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Abstract
As instructors, we know are well aware that, besides pedagogical activities, social and psychological activities occur as well in the an architectural design studio besides pedagogical ones. They show manifest in various forms asthe form of stress, rivalries, and difficulties. The question idea of harnessing the studio's life's psychological layer aspects of the studio’s life in order to enhance the students' experience and their outcome is at the core of this text. 
According to psychoanalyst Donald Winnicott, what human infants do to reduce stress and cope with the change of subjectivity formation in a 'Potential space'Space', human infants is play. Accompanied With by their transitional nature, changes are part of everyone's life, but. We are forever located between us yesterday en route to us tomorrow. Tthere are points in time where transnationality transitionality volumes upis particularly high. The first studio experience in during one’s architecture school studies is one of these moments, that as it enfolds represents a significant transitional experience for its freshmenthe student. Referring The conceptualization of to the studio as a "Potential Potential Space" has driven the exploration this study to exploreof 'Play' activities in this study. This The present text reveals a connection between a methodical use of 'Playing', the creative experience, and students' outcome in the architectural studio. 
Forward 
Even before the beginning of the 20th twentieth century, when psychoanalysts started thinking studying and exploring the part and significance that play activities' part had in children's lives and their significance, philosophers such as Kant (Guyer, 1979)[footnoteRef:1],  and Schiller (Perroni, 2002)[footnoteRef:2], and historians such as Huizinga wrote about the nature role of play's role in a meaningful human life. In the field of philosophy, With with the introduction of psychoanalysis, the philosophers' discourse about play as a human cultural phenomenon shifted towards the individual’s and the group’s mental fields. Psychoanalysts suggested new definitions for play and studied its role in the individual's mental development in different life stages, from childhood to adulthood. Play became an instrument for identifying normal mental development and pathologies (Spillius, Milton, Garvey, Couve, and Steiner 2011)[footnoteRef:3]. Psychology offered additional points of view by interpreting the relations associating between the ability orand inability to play with various mental and social states and phenomena.  [1: ]  [2: ]  [3: T. Spillius, Milton, Garvey, Couve and Steiner 2011] 

As Freud's disciple, Melanie Klein followed his description of 'Playing' as symptomatic acts of the subconscious mind's primary expression. She used it 'Playing' as an interpretive instrument to diagnose anxieties and reactions of mental defencedefense mechanisms. In therapy, she pioneered was a pioneer in the use of using play alternating alternated with free associations to gain communicate withaccess to children's introverted inner world (Klein, 1982, 1955)[footnoteRef:4]. Winnicott emphasisedidentified a great standalone value in one's ability to play as a great standalone value. , and He he associated playing with creativity. In the late 1960s, regarding in the context of his 'Mother-Infant Unit' theory, he coined the term 'Potential Space', referring in reference to a hypothetical interim space between reality and fantasy imaginary experiences (Winnicott 1971)[footnoteRef:5]. This space originates from a potential physical and mental space between the mother and the infant. In this space, Thomas Ogden (1986) broke this space down into identifies a fewseveral layers, including 'Playing', 'Culture', and 'Transitionality'[footnoteRef:6]. He refers referred to the conditions during the baby's separation from its their mother (environmental-mother ) and the subjectivity formation process. This process forms a "Transitional Space" in which "Transitional Phenomena" and "Transitional Objects" appear. Transitional phenomena imply bring about various behavioursbehaviors (mainly repetitive), which, together with particular objects adopted by children, assist help them to cope with the change, and above all, helps them keep calm. Play, wWhen repeated, play becomes a substantial and fundamental transitional phenomenon itself. All these concepts apply to and affect Many many types of relationships between individuals and their physical and mental environments, well beyond those of infants and their mothers are affected by those ideas. [4: ]  [5: ]  [6: ] 
Figure 3.1: The Potential Space



The Architecture Studying Process and CreativityArchitectural Studies and Creativity 
"But those who have a thorough knowledge of both, like men armed at all points, have the sooner attained their object and carried authority with them." (Vitruvius)[footnoteRef:7]  [7: ] 

These days, to those who wish to become an architect, it are is required to both first acquire pursue an academic education in an academic institute and then continue as anwork as an  intern in an architecture firm. Studying architecture is can be described as a dialogue between two languages. : The visual language uses used to express, produce, and develop architectural ideas, and the verbal one, to discuss, echo, criticise criticize, and evaluate them. 
Creativity is one of the subjects skills that is most associated with architecture learning. However, no textbook shows teaches the right wayhow to become a creative architect. The path of experience, where theoretical knowledge meets practical processes and personal activitiesy merges into team collaborations, is the every professional's true manual-of-creativity manual. In the studio, where they study architecture, creativity is almost taken for granted as students are expected to possess it as one of their expected to be an inherent characteristics of students' self.
Spurring students' techniques to be creative with their techniques and to act think more creatively is a major challenge a grand question mark forfor all studio instructors.

