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THE NARRATIVE OF ANSTEEL IN INDUSTRIAL-
THEMED PAINTINGS OF NORTHEAST CHINA

Summary: Before the founding of the People’s Republic
of China, the country's industrial base was severely dam-
aged, with many factories paralyzed. After the establish-
ment of the PRC in 1949, China swiftly formulated a series
of policies aimed at restoring and developing key heavy
industries such as mining, steel, power, transportation,
and machinery manufacturing, including the restoration
of the Anshan Iron and Steel Plant. Faced with the large-
scale task of resuming production and reopening facto-
ries, a nationwide movement to repair and rehabilitate
industrial facilities was launched, with people of all ethnic
groups actively participating in national construction. At
the same time, artists immersed themselves in industri-
al life, using painting, printmaking, and photography to

1. The Initial Stage of Industrialization in New
China and the Special Role of Northeast China

Since the founding of the People’s Republic of
China in 1949, industrialization was quickly identi-
fied as a key objective of national development. This
orientation was rooted not only in the longstand-
ing commitment of the Communist Party of China
to industrial progress but also benefited from the
accumulated experience in management and pro-
duction gained during the War of Liberation. Addi-
tionally, it was driven by the complex international
and domestic environment of the time.

As early as December 1949, shortly after the es-
tablishment of the PRC, the United States announced
economic sanctions and a blockade against China [1].
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document the magnificent scenes of laborers engaged
in industrial construction, as in Gu Yuan's work The Res-
toration of the Anshan Iron and Steel Plant. These works
not only faithfully reflected industrial recovery and pro-
duction efforts during the period of socialist transforma-
tion and early exploration in New China but also, through
symbolic imagery such as blast furnaces, groups of work-
ers, and red flags, closely linked industrial construction
with the national will, shaping the image of Anshan Steel
as a symbol of New China’s industrial spirit.

Keywords: Northeast China, industrial-themed painting,
Anshan Iron and Steel Plant, production and restoration

The rapid division of the world structure under the
Cold War compelled the new government to seek
survival and growth through the restoration and ex-
pansion of industrial production. Domestically, the
devastation left by war was particularly severe. In-
dustrial output had fallen sharply compared to the
peak annual levels reached before the war against
Japanese invaders, while agriculture and transpor-
tation also suffered heavy losses [2].

At the same time, the War of Liberation had not
yet been completely concluded, and enormous mil-
itary expenditures consumed more than half of the
national budget, making industrial recovery and de-
velopment an urgent national priority. Moreover,
the restoration of industry carried not only material

Fig. 1. Gu Yuan, Restoration of the Anshan Steel Works, 1949.

significance for economic reconstruction but also
symbolic importance in political and social terms —
strengthening public confidence in the new gov-
ernment and uniting the people’s enthusiasm for
nation-building.

In this process, Northeast China held a special
position. During the War of Resistance against Ja-
pan, the region gradually transformed from a front
line into an essential rear base for the national coun-
teroffensive, providing vital material support and
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playing a significant role in spiritual mobilization.
In the early years after the founding of the PRC,
Northeast China once again took the lead in the na-
tionwide industrial recovery, and its achievements
became an important benchmark for the country’s
reconstruction. Among them, the restoration and re-
sumption of production at the Anshan Iron and Steel
Works (hereinafter referred to as the “Anshan Steel
Plant”) held particular epoch-making significance.
2. Mass Mobilization and Artistic Intervention
in the Restoration of the Anshan Steel Works
In February 1948, the People’s Liberation Army
entered Anshan and began taking over the coun-
try's largest metallurgical base. This takeover went
far beyond mere redistribution; it involved numer-
ous deep and complex aspects that are difficult to
fully imagine. These included, but were not limit-
ed to: calling on former employees to return to the
plant after the liberation of Anshan, dispatching se-
curity troops, ensuring material supplies, reselect-
ing and appointing personnel, assigning leadership
positions, formulating detailed incentive measures,
winning the support of local residents, engaging
non-Party cadres and technical experts, openly es-
tablishing Party organizations among workers, ad-
dressing acute shortages of machinery and materials,
and emphasizing ideological propaganda and or-
ganizational mobilization to help overcome all chal-
lenges [3]. After more than six months of effort, the
Anshan Steel Works successfully produced its first
batch of pig iron and its first steel casting —an in-
dustrial miracle under the new government.
Thanks to the full mobilization of the masses,
the Anshan Iron and Steel Works rapidly resumed
production. In such areas as mass mobilization and
ideological reconstruction, artistic creativity became
an indispensable component. During this time, lit-
erature, painting, photography, and other art forms
also underwent significant transformations in align-
ment with the overarching national strategy. In 1949,
following the spirit of the era, artists such as Gu
Yuan, Cai Shansiong, and Ai Qing visited the An-
shan Iron and Steel Works to experience workers'
lives firsthand. They lived and ate alongside work-
ers for six months. Deeply moved by the production
environment and labor processes, Gu Yuan creat-
ed the epoch-making woodcut Restoration of the
Anshan Iron and Steel Works (Fig. 1).
This work was first published in the debut issue
of People’s Literature on October 25, 1949. In 1952,
it was included in the Collected Works of Art of New
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China, with captions in Chinese, Russian, and Eng-
lish under the title Construction of New Industry.
Later, in 1955, it was exhibited at the Second Na-
tional Art Exhibition and featured as the opening
piece in the Ten Years of Chinese Woodcut Prints
Collection under its original title Restoration of the
Anshan Iron and Steel Works [4].

Gu Yuan's compositional approach in this work
first and foremost demonstrates his exceptional ca-
pacity for synthesis. He organically integrated a va-
riety of scenes that in reality occurred at different
times and arranged them into a coherent and har-
monious whole. At the center of the composition,
occupying the largest area, stand several blast fur-
naces. In the foreground, a group of workers is de-
picted studying issues related to restoration and
production under the calm guidance of a technician
holding a blueprint. To emphasize the main theme,
Gu Yuan portrayed the leader wearing a white gar-
ment, which, against the darker clothing of the other
workers and the overall background, creates a strik-
ing visual contrast.

Adjacent to the human figures are parts of the
blast furnace dismantled by the Japanese, now await-
ing repair. Along the pipes — one being welded
by a worker on the left, another lifted by a crane
in the distance — the viewer's gaze is directed to-
ward the middle ground, where a larger number of
smaller-scaled workers are shown. They are depict-
ed as energetically and diligently engaged in labor,
which the artist skillfully conveys through their ges-
tures and movements. This creates a dynamic con-
trast with the static figures in the foreground. In the
background, on a vast yellow-green plane, a red
five-pointed star raised at mid-level and a flutter-
ing flag at the top stand out vividly. Although small
in scale, their pure red color immediately draws the
viewer's attention.

The artistic device here is clear: to express that
under the leadership of the Communist Party of
China, the Anshan Steel Works has entered a new
era, and that all restoration and production activi-
ties are carried out under the Party’s guidance. The
blast furnace as the visual center, the group of work-
ers, and the red flag together symbolize China’s in-
dustrial construction entering a new epoch under
the Party's leadership.

The year 1949 also marked the most concen-
trated and active period of artistic creation focused
on the Anshan Steel Works. Alongside Gu Yuan's
works, many other artists produced pieces on the

Fig. 2. Li Zongjin, Dawn at the Anshan Steel Works, 1954, 100 x 150 cm.

same theme in a variety of media, most notably
in woodcut prints. It is noteworthy that, to further
promote the spirit of the Anshan Steel Works and
document scenes of its industrial restoration, The
Anshan Pictorial was established in 1949.

