European 

influence, resulting in the production of fabrics on Jacquard looms, 

which were incorporated into their designs. The need to sustain 

textile production with European support brought about significant 
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changes in both the palaces and the lifestyle of the Ottoman elite. As 

the sultans moved away from Topkapi Palace, the groups of textile 

artisans (nakkaĸ) residing there also dispersed (Tepe, 2019). Despite 

challenges such as falling prices, evolving technologies, shifting 

fashions, and fierce competition from foreign manufacturers, 

Ottoman textile production remained vibrant in the first half of the 

19th century (Quataert, 1999). 

One of the most striking aspects of Ottoman palace fabrics is 

the repetitive arrangement of motifs in their composition schemes. 

Motifs such as tulips, carnations, peonies, hatayi, rumi, rosebuds, the 

tree of life, and medallions were prominently featured in these 

textiles. By the 19th century, these motifs were arranged in freer 

compositions. The leaves and branches, commonly seen in Ottoman 

textile compositions, were rendered in a more curvilinear fashion, 

while Western influence introduced floral bouquets with slender 

branches and leaves, often arranged with vases in geometric patterns 

(Kavcē ¥zdemir, 2006). Designs featuring floral patterns included 

segmented leaves on branches, Rococo-style C and S curves, spirals, 

vases influenced by Neoclassicism, as well as depictions of boats 

and human figures. Large and small staggered medallion patterns, 

which were common in both Eastern and Western textiles, were also 

evident in these fabrics (Yaĸar and Boynak, 1999). In terms of 

colour, redða national color of the Turksðwas prominently 

featured in these textiles, followed by blue, green, gold, white, beige, 

and black (¥z, 1946; Aslanapa, 2016). Throughout this period, the 

production of palace fabrics continued to employ classical Ottoman 

motifs and composition elements, while simultaneously 

incorporating Baroque and Rococo styles that reflected the 

transformative influence of Europe. Initially,  consumption in 
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Ottoman society was focused on meeting basic needs, but with the 

changing social structure, textiles, like other luxury goods, became 

symbols of status among the Ottoman elite. 

ARCHITECTURAL AND STRUCTURAL FEATURES OF 

KASR-I HUMAYUN  

Kasr-ē Humayun, also known as Abd¿laziz Hunting Lodge, 

is located in the Kemal Pasha neighbourhood of Ķzmit, the central 

district of Kocaeli. Situated on an elevated hill,  the palace overlooks 

the Sea of Marmara. Registered as a historical monument in 1987, 

the building is believed to have been constructed during the reign of 

Sultan Abd¿laziz (Kaya and ¢aĵēl, 2018). Notably, Kasr-ē Humayun 

is the only palace constructed outside of Istanbul. Until 1967, the 

building served as the Provincial and Agricultural Chamber, after 

which it functioned as the Ķzmit Museum. It underwent restoration 

in 1992, and following the damage sustained during the 1999 

earthquake, a comprehensive restoration project commenced in 2004 

and was completed in 2005. Today, the building serves as a palace-

museum (Kesikbaĸ and Erdoĵan, 2020; Kaya, 2009). 

The Ķzmit Kasr-ē Humayun is a prime example of 

Westernization-period architecture in Ķzmit. Designed in the 

Neoclassical style by the renowned architect Garabet Amira Balyan, 

it exemplifies his significant architectural contributions, which 

include the Dolmabah­e and ¢ēraĵan Palaces, the Salē Bazaar 

Coastal Palace, Ortakºy Mosque, Harbiye, and the Tomb of Sultan 

Mahmud II  (Fēratlē, 1971). Although it is traditionally described as a 

two-story structure with load-bearing brick walls on a foundation 

(K©hya, 2012), the building also includes a small basement 

(Kesikbaĸ and Erdoĵan, 2020). Constructed with a rectangular plan, 
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the building adheres to the traditional Turkish house layout, 

featuring a central hall. It is accessed via three entrances, with the 

main entrance located on the southern fa­ade facing the sea (Figure 

1). The other entrances are situated on the eastern and western 

fa­ades. The main entrance is approached by staircases of five steps 

positioned on both the eastern and western sides. Unlike the doors 

on the eastern and western fa­ades, which are covered by balconies, 

the main entrance is not sheltered by any cantilevered structure. 

