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1. BEGINNIG WITH 

Through the history, architectural works have been the reflection of cultural, intellectual, 

financial, social structure, their technical potentials and tastes. From this point of view, 

the form, proportion, material, and colour of architectural works and components of these 

works have a ñmeaningò according to aesthetics.  The meaning is to create itself with the 

positiveness of being new, authentic, innovator and different. Opposite of this proposition 

is the ones that are familiar, ordinary, copied or imitated have lost their essence.  When 

the architectonic elements in the historical buildings are broken off their context and only 

using their forms with modern materials their originality disappears. Originality is one of 

important criteria for the meaning and having meaning is one of important criteria for 

aesthetics. Doing the things ñas ifò that is the social problem of modern age is appears as 

legitimating the imitation in the architecture. In the age where the consumption of the 

society and every understanding supporting the consumption were legitimated, 

architecture is a part of this totality. Taking history inside, inclination to imitate with the 

forms taken from history and the repertory of symbol show a familiar architectural 

approach. Architectural style which is entirely free and eclectic changes into collage and 

kitsch in the considered environment with the slogan ñwhatever built is okeyò. The 

differences and the importance of this physical environment are to bring up an eclectic 

approach by imitating what is historical. This arrangement made for the sake of arousing 

the interest of the men in the street has turned into a sort of insensibility when it become a 

part of everyday life, and thus this insensibility has been made legal on behalf of 

consumption. This insensibility becomes legitimate for the sake of consumption. The 

imitation of the history causes not only insensibility but also loss of memory and this 

leads to alienation. The replication of history is a good means in view of shallow and 

being able to be consumed easily. However, the only side to lose will be architecture as it 

turns space into a position in which the differences are packed and presented as 

consumption object.  

 

In this study, to discuss the aesthetics of imitating architectural works that have historical 

value is aimed. The discussion is extended through the samples that were constructed in 

Konya which was the capital city of Anatolian Seljukôs. To give deepness to the 

discussion, the imitation of the Ancient Seljukôs portal in modern buildings has been 

preferred.  

 

 



International Congress of Aesthetics 2007, ñAesthetics Bridging Culturesò 

2 

 

 

2. THE AESTHETIC OF REPLICATION 

Aesthetic ideas are directly related to the cultural background of the society that conveys 

the products of the past to the following generations. History is also one of the 

components of the cultural background. Since historical and cultural heritage, aesthetic 

ideas and values are generally defined as a result of the cultural continuity of the social 

identity, the concept of ñcollective memoryò should be attached importance. 

Experiencing the place is connected with belonging that culture rather than the 

architectural knowledge. On the other hand, buildings are the spatial traces of a common 

life. Its construction, continuity and being understood depend on shared experience; they 

are the objectified state of the information in our memory about the physical 

environment.  Heritage of history play a significiant role in the production and 

legitimization of historical knowledges and social identities (Desforges and Maddern 

2004, 437). The hidden aspects on the buildings and the major values that comprise the 

institutional structure of that community are the essence of the values of the state of 

knowing ñwho you areò namely of the identity. In short, the buildings are the places filled 

with the traditions, customs, and social information and experience rather than places 

only to live behind the walls. Morley and Robins argue that, the continuity of the identity 

may be enabled via ñcollective memory, common traditions, a common and experienced 

historyò (Morley and Robins 1997, 107). According to this approach, identity is a result 

of continuity and accumulation. Meanings, traditions and habits are formed around the 

concept of space.  The spaces which are the components for the definition of cultures are 

shaped in accordance with the information hidden in memory (Bozdoĵan 2002, 160-240). 

Urban spaces, buildings and architectonic details which are the products of architecture 

constitute the faces recognized and evaluated by the individuals at first glance and this 

creates the aesthetic mentality defined by the collective memory. 

