
MARCELECONOMICS by TONY MARCUS 
 
“We are not going to ask how Michelangelo paid his rent.”  ………………..  Marcel Duchamp. 
 
A timeline that examines how Duchamp paid his rent with reference to the writings, interviews and letters of Marcel Duchamp and informed essays 
and texts by Calvin Tomkins, Francis Naumann, Pierre Cabaanne and related Duchampian sources. The timeline is organized in chronological order 
and cross-classified by color with different colours representing aspects of Duchamp’s economic life:  
 
Dark blue – Duchamp’s attempts (successful and unsuccessful) to get a job and non-art work, as in teaching etc.  
Red - Duchamps money-making schemes and projects (often very creative, if not highly speculative).  This excludes his various boxes and valises but 
includes his Monte Carlo bond because Duchamp insisted this project was ‘not art’ – therefore it can be classified as a financial scheme or project.  
Dark Green - Duchamp and art business/dealing. 
Purple  - details of sales and production of Duchamp artworks, editions and prints. 
Black  - unclassifiable; art and life.  
Gold  - Duchamp interviewed on art, economics, aesthetics.  
 

The economic life of Marcel Duchamp (How he paid his rent). 
 
 1904 Aged 18, leaves home; lives with brothers in Paris ('roomed' with Gaston Duchamp aka Jacques Villon). Supported by family. Duchamp: "He 
(my father) used to give all four of us (those not living at home) a small allowance, just enough for us to live on.” (Sweeney). Naumann suggests 
Duchamp rarely drew on this resource. 1 
 

1905/6 “He spent his time sketching street scenes around Paris, and drawing cartoons which, with Villon’s help, he published under his own name in 
Le Courier Francais, Le Rire and Le Sourire… “(he) was sometimes paid by the newspapers who used his work”. (Cabanne). 
 
1909 Sells small canvas – sketch of a nude - in Salon D’Automne to Isadora Duncan (Duchamp didn’t know who she was at the time, much later they 
become acquainted). Also sells landscape of Saint Cloud for 100 Francs. “I was enchanted. It was marvellous. With no ‘finangling’. I don’t even know 
who bought it.” (Cabanne/Duchamp). 
 

1909 Cartoons by Duchamp published in Le Courier Francais. 
 

1912 “With help from an uncle of Picabia's, he was taken on as a volunteer assistant at the Sainte-Genevieve library, with a daily salary of five 
francs....he took advantage of the facilities provided by his job to read the pre-Socratic philosophers and several technical works on optics.” 
(Cabanne). 
 
While Duchamp at library Kuhn, Pach and Davies2 visit his brother’s studio and select work for The Armory Show in New York; they borrow ‘Nude 
Descending A Staircase’ – the exhibition of this work in NY establishes connections with wealthy collectors the Arensbergs who become long-term 
friends and sponsors. 
 
1912 The Nude Descending, King and Queen Surrounded by Swift Nudes and Chess Players sold at Armory Show. Duchamp: "I was very happy to 
have the money. I cleared about six hundred dollars for the three." (Steegmuller). Duchamp: “I was very happy to sell the Nude for 240 dollars, 
because in those days 240 dollars was worth 1200 francs.” (Cabanne/Duchamp). 



 
1914 Produces ‘Box of 1914’; Collection of manuscript notes; sixteen notes and one drawing; four copies made of box (Source, Schwarz). No info on 
sales, prices.3 
 
‘Pharmacy’. Print, edition of 3. From an art supply shop Duchamp bought three copies of a colour lithograph of bare trees and a winding stream. 
Tompkins: “He added two dots of watercolour to each, red and green, like the coloured liquids in pharmacist’s store-window jars”. No info on sales, 
prices. 
 
1915 “I have absolutely decided to leave France. As I had told you last November, I would willingly live in New York. But only underlined on the 
condition that I could my living there. Do you think that I could easily find a job as a librarian or something analogous that would leave me great 
freedom to work (some information about me: I do not speak English. I graduated with my Baccalaureate in literature (don't you laugh!!), I worked 
for two years at the Bibliotheque Ste. Genevieve as an intern.” (Letter, MD to Walter Pach, April 2, 1915, Naumann/Pach). 
 
"Long before the war, I already had a distaste for the artistic life I was involved in. It's quite the opposite of what I'm looking for. And so I tried, 
through the Library, to escape from artists somewhat. Then, with the war, my incompatibility with this milieu grew. I wanted to get away at all 
costs. Where to? My only option was New York where I knew you and where I hope to be able to escape leading the artistic life...I have impressed 
upon you my preoccupation with earning money so as to have a secure existence over there. That's the way it has to be. I consider that my father 
has done enough for me already. And I'm not after leading the artist life in search of fame and fortune. I am very happy to hear that you sold these 
canvases for me and thank you very sincerely for your friendship. But I am afraid of getting to the stage of needing to sell canvases, in a word, of 
being a painter for a living. (Letter MD to Walter Pach, April 27th 1915). 
 
1915 Still looking for job. “....I will wire you from Bordeaux. I hope to find here the promise of a position. (This is problematic)....Thank Mrs Pach for 
me about the Brentano House (bookshop with possible job). But do not forget that I do not know a word of English, which, I believe, is the most 
troublesome part of the story...I am determined to take a job even if it prevents me from painting." (Letter, MD to Walter Pach, Paris May 21, 1915). 
 