In March of that year, when Gu Yuan arrived at
the Anshan plant for on-site study, teachers and
students from the Fine Arts Department of Jilin Uni-
versity also traveled from Jilin City to the Art Depart-
ment of the Lu Xun Academy of Arts and Literature
in Shenyang, where they met newly admitted stu-
dents who had enrolled at the end of 1948. Under
the direction of Wang Manshuo and Zhang Ding,
they worked on establishing the new institution,
converting former Kuomintang barracks and stables
into sports grounds, classrooms, and art studios.

By April, a group of third-year students led by
Zhang Ding was dispatched for practical training
at the Anshan Steel Works. The team was directed
by Chen Dongzhe and included Zhou Jiao, Chang
Yinsheng, Cui Mingqin, Zhang Shizhong, and Chen
Zunsan. Their assignment was clearly defined: un-
der the supervision of the Propaganda Department
of the Anshan Steel Works' General Trade Union,
they were to create The Anshan Pictorial, a period-
ical reflecting the lives of workers. These contrib-
utors thus became key representatives of artistic

creation on the theme of the Anshan Steel Works
in the early years of the People’s Republic of China.

Zhou Jiao arrived at the Anshan Steel Works to
participate in the creation of the illustrated journal,
immersing himself in workers' lives, making sketch-
es, and producing artworks. The cover of the first is-
sue of The Anshan Pictorial featured a work by Zhou
Jiao and his classmate — Portrait of Meng Tai. During
this period, Zhou Jiao also painted the well-known
Iron Smelting, depicting a labor scene in the work-
shop. Meng Tai was one of the first model workers
after the founding of the People’s Republic of Chi-
na and became a symbol of the spirit of the Anshan
Steel Works. Zhou's classmates, Chang Yinsheng and
Chen Zunsan, also collaborated with him to com-
plete the Portrait of Meng Tai. They created numer-
ous other works that were published in The Anshan
Pictorial, including Celebration of the Opening Cer-
emony of the Anshan Steel Works by Chen Zunsan.

That same year, The Anshan Pictorial featured
a large number of works dedicated to the steel
plant. Among these were depictions of production
workshops, such as Steel Smelting by Shao Keping,
and scenes focused on the plant’s iconic blast fur-
nace, such as Repairing the Test Furnace by Zhang
Shizhong and Rescuing the Blast Furnace by Wang
Renfeng.
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Fig. 3. Steel Capital, published in the first issue of China Pictorial (1950).

An increasing number of artworks depicted the
Anshan Steel Works, with the blast furnace becom-
ing the central element of a unified visual image that
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gradually evolved into a symbol and landmark. Dur-
ing this period, the image of the plant became highly
recognizable, widely perceived as a symbol of New

China’s determination toward industrial construc-
tion and as an emblem of the abundant achieve-
ments of rapid industrial growth. The towering steel
furnaces, like monumental structures, not only em-
bodied the industrial ambitions of the northeast-
ern region but also foretold the future prospects
for the entire nation’s development.

Later, artists frequently chose this subject as the
central theme of their paintings, gradually devel-
oping more diverse and individualized modes of
expression. For instance, in 1954, Li Zongjin creat-
ed the famous painting Dawn at the Anshan Steel
Works (Fig. 2), vividly capturing the thriving pro-
duction of the plant at that time. In this work, Li
Zongjin abandoned the conventional parallel per-
spective and instead lowered the horizon line, pre-
senting a bird’s-eye panorama of the “steel city."
He used the entire upper portion of the canvas to
depict the towering chimneys and the rising smoke.

As described in literary works of the "seven-
teen-year” period, “the smoke appears dark violet,
and suddenly pink clouds surge upward, like the
dawn over the Eastern Sea; amid countless hues,
the red sun rises — it is another iron smelting. Com-
rades, let the molten iron flow freely! At dawn, your
comrades, the new fighters by the furnaces, will
take up the next smelting — this is our melting” [5].

Formally, the work adheres to the principles of
realism, with a grand composition and a vivid, rich
color scheme that evoke an awe-inspiring sense of
vitality. It was published the same year in the jour-
nal Fine Arts. By that time, the theme of the Anshan
Steel Works was no longer confined to Anshan or
Northeast China — it had spread nationwide, fre-
quently appearing at the forefront of propagandis-
tic imagery across the country.

3. The Artistic Formation of the Image of the
Anshan Steel Works and the National Narrative

The Industrial Revolution of the nineteenth cen-
tury ushered human society into the age of steam
and simultaneously marked the beginning of mod-
ern industrial civilization — with steel at its core. In
the decades that followed, steel production gradu-
ally became one of the key indicators of a nation’s
level of industrialization and overall strength. As
a product of the process of industrialization, the
communist movement had an inherent and close
relationship with industrial development.

In the past, the growth of industry was often ac-
companied by the oppression and exploitation of
workers and ordinary people under the capitalist

system. Hence, during the period of the Republic
of China, artworks dealing with industrial themes
frequently depicted the suffering and resistance of
laborers. This reflected the capitalist drive for profit,
which necessitated the endless exploitation of labor
to maximize gains. Leftist artists used their works
as tools to denounce social injustice, to portray the
harsh fate of the working class, and to awaken the
masses to consciousness and resistance.

However, after the victory of the Communists in
the revolution and the establishment of state con-
trol over factories, the structure of industrial pro-
duction underwent fundamental transformation.
Relations between workers and factories were no
longer based on simple employment and exploita-
tion. Instead, workers, now as masters of the nation,
became participants in the construction of a new
society. Their labor was no longer the sale of phys-
ical strength but an act of creative contribution di-
rected toward national development.

Under these new historical circumstances, both
the propaganda and the modes of artistic rep-
resentation of industrial themes underwent pro-
found change — from exposing and condemning
the dark realities of the past to presenting positive
narratives that celebrated the accomplishments of
socialist construction and the renewed life of the
working class.

Even within the leftist art movement, divisions
of emphasis existed as early as the Yan'an and even
Shanghai periods. The “Lu Xun Group” [6], repre-
sented by figures such as Zhou Yang, emphasized
the glorification of light and progress, gradually
prevailing over the "Wang Shiwei Group” [7], rep-
resented by writers such as Ding Ling, who advo-
cated exposure and criticism. At the same time, as
the Communist Party of China evolved from a rev-
olutionary party into a governing one, it began to
view artistic creation through the lens of national
reconstruction and long-term development, with-
in which the role of industry took on an increas-
ingly multifaceted and comprehensive significance.

In this context, the Party and state leaders actively
developed new paths for industrial advancement, pay-
ing particular attention to the strategic significance of
industry — especially the iron and steel sector. In Octo-
ber 1949, Mao Zedong explicitly stated: “Railways need
rails; mineral extraction in Anshan must not stop” [8].
Zhu De likewise proposed “strengthening the devel-
opment of the iron and steel industry and expanding
military reserves” [9], underscoring the fundamental
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Fig. 4. Cai Shangxiong, Construction of the Anshan Steel Works, China magazine, 1951.

role of steel in both national defense and state con-
struction. Thus, at the level of national strategy, steel
was placed at the very center of the developmental
system, becoming the foundation of industrialization
and national modernization in New China.

This approach did not emerge overnight —the
Communists had long recognized the crucial role
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of industry, and especially steel, in the revolutionary
process. Indeed, steel was no longer merely a phys-
ical raw material or a product of metallurgical pro-
duction. Its meaning expanded to encompass the
development of the entire industrial chain associat-
ed with it. From steel pipes to railways, from indus-
trialized agriculture to bridge and ship construction,

extending even to the creation of the national de-
fense industry, steel became not only a material but
also a concept, an image, a symbol, an evaluative
expression, and even an ideology.