The Design Studio Central place Place of Design Studios in The the Architectural Architecture Educational System 
The studio is has always been always the centrea pivotal place  offor the architectural schoolstudies. It is where students simulate architectural planning and design processes. Here, They they get the chance to use the theoretical knowledge and  and hone the tools that they have acquired in all other accompanyingin all of their other courses. It is the school's beating heart and the backbone of its curriculum. Discussions, presentations, and critique sessions (both personal and collective) use in educational space. The studio is expected to provide a supportive social framework for its members,  and to give room for creativity while also stimulating creative thinking. 	Comment by Claudia Letizia: This sentence is confusing. Maybe something is missing? What is the subject of "use"?
Every given year, the at the Technion school School of architecture Architecture and town Town planning Planning consists there are of six6 to eight 8 architectural studio groups, each with composed of ten to twelve students and plus an instructor. Every group receives is assigned a specificits own specific room to use as its a studio exclusively. All studio classes take place twice a week on a regular regularly schedule, i.e. on the same days and at the same times. Studio meetings consume take up ten hours weekly every week and grant students ten academic points. 
For most students, this room is like a second home where they spend a great deal of time studying and working on their projects and studying.


The Social Composition of The Studio's Group
In our school, we make sure to divide the students in groups that are as the mass splits into as equal heterogeneous studio groups as possible.  in terms of socio-economic background, It brings together students of various backgrounds from all sectors and groups of society varied in age, gender, religion, and other parameters. 
Tension is inevitable. 
Group's composition is one factor that determines the potential and efficiency of collaborative learning. Research indicates that inherent heterogeneity can enrich the dialogue and the discussion in groups like our studios and inspires its dynamics.
We may describe this composition by imagining a metaphoric topography where every student holds a spot. Initially, they equally allocatedeach of them occupies an equal a position in this matrix. However, almost instantly, 'Playing' starts, and the plane matrix transforms.
The intrinsic characteristics of each student (being shy, suspicious, cynical, etc.) act as covert and overt forces on the field,  ensuring that this One is more talkative than others, while another is shy or suspicious. One is a believer while another is cynical. 
This topography is is always dynamic. 
The changes are subject to the influence of overt and covert forces on the field. Powers of attraction and rejection, guided by similarities, differences, interests and desires, draw some individuals to others or push them away from them. 
Facts such as wWho works where, who works with whom, who speaks first, or and who listens, and more are all evidence of social positioning in that framework. Arrangement and placement phenomena in the studio's physical and social spaces shed light enlighten and emphasise on dialectics tensions between the included and the excluded, the present and the absent, the centre center and the margin, that letsallowing us to build a visual representation of the group's social structure.
The 'Setting' and atmosphere of the studio depend directly The group'son the group’s composition is responsible for the 'Setting' and atmosphere of the studio.
From the Studio's 'Setting' - to an Enabling Atmosphere 
With the students inside, the studio's inert shell comes to life,  and the drama begins. The social composition's turbulence manifests as swirl movements in space, such as with desks and chairs finding that find new owners and new locations.  or lLockers that bear get new name stickers, . and tThe whole place turns into a breathing space fills up full ofwith motivation, activities, movements, and emotions. , as The the students use the studio’s's space and 'Setting' to place themselves in, arrange, and design, and position themselves in their group's compositiondynamics, thus creating a new . A new whole is bornwhole.
Some students prefer working on their own while others work together on at a central table. Some would keep their belongings on constant display at all times, and others would remove them as class or presentation endedends. With its distance and orientations, the 'Setting' may imply show rivalries and cooperation. It describes the studio space's arrangements and schedules in terms of orders. As a non-verbal means of communication, the physical 'Setting' exposes and reveals the layers of studio's composition's surfaces in a higher resolution. The Studio's studio's atmosphere is among one of these surfaceslayers, : an allusive constituent and a direct reflection of its group's spirit and state of mind. It is a qualitative nature of the studio experience that influences its communication and ability to operate as one unit.
Using another's somebody else's knife, ruler or pencils while working on a shared table may demonstrate a certain level of trust and solidarity. These small gestures that strengthen the sense of belonging and team solidity may later drive them the students to connect desks to work facing each other and cooperate on different occasions both in school and beyond. 
The instructors' influence on the atmosphere is crucial. Like captains on the bridge, they must pay attention to winds blowing around and inside. However, they can also blow in their spiritssteer the boat  to lead provide a unique direction and quality. 
Winds of tension and stress are inherent companions of the studio's journey. 
In the studio, tension derives from various  dialectic gapsinner conflicts. The gapThe conflict between the students' wish to be part of the group and at their wish the same time to stand out. , or that between Their their desire to express abstract ideas and their ability to enunciate themdo so. 
Another source of tension is the stress that the students experience Stress derives from students' mental challenge to cope with tension. The understandingas a consequence of that presentingexposing their work, and potentially some sides of their personality, for to open public inspection and critique may expose subconscious and even unconscious[footnoteRef:8] faces of their personalities have a stressful effect. This exposure shatters the intimacy students have with their work and fuels stress. [8: ] 