Arrives in New York. He gave private lessons at two dollars an hour ($1.50 a person if there is more than one student, $2.00 for privates) to 
Americans he met through Pach, the Arensbergs, their friends. “Two or three lessons a day. Plenty to live on….I could almost live on what I made this 
way, because everything was so much cheaper then. You could live in New York on five dollars a day, and if you had ten dollars you were a king.” 
(interview quoted Tomkins). 
 
Meets John Quinn (lawyer, wealthy collector) in New York. Quinn, he writes “could turn out to be a very congenial ally for me.” (letter to Walter 
Pach, 28 July, 1915). Naumann (footnote in Selected Letters) adds: "During the time of Duchamp's first sojourn in New York, Quinn often asked him 
to translate letters that he received from artists in France. Quinn paid a modest fee for this service..."). Quinn collected Duchamp-Villon's work and 
bought several pieces by Duchamp - see additional entries. 
 

Sells small preliminary version of 'Nude Descending' a Staircase to Quinn for $120. Also ‘The Chess Game’ $500 and ‘Apropos of Little Sister’ $150. 
Naumann: “Over the years, he sold other examples of his earlier work to the Arensbergs, paintings that he had sent over from Paris, many of which 
can be seen hanging in their main studio of their apartment in a series of photographs taken by Charles Sheeler around 1920.” 
 
He works 4 hours in the afternoon as librarian to French Institute - a Museum and study centre attached to French Consulate in New York 
(Tomkins). Library may be J.Pierpoint Library, NY (Ephemerides). Details of library job: "...4 hours in the afternoon every day (from 2 o'clock to 6.) 



and $100 a month. My hope is surpassed: I assure you, instead this work will be an obstacle for my own work, I will have the entire freedom which I 
need" (Letter, MD to John Quinn, Nov 5th, 1915). 
 
1916 Duchamp took small studio joined to Arensberg duplex. “The Arensbergs agreed to pay the rent on this space - $58.33 monthly - in exchange for 
ownership of the 'Large Glass'. For almost two years, they paid this rent, which added up to nearly $1,400.” (Naumann). “I didn’t sell it (‘The Large 
Glass’) strictly speaking, because I never touched Arensberg’s money. He just paid my rent for two years.” (Cabanne/Duchamp). 
 
Knoedler Gallery in Manhattan offered him $10,000 a year if he would agree to turn over his entire production to them, but he refused. “Knoedler, 
after seeing the ‘Nude Descending a Staircase’ had offered me then thousand dollars a year…I said no, and I wasn’t rich, either. I could have very well 
accepted ten thousand dollars, but no. I sensed the danger right away.’ (Cabanne/Duchamp). 
 
Arensberg wants to sell works from his collection. Duchamp offers to help sell Picasso’s through Paris dealer Leonce Rosenberg. Nothing comes of 
this. Duchamp thinks about film. “In NY I plan to find a ‘job’ in movies – not as an actor, rather as an assistant cameraman.” (Letter cited Tomkins). 
 
1917 Works nine to five as personal secretary to a French army captain in the French Purchasing Commission in New York. “Duchamp earned 25 
dollars a week and worked there for six months.” (Schwarz). “It was horrible; the captain was an idiot. I worked there for six months, and then, one 
day, I just walked out because making thirty dollars a week wasn’t worth it.” (Duchamp/ Cabanne). Gives French lessons to wealthy American (and 
art collector) Katherine Dreier4 (Schwarz). 
 
“I bought some time ago a very small Odilon Redon (watercolour) about 30cm x 20xm which is one of his last formulas; not mystical, no flowers - 
but so to speak, only color - Without form or representation. I thought that the Bings (Alexander and Florence Bing, collectors of modern art) might 
be interested by such a work - If you think that is worth it, I am willing to send it to you - I would like $500 for me - which does not seem to be 
exaggerated...It is framed -..." (Letter MD to Pach, June 24, 1917, Naumann/Pach). 
 
1918/19 Commission (presumably paid – no data on sums available) to make work for Katherine Dreier – work to fill rectangular space above 
bookcase in her house. The dimensions of the space determine the size of the work – regarded as his last painting– ‘Tu m’. 
 
1919 NY. Teaching French. President of Katherine Dreier’s ‘Societe Anonyme’ first museum in the world devoted to Modern Art (Tomkins). No 
evidence he was salaried/unsalaried. 1921 resigns from position. 
 
1919 Buenos Aires. Attempts (without success) to organize cubist/contemporary art exhibition... ‘from a financial point of view, Buenos Aires is a city 
where anything that’s new to them is a financial success. And even in modern painting, there’s a market to be made. I'm not saying I've actually met 
anybody who's shown any interest in the matter, but I'm sure than exhibition would produce new enthusiasts." (Letter MD to Pach, June 6, 1919). 
 
1919 Tzanck Check, a drawing in ink and rubberstamp impression that simulates the appearance of an oversized check given as payment for 
treatment to Duchamp’s dentist Daniel Tzanck. Check issued by the ‘Teeth’s Loan and Trust company, Consolidated’. 
 
1920 "I'm going to launch on the market a new form of chess, of which the main features as follows: the queen is made of a castle and a bishop 
combined…They'll be colored, ie the white queen will be pale green, the black queen, dark green. The castles will be pale and dark blue. The bishops 
pale and dark yellow. Knights, pale and dark red Black king and White king….I am going to ask Marshall (US chess champion Frank Marshall, 
founder of Marshall Chess Club) to give me his name so I can call them Marshall's Chessmen. I will give him 10 per cent of the takings.”(Letter MD to 
Jean Crotti and Suzanne Duchamp, Oct 1920). 



