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Abstract:

Architectural design studios are highly sophisticated means of creative problem solving. As
design problems are ill-structured, they cannot be solved by using a certain algorithm. The
methods and means of solving such problems are not quite clear. Designing experiences
demonstrates to us that sketches are a very important means of creative design solutions since
they magnify mental capacity. Therefore, they have the ability to play a significant role in the
architectural design studio. However, the inclination that gives sketches a secondary role by
attaching primary value to theory has been affecting design education. The reason for this
situation is the dominancy of a scientific ideal which regards that verbal and computational
expression with theory is superior to praxis and visual expression. This problem estranges
design education from its own essential necessities. Within the framework of this problem, this
scrutiny has two interrelated aims. The first one is to explicate the role of sketches in terms of
creativity in design. And the second one is to discuss the limits of the theory which is highly
prized in the universities in respect to architectural design education. These topics will be
discussed based on the scrutinizing of the literature and inferences from this study.

Keywords: creativity, sketching, architectural design education, scientific ideal, visual thinking

Introduction and problem

Design is a very complicated problem solving activity different from the
traditional way of problem solving in cognitive psychology. Therefore, it
requires creativity (Elias, 2005). According to Goel (1995), sketches are
mediums which facilitate creative transformations of design. The role of
sketches in the design process is described as the “primary nucleus” by
Arnheim (1993: 16). From these points of view, it is evident that sketches
have a very significant function in architectural design studios since they are
a highly sophisticated means of teaching creative problem solving (Ledewitz,
1985). However, as sketching is perceived as a non-rational way of learning
(Goldschmidt, 1994) and artistic activity, it is deprived of efficient
encouragement and consideration in modern research universities.
Cunningham (2005) explains this situation and the student’s position to it as
follows: “The education around learning-by-doing, evolved to support the
formation of aspirants for a profession centered upon creativity, is not fully



appreciated by the academic community...whose educational preferences
continue to be shaped by the linear predictive models upon which
universities have historical based their expectations” (p. 415).

According to Buchanan (2001), while the theory is highly prized in
universities, the importance of production and making is ignored as a subject
of learning. This situation estranges architectural education institutions within
the university structure from visual thinking which is necessary for this
unique edification and thus, deteriorates the balance between theory and
praxis. It has been recognized that this situation is similar in other fields of
design: “The hegemony of science and mathematics within traditional
engineering has left design with a low profile” (Winkelman, 2001: 231).
Although visual thinking and sketches in this context are required in scientific
studies as well, this situation remains under shadow. Ferguson (1977)
explains the reason of this as follows: ““Much of the creative thought of the
designers of our technological world is nonverbal, not easily reducible to
words; its language is an object or picture a visual image in the mind...This
intellectual component of technology, which is nonliterary and nonscientific,
has been generally unnoticed because its origin lie in art not in science...”
(p- 835).

In architectural education, generally accepted as design education, much
value is attached to theory and verbal thinking because of the domination of
the scientific ideal. As Fish and Scrivener (1990) point out, “...the
denotation system used in paper-and pencil sketching assist creativity in
ways that are poorly understood” (p. 117). It has been observed that
students are reluctant to use sketches and tend to explain their projects
verbally instead of through sketches and other visual mediums in design
studios. It is an expected result of a contradiction existing in our current
education system. We educate students emphasizing the importance of
verbal and computational expression in all domains of education and then
we expect the student to adopt an artistic and creative design process (Doll,
2002).

The wide range of differences of understanding and approach about design
among designers also exists among architectural schools. In this respect, it
is not possible to claim that such a problem is likely to be found in every
educational institution. However, many scrutinizes some of which are cited
here, directly or indirectly, point out the fact that such a problem is very
commonly encountered. This article anticipated these two purposes and
connected them to each other. The first purpose is to point out the
importance of visual reasoning in respect to creativity in design and
consequently in design studios and emphasizes the role of sketches. The
second purpose is to discuss the validity of verbal and computational
expression styles which prevent an effective role of sketches in architectural
design education. This discussion will apply a critical method based on direct
sources about design and studio teaching; research made on creativity and
the philosophy of science, the inferences from the research and establish
new links between different sources.

