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Abstract. The purpose of this study was to explore the functional, artistic, and compositional characteristics of Moorish
architecture in Europe, tracing its origins in Byzantine masonry drawings from medieval Bulgaria. The study examined
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part of the Bulgarian Nessebar, have become a valuable source of the formation of Moorish (Spanish-Moorish, Andalusian)
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L ¢ Origins and development of Moorish architecture...

style. This tradition, which originated in the Byzantine-Mediterranean context, later transformed into a recognisable
architectural trend. In the 19th and early 20th centuries, the fashion for oriental forms spread across Europe, from the
Caucasus to Italy. In different countries, it manifested itself in the architecture of palaces, synagogues, kenesas, theatres,
administrative buildings, and sacred buildings. The study proved that the formation of the Moorish (Andalusian) style
in European architecture has deeper than previously thought Byzantine-Antique roots, with further flourishing in the
19th and early 20th centuries under the influence of Oriental and Western European styles. The practical significance of
these findings lies in providing architects, conservators, and urban planners with an evidence-based framework for the
restoration, adaptive reuse, and sensitive integration of Moorish-style elements in European heritage and contemporary

architectural projects

Keywords: monumental and decorative art; “embroidered” masonry; Orientalism; composition; environmental design

INTRODUCTION

Moorish architecture has attracted attention, as well as the
question of the origins of its origin, sources of style inspira-
tion, its spread within European countries, the specifics of
building orders, and their typological (functional) charac-
teristics. However, despite numerous publications on this
topic, the essence of the components of the Moorish archi-
tecture style in Europe has not been comprehensively un-
derstood. The terminology of the Moorish style, as well as
the issue of its precise definition in architectural discourse,
has been actively discussed in contemporary scholarship.
In a series of studies, this style was defined as “neo-Moor-
ish” or as a phenomenon of “Islamised Orientalism”, which
showed a complex typology of cultural interpretations de-
pending on geography, chronology, and aesthetics (Al-Fa-
had, 2023). Particularly noteworthy in this context was the
concept of “hybrid identity”, which, as A.O. Ibrahim (2022)
showed, was central to shaping the architectural landscape
in Sudan, where Moorish forms served as a cultural bridge
between Arab and African traditions.

N. Ait-Aoudia Meriem (2025) presented a comprehen-
sive study of the neo-Moorish facades of residential build-
ings of the 19"-20" centuries, where the author conducted
an in-depth architectural and stylistic analysis of the build-
ings in the Algerian city of Blida. The researcher classified
the facade solutions by morphological features, identifying
a combination of arcades, colonnades, friezes, and tradi-
tional ornamentation. The conclusions emphasised that
the style was not a replica of historical forms, but served to
preserve cultural identity in the context of colonial mod-
ernisation. N. Saldja & Y.S. Youcef (2024), analysing the ar-
chitecture of the City Hall in Philippeville, emphasised that
the neo-Moorish style served an ideological function as an
instrument of “architectural diplomacy” of the French co-
lonial authorities. The building’s décor, including domes,
panels, and paintings, became an element of “visual poli-
tics” that appealed to traditions while asserting the power
of the colonisers.

R. Blanco-Guzman (2023) considered the Europe-
an interpretations of the style, exploring the decorative
paintings of Al-Andalus through the metaphor of “epider-
mal architecture”, where the facade was interpreted as a
“skin” that both protected and visualised the privacy of
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the space. This concept echoed the research by F. Zahra
& S.B. Shahir (2024), who interpreted Islamic ornamen-
tation as a visualisation of sacred order, infinity, and har-
mony that formed a space for spiritual attunement. From
a geocultural perspective, M.]. Schreffler (2022) analysed
the spread of the Mudehar style in Latin America as a re-
sult of the colonial rivalry between Spain and Portugal.
The researcher emphasised the universality of Moorish
forms capable of adaptation in new contexts. A. Gonzalez
& 1. Llano (2024) traced the influence of Maghreb music
on southern Spain, particularly in the genres of flamen-
co and ethnomusic, emphasising the interaction of music
and architecture as elements of a common cultural space.
A.B.Follana (2023) focused on the penetration of Andalu-
sian motifs into the works of composers Debussy, de Fal-
la, and Ravel, emphasising the role of Moorish aesthetics
as a source of inspiration in European art. M.W. Dariya-
di et al. (2022) analysed the modern urban planning of
Islamic cities, focusing on the preservation of the sacred
and symbolic content of classical elements (domes, ar-
cades, lattices) in new urban realities. A.H. Radwan (2021)
demonstrated an analogous approach, considering the
mosque not only a sacred but also a social and organi-
sational centre of the Islamic city. In the Ukrainian aca-
demic context, O. Shkolna & O. Kovalchuk (2023) studied
the influence of Moorish aesthetics on jewellery art, and
the previous study by O. Shkolna (2019) considered the
architectural elements of the East (mashrabiya, shabbak),
which became part of Moorish ornamentation.

Thus, the available research testifies to the multidi-
mensionality of Moorish stylistics, which was manifest-
ed in architecture, music, decorative arts, and urbanism,
serving as a carrier of cultural memory and postcolonial
dialogue in a global context. However, all the studies cited
above did not cover the issue of the spread of the Maritime
(Spanish-Moorish, Andalusian) style in Eastern, Central,
Northern, and Western Europe from the Middle Ages to the
early 20 century. The purpose of this study was to identify
the locations of the spread of Moorish-style buildings in
Europe from the Middle Ages to the early 20™ century, as
well as to reveal their functional, artistic, figurative, and
compositional features.