Instead, the entrance door and the southern wall of the Reception 

Hall on the upper floor are designed to project outward, emphasizing 

their prominence (Gºlc¿k, 2021). 

   

Figure 1: Ķzmit Kasr-ē Humayun (Uner, 2024). 
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The ground floor of the building consists of an entrance hall 

used as an exhibition area (Table 1-a) and symmetrical rooms on 

either side (Atat¿rk Room and Protocol Room) (Table 1-b, 1-c). In 

the entrance, there are wet areas, an office currently used as a 

security room, and a service staircase leading upstairs. Behind the 

central hall, one reaches a landing through the stairs flanked by 

Corinthian columns. From these landings, the stairs then continue in 

two directions. The central Reception Hall on the upper floor, (Table 

1-d) is flanked by rooms designated for different purposes: the 

eastern room serves as a lounge (Mother-of-Pearl Room) (Table 1-

e), and the western room is planned as a bedroom (Table 1-f). The 

bedroom is connected by a door to a marble-clad bathroom 

(Kesikbaĸ and Erdoĵan, 2020; Gºlc¿k, 2021). 
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Table 1: Kasr-ē Humayun (Uner, 2024). 

 

a: Entrance Hall 

 

b: Ataturk Room 

c: Protocol Room 

 

d: Reception Hall 

 

e: Pearly Room 

 

f: Bedroom 

This study examines the design features of the furnishings 

displayed in the Atat¿rk Room, the Mother-of-Pearl Room, and the 

Bedroom of Kasr-ē Humayun, which currently functions as a 

museum. It focuses on the period-styles of the upholstery textiles and 
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their historical connections. From a contemporary perspective, the 

study explores how the interiors of this architectural structure, built 

because of the late Ottoman Empire's interactions with the West, 

form a synthesis influenced by these interactions. 

MATERIALS AND METHODS  

This study adopts a qualitative research methodology. 

Qualitative research is a form of knowledge production designed to 

understand human potential, unravel its complexities, and explore 

the intricacies of social structures and systems created by human 

endeavour. Research conducted using qualitative methods aims to 

develop a deep and nuanced understanding of the phenomena or 

events under investigation (Morgan, 1996). Common data collection 

techniques in qualitative research include observation, interviews, 

document analysis, and discourse analysis (Hatch, 2002). The first 

phase of this study involved a comprehensive literature review about 

furnishings and textiles. In the second phase, with permission 

granted by the relevant authorities, the Ķzmit Kasr-ē Humayun Kosku 

Museum was visited, and photographs of the furnishings and textiles 

displayed in the museum were taken. Additionally, original 

photographs of the furnishings and textiles that were replaced during 

previous restorations were sourced from the museum's archives. 

Given that the Lodge was constructed in the 19th century, an analysis 

of historical sources related to the furnishings and textiles of that 

period was conducted, followed by an in-depth evaluation of the 

design characteristics of the furniture currently on display in the 

museum. 
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ANALYSIS OF FURNISHINGS AND TEXTILES IN KASR -I 

HUMAYUN  

Throughout history, furniture has evolved in response to the 

social and cultural contexts of human life, often reflecting the status 

and societal position of individuals. Designed with regional 

influences and available materials, furniture styles and forms have 

varied significantly. The furnishings of each era are shaped by the 

religious beliefs, socio-cultural structures, and technological 

advancements of the time. Even in ancient civilizations, furniture 

held great significance, with numerous surviving examples from 

millennia ago attesting to its early development. Initially, people 

crafted furniture from stone and wood, primarily for seating 

purposes. As human needs expanded and tools advanced, furniture 

evolved in terms of materials, size, functionality, and ornamentation. 