All the students share those gaps and face similar challenges. Contrary to stress, tension may positively help students develop higher sensitivity and attention levels to their surrounding and their colleaguesclassmates. When given the right supportive environment, it pushes students to perform intuitively and act more creatively. 
A containing[footnoteRef:9] and enabling atmosphere builds a supportive environment[footnoteRef:10] as an alternative group's intimacy that allows each studio member to reduce experience less fears of regret and failure,  and thus leads them to expressing their ideas more freely and developing their unique positions.	Comment by Claudia Letizia: These are the only two notes left in the paper. Normally notes would automatically adjust their number. However, these still show as note 9 and 10, in spite of the fact that there are no other notes. I have never seen this happen before. Did you use some special settings for these notes?
The same applies to notes 14 and 16 that are left in the rest of the document. [9:   Psychology: Positively understanding and accepting someone else’s hardships in particular regarding mental and emotional issues.]  [10:   Winnicott: "Facilitating Environment" ] 

 The volume of those characteristicsnature of the environment is in the hands of instructor's control. 
One of the questions that we teachers and researchers constantly ask themselves ourselves over years of teaching and researching is how to advancing foster students' educational tension while reducing stress for the students in this type of settings. 

The Design Studio as a Psychological Arena 
Students who burstBursting into tears during critique sessions, calling sick before presentations, or staying in the studio nights overnightnight after nights are all stress derived-driven behaviours that most  familiar to almost every studio instructors as a part of the studio's lifeare very familiar with.



The A design studio is much more than a container (the physical space) and its content (the students), as it is also made up  only its space and students, a container and content. Aof a wide range of psychological phenomena such as feelings, ambition, passions, and morals moral valuespresent as well. which They play active roles in this arena and affect the educational process. Some Even though some instructors focus mainly on teaching architecture's practical and rational aspects. , our many years of teaching experiences has taught us that those psychological influences should not be neglected.Observations and interviews throughout the many years of teaching core design studios shed light on those mental forces' significance. This knowledge changed our perspective and the way we teach architecture. Today, we carve and shape our studio position regarding those psychological influences and define our duties. We constantly search for ways to respond to and play with these forces . Reduce or increase their influence to navigate turn our studio into a destination ofplace of creativity.
That is the psychological arena.
S. is a young and average student who made a significant advance progress in quite a short time. Her instructor asked her to present the work she did while meeting with another group. She received good feedback when but she unexpectedly started weepingcrying. Later, when asked what happened, she replied she was emotionally overwhelmed, first by the instructor's request to present in front of this forum and then by listening to the complimenting positive critique. She could hardly believe that the work was that good. 	Comment by Claudia Letizia: These are examples that might be cut out if you are looking to shorten the paper.	Comment by Shoham Shefy: לא כתבנו מילה על הדוגמאות

H. is a hard-working student well above average. Throughout the semester, she developed ideas that are unique and out of the box ideas. Describing When describing her work, she used uses a high-brow language that some might may sounddescribe as arroganthaughty to certain ears. 
During a one presentation, no member of her studio had responded to the work that she was presentinged. Later she said, "I felt so embarrassed that I didn't know where to hide".  When asked why, she replied, "I expected my friends to support me, I suddenly felt offended and very lonely". Upon a requestWhen asked to explain motivate her colleagues' lack of response, her first reply was, "I don't really know…" As when being asked again, she said, "I guess they didn't really understand my project…..." 
An evening before the first-semester final presentation, all students are busy arranging their projects. They are stressed and tired. Each student gets a specific room and space to place the presentation's panels and the models.  Not all spots are equally good in terms of posture, exposure and lighting. Not all projects require the same space. 	Comment by Claudia Letizia: I would suggest deleting this example (which needs massive rewriting anyways).
R.'s presentation is already in place, set and organised for over an hour before the deadline. However, he stays and waits until everybody else is done and left. When asked why wouldn't he leave earlier, he replied, "I wanted to be sure my presentation is safe and intact and to see that no one moves my panels."
With their mental bodies, the students shape and define the arena's location, character, nature and pace. In this arena, mechanisms such as rationalisationrationalization, denial, symbolism, fixation, individuation, identification, and projection use frequently come into play. It is rather complicated to precisely iIsolateing and identifying each mechanism alone and assessing its activity separately can be rather challenging. , as Students students simultaneously activate these mechanisms simultaneously as a reaction to external stimulatistimulions, threats, and internal emotions, and motivations. Fear of making mistakes, a will to excel, aspirations, and even envy may easily trigger their usethem. Those different reactions imply students' unique mental structure variety. 
As suggested by Emilia Perroni, 'Play' is not merely an activity for children's activity but one that occupies a special place in our mental life (Perroni 2014). Instructors play too also play, as they set borders and, limits, and rules and orientation. As suggested before, they also manipulate the studio's atmosphere, develop dialogue, and encourage 'Playing' activityactivities. 
Instructors attention to the studio's 'Setting', its social composition, and its psychological players allows them to hear listen between the wordslines, read signs that to interpret their students' thoughts and intentions, and direct navigate their studio accordingly. 
The Design Studio as a Potential Space
[image: ]With our 'psychoanalytic glasses' on, we understand environment and space in a much broader sense. We see our studio in a new intense light as a "Potential Sspace". This space is formed as soon as we gather a group of freshmen students with their ambitions, expectations, and hopes in one room with an instructor. This idea is iInspired by Donald Winnicott's 'Mother-Infant Unit' theory. , We we suggest that this space that originates in a potential physical-mental space between the mother and the infant, shows upemerges in the studio in a much more complex form. It is the dynamics between the students, the instructor, and the 'Setting' that generate this potential. The complexity starts is due to the fact because that our students are no longer babies but mature individuals who already formed their subjective identity during the course of their lives. Figure 3.2: Studio Dynamic Space