MATERIALS AND METHODS

The methodology of this study was based on an integrat-
ed approach that included historical-genetic, comparative,
formal-stylistic, typological, art historical, and hermeneu-
tical methods. The application of the chronological prin-
ciple helped to determine the key stages of the develop-
ment of the Moorish style from its origin in the decorative
masonry of the Byzantine period in the Balkans (Bulgaria,
Croatia) to the spread of this style in the forms of churches,
mosques, synagogues, kenesas, palaces, and educational
institutions in different European countries. Particular at-
tention was paid to architectural monuments in Bulgaria
(Nessebar, Belovsk Basilica), Turkey (Mevlana Mausoleum
in Konya, Topkapi Palace), Hungary (Pasha Gazi-Kasim
Mosque), Ukraine (Karaite kenesas in Kyiv and Vilnius),
Croatia (Capuchin Church of Our Lady of Lourdes), Bosnia
and Herzegovina (Sarajevo City Hall), Lithuania (Vilnius
Choral Synagogue), and others. The art historical approach
was to identify the key features of architectural solutions
characteristic of the Moorish style. The use of elements of
“embroidered” masonry, pinnacles, muqarnas, openwork
perforations, horseshoe and spade arches, as well as the in-
fluence of the Manuelino, Plateresco, Mudejar, and Alham-
bra styles on the decorative decoration were explored. The
study analysed how these elements have been preserved
and adapted to various architectural structures, including
sacred buildings (mosques, synagogues, kenesas, churches)
and public complexes (palaces, administrative buildings,
educational institutions, theatres). The comparative meth-
od was employed to compare architectural solutions in dif-
ferent countries. This helped to identify local peculiarities
of the Moorish style adaptation and its interpretation in
the context of different cultural environments. The herme-
neutic approach helped to reveal the significance of archi-
tectural forms in the context of social, religious, and cul-
tural aspects of different regions of Europe. Attention was
paid to the issues of religious pluralism and the influence
of Jewish, Arab, Turkish, Portuguese, Spanish, Georgian,
Ottoman, and other traditions on the development of style.

The study was based on numerous scientific publica-
tions, architectural reports by A. Chalabi & Y. Lazri (2021),
Q.H. Hamamurad & N.M. Jusoh (2023), photographic ma-
terials and direct visits to the research sites. The current
state of Moorish-style buildings in Europe was also ana-
lysed. Particular attention was paid to the issues of their
restoration, preservation and adaptation to modern condi-
tions. To assess the current state of the objects, the meth-
od of visual architectural monitoring was employed, which
included the analysis of photographic records, digital ar-
chitectural passports, as well as a comparison of historical
and modern facade plans. Open access sources were used,
including official reports on the condition of cultural her-
itage sites, materials from architectural conferences, mon-
ument catalogues, and online registers such as the Euro-
pean Heritage Label and the architectural archives of the
cities of Barcelona, Paris, Granada, and Lisbon. Wherever
possible, the method of typological analysis was used to
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compare structural elements (arcades, mashrabiyas, orna-
ments, mosaics) according to the criteria of preservation,
interpretive transformation, and restoration intervention.

The question of whether the construction of new
Moorish-style buildings continues in Europe and how
this style is used in modern interior decoration was also
considered. The study paid special attention to examples
of architectural solutions in European countries, particu-
larly Spain, Portugal, France, Turkey, Ukraine, Lithuania,
Bosnia and Herzegovina. The choice of these countries
was conditioned by the historical and cultural significance
of the Moorish tradition in each of the regions, as well as
the presence of characteristic examples of architecture
that demonstrate stylistic imitation or reinterpretation of
Moorish motifs in different historical periods. The anal-
ysis involved the study of new projects, including public
and cultural centres, private houses, and religious build-
ings (mosques, synagogues, kenesas) that reproduce or
interpret elements of the Moorish style. The application
of an integrated approach helped to cover the functional,
compositional, artistic, and figurative features of Moorish
architecture in Europe, to determine its historical develop-
ment and to identify modern trends in the use of this style.

RESULTS
The “Moorish (from the outdated name of Morocco “Mau-
ritania”) style” spread in the traditions of masonry of sa-
cred buildings in the lands of ethnic Bulgaria (the Byz-
antine Empire) from the 11% to the 13™ centuries. For
example, in the area of Sveti Spas in Bulgaria, there are
ruins of the Belov Basilica of the 4™-5% centuries with
decorative coloured masonry in some parts of the build-
ing, which do not yet have such a rhythmic composition as
would be common in Bulgaria in the period of late Byzan-
tium from the time of the Comnenians (Fig. 1). A series of
monuments have also been preserved in the Old Town of
Nessebar. This feature in decorative techniques indicates
possible shared sources of influence and confirms the hy-
pothesis of the circulation of stylistic forms in the Medi-
terranean region, which was the subject of analytical con-
sideration by R. Blanco-Guzman (2023), where patterned
masonry was presented as the basis for interpreting the
facade as a “blanket of space”. In Figure 1, the coloured
masonry of the facade of the 4™-5% century Belovski Ba-
silica in Bulgaria shows a combination of ochre brick and
light stone in horizontal stripes, creating a decorative
effect close to ornamental decoration. Nearby is the en-
trance to a Roman tomb in Anhialo with an arched portal
typical of underground structures of the 2m-4t™ centuries.
These examples demonstrate the continuity of architec-
tural techniques and decorative forms from antiquity to
the early Middle Ages in the region. Other examples in-
clude the ruins of ancient baths (6™ century), St. Sophia
Church (5"-6™ centuries), the Basilica of the Virgin Eleu-
sis (Delight) (6™ century), St. Stephen’s Church (10t cen-
tury), the churches of St. John the Baptist (10"-11 cen-
turies), St. Demetrius (10™-11™ centuries), St. Stephen
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(11 century), St. Paraskeva (13™ century), St. Paraskeva
(13™ century), St. Todor (13™ century), St. Archangels Mi-
chael and Gabriel (13™ century), St. John Alitourgethos

(Unsanctified) (14™ century), Christ the Pantocrator (Al-
mighty) (14" century), St. Saviour (Ascension of Christ)
(17 century) (Ivashko et al., 2021).

Figure 1. Coloured masonry elements of the Belov Basilica of the 4t"-5% centuries AD in Nessebar
and the entrance to the ancient Roman tomb nearby in Anhialo of the 2"-4% centuries AD Bulgaria

Source: Sboryanovo Archaeological Reserve (n.d.)

