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Do creative space and place matter when the thrill of creation is felt 
mainly within the self? Is an artist’s or writer’s room simply a physical 
location that bears little influence on the summoning of the muse, the 
flow of the routine and the satiation of invention? This chapter eschews 
analysis of wider geographical connection with places of creativity and 
opts instead to identify, expand and analyse the personal spaces of cre-
ativity, focusing on the creative locations of literary authors, fine artists 
and musicians, drawing out the potential influence of space on the cre-
ative routine and the ontological interstices involved in the technique 
of separating innovation and the mundane, routine everyday. I  draw 
on existing ethnographic work undertaken over a three- year period, 
emerging in 2019 as a combined study of artists, writers and musicians 
experiencing the ‘midlife’ stage1 and investing time and energies into 
the invention of novelty (Miles 2019). The study involved interviews 
and observations that were undertaken in art and recording studios, 
writing rooms, rehearsal spaces, exhibition venues, workshops buried 
deep in dense woodlands and a further cornucopia of random and exotic 
locations from non- league football grounds to huge kilns located in 
the Oxfordshire countryside. The purpose of the study was to uncover, 
observe and consider the artistic routines and influences of those 
engaged in the practice of creation and, essentially, how the meaning of 
the creative self was developed, maintained and exploited. The research 
also, crucially, considered spaces of creation  –  both specific- locational 
and metaphysical –  and this segment of the wider criteria of the research 
provides our focus here.
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Late modernism and empowerment

The research was undertaken within an analytical frame of the shifting, 
fluid contexts of sociological late modernity, namely understanding the 
actions of the individuals discussed as being situated in a time where old 
(grand) narratives of collective certainty have been gradually replaced 
by the driven sense of the individual, thus mindful of the associative risks 
involved in embracing a myriad of options, meanings and identities in 
contemporary life. The element of choice is therefore synonymous with 
an actor’s decision to separate from a world that is multifarious in social, 
cultural and political contexts but still provides a certainty in that cer-
tainty is invested in a belief in the continued sense of variety. Art offers 
the chance to experience a chaotic uncertainty that elevates the possi-
bility of creation above structural constraints such as age, time, ideology 
and social class. Art is otherwise largely dependent on space- time- place 
to achieve what Walter Benjamin (2008) would call ‘aura’, Mihaly 
Csikszentmihalyi (1996) would call ‘flow’ or, as Derek Attridge (2017) 
would attest, the amalgamation of ‘idiocultural’ familiarity resulting in 
the manipulation, exploitation and disruption of the oeuvre to ultimately 
extend the meaning and longevity of a particular narrative within art. 
The theme of distortion within the narrative of creative art is strong in 
late modern society,2 and artists have the wherewithal to instigate such 
turbulence in the continuum almost at will.

With this form of uncertainty –  and a challenging of hitherto omni-
present structural, reliable norms, values and mores –  comes a crisis of 
familiarity, a sense of flux, a resigned acknowledgement of the need to 
remain in motion to somehow remain in focus with the shifting patterns 
of uncertain modern life. In 1984, discussing the emblematic shifting of 
literary convention, Patricia Waugh stated, without compunction, that 
postmodernism3 was a ‘loss of belief in an external authoritative system 
of order that prompted modernism’ (1984, 21). In many ways the simpli-
city of the statement belies its intensity in that it can be applied to some-
thing of a juxtaposition of the literary and the sociological, explaining 
a gradual drift in the representations and experiences of the social that 
embody the transition beyond the point where systems of order have 
order into a place where anything goes. However, the sociological late 
modern effectively stops shy of this place; we are arguably in a situation 
where the late modern is not quite ‘post’, retaining some semblance 
of order as we have known it, perhaps via an inbuilt desire to hang on 
just that little bit longer to certainty and not quite embrace the risks of 
complete absolution of such familiarities (Giddens 1990, 1991). Belief, 
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therefore, is not completely lost at this stage. Society is still governed by 
a continued sense of the recognisable, all the time under pressure from 
the individualising thrust of contemporary life (and the commercial and 
media onus on uniqueness). This continued sense (and security) of the 
ordinary creates a tension in the binary between the reliable and the 
unique, arguably motivating a desire to transcend such anxious torsions 
and seek exciting gratification in the challenge of, individually or com-
munally, inventing novelty.