The passage of time has played a critical role in shaping architectural 

styles, and designers from each period have infused their works with 

their distinctive aesthetics, craftsmanship, and conceptual 

approaches (Uner and Erdogan, 2021). In this context, the present 

study examines and analyses the current condition of selected 

furnishings, accessories and textiles in Kasr-ē Humayun (Table 2). 
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Table 2: Furnishings, Accessories and Textiles in Kasr-ē Humayun 

(Uner, 2024). 

The furnishings present in the Kasr today are not actually the 

original. It has been observed that the items inside the building were 

brought from various cities, palaces, or museums. When the decision 

was made to reuse the Kasr as a museum, numerous artifacts were 

sent to the Kasr from Topkapi Palace, Konya Museum, Tokat 

1 Atat¿rk Room 2 Atat¿rk Room 3 Pearly Room 4 The Reception 

Hall 

5 Landing 6 Pearly Room 7 Atat¿rk Room 8 Bedroom 

9 The Reception 

Hall 

 

10 Landing 

 

11 Pearly Room 

 

12 Pearly Room 
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Museum, Museum of Turkish and Islamic Arts, and the General 

Directorate of Antiquities and Museums (Ankara). Thus, the 

furnishing of the Kasr and the exhibition of the artifacts placed in the 

display cases have been prepared (Gºlc¿k, 2021). The room 

designated as Atat¿rk's Room contains furnishings numbered 1, 2, 

and 7 as listed in Table 1. The leather-covered lounge chair (number 

2) from the Savarona Ship has not undergone any repairs, and its 

textile fabric is original. The furnishings numbered 1 and 7 are in the 

style of Louis XVI.  The chair backs are either solid or shaped like 

hearts or cups. A symmetrical crown is present on the solid backrest, 

and the carvings are not deep (Kurtoĵlu, 1986).  

The fabric on chair number 1 features small floral and 

curvilinear leaf motifs arranged within medallions that repeat side 

by side in a half-drop pattern on a shiny gold background. The 

designs use a bright yellow colour, with pink and blue flowers being 

particularly notable. The furnishings numbered 3 and 6, which have 

been repaired, are in the Mother-of-Pearl Room (Table 3). These 

chairs have throne-like backs and rest on four wooden legs. The 

backs feature geometric cartouches with mother-of-pearl inlays and 

vegetal decorations. Additionally, some cartouches have lattices 

formed by interlocking wooden pieces. The same decorations are 

found on the skirts of the chairs and the thrones. The upholstery 

fabric on the seating portion has gold geometric motifs repeated in 

vertical cream-colored stripes on a red background. The 

surroundings consist of stripes with black horizontal dashed lines on 

red, silver, cream, and yellow. The fabric is secured with a red cord, 

as seen on chair number 4.   
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Table 3: The Changing Conditions of Some Furnishings and 

Textiles in Kasr-ē Humayun; Before Restoration (Golcuk, 2021) 

and Current State (Uner, 2024).  

Before Restoration / Current State 

 

              

 

 

3 The Mother-of-Pearl Room 

 

                

 

 

4 The Reception Hall 

 

   

 

 

5 Landing 
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6 The Mother-of-Pearl Room 

 

             

 

 

8 Bedroom 

 

              

 

 

9 The Reception Hall 

 

             

 

 

10 Landing 
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11 Pearly Room 

 

          

 

 

12 Pearly Room 

The central lectern is decorated with mother-of-pearl inlay. 

The restored decorative furnishings (number 11 and 12) reflect the 

art of Baroque furniture. In Baroque furniture design, carved 

ornaments are characterized by their deep and prominent structure. 

Another notable feature is the use of moldings and pilasters, along 

with cabriole, claw-and-ball, and twisted legs (Kundak­ē, 2017). 

Additionally, six armchairless chairs (number 4) and a candelabrum 

(number 9), positioned in various locations within the Reception 

Hall, have also undergone restoration (Table 3). These chairs, 

matching the sofas, rest on legs that widen from the bottom to the 

top. The backs and seats are covered with the same type and pattern 

of fabric. The fabric design on the back and seat of the chairs features 

a 1/4 symmetrical composition; a floral motif on a cream-colored 
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background at the top and bottom of the central vertical axis is 

surrounded by a C-shaped leaf. The middle part of the pattern 

consists of curvilinear leaves. The central motif is repeated with thin-

thick vertical stripes around it. The fabric is secured with a red cord. 