Once compared with the other artistic activities which are under the scope of aesthetics, 

architecture has two distinctive features. The first one is the relation of architecture with 

function, and the second one is the relation of architecture with creativity. These two 

features of architecture must be analyzed in terms of aesthetics. Architecture, among all 

other arts, benefits and suffers from the demands of the functional and the real. On one 

level we may think that the element of design in architecture, more than the other arts, is 

superficial and dispensable to the integrity of a building's structural demands ð for the 

logic of construction, though always expanding, cannot be violated and, depending on the 

context of knowledge, thus dictates the shapes and forms of things. On the other hand, we 

cannot deny that decoration always asserts itself even when it is sedulously avoided, as a 

few architects of austerity and laconic expression, Adolf Loos, and the champion of ñless 

is moreò, Mies Van der Rohe, have amply illustrated; any realization of purely functional 

forms will necessarily lead to some aesthetic statement and therefore the element of 

decoration cannot help but be present (Daneshvari 1998, 173). The connection of this 

situation with the subject we study on is that as a result of social data, architecture is apt 

to be a consumption object when compared with other branches of art. When architecture 

itself has become a consumption object, the aesthetic discussions should be made with 

different aspects and paradigms. Architecture is a part of this totality in our age when the 

consumption of the society and every mentality supporting the consumption have been 

legitimated. Namely, the architecture itself has become a consumption object. 

Consumption types becoming independent from culture and, tendency to be seen 

different from who we are and interest to attach importance to showing off, make up and 
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shape have become the major attitude of 21st century. This tendency has been observed 

almost in every area; from economic infrastructure to the urban infrastructure and also to 

personal information background (Akg¿­, 1997, 14). Once the society becomes a market 

in which ideological even the political objectives vanish, there remains only struggle for 

money and search for an identity (Touraine 1995, 204). With money, the mystery of 

goods moves to another phase. While Anthony Giddens (Giddens 1992, 29) argue the 

place of money in capitalism, he cited that it is a material holding the power and is an 

instrument in society such as ruling power and language. The strict, competitive and 

enlarging nature of specific and theoretical initiatives owned by the capitalist society, 

demonstrates a continuous and widespread tendency for technologic innovation. The 

consumer has been bound to the meaning of the object rather than the object itself which 

provides benefit. At first place, power transforms the object into a good which has a 

sense as a tool of commerce, and then packs it for rapid consumption and creates an 

image for it. At the end there remains no packed object; there remains only an image to 

be sold. The same situation we face in architectural field is Postmodern state which 

adopts the principle of ñanything can be acceptedò for the sake of consumption involving 

ñreplicaò (Harvey 1996, 319-321).  

 

The second situation in which the architecture becomes distinctive from the other artistic 

activities is the relation of architecture with creativity. Architecture has always been 

assessed in the very same place with art and creativity. When it comes to design a 

product, being original, new, distinctive and pioneering become the prerequisites of 

positiveness and is accepted as an ñindispensable expectationò. Once it is thought vice 

versa, being known, casual, copied or repeated have negative connotations (G¿zer 2007, 

30). Replication of the forms legitimized in collective memory mentioned in the 

beginning of this text is an easy source to reach and consume (Vanlē 2007, 32), (¥ĵ¿t 

1996, 54-59). Even if the conditions, material and the technology cahange, replication of 

architectural forms that have been produced and respected in the past, is a means of 

appreciating the vernacular architecture, of making use of nostalgic architecture and of 

searching for a longing identity. According to G¿r (2007), in artistic and architectural 

creating, replication has had a ground with reflection, style, language, sign, implied 

information, conscious, education, shaping and beautification. In architectural arguments, 

replication is carried out through the understanding of completed product in collective 

memory. This may be the direct replication of other buildings and may also be 

reproduction of some components out of their context, constituting a value for 

consumption, sign and identity (G¿r 2007, 30). In this point the difference between 

giving reference and producing replica should be emphasized. In G¿zerôs reference 

(2007) Kenneth Frampton (1989, 16-31) states that giving references to your own past 

and future with forms of the past cannot be named as replication. However, giving 

reference should not be underrated doing the same without taking into consideration the 

time, context and place. That is ñdoing as ifò. Although ñdoing as ifò is a general 

phenomenon, in particular it is a serious problem of citiesô architecture. The buildings 

which can be categorized as ñdoing as ifò, generally involve historical references. 