Therefore, to define the late modern is a complex task, but the gen-
eral ideas do transpose well onto debates on identity and culture in the 
following way. The generic thrust of variety, diversity and individualisa-
tion –  embracing what Beck, Giddens and Lash, connecting with Patricia 
Waugh’s assertion, have described as ‘post traditional’ (1994, 21) –  features 
in contemporary lives via what Zygmunt Bauman (2000) explained as 
‘liquid’ modernity. This involves capitalism as a shape- shifting phenom-
enon that exploits the perceived necessity of change and the simultan-
eous diminishing of the Sicherheit (security, certainty and safety) that 
maintains self- confidence in the individual (Bauman 1999,  17). This 
erosion results in the anxious scramble for empowerment as we seek to 
shape our individualised destinies, but it also arguably creates a desire to 
escape from the intricacies of such stratagems. The adoption of an alter-
native routine, existing simultaneously with the machinations of the real 
world, can provide this. However, the desire to escape from the Gordian 
‘everyday’ is effectively reversed by artists who, if anything, see an anarchy 
of thinking as expounding an escape from the certainties of competitive-
ness in the real world. It is an interesting binary and one that sees the 
connection between the private physical spaces of certainty and the (onto-
logical) mental spaces of creative disorder segueing to provide an anti-
dote to the tedious, repetitive routines of everyday strategy. Creativity is 
witnessed as a rare, though unreliable, freedom and largely unconnected 
to a fixed location either physically or metaphysically.

Situating such freedom leads to a sense that available time (away 
from everyday matters) is diffused, effectively scattered around for the 
utility of multiple leisure, spent at will on a variety of pastimes from 
sports to family to non- stipendiary work (or, of course, the economic 
need to remain working). Thus, with contemporary late- modern freedom 
to fill time comes a pressure to fill it well and to eradicate the potential of 
boredom; we may seek to fill our time creatively, seeking effective sati-
ation in the process. The desire to effectively blank out the risk (and inse-
curities) of modern life might come with the turn to entertainment via 
books and film, arts and music that offer an alternative, waking reality 
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for people to indulge in the fantasy of possibilities. In addition, it is not 
surprising or unusual that some people turn to creativity themselves, 
seeking to make rather than to solely consume; this can be considered 
also as an escape from banal reality, but has the added incentive of haptic 
praxis, a proprioceptive encounter that has the promise of an antidote 
to entropy and the sense of achievement in producing something new 
(Witkin 2005, 57– 72).

This, in other words, is not solely experiencing art but authoring 
art, doing it for a reason, actively seeking its emergence and being pre-
sent at the commencement of the routine of reception. Being present is 
a moment of wonder, fascination and the sense of privilege and it is also 
situated in time- space, experienced ‘in the moment’. This is a moment 
that I call ‘the mezzanine’ –  an in- between mental state and status where 
an individual –  or group –  is connecting knowledge with action and cre-
ating novelty in an instant, impossible to experience again, where every-
thing that follows is simply a copy; a work of art is simply a rehearsed, 
revised and recited piece that can never be an exact copy of the ori-
ginal, having life that must be lived by others beyond the artist. This 
is what makes location, place, space and instance so contentious (and 
individualised) to the deliverance of novelty, of art and what makes it so 
personally endearing to its creator, so immune to entropy and so cath-
artic in its eventual emergence from the ‘mezzanine condition’.4 So, with 
this in mind, what role does the perception of place have in this routine 
for the people who ‘make’?