Using the example of early Byzantine terms of the 6™
century, laid down at the beginning of the development
of the “city of forty churches in Bulgaria” under Justinian
the Great, it is noticeable that the masonry of the walls is
already acquiring the nature of “embroidered”, creating a
clear rhyme of repetition of ochre stripes in the compo-
sition, which gives the image of the building a sense of
solemnity of ablutions, which were part of the way of life
of the nobility. Therewith, from the 5% to the 6™ centu-
ry (when the fortress walls with “embroidered” masonry
were built) and the 6™ century (when the public buildings
were constructed) in the Old Town of Nessebar, the cul-
ture of masonry with coloured “interruptions” became a
virtuoso part of the work of masons who alternated tuff
masonry with thin reddish plinth of apses, naves, semi-
arched spaces, window frames and friezes that empha-
sised the architectonics. This technique resonates deeply
with the “architecture as a bedspread” concept proposed

by R. Blanco-Guzman (2023), where the facade is viewed as
a visual text that interprets space through layers of form,
texture, and colour. All this testifies to the wide circula-
tion of aesthetic principles within the Byzantine-Moorish
cultural area.

From the Romanesque and Gothic periods to the Re-
naissance, local craftsmen not only performed the typical
Moorish style “metopic-triglyph” decorative types of ma-
sonry, but even experimented with a “cross” swastika-me-
ander pattern made of ochre bricks, they added rows of
glass elements between the bricks (as in the Spanish Mude-
jar style of the 11™ and 16™ centuries), and created relief
ornamental patterns on the facades with coloured bricks
(Fig. 2). This applied not only to buildings for liturgical pur-
poses, but also to private houses of local residents, which
are still a decoration of the ancient part of the city, which is
now under the protection of the United Nations Education-
al, Scientific and Cultural Organization (UNESCO).

Figure 2. Ruins of the early Byzantine terms of the 6th century, founded under Justinian the Great,
and the temple of Christ Pantocrator (2 projections) in Nessebar in the 14™ century (Bulgaria)

Source: Sboryanovo Archaeological Reserve (n.d.)

In Figure 2, the architectural heritage of Nessebar is
striking in its multilayered stylistic influences, which can
be traced back to the 6™ and 14™ centuries. The left part
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of the image shows the ruins of the early Byzantine termi-
ni, built during the reign of Emperor Justinian I, where the
characteristic massive masonry with preserved fragments



of arched passages and the remains of brick friezes, which
served as both structural and decorative elements, is vis-
ible. On the right side of the composition, the Church of
Christ the Pantocrator is presented in two projections - the
front and the side. Particular attention is drawn to the “em-
broidered” masonry of the facade, where the alternation of
red plinth and light stone forms a complex geometric sys-
tem of rhythms. This not only creates an expressive plastic
image of the building but also testifies to the continuity of
decorative techniques from early Christian monuments to
late medieval examples. Figure 2 illustrates the cross-cut-
ting nature of the ornamental code that was inherent in
Byzantine-Balkan architecture and later became part of the
formative arsenal of Moorish style.

That is, from the Early Middle Ages of Justinian the
Great to the Baroque period, the phenomenon of “embroi-
dered” masonry walls, which had rows of coloured terracot-
ta plinths and appealed to the architectonics and rhythm
of the patterns of the walls of buildings made in the Span-
ish-Moorish style in the Maghreb countries (Algeria, Moroc-
co and Tunisia), was recorded in this region. The local fash-
ion in these lands gave impetus to the development of such
traditions of building in the Mediterranean (North Africa).
Furthermore, from the Middle Ages and the Early Modern
period, elements of such “embroidered” masonry became
part of the development of the lands of modern Croatia,
which is recorded in the patterns of the walls of churches on
the island of Ston (the Church of St. Vlach, 14" century, St.
Liberan, 17™ century with later interventions, etc.) (Fig. 3).

Figure 3. Church of St Vlach, 14 century, Ston, Croatia
Source: My Croatia (2012)

The Church of St Vlach on the island of Ston (Croatia,
14™ century) demonstrates a pronounced use of coloured
masonry, typical of late medieval Byzantine and post-Byz-
antine architecture. The facade of the church features an
alternation of light stone blocks with horizontal rows of
red plinths, forming a kind of decorative ornament in the
style of “stone embroidery”. This not only gives the build-
ing visual plasticity but also demonstrates the influence
of techniques inherent in Balkan and Asia Minor sacred
architecture on the formation of the local Croatian archi-
tectural landscape. The use of this technique demonstrates
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the profound transregional connections between the Byz-
antine heritage, Slavic building traditions, and the deco-
rative canon, which later transformed into one of the key
aspects of Moorish style. The décor of the ochre brick “par-
titions” had more ascetic forms, which only emphasised
the architecturally significant details of the exteriors and
interiors: semicircular elements of framing doorways (por-
tals), wind roses in the Gothic fashion, which served as des-
judeports (decorative ornaments above the front door) and
light wells, lunettes above pilasters and arcades, columns
topped with spires.

The introduction of rhombic masonry, borrowed from
the Mudejar style, which was widespread in Spain in the
11™ and 16™ centuries under the influence of the mixing
of Jewish, Christian, and Moorish cultures, was a local
know-how, compared to the buildings in Bulgaria, where
it was fashionable to decorate the facade with coloured
plinths with rows of ceramic (terracotta) bands, Christian
and Moorish cultures (a typical example is the tower of the
Cathedral of Santa Maria de Mediavilla, a UNESCO World
Heritage Site), under the slopes of the ochre tiled roof. At
the same time, somewhere in the 16" century, a fashion
for decorating arched spaces and windowsills with coloured
“interruptions” appeared in the former lands of Byzantium
itself. Specifically, on the territory of modern Turkey, in the
city of Konya, near the complex of the mausoleum of Ce-
leidin Rumi (Mevlana), the Konya Selimiye Mosque, built
by Sultan Selim I between 1558 and 1567 by the architect
Mimar Sinan with coloured masonry elements above the
arches, has been preserved (Fig. 4).

Figure 4. Mevlana Museum and Mausoleum
in Konya (Turkey), 13™-16" centuries
Notes: coloured masonry elements only on semicircular or
rounded elements
Source: photo by the authors of this study

The Mevlana Mausoleum complex (13™-16% centuries)
in Konya, Turkey, demonstrates the decorative elements
of coloured masonry typical of late Ottoman architecture,
concentrated mainly in arched spaces and rounded archi-
tectural elements, as exemplified by the Selimiye Mosque,
built between 1558 and 1567 by the famous architect Mi-
mar Sinan on the orders of Sultan Selim II. The colourful
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accentuation of the arches with alternating red and white
stone blocks performs both a decorative and a structural
function, emphasising the rhythm of the facade plastic and
the arrhythm of the stained-glass lighting. This use of ma-
sonry is an aesthetic echo of Byzantine, Seljuk, and Persian
influences, which in Ottoman art were synthesised into a
new artistic language that later became a source of inspi-
ration for neo-Moorish architects in Europe. Mimar Sinan
also designed the Mihrimah Sultan Mosque in Edirne Kapi
(western Istanbul) (Fig. 5). Between 1562 and 1565, he built
a whole complex of a mosque, madrassa, hammam, tur-
beh (tomb), fountain, and shopping arcades. The mosque
used striped decoration of the vaulted arches with green-
ish paint according to Moorish traditions in the interior,
coloured white and brown “interruptions” of the keeled
arched vaults above the fountain, etc.