The motifs use pink, brown tones, green, and gold colours. The lower 

part of the candelabrum is broad, with concave edges. It rests on a 

square base, with clawed feet at each of the four corners. The 

surrounding area is adorned with raised floral motifs. The lower 

section of the column features an extended floral relief, while the 

upper section is decorated with circular leaves. The candelabrum 

itself is eight-armed, with the arms formed by the curling of long 

leaves. Additionally, there is a finial in the centre. The overall 

structure is made of gilt bronze and is of French craftsmanship. 

Gºlc¿k (2021) notes that the candelabrum was brought from the 

Topkapē Palace Museum and has undergone restoration.  

Next to the door leading from the landing to the divan room 

is a restored console (numbered 5 in Table 3). The console, brought 

from the Topkapi Palace Museum, is ebony-veneered, black, and 

polished. The rectangular lower part has an oval curve on the sides. 

The top has a shelf arrangement, and a triangular crest made of 

rumis. The console has four doors and four drawers, and it is adorned 

with gold-gilded, vegetal decorations and metal strips with six-

pointed stars. Additionally, the restored pedestal candlestick 

(number 10), also located in the landing, is a product of the "Era of 

the Four Greats." During this period, design and production 

underwent simplification, with a reduction in decorative elements. 

As a result, techniques featuring floral and curvilinear branch motifs 

were avoided (Kundak­ē, 2017). The desk (numbered 8 in Table 3) 

located west of the Reception Hall in the Bedroom has also been 
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restored. It is ebony-veneered, black, and polished with numerous 

drawers. The legs are curved outwards. Gold-gilded metal reliefs are 

nailed to the corners of the drawers and doors, and on the legs. 

DISCUSSION 

Monuments within a city serve as tangible evidence of our 

cultural heritage (Madran, 2000). Therefore, historical buildings are 

of great importance to cities, as they provide insight into the social, 

cultural, economic, and architectural structures of the periods in 

which they were constructed. Additionally, historical monuments 

serve as spaces where cities, and even global societies, display their 

cultural identities (Mehr, 2019). However, over time, many 

architectural monuments have been destroyed or are on the verge of 

destruction due to various reasons such as earthquakes, fires, wars, 

and other calamities (Ķslamoĵlu, 2018). A contemporary 

conservation method that is effective in preserving historical 

buildings that have lost or are losing their original function is to 

assign them new functions. This is a widely used practice to ensure 

the transmission of architectural knowledge to future generations 

(Kaymak­ē, 2022). Many of these buildings, having lost their 

original function, have been repurposed to meet contemporary needs 

(Ko­an, 2011). For example, Bursa's Aynalē Hamam has been 

transformed into a marketplace, and Lala ķahin Pasha Madrasa has 

been repurposed as a library, illustrating numerous instances of 

adaptive reuse. 

Thus, the change in function allows for the adaptive reuse of 

historical buildings that no longer fulfil  their original purposes due 

to various environmental, economic, social, and cultural changes. 

This intervention facilitates the preservation and ongoing utilization 
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of these structures, which can be seen as a form of revitalization 

(Aydēn and ķahin, 2018). Moreover, by being reutilized, these 

buildings not only acquire a sustainable function but also avoid 

becoming mere remnants of the past (Sara­ and Tanrēsever, 2018). 

As a result, historical buildings that have diverged from their original 

function can be adapted for new uses (Ahunbay, 2018). However, it 

has been observed that there is a tendency to convert historical 

buildings into museums. This trend is thought to be driven by the 

high level of public interest and visitation that museum-converted 

buildings attract (Kaymak­ē, 2022). Nevertheless, it is crucial that 

the identity of these reutilized buildings is preserved and that a 

meaningful connection is established between the building's new 

function and its historical significance, ensuring its transmission to 

future generations. 

