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Introduction

In 1936, Jean Charlot, an artist of Mexican and French heritage ilivigw
York City, produced a lithograph entitl&drst StepsThis print depicts a monumental
mother figure bent over her child, hands resting on either sikis fzfce as the infant
contemplatehis firststep forward (fig. 1)The infand s bewaysear and
apprehensiorhis wide eyes, raised brow, and parted lips above his rounded chin
anxiously evaluatéhe seemingly impossible task ahead. Yet the mother models for her
child the effort he must make, stepping decisively and solidly forward withdtrfoot,
creating a protective boundary within whicérchild may attempt to copy her. Both
figures are clothed in styles indigenous to Mexico, the country in which the artist began
his most urgent artistic work and from which he drew a wealth ofratsm.

I n 1992, John Charlot, son of the artist,
was the source of Pabl o Pi EratStepstheol 1943 oi l P
painting, currently in the Yal eeshhmi versity A
pivot al moment in early childhood as Charl ot
guided by his mother (fig. 2). John Charlot highlights several compositional elements in
the paintinghatecho the earlier print, positing thatto identfth e s our ces of Pi c e
wor ks fAenables us to recognize which wor ks i
them i n hi s !Genamly, solating tvhich wosks artists used as sources of
inspiration can tell us more about arsgtecific method and work processes. However,
more than this, establishing source relationships between worksldananceo how

we understand artistic influence

John Charlot, AThe Source of PBtapZeisghdt AFirst S
Fir Kunstgeschichtg5, no. 2 (1992): 275
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Previously, modelsmployedo explain the ways artistic ideas spread have relied
on centetperiphery mdels, in which ideas move from an innovator at one pole to an
imitator at anothefThis essay seeks to determine whetherunidirectional view of art
history can be challenged bystances of artistic cultural transfer and adapted to more
accuratelydefne t he way centers and peripheries in
Jean Charl ot 6s | it ho gFkirstBtépssiaccurdtehvehat doesithisc e o f F
mean for the way we understand the circulation and reinterpretation of images? Can
Charbt 6s | ithograph be considered a cultural t
painting? In order tanswer this question, this essay it introduce theartistic
playersand set thenn thecontext ofthe cultural zones they inhabitand the sorces
from which they drew. Therthe essay will analyzéne previously relied upon certer
peripherymodelto see if it can be recast or substituted for a more appropndte
dynamicmodel. Theprint and painting mustlsobe compared formally, to observe
similarities which could indicate that the print was indeed the source of tiénailly,
there must be some plausible route through which the lithograph could have been
transferred, in order for Picasso to encounteefbie the creation of his paintingsing
this specific example as a case stublgessay will explore theultural transfer of artistic

ideasas a more dynamic and accurate model for the transmission of artistic ideas

Sources and ContextJean Charlot

JeanCharlot was born in Paris in 1898 t&-genchRussiarfather and dMexican

Spanishmother Both his maternal grandfather, a Frethietlian mestizo, and great uncle
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also lived in Paris, both having moved from Mexico Gifihanks to his great uncle,
Eugene Goupil, a collector of pidispanic Mexican antiquities and artworks, Charlot
grew up surrounded by the art of his Mexican ancestees)beginning to teach himself
the Aztec language Nahuatl as a teenagdter studying briefly at Ecole des Beaéxts
in Paris, Charlot joined a group of Cathatitiralartists before joininghe militaryin
1917 to fightin World War Oneafter the death of his fath&He first travelled to Mexico
three years lateand movedhere permanently withis mother Ann&oupilin 1921°
His first visit to Mexico in 1920 marked aament in which Charlot began to
embrace his Mexican heritage artisticallyd to innovate on behalf of the Mexican mural
movement Char |l ot descri bed t helhefobesofiMedcan i dol s, t
cosmogonyo and his AAztec ancestorso as fApar
ingrown exotic el ement %in1929€Ehaioassistédiegm i shed an
Rivera with hisCreationmural at the National PrapatorySchool in Mexico City; whin
a month Charlot had started his own munadrking with a Mexican master mason Luis
Escobarto becomehe first Mexican muralist to paint lsuon frescd In contrast to
painting on dry plastens in the less permandntsco seccavhichwas used up until

C h ar Massaéresin the Main Templi@ buon frescpigments suspended in water are

2Karen Thompson @AJean (CébaaCharwtt ARettospedtv@toma nd Schol a
Kl obe, editor. (Honolulu: Uni6versity of Hawai @i
SThompson AJean Charlot: Artist and Schol ar. o 6.
4John Charlot. i T Jean Chedlad: tifle and YWorl{epnhlished enanusaript,

2017), accessed March 18, 20h8&p://www.jeancharlot.org/booksnjc/20032017_john
charlot_jclw_vol-1_versior2_5-deathof-henri_lagilde.pdf

JohnCharloti The Theme of t he Body Sciences Rekigeusésir k of Jeal
Studies irReligion 12, no. 2, (1983): 214.

® Francis Joseph Sheed and Jean Ch&tonh Catholics (New York: Sheed& Ward. 1954),

104.

"John Charl ot , AfJean TBlRaMastsasrkeiiant theedMai n Ten
Foundation, February 2001, accessed March 19, 208//www.hawaii.edu/jcf/writingson-
jc/john_charlot/hs~johncharlot.html



http://www.jeancharlot.org/books-on-jc/index.html#1990_thomas-klobe_retrospective
http://www.jeancharlot.org/books-on-jc/2003-2017_john-charlot_jc-lw_vol-1_version-2_5-death-of-henri_la-gilde.pdf
http://www.jeancharlot.org/books-on-jc/2003-2017_john-charlot_jc-lw_vol-1_version-2_5-death-of-henri_la-gilde.pdf
http://www.hawaii.edu/jcf/writings-on-jc/john_charlot/hs~johncharlot.html
http://www.hawaii.edu/jcf/writings-on-jc/john_charlot/hs~johncharlot.html
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painted on freshly applied wet plaster, melding with the plaster as itahielsecoming

part of the walf Charlotwas soon commigsned to create murals alongside Rivera at the
Ministry of Education, becoming pivotal in the exchange of knowledge and technique
for fresco mural§.Charlot expanedartisticallythroughout the 1920s, becomiag

editor forMexican Folkwayscreating wodcut illustrations fobooks by Anita Brenner

and the Stridentidtradiador, andbefriending photographer Edward Weston.