A series of photographs published at the time in
the journal China (also known as People’s Pictorial)
illustrates the importance the state attached to steel
and highlights the symbolic centrality of the Anshan
Steel Works as the heart of the nation’s metallurgi-
cal industry. In the first issue of China in 1950, sev-
eral photographs depicting life at the Anshan Steel
Works appeared under the caption “Steel Capital”
(Fig. 3). These images largely captured scenes of re-
construction and production, showcasing the heat
and dynamism of steel rolling and casting. In 1951,
China published Cai Shangxiong’s famous photo-
graph Construction of the Anshan Steel Works (Fig.
4), showing workers engaged in high-altitude op-
erations against a backdrop of dense smoke rising
from the furnaces — a vivid and highly character-
istic depiction of industrial labor.

Further issues of China —in January 1953, Feb-
ruary and May 1954, and May 1957-featured on
their covers a succession of images symbolizing
major achievements of the First Five-Year Plan and
the nation's “steel leap” in industrialization: sparks
of molten steel in workshops, steel casting in pro-
duction halls, a model worker Meng Tai from An-
shan, and a nocturnal view of the plant. Thus, steel
became one of the most representative symbols in
the national narrative of development.

Overall, during this period, the significance of
steel for the state and the people far surpassed the
boundaries of a single industrial sector. It rose to

a level that encompassed the entirety of social pro-
duction, national defense, and even international re-
lations, intertwining with the spiritual dimension of
national confidence and collective sentiment. Steel
became the most powerful voice of its era and one
of its brightest manifestations.

Accordingly, the artistic theme of production and
reconstruction in the industrial paintings of North-
east China not only testifies to the historical process
of the revival of the Anshan Steel Works but also,
through the continuous creation and reinforcement
of visual symbols, participates in constructing the
broader narrative of New China’s industrialization.
Centered on the Anshan plant, this image unfolds
a dual narrative of "reconstruction” and “produc-
tion.” On one hand, it realistically records the his-
torical process of early industrial recovery, depicting
concrete scenes and emblematic motifs such as blast
furnaces, groups of workers, and red flags. On the
other, through artistic elaboration and symbolic
transformation, it forges a close connection among
steel, the state, and industry.

This narrative not only reflects the defining fea-
tures of the era — mass mobilization and artistic
engagement — but also transcends the bounda-
ries of a local industrial landscape, transforming the
image of the Anshan Steel Works into a spiritual
emblem of New China’s industrialization and an
embodiment of national will. Situated at the in-
tersection of visual culture and industrial history,
such paintings serve simultaneously as historical
evidence and as vital bearers of the national nar-
rative and the industrial spirit.
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HAPPAT/B Ob AHbLUAHbCKOM
METAJINTYPTUNHECKOM KOMBUHATE B XINBOTTNCIU
HA NMPOMBIWAEHHYHKO TEMY CEBEPO-
BOCTOYHOIO KUTAHA

AHHoTauumsa: [lo ocHoBaHus Hosoro Kutas npombiLu-
NeHHas 6a3a CTpaHbl CePbE3HO NOCTPajana, MHOT1E 3aBOAbI
HaxoAMAncb B Hepabouem coctosHuu. MNocne obpazoBaHus
KHP B 1949 roay npaBuTenbCTBO OnepaTvBHO pa3paboTano
KOMMJIEKC Mep, HanpaB/ieHHbIX Ha BOCCTAHOBJIEHWE U pa3-
BUTME KJIFOUEBbIX OTPAC/IEN TAXKEON MPOMBILLIEHHOCTU:
rOpHOAOGbIBatOLLEN, METaNNYPrUUYECKON, SHEPTreTUYECKON,
TPaHCMOPTHON U MalMHocTpouTensHol. Ocoboe BHUMaHMe
YAENANoCb peabuantaLmm Taknx 06beKToB, Kak AHbLUaHb-
CKMI MeTanaypruyecknin KombuHat. B ycnosusax maclutab-
HOW paboTbl MO BO30OOHOBAEHUIO NMPOU3BOACTBA MO BCE
CTpaHe pa3BepHYNOCh ABMXKEHME 33 CPOYHbIA PEMOHT
npeanpuATUIA, B KOTOPOM aKTUBHOE yyacTue NpuHUManm
npeacTaBuTeNIv BCcex HapoAoB Kutas, BHOCS BKAaj B Ha-
LiMOHaNbHOE CTPOUTENBCTBO. B TOT XXe neprog Xy[0XKHMKN
n doTtorpadbl ry6bOKO NMOrpy>anncb B MPOMBbILLAEHHYHO
cpeay, 3aneyatnieBas CpefcTBaMu >XXMBOMUCK, TPaBHopbI

1. HauanbHbIii 3Tan nHaycrpuanmsaumm Hoeo-
ro Kutas n oco6oe nonoxxeHme CeBepo-Boctoka
Kurtasa

C MomeHTa ocHoBaHus Kutainckol HapoaHoti
Pecnybavkn B 1949 rogy nHayctpnanusaums bbina
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n poTorpadun BeaNYECTBEHHbIE CLEHbBI YHacTUA TPYAA-
LLIMXCSA B CO34aHUM NPOMbILLNIEHHON NHDPACTPYKTYpbI.
PaboTbl, Takue kak rpastopa 'y FOaHs «BocctaHoBaeHMe
AHbLLAHBCKOTrO METaNNypPrmyeckoro KoMbuHaTa», He To/b-
KO 0O6BEKTMBHO OTpaXka/n NPOoLECcChbl MPOMbILUAEHHOTO
BOCCTaHOBJ/IEHUA U MPOU3BOACTBa B Nepuog nepexosa
K coumanu3my 1 Ha paHHeM 3Tane ctaHoBsieHus Hosoro
Kntas, Ho 1 yepe3 cumBoanYeckne ob6pasbl — JOMEHHbIE
neyn, KONNEKTUBHbIE NOPTPETbI Pabounx, KpacHble 3Ha-
MEHa — YKpensu naeonornyeckyro CBasb Mexay npo-
MbILLAEHHBIM CTPOUTENILCTBOM U FTOCYAapPCTBEHHOW BONER,
dopmupys 06pa3 AHbLLIAHBCKOTO METaITypPrmyeckoro KoM-
6uHaTa Kak CMMBOJ1a NMPOMBILLAEHHOTO Ayxa HOBOW 3MOXW.
KnroueBble cnoBa: Cesepo-BocmouHeili Kumad, npo-
MbIWIEHHAA MeMamuka e xusonucu, AHbWaHbCKuli
Memasnypaudeckuli kombuHam, npou3so0cmeo U 80c-
cmaHoesieHue.

BbICTPO onpejesieHa Kak kitoueBas Lenb Haumno-
Ha/IbHOrO Pa3BUTKS. DTa OPUEHTaALWS HE TOJIBKO YKO-
peHeHa B ;aBHEM BbICOKOM BHUMaHUM KOMMyHWUCTU-
yeckon napTum Kutas K NpOMbILLAEHHOMY Pa3BUTWHO,
HO ¥ BbIMTpasa OT HaKOMIEHHOTO OMbITa yrpaBaeHus