Figure 5. Architect Mimar Sinan. Interior of the mosque
of Mihrimah Sultan (daughter of Suleiman the Great and
Roksolana) in Edirne Kapi (Istanbul), 1562-1565
Source: photo by the authors of this study

Designed by Mimar Sinan in 1562-1565, the interior of
the Mihrimah Sultan Mosque in the Edirne Kapi district of
Istanbul embodies a sophisticated style of decorative dec-
oration that combines Ottoman architectural traditions
with Moorish motifs. Attention is drawn to the striped
elements of the vaults, painted in greenish-ochre shades,
which form a clear rhythm around the sub-dome arches.
The white and brown keel-shaped arches surrounding the
fountain in the courtyard also acquire a special decorative
significance. The colour scheme emphasises the vertical
and horizontal plasticity of the interior space, referring to
the principles of visual “interruption” of the plane inher-
ent in Moorish and Andalusian architecture. The Mihrimah
Sultan complex not only illustrates the high level of archi-
tectural synthesis of the Ottoman Empire, but also demon-
strates how oriental ornament motifs are integrated into
sacred architecture in its post-Byzantine interpretation,
where, similar to the architecture of the Buddhist dwell-
ings, each element of space acquires a symbolic meaning,
representing religious ethics, ideas of prayer and harmony
(Alifuddin et al., 2021; Chung, 2025).

Some parts of the Topkapi1 Palace in Istanbul, the main
residence of the Turkish padishahs after the conquest of
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Constantinople by the Ottomans, date back to the 15" and
17% centuries. Among others, the decoration of the arched
structures with coloured striped masonry of the Sofa-i Hu-
mayun terrace stands out, where ochre elements bend in
an S-shaped manner, creating the effect of “dancing” wavy
lines (built in 1638). Such a compositional solution not
only emphasises the architectonic lines of the building but
also conveys its playful character in its artistic and figura-
tive sound (Fig. 6). The ensemble of the building includes
a gilded gazebo with a dome called Iftar (Iftariye Kosku),
intended for fasting in the holy month of Ramadan and
contemplation of the Golden Horn Bay.

Figure 6. Sopha-i Humayun Terrace and examples
of coloured masonry arches in the Topkapi interior
ensemble (Istanbul), late 16™ — early 17" century
Source: Topkapi Palace in Istanbul is most actively visited
by Ukrainian tourists (2021)

The Sopha-i Humayun Terrace in the Topkapi Palace
Complex in Istanbul, dating back to 1638, represents the
sophisticated technique of coloured striped masonry, typi-
cal of late Ottoman architecture. The S-shaped geometry of
the ochre and whitish arched segments is noteworthy, cre-
ating the effect of “dancing” lines, giving the architectural
space visual dynamics and playful expression. The plastic



solution not only enhances the depth of the interior but
also integrates visual ornamentation motifs inherent in the
Moorish architectural tradition. The composition is com-
plemented by the gilded dome of the Iftariye Kosku gazebo,
which accentuates the sacred and domestic function of the
ensemble, symbolising the combination of visual luxury and
spiritual purpose in the structure of the palace environment.

In the Reception Hall gallery of the complex, an analo-
gous motif is repeated, but with alternating segments with
and without the “waving” lines of dark masonry. After be-
ing built in the time of Mehmed II, most of the complex
was renovated during the reign of Suleiman the Great and
later. The wavy lines of alternating masonry, which de-
part from the traditional methods of figurative imitation
of harpsichord and piano keys, are also found in the inte-
riors of individual rooms of the Topkapi, particularly the
Hall of Receptions (Audience), built during the reign of Me-
hmed III in 1595-1603 in the Third Court of the complex
(Blanco-Guzman, 2023).

In the Muslim traditions of the Ottomans, the Parsan
Mosque in Konya was builtin 1676, where the tradition of in-
troducing the above elements of facade decoration through
coloured masonry has been preserved. Mosques in the ter-
ritories conquered by the Ottomans were built in the same
tradition. Specifically, in the city of Pécs in Hungary, there
is a typical example of a building of the 16" and 17* cen-
turies with mashrabiyas — the Pasha Gazi-Kasim Mosque,
later converted into a Christian church, the facade decor
of which also includes “striped” completions of keel arches
with perforated masonry walls above the windows (Fig. 7).

Figure 7. Architect Kermendi. The Pasha Gazi-Kasim
(Jami) Mosque in Pécs, Hungary, later converted
into a Christian church, 17% century
Source: photo by the authors of this study

Figure 7 presents one of the most prominent Ottoman
buildings in Central Europe, the Pasha Gazi-Kasim (Jami)
Mosque in Pécs, Hungary, which was converted into a Chris-
tian church after the fall of the Ottoman Empire. This ar-
chitectural object, built in the 17% century by the architect
Kormendi, shows close ties to Moorish and Ottoman styles.
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The facade design features perforated mashrabiyas above
the windows, typical of Muslim architecture, and alternat-
ing ochre and light elements in the ends of the keeled arch-
es. During the 17% century, there was a pause in Europe’s
fashion for Moorish architecture. This can be explained by
the fact that after the triumphant conquest of Palestine, Ira-
nian Azerbaijan, Caucasian Armenia, the Balkans, Algeria,
and Tunisia in the 16 century, the Turks for a while united
large areas of the Islamic world under their protectorate,
and then Moorish (associated with the Maghreb countries)
became part of their empire (Auanasova et al., 2025). How-
ever, the Turkish-Persian wars continued, draining the
country’s economy from 1514-1515 to 1821-1823, which
led to the collapse of the Ottoman Empire. These trends
became especially evident after the victories of Ukraini-
an-Polish King Jan III Sobieski over them near Vienna in
the late 17* century and the exhausting Russian-Turkish
war of 1768-1774, when the Derebeys’ rule began, charac-
terised by the weakening of central authority in the Port
and the spread of robbery in the interior of the country
(Shkolna & Kovalchuk, 2023; Shtohryn & Tretiak, 2024).