1920 Naumann: “We know that he made some additional money by giving French lessons to people like the Stettheimer sisters, Florine, Ettie and 
Carrie (who didn't really need them).” 
 
1921 Sculpture ‘Why Not Sneeze Rose Selavy’ (commissioned by Dorothea Dreier (sister of Katherine). Duchamp receives $300 (item sold to 
Arensberg in 1924). 
 
When asked what it was like to live in New York during those years, Duchamp told Cabanne: “It was really la vie de boheme, in a 
sense, slightly gilded--luxurious if you like, but it was still bohemian life. Often there wasn't enough money, but that didn't matter. When one is 
young, one doesn't know how one lives. I didn't have a wife, a child, any "baggage," you see. People were always asking me how I lived, but one 
never knows, one gets along.... Certain people helped me. I never borrowed much money, except for some small amounts from time to time. One 
knew very well that there were people who made money and who understood that there were others, called artists or even craftsmen, who 
couldn't make a living. So they helped. Helping artists was a virtue for rich people. It was a monarchical concept--every period before democracy 
has done it--to protect painters, to protect the arts, etc. (Cabanne/Duchamp). 
 
1921 Doucet (couturier, art collector) commissions Duchamp to make a rotary machine. Cabanne: “It was Breton's idea that he should pay Duchamp 
to make it....Breton was also responsible for persuading Doucet to buy Duchamp’s ‘Glider’ of 1913-1915 (Cabanne). 
 
1922 Confides in Roche5. “When I get a little money, I will do different things.” (Letter MD to Henri Pierre Roche, 15 Feb 1922). 
 
1922 “..fed up with the idea of being a painter or a filmmaker”. (Letter MD to Roche. Feb 15, 1922). 
 
1922 Forms a business partnership with ‘Hart’ and establishes a dye shop. Business lasts six months before failing (Tomkins). “I am a businessmen – 
Hart and I bought a shop – He dyes and I keep books – If we are successful, we don’t know what we will do…I’m giving my French lessons and 
making just enough to get by. I had my glass brought back and am working on it a little. What a drag!...No Movies – no money.” (Letter from MD to 
Man Ray, summer 1922). “The dye-ing’s going well, but not well enough for me to buy cigars etc (Letter Rrose Selavy to Man Ray, Oct 1922). 
 
1922 Dada Bracelets. Discusses plans with Tristan Tzara to market Dada bracelets via mail-order business. “There's a possibility of a big project 
which might well make some money. This would be to have the 4 letters DADA punched or fashioned in metal separately and then linked together by 
a little chain. Then make a leaflet, just a short one (about 3 pages in each language). In this leaflet we would spell out the virtues of Dada, basically to 
get people from the provinces from all different countries to buy the insignia for a dollar or equivalent in other currencies....the insignia would 
protect them against certain illnesses, against many of life's problems...The trick to make it a financial success lies in writing a mouth-watering 
leaflet….There would be silver, gold and platinum models which would naturally cost more than 1 dollar....Of course I expect it would cause a good 
deal of controversy among Real Dadas, but all this can only do good to the coffers.” (Letter, MD to Tristan Tzara, Oct 1922). 
 
1923 “I find the Picasso amazing. Will try to get it ‘exclusivized by another dealer who has a better market than de Zayas for this kind of things.” 
(Letter MD to Carrie, Ettie and Florine Stettheimer. 15 March 1923).  “I am in search of a possible job.” (Letter, MD to Ettie and Carrie Stettheimer. 
26 July 1923). “I’m coming back to live I Paris which I’m seriously fed up about and am looking for a job there.” (Letter MD to Pierre de Massot 26 
July 1923). 
 



1923 Sells ‘Glider Containing a Water Mill in Neighbouring Metals’ to Jacques Doucet. “Doucet bought a glass which was at my brother's and is 
paying me 8,000 (presumably Francs) for it, which I am delighted about as this will allow me to pay off a few debts and live more or less decently 
until 1st January...Apart from that, I'm looking for some regular graft (1,000 a month). (Letter MD to Pierre de Massot, 1924). 
 
1924 Paris. Lives at Hotel Istria, cheap bohemian haven. “Duchamp spent a great deal of time alone in his room, working on chess problems.” 
(Tomkins). Routine: eats moist scrambled eggs late at Café Dome. Returns to his to work on chess problems till 4am. Also teaches. “I’m giving a few 
French lessons to Americans here. What else is there to do?” (letter MD to Ettie Stettheimer, Jan 1924). Re arrangement with Doucet. “It was hard 
for me to tell you what I needed about 6,000 francs as I think of this as an exchange and not a payment. I would like to be able to give you the 
hemisphere (‘Glider’) as a present.” (letter MD to Doucet, Feb 1924). 
 
1925 Duchamp buys his own ‘The Chess Game’ from the Quinn estate and sells it for modest profit to Brussels collector Dr Harold M. Tovell. 
(Naumann). “I bought back one of my paintings which was also in the Quinn sale, directly from Bummer. Then I sold it, a year or two later, to a 
fellow from Canada. This was amusing. It didn’t require much work from me.” (Duchamp/Cabanne). 
 
1924/5 The Monte Carlo Bond, 30 copies; an investment opportunity to raise money for a gambling scheme. Rrose Selavy announced as President of 
Board of Directors (Duchamp as ‘Administrator’ – the Bonds are to exploit the ‘Roulette at Monte Carlo and also “Trente et Quarante” and other 
mines on the Cote d'Azur…” (quoted Ephemerides). 
 