 

 

3. DOING ñAS IFò 

Replication threatens the difference between ñtrueò and ñfalseò, between ñrealò and 

ñimaginaryò (Baudrillard 1988, 167). The game of postmodern replication is played on a 
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variety of levels: in genus or type, in structure and in design. The act of pretending to 

deny the reasonable demands of construction and history, thus simulating the antithesis of 

construction's guiding thesis, often evokes liberation from meaning and language 

(Daneshvari 1998, 173). There is no doubt that postmodern aesthetics, through 

simulations aim to blur lines of distinction, avoid the sundering of functions and 

ultimately obscure meaning. This move away from definitions and distinctions is partly 

to create a world of open-ended signification and achieve emancipation from the 

aesthetics of modernism and its confines. The idea of originality, so dear to the moderns 

who established the personality and identity of the individual through his or her 

unprecedented expressions, turns moot when one recognizes that the laws of expression 

or the structures of languages of understanding an expression have their limits. 

Postmodernism recognizes the importance of structure to expression and is therefore, in 

many respects, sodden with an anxiety that is evoked by its recognition of enslavement to 

structures. As a result, one group of postmodern artists and thinkers who refuse to accept 

that originality is moribund or dead, move in a histrionic but nonetheless intrepid mood, 

to revive and assert it. 

 

Postmodernism embraces the representation of old ideas in new technologically-sewn 

garbs, like Venturi's classical columns in steel and rock, or Pei's and Isozaki's pyramids at 

the Louvre and MOCA respectively (Figure 1).  

 
Figure 1. The building MOCA 

 

In this building one is always reminded of the limited forms moulded by infinite changes 

in technology. None of these historical forms are chronologically or contextually 

juxtaposed. It should be said that postmodernism is senseless in its revival of classical 

forms, for more often than not these forms are neither functional nor structural. They just 

stand there reminding us either of the ghosts of the past resurrected by technology or how 

the present can remember or recreate this past in its own image. But they are also 

decoration aiming to overcome the ennui of reality through myths (Daneshvari 1998, 

181). A modern design building is topped with a classical temple pediment, making 

allusions and references evoked by the clash of its styles, thus emphasizing the absence 

of transcendental values and the metaphysics of meaning. Lyotard (1994, 81) implies that 

postmodernism puts forward the unpresentable in presentation itself that which searches 

for new presentations, not in order to enjoy them but in order to impart a stronger sense 

of the unpresentable. 
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4. THE REPLICATION OF PORTALS 

It is very common to use architectural components of some historical constructions in 

modern constructions via replication that it is possible to see many examples even on one 

architectural construction elements. Consumption culture becoming dominant in 1990s in 

Turkey has influenced marketing of architectural production. As it is seen in every city 

having the features of a cultural centre, Konya has been influenced by this period.  Konya 

has been transformed into a city the local values of which accumulated in years have 

changed at the expense of image with collage for the last ten years. In an architectural 

product, the most dominant local components used under the label of post modernism are 

ñportalsò that belong to Seljukan Architecture. The architectural component that this 

study will focus on through replication and association is Portal of Seljukan Architecture.  

Associational meanings that Ancient Seljukôs portals go against the core of architecture 

and aesthetics pleasures become ordinary. Portals have been separated from its context, 

its place, its time and the value of meaning as an imaginary construct and attach to 

modern buildings as the special effects of reality. Special effects of reality have made the 

individuals strangers to the place and time. These buildings pretend as if they are 

historical. This kind of architectural products plays with our sense of place and time.  

This strangeness and kitsch have become so common that they have become dominant 

architecture discriminations in the city. In this study, the buildings that imitations have 

been applied in Konya that is the capital of Anatolian Seljukôs will be chosen as 

examples.  

 

 

5.  THE ROOTS AND ARCHITECTURAL VALUE OF PORTALS 

Konya is "Iconium" of the Roman times 263 kms from Ankara. The land appears as a 

wide plateau, and has been continuously inhabited even since the dates extending back to 

the 8th millenium BC. During the 12th and 13th centuries, the city acted as the capital of 

the Seljuk Turks, and advanced rapidly to become a great cultural center. Portal is one of 

the best items symbolizing the cultural and historical heritage of Ancient Seljuks.  