Pan-Ottoman conquest narratives ceased to be domi-
nant within the country from that time on, and many Euro-
pean states outside the country, which were experiencing
reformist transformations in their religious, socio-politi-
cal, and economic systems (after the era of the East India
campaigns, the era of bourgeois revolutions began), were
not particularly fascinated by this exoticism, as Indo-Sar-
acenic and Chinoiserie motifs became fashionable at that
time. After the end of the Mannerist, Baroque, and Roco-
co eras, Moorish art, which in Portugal and Spain was ex-
tremely acute in the architecture of Manuelino and Plat-
eresco in the 16 century, was recalled in Europe during the
Historicist era, which focused on its elements in the updat-
ed elements of the 19™-century synthetic Alhambra style.
At this time, the Moorish style became part of traditional
oriental themes in the art of academicism, decorative arts
and sculpture (Shkolna, 2019). In the late 19™ century, the
Turkish House and the Italian Secondary School in Rijeka,
Croatia, and the Vijecnica City Hall in Sarajevo (Bosnia and
Herzegovina) were built (Fig. 8). The public buildings of
this Mediterranean region were characterised by the use of
not only striped masonry variants, but also elegant orien-
tal mouldings with mugarnas, typically Moorish, borrowed
from Manuelino and Plateresco, pinnacles at the end of the
roof, the use of openwork mashrabi perforations in the lu-
nettes of the descudeports and horseshoe-shaped rows of
arches (Shkolna, 2019).

Figure 8 shows a fragment of the plastic decoration of
the Vijecnica City Hall in Sarajevo, a landmark of neo-Moor-
ish architecture in the Balkans designed by Czech architect
Karel Parzik in the late 19™ century. This object is a vivid ex-
ample of the adaptation of Moorish decorative forms in the
European environment. A typical set of oriental elements
was used: pinnacles with a neo-Gothic interpretation, lu-
nettes with openwork ornamentation, perforated inserts in
arched passages, and complex mouldings with muqarnas,
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which originate from the Muslim traditions of Andalusian
and Moroccan architecture. Transitional arches framed by
striped masonry, combined with perforations in the form
of mashrabiyas, create a multi-layered perception of space
and an expressive play of light and shadow, typical of the

Moorish style. It is these decorative components, which
have shared origins with the forms of Manuelino and Pla-
teresco, that demonstrate the profound syncretism of cul-
tural heritage within the neo-Moorish architectural canon
(Shkolna, 2019).

Figure 8. Architect Karel Parzik. Elements of the plastic decor of the Sarajevo City Hall
(Bosnia and Herzegovina), made in the Moorish style

Source: Sarajevo City Hall (2008)

At the turn of the 19™ and 20™ centuries, this style was
also used to build the Beit Israel synagogue complex (with
a community centre and kosher restaurant) in Brasov (Ro-
mania), the choral synagogue in Vilnius, Karaite kenesas in
Kyiv and Vilnius, the Goldenberg Hospital in Kropyvnytskyi
(Fig. 9), the horseshoe-shaped Moorish Arch on the French
Boulevard in Odesa, the Capuchin Church in Rijeka (Croa-
tia), the St Nicholas Cemetery Church in Belgrade (Serbia).
Elements of the style are present in the main staircase and
some rooms of the Central Building of the Kyiv Polytechnic
Institute (Ukraine).

Figure 9. The Goldenberg Hospital
in Kropyvnytskyi, Ukraine
Source: R. Malenkov (n.d.)
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Figure 10 presents the facade of the Capuchin Church
of Our Lady of Lourdes in Rijeka, Croatia, built between
1904 and 1929 by architect Giovanni Mario Curetta. The
sculptural design was created by Urbano Botasso, and
the decorative carvings were created by Antonio Mari-
etti. The building combines neo-Gothic features with
expressive oriental elements, particularly in the form of
arches, pinnacles, columns with decorative finials typ-
ical of Moorish style. The striped masonry design of the
facade, contrasting zoning of materials, and elements of
mashrabiya stylisation on the window openings indicate
a close relationship with the Moorish architectural canon,
which was widespread in religious construction in Central
and South-Eastern Europe at the turn of the 19% and 20%
centuries. This object represents the specifics of the ad-
aptation of Moorish decorative models to Catholic sacred
architecture, while preserving the profound semantic and
aesthetic features of the oriental architectural heritage
(Gonzalez & Llano, 2024). For instance, the fagade of the
early 20®™-century Capuchin Church (Basilica) of Our Lady
of Lourdes in Rijeka features three-lobed arches, more
typical of Algerian architecture, and fashionable in the
19 century (they were used in interior designs, specifi-
cally, in the Mikhail Vorontsov Palace in Tiflis in the third
quarter of the 19" century), as well as pinnacles, repeat-
ed “blind” arches, lunettes, portal niches with openwork
plastic modelling and sculpture, and even mosaics, which
gave the whole eclectic composition a special artistic and
figurative sound.
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Figure 10. Architect Giovanni Mario Curett, sculptor Urbano Botasso, and carver Antonio Marietti.
The Capuchin Church of Our Lady of Lourdes in Rijeka, Croatia. 1904-1929

Source: photo by the authors of this study

As of 2025, a considerable number of Moorish-style
buildings still exist in Europe, although their condition var-
ies considerably depending on the country, local traditions
of cultural heritage protection and the current functional
use of the buildings. Many historic Moorish buildings are
under the protection of UNESCO and national heritage pro-
tection programmes. For instance, the Old Town of Nesse-
bar in Bulgaria, which has preserved numerous examples of
ochre plinth masonry and decorative bands, is a UNESCO
World Heritage Site. This helps to ensure stable funding for
restoration work and measures to protect the architectural
heritage. At the same time, not all Moorish-style buildings
are properly maintained. Some synagogues, kenesas, and

mosques, especially in Central and Eastern Europe, are in
need of immediate restoration work or have already been
destroyed during the 20t century due to wars, repression, or
economic hardship. Specifically, many Karaite kenesas that
functioned in Kyiv and Vilnius have been rebuilt or lost their
original functional purpose (Ivashko et al., 2021). At the
same time, the modern practice of preserving and restoring
Moorish-style buildings includes not only restoration work
but also adaptation to new functional needs. For exam-
ple, in Barcelona, new architectural projects interpret the
Moorish style using modern building materials and tech-
nologies, creating interesting examples of an eclectic mix
of historical motifs and modern design concepts (Fig. 11).