Duchamp issued 30 bonds with face value of 500 Francs, on which investors were guaranteed a minimum 20 percent profit. Duchamp sold 10 of the 
bonds (the rest have been lost). Two types of bonds available: one numbered and signed by Rrose Selavy, others un-stamped. The bonds that were 
‘works of art’ paid no dividend (Duchamp saying the ‘art’ had no value). 
 
“Thank you for joining in my scheme. I sent you a bond, registered delivery yesterday, which is the only one of value among the ones you have seen 
because it’s stamped. If you another one….keep it as a work of art but the 20% will be paid to you on the one I’m sending you with this letter.” (Letter 
MD to Ettie Stettheimer, 27 March 1924). 
 
Naumann: "We know that Duchamp managed to sell at least 10 of the bonds, meaning that he raised 5,000 francs to gamble away in Monte 
Carlo….It took Duchamp a few months to lose nearly all the money, and, so far as is known, he returned only 50 francs to one of his investors. 
 
1924 Letter to Doucet, re Bonds: “I really need my last 2,000. The best result to come out it all is this = I am not a gambler my any means. I can 
spend entire afternoons in the gaming rooms without feeling the slightest bit tempted. Whatever I lost, I lost perfectly willingly and I haven't yet 
been smitten by gaming room "fever"….I've tried umpteen systems and lost like a complete beginner. I've since got some experience and am 
achieving better results. I play blind and hold my own perfectly well You can of course guess what all this is leading up to - I really need my last 
2,000...(letter MD to Doucet, March 1924, Nice). The gambling scheme was unsuccessful. “I never won anything,” said Duchamp (quoted Sweeney, 
cited Schwarz). 
 
1925 Duchamp sends Jacques Doucet 50 Francs, six months interest on the Monte Carlo Bond. 
 
1925 In January 1925 Duchamp's mother died, followed five days later by his father. Receives inheritance shortly afterwards – a ‘substantial sum’ 
(Naumann). 



 
1926 Duchamp buys (Tomkins) a group of 80 paintings, drawings and watercolors from Francis Picabia – entire collection presented at auction a few 
months later at 10 per cent above what Duchamp first paid. Writing to Doucet, Duchamp says: On your advice, I had asked Roche to put up the main 
Espagnoles (Picabia paintings) at 3,000 and I've got 5 left at 2,000 average....As I intend to resell them, naturally, I thought I would ask you first of 
all whether the friends you mentioned were at the sale, in which case there would be no point in pressing the issue. But if, on the other hand, you can 
think of some way of alerting them to the possible sale of the 5 best Espagnoles...or part thereof, I would be delighted to get rid of them. (Letter MD 
to Doucet, 9 March 1925). 
 
The Picabia auction attended by Desnos, Tzara, Doucet, Roche, Breton – Duchamp buys Picabia’s ‘Plaisir’ for 350 Francs, Roche buys six 
watercolors, Breton buys several Picabias. 
 
Duchamp later said the auction was: “A fictitious auction, however, since the proceeds were for him (Picabia). But obviously he didn’t want to be 
mixed up in it, because he couldn’t sell his paintings at the Salle Drouot under the title "Sale of Picabias by Picabia!" It was simply to avoid the bad 
effect that would have had. It was an amusing experience. It was all very important for him, because, until then, no one had had the idea of showing 
Picabias to the public, let alone selling them, giving them a commercial value...“ (Duchamp/Cabanne). 
 
1926 Quinn (wealthy American lawyer, art collector) dies. His colossal contemporary art collection up for sale – includes vast number of Brancusi’s. 
“Quinn’s friends Jeanne Foster, Walter Pach and Henri-Pierre Roche warned that immediate dispersal of the collection would cause massive 
deprecation of the contemporary art market.” (Temkin). “The market for modern art was not strong enough to absorb such a large number of 
important works all at once….Duchamp and Roche were meeting with Brancusi, who had no regular dealer and who was afraid that the dumping of 
so many of his own works on the market would result in a 'massacre'.” (Tomkins). 
 
1926  Duchamp and Roche visit Brancusi in Paris to “discuss the idea of purchasing Quinn’s entire collection of the sculptor’s work.” (Roche diary, 
entry June 11, 1926. Roche papers, HRHC). 
 
1926 Duchamp and Quinn buy 29 Brancusi’s from estate of John Quinn for $8500 (less than half of what Quinn paid for the works). Duchamp pays 
$4500. Duchamp “devoted all his resources to this purchase” (recollection by Duchamp’s first wife Lydie Sarazin-Levassor, unpublished manuscript, 
1976). Tomkins: They bought 29 of Quinn’s Brancusis for $8500 –Duchamp estimated the Brancusis value at $21,700. Duchamp’s share took up all 
his remaining inheritance. “Over the next fifteen years, whenever Duchamp needed money he would sell one –often to Roche…” 
 
Nov 1926, exhibition of Brancusi at Brummer Gallery NY (Joseph Brummer also handled sale of Brancusi estate). Temkin: "Duchamp and Roche 
may have tied the decision to buy the Brancusi sculptures to the possibility of such a presentation…” 
 
1928 “Yes I think it was wonderful of you to have kept 3 of the paintings. Picabia is one of those today who are not ‘a sure investment’ – The feeling 
about the “market” here is so disgusting that you ever hear anymore of a thought for itself – Painters and Painting go up and down like Wall 
Street stock – it was not exactly like that 20 years ago, and much more amusing.” (Letter MD to Alfred Stieglitz, 2 July 1928). 
 