N NPOV3BOACTBa B MNEPUOZ BOMHbI 3a 0OCBObOXe-
HWe, a TakoKe Bblia CTUMYIMPOBaHa CIOXHON MeXay-
HapoAHOW W BHYTpeHHen 06CTaHOBKOW. Y>ke B ae-
kabpe 1949 ropa, Bckope nocne ocHoBaHus KHP,
CLUA 06bsiBMAM O BBEAEHUN SKOHOMNYECKMX CaHK-
umnin n 6aokaabl npoTtme Kutas [1]. YckopeHHoe pas-
AeneHvie B CTPYKType XONOAHOW BOVHbI BbIHYANAO
HOBYIO BJIaCTb UCKaTb NYTW BbIXXMBaHWSA 1 pPa3BUTUA
yepes BOCCTAHOBJ/IEHWE W Pa3BUTME MPOMBILLIEHHO-
ro Npou3BoACTBa. Ha BHYTpeHHeM ypoBHe pa3pylLue-
HWSs, OCTaB/ieHHble BOMHOMW, 6blIv 0COBEHHO TsXe-
NbIMU. B 061aCTV NPOMBILLAEHHOTO MPON3BOACTBA
Hab/toan0Ch cepbe3HOe COoKpaLlleHWe No cpaBHe-
HUIO C MaKCUManbHbIM FO40BbIM O6bEMOM MPOU3-
BOZCTBa A0 BOVHbI MPOTMB AMOHCKMX 3aXBaTUMNKOB,
a CeibCKOe XO3ANCTBO M TPaHCMOPT Takxke MoHec-
NIV 3HaUMTENbHbIE MOTEPU NOCe BOMHbI [2]. B To xe
Bpemsi BOMHa 3a 0CBOOOXAeHWe eLe He Hblia non-
HOCTbHO 3aBEpLUEHA, Y OFPOMHbIE BOEHHbIE PACX0-
4bl noraoLwwann 6onee NONOBUHBI FOCYAAPCTBEHHOTO
6rOZKETa, UTO ZieN1ano BOCCTAaHOBEHNE W Pa3BUTME
MPOMBILLAEHHOCTM HEOTIOXHOM HaLMOHaAbHOM 3a-
fayei. Kpome TOro, BOCCTaHOBJ/IEHWE NPOMBbILLIEH-
HOCTV MMENo He TONIbKO MaTepuanbHOe 3HaueHue
ANl BOCCTAHOBJ/IEHUS HaLMOHaNbHOW 3KOHOMMKW,
HO M HECNO CUMBOAMYECKNIA CMbICA B MOAUTUYECKOM
M COLManbHOM acrekTax, NoBblllas AOBepUe K HO-
BOW BaCTV M 06beAUHAS SHTY3Ma3M Hapoaa B CTPOU-
TENbCTBE CTPaHbI.

B aTom npouecce CeBepo-BocTouHbii Kutai 3a-
HMMaeT ocoboe MecTo. B nepmog BoHbI CONPOTUB-
neHusa npotus fAinoHmm CeBepo-BocTouHbI KuTai
MOCTENeHHO NPEBPATUIICSA U3 NEPEeSOBOW JMHUN
B BaXXHbIN TblN 06LLEHALMOHaIbHOrO KOHTPHACTYM-
NeHuns, 0becneunB BaxKHYHO MaTepuasbHYH Moj-
AEP>KKY AN BOWHbI U CbIFPaB POb JyXOBHOW MO-
6unmnzaumun. B HayanbHbIM Nepunog ocHoBaHua KHP
CeBepo-BocTouHbii Kutai cHoBa Bbiles B aBaH-
rapg BOCCTaHOBAEHWS MPOMBbILLJIEHHOCTM MO BCeW
CTpaHe, 1 ero AOCTUXeHWs B BOCCTAHOBJIEHWM CTan
BaXXHbIM OPUEHTUPOM HaLMOHaAbHOrO CTPOUTEb-
ctBa. Cpesn HUX BOCCTAaHOBJIEHWE U BO30OOHOB/IEHME
NPOW3BOACTBa Ha AHbLIAHBCKOM MeTaiyprnyeckomM
KOMBUHaTe (Janee — «AHblLUAHbCKNI CTanenuTen-
HbI 3aBOA») UMEI0 0CObOoe 3MoXasbHOE 3HaYeHMe.

2. Mobuaunsauma macc u Xyao0)KecTBeHHoe
BMeLLATe/IbCTBO B BOCCTAHOBJIeHUUN AHbLUAHb-
CKOro cTazieiIMTeHoro 3aBoja

B deBpane 1948 roga HapogHo-ocBoboamTensHas
apMus Bowwaa B AHbIMaHb M Havana NnpuHUMaThb

KpynHeNLyto B CTpaHe MeTaanypruyeckyro 6asy.
MpuémHas paboTa Aaneko He orpaHnymBanacb NPo-
CTbIM pacnpegeneHveM, a oOxBaTblBajla MHOXECTBO
rNy6oKUX acnekToB, KOTOPble TPYAHO NPeACTaBUTb.
DTO BK/OYANO, HO HE OrpaHMYMBaNOCh: NPU3bIB
K CTapblM COTPYAHMKAM BEPHYTbCA Ha 3aBOZ MO-
cne BCTyMeHns B AHbINaHbCKUIA MeTannypruieckunin
KOMOWHAT, OTNpPaBKy OXpaHHbIX BOWCK, obecneyeHve
MOCTaBOK MaTepmano., MOBTOPHbIA OTOOP M Ha3Ha-
YeHue KaapoB, pa3MeLLeHNE PYKOBOAALLMX KapoB,
pa3paboTKy AeTasbHbIX Mep NMOOLLPEHMS, 3aBOEBa-
HVe NOAAEPIKKM MECTHBIX XXMTENeN, NCNoNb30BaHWe
6ecnapTuitHbIX KaZApoB M TEXHWUYECKOrO NnepcoHa-
Na, OTKPbITOE CO3jaHMe NAaPTUNHON opraHmnsauun
cpeamn pabounx, pelleHre oCcTPo HeXBaTKM MaLUUH
1 MaTeprasoB, a Takxke akLLeHT Ha UAe0I0rMyeckyto
nponaraHAy 1 opraHM3aunoHHYy0 MOBUAM3aLINIO
409 MOMOLLM B peleHnn Bcex TpyaHocten [3]. MNo-
c/e bosiee UeM Noayrosa ycuanii Ha AHbINaHbCKOM
MeTannypruyeckom kombuHate 6bina BbinaaBaeHa
nepsas naaBka YyryHa v nepsas njaaBka CTaiau, 4To
CTaNo 4ysoM BOCCTAaHOBJEHMSA NMPOMbILLAEHHOCTH
npwv HOBOW BAACTW.

bnarogaps noaHon mobuansaumm macc «AHb-
LIaHbCKMWI Xene30cTanennTeHblini KOMOUHAT» Gbl-
CTPO BOCCTaHOBWA MPOU3BOACTBO. B Takmx 3BeHbAX,
Kak Mobuamsaums Macc u naeonormyeckas nepe-
CTpOWiKa, XyOXKEeCTBEHHOE TBOPUYECTBO CTaso He-
3aMeHUMOW YacTblo. B 310 Bpems antepatypa, Xu-
Bonuck, dotorpadma n gpyrmne bopmbl ncKyccTea
Takxke underwent 3HaunTeIbHbIE M3MEHEHUSA B COOT-
BETCTBUM € 0bLen cTpaTerven. B 1949 roay, creays
AyXy BpemeHu, xyaoxkHukm 'y KOaHb, Llan LaHcroH,
AR LivH n apyrue npuexann Ha «AHbLUAHbCKUI XKe-
Ne3ocTanennTenHblil KOMBUHAT», YTOHbI MO3HAKO-
MWUTBCS C KU3HbIO Paboumx. OHM XXUAN 1 enun BMecTe
¢ pabounmu B TeueHue noayroga. Fnyboko npouys-
CTBOBaB MPOV3BOACTBEHHYIO Cpesy U cogepXaHune
pab6oTbl, 'y KOaHb co3aan 3noxanbHy0 HOBYHO rpa-
BrOpy «BoccTtaHoBAeHWE AHbLLAHLCKOrO Xese3o-
cTanenuTeHoro kombuHata» (Puc. 1). 3ta pabo-
Ta 6bl1a NepBOHaYasbHO ONy6/MKOBaHa B NEPBOM
HoMepe XypHana «HapogHas nutepatypa» 25 ok-
T6pa 1949 roga. B 1952 rogy oHa 6bina BkAtOYe-
Ha B «CHOpHUK Npon3BEeAEHMI NCKYCCTBA HOBOrO
Kutas» c noANMCAMM Ha KMTaNCKOM, PYCCKOM U aH-
FANACKOM A3blKax MNOA Ha3BaHWeM «CTponTeNbCTBO
HOBOW MPOMbILLUNEHHOCTU». To3xe, B 1955 roay,
OHa yyacTBOBasia BO BTOpOU Bcekutanckon xyaoxe-
CTBEHHOW BbICTaBke 1 6bl1a BKAtOUEHa B «COOPHUK
NpPOV3BEAEHWN rPaBIOPbI 3a AeCATb NET» B KayecTBe

25



OTKpbIBatoLLen paboTbl Nog HasBaHMeM «BoccTa-
HOBJIEHME AHbLUAHBbCKOTO Xene3ocTanennTeHo-
ro kombuHata» [4].