Sketches in the context of verbal and visual thinking

“Designing and making is like having a quiet sort of game, and that game is
played through drawing” stated by Renzo Piano (quoted in Robbins, 1994:
127), and Brawne (2003) points out that, “Architectural thought is primarily
non-verbal thought” (p. 7). If there is consensus about these points, it should
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also be accepted that verbal thinking and expression are insufficient
although definitely required to some extent for architectural design activity.
According to Dewey (1980), “Thinking directly in terms of colors, tones,
images, is a different operation technically from thinking in words...can not
be translated into words” (p. 38). Koestler (1964) seems to have more sharp
views on this subject: “Language can be a screen that stands between the
thinker and reality. That is the reason why true creativity starts where
language ends” (p. 177). These views indicate that it might be improper for
architectural design education to put more emphasis on verbal expression
than on visual expression. However, in this respect current design education
does not seem to have a proper attitude. According Fish and Scrivener
(1990), the reason for this situation can be explained that “Western culture
and education are still dominated by verbal / propositional reasoning and
information storage” (p. 125). Such domination in an activity like
architectural design which is quite complicated, multi-faceted and includes
nuances, reduces it to an arid conceptual world and thus cannot reflect its
complexity. The scientific way of thinking based on verbal and computational
expression styles excludes visual thinking to be a required intellectual
capacity for design. Besides, as Kogod (2000) indicates “...the relations
between words and form are still unresolved in architectural theory” (p. 35).
But it is not possible for science to isolate itself from visual reasoning nor is it
beneficial. It necessitates a visual representation as is the case in atomic
physics or quantum mechanics when they are dealing with “deep structures”.
This required visual imagery benefits from the works of artists like Giotto,
Constable, Cezanne and Picasso (Miller, 1995). While scientists tend to find
existing or assumed to be existing situations, existences and structures,
artists and designers aim at creating a non-existing entity. As Cunningham
(2005) points out, “...architects view and interpret the world in a particular
way, their education which is value — rather than fact oriented...” (p. 434).
The designer turns to her/his world of images when s/he is trying to find
something new and realizes that sketches are the significant instruments
s/he can use. Each design of a designer is a unique interpretation of her/his
unique conceptual system. From this respect, scientists work in a reverse
direction to artists and designers. Reversing directions of their activities does
not prevent them from being beneficial for each other. In current academic
circles, design instruction gradually alienates itself from sketches and other
visual expression styles and heads towards verbal expression styles. This
situation however implies “good intentions” to eliminate reverse positions of
scientists and designers as well. But, such a situation cannot be called a
misfortune because it is an essential issue of difference between the
character of science and art or design. Visual reasoning does not limit
scientific thinking or it at least prevails in some people or situations. One
example of this situation is the work of Einstein: “Writing about his creative
thinking Einstein said that visual imagery occurred first, and word followed”
(Miller, 1989: 143). Einstein, generally regarded as the most important
scientist of the previous century, was educated and worked in an
environment where people attach value to visual thinking. We do not know to
what extent this situation affected his creative thinking but we definitely know
that his reasoning on the special theory of relativity is related to visual
images (Miller, 1990).

Goldschmidt (1992) draws our attention to the role of visual thinking and
self-generated sketches in this context: “A design problem is solved when a
satisfactory visual representation of a drawing concept is produced. To deal
pictorial properties of the design concept, the designer utilizes visual
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thinking, which is represented through sketching. In serial sketching the
designer systematically transforms images of the entity that is being
designed: each sketch provides feedbacks that informs the generation of
subsequent representations” (p. 191). Beyond the function of sketches as a
visual stimulant, it is proved that rich and arbitrary visual stimulants imported
from external milieu into the working environment increases creativity during
the design process (Goldschmidt and Smolkov, 2004). Malaga (2000)
demonstrates that visual stimuli are much more important than verbal stimuli
in idea generation. Interestingly, visual stimuli without inscription are more
effectual than the ones with inscription. Assuming that reading texts have a
positive influence on creativity seems to be a cautious attitude but we have
no evidence yet (Goldschmidt, 2006). It is obvious that verbal stimuli will not
have a direct role on design processes without being transformed into visual
images.

The role of the sketches in respect to the relationship between theory
and praxis

The relationship between theory and praxis as a highly complicated issue
has occupied the mind of humankind since the beginning of philosophy. The
emergence of thoughts about this relationship in architecture is quite old.
Nearly two millenniums ago, Vitruvius (1960) pointed out that theory and
praxis should be in balance and have a mutual relationship in architecture.
Although there is no serious disagreement among contemporary design
instructors about the necessity of a balance between theory and praxis, the
balance could not achieved as theory is favored. The reason for this
situation is that instructors cannot manage to struggle with the strong
scientific ideal. Albrecht (2002) draws our attention to the fact that, “...recent
architectural debate has centered upon theory rather than building” (p. 194).
Similarly, the extensive usage of the term “reading” in current architectural
discourse is an indication of the increasing importance of the verbal
expression and theory in this field. Although reading contributes much to the
intellectual development of human beings, it is a passive activity. However,
design is a kind of activity which is essentially and necessarily transformative
and active. Thus, it is much closer to writing than reading. Both in the
context of its literal meaning and the meaning attained by examining or
interpreting extant entities or situation that only “reading” is not enough to
reach effective and creative designs solutions is not underlined and thus,
visual thinking and sketches are not given necessary importance. In normal
science, theory and praxis are separate and sequential. Generally, theory
and knowledge leads to praxis (Snodgrass and Coyne 2006). This indicates
the important function of theory in scientific activities. Since the design is not
an epistemological event which is a hermeneutic and interpretative activity
based on doing, in such activities, the relationship between theory and
praxis is totally different from science; theory and praxis are not separate but
interwoven (Snodgrass and Coyne, 2006). From this perspective,
Cunningham (2005) claims that, “Architecture is a distinct epistemological
category, a practical art occupying its own cultural territory” (p. 343). An
interwoven structure of theory and praxis becomes more tangible in
sketching processes. No matter which theoretical idea the designer begins
with, s/he continues her/his search in design’s free territory by using the
associations formed in her/his imagery and the foreseen theoretical idea
begins to lose its control at this point. Buchanan (1998) explains the reason
for this: “By focusing on concrete problems and practical situations — on
what designer’s call ‘the project’ — design shifts attention away from ideology
and theory ...towards action and production” (p. 18). A man-made
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environment can also be defined as “secondary nature”. Sketching is a
phase of the design process in which the designer feels her/himself as the
creator of this secondary nature at most. During this process, the designer
feels powerful enough to change not only the problem but also every law in
this field or make new laws in order to reach the desired result. Architectural
education if it is modeled on a scientific ideal, means this freedom of the
designer will be limited and s/he will be expelled into a different cultural
territory where s/he will no longer be allowed to play the role of God of
secondary nature.