1927 Duchamp buys two Picasso drawings at John Quinn sale, NY (one ‘attributed to Picasso for which he paid $45). Duchamp later sells them in 
auction at Paris. The drawings sold for $320 and $340. (Naumann and ‘Ephemerides’) . 
 



1928 Plans for Brancusi show in NY at Brummer Gallery. “It is "verbally" understood that Brummer would pay me expenses (ocean trip and stay in 
NY for 2 months about)_But please don't see him about this because I want him to realise by himself whether he wants me or not - I don't care 
personally one way or the other…Seeing N.Y is always a pleasure but too expensive even if you are paid to come over.” (Letter MD to Dreier, Nov 5 
1928). 
 
Sells Brancusis (no data on how many or for how much) to Katherine Dreier. Naumann: “Throughout the 1920s, Duchamp spent a great deal of time 
advising and assisting Katherine Dreier on various art purchases. Although he accepted the comparatively small amounts of money that she sent to 
him from time to time--most of which were checks intended to reimburse various expenses he incurred on her behalf--he does not seem to have 
fostered his relationship with her for purely financial reasons.” 
 
Dreier takes Duchamp on five-week holiday. Tomkins: “When they were together it was understood that Miss Dreier would pick up the check. In the 
early Spring of 1929 she got him to accompany her and her Scottish companion, a Mrs Thayer, on a five-week motor-trip through Spain…A few 
weeks later, wearing a new suit that Miss Dreier had bought for him, he met her again in Germany, they went to Hanover to visit Kurt Schwitters and 
then to Dessau…” 
 
1929 turns down Dreier’s offer to become salaried manager of revived Societe Anonyme. Duchamp: “It can be no more question of 
my life as an artist’s life. I gave that up ten years ago; this period is long enough to prove that my intention to remain outside of any art 
manifestation is permanent.” (Letter MD to Dreier, Sep 11 1929). 
 
1930 Duchamp and Roche sell Brancusis ‘Newborn (no. 35)’ to Arensberg. Louise Arensberg wrote: “They want $1000 for it, as the NY price was 
$500 I feel that they are simply trying to play us for suckers.” (letter Arensberg to Beatrice Wood, July 15, 1930. Beatrice Wood Papers, cited 
Temkin). The Arensbergs were able to reacquire the Brancusi sculpture for $500 - during the 1930s Duchamp sold the Arensbergs eight sculptures 
by Brancusi that came from "my private collection." (untitled document, signed by Duchamp and dated Sept. 8, 1951; Arensberg Papers, Philadelphia 
Museum of Art, gift of the Francis Bacon Foundation, cited Naumann).1930 “Duchamp's correspondence with Roche indicates that during the 1930s, 
Duchamp used his supply of Brancusi sculptures as a resource on which to draw when in need of funds.” (Temkin). 
 
Brancusi sale to Dreier (assumed from letter). “But could you think about starting a monthly deposit to my bank, Fifth Ave. 530, for the Brancusi and 
the etchings – if the market permit it…” (Letter MD to Katherine Dreier, 18 Dec 1930). 
 
1932 (Schwarz puts the date a little later, Tomkins earlier) Duchamp wrote a weekly chess column (unsigned) for Paris newspaper Ce Soir (no data 
on fees, salary). Also publishes book on chess ‘Opposition and Sister Squares are Reconciled’ – collaboration with German chess expert Vitaly 
Halbersadt. 
 
1932 Duchamp works as Arensberg’s purchasing agent in Europe; he takes a small commission. “Duchamp, moreover, continued to earn his living by 
selling works of art to a few select customers, including his old friend Walter Arensberg.” (Tompkins). From Temkin: "With Duchamp unofficially 
appointed as their agent in Paris, the Arensbergs' collection grew prodigiously during the 1930s. In addition to the sculptures of Brancusi, he 
faithfully sent their way outstanding works by Miro, Dali, Mondrian, and their contemporaries. 
 
“The couple (Arensbergs) would also send the artist money for expenses not directly related to these art purchases. In effect, therefore, Ducahmp 
became an employee of the Arensbergs. And the Arensbergs, in turn, became Duchamp's foremost American champions and collectors.” (The Art 



Institute of Chicago and the Arensberg Collection, by Naomi Sawelson-Gorse, Art Institute of Chicago Museum Studies, 1993, The Art Institute of 
Chicago). 
 
1933 Arrives NY for Brancusi exhibition – Duchamp brings 24 tons of Brancusi’s to NY, more than 50 pieces. “So here I am: arrived and 
accommodated beautifully a the hotel of Brummer’s choosing (Hotel Blackstone, NY). The understanding is that he’s paying all my expenses (Letter 
MD to Brancusi, 2 Nov 1933). “I'm at this hotel, delighted. Brummer gives me $150 a month and pays for my hotel room; $70 a month on top.” Re 
Brancusi exhibition.” (Letter MD to Brancusi, 18 Nov 1933). 
 
1934 Duchamp publishes 'Green Box'; contains 77 notes and sketches. Reproductions of 17 works including 1911 Coffee Mill and Large Glass. Also 
Man Ray/Duchamp photograph ‘Dust Breeding’. Tomkins: “Duchamp planned to bring out his Green Box in an edition of three hundred, plus deluxe 
copies, each of which would contain one of the original notes…” 
 
1934 MD asks Louise and Walter to support ‘Green Box’. “As publishing a phototype edition is very costly, I thought of asking ten real friends if they 
would be prepared to put up $50 for a copy of a deluxe edition. Naturally this deluxe edition would be as attractive as possible with, hopefully, a color 
photo, special paper, deluxe box etc. and a limited run of 20 copies (including these ten not for commercial sale). So I'm starting with you, my dear 
Walter, to see if you would like to help me, for $50, to bring out this edition." (Letter MD to Louise and Walter Arensberg, 20 Feb 1934). 
 