 

Portal is a decorated entrance which is also called Tak kapē in Turkish. The door has been 

dealt with a special interest and importance from Turkistan to Anatolia (Uĵurlu 1998, 

211). The distinguishing characteristic of Seljuk architecture is the monumental portal, 

built of stone, ornately decorated in a wide variety of techniques. These portals extend 

outward from the facade. Generic form of these monumental doors always resembles to 

prayer rug. It is seen that either a sharp or round belt addressing the direction kiblah and 

it may be thought as a three dimensionally constructed prayer rug in niche (Uĵurlu 1998, 

212). The entrance is surmounted by a triangular arch filled with elaborate stalactite 

carving. Another feature is the decoration in stone and faience.The main portals of the 

ancient Seljuk buildings were constructed mainly from stones and they were decorated 

individually. The area of decorated surfaces on the building was increased and the tracery 

carving became elaborate and highly-developed, with a large place given to the 

arabesque, animal and floral motifs, as well as medallion bosses. Portal is not only an 

architectural component realizing itself with countless folds while providing the entrance 

to inside through the outer thick wall but also is a threshold symbolizing the beginning of 

a road leading to truth.  
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There are about 25 Seljuk buildings with portal remaining in Anatolia. Their entrances 

were designed in such a way that they were usually higher than the main walls of the 

building. The entrance shows all the magnificence of the culture. The portals were 

decorated with plant shapes, geometric figures and decorative calligraphic letters. The 

features and design characteristics on each portal were different and they were arranged 

in baroque style (Oney 1992, 291). Each portal was designed in a different manner by 

using similar symbols. They were carved on the stones and marbles and each symbol 

expresses a different story. Jacobsen (1994, 26) suggests that in order to appreciate 

artistic products, it is necessary to understand the full meaning that the artist had 

intended. Some of the most well-known and beautiful Ancient Seljuks portal is in Konya.  

 

The Ince Minare Medresse is among Konya's finest and most impressive Seljuk Turkish 

architectural masterpieces (Figure 2.a). Located on the west side of the Alaettin Tepesi 

hill near the Great Karatay Medresse, the Ince Minare is one of Konya's must-see 

buildings. Though built in 1267 as a Muslim theological seminary, it has been restored 

and is now Konya's Museum of Wooden Artifacts and Stone Carving. 

 
Figure 2.a. Ince Mēnare Medresse 

 

The width of the portal is 6 metres and its length is about 9 metres. The thickness of its 

wall is 1.70 metres. The actual door situated inside the portal is 1.70 metres wide and 2.5 

metres long (Aslanapa 1990, 392). The main decorative features on the portal are 

calligraphic bands. There are also symbols of artichokes, geometric ornaments, leafs, 

stars, fish skin shapes, crescent and hourglass motifs. These figures symbolize the 

different philosophy of the artists and the culture living at that time. It's grand portal, 

heavily and completely carved with Seljuk decoration and Kur'anic inscriptions, is among 

the finest of all Seljuk grand portals (Figure 2.b).  

 

 

http://turkeytravelplanner.com/go/CentralAnatolia/Konya/index.html
http://turkeytravelplanner.com/go/CentralAnatolia/Konya/index.html


International Congress of Aesthetics 2007, ñAesthetics Bridging Culturesò 

7 

 

 
Figure 2.b. The decoration of Grand Portal 

 

The Karatay Medresse like Ķnce Minare Medresse is among Konya's finest and most 

impressive Seljuk Turkish architectural masterpieces (Figure 3.a). 

http://turkeytravelplanner.com/go/CentralAnatolia/Konya/index.html
http://turkeytravelplanner.com/architecture/SeljukArchitecture.html
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Figure 3.a. Ince Minare Medresse 

 

Karatay Medresse, constructed in 1251, stands to the north of this hill, and now is a 

museum which holds the best examples of Seljuk tiles and ceramics. The Seljuk style is 

known for itôs simple, plain structures with elaborate portals carved in stone and hand 

painted tiles in the interiors. Right above the belt key stone, there is an open worked 

hobnail and slightly below this, there are also two hobnails on the right and left sides. 

Although many historians think that these three hobnails (Figure 3.b) were used to refer 

to planets, this trilateral composition reminds the ñ¢intemaniò drawings. This 

composition symbolizing the three features of Budha and consisting of three circles is 

frequently used in Works of Turkish architecture and cloth drawings originated from 

Asia. According to Uĵurlu (1998, 213-215), two different types of rock have been used to 

enrich the face and the combination of these two have been done with a great expertise. 

Connections are faultless and completion of details called ñfinishingò by the westerners is 

wonderful.   