This situation, aAccording to Winnicott's theory, this situation preserves an internal paradox that has a few faces. One example is the students' complete identification with their work as a 'Student-Project unit'. They observe their reflection through their creative outcome (sketches, drawings and models). Some of them find it extremely difficult to separate their personality from critique given to their project and its architectural values. 
In the studio's reading asWhen reading the studio’s topography, the potential is in the space and movement between the social, mental, and physical objects forming that compose it. In that potential space, psychoanalyst Thomas Ogden identifies a few layers of experience: 'transitionality Transitionality' (with its transitional processes and objects), 'Playing', 'Culture' and 'Creativity'. 
Transitionality in the Potential Space
This mental defencedefense mechanism supports us while when going we go through change-related situations. It simultaneously enables integration and separation processes to take place.  Integration between the past and the future and separation of the future from the past. Integration between fantasy imagination and reality and separation of the reality from imaginationthe fantasy. Integration of the objective and the subjective and separation of the individual from the collective. 	Comment by Claudia Letizia: Which mental defense mechanism? You have not mentioned any so far.
In the design studio, transitionality describes the students' in-between mental state in their process to achieve professional subjectivity, a state on the journey from where they believe to where they know-how, from an idea to a building. It Transitionality compels requires a more flexible psychological movement between the poles of the mental and emotional experience.  This movement and demonstrates manifests itself within the form of transitional phenomena and objects. These phenomena emerge appear as personal conduct that supports the formation of subjectivity in transitional situations. In the design studio, we suggest understandinginterpret the models and sketches created by students as transitional objects and the process of producing them as transitional phenomena. Those products represent the students' dialogue with their inner world, a direct manifestation of their. Their ideas and thoughts come to light and become a reality. When repetitive, those actions help sustain the dialectic movement, and support the explore exploration and experience of transnationality. Operating longer in a transitional mode has the power to, thus expanding and enriching the students' outcome. In this process, the instructors instructor’s task is to both direct and observe with the goal of also have to keep on moving between dictating to watching. Helping helping students shift energy from anxiety-driven reactions to creative and productive actions is one of their main challenges. 	Comment by Claudia Letizia: This sentence is very vague/abstract.
Playing in the Potential Space
"It is in playing and only in playing that the individual child or adult is able to be creative and to use the whole personality, and it is only in being creative that the individual discovers the self." (Winnicott D. 1971)