Although the issue of theory is always in the foreground, systematic
knowledge and theory peculiar to architectural design is a highly debatable
issue because theories and methods that are used in design are imported
from other disciplines (Cunningham, 2005). Design knowledge acquired from
various fields is not very clear and is difficult to define, understand or classify
(Uluoglu, 1990). The main issue in architectural design is how to increase
effectiveness and efficiency of this activity and consequently how to create
better environments. It seems that it is quite urgent for architectural design
to discuss the role of theory in architecture in this respect by shunning strong
influence of a scientific ideal in order to maintain its essential requirements.
Such a discussion does not aim to decrease the value of theory; it just aims
to understand the objective results within an accountable function of theory
in design and to regulate the process of design studios in accordance with
these results. Ideas suggested so far probably do not mean that other
courses and theoretical knowledge that is handled in studio works are not
valuable and necessary. At least, to create the visual memory required for
sketching, there should be other courses besides studios. In addition to
creating visual memory, it is obvious that both the studio instructor and the
student will need theoretical knowledge and scientific data in order to
evaluate sketches and other visual expressions related to design on a
common ground. However, the function of theory is limited to new
understandings, criticism, interpretation, persuasion and communication
within the respect of design studios (Teymur, 1992). The discussion here is
related to the fact that theory is given an importance beyond its functional
limits and seen as an authorizing argument of truth and ignorance of the
interwoven relation between theory and praxis in design and the situation
that they continuously generate each other. Here the point that architectural
design education requires theoretical knowledge but is not efficient by itself;
praxis is also needed and is even more important than emphasized. Younés
(2002) appears quite skeptical about the primary role of theory in creative
architecture as he states, “... there is no casual relation between written
architectural theory and creative production and good architecture. Nor is the
proliferation of architectural theories a guarantee of architectural quality” (p.
252). Kogod (2000) claims that if theory is considered to have a determining
role of design, it suggests that there is a unilateral relationship in which word
determines the form. This suggestion brings forth a highly debatable issue
which sees design innovations as synonymous with theoretical formulations.
In the 18" century, Vico (1968) had claimed that “imaginative universals”
should be used instead of aridity of rationality of abstract thinking for the
creativity of mind. In this regard, Goldschmidt (2006) considers sketches as
“imaginative universals” that triggers creativity: “...sketching is top-priority
means of devising visual representations, which in turn are the most
effective medium for evocation of mental models of tangible object” (p. 49).
Frascari (1988) posits that architectural theory has no power to activate
creative imagination and is based on research made about intelligible
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universals and rational categorization. It is not very likely for arguments
about the limits of theory in design to transcend the scientific ideal since
theory is highly mystified today. The quite significant position of theory in
today’s academic culture also seems to be related to conjectural conditions.
According to Petrov (1998), a human brain’s right and left hemispheres shift
their capacity every 50 years and one becomes the master. During the
period we are in, the left hemisphere related to verbal elements, rationality,
theoretical concepts is in the foreground. These conditions compel sketches
to have a low profile in architectural education.

Generally, in architectural design education, the balance between theory and
praxis is established in curriculums by a linear and systematic teaching
system in courses and creative projects in design studios. The learning
process in design studios is quite different from other courses. It does not
mean absorbing cool information passively; instead, it means participating
actively. Praxis seems more critical compare to theory from Petty’s (1983)
perspective, as he declares, “Design is doing, and one gets better at design
by designing, not by attending lectures on The Theory of Design” (p. 33).
According to Petty (1983), courses outside design studios are based on
systematic methods and are strictly structured; these courses generally do
not have the potential to develop creative ability; they even have a negative
effect on the creativity of students. The reason for this point of view could
probably be recognizable from Benami’s (2002) explanation: “Creativity is an
unstructured process, so systematic methods do not necessarily help to
generate creative ideas” (p. 29). The remedy for this deficiency of other
courses is to improve creativity with the contribution of design projects
(Petty, 1983). Architectural design studios in a sense are similar to “body
building”, you develop the “muscles of the mind” by creative self discovery
exercises of learning by doing. In such an adventurous atmosphere,
normally dominant linear educational methods seem alien (Cunningham,
2005). The function of sketches, a means of learning by creative self
discovery which improves the “mind’s muscles” appears to be quite valuable
in the design studios since as posited by Johnson (2002), “Sketching as a
part of design thinking is at the very heart of creation...” (p. 250).