In the late 1920s, Charlot join@dCarnegie Institution expeditioatChich@ Itz§
recordingfinds for the printeatatalogueas a staff artisfollowing the archaeologicalty
minded footsteps of his gregtandfather Victor Goupfl® Charlot and his mottehen
moved to New York, where slited of pneumonia in 1929. The death of his mother
affected Charloprofoundly. He wrote tadhis friendEdward Weston, about tlieathof
his mother: Afas we had been so closely wunite
the mo'ment . o

Despite this period being a dark dnen  C h aersbnal tif@fterthelossof his
mother, his artistic work was gaining recognitibeingshown in a number of group
exhibitions of Mexican dists in New York, includinghe 1928 governmersgponsored
show at the ArCenter'? Charlotreturnedseveral times to Mexigalrawing on pre
Columbian art to develop motifs and thenttestwould reverberate across his work,

inspired by objects he encountered in his youtlGhath® Itzg and in Mexico as an

SThompson fAJean Charlot: Artist and Scholar.o 13
John Charl ot . iJean Charlot's First Fresco: The
PAA Letter on His NaWw.iAamsanBiyan.\Septemhkela2s. J&am ar | o

Charlot Foundation. Accessed March 12, 20i&://www.hawaii.edu/jcf/englistexts/1925

BRYAN.html.

111 ew Andrews Weston and CharlotArt and FriendshigLincoln, Nebraska: Bison, 2012), 69.
2Thompson AJean Charlot: Artist and Scholar. o 17
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adult.In this period, he contributed to a boatoutEdwardWestonpublished by Erhard
Weyhe, founder of the Weyhe Gallery in New York, and began to produce a number of
lithographs on ston€ Many of these prints bore the motif of Mexican mothers tenderly
caring for, supporting, and teaching their young childfdn.1936, he produced thEirst
Stepdithograph depicting a mother aiding her child in his first attempt to walk alone.
The following year it was published by Caifrosserof the Weyhe Gallery, in his

work Six Centuries of Fine Prints

Sources and ContextPablo Picasso

PabloRuiz Picassavas born in 1881 in Malaga, Spain, amastrained in
drawing and paintingy his father® Picasso moved to Paris, France, in 1900, after
developing higechniquen Madrid and Barcelon#. These years wetgardfor Picassp
asexpressed biiis Blue griod works he soldveryfew piecesandbarely survivedlue
to cold and hunget’ Yet thesale of a worlentitledMaternite for 200 francsn 1903
signaled brighter days, in whidicassanet alover and developedto hismore
accessible and profitabRose riod!®In 1907 hecreated. e s de moi s e,lal es

work thatshocked those who sawfdtr its abandonment of artistic nornkes

Demoisellepr ompt ed Georges Braque to visit Pi

closefriends, questioning the rules and conventions diogetherandii i nvent i ngo

BThompson AJean Charlid8: Artist and Schol ar.

14 peter Morse and Jean Charli¢an Charlot's Prints: A Catalogue Rais@((Honolulu:
University Press of Hawaii. 1976).

15 patrick O'BrianPablo Ruiz Picasso: A Biograplidew York: W.W. Norton, 1994), 11.
16 O'Brian,Pablo Ruiz Picass®&2.

17 Enrique Mallen, ed. Online Picasso Project. Sam Houston State University20887 and
O'Brian,Pablo Ruiz Picassd 14

18 O'Brian,Pablo Ruiz Picassd 11127.

do Av

Cas s

0 17
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Cubism?® The pair werénseparablentil Braguewent to fight in World War Onehe
start of whichtore aparP i ¢ a waldid RBars, where he became an outsider and
foreigner asis French contemporariggerecalled up to figh£°

Overthe next twenty years, Picasso experimentid painting, drawing,
printing, engraving, and sculpture, establishing himseHraartistwhile traveling widely
in Europe?! In 1936, Grman planes bombed the town of Guernica in Spain: Picasso
reacted instantly and furiously, creating his seminal v@ukrnicaunder the gaze of his
new lover Dora Maaf? By June of 1939 the Germans were in Paris, which had emptied
of many who were able feave. Picasso, though undeniably a Spaniard, was also a
Parisian. He remained in occupied Paris throughout the war, despite the cold oppression
of the city which he reflected in his wofkin 1943, Picasso produced [isst Steps
painting, using a dargalette to depict a mother holding the hands of her child as he takes

his first step.

Relationships Between the Center and the Periphery

Art historians have long discussed and debdtechbvemenof artistic ideas
between artists, countries, andtures Pablo Picasso paintéeésdemoisellesl 6 Avi gnon
in 1907 in whichhe abandoned the established rules of form, perspective, and

representatiothatgoverned th&uropean artistic spherkn this painting, Picasdmegan

19 Michael Brenson, "Picasso and Braque, Brothers in Cubism," The New York Times, September
22,1989, accessed April 12, 2018, https://www.nytimes.com/1989/09/22/arts/moasso
braquebrothersin-cubism.html.

and O'BrianPablo Ruiz Picassd 67.

20 O'Brian, Pablo Ruiz Picass®08.

21 Mallen. Online Picasso Project.

22 O'Brian,Pablo Ruiz Picass®21.

23 O'Brian,Pablo Ruiz Picass®49, 357.
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to developCubism depictingfive nudewomen with angulaifjattened faces reminiscent
of African masksPicasso denied being aware of African art at the time of his painting,
decl aring ALdara inre jlanweR0irCaold3i iaterndgew wishsdie
Malraux, Picasso ackmdedged the source from whitlesdemoisellesl 6 A v ihgdn o n
beenborrif rom his visit to the édwmbhaehesh@ Et hnogr ap
Amasks, doll s made blesdenmidelidsliorAs ingdiloene v mani Ki
come to me that very dayt

Some art critics, including Christian Zervagsh o compi | ed Pi casso6s
raisonné, denied the idea that African art could have had any influence on Picasso and the
birth of cubism, c¢l ai ndemogellasiibaity i,\Wegmamsn Pi cas s o
unaware of t he »Fhistclaim $its voell with thke cAntgeriptery . 0
model of artistic influencdn this framework, European influence is depicted as a force
spreading from the center to the peripheries, carrying with it artistic innoweatid
influencing distant artists to copy or emulate the work of the artists in the center. In this
model, artistic work at the periphery is often imitative of that which is dpedlat the
centerand does not in turn influence the work of cettt@sed é&rsts.