One of the buildings adapted as a museum within the scope 

of this study is the Ķzmit Kasr-ē Humayun. Previous studies on the 

building have largely remained within the architectural domain. 

However, it is essential to examine the building from an interior 

design perspective, particularly focusing on its furniture, accessories 

and textiles. Historical buildings are significant as they serve as key 

symbols and cultural memory sites for the cities in which they are 

located. While the transformation of the palace into a museum has 

led to an identity conflict due to the introduction of furniture from 

different locations, this adaptation has also allowed the building to 

survive to the present day and become a popular tourist destination, 

which is a positive outcome. 
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CONCLUSION AND SUGGESTIONS 

The furnishings and textiles are essential elements that reflect 

the cultural identity of the period and play a prominent role in 

interior design. Beyond their functionality, furnishings and textiles 

enrich each other through aesthetic and artistic aspects, continuing 

to evolve with modernism into two indispensable concepts in design. 

They exhibit a close relationship under the umbrella of design, 

offering clues that aid in understanding historical processes through 

museums. Within the scope of this study, the interior furnishings and 

textiles of Kasr-ē Humayun (Abd¿laziz Hunting Lodge), which 

exhibit an eclectic character influenced by Baroque, Rococo, 

Neoclassical, and Empire styles during the Ottoman period, have 

been examined. The materials, patterns, and applications of design 

objects are distinct characteristics that differentiate societies and 

encapsulate the essence of the technical, craft, and artistic concepts 

of the period in which they were created. For the authenticity of this 

information, it is expected that the exhibited objects are original. 

However, it has been observed that while many museums have 

successfully preserved furnishings through restoration efforts, the 

original textiles have not been maintained, and their replicas often 

fail to accurately reflect the originals. 

As a conclusion, it has been determined that some of the 

furnishings displayed in the Izmit Kasr-ē Humayun Museum were 

not originally used in Kasr-ē Humayun. Instead, these items were 

brought from other palaces for exhibition purposes after the building 

was converted into a museum. The styles prevalent in 19th-century 

painting, sculpture, and architecture are also evident in the 

furnishings. The displayed furnishings in the Izmit Kasr-ē Humayun 
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Museum include both Western styles and those with traditional 

construction techniques. In terms of style, it is possible to observe an 

eclectic style that includes Rococo, Neoclassical, and Empire styles, 

as well as motifs specific to the empire, such as the crescent and star. 

The significance attributed to textile products and their usage 

purposes vary according to societal conditions and cultural 

structures, leading to differences in their historical development. 

This study also demonstrates the crucial role that furnishings and 

textiles used in the interiors of historical buildings play in reflecting 

the spirit, history, and national identity of the space. Although the 

furnishings examined in the museum are not entirely original, they 

have been restored and maintained. As shown in Table 2, the wooden 

parts of the furnishings have been painted and polished. The use of 

original wooden frames in the furnishings provides important 

information about the period's furniture, while the fact that the 

upholstery fabrics are not original and have been replacedðdespite 

their similarity to 19th-century stylesðindicates significant 

differences and mismatches in patterns with the furniture. These 

textiles, which do not reflect historical authenticity, highlight the 

importance of proper archiving to provide accurate information 

about a museum's past. Today, the Kasr-ē Humayun Palace Museum, 

affiliated with the Kocaeli Archaeology and Ethnography Museum, 

is a cultural value worth seeing for its architecture, exhibited 

artifacts, wall paintings, and furnishings. It is essential to preserve 

and pass on this cultural heritage to future generations. 
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Evaluation of Konya Karatay Madrasah Restoration 
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Introduction  

Konya, which has been the capital of the Anatolian Seljuk State since 

its establishment, is an important city where the Seljuk art and style 

is revealed, and the cultural heritage of this state is protected. In this 

city, there are many building types such as palaces, mansions, 

mosques, masjids, madrasas, tombs, fountains, baths and 

caravanserais belonging to the Anatolian Seljuks. Among these 

structures, the Karatay Madrasa, which was built in 1251 and has 

reached the present day, has always preserved its importance 

because it both mostly reflects the Seljuk art and has original 
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features. This building, which has survived to the present day, has 

been damaged in some parts and has undergone various repairs. 

