JIRI BOUDNIK

Na prelomu 19. a 20. stoleti se stal mrakodrap
produktem ,mésto-stroje* (viz Walter
Benjamintv koncept), ve kterém, pfi urGovani
podoby mésta, ekonomika nahradila nabozenské
myty a predstavila to, co v plvodnim konceptu
mésta a jeho silueté slouzilo jako centrum
duchovna — vertikala. Tato svislice, v rané
méstské stavebni tvorbé, predstavovala
Ustifedni bod -zvySené Gsili a pozornost
uprenou k obloze — ve formé zikuratu nebo
kostelni véZe. Ve mésté viry byla lidska existence
vysvétlena kostelem, pozdéji katedralou,
slouzici jako soustfedéni nejen méstského
svéta, ale i celého vesmiru, ve kterém se véz
kostela dotykala oblohy a sjednotila nebesa
se zemi.

Jak Zeleznice rychle dobyvala v 19. stoleti
americky kontinent, koleje z pensylvanskych
Zelezaren se postupné obratily z lezaté
polohy k nebi a mrakodrap, a¢ monument
individualizmu, v tomto méstsko-vesmirném
diagramu vystridal budovu kostela a ukoristil
myticky obraz sfatku mezi nebem a zemi.

Na zacatku 20. stoleti se americké méstské
panorama, za pomoci puritanské filozofie
vyvolenych a téch méné Stastnych, stalo
zavodni drahou exhibicionismu a finanéniho
profitu tak, jako se kontinentalni Zeleznice stala
grafem produkce Zeleza o pul stoleti predtim.
Americké mrakodrapy a jejich pfitomnost

ve finanénich centrech se staly barometrem
zisku, prostoru, Casu a komprese — to vSe

na vertikalni ose jakéhosi Spizu Uspéchu.

Z hlediska ,mésto-stroje“ se komunikacéni
kanaly mezi oddélenymi ¢astmi mésta obratily
nahoru do svislé polohy a jednotlivé funkce
byly hierarchicky umisténé do vodorovnych
vrstev: metro, auto, chodci, vytahy, letadla

a vzducholodé (viz pohlednice vzducholodé,
ukotvené u antény budovy Empire State).
Mrakodrap mohl byt naplnén obrazy radostné
prace, potu a nadéje, tak jako v basnich

o Chicagu od Carla Sandburga , oslavujicich
lidsky um a individualitu, tyCici se nade

vSe okolo sebe. Presto se ale 20. stoleti a
jeho mrakodrap staly téZ symboly lidského
odcizeni a rozétvrceni (pomysleme na Fritz
Langovu Metropolis, Kafkdv Zamek, nebo
Hitchcockovo Okno do dvora). S destrukci
Svétového obchodniho centra na konci

MRAKODRAPY

20. stoleti se mrakodrapy staly zaroven
symboly ponizené arogance, zranitelnosti
a obétovani — kosmickymi znaky antického
tragického hrdiny.

SKYSCRAPERS
At the turn of the 19th and 20th century,
the skyscraper was a product of the City
Machine (in Walter Benjamin's concept
of the modern city), where the economy
replaced a religious myth in determining
the city form and it represented what in
a cosmic city served as the divine
center - the vertical. In early city forms,
the vertical, represented a central
point — an increased effort and attention
to the sky — think of a ziggurat or a church
tower. In the city of faith, one's existence was
explained in the shape of the house of faith,
a cathedral, serving as the focus of the urban
(and cosmic) world and, through the steeple’s
touching of the sky, uniting the celestial
and the terrestrial.

With the speedy conquest of the
American continent by railroad, the rails
coming out of Pennsylvania steel mills turned
skyward and the skyscraper replaced the
church building and city machine the cosmic
city diagram. Skyscraper as a monument
to individualism, self-interest, and exploitation,
seized the mythical image of marriage between
the earth and sky. In America, at the start
of the 20th century, with the rational blessing
of the Puritan philosophy of the chosen
and the less fortunate, the skyline became
a racetrack of exhibited profit, just as the
continental railroad became a graph of steel
production more than half-a-century before.
American skyscrapers and their presence in the
financial centers became a barometer of profit,
space, time, and compression — all on a vertical
axis of success. In terms of the city machine,
the channels of communication between the
segregated fragments of the city have turned
upward as well. The separate functions of the
city machine were hierarchically placed
into the successive horizontal layers of the city:
subway, car, pedestrian, elevated, airplane
(see postcards of airship docking at the Empire
State Building's antenna). The skyscraper may
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have been be filled with images of joyous work,
sweat, and hope, as in Carl Sandburg’s poems
of Chicago, celebrating the one-man enterprise,
eventually dwarfing everything around itself.

Yet the 20th century high-rise also became

a symbol of human alienation and
dismemberment (think of Fritz Lang's
Metropolis, Kafka's Castle, or Hitchcock’s Rear
View Window). With the destruction of the
World Trade Center Towers at the end of the
20th century, skyscrapers became also symbols
of hubris and vulnerability — cosmic signs

of a tragic hero of antiquity.