Of courseacademics have questionthis simplistic modelln the case of
Picasso, most critidedaydo credit the African art at tHErocadéraas the inspiration for
Picassobs painting, but manysmeas. Fotsomei sagr ee
like Arthur J Miller, African art was only one of a plethora of influences Picdssw

from to create the painting, with its conceptual quality only depicting an applied example

24 Andr®Malraux, Picass@s Mask(Boston:Da Capo Press, 1995), 11.
%5 Sieglinde LemkePrimitivist Modernism: BlaclCulture and the Origins of Transatlantic
Modernism(New York: Oxford University Press, 1998), 36.
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of the true scientific, mathematical, and technological robtiseowork®®1 n Mi | | er 6's

view, the center determines chronology by innovating, and thus 'resetting the clock’ as it

werei creating a new art historical periodrapvementThis impliesthat the periphery

stands still, incapable of innovating and merely providing the "raw material for creative

appropriaton”’iand in Millerdés view, only a fractio
In contrast, pon the opening of an exhibition entitiBcaso and African

Johannesburg, Sandile Memela, the Head of Communicatitims &buth African

Department of Arts and Culture claimed that

creative genius he was if he did not steal aradapt the work of '‘anonyoais [African]

arti®™tns &leimel ads view, Picasso deserves | itt]

use of African art as inspiration material brands him a thief, dismantling his title as a

Acr eat iocard placeqthewrsdit for cubism entyalith the African artists

responsible for the works on display at TfrecadéroHowever, this inversion of the

centerperiphery model, highlighting the influence artists working at the periphery had

upon those in the centemly fortifies the model; this inversiaeinforcesthe ideahat a

peripheral artist ismportantonly through their relation with the center.
It is my belief that these contradictions between viewers and critics as to the scope

of and meaning behindRics s 0 6 s 1 nspi r a priothen, sefaled m Af ri can a

peripheral sourcestem from a view of art history as a unidirectional system of

ZArthur J. Miller, Einstein, Picasso: Space, Time, and the Beauty That Causes (Hmxc

York: Basic Books, 2008), 2.

27 [rene Ramalho Santos, Antonio Soushdrio, and Susan Stanford Friedmaranslocal

Modernisms: International Perspectivé3ern: Lang, 2008), 22

St ephan Bevan, APi casso ' TheTelgaphMarenh 128006,k o f Af r i
accessed March 01, 2018,
https://www.telegraph.co.uk/news/worldnews/africaandindianocean/southafrica/1512804/Picasso
-stolethe-work-of-African-artists.html.
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influence. Depending on the leanings of the writer, this sidgxtion is either from
center to peripherywhereh e 6 great 6 artists jonffomnuence t he
periphery to center, wherethosemed gr eat 6 arti sts steal the in
artistic innovation obverlookedperipheral artistSOn one side of this continuum, some
critics, like Zenos, believe thats an artist of the centéticasso could not have been
influencedby the African worksandtu s nei t her FirsiStépdromGhe&$ | ot 6 s
and Mexico be a s our.derMileo it sedtns thad théadfricabs o i | pai
worksdi d pl ay some rol e i n Bingyadysmakingcearthe eat i on
Einstenian mathematics and geometry Picasas already distilling on his owkRrom
this perspective, Char Pot @ srsabod & thewporkadpth coul d
as an inferior work used as a lens through which Picasso could perceive his own vision.
At the other end of the spectrum, Memeélareghe works of African art used by
Picassasstoleni claiming that they entirely influencd®icasso from the periphery
meaning that i f Ch arFitsioStepss Ppirciansts owbass wao rsko uirsc e
imitative work.

It seems that the idea that artistic influence faoma locatioralwaysexerts
influence over another in a unidirected manner, and that the other becomes subservient
to this influence, is not necessarily the most effective frameteankderstand the way
artistic ideas are transferred. A more dynamic model, in which neither object oisartist
disempowered, and artistideas can move in a multitude of directions is required to
effectively understand this process.

A more nuanced perspect iSemnd&kin sts i n Anne

Josephine Baker and the Modern Surfagkich flagsthe visit to theTrocadéraas the



First Steps from the Periphery Elizabeth Casey

moment i n which Picasso |l earns a way of seein
mastery of surface, but as its agent. o0 Cheng
ourel ves ar e al t éinehis summation, Gheng énablekthedction to

move in both directions: AAlongside taking i
0 b j e Neither.Pigasso nor the African objebe drew inspiration fromarestatic, nor

relegated to aecondary roleBoth transfer some of their power and innovation to the

otheri andboth have a powehatshould be remgnized in the birth of Cubisnthis

modelis far more dpamicand allows the objects to retain their power when reimagined

by Picassan a way that te centerperiphery model doesndt.hr ough Chengdés t he
Charl otdés |Iithograph is not made | esser by F

Picasso are able to retain their power.

The Model of Cultural Transfer

Perhaps then, tbhebeioag ekebframtHeoanarti st s
centerinto the periphery, or vieeersa,s an unhelpful model through which to
understand how artistideas circulate and develop Whi | e Anne Chengds di
preserved power does better understand thmembin which artists encounter ideas, one
way it may be furthered is by a more direct discussion of how these idghsrare
translated in their new contexds new artworks

Il n the 1980s, Mi chel e Espagmbettercoi ned t he

describe the circulation of knowledge transnationatigl the way ideas are translated

29 Anne ChengSecond Skin: Josephine Baker & the Modern Surf@séord: Oxford University
Press, 2010), 21.

1C



First Steps from the Periphery Elizabeth Casey

into new context*Es pagnedés work developed with a vie\
primarily, but can be helpfulleframedt o0 conceptualize the fAgl obal
concepts, images, persons, animals,®> commodit
Cultural transfers the process by which these thimysve to anew place, or cultural
zone,and thus the thintakes omew meaning by movingnto this new context?
Espagne asserts that the circulation of these cultural artefacts is not simply the movement
of these objects to new places. I't i s also f
rethinking, ad resignifiat i ono of these obj e®€importamttyce t hey
in the framework of cultural transfes,e  mu s t u n diranslationaakesd the formt A
of a circulatio® rather than that of a unidirectional movement from origin to target
normallyassocat ed wi t h t R‘&@hus, ®rartists,@as thea imagéseideds, 0
and innovations move from place to place, they are interpreted differtrajytake on
new and equally valid meargsas they areemade and reimagined by other artists.
Espagna r gu e s t h aguiptinforelialiy of the original arid its translatjorm
agreeing with Cheng that neither work must be seen as inferior in the encounter, as both
can retain their powev.