The relationship between sketching and creativity

Stravinsky once mentioned that at the moment when he took a white sheet
to start his new musical composition, he really got frightened. At that
moment, one has all the options to create a new composition; theoretically it
is possible to go any way s/he wants just like a boat on a wide ocean. As in
all other creative activities, the designer also is confronted with a similar
situation at the beginning of the design (Alty, 1995). As s/he has all the
options, that moment is really critical. S/he does not necessarily get sort of
frightened. However, s/he inevitably feels the deep psychological impact of
that critical moment as a creator of secondary nature. Like a composer who
starts a work by converting vocalic images in her/his memory into notes, a
designer converts visual images in her/his memory into sketches. In other
words s/he externalizes these images using a way similar to that of a
composer and tries to find her/his course. In a way, sketching seems to be
an instrument that will lead a designer to her/his target.

As Arnheim (1993) remarks, “Creative designing always involves the
solution to a problem, the carrying out of task, and, therefore, the image
unfolding in the mind always refer to a goal image” (p. 15). However, the
“goal image” in a designer’s mind is not perfectly clear. In the context of our
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boat and ocean metaphor, probably the only thing that is quite clear about
that goal is to reach a land that is unknown and hopefully not drawn on a
map yet. Sketching in a sense can be seen as an activity of continuous
change in the course of reaching a designer’s ultimate goal according to
meteorological conditions and intensity of current. For this end, the designer
intentionally abstains from using existing navigations maps previously
prepared. Coyne and Snodgrass (1991) briefly explain this situation as
follows: “Design ideas are personal and unavailable from general scrutiny”
(p. 131). While s/he pursues the path chosen, if something better crossed
her/his path course, the designer can easily change direction. Consequently,
the goal and the instrument are always in interaction with each other.

Unlike science or mathematics, there is no question to be answered or
specific problem to be solved in the processes of architectural design. Alfert
(1986) remarks, “What is often called problem solving in art refers mainly to
the development of skills to achieve a certain desired effect. Unlike in
science, the problem is not inherent in the project but originates with the
artist” (p. 328). Meuer (2001) explains his idea about design which seems
similar to Alfert's as follows, “Design should be effective, but in its
effectiveness it must also see itself as a self-created problem...Design must
be liberated from the one dimensional mode of thought that focuses on
solving task” (p. 53). The designing processes of architectural products
which widen the limits of our thought and imagination world are, in a way,
activities of solving self created problems for architects. Paul Rudolph
describes this situation as, “The artist ignores certain problems, addressing
himself to a selected few. He proceeds to solve these so eloquently that
everyone understands the statement and its truly glorious solution...It is
axiomatic that certain problems be ignored if a great work of art is to be
created, and in the hands of the artist this is justifiable, indeed necessary”
(Rudolph, 1963, quoted in Garvin, 1964: 3). Here, Rudolph also reveals the
secret of architectural creativity and success of an architect. This secret is
making a decision about a problem which seems to be important for our
world of images, and we believe that we have the ability to solve it. Such an
attitude is inevitable because all problems in architectural design cannot be
solved concurrently and with the same efficiency. Sketches also help us to
understand our world of images by transforming them into concrete
expressions. Therefore, they assist us both in determining a problem and
solving the problem we have determined.