Situating the creative: Places of invention and 
divestment

The research that spanned three years and numerous locations always 
tended to turn out the same conclusions in relation to the spaces of 
creation:  namely, the lack of importance (if any) that creative people 
attached to their circumstances or, indeed, their physical location. 
Inspiration was seen as unattached to time- space or nostalgia; the prin-
ciple of creation was drawn from the aspect of mood, sensuality and 
chance rather than a perceptible acknowledgement of origins, home, 
landscape or circumstance. That said, there was a tangible sense of pride 
and importance attached to the idea of order in their places of inspir-
ation and, when visiting artistic people in their places of work, I was con-
sequently struck by the sense of assiduous anticipation that I  found in 
each place. It is perhaps forgivable to expect some kind of disorder in a 
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space that is used to effectively assemble materials and ideas into palp-
able form, but I found little evidence of disarray; instead, I saw various 
phases of preparation. The interesting thing to emerge from such states 
of instigation was the sense of potential –  it felt like a calm before a storm, 
but the storm, when it came, would leave no trace of damage. It was a 
curious, almost unnerving sense of expectancy.

From writers’ rooms that were perfectly ordered  –  desks tidy, 
printer at arm’s length, pens and pencils, papers and staplers, cables 
tied together and floor clear of clutter –  to rehearsal studios with sofas 
and guitar stands out of walkways, designated zones for drums, guitars 
and vocals, space to move into, doors to drift out of, anterooms to loiter 
in for cigarettes, coffee and natter; all spaces were prepared for labour 
rather than to dream or to vacillate. The fine artists’ studios were clean 
and logical, light (as you may expect) and inspirational (one in woodland 
that changes with the seasons outside), sparse and airy, almost waiting 
for ideas  –  and actions  –  to fill them. It was an interesting travelogue, 
yielding a sense that space matters, and that the geographic dynamics 
of town and country and the omnipresent –  or oscillating –  background 
noise or tranquil silence function equally as creative backdrops but rarely 
as sources of direct inspiration. In all but one location the spaces were 
highly personalised; these were individual, private zones that were 
unlikely to be penetrated by significant others or, for that matter, the out-
side world. They were places where television, the internet and mobile 
phones were banished to the boundaries. These were places of work –  the 
realisation of an end- product was the central aim of entering the space. 
I realised that the creative muse was summoned via communality as well 
as solitariness, and the two categories of space were distinct.

Communal spaces

While ‘the creative’ revealed itself as a largely individualised, metaphys-
ical process, in urban Derby I witnessed The Ruins –  an alternative rock 
band with all the musicians involved experiencing life in their fifties  –  
rehearsing and recording music in a small studio built onto the back 
of a modest suburban home in the city. Measuring approximately 11 
feet by 15 feet, with a low ceiling and narrow window, this was a func-
tional but welcoming place complete with corner sofa and low coffee 
tables that sat in contrast with banks of recording equipment, computer 
screens, drums and racks of guitars. This was where the band, in close 
proximity to one another, were able to rehearse music using what they 
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called ‘quiet rehearsal’ or ‘silent rehearsal’, where headphones and elec-
tric instruments (including an electronic drum kit) were plugged into a 
mixing desk, leaving only the disembodied sound of strummed stringed 
instruments and the voice of the singer audible when I  removed my 
headphones to sample the disconnection. In this space the band felt 
they could work with no time constraints, effectively and consciously 
exploiting the economic and domestic fruits of middle age that younger 
bands lack. The music could ebb and flow in intensity, stop, start, revise 
mid- flow, extend and peak and trough in intensity at will, always looking 
for the moment of ‘aura’ where the perfect version is transiently achieved, 
but always then ‘covered’ as the writing turns into rehearsal turns into 
recording turns into performance and the cycle is repeated over and over 
again in search of creative pique.

The importance of the location, the venue, the space of work is that 
the band are able to utilise their social and economic capital (Bourdieu 
1993) and add another, non- Bourdieu, criterion  –  time capital. They 
have ‘earned’ the time to ‘spend’ the time accordingly and the studio 
provides a neutral, physical space in which to do this. The interesting 
observation at all times was that, despite being in each other’s presence, 
the band were effectively detached from one another when in full 
musical flow –  the headphones taking them away from the communal 
sound of the traditional rehearsal (where instruments and vocals are 
often indistinguishable from one another) and towards an individual 
concentration on technique and contribution through the channels of a 
mixing desk. It was an interesting distinction and one that immediately 
framed the contrast between the communal acoustics of, say, theatrical 
or orchestral rehearsal and a modern emphasis on individual, oscillating 
contributions.