Within this framework, we can tevaluate our understandio§ centers and

peripheries and the relationships between theke. Cheng Espagne makes clear that

%0Qlga Yakushek o, fAWhat | s Cultural Transfer?d Europear
accessed March 19, 2018, https://eu.spb.ru/en/news/AMiod4s-culturattransfer
®Manuel a Rossini and Michael Toggwmsdmatemal, fACul tur

Journal of Applied Linguistics & English Literatude no. 2 (December 2014): 5, accessed March
19, 2018

2Yakushenko, AWhat | s Cultur al Transfer?0o
¥Yakushenko, AWhat | s Cultural Transfer?09
%Manuel a Rossini and Michaell nltorgggdwed tliean. G Cu.l t ur
3%Yakushenko, fdAWhat |s Cultural Transfer?od

11
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thereisnosimple,@s i ded e x er t i.losteadydulturdlitran$fdr captures e 6

the importance of viewing the circulation of imagasd theresultsof thiscirculation,as

a f-siwded and c P# aah be\arguegthadtice®lsiests io Thecadéro

thatPicasso encountered before creatiegdemoisellesl 6 A v iare ruitural transfers,

which took on new meanings when moved to asiza contextThus, the episode

constitute aninstance ofrtistic cultural transferboth the ofects themselveand

Picassare vital to the creation dfesDemoisells,asCheg posi t s, themyt Espagn
goes further to stathatPicassdé s s ueit eiaterpretatiaies Demoisellestselfiis a

translationof the form and significance of these wonkgiich holdsequally valid, if

different, meaningdfCharla 6 s | i t hogr apah scoaunr cbee opfr oPviecna sasso
painting, Espagneds theory of cultural trans
wor k, and Pi c athepo 6 smdatiimga mspaintirtg Nanais relefated

to the periphery, nor are they perceived as inferior basdde date of their creation.

Compositional Comparisors

Compositiorally, the lithograph and the painting bear a striking resemblance, both
depictingtheno me nt o f a anlddar thadaickful é€yeof hss mothert I goth
images, the mother ates a rounded, bent over frame within which the child stands, with
the mothero6s face bowe db.sBhae childdhibotreimagesd t owar ds
stares directly out towards the viewer, wide eyed and open mouthed

Parallelsbetween the images can @leserved byocusing on the feet of the
figuresin the painting and lithograph I n Pi cassob6s painting, the

depicted in the action of taking a step, simplified to a triangular block outlined in black,

%¥Yakushenko, i What Il s Cul tur al Transfer?o0

12
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blunted on the endosest tahe little toe (fig3). A preparatory study of this element
exists, an oil sketch on a sheet of newspaper, sketching out the angular shape of the
c hi fodat @iz 4). In the painting, this foot creates a forward motion in the composition,
lighter grey ad slight hints of warmer yellows being used to highlight the sole of the left
foot in contrast to the darker greys and colder blues emphasizing ttenshabscuring
the right (fig.5).
I n Charl otdés | ithograph, t hmainsttaddfdds f e et
the child stepping forward and creating dynamic motion of the piece, the mother in
Charl otdés composition takes the first deci si
Her right foot is articulated as a softly rounded triangular shlaqgaking free of her
white robe as she moves forward (f&). This foot contrasts with her lefthich is
obscured in dark shadows, creating a similar contrast between the moving and stationary
feet as i n Pi &alsothinages; thiernwad motibni isgrticulated by this
contrast between the stationary, depicted in darkened shadow, and motion, depicted in
light. Furthermore, the triangular shape of the feet is strikingly similar, especially
considering the alteration Picasso makes ftioestudy to the canvas. In the study, the
foot terminates in a downward facing point.
the triangular foot is a pointed triangle, also with a downward facing point. However, on
closer inspection, the drapéthe robe and the shadow between the robe and the foot
creates this pointed tip. The actual foot terminates in a softer, rounded shape of the little
toe(see fig6 ) . I n the final canvas, Picasso painte
with grey paint, softening the edge and removing the point, making the foot resemble

more closely the ofig&d). i n Charlotds print (see

13
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Similarities are alsaevident in the facial construction of both children. The face of
Charl ot 6s chi | ddaeniplengtime madel Lub Emémen. Hue, whoe
used her first name as her professional name
when he moved to Mexico, and she began to teach him N&h&lwhrlot noted the role
she played i n his geatinfluemaekonmypiEhe ke dbeebeangace

influence in introducing me to what I could call my ancestors, that is, the Aztec Indians,

because | a*hChalat créated nmadyisketcheokl including one in 1924
(fig. 8). Clear parallelscabe seen in Charlotdés depiction of
and his sketches of Luz, particularly in the

also in the rounded, widened snub nose, and the round, wide face and cBin The.
c hi | dé ortrdyeddrentally,she puesque lips parted and eyes widened.

I n both the | ithograph and Picassobs oil
betray thefeathatunder scores the moment at hand. For
the coupling of tis expression of fear and the largeness of the mother seem to capture the

fear of the artist after the traumatic loss of his own mother. The rounded cheeks, nose,

and jutting bottom |Iip are highlighted as ch
itsmot her 6s body, fearfully contemplating a |
hands remain cupped around the infantbds face

connection even after the first steps towards a life without her are made.
For Pi cld shs samesuncertainty clouds the features, pushing the mouth

open and raising the brows. The gregay shadow along the edge of the nose

%John Charlot. iJean Charl ot and Luz Ji m®nez. o J
18 2018. http://www.hawaii.edu/jcf/writingsnjc/john_chalot/JC%20and%20Luz.html
%John Charlot. fiJean Charl ot and Luz Ji m®nez. 0

14
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connecting to the brow and the furrows in the forehead, painted thinly in brown,

demonstrate the eyebrows beingl@dlup into an anxious frown, while the rounded lines

underthe left eye and the fully visible roundness of the irises make clear the fearful

openness of the eyes. Picasso does not employ the shadows used by Charlot to

metaphorically represent the transitiof the child from part of the mother to
independent, autonomous being, but the shape
child are paralleled in Picassobs painting.
mirrored in the gseghisweeé®p nundletr €yeaswhbidch
rounded pink highlight. This grey line curves down into the nose before branching back

around past the corner of the lip to fotine apple of the cheek (fig.1@Ch ar | ot & s
lithographemploys the same pattefsee fig. 9t he ri ght corners of bot
mouthsaredragged downwards into anxious, opanuthed powgby the shaded chegk

These pointsofcoatct i n the compositions could indiceé

source for Picassobs painting

The Translation of Meaning

Of course, there are differences in the composition, perhaps most notably the
scale in which the child is de priomumentdl. I n Cha
motherdwarfs thechild, providing a solid, unyieldingrass from which her much smaller
child emerges. I n Picassobs painting, the ch
pushing his mother to the edges of the canvas and dominatingrttes fraough bth
artists depict the same developmental mometfiefirst step, in the transfer of the work
from Charlotds cultural context to Picasso0s

vastly different meaning.

15
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I n Jean Charlotds | ithograph, the mother
solid mass bendg over her child. The roundness is emphasized by the circular shape of
the headdepicted from the top; is made spherical and thrdemensional by the
addition of a central highlight. The shoulders and arms frame the head, forming a
concentric circlearound it, further stressing its roundness and volume. The legs of the
mother are columnar, providing a stable base for the upper body as it leans forward over
the form of the child. The child is depicted with a similar solidity and dimensionality, yet
is far smaller, emerging from the mass of the mother.