Within the scope of this study, information will be given on the 

history and architecture of the building, and then the restoration it 

has undergone will be mentioned. 

General Characteristics of the Structure 

Location and History: 

The building is located on Alaeddin Boulevard in Konya, the capital 

of the Anatolian Seljuk state. Karatay Madrasah was built during the 

reign of Ķzzettin Keykavus II by Emir Celaleddin Karatay in 1251. 

Its architect is unknown. The madrasah, which was also used during 

the Ottoman Period, was abandoned in the end of the 19th century. 

The building is located on the north of Alaeddin Hill, opposite the 

Selcuk University Rectorate Building and on Ankara Street. It is 

very close to the mosque and mansion built on Alaeddin hill. The 

madrasah, which is used as the Museum of Tile Works today, is 

frequently visited by local and foreign visitors due to its very 

important and central location (Yēlmaz & Ulusoy, 2017). 

Architectural Characteristics:  

Karatay Madrasa is different from classical type Seljuk works with 

its plan, architectural formation, material and decoration features. 

Some of the features that make it different are: 

Å The skewness in the wall on the east fa­ade 

Å Facade layout formed by the use of colored marble on the 

crown door 

Å Technical differences of the tile decorations in the interior 

(Yaldēz, 2003) 

The building has a simple plan scheme (fig¿re 1-2). It has a single 

storey, a closed courtyard, a single iwan and a dome. The domed 

madrasahs built during the Seljuk period in Anatolia are not as 

common as the madrasahs with courtyards. It is one of the rarest and 
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most beautiful examples of the domed madrasah type. The 

decoration in the building is concentrated on the interior and the 

crown door (Yetkin, 1965). It is one of the most beautiful works of 

its period with its architecture and especially the tile coverings in the 

interior. Only the crown gate and three parts of the building have 

survived to the present day. These parts were repaired in 1954. The 

building, which was abandoned at the end of the 19th century, started 

to be used as a museum (Kuran, 1969). 

  

Figure 1: 1960- Survey plan (Akok, 1970)  

Figure 2: Restitution plan (Yaldēz, 2003; Sºzen 1972) 

Facade Characteristics: 

The madrasa is generally 32.50 meters x 26.50 meters in size. The 

entrance to the building is from the east side. The portal on the 

entrance facade is not in the middle of the building but in the south 

corner (Kuran, 1969) (Figure 3). When viewed from the exterior, it 

is seen that the dome of the inner courtyard is the highest (Akok, 

1970). 
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The Seljuk crown door tradition is not seen in the crown door 

composition. The effects of pre-Islamic regional architecture are 

mostly seen (Yaldēz, 2003; Kuban, 2002). Examples of these 

differences are the door opening is not arched but with flat stone 

beams, and the muqarnas ending with five rows instead of a single 

string (Yaldēz, 2003). 

Two kinds of stone materials were used in the crown door 

(Figure 3). The depth of the entrance niche is small. There are 

decorated columns and capitals on the right and left of the niche. The 

pediment and the top of the niche are pointed arches, and the arch 

weave is made of two colors of stone. There are seven rows of 

muqarnas in the entrance niche. The upper part of this muqarnas 

continued straight without tapering. There are horizontal lintels and 

moldings on the entrance door. A carefully crafted frame surrounds 

these details of the inner door (Akok, 1970). There is an inscription 

written in Seljuk s¿l¿s on the upper part of the crown door. It is 

decorated with white and gray marble between the door arch and the 

epitaph, and there are 3 rosettes (kabara) on it (Figure 4-5). The 

crown door is one of the parts of the building that has preserved its 

original shape well. The crown gate, measuring 7.50 meters x 8.25 

meters, made of white and gray marble, resembles the gate of the 

Alaeddin mosque (Yetkin, 1965). 
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Figure 3: The entrance fa­ade and crown gate of the madrasah 