Figure 11. Casa Batll6 in Barcelona, reconstructed from 1904 to 1906
Source: photo by the authors of this study

Figure 11 shows one of the most striking examples of
an eclectic approach to the interpretation of the Moorish
style in architecture — the famous Casa Batll6 in Barcelona,
reconstructed in 1904-1906 by Antoni Gaudi. Although this
object is mainly associated with Catalan modernism, its
facade displays numerous decorative elements that share
similarities with the Moorish style, primarily in the rhythm
of arcades, wavy lines, mosaic decoration, and colour

schemes. The analogies are particularly noticeable in the
use of coloured ceramics, the outlines of window openings
and the distribution of spatial accents on the facade. This
combination allows discussing the conscious aesthetic bor-
rowing of Moorish ornamentation motifs within the mod-
ernist discourse, which creates a new level of perception of
oriental heritage in the urban space of the early 20 centu-
ry. The Arab World Institute (Institut du Monde Arabe) is a
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prominent architectural project in Paris, located on the left
bank of the Seine in the Latin Quarter. The building was
constructed in 1987 by the famous French architect Jean
Nouvel, who sought to combine elements of Arabic archi-
tecture with modern construction technologies (Fig. 12).

Figure 12. Institut du Monde Arabe, Paris, 1987
Source: Arab World Institute (n.d.)

The key feature of the Arab World Institute is the
facade, made in the form of a complex metal mesh of 240
photovoltaic apertures that imitate traditional Arabian
window grilles — mashrabiyas. These diaphragms automat-
ically open and close depending on the intensity of sun-
light, creating a dynamic effect of light and shadow inside
the building, as well as providing natural ventilation and
lighting. This technological approach, based on the prin-
ciples of ecological design, emphasises the integration of
architecture with the environment. The building is shaped
like a “U” and includes a library, exhibition halls, museum,
conference rooms, restaurant, bookstore, and administra-
tive offices. The architectural style of the Institute com-
bines modernism with Moorish motifs, which is expressed
in the use of geometric patterns, symmetrical structures,
and ornamental elements. The purpose of such an approach
is to create a cultural bridge between the West and the Arab
world, preserving traditions and demonstrating their ad-
aptation to modernity. Notably, the Arab World Institute
has become not only an architectural landmark in Paris,
but also a symbol of cultural dialogue between European
and Arab cultures. Its facade has become a famous example
of how traditional architectural motifs can be adapted to
modern technology and design, leaving them recognisable
but giving them new life in a modern city (Burke, 2022).

Another prominent aspect is the preservation of build-
ing interiors. For example, the decoration of horseshoe
arches, openwork perforations, mugarnas, and mosaic
inserts typical of Moorish architecture is actively used in
the interior design of cultural and public buildings (Cher-
nyshev et al., 2020). For instance, in the restored interiors
of the central building of the Kyiv Polytechnic Institute, as
well as in some modern hotels and restaurants in Europe.
In 2025, the Moorish style is finding new life in private and
public construction. Some architectural firms are actively
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using elements of the Moorish style in their projects, in-
cluding in the design of cultural centres, art galleries, and
tourist complexes. Although it is still largely decorative,
this style continues to attract the attention of designers
due to its expressive aesthetics and symbolic meaning. In
contemporary interior design, Moorish ornamental motifs
are often used to create ethnic or exotic spaces, especially
in hotels, restaurants, tourist centres, and private homes.
Furthermore, elements of Moorish architecture are used in
ecological design, which seeks to integrate traditional dec-
orative techniques with modern energy-saving technolo-
gies (Ivashko et al., 2020).

Thus, the Moorish style in European architecture,
which emerged based on the traditions of the Byzantine
Empire and spread from Bulgaria through the Balkans, the
Black Sea region to Spain, Portugal, Italy, France, Hungary,
Ukraine, and other regions, continues to be a significant
cultural phenomenon in European heritage. Its emergence
and popularisation are associated with the use of decora-
tive coloured plinths, pinnacles, openwork perforations,
decorative arches, and other artistic and figurative ele-
ments that reflect the influences of the Spanish-Moorish
Mudejar style, Portuguese Manuelino, Gothic-Saracenic,
and Indo-Saracenic styles. Despite considerable losses and
destruction during the 20" century, many Moorish-style
buildings still exist and are protected by national pro-
grammes and UNESCO. The current state of these objects
ranges from well-preserved to endangered. At the same
time, the Moorish style continues to be relevant in modern
architecture and design, especially in the decorative design
of public and private buildings, hotels, restaurants, and
cultural centres. The use of Moorish motifs in interiors and
the adaptation of this style to modern architectural needs
demonstrates its attractiveness and potential for further
development. The preservation and restoration of histor-
ical objects created in the Moorish style continue to be
crucial tasks for modern architects, restorers, and scholars
studying the architectural heritage of Europe.

DISCUSSION
The conducted study demonstrated that the Moorish style
in European architecture has a long history, beginning with
the Byzantine masonry tradition and developing under the
influence of Islamic architecture, particularly during the
expansion of the Ottoman Empire. The analysis of modern
sources helped to better understand the processes of pres-
ervation and transformation of the Moorish style in differ-
ent regions of Europe, as well as its influence on contem-
porary architectural projects. N. Ait-Aoudia Meriem (2025)
showed that Blida (Algeria) has preserved numerous ex-
amples of neo-Moorish buildings of the 19-20® centuries,
which served as a source of inspiration for architects. The
researcher pointed out the stylistic features of the fagades
of such buildings, which combine traditional elements with
new materials and decorative motifs. Analogous trends
can be found in modern buildings in Paris and Barcelona,
where the Moorish style is interpreted through the lens of



modern technology and design. P. Burke (2022) addressed
the fact that Islamic art, including architecture, actively in-
fluenced European culture through contact zones between
Christian and Muslim states. These conclusions were con-
firmed by the results of the present study, which showed
how the Spanish-Moorish Mudejar style and Gothic-Sar-
acenic motifs became popular in regions that had close
cultural and political ties with the Muslim world. A. Zer-
rouki (2021) noted that in Algeria, the development of the
Moorish style was inextricably linked to the colonial peri-
od. The researcher emphasised the transformation of the
Moorish style into the neo-Moorish style, which is marked
by elements of continuity and a break with the past. These
conclusions are a prominent aspect for the present study,
as comparable processes can be observed in European ar-
chitecture, where the Moorish style is gaining a new sound
in the context of modernism and postmodernism.

