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390  Summary

for a new understanding of art and its role in society. Secondly, when regard-
ing the reception of British ideas, Central Europe emerges as a conscious
partner in a Europe-wide dialogue, able to formulate its own artistic prefer-
ences and not always subordinated to the dictates of the Parisian centre.
Thirdly, the attention to British art and design in Central Europe reveals the
importance of direct contact between environments regarded as the “margins”
of mainstream culture. It also helps to realise the extent to which such phe-
nomena are lost in the traditional art history binary model of centre and prov-
inces. It is crucial to emphasise that these contacts were mutual. On the one
hand, British patterns were adapted to local conditions in Central Europe. On
the other, the British press and artists were interested in Central European
experiences.

The idea of formulating the “Central European perspective” in the history
of art has a far shorter history than the very notion of ‘Central Europe.’
Among the numerous definitions of Central Europe, one can distinguish two,
which are the most widespread and reasonable. The first identifies Central
Europe with the lands of the former Holy Roman Empire of the German Na-
tion, the Kingdom of Hungary and the Commonwealth of Poland and Lithua-
nia. The second, more appropriate to the realities of the late 19th century,
equates Central Europe with the Austro-Hungarian Empire. The present book
tries to combine these two definitions, revealing the very restrictive character
of the “Austro-Hungarian version” and, at the same time, emphasising the
particular character of Germany in the context of Central Europe. Far more
interesting than the discussion about borders is the question of Central Euro-
pean identity, resulting from the “competing visions” of the nations inhabiting
the region. The idea of Central Europe can thus be seen as a critical demarca-
tion of “Western Culture”, representing the margin of European (Western)
civilisation. It is on the margins that the discussion of what it means to be
“Western” was, and still is, of crucial importance. In this sense “Central
Europe” is understood as a critical perspective for Western art history, ques-
tioning the well-established hierarchies and asking fundamental questions
about the identity of the discipline, as such.

The reception of British art and design in Central Europe around 1900 was
a culminating point for the process that had already started in the mid-19"
century. Therefore, due to the complexity of the issues, this book concentrates
on complementary questions related to the arts and design. In cases where it is
germane to the central argument, architecture is occasionally mentioned,
though urbanism and the mass-housing question are consciously excluded as
separate issues.