(archive of the authors) 

 

Figure 4: Crown gate detail of the madrasa (archive of the 

authors) 
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Figure 5: Crown gate details of the madrasa (archive of the authors) 

From the entrance area behind the crown door, a passage is 

provided to the inner courtyard covered with a dome. In the middle 

of the inner courtyard measuring 12.10 meters X 12.00 meters, there 

is a square pool with a side of 3.70 meters. The inner courtyard is 

covered with a dome with a diameter of l2 meters and the interior of 

the dome is decorated with brick and tile mosaics. There is an 

opening in the middle of the dome. Although this part is closed 

today, it was open. Air and light were provided to the middle part of 

the building from here. It also keeps the courtyard cool on summer 

days. Rainwater was collected in the pool that was right under this 

opening. From the square plan to the dome, it is passed with 

triangular pendentives. There are student cells in the south and north 

of the inner courtyard. In addition, there is an iwan (Figure 6) in the 

middle of the courtyard to the west. It is 6.35 meters wide and 7.90 

meters deep. Covered with a pointed barrel vault, this iwan is two 

steps higher than the floor level of the inner courtyard. There are 

large rooms with domes on the right (north) and left (south) of the 

iwan. In this room to the south, there is the tomb of Celaleddin 

Karatay and the sarcophagus inside belongs to him. The dome of the 

room is made of brick and is knitted with herringbone technique 

(Figure 7) (Kuran, 1969). 
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Figure 6: Madrasa main iwan (URL 1) 

 

 

Figure 7: Madrasa dome detail (URL 1) 
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Decorative characteristics: 

The best example of how significant decoration is in a 

madrasah is the Karatay Madrasa. The tiles, which contain various 

motifs and colors, enliven all the spaces of the madrasa and distract 

the building from its heavy appearance. It has a balanced ornament 

without exaggeration (Yaldēz, 2003). The decorations in the building 

are divided into three as stone-marble, brick and tile decoration. 

Carving, relief, inlay and openwork techniques were used on the 

entrance facade where marble was used. Brick is generally used as a 

knit and not preferred for decoration. Tile decoration was used 

extensively in the building. For this reason, Karatay madrasah is one 

of the buildings in which tile material is used the most (Erdemir, 

2015). 

The decoration in the building is prominent with marble-

stone at the crown door and mosaic tiles in the inner courtyard and 

iwan. The Ayet¿'l-K¿rsi and Baccarat Sura written in kufic, 

extending in stripes on the dome drum and walls, are among the most 

beautiful examples of inlay and cut tile work (Yetkin, 1965). The 

inner courtyard was actually covered with tiles from the corner 

junction of the triangular pendentives to the floor. Today, the tiles at 

the bottom have been destroyed, only the parts above the door arches 

remain. The walls and vault of the iwan were actually completely 

covered with tiles. Today, there are no tiles left on the walls, and the 

tiles on the upper part of the vault have also been poured. Besmele 

and Ayet'¿l-kursi were written on the iwan arch with an exquisite 

thuluth made of mosaic tiles (Kuran, 1969). In the tile decorations in 

the Karatay madrasah, mostly the cut tiles technique was used. The 

tiles are black, eggplant purple and turquoise. Superior compositions 

are created with this technique. White (cream) color of plastered 

surfaces was also used. In particular, plaster whiteness was mostly 

used to highlight the writing strips (Akok, 1970). 

Research on the original state of the building 

Konya Karatay Madrasa is a well-known structure in the 

literature. As a result of on-site investigations and measurements, it 
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was understood that the space behind the crown door was covered 

with a dome. It is identified from the existing triangular pendentive 

remains that the room to the north of the iwan was also domed, as in 

the tomb. In addition, it is evident from the remaining traces that the 

transition system of the entrance area to the dome is different from 

that of the other rooms. The dome of the entrance area is a ribbed 

dome. Another consideration is the side cells. None of the cells on 

either side of the madrasah have walls today. It is possible to see only 

the vault beginnings. There are traces of four doors on these walls. 