F. Mazouz & M. Triqui (2024) focused on the fact that
Algeria is experiencing a revival of Moorish architectural
identity in new projects that combine traditional decora-
tive elements with modern materials. These findings are
in line with the presented results, which showed that in
contemporary architectural projects in Paris and Barcelo-
na, architects are actively using Moorish motifs to create
modern buildings adapted to modern requirements. J. Ta-
heri (2021) emphasised the significance of decorative arts
and architecture for human psychological comfort, espe-
cially within Muslim communities. This idea is of great sig-
nificance for the present study, as the contemporary use
of the Moorish style often focuses on creating harmonious
spaces that combine aesthetic and functional require-
ments. Y. Ivashko et al. (2021) emphasised the need to pre-
serve and restore architectural objects in the neo-Moorish
style. Their study focused on the monumental works and
facades of architectural monuments of the late 19" — early
20% centuries, which often need to be preserved due to the
influence of climatic factors and negligent use.

Analogous challenges are relevant for many of the
European monuments considered in the study. S. Har-
rington et al. (2022) explored modernisation trends in the
architecture of Bosnia and Herzegovina in the early 20™
century. The study enabled a better understanding of how
the Moorish style interacted with other styles, particularly
during the period of national revival and cultural renewal.
R.Y. Kassab (2024), in the study on the development of the
Habus district in Casablanca, discussed the processes of
interpreting the Moorish style in urban spaces. Compara-
ble processes are observed in the contemporary architec-
ture of Paris and Barcelona, where architects use Moorish
motifs to create culturally significant objects. N. Lopez-
Jantzen (2021) analysed the periodisation and historiog-
raphy of interaction between Europe and Africa, particu-
larly Italy and the Islamic world. The study focused on the
cultural exchange and adaptation of Islamic architectural
elements in medieval European art. These findings were in
line with the presented results of this study, which demon-
strated the influence of the Moorish style on architectural
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structures in Europe, especially within the former Byzan-
tine domains and territories under Ottoman control.

C. Mileto & F.V. Lopez-Manzanares (2023) considered
the protection of historic cities and the conservation of ar-
chitectural monuments belonging to the UNESCO heritage.
The analysis of the case of the Lonja de la Ceda in Valencia
illustrates the significance of restoration and conservation
of buildings of historical significance, which confirmed
the observations on the need to restore many European
Moorish-style buildings that are endangered or need to be
adapted to modern requirements. G. Murray-Miller (2023)
examined Orientalism in Europe in the long 19 century,
analysing its epistemological and practical manifestations.
The researcher pointed out that interest in Islamic archi-
tecture was part of a broader cultural phenomenon, which
was expressed through attempts to combine European tra-
ditions with exotic motifs brought from the Middle East and
North Africa. The findings obtained, which demonstrated
the active use of the Moorish style in European buildings
from the 19 to the early 20™ century, are in full agreement
with Murray-Miller’s conclusions.

AW. Sukkar et al. (2024) presented an interesting view
on the use of artificial intelligence in the creation of Islam-
ic architecture, particularly in the design of modern build-
ings based on traditional architectural principles. This
opens new opportunities for the development of the Moor-
ish style in modern architecture. The findings of the study
also confirmed that new projects in Paris and Barcelona are
partly inspired by the Moorish style but are actively adapt-
ing it to modern functional requirements through innova-
tive technologies. A.E. Arsuaga (2021) studied the develop-
ment of urban spaces in the Middle Ages, specifically, how
Muslim minorities tried to adapt to the new conditions of
existence in Christian states. This issue is vital for under-
standing how elements of Islamic architecture penetrated
European cities, became part of local architectural styles,
and even formed separate districts. The study showed that
Moorish motifs were actively used in both sacred and sec-
ular architecture. R. Tottoli (2023) examined the cultural
influence of Islamic texts in Europe, which was also reflect-
ed in architectural styles. Although the study focused more
on textual studies and cultural exchange, the influence of
Islamic aesthetics on European architecture is evident and
continues to be a prominent aspect of the present study.

AV.Braga (2022) explored the role of colour, geometry,
and patterns in Islamic art, emphasising their decorative
and symbolic function. This study is crucial for the current
analysis, as such decorative elements form the basis of the
Moorish style, which is actively used in modern buildings in
France and Spain. S. Karray et al. (2023) presented a mod-
ern interpretation of the Moorish style in Testur (Tunisia),
which showed that Moorish architecture is not an outdated
phenomenon, but a living tradition that continues to evolve
in the context of new technologies and urban concepts,
which is confirmed by the results obtained, showing that
Moorish elements are actively used in modern architectur-
al design in Europe, in particular in Paris and Barcelona.

Architectural Studies, 11(2) 55 »



L ¢ Origins and development of Moorish architecture...

Thus, a comparison of the results obtained with the ex-
isting thematic publications showed that the Moorish style
was not only a prominent part of European architecture in
the past but also continues to be a significant source of in-
spiration for contemporary architects and designers. The
Moorish style is not only a historical phenomenon, but also
a living architectural tradition that is constantly evolving
and changing in modern conditions. Considering the iden-
tified trends, this style can arguably develop further and
find use in modern design, making it a unique example of
cultural and architectural dialogue between different civi-
lisations. All the studies reviewed confirmed the relevance
of this subject, emphasising the value of preserving histor-
ical heritage and integrating traditional motifs into mod-
ern architecture.