1934 Sells Brancusi back to Roche to raise money for Green Box. “I'm going to need the other 5 thousand francs as it all has to be paid for in the next 
2 months and I'm worried I'll be short - you know what inheritances are like... So could you make up the 10,000 with a check in the name of Rrose 
Selavy? I'll send you a receipt straightaway but let me know whether you think Prometheus could serve as a guarantee for the 5,000 or do you want 
another sculpture... “ (Letter MD to Roche, 18 May 1934). 
 
1934 Fund-raising for Green Box. “My edition is being paid for by the 'deluxe' boxes I sell. I'd like to ask you, therefore, if you could find, without too 
much trouble, one or 2 clients for the deluxe editions. The price, at 750 francs, is obviously high, but it's a series of only 20 editions…If it's not too 
much work, perhaps you could give me a few likely addresses in Chicago where I could send the subscription forms.” (Letter MD to Alice Roullier, 16 
Oct 1934). 
 
“Recently Horter sold me his sketch of the Nude descending...which I resold immediately to Arensberg…Do not forget that the American "clientele" 
of the last ten years has been completely molded by the dealers of the rue de la Boetie. There is no longer a personal search for discovery in the 
collector. He has been, despite himself, or even quite consciously, a speculator such as the buyers of Rembrandt or Raphael and at this time when 
gold cannot keep a constant value the oil of paintings maintains its own. One could be wrong but in only fifty years we will find out (Letter MD to 
Walter Pach, Oct 17, 1934, Naumann/Pach). 
 
“Out of 20 deluxe boxes, I've sold 10. Not bad, is it. The ordinary ones go faster and are selling quite well.” (Letter MD to Alice Roullier, 22 Dec 1934). 
Writes to Dreier (re Green Box): “I have almost my publishing money back." By the end of 1934 Duchamp sold 10 deluxe and 35 ordinary boxes 
(Tomkins). 1934. 
 
1935 “My dear Breton, Arp was telling me yesterday that there's a big surrealist show in Copenhagen at the moment. I thought I could perhaps send a 
"box" to this show. If have no objection could you send me the address of the Danish organizer over there?" (Letter MD to Breton, 3 Feb 1935). 
 



1935 Rotorelief. “I am going to make a playtoy with the discs and spirals I used for my film I hope to sell each box for 15 francs and (to sell) many_ 
(Each disc is to be seen turning on a Victrola). This second project is less expensive than the other (deluxe box/album of all the things I have 
produced) and I am working very seriously at it. Please don't speak of this as simple ideas are easily stolen.” (Letter MD to Katherine Dreier, 5 March 
1935). 
 
Rotorelief. “In a week or 2, I will send you a sample of the toy._If you show it, don't let anyone take it away from you, as I want to first copyright it in 
America.” (Letter 20 May 1935, MD to Katherine Dreier, May 1935). 
 
Rotorelief. “_Play-toy_ I cabled you because I wanted you to know right away that they are protected by copyright in the USA (got the slip recently). 
As to the price, I can't sell them anymore than $1.25...the whole set. In the few places I have sent them in America (I have no special agent) that is the 
price they should be sold. But at Macy's they would sell them at $3.00 if they took them _ meaning that they have bought one set on approval and I 
have not heard anything since (6 weeks ago). So you have all liberty to sell them from $1.25 to $3.00_ If people find it too cheap, too bad, but the 
cost of making them does not allow me to more profit.” (Letter MD to Dreier, 7 Dec 1935). 
 
1935 Shows Rotoreliefs at Concours Lepre (inventor’s trade show, Paris). Roche: “…he decided to try what he called ‘a direct contact’ with the 
people…He rented a tiny stand among the inventions at the Concours Lepine, near the Porte de Versailles, and waited for the crowds to arrive. I had 
to go and see that. All the discs were turning around him at the same time, some horizontally, others vertically, a regular carnival...But I must say 
that his little stand went strikingly unnoticed. None of the visitors, hot on the trail of the useful, could be diverted long enough to stop there. A glance 
was sufficient to see that between the garbage compressing machine and the incinerators on the left, and the instant vegetable chopper on the right, 
this gadget of his simply wasn’t useful. When I went up to him, Duchamp smiled and said “Error, one hundred per cent. At least, it's clear." Roche, 
Henri-Pierre, cited Schwarz from 'Souvenirs sur Marcel Duchamp' LA Nouvelle N.R.F. (Paris), I, No. 6 (June 1953). 1133-1138.) 
 
“I rented a stand, even hired a secretary, since I didn’t want to stay there all day…At the end of a month – because I lasted a month – I had sold one 
example…for 30 Francs.” (Duchamp/Cabanne). 
 
Duchamp sells two sets to friends and one to a stranger. He writes to Roche re costs of Rotoreliefs; “I will return the paper taken conditionally (1350 
Francs) and will try to recover the rest of our capital by selling in ‘artistic circles’ (Ephemerides). 
 