The Ruins, however, divided their time between rehearsal/ 
recording space and the stage, with the latter being an occasional foray 
into the exhibition of technique and expertise. Thus, these spaces differed 
in function: the studio provided a hub of escape but also of crucial sim-
ultaneous sociality and invention. It was here that the band could catch 
up with each other on a weekly basis, share experiences, opinions and 
plans and, ultimately, jam their music into discernible form, captured 
spontaneously and functioning organically. The band saw themselves 
as a studio project that required occasional stage exposure to somehow 
legitimise their labour. This, of course, gives extra credence to the idea 
that the space of production, where the ideas swirl and never stand still, 
is the crucial factor –  more ontological than physical. In other words, the 
creation could be anywhere so long as the technology is in attendance.
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There is also an interesting three- way split in defining the place of 
creativity: essentially the distinction between studio, stage, and the sub-
lime, instantaneous and immediate sense of the spontaneous. Thus, to 
the band’s keyboardist- guitarist, Miles, the creation of music is simply 
a nebulous stage; the place of creation is not just the studio but instead 
something diffuse, philosophical and fluid. It’s ‘an investment […] it’s 
one of the most freeing places […] intuitive’, he says, referring to the 
boundless sense of possibility, undetermined by time and place, existing 
‘anytime’. This is a view shared by his colleagues, but the importance of 
the physical space of the studio also assists in the development of art. Ian, 
the drummer (and the owner of the home studio), insists that having the 
equipment located in a fixed space means that songs are recalled  –  its 
value is ‘not letting them be forgotten’, he says, adding that a continuous 
venue also allows the band to loosen up, be themselves and, he laughs, be 
social and creative simultaneously in that ‘you’ve missed it, you’re ready 
for some action!’. The shift into a live performance setting creates a stark 
contrast, where nerves are created by the alien, the uncertain, the sense 
of expectancy and the fear of judgement (Ian says that ‘It’s like being told 
“well done” by a teacher’). This results in the effect that ‘playing every six 
months […] causes the trouble with nerves,’ he says, ‘in the same way 
that if you fly too irregularly, your fear of flying rises!’

The place of creation for The Ruins, therefore, is based on com-
fort, familiarity, routine and sociality –  to be sure, it could be anywhere, 
but being at Ian’s house couldn’t be better. He goes to his studio late at 
night to capture ideas in what he describes as ‘quietness’ after the family 
have retired to bed and the noise and bustle of his days are expelled. The 
studio is a location of thoughts, calm and solitary and almost meditative. 
He finds his mezzanine here, thoughts channelling into sound, somehow 
effortlessly translating, unforeseen and original but captured for pos-
terity (and for the band). Thus, the place of creation is both a facility 
and transitive, conventional location for spontaneity and experimenta-
tion that is hermetically sealed in the moment from the community and 
culture of its geographical environs. It is a location that funnels and filters 
and captures, letting in no light, private and receptive to the vagaries of 
musical chaos and the resultant joy of unforeseen novelty. Places of cre-
ativity to The Ruins are places that are physical and transitory (the studio 
and the stage) but also involve the unpredictable and fluid notion of psy-
chological flow: all of these issues are unrestrained by emotion, history/ 
biography and nostalgia and are not determined by geography per se. It 
is simply a case where place is an invention of circumstance, mood and 
the relative spoils of middle age.
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Solitary spaces

But artistic creation (or invention) is not always done in communal 
settings with omnipresent sociality and collective empathy in the pursuit 
of novelty. For most artists (arguably), the creative routine is solitary and 
can be viewed as being determined by a connection to physical place (i.e. 
the studio), environment (country and city, phases of external light, the 
seasons and weather, size and setting of room and so on) and the effect 
of life that bookends the creative phase (biography, occurrences, mood 
and so on). Fine art and the creation of literary text can be argued to be 
more determined by place than music, not least because of the percep-
tible lack of delegation of roles and arguably also due to the individuality 
of the whole process. While music is often created alone (as Ian speaks of 
above), it invariably becomes public via the input of other band members, 
its public recital and, of course, its sociality in reception and perception. 
Fine art and literary text also have elements of this supra- situating of 
meaning (including, of course, in editorial and peer reviewing), but are 
largely under the control of a single person engaged in a single haptic 
event. People tend not to write or paint in groups. While art and litera-
ture often become public through exhibition and publication, essen-
tially (as Robin, an artist, described) giving life and character to art after 
the artefact’s birth, the actual birth is usually mediated by one person, 
making the physical and mental location of conception important (i.e. 
facilities and desire).