I n Picassobs painting, the child is far |
child of Charlotdés | ithograph. However, the
mother, yet this density worksige differently in the painting. Areparatory study of
this element of thpainting exists, in which Picasso appears to model this weight and
density, as well as the overall curved shape of the bending mother on-themnieékide of
the page (fig. 1)L The curved back of the mothappears in both print arhinting, and
Picasso captures tlhiarealistic arched shape of the back and ethke study. Picasso
also attends toolume in thissketch with rough graphite lines modelling the interaction
of light on the curved body shape to convey a taieensional weight, indicating that
the depiction of mass in Charlotés |ithograp

While the volume of the maternal figure has a colossairigble print,this mass
becomes ambersome and depga certain clumsinesa the painting Thisungainly
bulkiness contraststarklywith the papetight, two-dimensional fragmentation of the
child the motheguides, unlike the mirrored nature of the mother and child in the print.

The mdher of the painting appears too large for the canvas, her bent neck seeming to be
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an attempt to squeeze into the frame, rather than the dignified attentiveness of the mother
of Charlotds I ithograph.

It appears that Picasso is holdingtorthe solidity of the mother in the Charlot
print, but by contrasting it with a radically different style of depicting the child, is
empl oying the same technique to attain a rat
graceful and balanced mass loé tmother appears to depict a comforting stability for her
child, who mirrors her in density, if not in scale. Contrastingly the preservation of this
density, but its depiction as unbalanced and uneven, perhaps represents a heavy past in
Picassodshpamontheg is not a stabilizing anch
weight. The | ightness of the -dinfemsiordltys portr ay
and lighter color palette accentuates the contrast, seeming to be made of a different
substance enly. Rather than depicting a tender moment between a mother and child as
they contemplate the step they must make tog
moment of leaving behind the heavy weights of the past.

The war has often been cited amamatic subtext to the painting, with analysis
often commenting on an fAevocation &f hope in
However, the violence of the pose, in which the child forces the mother to the edges of
the canvas, combined withtheclums wei ght of t he mot her 6s f or m
this hopeful movement forwards is not a joint action. The lack of balance between the
two figures in Picassobs painting could sugg
away from the burden of hast, represented by the cumbersome and darkly rendered

mother, just a Europe must move away from &k period of violence that has

3% Susan Greenberg Fisher and Mary Ann C&icasso and the Allure of Languafiéew
Haven: Yale University Art Gallery; in Association with Yale University Press, 2009), 149.
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consumed itThe childbegins this process in the image, stepping forwards towards an
independent futurdn thisway Je a n  C hRarst Stepgprintsis an example of cultural
transfer. The transfer of the print to France essentially changes it, by placing it within a
new context of German Occupied Paris, with an increased proximity to the Second World
War anditsatrodctes. Thus, Picassods painting of
the print, in which the dark past of the Nazi occupation must be left behind as Europe
takes its first steps towards the future.

The theory of cultural transfer also maintains a recipyagithe transfer of ideas,
meaning that artistic ideas do not get translated exclusively from one context to the other,
but move in both directions. We can see a similar translation of imagery and meaning as
that from Charlot to Picasso in the oppositerde ct i on, by expl oring
works. In 1920 or 1921, Charlot created the cubist paiirpt In this gouache work,
Charlot depicts the experience of being sitaluring his time in the military through a
fragmentation of the picturdgne. A skull, a German helmet, and various geometric
shapes are shattered together, all merging to a single point of dotitadiullseyé in

the center of the canvas (fig.)12

he

Ch ¢

Charl ot explicitly noted Picasasoorées wor ks

of inspiration for this work® These images took on new meaning for Charlot when
transferred to his own context of military service. These artworks depicting bottles,
possibly the 191Bottle of Pernod (Table in a Cafff)g. 13) or Bottles and Gissedfig.

14) of the same year, were created by Picasso in Paris before the war began in 1914.

However, as Espagne makes clear, cultural transfers are constantly reimagined and

“John Charl ot , fiJean Charlot's First Fresco:
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reinterpreted by new contexts, and their new meanings are as important istitie

meaning$!Af t er Charl otdés military service, these
meaning. Charl ot saw them as fireally the bot
a way to represent the fAdi sappesatoance of the
fragment s o “finthe sange wayahatfPeasss saw the density and weight of

Charl ot 6s mot her FhirstdStepsals & wag to re@dsentithie movententp i n

beyond World War Two.

Placement within the Oeuvre

As discussed, thighograph and the painting both depict the same pivotal
moment of a child taking its first step under the guidance of the mother, a featured motif
in the work of Jean Charl ot that resappears a
depiction of the mitner and child often drawan thepre-Columbianart objects that
Charlot encountered throughout his life. Examination of the range ofpgthieseshows
ethnographic variation in the facial features of the mothers and children which iadicate
history ofcultural transfer even outside of the ChdrRitasso interaction.
For example, Charlotds 1936 print, the fo
Olmec maskgfig. 15). The faces in these masks had characteristic grifideesploying
t he s ame ipNMrnatisnhaa @harldt udes in the face of the child and his
depictions of Luz (see fi@ and8), as well as the more rounded features which are

transferred t o ChFHrst5tepsntages pradicéddygCharlpth . Ot her

“Yakushenko, AWhat |Is Cultural Transfer?o

“2John Charlot, fJean Charlot's First Fresco: The
43"Mesoamerican Masks." Museo Chileno De APrecolombino. Accessed April 13, 2018.
http://www.precolombino.cl/en/exposiciones/exposigmmmanent@mericaprecolombinaen
el-arte/mesoamerica/vitrinmascarag-mascaretas
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translate the forms of oth&exican art works which Charlot came into contact with. A
1946 lithograph also entitldgéirst Stepsalso depicts a monumental mother teaching a
child to walk. However, the soft roundness of the 1936 mother is gone, replaced by a
statuesque woman who se®to be carved from solid ro¢kg. 16). The features of this
mother are angular and serene, completely opposite to the rognidescing child of

the 1936 print. This print appears to be the result of a transfer of different Mexican
works: either Teoliuacarmasks which are known for their serene and unaffected %tyles
(fig. 17), or the angular profile reliefs Charlot encounteredrath® Itzaas a staff artist
(fig. 18). Throughout his career, Charlot engaged in a cultural transfer of artistic ideas
form Mexican cultures which he translated into a vast series of mothers and children with
varied features and sources all learning to take their first steps.