For 1934 (Green) box Duchamp reproduced ‘9 Malic Moulds’ using pochoir printing – an antiquated technique in which color was applied by hand, 
through stencils. Tompkins: “The result must have pleased him because he now decided to recreate, in miniature, virtually everything he had done 
that he considered worth preserving. 'Sales of The Green Box had already paid back the initial investment, and there was reason to think that the 
'album' (Duchamp’s first description of the project) might do even better.” 
 
1936 Working with printers on reproductions – producing ‘The Large Glass’ and ‘Glider’ on celluloid. “This process required Duchamps’ direct 
involvement much of the time…in some cases a plate might require thirty or more colors. It took a month to make a first proof, then eight weeks to 
print the full edition of 400 copies.” (Tomkins). He sold Roche his share of Brancusi’s ‘Two Penguins’ and used the money to pay the printer’s bills 
(Tomkins). Duchamp:  “This commercial aspect of my life made me a living. When I needed money I'd go to Roche and say, "I have a small Brancusi 
for sale; how much will you give me?" Because at the moment the price was very low. That lasted for fifteen or twenty years.” 
 
1936 Works with Breton on Surrealist Exhibition. No mention of fee. 
 



1936 Acknowledges cheque from Mrs Norton re sale of six sets of Rotoreliefs. 
 
I937 issues a series of unnumbered, pochoir reproductions of two earlier paintings: ‘Nude Descending a Staircase’ and ‘The Bride’ (Naumann). 
 
1937 “You will see that on account of the new price of the port-folios, I will be lacking 1221 francs in the end. Could you send it to me before the 1st of 
August_” (letter MD to Dreier June 25, 1937) 
 
1937 Pach sells ‘Sad Young Man in the Train’ (acquired from American artist Maniere Dawson who bought painting at Armory Show). Duchamp 
writes to Pach: “Regarding "The Sad Young Man in the Train" - I was of course upset about the price that you had decided and I did not want to 
discuss it, having left to you the right to establish value. In your letter you keep 20% for me, out of $3500, that is $700 and I am very moved by your 
intention. Could you cancel this 20% and reduce the amount of your share to a sum between $2000 and $2500? I would be entirely satisfied with 
$100, added to this amount. Most of all, I wish that you will not see in my delayed answer an unpleasant bargaining - I told you why I would like this 
painting (if it leaves you) to go and join its brothers and sisters in California. I am convinced that my production because it is on a small scale has no 
right to be speculated upon, that is, to travel from one collection to another and get dispersed and I am certain that Arensberg, much like myself, 
intends to keep it as a coherent whole.” (Letter Duchamp to PACH, 28 Sep 1937, Naumann/Pach). 
 
Pach ignored Duchamp and sold the painting to Peggy Guggenheim for $4,000. (According to audited financial report of The Art of the Century 
Gallery drawn by Bernard J.Reis. Duchamp’s ‘Sad Young Man in A Train’ sold to Guggenheim for $4,000.00. Also a ‘Valise’ for $40000 - possibly a 
mis-spelling in the papers as this seems expensive for a Valise, unless the 4,000 refers to Francs. (Source: Bernard and Rebecca Reis papers at Getty 
Research Institute). 
 
30 sets of Rotoreliefs sold in Oct and Nov ’34 (Ephemerides). 
 
1938 Duchamp selects and installs a show of recent paintings and drawings by Jean Cocteau for Peggy Guggenheim's Jaune Gallery, Cork St, 
London. No evidence he was paid for the work. But no evidence he wasn’t. 
 
1938 Duchamp resolves on Boite-en-Valise as 'miniature portable museum of his work'. Tomkins: "The urge to preserve (through reproduction) his 
past work may have acquired by this time a new incentive: the increasingly ominous threat of a European war.” Box includes ‘The Large Glass’ (print 
on celluloid), miniature 3-D replicas of ‘Paris Air’, ‘Traveler's Folding Item’ and ‘Fountain’. 
 
1938 “...I saw Barr and he gave me John Abbott's address (film director) so I wrote to him about the $25 which I never received for my film (Anemic 
Cinema)...” (Letter MD to Man Ray, 25 August 1938). Duchamp arranges to have print of ‘Anemic Cinema’ sent to Alfred Barr at Museum of Modern 
Art – it seems that museum would pay Duchamp $25 when film received (Ephemerides). 
 
1938 Writes to Naum Gabo. “I have sent a (Green) box to your address today…If you insist on sending me something….send me 100 Francs, which or 
less represents the discounted price to bookshops.” (Ephemerides). 
 
“No one knows how I lived, I could tell you that I sold Brancusis, and it would probably be true. In 1939, I had quite a few in my attic. I looked up 
Roche, offered him, one, and he gave me quite a bit of money for it. And then it didn't cost much to live, you know. I didn't really have my own 



house... In new York, it cost me forty dollars a month. That was minimum. Living is more a question of what one spends that what one makes. You 
have to know how much you can live on. “ (Duchamp/Cabanne) 
 
1940 Sales to Arensberg. “There are a few small things you could have, including an original check (design and text done by hand) that I made in 
1919 to pay my dentist. He would be delighted to let you take it off his hands for $50…there is also the original of the Mustachioed Mona Lisa (1919). 
Do you think $100 would be too much for the Mona Lisa in question? (Letter MD to Louise and Walter Arensberg, 16 July 1940). 
 
“There are people who are born unlucky, and who simply never "make it." They're not talked about. This was a little the case with me. And then 
there are the dealers. They stand up for their stuff. But I had nothing to sell. They weren’t going to get much of a kick out of beating my drum - I 
never helped those poor dealers make any money! I generally sold direct to Arensberg, when I sold.” (Duchamp/Cabanne). 
 