However, the decision to create can often be facilitated by a casual 
offer, a prospect to separate oneself from the domestic location, family 
and other potential distractions, leading to new things via the accidental 
exposure to an awareness of hidden incentives. For Dominic, a fine artist 
located on the south coast of England, such a chance opportunity arose 
to utilise a wooden outhouse garden studio with wood stove and great 
light at a friend’s house, just out of town. There, he set himself up as an 
artist for the first time. ‘For six months I  just went up there, carrying 
wood up there,’ he says with an air of wistfulness. ‘I’d light the fire every 
morning, used to heat my lunch up on the wood stove there and I just 
built up some materials, reading intensely some art books.’ Such initial 
experimentation facilitated a separation of work space and home, using 
the garden studio as a place for formative preparation –  almost a loca-
tion that gave him the impetus to be an artist. However, he soon returned 
to the effective partitioning of his home, getting him closer to his family, 
the town, the dichotomy of stillness and movement, the contrasts of 
life and art. His time at his friend’s studio was formative; it illustrates a 
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location, but a location of thought rather than industrial output. This, 
if anything, is the commencement of aesthetic awareness, what Herbert 
Read would describe as a desire to create ‘pleasing forms’ that chime 
with an individual’s sense of meaning: sensual, intuitive and individual 
(Read 2017 [1931], 17– 20). This separation of thought- creation and 
the locational- innovative is crucial, as it essentially removes a situation 
from the flow of creativity, leaving ‘place’ as less circumstance and more 
state of mind.

This solitary space does, as we can see, eventually transmogrify 
into a more public space of creation –  from garden studio to home and, 
thus, a place where others live. All of the artists I spoke to either lived 
with others who acknowledged their artistic processes and outputs, or 
actually worked alongside other creative people. For instance, Robin, an 
artist based in a variety of studio workshops in the Wytham Woods out-
side Oxford, worked with colleagues in the construction, and utility, of 
the Anagama (Bizen) Kiln Project, and has a partner who is also a working 
artist; Peter, another fine artist, worked within an artist’s collective; The 
Ruins made use of a domestic abode as the location of their studio as well 
as relying on huge supportive input from family; and Dominic shared 
his studio with family by night, when it transformed into something of 
a sitting room. Only the writers that I spoke to separated their art from 
their domesticity in that, despite writing at home, it was not of home, 
but divorced from latent domesticity and the influences of the domestic 
(i.e. they were both working within the domestic space and working in 
parallel interrelationship with significant others). The principles of good 
writing are seen as distinct from the familial –  critically individualised 
and jealously protected.

Thus, with the communal and solitary spaces of artistic creation 
seemingly detached from a sense of place itself (i.e. creation can happen 
anywhere, regardless), where can we best view the impact of creative 
space? It emerged, throughout the research, that routine and thought 
were best employed as a translator of how art is attached to place –  but it 
is place itself that is best understood as an aim rather than a facility.

Elevating routine

Of course, art is developed in a variety of places and spaces, effectively 
creating an amalgamated location that merges physical environment and 
the metaphysical. Peter finds himself creating in an old barracks in urban 
Reading, with thick, white emulsion walls, formal in feel, separated 
into artistic silos, each room witnessing a different approach, different 
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projects, different character; but each artistic venue that I  visited was 
actually surprisingly similar in substance. Places, despite having a 
disorganised feel, were organised, usually with a significant artistic sig-
nifier of intent and labour at the centre (with Peter and Robin it was the 
large printing presses associated with their linocuts and woodcuts); as 
stated, each space had a preparatory feel, an anticipation of action and 
the sense of latent anxiety that floated, omnipresent, in relation to the 
expectancy (but not with guarantee attached) of artistic prosperity.