We constantly play tThroughout life, we never stop playing. With Through the act of 'Playing', kids, like puppies, engage with the world to acquire basic motoric and social skills. The western world widely refers to play as a leisure activity for enjoyment and recreation rather than a fundamental serious and practical one activity with a specific purpose. We play for many different reasons, but we undervalue and disparage this activity, especially regarding when performed by adults. 
Playing, as for this text, is probably the more most substantial layer of the potential space. With 'Playing', which mainly mostly occurs naturally, students place themselves in time and space and create a dynamic social topography. 
The architecture studio is an arena of creativity, where play occurs in various manners and forms since its first meeting. Wishing to elaborate their ideas creatively and stand out, students play naturally play. In this 'Potential Space,' the dynamics between instructors and students dynamics can generate aan atmosphere that enablesn enabling 'Play' atmosphere that stimulates natural 'Playing',  and the forming of creative identity identities and a group's culture formation.  
Among other virtues, 'Playing' also has the power to keep the students in a transitional mode for a longer time. , To to bridge between the inner mental life and outer reality and preserve back-and-forth movement between integration and separation. Play also has the power to suspend conditions inflicted bykeep reality at bay for a while and  we surrender to abilities endowed by fantasyour imagination. 'Playing' activity activities develops qualities such as sensitivity and flexible thinking that help students break through conceptual borders and come up with creative solutions even when the actual reality goes tenseunder tense circumstances. In While 'Playing', students practice this movement and attain proficiency in using their imagination. They learn to keep their minds open and act freely despite external preconceptions and concrete demands or dictationsinstructions. They gain trust in acting more spontaneously and intuitively andlearn to trust their intuition, may which in turn allows them to boldly explore the subconscious terrains of their creativity and experience.
Creativity in the Potential Space
Creativity, aAccording to Winnicott, creativity is a byproduct of 'Playing' that enables the individual to discover the 'Self'. When creative, students use their whole personality, act more freely and feel less stressed. Even though creativity is not the core studio's primary goal, we expect students to act creatively and develop creative projects. Creativity is an essential layer in the studio's topography, and students socially position themselves accordingly. Creative students share several similarities. They own the ability to move comfortably between different positions and challenge themselves with profound questions regarding trivial and former knowledge they possess. These students doubt question their own experience and act daringly in searching for a varied range of answers. 
Culture in the Potential Space
Every studio group forges a unique culture that elevates the collective communication context and forms a new unifying intimacy. It composed of norms, values, and a particular language set and createdestablished by its members to express the nature of their reciprocal relationships between them. This culture affects the studio's atmosphere. 
The iInstructor's feedback, behaviour and attitude often work as culture generators that students tend to mirrorcopy and follow. Developing specific working habits such as duplication and copyingmirroring role models’ actions can lead them to adopt certain rituals and use similar tools, instruments, and materials. In other situations, the group's culture can almost dictate collective norms almost, as can be easily noticed in presentation settings showing specific arrangements, typography, and symbolism.  
The studio Instructor in the Potential Space
Bringing From the analogy to Winnicott's "Mother-Infant Unit" theory even further, we extracted new original ideas regarding the instructor's place and role in the design studio composition. In this complex form of the potential space, instructors, like the mother in the basic unit, in some way, represent the "significant figure" (Zeanah and Boris 2000; Dozier, Stovall and Albus 1999; Bowlby 1966; Friedman 2000; Fadiman and Frager 2002)[footnoteRef:11] for their students. In general, they are expected to provide students with an facilitating environment to that supports the honing of theirir professional skills honing. Like the "Environmental mother" (Winnicott 1971; Abram 2018; Ogden 1986) [footnoteRef:12], the instructor sets up 'constructions' (Winnicott 1960 and 1973)[footnoteRef:13] for order, discipline, balance, and other relations with the professional world outside. A better understanding of the students' mental and emotional world together with the key role in students' development process may hugely benefit those offer practical opportunities for instructors who wish to become more significant in their position (especially in the core studio).  [11: ]  [12: ]  [13: ] 

The main issue here is regardings the means and ways in which instructors can spur their studio to fulfil its potential. 
Learning, Planning,  and Playing  in the Architectural Design Studio 
As described above, tToday, we are much more aware of the mental and emotional processes that accompany the study of architecture. We know that working on a project takes much more than the allocated time, talent, and "good-enough teachers" (Winnicott 1960)[footnoteRef:14]. It also demands requires managing mental resources to cope with stress and critique, setting anfinding an appropriate state of mind, and consolidating various positions. 	Comment by Claudia Letizia: very vague [14:   A reference to Winnicott’s term “Good-enough-Mother”] 

Positions 
In response to the inherent studio tension and working pressure in the studio, students activate various mechanisms according to their personality and mental structure. These mechanisms They help them define their positions toward the studio's environment, life, and work. The various positions are strategic mental conditions from where students feel secure and confident to act.  
Students naturally build an emotional position regarding relative to their group, instructor, and educational work. They express their position towards their colleagues’ work using words expressions such as "I love" and "I liked (it) less" (a politically correct of way to express dislikeI did not like)  "I really love your model…". They also express happiness, disappointment, and satisfaction.
L. a student in the first studio, approached her instructor after class and announced, "I don't know why you hate me so much…". When asked what brings her to this assumption, she replied, "You don't like my models. You always prefer others' answers. Giving feedback, you always spend more time with other students…."  
Derived from the studio's composition, they Students build a social-mental position that depends on the studio’s composition and defines their relationships within and towards the group. A position of separation discerns 'Me' from 'Them'. A position of integration binds defines 'Me' as one of 'Them'. This position demonstrates reveals itself in the way the students use the studio's space, with some students who prefer to work alone and with thoseothers who choose to work with otherstheir classmates.
Regarding In relation to their instructor, students form a unique position. It that reflects the reciprocal trust level established between them. Students' trust has works in two directions, : they need to trust the instructor and they need the instructor to trust themwith faith toward and signs from the instructor. Both directions are necessary for them to feel 'Holded' and 'contained' in the studio (Colin James 1984)[footnoteRef:15]. They Students need to have confidence in the instructor as an authority figure.  and in their It is the belief in the instructors' genuine will to share their knowledge and aim for thelead the studio's students towards success. As for signs, sOn the other hand, students also constantly look for signs that  seek to ensurereassure them that their instructor's instructor has trust in their abilities.  	Comment by Claudia Letizia: What does "Holded" mean? I don't think it's a word in English. But the fact that it is capitalized made me wonder. Is this a made up word? Or a technical term?
Or did you mean "held" (as in the past participle of "hold")?
 [15: ] 

As part of their learning experience, we also expect students also to establish a critical position. Significant for its interpretive and reflective characteristics, this position, which has a long long-term influence on their professional life. By evaluating their peers' work and analysing analyzing the architectural environment, they are supposed to develop an 'unattachment'[footnoteRef:16] approach towards their work. This Through this approach, they will also learn  assists them in constructively acceptingto accept critiques constructively and to reflecting on their own work. A mature point of view let students "see" their path more clearly and approve their work. [16:  Psychology: Unattachment - The lack of a strong emotional bond and commitment.] 