According to Drabkin (1996), “Creativity is the ability of human intelligence to
produce original ideas and solutions using imagination” (p. 78). Within the
framework of this definition, creativity in design implies the production of an
original form by using imagination. The most recent empirical works about
creativity suggest that the creative process “...consists of cyclical loops of
feeling, responding, evaluating, selecting and communicating” (Tate, 2007:
71). In such a process, sketches have great importance, because during
sketching, our feelings form some images in our minds and we give
response to certain design situations by using them. This externalized
response is now a concrete visual image. After evaluating it in intellectual
processes, we select which way to progress. With the help of sketches we
can communicate with people related to that design subject. However, our
communication process, which we created through our sketches on our own,
is the main issue considering the creative design process. This self
communication is defined by Goldschmidt (1991) as “dialectics of sketching”
(p- 123) and by Smith (2005) as “personal dialogue” (p. 2). However, the
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main point of creative design is the process of self communication achieved
through the sketch. This dialogue has the potential of making us reach a
new feeling and consequently a new design situation. Unwin (2007) in this
context remarks that, “For Le Corbusier, sketching was a personal way
gradually understanding more and more what he could do with architecture”
(p. 105). Traditionally, tracing papers are put one above the other and
continuous sketching gives a designer cyclical loop as feeling, responding,
evaluating, selecting and communicating in the creative process. In the
beginning, sketches are generally tentative, generic and vague. This
vagueness is not a negative quality; on the contrary, it is a positive one. As
Goel (1995) points out, “Ambiguity is important because one does not want
to crystallize ideas too early and freeze design development” (p. 193). This
vagueness helps us realize new opportunities (Arnheim, 1993). The fact
that our perceptions are not absolute; they have a hybrid quality as they
come into being when images directly coming from the retina and long term
visual memory overlap (Fish and Scrivener, 1990). The ambiguity of
sketches changes continuously this superimposed hybrid image and thus
keeps imagination always vivid with the effect of a multiplier. As Godwin,
Makirinne-Crofts and Saadat (1997) remark in this respect, “...retinal image
with superimposed information from long-term visual memory recall via a
gating mechanism; this explains how the incomplete or impoverished stimuli
found in rough sketches stimulate a stronger imagined component” (p. 323).
Naturally, unique experiences of each individual constitute a personal long-
term memory. This difference makes every person perceive a sketch in a
unique way and consequently makes her/him realize different potential of
others. In the same way, a designer will alter her/his mind constantly while
her/his alternating sketches. So s/he can realize a new opportunity in her/his
next sketch which s/he could not realize in the previous one and her/his
vision will not be convergent; in contrast, it will be divergent. A précised
drawing is closely perceived by almost everyone. Even if a specific person’s
experiences change, there will not be a significant perception change. From
this point of view, hard line drawings create a convergent situation.
Considering this characteristic of sketching, it is a divergent thinking event
and it is the most important indication of creative thinking (Guilford, 1957).
Divergent thinking is defined as the ability to find as many as possible
answers to a particular problem. It is seen that from past to present,
sketches of many architects are used as a tool for solving a certain design
problem by offering different alternatives. This situation once more
emphasizes the strong relationship between creativity and sketches. Fish
and Scrivener (1990) are also of the same opinion: they say, “Sketching
amplifies the mind’s ability to translate abstract propositional / descriptive
information into concrete visual / depictive information” (p. 123).

Torrance (1974, 2000) developed the “Torrance Test of Creative Thinking”
(TTCT) based on Guilford’s concept of “divergent thinking” in order to
evaluate creativity. According to TTCT, fluency, flexibility, originality and
elaboration are the most important indications of creativity. Mostly, sketches
are used to create different alternatives in certain design situations, to find
an original idea instead of using conventional ways, to become flexible about
changing ideas and to elaborate on the main idea. Consequently, they
comply with the definitions of these concepts.

Tijus (1982) defines creativity “...as innovation in art practice through
establishes new links between separate universes” (p. 172). Popper (1977)

“

clarifies the concept of these separate universes as follows, “...we may
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distinguish the following three worlds or universes, first, the world of physical
objects or of physical states; secondly, the world of states of consciousness,
or of mental states, or perhaps of behavioral disposition to act; and thirdly,
the world of objective contents of thought” (p. 106). According to his
conceptualization, sketches belong to the first world as physical objects and
images in the designer’'s mind belong to the third world. On the other hand,
according to Popper’s conceptualization, the design process belongs to the
second world. Tijus’ definition of creativity also implies a direct relationship
between sketching and creativity because, within the framework of Popper’s
conceptualization, sketching serves as a link between the third world and the
first world. This is not a unilateral link; it is bilateral in the context of our
previous explanations and as it changes constantly, it is inevitably new
considering the nature of creative design processes. For Gotesky and
Breithaupt (1978), “...creativity is associated with the spontaneous, the
unexpected, and the unskilled” (p. 25). Sketching is related to these
characteristics of creativity because it requires being spontaneous,
unexpected and unskilled. A designer transfers the images in her/his mind to
paper spontaneously in order to catch an unexpected situation and s/he
generally has no claim to attain a skillful profile. Sketches externalize the
images in visual memory as they require the hand to be used actively and
efficiently, and once again it is related to creativity. As Goldschmidt states
(2006), “Any learning theory will support the superioty of ‘hands-on’
involvement in an effort to learn and create something” (p. 109).

Conclusion

Designing an activity of solving ill-structured and highly complicated
problems, is different from classical problem solving in cognitive psychology
and thus, requires creativity. Design experiences and research made on
them demonstrate that the sketches magnify the mind’s ability and facilitate
creative transformations in design. Because of this, sketches are basic tools
of architectural design studios that are a highly sophisticated milieu of
creative problem solving. However, generally design studios and specifically
sketches are seen as non-rational ways of learning and thus, they do not get
the encouragement they deserve in modern research universities. The
concept of a scientific ideal based on natural sciences is dominant in such
environments. As a conclusion, the current value system in this environment
which accepts the superiority of verbal and computational ways of thinking
over praxis and visual thinking does not give necessary importance to the
architectural design praxis.