Thus, the location of artistic endeavour always felt –  via music, art and 
the act of writing –  like a site of routine and progression, variously antici-
patory and reflective and having little to do with the outside world of urban 
Reading or rural Oxfordshire or, in other settings, suburbia, the south coast, 
the Wiltshire countryside vaguely reminiscent of an A. G. Street novel5 or 
the thundering traffic of central London. The spaces are best understood as 
synchronic, full of temporal situational contrasts (a raging noise in the mind 
in concert with a tranquil peace; a thundering of heavy vehicles contrasting 
with the delicacy of a wood carving, a gentle caress of oil on canvas and so 
on). Place might figure in decisions to create: Peter noted that his decision 
to enter art school the first time round had been driven by a worship of Syd 
Barrett of Pink Floyd, his skill as an artist, his art school in Cambridge and 
Peter’s proximity to that institution. However, the main decisions on places 
(or locations) of creation tend to be made based on functionality, utility and 
convenience. To Robin, the places are physical, but functional, emblematic 
of creation –  such as the kilns in the woods that he has invested so much 
time in both creating and maintaining. They are, in turn, educational (such 
as the creative workshops in the lodge and the hut in the woods) and they 
are emancipatory –  the freedom coming in the space to think, perhaps, more 
than do. Thinking, of course, can come without boundaries on all levels.

Robin is an anthropologist who converted from an original calling 
in geological sciences, and who is used to travel, exploring terrain as 
well as cultures, transient and attentive at once, analysing place and 
space for a variety of characteristics, largely ‘off the verandah’ (through 
immersion), as Malinowski (1961 [1922]) theorised. While the percep-
tion and understanding of place is not entirely dependent on the appli-
cation of Weber’s Verstehen principle6 (empathetic understanding), it is 
nevertheless culturally detached, functionally separated for context and 
freedom to interpret. This, if anything, best summarises a central tenet 
of the mezzanine condition in that the space created in between is more 
productive and pure than the value- laden places and spaces ‘on either 
side’ of a value- free interpretative moment. Therefore, place is a concept 
that is best marginalised in both the conception and appreciation of art 
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for the creator. Place is best left to the beholder, the ‘reader’7 who may 
apply mores, values and biography to create a new story of the art.

This idea came through with the greatest intensity when talking 
to Dominic, perhaps the most traditional of the creative artists that 
I spoke to in that he dedicated his time to the creation of what one may 
term paintings rather than woodcut and linocut prints or ceramics. 
Occasionally, the artist is forced into becoming an actor on both flanks 
of the mezzanine. To Dominic, his paintings were original and the end 
product of a deep, considered labour routine, but they were also his pri-
mary income source. In selling his paintings, Dominic was drawn into 
a naturally occurring combination of place, space and extended bio-
graphical exposure, being required to meet the public and explain his 
influences, and consequently being required to learn to recognise types 
of purchaser with an entrepreneurial eye and instinct and to exploit his 
connections to town, the sea vistas, its bohemia and its artistic commu-
nity as a whole –  he was selling himself as part of the story of the painting. 
He was, as he said, selling his presence as part of some future social cap-
ital to be exploited by the purchaser (i.e. as part of the narrative of dinner 
party stories about the painting, the artist, the thrill of the chase and the 
deal, and the resultant cachet of ownership).

Others interviewed throughout the research make reference to the 
shifting dynamic of place, transient, influential, sowing seeds of interest 
but acting as a distraction from the anxiety and adrenaline- fuelled meta-
physical mezzanine. This distraction is often associated with movement 
or travel –  Katherine Webb, who is now on to her seventh novel with a 
mainstream publisher, likened vacations to a deliberate discarding of 
the creative process, resulting in picking up threads when she gets back. 
Notably, she is clear that she begins her work in her head and, should she 
go away for a break, she has to ‘gather it all up again, slowly […] where 
it was going, the shape of it’. The holiday is a break from locations of 
work (creativity) but also a mental shift from the metaphysical anarchy 
of the mezzanine and towards an interim stability of an almost physical 
thought. Thus, place is divided three ways between the orderly certainty 
of routine (her desk, libraries, wandering in her garden in search of sim-
ultaneous escape and inspiration), the mezzanine condition of praxis 
(writing, flow, outputs) and the separate locations of certainty (expected 
originality of travels and so on).