Critique feedback points on to the 'Right' and 'Wrong', Pros and Cons by means of a judgmental comparison between the students' work and their own intentions and aspirations. , but also  It also compares student's work with projects carried out by of other students. This comparison distinguishes operates a distinction between reality and fantasy, inside and outside, the concealed and the exposed, 'My project' and 'Their projects'. With Thanks to constructive criticism that enlights highlights the potential of one’s work's potential and emphasises puts emphasis on good decisions, we can balance crit's out the inhibitive nature of criticism and clarify optional directions andindicate possible paths for the students to advance.
This critical position is a logical-mental place where motivations, intentions, wishes, expectations, and ideas generate action tactics for planning and designing. Through work between critiquess, students consolidate their positions. They doubt critically question the what is evident and the familiar, ask questions, and seek to acquire knowledge to improve their understanding. In the design studio, this process takes the shape with of building models, drawing, and drafting. This position is strategically important because it helps students respond and act rationally, justify their actions, and explain their meaning regardless of the uncertainty or lack of knowledge, tools, and time.
Architecture manifests itself with buildings in the actual space. The architectural experience is the results of spatial composition created with mass, volume, shapes and forms, materials, light, and shadows. Therefore above all others, it is crucial that students are required to adopt a productive -physical position.  We differentiate it from the standard production process presets in every studio due to its intensity. That position initiates design thinking and critique spaces, and it is where the intuitive and spontaneous production of models leads to the planning and designing process. This process is dyadic; : A constant movement between opening and closing,e between working and thinking. An oscillation between design thinking and analytical thinking, searching and finding, asking questions and offering answers.
In our studio, production has became become of ana valuable educational value and instrument. We found out that it is crucially important for students to be as productive as they can. While building models and drawing sketches, students learn to express their thoughts, hone their professional skills, and develop esthetic sensitivity. They practise practice executing their conceptual ideas and try out different ways of representing them. Students observe, criticise criticize, and evaluate their outcome products and use them as means of communication. That productThese products is are transitional for because of the meaning that students associate with itthem, their transformation experience, and their need to share itthem. Like the baby's transitional objects, it they helps students feel connected, relaxed, and secure within the planning and design process. 

The connections between the a prolific production process and the students' creative experience is one of the  questionselements motivating that this research wants to investigate.

Prolific Production Position as a Creative Generator 

One aspect of prolific production is the ability to indicate identify a change and progress, evolution and a course of development course. Students get the a sense of motion and movement that empowers them to lead the way and control their advance. As a result, students feel empowered feeling capable and powerful lets studentsand are more prone to acting boldly, make making decisions, and overcome overcoming obstacles more freely. Feeling more confident, students promote personal agendas, and more importantly, set goals and schedules and work harder to meet them. When they achieving achieve their goals, students feel successful and satisfied. This in turn may motivate them to  These two compelling feelings intensify the potency feeling and may push students to act even more creatively. 

Another aspect might be related to the expansion of the surface area occupied by the students’ experiences' surface area. This surface area metaphorically describes the contact area with didactic, esthetic, and creative experiences in quantitative and qualitative terms. When acting on an expanded area, students receive more points of view to on their work to reflect on. This reflection process intensifies causes with more ideas, intentions, thoughts, and insights to come to lightemerge. With the accumulated work products in front of them, students are encouraged to take a step backwards, use an unattachment position, and reflect on their work more from a more objective, unattached positionly. This internal dialogue may reveal and explain to students its their own evolution.  enabling them toThey can, accordingly, evaluate their strengths and weaknesses and make decide decisions concerning on their direction,the  following steps and actions that they want to initiate. 

Eventually, all the other positions convey converge towards production. As Freud's claimed, every human act carries a psychological meaning, . it In this case, it would be correct to say that each product in the studio implies is influenced by the students’ positions' influence ('positions' as the emotional, didactic, experimental, social, planning, environmental and others). Without the outcome of this process, there is no project nor experience would be created. The products and the whole production process act as catalysers and mediators.  As this productive matrix expands, the experiences' surface area grows and motivates more production based on a higher dialogue level. As instructors, we strive to achieveit is the a flexible movement between the various positions we look for and direct our students to develop. This movement is an act of productive play that leads to a creative search for solutions. This movement , and not only it represents a 'healthy' ability to move between the positions, but it also enables going the transition between imagination and realisationrealization.	Comment by Claudia Letizia: This passage is really obscure. I would suggest to re-read and revise.