'y FOHb B KOMMO3ULMOHHOM peLIeHNU AaHHOW
paboTbl Npexae BCero 4eMOHCTPUPYET BbICOKYHD
CNocobHOCTb K cMHTe3y. OH opraHnyHo obbeam-
HWA MHOXECTBO CLieH, KOTOpble B AeNCTBUTENbHO-
CTV NPOUCXOANAN B Pa3HOe BpeMs, N TaPMOHUYHO
nx opraHunsosasn. LieHTpanbHoOe MecTo 1 Hanbonb-
Wyto NAoWwajb Ha KapTMHE 3aHWMaloT HECKOJIbKO
AOMEHHBIX neyvei. o Mepe pa3BUTUA NPOCTPaHCTBa
Ha nepeAHeM naaHe N30bpaXkeHbl HECKO/IbKO pabo-
YKX, KOTOpble MOA CMOKOWHBIM PYKOBOACTBOM TeX-
HMKa C YepTEXXOM B pyKax U3y4aroT BOMPOChl BOC-
CTaHOBJ/IEHMS N NPOU3BOACTBA. YTO6LI NOAYEPKHYTb
OoCHOBHY0 Temy, 'y FOHb n3obpasnn ogexay py-
KoBoauMTens 6enol, uto Ha GoHe TEMHOM OAeXAbl
Apyrux paboumx n obwero poHa co3naét Apkui
KOHTpacT. Pagom ¢ purypamu ntogein pacnonoxe-
Hbl 4€MOHTMPOBaHHbIE AMNOHLAMW N OXnaaroLine
BOCCTaHOBJ/IEHUA AeTaan JOMEHHON NeyeHn. Baonb
Tpy6, KOTOPbIE PEMOHTUPYET CBApPLLMK CeBa U KO-
TOpble NOAHNMAET KpaH BAaneke, B3rnag 3puTtens
nepemMelLaeTcsa K CpegHeMy rniaHy, rae nsobpaxe-
Hbl paboune MeHbLero maclTtaba, Ho B 6oabLiem
Konnyecte. Paboune akTUBHO M HaNPAXXEHHO TPY-
AATCA, UTO MaACTEPCKM nepesaHo yepes Ux nosbl
W ABUXKEHMA. ITO CO34aéT AMHAMUYHBIA KOHTPACT
CO CTaTU4YHbIMK PuUrypamu Ha nepeaHem nnaHe. Ecam
CMOTpPETb Aanblle, Ha OOLUNPHOM XENTO-3e/1EHOM
dOoHe APKO BbIAENAOTCA KpacHaa NATUKOHEYHas
3Be3/a, NoAHATaA Ha CpeAHEM YPOBHe, 1 pa3Be-
BaloOLMICA Ha caMoM Bepxy dnar — oba anemeH-
Ta BbIMOJIHEHbI YNCTbIM KPacHbIM LiBeToM. HecMo-
Tps Ha HebO/IbLLION pa3mep, OHW Cpa3y NpuBEKatoT
BHUMaHMe. Takon XyA0XKEeCTBEHHbIV NPUEM OUEBM-
AeH: NokKasaTb, UTO MNog pykoBoAcTBOM KOMMYHM-
CTyeckon naptmm Knutas AHbLUAHbCKUIA METaNNyp-
rMYeckmnii KOMBUHAT BCTYNWA B HOBYHO 3MOXY, a BCe
BOCCTaHOBUTENbHbIE N NMPON3BOACTBEHHbIE pabo-
Tbl OCYLLLECTBAAOTCA MO PYKOBOACTBOM MapTuw.
JoMeHHas neub Kak BU3yanbHbIN LLEHTP, rpynna
paboumnx 1 KpacHbIA Gar CMUMBOAU3MPYHOT BCTYM-
NleHVe MPOMBILLIEHHOTO cTponTenbcTBa Knutas B HO-
BYHO 3MOXy MOA PYKOBOACTBOM KOMMYHUCTUYECKOMN
naptuun Kuras.

B 1949 ropy Takxe npowusowen Hanbonee KOH-
LLeHTPUPOBaHHbIM U aKTUBHbIV NEPUOL XYAOXKECTBEH-
HOro TBOPYECTBa Ha TeMy AHbLLAHBLCKOrO MeTannyp-
rmyeckoro kombuHata. OgHoBpemMeHHO ¢ paboTamu
'y KOaHs NosBMAMCE NPOM3BEAEHNSA MHOTUX APYTUX
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XYAOXHWUKOB, CO34aHHble B Pa3/IMYHbIX Meauna,
HO B OCHOBHOM B Buge rpastop. lprmevaTtenbHo,
4TO ANA JanbHeWLen NnponaraHabl Ayxa AHblUaHb-
CKOTO MeTaNlyprnyeckoro KOMbuHata v cLeH Boc-
CTaHOBAEeHMA Npoun3soacTBa B 1949 rogy 6bin ocHoO-
BaH «AHbLUAHbCKUIN MANOCTPUPOBAHHBINA XYypHaI».
B mapTe, korga 'y KOaHb npuexan Ha AHbLUAHbCKMIA
KOMBUHAT 419 03HAaKOMAEHWSA C XXM3HbIO, Npenoga-
BaTe/N N CTYAEHTbI XyAOXECTBEHHOro dakynbTreta
Li3nnamHbckoro yHmBepcumTeTa Npubbian 13 roposa
L3navHb B XyA0XXeCTBEHHbIN oTAeN AKageMun Uc-
KyccTB 1 nntepatypbl uMeHn Jly CuHa B LLsHbsAHE,
rae BCTPETUANCH C HOBBIMU CTYAEHTaMM, MPUHATbI-
MU B KOHLe 1948 rosa. PykoBoACTBO OCyLLeCTBAA-
v BaH MaHbLwo v YxaH [InH, KoTopble pyKoBOAM-
nn paboTaMu MO CO3faHNI0 y4ebHOro 3aBefeHus,
npeobpasoBaB HbIBLINE Ka3apMbl TOMWHbAAHOB-
CKMX CONAAT N KOHIOLWHM B CMOPTUBHbIE MAOLLAZA-
KW, y4ebHble KNacchl N XyAOXeCTBEHHbIE MacTep-
ckme. K anpento yacTb CTyleHTOB TpPeTbero Kypca
6blna HanpaB/ieHa Ha NPaKTUKY Ha AHbLUAHbCKWIA
MeTannypruyeckmii KombuHat Bo rnaee ¢ YxaH Au-
HOM, rae pykoBogutenem rpynnbl 6611 YaHb JyHuxs,
a B cocTas rpynnsl Bxognan Yxoy Li3zso, YaH VHb-
WwaH, Lyn MuHumHb, YxxaH LWnuxyH n Yaub L3yHb-
caHb. VIx 3aga4a bblna OUeHb YETKON: NOJ, PYKOBOA-
CTBOM OTAeNa nponaraHabl Bceobuueli npodcoto3Hon
opraHu3aunm AHbLLIAHBbCKOrO MeTaaayprmyeckoro
KOMbuHaTa co3saTbh UANOCTPUPOBAHHbIV XypHa
«AHbLUAHBCKMIA NANKOCTPUPOBAHHBIN XXYypHanN», oT-
paxkaroLLMi XXM3Hb Pabounx. ST YUYaCTHUKM, TaKUM
obpa3om, cTanm BaxXHbIMW NPeACTaBUTENAMU XYAO-
>KECTBEHHOrO TBOpYeCTBa Ha TeMy AHbLLAHbCKOTO
MeTaNNypruyeckoro KombuHaTa B paHHWUA nepunos,
cywecrtsoBaHuna KHP.