Katherine is not alone. Annette, also an author, likens place both 
to a shifting sense of creative rhythm that is found when lying in the 
bath or out walking and to her own geographical origins and social class 
heritage, made diverse by university and metropolitan London. Neither 
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attribute their creative muses to their places of abode or their places of 
childhood and so on. The creative sense of place is in sensing the cer-
tainty of uncertain flow –  thus, the late- modern reflexive ‘liquidity of risk’ 
is not physical, biographical, familiar. It is, all the while, expected and the 
mezzanine is the embracing of the unexpected, the unforeseen and the 
uncapping of potential. Late modernism is, in effect, all about the unfore-
seen but expected. Travel is open- ended but framed. The mezzanine is 
without boundary; it is also, by definition, without location. Dominic 
talks of immersion when working with driftwood from the local beaches 
to create a kind of eco- art, therefore acting between the framing of the 
origins of the materials (the beach) and the immersion in what they 
become (the mezzanine). The place is important because he finds the 
wood there; the space is elevated beyond the place because the haptic 
and the mental are committed to the delivery of novelty.

The importance of time and space in locating creativity

Leonard Lutwack elegantly makes a distinction when considering place 
and its role in literary production and reception, distinguishing between 
what he acknowledges as real and symbolic places, setting, landscape and 
so on and the problem of representation (or the challenge) that comes 
from utilising location (Lutwack 1984, 28, Chs. 2– 3). This conundrum 
can also be applied to an implied sense of influence that is noted upon the 
author of a work with reference –  as it is here –  to the physical locations 
of production. For instance, Derby does not appear in the output of The 
Ruins, either in lyrics, in some kind of adopted style (as, for example, in 
the Mersey Beat sound of Liverpool in the 1960s) or via some discern-
ible effect on the individual members through biographical experience. 
If anything, the value of location of production is calculated via freedom 
(to produce without financial or time constraint) rather than embodied 
in geography and heritage. The rhetoric of place, as Lutwack would 
suggest, is measured via the experience of the author as well as the com-
prehension of narrative by the reader, recognising skilful time- shifting 
and the oscillation between interiors, exteriors, night, day, seasons and 
actions, both logical and illogical, in concert with environment.

Of course, all of these dynamics are arguably in play during recep-
tion but can be applied to the creation of art and, as we have seen, feature 
heavily in the routines of the artists I  observed. Place, in other words, 
tended to be viewed as a combination of chance and physical space from 
which emanates novelty. In many ways, the structures of influence are 
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akin to the structures of modernity in that they are reliable, unques-
tioned, omnipresent. In late modernism, such assurances are confused, 
blended, questioned and unreliable. Thus, place becomes more instant-
aneously understood as a state of mind rather than a series of settings 
that people may expect to be recognised by everyone. The writings in the 
postcolonial literary canon bear witness to this debatable sense of surety 
as a fine example. Symbolic place wins out; psychological space makes 
sense of the myriad of options available to create something and create 
meaning from it. The mezzanine becomes the situation of production, 
separated from the physical location, dispatching the need to attach to 
grand narratives, exploring the sense of the possible.

What is clear from the whole research process is that place is not 
perceived as an important dynamic for these artists when considered rep-
resentative of geography. Art –  and its creation –  emerges from a place 
that is best understood metaphysically; that is, the place that matters 
most is the funnel of the mezzanine, the place where everything is in 
play, the location of a myriad of influences and possibilities. Therefore, 
while each artist declares something of a biography –  and some, more 
than others, may choose to place a little emphasis on their geographical, 
economic and cultural origins as having a role in their development  –  
the overall sense is that the villages, towns and cities that these creative 
people have emerged from do not connect to their outputs. These are not 
people who reflexively relate to location, who use location as a spring-
board in their creative routines. While the writers are almost duty- bound 
to situate their scenes (even via the potential extremities of literary mod-
ernism!), build their narratives and craft their form to serve such matters, 
the role of Hampshire or London in the production of text is negligible. 
It is the embodiment of a sociological late- modernist ‘nod’ to accept 
that the individual is at play in a liquid state of meaning and emblem-
atic connectivity –  the old rules of belonging no longer hold, and neither 
do the rules of production in the digital age. A sense of place, therefore, 
is about as opaque as the diminishing value of the grand narratives of 
social class, cultural connexions and notions of citizenship in an age of 
fluid uniqueness or the historical affiliations and determinants of politics, 
nationality or racial and gendered identities.8 There are multiple levers 
available in the creation of novelty and these artists see no overt require-
ment to regress to determinisms of the past lest they frame the ideas too 
much and blunt the muse.