Play as Production's Generator
 
The heterogeneous composition of Another side of the studio also means that students are composition's heterogeneity bringing various types and levels ofreflects in various production abilitiesskills. Most students experience ups and downs while working on a project. It is never a linear path with a steady rhythm forward flow. Some students enjoy the process, while others find it more challenging, bumpy, and frustrating. Some students are more productive than others. In general, it is not necessarily the technical issues are not necessarily what that holdprevents students from working productively. Even when identifying asked to identify possible blocking reasonsobstacles, students cannot always verbally expressverbalized them and overcome the obstacles to move forwardthem. Being aware of psychological defence defense mechanisms' involvement, we instructors constantly search for possible reactions. Lack of movement may represent be a symptom of fears and anxiety. In these cases, students use more up their energy to enclose, hide,  or and cover up than and are left without energy for work and proceeding with their project. Almost instantly, they feel hopeless. Channelling energy towards productive actions is one way to prevent this situation. Play activities generate motion and movement, consume energy, and have the power to reduce stress. In that light, Instructors instructors should adopt an active position and formulate tactics that encourage students to play.

M., a second-semester student, was had not productive produced anything for three meetings sessions in a row. She appeared to be struggling It seemed as she had great difficultywith moving forward with her project. To the instructor's question about the reason for her lingeringWhen asked why, she replied she might be afraid but actually could not point out a particular reason. Without a pretension of acting as a therapist, tThe instructor suggested advised her to that she work without thinking:  until the coming session. He assured her that everything she does would be perfect. "… until our next meeting, please build the models with zero commitment." The instructor was not aware of the reasons behind the student’s fears, but, since he  could be afraid of various reasons of which her instructor could not be aware. It could be as simple as losing the diagonal line or arranging the programme and could be more elaborated like not meeting her self expectations, completing the project and failing the semester. Uunderstandingood fear's that some fear was presencepresent, the instructor wanted he tried to propel the student's productive routine by having her focusing on production and reducing her responsibility for the outcome.  	Comment by Claudia Letizia: I have slimmed this example down already. However, if you are looking to reduce the length of the paper, this might be something that you want to cut out entirely.


Figure 3.3: four four-phases play - before and after the lingering in the production processblock.

Playing as an Instrument and a Tool to Stimulate Planning
 
The In both their implicit and explicit meanings, the words 'Play' and 'Playing' hold both implicit and explicit meanings. Either way, it isare always mostly quite the opposite ofopposed to what is serious and important. Since playing activities are associated with a superficial kind of enjoymentfun, joy and a lesser profound sense, It it would be considered inappropriate in some institutes to even use those words when dealing with studying a profession, moreover, including them in the professional discourse. However, this cultural interpretation holdsthe idea of using play in a professional setting holds a great deal of potential when coming tofor dealing with stressful situations where creative action is requestedrequired. When offering 'Playing' as an instrument, saying Framing an activity as 'Playing' those words to students allegedly removeshelps students bypass the stressful responsibility responsibilities that are attached to a project. It and opens a vast wide space where they feel free to act and enjoy the process without being committed to a particular required outcome.  

'Playing' as A Method

Understanding Because we understand the power of 'Playing' and its significant partimportance infor the creative processes, we include it in our studio's agenda. Naturally, not allmany of our studios' activity activities have nothing to do with playingis of a play. Reality has a dialectic role in this arena. It paradoxically presents logical, practical and analytical thinking that may be abandoned and ignored for a while with 'Play'. However, occasionally we assimilate its the principles of playing in the syllabus'sour exercises. In a creative search (for architectural compositions, for instance) based on design thinking, 'Playing' plays two roles: it adds motion and movement to the process and it assists fosters in the swapping of points of view. We often give students specific instructions and directions to generate mental and productive displacements, which in turn. That let allows students to expand their creative experience and improve the quality of theirir outcome qualityresults.

Sometimes, to help students who feel stuck or have difficulty finding or developing their way, we intentionally ask them to play (with ideas, sketches, and models). With Thisthis offer, a opens up a spacefacilitating zone opens where they can move with less stress is more likely to be reduced and delayed. This effect derives from the informal suggestion that breaks the tutor-disciple pattern. Students can allegedly because they interpret their actions in this zone as they wish withfeel a lesser commitment committed to achieving a specific the results. 
Figure 3.4: Figure & Ground, Playing with Poché 

In our design studio, As we systematically use 'Playing' has become a strategic method that we use systematically, in several ways, to help in our design studio and directly and indirectly encourageour students to 'Play' and use 'Playing' as tactics, it becomes a strategic method. Directly and indirectly, we encourage 
There are several ways in which it is possible to use 'Playing' in the studio. Rroutine disruption, intuitive work, role-swapping, the form evolution of forms, and alternatives experiences are some of these ways. In most cases, the working methods combine at least two channels;playing can be both individual and collective, natural and dictatedguided, free and constructedstructured.  
 