Yoy Lizso npuexan Ha AHbLUAHBbCKNIA MeTannyp-
rMYecKnin KOMBUHAT, Fae 3aHUMaCs Co3aHNeM W-
NHOCTPUPOBAHHOTO XXYPHana, MOrpy>Xancs B XM3Hb,
aenan 3apuncoBku 1 TBopua. ObnoxkKa NepBoro Ho-
Mepa «AHbLIAHbCKOTO MANKOCTPUPOBAHHOTO XYp-
Hana» 6blna yKpaweHa pabotor Yxoy Li3so u ero
OoAHoKypcHuKa — «lopTpeTom M3H Tas». B 3T0T ne-
puoa Yxoy Li3ao Takke Hanmcan n3BecTHyto Kap-
TUHY «BbinnaBka uyryHa», n3obpaxaroLyro CLieHy
TpyZa B uexe. MaH Tai 661 OfHUM 13 NepBbIX Me-
pefoBMKOB NPOU3BOACTBA Nocsie ocHoBaHWA KHP
N CUMBOJIOM AyXa AHbLUAHbCKOrO MeTaanypruye-
ckoro kombuHata. OgHokypcHMKkM Yoy Li3so, YaH
MHbwsH 1 YsHb LI3yHbCaHb, TakXXe COBMECTHO 3a-
BepLunaun «opTtpet MaH Taa». OHM cO34a1M MHOXe-
CTBO Apyrux pabot, kotopble Obian onybanKoBaHbl

B TOrAallHeM «AHbLUAaHbCKOM UANKOCTPUPOBAHHOM
XypHane», Takmx kak «[pa3gHoBaHve LepemMoHun
OTKPbITUSA AHbLUAHBCKOrO METaNYPruyeckoro KoM-
6uHaTa» YsHb Li3yHbcaHA. B TOM Xe rogy B «AHb-
LIAHBbCKOM WANHOCTPUPOBAHHOM XYypHasie» NosaBu-
Nocb 6onbLIOe KONMYeCcTBO PaboT, NOCBALLEHHbIX
kKoMbuHaty. Cpeamn HUX bl N306paKatoLL e Npo-
N3BOACTBEHHbIE Liexn, Takme Kak «Bbinnaeka cTta-
av» Wao KanuHa, a Takxke paboTbl, nokasblBato-
LMe camyto 3HaKOBYH AOMEHHYO Neyb KoMbuHaTa:
«PeMOHT ucnbiTaTenbHOM neun» YxaH LWnuxyHa
n «CnaceHne goMeHHOW neun» BaH X3Hbbd3Ha.
Bcé b6onbluee KOMMYECTBO XYAOXKECTBEHHbIX
npounsBeaeHnii n3obpaxkatoT AHbLUAHBLCKUIA Me-
TaANypruyecknii KOMOUHaT, rae AOMEeHHble neun
CTaNun LLeHTPaabHbIM 3IEMEHTOM LeIOCTHOro 0b-
pa3a, MoCTeneHHO MpeBpaLLatoLLLEroCs B OPUEHTUP
N cumBoanYeckni naHawadT. B 3ot nepunog 06-
pa3 KoMbuHaTa cTan Ype3BblHYaiHO y3HaBaeMbIM,
1 NFOAM NOBCEMECTHO BOCMPUHMMANMN €ro Kak CUM-
BOA pewmnmoct Hosoro Knutaa B npOMbILLAEHHOM
CTPOUTENBCTBE, @ TakXe Kak 3HaK 0BUbHbIX NJO-
£,0B BbICTPOro pa3BUTMA NPOMbILLAEHHOCTW. Bbico-
Kue cTanenunterHble neyvun, Nogo6HO BO3ABUTHYTEIM
MOHYMEHTaM, He TO/IbKO AeMOHCTPUPOBaAnN Npo-
MblLLEHHblE aMbULUN CeBePO-BOCTOYHOTO PErmo-
Ha, HO M NpeaBeLLanun byaylive NepcnekTUBbI pas-
BUTUA BCEW CTpaHbl. [1034HEE XYAOXKHUKM Takxke
yacTo BbIbMpanu 3Ty TeMy Kak cofep>kaHne CBOUX
KapTWH, NOCTENEHHO HaunHas bonee pazHoobpas-
HOe 1 MHAMBKAYaNnbHOE BbipaxeHue. Hanpumep, Jn
LI3yHu3mHb B 1954 roay co3gan M3BECTHYHO KapTu-
Hy «PaccBeT Ha AHbLLIAHLCKOM MeTalNyprunyeckom
KombuHate» (Puc. 2), X1BO 3aneyaTnesLUyo Npo-
LiBeTaroLLee NPon3BOACTBO Ha KOMBUHaTe B TO Bpe-
ms. B aTon paborte Jln LI3yHU3MHb OTKa3ancs oT npu-
BbIYHOrO NapaaienbHOro pakypca, a BMecTo 3Toro
ONYyCTUJ INHUIO TOPU30HTa W NpeACTaBWA NaHopa-
MYy 3TOrO «CTajlbHOrO ropoZa» C BbICOTbl MTUYbE-
ro nonéra, NCNo/ab30BaB BCE BepxHee NPOCTPaH-
CTBO MONIOTHa AN n3obpaxkeHns towering 4bIMOBbIX
Tpyb6 1 NnogHuMatoLLerocs abima. Beca kapTuHa, kak
OMNMUCaHO B INTepaTypHbIX MPON3BEAEHUAX «CEMHa-
AuaTnaeTHero» nepnoaa, «AbiM NpeacTaér TEMHO-
broneToBbIM, N BHE3aMHO B3AbIMatOTCA PO30BbIE
obnaka, NnogobHO paccBeTy HazZ BocTouHbIM MopeM,
rae cpeam 6ecumcieHHbIX OTTEHKOB B3OMAET Kpac-
HOe COoJ/IHLIe — 3TO oYepesHas niaeka 4yryHa. To-
BapuLM, aakite uyryHy ceoboaHo antbcs! Bropytro
naaBKy Ha paccBeTte 6yAyT NPOBOANTbL BallM TOBa-
puLLM, HOBble BOMLbI Y NAaBWAbHbIX MeYeit, 3TO Mbl

6yaem nnaeuTb» [5]. B nnane popmbl paboTa cneay-
eT NPVHLMNaM peannsma, C BeAMYeCTBEHHOM U fp-
KOW LiBETOBOW NannTpou, obaasas 3axBaTbiBatoLLEN
Ayx nputaratenbHocTbto. OHa bbina ony6ankoBa-
Ha B TOM Xe rogy B XypHane «/306pa3nTtenpHoe
neckyccteo». K Tomy BpeMeHn Tema AHbLUAaHbCKOTO
MeTannypruyeckoro KombuHaTta yxe He orpaHu-
ymBanacb AHbLUAHEM WIN CeBEPO-BOCTOKOM Ku-
Tas, a pacnpocTpaHuaacb No BCEW CTpaHe, 4YacTo
NosBAASCh Ha NepesoBbIX pybexkax nponaraHAbi
no scemy Kurato.