These four doors initially suggest that there are four cells on each 

side. However, the fact that the two doors in the east are 20 cm apart 

refutes this claim. It is estimated that one of these openings was made 

as a cabinet niche. The domed room to the north of the iwan is 

thought to be a winter classroom. It is estimated that the place in the 

northeast corner was either two cells inside one another, a library or 

a soup kitchen (Figure 7-8-9-10) (Kuran, 1969). 

 

Figure 7. The plan of the madrasa before it was repaired in 1923 

on the Left (Yaldēz, 2003; Kuran,1969) / Restitution plan on the 

right (Yaldēz, 2003; Sºzen 1972) 
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Figure 8. Karatay Madrasa-1914 (URL 2) 

  

    

Figure 9. Karatay Madrasa on the left -1890 / Karatay Madrasa 

Crown Gate on the right (URL 2) 
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Figure10. Karatay Medresesi Ta­ Kapēsē-1914 (URL 2) 

Restoration of the building until today  

The madrasah had rich foundations as of the time it was built, 

so it was frequently repaired in the past years. In the last centuries, 

with the disintegration of foundations, the source of income has 

decreased, and it has fallen into ruin. Many student cells were 

destroyed, and most of the tiles were shed due to moisture. It was 

closed with the Law of Unification of Education in 1924 and was not 

used for a while. In 1936, the building was repaired again. It was 

opened to use as the Museum of Tile Works in 1955 to exhibit the 

tiles found in the Beyĸehir Kubad Abad excavations and from the 

surrounding provinces (Yaldēz, 2003). While ¥nder talked about the 

old conditions of the building in his two books published in 1952 

and 1972, he stated that the student cells began to collapse in the 

middle of the 19th century (Yēlmaz & Ulusoy, 2017). That's why 

student cells were built in their place. In 1935-36, no student cells 
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remained around the madrasah.. In 1936, the dome, iwan and tomb 

were repaired. Student cells made of mud brick were demolished in 

1938. It was repaired in 1952, 1953, 1957. During these repairs, the 

old student cells in the north and south of the madrasah were rebuilt. 

The madrasa has been opened to visitors as the Museum of Tile 

Works since 1955, and it continues to function as the same (museum) 

today. The water channel, which was excavated in the main iwan of 

the madrasah in 2006 by the Museum Directorate, was exhibited. In 

2008, the tiles in the courtyard were restored by the Ministry of 

Culture and Tourism. In 2010, under the presidency of Konya 

Museum Directorate, to eliminate the static problems and plan 

integrity of the building; salvage excavation was carried out in the 

destroyed northeast corner. In line with the data revealed because of 

archaeological excavations, the restoration works carried out 

between 2018-2020 and the student cells in the east of the madrasah 

were completed.  

With the 1950 and earlier repairs, the exterior has been 

considerably modified. The domes are completely lead coated. A 

metal framed glass cover was added to the dome opening. The north 

and south cells with traces of foundations were restored (Akok, 

1970). The skylight was renewed because of the restoration work 

carried out in 1990/91 (Yaldēz, 2003). 

The crown gate has remained virtually unchanged since it 

was built. The windows in the building were repaired and some 

changes were made in their forms. In addition, new window 

openings were opened because of the demolition of the space behind 

the crown door (Yēlmaz & Ulusoy, 2017). The tile coverings of the 

Karatay Madrasa have been destroyed either intentionally or by the 

effect of time. This destruction can be seen in the upper parts, inside 

the dome and at the bottom of the walls. Once upon a time, this 

destruction was carried out deliberately to transfer our artifacts to 

foreign markets (Akok, 1970). After the madrasah was given the 

function of a museum, no interventions were made that would harm 

the original character of the building. The entrance to the museum is 

made from the place behind the crown door. An administrative 
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advisory unit has been added to the entrance iwan. The student cell 

next to this place has been converted into an administrative unit and 

archive (Figure 11-12) (Yaldēz, 2003). 

 

Figure 11. Entrance iwan and administrative unit (archive of the 

authors) 






















































































































































