CONCLUSIONS
Thus, a careful study of the formation and development of
the Moorish (Andalusian) style in European architecture
demonstrated the emergence of the tradition of “embroi-
dered” wall masonry with rows of coloured ochre flat bricks
(plinths) in masonry within the provinces of the Byzantine
Empire, also in the Black Sea region, dating from the 4% to
5t centuries. Thus, from the 4™ to 6™ centuries, a series of
monuments were built in the Balkans, within the borders
of modern Bulgaria, which later became part of the archi-

of “embroidered”, striped masonry of facades and interior
decoration. Orthodox churches in Byzantium, the Balkans,
and the Slavic countries of Europe; mosques, synagogues,
Karaite kenesas, Catholic churches, cemetery churches, and
secular buildings such as theatres, city administrations,
cultural centres, hospitals, schools, and restaurants were
traditionally built in this style. Secondly, the defining in-
fluences include the style of the Spanish Mudejar (11-16%
centuries), Portuguese Manuelino and Spanish Plateresco
(both 16™ century), as well as the late synthetic styles of
the 19™ century — Gothic-Saracenic, Indo-Saracenic, Al-
hambra style. All of them were reflected in plastic plaster
decoration, carved alabaster, and stucco, which should be
associated primarily with solemn, “remodelled” elements
of the interior design of European buildings of the second
half of the 19" and early 20 centuries.

The limitation of this study was the focus on the surviv-
ingarchitectural monuments, as well as the limited access to
archival materials on lost or rebuilt Moorish-style objects.
Prospects for further research should be associated with an
in-depth study of architectural structures built on the ter-
ritory of ethnic Ukraine in the Moorish (Spanish-Moorish,
Andalusian) style during the 19" and early 20" centuries.
Specifically, this applies to lost synagogues, Karaite kenesas,
hotels, tenement houses, mansions, palaces of the period.
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BUTOKM i pO3BUTOK cniopyA, Y MaBpPUTAaHCbKOMY CTUNI
B €Bponi 4YaciB Big CepeaHboBiYYa Ao No4yaTtky XX cTonitra

AHoTaLig. MeTo0 1IbOTO HOCTiAKeHHS 6Y/10 BUBUEHHS DYHKIIOHATBHYX, XYIOXKHIX | KOMITO3UIII/THUX XapaKTePUCTUK
MaBPUTAHChKOI apXiTeKTypu B EBpPOMi, NPOCTEXyouM 1i BUTOKM Y Bi3aHTIMICBKMX MYpPOBAHMX KpECIeHHSIX i3
cepenHboBiuHOI Bosrapii. Y gociifkeHHi po3misganocs, sk 1eil CTWIb MOMMPUBCS Ha CMHATOI'M, MeueTi, KaTOMUIIbKi
LIepKBM Ta TPOMAaJChbKi YCTAHOBM B TakuX KpaiHax, sIK YropuimuHa, PymyHis, Ykpaina, BocHist Ta inmri. MeTomonoris
JOCHiI)KeHHSl BK/OYalda IO€QHAHHS XPOHOJIOTIYHOTO NPMHUMITY, MMUCTELITBO3HAaBUOTO Ta [AU3aiH-NigXOAiB,
OHTOJIOTIYHOTO, aKCiOJOTiYHOTO, TepMEHEeBTUYHOIO, iCTOPUKO-T€HETUUYHOrO, IOPiBHSJIBHOTO, COL[iOKYJIBTYPHOTO,
KpPOC-KYJIbTYpPHOT0, GOPMaIbHO-CTUIICTUUHOTO, TUTIONOTUHOrO Ta MUCTEIITBO3HABUOTO METO/IiB aHasi3y. Pe3ynbraTu
OOCTiI>KeHHS BUSIBWINCSI HACTYTHMMM. HeuncneHHi mamMm’aTKM 3 efleMeHTaMM «BUIIUTOI» KJIaIKH, 10 36epernucs Ha
BankaHax, 30KpeMa B cTapiit uactuni 6oiarapcbkoro Hecebpa, ctany LiHHMM IykepenoM (GopMyBaHHSI MaBPUTaHChKOTO
(icmaHO-MaBpUTAHCHKOTO, aHAATY3bKOTO0) CTMUIIIO0. LIg Tpaauilis, o 3apojuiiacs y BisaHTilicbKO-cepej3eMHOMOPCbKOMY
KOHTEKCTi, 3rogom TpaHchopmyBasacsl y BllisHaBaHM apXiTekTypHuMit HanpsiM. Y XIX ta Ha mouatky XX CT. Moza Ha
cxigHi hopmu mommpuiacs 1o Bciit €Bporri, Big KaBkasy o Itanii. V pisHux kpaiHax BoHa MPOSIBUIACS B apXiTeKTypi
rasaifiB, CMHAror, KeHac, TeaTpiB, aAMiHiCTpaTMBHUX OyIiBelb, CAaKpaJbHUX CIIOPYA. OCTiIKEeHHS [OBENO, IO
dbopMyBaHHS MaBPUTAHCHKOTO (AaHZATY3bKOTO) CTWIIO B €BPOIENCHKiil apXiTeKTypi mae mmbIli, HX BBasKamocs
paHile, Bi3aHTiliCbKO-aHTUYHI KOpeHi, 3 mojanbiiuM po3kBiTom y XIX — Ha movyatky XX CT. i BILIMBOM CXiJHUX i
3axiHOEBPOIeNiCbKUX CTUIIB. [I[pakTHUYHe 3HAYeHHS LIX BYUCHOBKIB I0JIATA€ Y HalaHHI apxiTeKTopaM, pecTaBpaTopam
i micToOGymiBHMKaAM HayKoBO OOIPYHTOBaHOi 6a3u [IJjsi pecraBpallii, afamTMBHOIO MOBTOPHOTO BMKOPMCTAHHS Ta
JleNikaTHOI iHTerpaliii e1eMeHTiB MaBPUTaHCHKOTO CTUJIIO B €BPOIIENiChbKY CIIaJLMHY i CydacHi apXiTeKTypHi IPOeKTU

KnioyoBi cnoBa: MOHYMeHTaIbHO-IeKOpaTUBHE MUCTEIITBO; “BUIIIMBaHA” K/IaIKa; Opi€HTaTi3M; KOMIIO3MIIisl; TM3aiiH
cepenoBUILA
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