For Picasso howevgthis highly specific moment is unique in its appearance in
1943. Plenty ofmages in his works depict mothers with children: children beiadled
or rocked to sleep (fig 19nfantssittingont h e i r  mo (figh 20)r addscountkegs s
representations of newborns being breaktbpanning his career (figs. 21, 22, and 23
Y et the moment in which the child makes its first move towardependence, a moment
so frequentlyepresented by Charlot, appears only in 1943 in this oil painting.

The only other instance in which Picasso depicts a moment in close temporal
proximitytoa chi |l dbés first stFemmesedaenfamhthis sket ch
sketch, the mother appears to be in the moment of placing the child on the ground in
preparation forhe first walking attempt (fig. 24Bending to place the child on the floor,

themot her 6s back is rounded and head bowed

44"Mesoamerican Masks." Museo Chileno De Arte Precolombino.
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Charlot print and the Picasso painting. In this drawing, the scale of the mother and child

mi rrors t hat remarkalyasalyl with tibedarge, solidmtother dwarfing

her tiny child. In this image, the first step is yet to come, as the child appears toiurinate

perhaps from fedr as his mother places him onto the ground. The emotional theme of

this sketch seems moreinh e  wi t hl193Bdepictidn of thé scene, which the child

urinating in fear of being separated from the mother and curling its legs up away from the
floor, in a symbolic show of dependence. I n
depictionfists clenched, hesitating before its first step toward detachment from the

mot her. The child in Picassobs painting does
the first steg the moment a minute or two after the child in his line drawing, and a mere

split second after Charlotdés child. The 1line
indicating that the pivotal moment of the first step and its immediate precursor held

Picassobds attention for most of that vyear.

Dates of Creation

The dat i ng amwdshaB beensas@nevihat contentious subject due to
the conflicting evidence available but is vital to understanding whether he could have
used Charlot's work as a source. The back of
Mai 43, 0 | e aiditiallygeing dated Nhag Z11943r(fig. 25. However,
Pi capamtedbhes t udy of t dnte afalllpage af ih@arisfSeire t
newspaper, a paglatcan be dated to Jun&?2943 (see figd). Furthermore, thstudy
for First Stepghatdepice t he curved shape of the mot her 6:¢
dated August 171943 (see fig. 1)1 Of course, these later dates from the summer of

1943 conflict with the date inscribed on the canvas and so close observation of the
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painting is requiredat understand why studies exist from months after the painting is
dated.

Diagonal lines running through the upper corners of the painting are visible under
the paint layer in raking lighfig. 26). These are the first hint that a previous composition
exidg s beneat h t he FirsttedsEhe Ime om the right of the figoed s
steeply drawn, stemming from the upper right corner of the canvas and terminating at the
corner of the child's right eye. To the left of the figures, the line folbbless dramatic
incline from the upper left corner, skimming the significantly raised left eyebrow of the
child. A web of other lines spread out in the upper corners of the canvas and move down
into the rest of the painting (fig. 27These lines can beeeunder raking light due to the
thick impasto used to apply themefore they were painted over.

By considering another of Picasso's depictions of children from, 1@ 8an
explore one possible explanation for these lime€hild with Dovesa deep digonal
line and a shallower one, each originating from the upper corners of the daterasct
to delineate the ceiling of the room within isth the child is seated (fig. 28These lines
cross over with several other lines which form a square box Wrirstiee upper corner
of the canvas. In this composition, the ceiling framing the image created by the
intersecting lines serves to make the child seem smaller. The young boy is relegated to
the lowerright corner of the painting, a large chair and itsnong shadow seeming to
press the boy further into his quarter of the canvas. The receding ceiling demonstrates the
depth of the room behind the child, which disappears into a clouded dark recess.

In First Stepsif the lines were also intended to createeiling as irChild with

Doves the perspectival point at which they connect is hidden behind the head of the
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monumental child, serving quite the opposite purpose. Rather than being forced into a
subsection of the canvas, the child in Bt Stepganting dominates the space, filling
the room within which he may have been originally set.

Susan Greenberg Fisher, former associate curator of Modern and Contemporary
Art at the Yale University Art Gallerysuggestealternative explanation for these Ilgne
In her bookPicasso and th Allure of LanguageGreenberg Fishgroposes thahe
diagonal lines indicate the baoka large, throndike chair, indicatinghat inanearlier
composition, the child was depicted alone, standing or sé&atdys chairwould
encompass the mess of ungainted lines visible beneath the surface layer of paint near
the child's wrists: Greenberg Fisher suggests that thessarmrestsvhich were adapted
into the hands and arms of the mother when she was addet} Béseal sources
support the idea that the mother was added later to the composition, including Brassali,
who saw the painting i@ctober of 1943. Brassai claimttht Picasso stated that the
chi d di dndét Kk n oandwhoouw dt oh awaelo kiildsmitasse added thee r
mother!’ This does oppose the idea that Picasso added the mother due to a transfer of
Charlot's print. However, it is worth bearing in mind the contradictory statements often
made by Picasso when discussing the sources of his work, shishr@@ction and later
admission ohaving usedhfrican artworks to createes demoiselles d'Avignon

Indeed, whether the diagonal lines represent the edges of the ceiling or the outline
of a large chair, either explanatisould support the idea thaidasso added thmother

to the composition later. In either scenario, the main alteration that occurs with the

45 Greenberg FishePicasso and the Allure of Languades1.
6 Greenberg FisheRicasso and the Allure of Languagé1-152.
47 Greenberg FisheRicasso and the Allure of LanguagéG151.
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removal of the chair or the ceiling is a change in focus. Both the ceiling and chair would
have provided external context other than the figuesgnted. Without either, the focus
of the viewer is planted firmly in the moment of the first step, not distracted by the
architecture of the room or furniture. Instead, the viewer engages directly with the child
as he moves forwards in an undefined sptmare is no indication of how far quickly
he is moving. Only the motion itself is important, rather than the context of the motion.
Char | ot also dgvaidiohekternalscontextsimply depicteshe mother and
the child. This also places the focus of the viewer solely on the moment at hand, and the
relationship between the mother and child, rather than the relationship between the
figures and their environment. It could &dgued that Picasso mlinatingthe background
or furniture andntroducingthe mother indicates thie had devised the child struggling
with his first steps without Charl otds print
came as he explored the composition, rather éisamtransfer from the lithograph.
However, the feet and face of the child, and the shape of the mother, are all from studies
in the later months of the year, seemingly being added together. Therefore, itrsmems
likely that Picasso developed thesamaats, all of which bear some resemblance to the
Charlot print, simultaneously.
This leaves us to seek another explanation for the alterations to the canvas. One
possibility is that Picasdwadpainted a child either seated in a chair or standing in a
room, without the conceit of the first step, by May of 1943. This is supported by a pair of
eyes which can be seen in raking light under the current face of the child, suggesting that
t he chil doé $ways asdtappears sow (fig. 2T hefollowing month Picasso

introduced the pivotal moment of the first stap,evidenced bthe Junestudies of the
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c hi | d &é¢uglist eetsketched out the new face of the child, and devised the curved

shape of the mother who would support his newly unstable child. If this is the correct

timeline, then it seemappropriate to believihat something inspired this thematic shift

inthe summerof 1943 r eci pi tating Picassobs tehoices to
c hi | e,dsd addizeanother figure. Based on the analysis of the similarities between

these features in the print and the painting, it seems fair to offpritties the source for

this shift. Thus, | propose that Picasso encountered this print sometime in the summer of

1943 and subsequently remodeled his portrait of a child in response to the lithograph.