We need to be able to identify space not as a physical location, but 
as a liminal moment in time. The dichotomy of space is therefore the dis-
tinction between physical and mental in extremely transient form; thus 
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it is not the separation of town and city or type of studio or whether a 
particular town is influential on a phase of Cowper’s poetry or identifi-
able within a Hardy novel, or whether a popular music scene is a cul-
tural chance occurrence or a commercially exploitable construct (Cecil 
2009 [1929]; Williams 1972). It is, instead, a ‘singularity’9 of individual 
perception, isolated from everything apart from the normative perceived 
anxiety of eventual judgement. Thus, when considering creativity and 
place it is an incontrovertible observation that all art is dependent on 
the brush of the hand (to instrument, laptop keyboard, paintbrush or 
other object) in a precise moment rather than on the myriad biograph-
ical musings of the creator or, indeed, the immediate environs of the act 
itself. Sadly, of course, this takes some romance out of the observations 
of creation, but it also adds –  conversely –  an ontological chaos, a haptic 
chance and the idea that creation is something of a test of mental agility 
that is always a simple slip from disaster. This adds to the romance rather 
than diminishing it; it’s just that we don’t need to visit Hardy’s Cottage 
at Higher Bockhampton, Monk’s House, the Bunyan museum, the Dalí 
Theatre- Museum at Figueres or their ilk to fully understand the context 
of what we may perceive as affective genius –  we can simply attempt to 
empathise with the excitement, adrenaline and anxiety of the potentially 
never- ending now.

Notes
 1. Considered throughout the research as a somewhat arbitrary, purposive age range of 40– 55 years.
 2. For example, I  consider T.  S. Eliot’s ‘Tradition and the Individual Talent’ to provide a cen-

tral tenet of this argument (Kermode 1975, 37– 44), as does Harold Bloom’s The Anxiety of 
Influence: A Theory of Poetry (1973).

 3. My emphasis. I wish to attend in this chapter to an idea of a ‘pre- postmodernism’, where indi-
viduals generically and subtly recognise the process of individualisation and their effective, 
conscious role in creating it via ‘credentialisation’ and the role of diversifying consumerist, 
somewhat globalised capitalism.

 4. For more on this idea, see Miles (2019, Ch. 9).
 5. One is always drawn to Street’s The Gentleman of the Party (1936), but there are others, vaguely 

heard as echoes of their original pastoral locales, as much representations of a diminished past as 
a standard Thomas Hardy novel, continually ‘situated’ in the rural, though not timeless.

 6. For an excellent discussion of Weber’s Verstehen (understanding) concept, see Parkin 
(2002, 19– 27).

 7. See Iser (1974, 1978); also, Fowler (1991) is a masterful discussion of how the reader 
can utilise literature to adopt a resistance approach to the encompassing progress of late 
modernism.

 8. This is not to say, however, that ‘regionalism’ is not occasionally experienced as a determining 
factor in the setting of cultural- artistic boundaries. That said, there are many other examples 
in the wider oeuvre, such as the Mersey poets being of Liverpool, but not writing much –  if 
anything –  about it.
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 9. Attridge (2017, 95) speaks of this idea in many phases, but it is best applied here as the 
manifestation of an author’s collective ‘idioculture’ (the components of world view, values 
and so on) and a revelation of discovery coupled with an expectancy of reception –  in other 
words, creation is a combination of satiation and separation anxiety that is autonomous 
of time- space and physical place but connected to a ‘language’ of cultural values, mores 
and norms.
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