An important point neglected by people who give primary importance to
theory by modeling themselves after science are the fundamentally different
roles of theory in science and design. This difference arises from the fact
that theory and praxis are separate and sequential; that is, theory guides
praxis in science but is interwoven in architectural design; because of that
the boundary between them becomes ambiguous in this process. This
ambiguity is more or less valid for other fields as well. However, in this
respect, design has a significant difference; that is, design is an activity in
which praxis and theory continuously generate each other. The situation
becomes quite apparent during sketching processes. No matter which theory
is taken first, sketches create new associations in a designer’s imagination
and the designer continues to do her/his emancipated searches in the
design territory. So the theoretical essence foreseen in the beginning loses
its control. Although it is an undesired situation in the context of the
scientific ideal, it is a necessity for the designer always aiming to discover
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new lands which have never been mapped. In fact, the most critical point for
architectural design activity is to find mediums to create a better architectural
design and to have a better architectural environment. We have not
sufficient evidence that architectural theory could be a medium to achieve
this end by itself; however, there are many instances in which the
experience field of design is expanded through sketches. There is no
serious disagreement about the functions of theory in design such as
understanding, criticism, interpretation, persuasion and communication. The
problem is that additional importance is given to theory beyond these
functions and it is seen as a guide and authorizing argument of truth for
creating better designs.

The aim of design is not to answer a question or solve a problem, unlike
science and mathematics. The problem here is originated by the designer. In
a way, designing is a process of solving a self created problem for a
designer. Sketches are the tools of a designer to create a problem and then
solve the problem created. The man-made environment can also be called
“secondary nature”. Sketching is a phase of the design process in which the
designer feels her/himself the creator of this “secondary nature” at most
because the main idea of design is found during these processes and then
improved by refinement. In a way, architectural design studios are
intellectually adventurous environments where one can develop one’s “mind
muscles” metaphorically as in the case of “body building”. These sketches
which magnify mind’s capacity facilitate this adventure and make it joyful.
The most recent experimental studies about creativity indicate that the
creative process is a spiral structure which consists of cyclical loops of
feeling, responding, evaluating, selecting and communicating. As they are
the direct correspondences of this process, sketches are important in
creative design and thus, design studios. Sketches are means of self
communication which make our internal worlds much more clear and
understandable even for us. This process which is defined as personal
dialogue has the potential to help us attain a new understanding and
consequently, a new design situation. In this respect, the ambiguity of
sketches is not a negative characteristic; on the contrary, it helps us see new
opportunities and brings about positive developments and transformations.
Our percepts are not absolute; they are hybrid formations created by
superimposed images coming from the retina and accumulated in our long
term memory. As the ambiguity of sketches changes these hybrid structures
created by superimposed images, our images are kept vivid stimulated by a
multiplying effect. As the sketches makes change the mind of the designer
constantly, s/he can see an opportunity in her/his next sketch which had
been overlooked in the previous one. Sketching deserves to be one of the
basic tools of design studios which are the milieus of highly sophisticated
means of creative problem solving. Its capacity shows that it is a divergent
thinking and one of the most significant indications of creative thinking. One
of the definitions of creativity is “Innovation in art practice through
establishing new links between separate universes”. According to Popper’s
conceptualization, these universes can be divided into three categories;
physical objects or physical states, mental states and objective contents of
thought. Sketching is an activity of establishing new links among these three
universes. Within the framework of this conceptualization, sketches are seen
as effective tools of creative problem solving in design studios. There is a
relationship between creativity and spontaneity, unexpected and unskilled
from this point of view as well. Sketches closely connected to these
concepts go together with creativity.
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In contemporary research universities, while great importance is given to
theory, praxis is ignored. Consequently the role of sketches in design studios
is underestimated. There is no critical disagreement between the design
educators about the necessity to create a balance between theory and
praxis; however, there are some difficulties in continuing practically with this
education in such an understanding. Design instructors are in an impotent
situation against the scientific ideal dominant in the educational system.
Especially in modern research universities, this domination causes many
other unique requirements of different disciplines to seem ftrivial at every
stage. In order to redress the balance between theory and praxis in
architectural design education, employing visual thinking as required in this
unique fashion of edification and giving a primary role to sketches, this
domination of a scientific ideal should be eliminated.
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Yaraticilik agisindan
eskizlerin tasarim egitimindeki rolii ve bilimsel idealin etkisi