3. Xypo>xectBeHHOe ¢popMupoBaHue obpasa
AHblLIaHbCKOro MeTannypruyeckoro kKom6uHara
M HaLMOHa/NbHbIV HappaTuB

MpombiwneHHas pesostoums XIX Beka nepese-
Na yenoBeyeckoe 06LLECTBO B 3MOXy Napa 1 OgHO-
BPEMEHHO NOA0XWAa HaYaNo COBPEMEHHOW UH-
AyCTpUanbHON LMBUAM3ALMNM, B LEHTPE KOTOPOW
Haxogmnnacb cTaib. Bnocneacreum nponssoacTBo
CTa/ M NOCTENEHHO CTaN0 OAHUM M3 BaXHbIX NOKa-
3aTesieli YpoBHA UHAYCTPManM3aLmm CTpaHbl 1 eé
obLwen Mmown. byayum npoaykTom npouecca uH-
AyCcTpuanmsaumm, KOMMyHUCTUYECKOE ABUXEHME
MMENO eCTECTBEHHYH U TECHYHO CBSA3b C Pa3BUTU-
eM NpoMbILWAEHHOCTU. B npolunom, paseutune npo-
MbILLAEHHOCTM YacTO COMPOBOXAANOCh YrHETEHW-
€M U1 3KcnyaTaumen paboumx n NpocTbix Ar0aew
B paMKax KanuTaanmcrmyeckon cucremsl. MNoato-
My B nepuog Kutanckon Pecnybankm B nsobpa-
3UTEe/IbHOM UCKYCCTBE MPOMbILLIEHHOM TEMaTUKN
HepezKO BCTPeYanncb NPov3BeAeHNs, NoKasblBa-
toLLMe CTpaZaHnsA U CONPOTMBAEHME pabounx. ITO
06BACHAETCA TEM, UTO CTPEMEHME KannTaancTos
K npunbbian TpeboBano 6eCKOHeYHOW 3KCnayaTa-
UMM pabouen cubl Ans MaKCUMM3aLMU NpubbIIN.
JleBopagmKanbHble XyZAOXHUKM aKTUBHO UCMOJb-
30Basv cBOW PaboTbl A1 OCY>KAEHNSA COLMaIbHOM
HecnpaBeA/IMBOCTU, NMOKa3bIBaW TAXENYIO Cyabby
pabounx, utobbl NPOBYANTL CO3HAHME MaCC 1 BAOX-
HOBUWTb UX Ha COMPOTUBJIEHNE.

OgHako nocne nobesbl KOMMYHUCTOB B PEBOJIIO-
U1K 1 B3ATUS MOJ KOHTPOJb YpaBAeHWs 3aBOAa-
MW MPOU3BOACTBEHHbIE OTHOLLEHWA B MPOMBILLIEH-
HOM pPa3BUTUN NpeTeprnenn KOPeHHble N3MEHEHUS.
OTHoLWeHUs Mexay pabounmu n 3aBogamm 60b-
LUe He CBOAMNCH K MPOCTbIM OTHOLLEHWAM HaliMa
W 3KCMAyaTaumm. BMeCTO 3Toro pabouwe, kak xo3se-
Ba CTPaHbl, CTa/In y4acTBOBATb B CTPOUTE/IbCTBE 0O-
wecTBa. Tpya paboumx 60sbLe He Hbla Npojaxen
pabouen cuabl, @ NPeBpPaTUACSH B CO3NAATENbHYHO
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AeaTeNbHOCTb, HarMpaBJ/IeHHYO Ha pa3BuUTHNe CTpa-
Hbl. B 3TX HOBbIX NCTOPUYECKMX YCNOBUAX MPO-
naraHga v Gopmbl BblpaXXeHWs NPOMbILLIEHHOMN
TeMaTukn underwent a profound shift: ot pa3o6-
NayeHuns 1 obanyeHns MpayHoW peanbHOCTW NpPo-
LUIOro K MO3UTUBHOMY NOBECTBOBAHWIO, BOCMNEBato-
LemMy AOCTUXKEHMA CTPOUTENLCTBA M HOBYHO XXWU3Hb
pabouero knacca. B narepe neBoro nckyccraa yxe
B nepuoabl AHbaHA 1 faxe LllaHxas cywiecteoBa-
no pasgenenve. «[pynna Jlyn» [6], npeacTaBaeHHas
Taknmm durypamu, Kak YUxoy AH, koTopasa noguep-
KuBana BOCMeBaHWe CBETa, MOCTENEHHO BbITECHW-
Na «rpynny BaHbkaHa» [7], npeAcTaBieHHYIO Takn-
MU geatensamu, kak [vH JInH, koTopas BbiCTynana
3a pa3obnaveHune n KpUTKKY. B TO Xxe Bpems, npe-
BPaTMBLUNCb U3 PEBOJIFOLIMOHHOM NapTuUmM B npa-
BALWYr, KoMMyHUCcTMYeckas naptua Kntaa goaxHa
6bl1a MbICIUTL C TOYKM 3PEHUS OOLLLETO CTPOUTENb-
CTBa CTpPaHbl N AOATOCPOYHOrO Pa3BUTUA, B KOTO-
POM BaXXHOCTb NMPOMbILLUNEHHOCTM Nprobpena 6o-
Jlee MHOTOrpaHHbIN U LEeNOCTHbIN XapaKTep.

B AaHHOM KOHTeKCTe pyKoBOANUTENN NapTUX U Fo-
CyfapcTBa akTMBHO pa3pabaTbiBann HOBblE NYTH
NMPOMBILLJIEHHOrO Pa3BUTUSA, yaenas ocoboe BHU-
MaHWe CTpaTern4yeckom BaxXHOCTM NPOMbILLAEHHO-
CTWN, OCOBEHHO YepHOWN MeTannyprumn. B oktabpe
1949 roga Mao Li33ayH yeTko ykaszan: «XXenesHbim
[0pOraM Hy>XHbl PesibCbl, 406bIYa NONE3HbIX NCKO-
naembix B AHbLUaHe He J0/)KHa OCTaHaBANBATbCA»
[8]. YUxy 13 Tak>Kke NpesnoXua «yCUanNTb pa3BuTme
YepHOWN MeTannyprum n pacLiMpuTb BOEHHbIE 3a-
nacbl» [9], noguepkmBas pyHAaMeHTaNbHYO POb
cTann B 060poHe 1 ctpoutenscTee. Takum obpa-
30M, Ha YPOBHE rocyapCTBEHHON CTpaTerum ctaab
6blna nocTaBfeHa B LEHTP CTPOUTENbHON CcuCTe-
Mbl, CTaB OCHOBOW AN UHAYCTPUaNn3aLmm 1 Ha-
LMOHaNbHOro pa3BuTnsa HoBoro Kutas.