The Evolution of Forms
As written above, we do not declare every 'Play' is not something that we always need to  intentionlabel as such in our studio. For example, In in exercises dealing with the evolution of architectural elements, 'Play' principles are inherent and do not need to be openly stated. From the start, Since day first,architecture students cope withare exposed to work that exposes them to the complex task architectural  of establishing a field's complexity. They learn to connection between shapes and forms on the one hand and their meanings on the other hand.
The starting point of every project is always a challenging quest. For first-year architecture students, this stage is even more challenging because their questions need to find answers using ain new language that is new to them, not the familiar verbal one. Therefore, we use methods that push students to open a horizontal search and develop their design thinking abilities from the very beginning.
For example, in the first semester, one of the exercises is designed to encourage students to confront starting point issues. We ask them to build an evolution of five 5 steps with a series of five 5 models. They do it by choosing a three-dimensional shape and at least one action's principle or rule and starting 'Playing'. Their formal manipulations are all following this rule in an intuitive operation detached from functional necessities. That process is of the pure essence of forms and shapes' language. The series of models represent a process of evolution that is partly partially random and attests to the rule's influence on the transformation of forms. Over two crit rounds, students refine their action to show it more clearly and reflect in the series. 	Comment by Claudia Letizia: This is definitely a non-essential and very in-depth part of the paper that might be cut out when looking to reduce the overall paper length.Figure 3.5: Three rounds of Formal evolution

We base tThis exercise is meant to on several incentives; expanding the students' creative experience's surface area and to consolidating consolidate their critical and productive positions, avoiding an analytic design process, and giving leaving room for creative thinking development.  Using tThis method provides students with a way to spatial actions based project's startingstart a project, which that is not necessarily a the result of an intellectually rational process. Starting with a series of models opens a new potential space between students and their 'Babies' (Action models outcome). It is the first station of their project, and it is already vibrant with internal powers and motivations. In this space, the visual reflection is in enriching motion between reality, as represented in the models at this point, and fantasy with students' visionary imagination. As instructors, we offer students questions that help them to maintain this transitional mode and act creatively. Those questions may refer to the models' order or orders, the consistency, and the formal development complexity. Other questions may ask about esthetics, architectural interpretations, spatial qualities and more.
roleRole-playing Playing and switching Switching positions Positions 
'Play' methods range from more productive to more verbal, from analytic to intuitive. At the verbal end, we use role-playing activities that include role-swapping, peer review, and self-evaluation.
Critique is one of the didactic tools that is most associated with the design studio. Its usual operative direction isIn most cases, critiques are given from by the instructors to their students. and Critique acceptance is for most students causes students to develop tension and arouses doubts, mainly due to a higher level of self-exposure and a viewpoint involved change. However, these movements between in and out, remote and adjust, objective and subjective, that is an intrinsic element of critique attached and unattached, areis essential for students to practice. They enable studentsto better comprehension understand their own work of the work they already did and plan their coming next stepsmoves and steps.
To amplify this effect and make better use harness of its power, we ask students to take, for example,wear the instructor's hat and criticise criticize their own work. This 'Playing' effect is different when done during a presentation in the whole studio forumin front of the whole studio or during a personal private critique session. In both caseseither case, the student can practice the various movements and enrich their experiencesthe experience is enriching for the student (educational, creative and esthetic). In that light, because it exposes them tbeing exposed to other sides of their work and correcting the project's posture and description directly projects on the outcome and improves it.
Conclusion - reviving Reviving the potential Potential spaceSpace
Finding out thatThe idea that, throughout adult life,  we use inherent unconscious mechanisms that we developed as babies in reactionto cope with to the trigger of a change throughout adult life might be rather astonishing. We naturally 'create' a potential space when we experiencing experience transitional situations in which we wish to consolidate a our subjective identity. We play, adopt transitional objects, and articulate cultural elements. This that helps channel direct our energy spent on being anxious toward finding ways to relax and cope creatively with changes, rather than towards being anxious. 
Discovering those virtues and uUnderstanding the design studio as a potential space pushed us to search look for ways in which 'Playing' can enrich the creative experience and improve our students' outcomeresults. While playing, our students stay in constant motion and practice moving between imagination and reality. With motion, they improve and refine their abilities, hone their skills, and enjoy the demanding process they are going through.  
We push them to play hard and be prolifically productive to to expand their experiences' surface area of their experience. In this way, in order to they discover more of their personality,  and establish a confident subjective identity. They also take more responsibility for their actions, trust their intuitions,,  and feel more successful and more connected with their outcome.
Our students added add 'Playing' as a highly effective instrument to their professional toolbox. : a highly effective instrument 'Playing' abilitiesthat will assist help them in their future practice to stand out, express themselves, and operate creatively in complex situations summoned by our rapidly changing world.
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