“Kéth huylu” ve hayli karmasik problemleri ¢ézme aktivitesi olan tasarlama, bilissel
psikoloji'deki geleneksel problem ¢ézmeye goére farkli ve bu nedenle yaraticiigi
gerektiren bir faaliyet seklidir. Eskizlerin zihni kapasiteleri artirarak tasarimda yaratici
dénusumleri kolaylastirdiklarini tasarlama deneyimleri ve bu deneyimler Uzerine
yapilan arastirmalar géstermektedir. Bu 6zellikleri nedeniyle eskizler yaratici problem
¢6zmenin hayli sofistike bir ortami olan mimari tasarim stidyolarininin temel
araclarindan biridir. Ancak, genel olarak tasarim stiidyolari ve 6zel olarak da eskizler
rasyonel olmayan bir 6grenme sekli olarak goruldiginden hala “Newtonian” esaslara
baglh modern arastirma Universitelerinde genellikle yeterli anlayis ve destegi
bulamamaktadir. Bu ortamlarda egemen olan dogal bilim esasli bilim idealinin kuram
ile sOzel ve sayisal anlatimi, uygulama ve gorsel anlatima goére daha Ustin géren
deger sistemi mimari tasarlama praxisinin bu énemli aracinin ikinci plana itiimesine
yol acmaktadir. Tasarlama egitimini kendi ontolojik gerekliliklerinden uzaklastirdigi
icin bu tartisilmasi gereken bir problemdir. Bu problem baglaminda makalemin
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birbirine bagh iki amaci vardir. Birincisi, yaratici tasarim anlayisi agisindan gorsel
diisiincenin ve bu gergevede eskizlerin roliinii irdelemektir. ikincisi ise, agirlk
kazanmis kuram kavraminin tasarlama egitiminde oynayabilecedi roliin sinirlarini
tartismaktir. Bu tartisma tasarimla ve stidyo egitimiyle ilgili direkt kaynaklara,
yaraticilik ve bilim felsefesi alanlarindaki galismalara ve buralarda 6ne surilen
goruslerden konumuza iliskin ¢ikarsamalara ve farkli kaynaklar arasinda kurulan
baglantilara dayanarak elestirel bir metotla yapilmaya caligilacaktir.

Tasarim egitiminde bilimi drnek alarak kuramsalliga birincil dnceligi verenlerin gézden
kagirdiklari dnemli bir nokta vardir. O da, kuramin bilim ve tasarimdaki farkl rolldur.
Bu farkhlk bilimde kuram ve uygulamanin ayri ve ardisik durumu ve buna bagh
olarak kuramin uygulamaya rehberlik etmesi, mimari tasarimda ise uygulamayla i¢
iceligi ve aralarindaki sinirin bu nedenle belirsizlesmesidir. Bu belirsizlik bir él¢ide
baska alanlar igin de s6z konusudur. Ancak bu bakimdan tasarlamanin 6nemli farki,
onun uygulama ve kuramin birbirlerini karsilikh Urettikleri gergeginin hemen her an
yasandigi bir stre¢ olmasidir. Bu durum en fazla eskiz sireglerinde belirginlesir.
Hangi kuramsal dusinceden baslanirsa baslansin yapilan eskizlerin tasarimcinin
imgeleminde olusturdugu yeni ¢agrisimlarla, tasarimci tasarimin egemenlik alaninda
0zglr arayislarini diledigince slrdlrir ve baslangigta 6ngérilen kuramsal esas da bu
arada kontrolini kaybeder. Bilim ideali agisindan bu olumsuz sayllan ve
istenilmeyen bir durum olsa da, haritasi gizilmis cografya pargalarinin diginda alanlari
kesfetme idealindeki tasarimci igin kaginilmaz bir durumdur. Mimari tasarim faaliyeti
acisindan énemli olan nokta, daha iyi bir tasarima hangi araglarla ulasilabilecegdi ve
daha iyi mimari gevrelerin nasil ortaya konabilecegidir. Mimari kuramin tek basina
bunu saglayabilecegi bugiine kadar kanitlanabilmis degildir, ancak eskizler araciligi
ile tasarimin deneyim alanini genigleten sinirsiz 6rnek vardir. Tasarlamada kuramin,
yeni kavrayislara ulastirma, elestiri, yorumlama, ikna etme, iletisim kurma gibi hayli
genis ve onemli iglevleri olabilecedi konusunda fazla bir tartisma yoktur. Problem,
kurama bu iglevlerin 6tesinde bir 6nem atfediimesinde, onun tek basina daha iyi
tasarimlara ulastiracak bir rehber, tasarlama ve degerlendirme sireglerinde
gercekligin otoriter bir argiimani olarak goérilmesindedir.