Routes of Transfer

Of cour se, t hesFicstlSepams thelsautce ate@alrof ot 6
Picassods painting does require some explora
encountered the print. Without viable routes of circulation, arguments concerning the
reciprocal and multidirectional nature ofistic culturaltransfer are insubstantial and
ultimately unhelpful as we cannot codHelprint dnalegstrai nt a Ot r ¢
version of the composition depicting the parallel elements outlined in the above formal
analysis, must have be@manspanted from its initial cultural context and bemrailable
to Picasso before the finalization of the oil painting in 1943.

INnThe Source of Picassob6s Fi,dobntChaidteps: Jece
notes that th€harlotlithographwas produced claply and in large quantities by the
American Artists Grouf® Jean Charlot was well known for his preference for prodyci
prints in unlimited editionand shunning limited runs or including signatures on his

prints. In his bookPopular Art,The Example aJean Charlot Peter Morse summarizes

“John Charl ot , AThe Source of Picassob6s fAFirst S
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Charl ot 6 s "fne mintg of authenticity,hsech as signatures, editions, numbers
and states0 Mo r s e Chatlomlisnassed thésgpesofa ut hent i cat or s as 7
intended to fArpducest ae dN\otaiyslees thif staoce s . 0
mar k Charl ot as a fpop bdtivalswinceasdsihs pathas Mor s e
through which his print was transferred to other artists and vieamersgpossibly, to
Picassogiventhe sheer nuflyer of prints that were produced, and how cheaply they were
sold,they couldbe transferred widely
In 1937, the year after Charlot produced the lithograph in question, Carl Zigrosser
of the Weyhe Gallery in New York City published his catalo@ie,Centries of Fine
Prints. ThatC h a r FirstiSt@pmsvas included inthis catalogue provideahotherdefinite
route through which this specific print was ciletted and motherpossibility for Picasso
to see the print. Zigrosser also publisffed ¢ a s s o®dtsi rogv,n tehe arti st bés f
attempt at printmakinge Repas Frugall904 on the following page dhis catalogué&®
Charl ot and Zigrosserds paths crossed many t
particularly in the period before the printing of fhiest Stepdithograph and up to the
creation of Picassobs painting.grapher 1930, Cha
Edward Weston, that Zigrosser had the better taste of those in the New York Gallery
business ahso to show his photographstire Weyhe, if possiblet Between 1934 and
1939 Lynton Kistler, a longtime collaborator with Jean Charlot, exchanged lefté
Zi grosser. I n these |l etters, the pair discus

Zi grosserds gallery and ZigrosseistSlepsd buy an

49 peter MorsePopular Art: The Example of Jean Char{@anta Barbara: Capra Press, 1978),
31.

®0Carl ZigrosserSix Centuries of Fine Printthew York: Garden CitfPublishing, 1939.

1 Andrews,Weston and Charlot: Art and Friendship7.
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in his 1937 booR? Furthermore, Charlot contributed essays toMlagazne of Art for
which Zigrosser was on the Editorial Bo&fd.
As acollector of fine printsZigrosser also haseveralinks to Picasso, buying
and selling his works at the Weyhandeven granting permission for Charlot to
reproduce one of the Picassotehgsowned bythe Weyhe in his bookrt from the
Mayans to Disney* In 1958 Zigrosser wrote an essthatwasincluded in the exhibition
catalogueofd oan exhi bition of Picassobs paintings
prints, and illustrated book&hich was shown at the MoMA, the Chicago Institute of
Art, and the Philadel phi &icddsoascaGnaphacrtisAr t . Zi g
speci fically iwdrkingrihtmaking® Indded whicPitasss dver s
visited the United States, Catli g r o lengtieneirdvalvement in the artistic lives of
both Jean Charlot and Pablo Picasso does preMidé betweerthe pair through which
their work couldeasilyhavebeentransferred.
An alternateway in which Picasso could have come into contact with at least
some version of the print is through a cat al
artist and Albert Carman in 1936. In thigok, Charlot sketched onto plates and
subsequently printed copiestbk lithographs he had produced, annotating each with its
name, date and location of production, publisher, medium, and any othisr qifo

interest. On page 32, an iteratiointhe First Stepdithograph appes, clearly depicting

“AWeyhe Gallery9RécorAschil®d9 of American Art. A
https://www.aaa.si.edu/collections/weyballery-records6057.

Jean Charl ot e v iiRiayazihesadatRebreary R946, 582. Accessed

March 19, 2018. http://www.jeancharlot.org/engliskts/1946 RenRevisited.pdf.

54 Jean CharlotArt from the Mayans to DisnéiNew York: Sheed & Ward, 1939), 195, accessed

March 19, 2018, http://ww.jeancharlot.org/bookisooklets/Art from the Mayans to Disney.pdf.

% Picasso: A Loan Exhibition of His Paintings, Drawings, Sculpture, Ceramics, Prints, and

lllustrated BooksRhiladelphia, Pennsylvania: Philadelphia Museum of Art, 1958), 11.
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the print,including tre notable featurebatappe ar i n Pi casanmds | ater peé
reiterating the unlimited nature of this edition in a note to the réfigeB0).°® This

sketch of the print includes each of the formal similarities between the pieteses

previously including the rounded back of the bowed mother, the rounded facial features

of the child, and theounded off, triangular foot moving forwards.

This catalogue, which could be a sales catalogue or an exhibition catalogue, could
easily have been transferred from New York to Europe and found its way to Picasso. In
the articleExhibition Catalogues in the globalization of Art: A Source for Social and
Spatial Art History Beatrice Joyeuwrunel and Olivier Marcel discuss the ways in which
catalogues like this one can be used to tracspreadof art, as they wereften picked
up by collectors, agents, and artists and thadeartistic culturaltranser possible®’

Electronic correspondence with Joydesunel confirmed that these catalogeaabled
the transfer of artistic ideas from place to plasetemporaneous|yacilitating the

globalization of aras it was produced, exhibited, and sdid

Conclusions
Certainly, it seems possible that Charl ot
Picassods | ater oil pai nheforma qualiesoftiset r i ki ng po

artworksexist, as well as several routes through whioteBso could have eountered
Char | ot 0 sBulwhdtdoesghisaeah for our understanding of artistic interaction

and the wayideas spread and develop? It does not seem to indicasotheartists are

%6 Jean Chadt and Albert Carman. 193€atalogue ofrints. New York. 32.