Takon noaxos chopMmMpPOBaNCa He 3a OANH
AeHb — KOMMYHUCTbI y>Ke faBHO rny6oKo 0CO3Ha-
JIN KNHOYEBYHO POJb MPOMbILLIEHHOCTU, U OCODEH-
HO CTanv, BO BCel pesoaoumnn. Paktmyeckw, ctanb
3secb nepecTana bbITb MPOCTO CbiPbEBLIM MaTepwua-
NoM B GM3NYECKOM CMbIC/IE MW MPOAYKTOM MeTan-
Nypruyeckoro Npon3BoAcTBa — e€ 3HaveHue 3Ha-
UNTENBHO PaCLUMPUIOCh, BKAOUMB B Ce6s pa3BuTme
BCel CBA3aHHOWN C Heli NPOU3BOACTBEHHOM LLenou-
k. OT cTanbHbIX TPYO [0 XenesHbiX JOPOr, OT UH-
AYCTPVanbHOTO CebCKOro XO35MCTBA A0 CTPOUTENb-
CTBa MOCTOB ¥ kopabel, BNIOTb A0 CO34aHWs BCEN
06OPOHHOM NPOMBILNEHHOCTH, CTasb CTana KOH-
uenuuen, ob6pasoM, CMBOJIOM, OLLEHOYHbIM Cy>XAe-
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HUeM u gaxe ngeonorueii. N3 cepun potorpaduii
TOro BpeMeHu B XypHane «Kutar» («<HapogHas na-
NHOCTPaLMA») MOXHO YBUAETb, HACKOIbKO HonblLoe
3HayYeHune rocyAapcTBo NpuaaBaao CTaau, a Takxe
KJIFOUYEBYH CUMBONMYECKYH POJib AHbLLIAHBCKOTO
MeTanNypruyeckoro kKombuHata Kak LeHTpa Bcel
CTanennTeriHoM NPOMbILLAEHHOCTM CTpaHbl. B nep-
BOM Homepe «KuTas» 3a 1950 rog 66110 pa3mele-
HO Heckosibko doTorpaduin, OTpaxKatoLmX Xn3Hb
AHbLUaHbCKOro KOMBMHaTa, C CONPOBOANTENbHOWN
Haanuceto «CTtanbHaa ctoamua» (puc. 3). Ha cHuM-
Kax B OCHOBHOM 3areyatfeHbl CLieHbl BOCCTaHOB/IE-
HWS N NPOW3BOACTBA, AEMOHCTPUPYHOLLME ropaune
N ANHAMWYHbIE MPOLECChl MPOKATKM N Pa3NnNBKM
ctanu. B 1951 rogy B >xypHane «Kutaii» 6bii1a ony6-
NvKoBaHa mn3BecTHas ¢oTtorpadus Lan LLlaHcmHa
«CTponTenbCTBO AHbLLAHBCKOrO MeTannypruye-
cKoro KombuHata» (puc. 4). Ha nsobpaxkeHum pa-
6oune KoMbMHaTa BbIMNOJHSAKOT BbICOTHbIE PaboThl,
a Ha 3alHEM NJaHe 13 JOMEHHBbIX Neyen nogHUMa-
€TCA TyCTON AbIM — 3TO OYEeHb KOHKPETHas 1 upes-
BblYaMHO XapakTepHasn CLEeHa NPOMBbILLIEHHOrO TPY-
Aa. B auBapckom Homepe 1953 roga, dbeBpanbckom
1N Manckom Homepax 1954 roza, a Takxke Malickom
HoMepe 1957 roga Ha obioxKax 6bIM pasmeLle-
Hbl COOTBETCTBEHHO CTasIbHble UCKPbI B LieXy, pas-
JINBKa CTaAun B NPOM3BOACTBEHHOM LieXe, MOAeNb
M3H Tai 13 AHbLUAHA U HOUHOW BUA KOMBUHAT],
CUMBOIM3UPYIOLLME BaXKHble AOCTUXEHWNS NEepBOM
NATUNETKN U CTalbHOM CKa4yOK B MHAYCTpUanunsa-
LUK cTpaHbl. Taknm obpasom, CcTanb cTana OA4HUM
13 Hanbosee TMNNYHBIX CUMBOJIOB B NOBECTBOBA-
HUW O Pa3BUTUW FOCYAapPCTBa.

B uenom, B 3TOT nepmog 3HauyeHue cTaam ana
rocygapcrea v HapoAa BbILWAO Janeko 3a paMKu
OTZE/NbHOM OTPaC/v NPOMBbILLINAEHHOCTH, NOAHAB-
LUINCb A0 YPOBHs OT O6LLECTBEHHOrO NPON3BOACTBA
5,0 060POHHOW MPOMBbILLIEHHOCTU U Aaxke MeXAy-
HapOAHbIX OTHOLLUEHWUN, a TakXe CBA3aBLUNCh C Ay-
XOBHbIM acrnekToM HauWOHaAbHOW YBEPEHHOCTH
N HapoAHbIX YyBcTB. CTanb CTana cambiM MOLLHbIM
rOJI0COM TOWM 3MOXM U OAHUM N3 CaMblX APKMX eé
BOMJIOLEHWA.

Taknm obpa3om, Tema NPOM3BOACTBA M BOCCTa-
HOBJ/IEHUSA B XXMBOMUCK Ha MPOMBILLNEHHYIO TEMaTH-
Ky CeBepo-BoctouHoro Kutas He TO/IbKO CBUAETENb-
CTBYET O MpOL,ecce BOCCTaHOBAEHNA AHbLLAHbCKOTO
MeTannypruyeckoro kKombumHarta, HoO 1 vepes no-
CTOAAHHOE CO3JaHne 1 ycuaeHne BU3yasbHbIX CUM-
BOJIOB y4acTBYeT B NMOCTPOEHUW HappaTnBa NHAY-
cTpuanunsaummn Hosoro Kutas. Tema nponsBoAcTBa

1 BOCCTaHOB/EHMS, CPOKYCUPOBaHHas Ha AHbLLIaHb-
CKOM KOMbMHaTe, pa3BopaynBaeT 4BONHOM Hap-
paTvB — «BOCCTAHOBJIEHME» U «MPOU3BOACTBO.
C ofHOV CTOPOHBI, OHa NPaBAMBO OTpPaXKaeT UCTO-
PUYECKNI NPOLECC BOCCTAaHOBAEHWS MPOMbILL/IEH-
HOCTW B Haua/ibHbIi Mepuos OCHOBaHMWA rocyaap-
CTBa, EMOHCTPUPYS KOHKPETHbIE CLIEHbI U CUMBOJIbI,
Takue Kak JOMEHHbIe Meyu, rpynnoBble NOpPTPEThI
pabouunx, kpacHble 3HaMéHa. C Apyroi CTOPOHbI,
yepes XyA0XKeCTBEHHY0 06paboTky U CUMBOAN-
3aumto GopMUpYeTCs TeCHas CBA3b MEXAY CTanbto,
rocyapCcTBOM ¥ MPOMBILLIEHHOCTbIO. Takow Hap-

paTvB He TOJIbKO OTpaXKaeT XapaKTepHble YepTbl 3Mo-
XN — MOBMAM3aLMI0 MacC U XyAOXECTBEHHOE BMe-
LIaTeNbCTBO, HO W MOCTEMEHHO BbIXOAUT 3a PaMKWu
NOKaAbHOTO MPOMBILLIEHHOrO NaHgwadTa, npespa-
Wwas obpa3 AHbLLAHLCKOTO KOMBUHAaTa B AYXOBHbIM
CUMBOJ MHAYCcTpranmnsaunm Hosoro Kutasa n Bo-
niolleHne rocysapcTBeHHOM Bon. B KoHTekcTe
nepeceyeHus BU3yasbHOMN KyAbTypbl U MPOMbILL-
JNIEHHOW MCTOPUU TakmMe MPOU3BEAEHMSA XXUBOMUCK
ABAAKOTCA Kak NCTOPUYECKMM CBUAETENbCTBOM, Tak
N BaXHbIM HOCUTENEM FOCyAapCTBEHHOrO Happa-
TWBa 1 MPOMBbILLJIEHHOTO AyXa.
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