Tasarim sureglerinde bilim veya matematikte oldugu gibi cevabi verilmemis bir
sorunun yanitlanmasi veya spesifik bir problemin ¢6zimi amaglanmaz. Buradaki
problem tasarimci tarafindan yaratilir. Tasarlama bir bakima tasarimcinin kendisi igin
bir problem yaratip onu ¢ézme surecidir. Eskizler tasarimcinin hem kendi kendisi igin
bir problem yaratma, hem de yarattigi bu problemi ¢bézme aracidir. Mimari gevre
“ikincil doga” olarak da tanimlanabilmektedir. Eskizler tasarimcinin bu “ikincil
doga’nin tanrisi oldugunu en fazla duyumsadigi sireglerdir. Clinki tasarimin temel
dislincesi bu silreglerde bulunur ve detaylandirilarak gelistirilir. Bu slreglerde
tasarimci diledigi sonuca ulasabilmek igin problemi degistirebilecedi gibi, kendi
alanindaki her yasayi da degistirebilecek veya yeni yasalar yapabilecek tanrisal glice
sahip gorinir. Mimari tasarim stldyolari bir anlamda “body-building” gibi “zihni
kaslarin” yaparak ©6grenme egzersizleriyle gelistirildigi bir entelektiiel serlven
ortamidir. Zihni kapasiteleri artiran 6zellikleriyle eskizler bu serliveni kolaylastirir ve
zevkli bir hale getirirler. Yaraticilik konusundaki en son deneysel galismalar, yaratici
surecin, duyumsama, tepki verme, degerlendirme, secim ve iletisimin donisimli
yasandigi spiral bir strikttrd oldugunu gdstermektedir. Bu nitelikteki bir siirece tam
karsilik geldikleri icin de yaratici tasarlamada ve dolayisi ile tasarim stidyolarinda
eskizlerin 6nemli bir fonksiyonu vardir. Eskizler kendi kendimizle iletisim kurmayi
saglayan, imgelem diinyamizi kendimiz i¢in de daha belirgin ve kavranabilir kilan
araglardir. Kisisel diyalog olarak tanimlanan bu slreg bizi yeni bir kavrayisa ve
bunun sonucunda da yeni bir tasarim durumuna ulastirma potansiyelini tagir.
Eskizlerin belirsiz yapisi olumsuz bir 6zellik degildir, aslinda tam tersine bizim onlarda
yeni olanaklari gérmemizi sagladiklarindan tasarlama sureclerinde olumlu gelisim ve
donisimlere neden olurlar.  Algilarimiz mutlak olmayip, retinadan gelen direkt
imajlarla gorsel bellegimizde uzun sirede birikmis olan imaj repertuvarimizin st tste
ortiismesinden dodan melez bir olusumdur. Eskizlerdeki belirsizlik, imajlarin st Uste
Ortismesiyle olusan bu melez yapiy! sirekli degistirdiginden imgelemimiz ¢arpan
etkisiyle strekli uyarilarak canh tutulur. Yaptigi eskizler tasarimcinin bellegini strekli
degistireceginden, bir Onceki eskizinde goéremedigi olanadi bir sonrasinda
gorebilecek ve gorusleri her an surekli genisleyecektir. Eskiz yapma bu kapasitesi ile
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yaratici duginmenin en 6nemli belirtisi olan bir “genigleyen dusiince” sekli olmasi
agisindan da yaratici problem ¢6zmenin hayli sofistike bir ortami olan tasarim
stlidyolarinin temel araglarindan biri olmaya hak kazanir. Yaraticiligin bir tanimi da,
“Farkh evrenler arasinda yeni baglantilar kurma yoluyla sanat pratiginde bulus
yapmadir’. Popper’'in kavramsallastirmasina gore bu evrenler fiziksel nesneler veya
durumlar, zihni durumlar ve dusuncenin nesnel icerigi olmak uzere U¢ grupta
toplanabilir. Eskiz yapma bir anlamda bu ¢ temel evrenin, fiziksel nesneler, zihni
durumlar ve dustincenin nesnel icerigi arasinda yeni baglantilar kurma faaliyetidir. Bu
kavramsallastirma gercevesinde de eskizler tasarim stidyolarinda yaratici problem
¢6zUmiine yardimci etkin bir arag niteliginde goériindrler. Bir goriise gore yaraticilikla
spontanelik, ansizin olma, maharet gerektirmeme arasinda yakinhk vardir. Eskizler
yaraticilikla yakindan ilgili bu kavramlarla siki bir iliskide goriinmektedir .

GUnumiz modern arastirma Universitelerinde kuramin fazlasiyla &dillendirilirken
praxisin ihmal edilmekte olusu, tasarim stidyolarinda eskizleri bas rol yerine dusuk
profilli bir rol ile yetinme durumu ile kasi karsiya birakmaktadir. Uygulamayla kuram
arasindaki dengenin gerekliligi konusunda tasarim egitimcileri arasinda fazla bir
tartisma olmamakla birlikte, tasarim egitiminin fillen béyle bir anlayis cercevesinde
strdirdlmesinde glglikler yasanmaktadir. Clnki tasarim egitimcileri, egitim
sisteminde kuvvetle egemen olan bilimsel ideale karsi seslerini fazla
duyuramamaktadir. Egitimin her kademesinde, &zellikle modern arastirma
Universitelerinde bu egemenlik, dogal bilimlerin disindaki disiplinlerin kendine 6zgu
gerekliliklerini derin bir goélge altinda birakmaktadir. Mimari tasarim egitiminde
uygulama ve kuram dengesinin yeniden kurulabilmesi, bu egitim seklinin gerek
duydugu 0lgli ve kapsamda gorsel disiince gergevesinde davranabilmesi ve buna
bagll olarak eskizlerin tasarim egitiminde hakkettikleri bas rolii oynayabilmeleri bu
derin gdlgenin kalkmasi ile mimkun olabilecektir.

66 TU AlZ 2007-4/2 - N. Ayiran