S’Béatrice JoyewPr unel and Ol ivier Marcel. HAExhibition C
A Source for Soci alArti@esBdlletth#s, act 2 (20L6): Artice8 Hi st or y. o
%8 Béatrice JoyewRrunel, email message to author, March 5, 2018.
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purely influencer$ innovators who create and spread influence, while others are purely
influenced as the conversations around the eeperiphery model have previously
assertedA different, and would argue detter model would see these relationsloips
exchangeas mutidirectional and reciprocaln which works of art are transferred into
new cultural zones and contexts, retaining their initial meanings while also taking on new
ones as they are constantly reinterpreted

Moreover, it is not simply art objects that daunderstood as cultural transfers.
Charlot himself could also be considered a cultural transfer, as a person who actively
spread and reimagined cultural ideas. Charlot moved from France, to Mexico, to New
York, and then throughout the United Statespeteu al |y settl ing i n Hawa
spent living in Georgia and Californ@h ar | ot 6 s wor k as an arti st
multidirectional, and as he moved, he picked up and deposited artistic ideas around the
globe, transferring ideas between artistis French mural backgroundas a
fundamental influence in introducing the Mexican muralistsuion frescdechniques®
In turn, he drew mucbf hisinfluence from Mexican art, culture, and people, developing
motifs that would stay with him throughousHife. In moving to the United States, he
transferred this Mexican style and content to a new geographical region, producing prints
of Mexican subjects, and also muratsnparing the histories of Mexico and the id$is
Mexican style in Athens, Georgifigs. 31 and 32

Yetthere is something poignant about Eiest Stepsvorksin particularforming
a case study for artistic cultural transfBhese imagesapture in their very subject

matter asinglemoment of transfer between two individualte child draws on his

%John Charlot, @AJean Charlot's First Fresco: The
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mot her 6 s st e p sloe$s mygrowrtoebécenme eeprodectiondd thetmother,
nor is he supéor for having created his independefficen her initial demonstration.
Rather, by replicating th&tep modeled blgis mother, the chd grows intosomething
else entirely: an individuatompletely different and separate from his mathedyet
equally valid and meaningfuPerhaps he el ement s ithatddd cassods pa
comparable to the priatre like these first stepfhroughhem we can trace Pi c.
new direction; a direction that results in a wholly new entity Fingt Stepainting.

PicassaisingC h a r | o abasoue for higirst Stepssuppors the
understandingf a web of artisticulturaltransfer, in whichdeas, techniques, and
innovations are passed back and farttween creatorbeing adapted, rethought, and
expanded upon. Neither artist must be rel ega
el evated to the pedest al aremsb eagertodouRathaer, 6 geni us
bothartistsi andtheunnamed others whose ideas were transferred to them, and to whom
they transferred other ideagplay an impatant and equal rolie the creation and transfer

of artistic ideas.
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Figures

Fig. 1 | JeanCharlot,First Steps1936.44.8 x |
31 cm, Ithograph on Stone. \
Metropolitan Museum of Art.
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Fig. 2 | Pablo Picassdsirst Steps1943. 130.2
x 97.1 cm, oil on anvas. Yale
University Art Gallery.

Fig. 3 | Pablo Picassaletail of First Steps

1943. 130.2 x 97.1 cm, oil orakvas.
Yale University Art Gallery.
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Fig. 4

Pablo Picass&tudy of Feetlune
1943. 60 x 43.5 cm, oil on newsprint
from ParisSoir, 06/02/1943. Private

collection Image provided by Enriqug

Mallen.

Fig. 5

Pablo Picassaletail of First Steps
1943. 130.2 x 97.1 cm, oil oravas.
Yale University Art Gallery.

Fig. 6

JeanCharlot,detail ofFirst Steps
1936.44.8 x 31 cm,ithograph on
Stone. Metropolitan Museum of Art.
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Fig. 7 | JeanCharlot,detail ofFirst Steps
1936.44.8 x 31 cm,ithograph on
Stone. Metropolitan Museum of Art.

Fig. 8 | JeanCharlot,Sketch of Ludiménez
1924, paper and pencil. Jean Charlo
Collection.
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Fig. 9 | JeanCharlot,detail ofFirst Steps
1936.44.8 x 31 cm,ithograph on
Stone. Metropolitan Museum of Art.

Fig. 10 | Pablo Picassaletail of First Steps
1943. 130.2 X97.1 cm, oil on anvas.
Yale University Art Gallery.
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Fig. 11 | Pablo Picassdsirst Steps (StudyP2 x
14 cm, graphite on paper. Private
collection.Image provided by Enrique
Mallen.

Fig. 12 | JeanCharlot,Bullet 1920 or 1921.
17.8 x 23.5 cmgouache, mounted on
gold paper, with plain paper as
backing. Universi
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Fig. 13 | Pablo Picassdable in a Café (Bottle
of Pernod) 1912.45.5 x 32.5 cm, oil
on CanvasHermitage Museum, St.
Petersburg.

Fig. 14 | Pablo Picassdottlesand Glasses
1917 12 64.4 x 49.5 cmoil on paper,
mounted on canvas. Guggenheim
Museum.
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Fig. 15

Olmec mask (Olmestyle mask). c.
1200- 400 B.C.E., 10.& 8.6x 3.2 cm,
jadeite. ound in offering 20buried c.
1470C.E. at the Aztec Templo Mayo
Museo del Templo Mayor, Mexico
City.

Fig. 16

Jean CharloftFirst Steps1946 24.8x
13.0cm, lithograph Yale University
Art Gallery.
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Fig. 17 | Teotihuacammask {eotihuacan
-style mask)3rd 1 7th century. 23.7%
24.8x 10.8cm, stonesculpture
Metropolitan Museum of Art.

Fig 18. | Detail from the elief sculpture along

the Ball Court Walls. 95 x 8 m, carved
stone.Chich@& Itza Photograph
provided by Rachel Tavel.
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Fig. 19 | Pablo Picassdyiotherhood and Man | |
Sitting at Table1898. 23.1 x 33.6 cm,
brush and bluek on paper. Private | |
collection.

!
|

Fig. 20 | Pablo Picassdviother and Child

1922. 81 x 100 cm, oil on canvas.
Baltimore Museum of Art.
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