1941 Germans advance (WWII). Duchamp in Arachon, France working on reproductions for 'Boite-en-Valise'. 
 
1941 Evidence Duchamp was running out of money (Tomkins). Working on ‘Boite’; he plans Deluxe edition bound in leather (20 boxes) and further 
edition of 300 boxes - these appear in batches, over the next 30 years. First edition includes 20 copies (‘co-authored’ by Marcel Duchamp and Rrose 
Selavy), each inscribed to the owner, whose name was engraved in gold capitals on the side edge of the leather valise. 
 
1941 Duchamp impersonates cheese dealer (he has a friend who is a cheese dealer, who ‘lends’ Duchamp his identity) to get round Nazi travel 
restrictions and travel freely across France to give prints and Boite materials to Peggy Guggenheim who shipped them to NY. 
 
1942 Duchamp leaves Marseilles for New York. Tompkins: “Duchamp was perfectly happy to stay in New York. He thought he could support himself 
for a year or more by selling his deluxe Boites-en-Valise. He becomes friendly with Joseph Cornell and acquires at least two Cornell boxes. 
Tompkins: “He (Cornell) assembled and fitted out several of the early Duchamp Boites, but there are no records to show how many, or which ones or 
how much Duchamp paid him for his labours”. 
 
Hired by Breton to install the ‘first appearance of Surrealism’ show (no indication/mention of fee). 
 
“...I'm staying in N.Y. to get started on manufacturing these 50 boxes. In fact, 20 will be deluxe containing ad original and the other 30 with no 
original. You see, like the rest, here I am asking you a favor. Do you think you could find one or 2 (or more) buyers for this box among your friends. 
I’ve asked the same thing of Walter. The price is approximately 4200 for the boxes with original and 100 for the others. One the one hand, if I can sell 
them easily (which could happen), I would like to choose between my buyers and not promise boxes to just anybody.” (Letter MD to Man Ray, early 
fall 1942). 
 
1942 Boites/Boxes. “I've made a few suitcases...They are boxed monographs representing the 69 things I have made in my life (that about does it). I 
have sold enough of them to make a living so far.” (Letter MD to Pach, 3 January 1942, Naumann/Pach). 
 
1942 Stays rent free at Hale House owned by Peggy Guggenheim, assembling Boites/Boxes/Valises (‘Confessions of An Art Addict’ by Peggy 
Guggenheim, Deutsch). 
 
1942 “I am dumbfounded at my position as a kind of ‘vedette’ (‘vedette’ refers to his high social status) in this town and not be able to at least make 
an ordinary living out of it.” (Letter MD to Dreier, Nov 4, 1942) 



1942 “I brought with me a few of the new boxes I've been working on since 1936 which contain reproductions of everything I've ever done in my life. 
It's difficult for me to sing my own praises but I would like to sell one or two of them in Chicago if you were to find the two buyers. It’s a lot of 
money…and there's a limited series of twenty boxes. (Letter MD to Alice Roullier, 26 Oct 1942) 
1942 “Thank you for having organized the presentation of the "box" so well...Thanks also for the check and I'm rushing to finish the box-valise for 
Mrs Paepcke...The series of these boxes is limited to 20 and I've sold 7 (as many in France as here). So there are 13 left and, as you can imagine, 
they're not exactly selling like hot cakes at the moment.” (Letter MD to Alice Roullier. 4 Dec 1942). 
 
1943 Turns down invitation to join Pach in Mexico and hang out with Frieda Kahlo, Riviera etc. “Despite the temptation, I decided not to move. The 
main reason is that I could only obtain a visa of re-entry in the USA with great difficulties… The more so because I did not gather even the minimum 
to pay living expenses for three months there. " (Letter MD to Walter Pach, Jan 3, 1943). 
 
1943 Duchamp giving French lessons in NY. Also helps select artists for Peggy Guggenheim’s 1943 Spring salon (no mention/info on fee). 
 
“I've made and sold a few boxes, 4 or 5, but I have a feeling that won't be enough to live on. What's true of the boxes would also be true of painting if I 
did any - nobody buys and everybody would have me believe I could live off my painting. What a racket! I'm managing to live relatively cheaply and 
that's my main priority.” (Letter MD to Man Ray, 19 April 1943). 
 
1943/44 Tompkins: “From time to time he would sell one of his Boxes – the going price was $100. That and the miniscule income from the private 
French lessons he still gave took care of his material needs.” 
 
1943 US Vogue ask Duchamp for portrait of George Washington for magazine cover – Duchamp produces violent looking image from iodine stained 
absorbent pads covered in gauze and stuck through with nails– image isn’t used but magazine pays Duchamp $40. Breton buys the work, titled 
‘Genre Allegory’ for $300. 
 
On receiving cheques for Valise. “I haven’t done such excellent business for years, used as I am to spending without earning…” (Duchamp to Kay 
Boyle, Ephemerides). 
 
1944 Pocket Chess. “Did you get the pocket chess set? I'm making (myself) 50 or so of them and then the American market will be exhausted. Too 
much labor involved to want to launch a grand-scale production and chess players don't want to pay huge prices for a pocket chess-set.” (Letter MD 
to Man Ray, 23 July 1944). Duchamp shows Beatrice Wood the chess set – she recommends he should market the set. “What would I do with the 
money?” says Duchamp. “I have enough for my needs….if I had more money I would have to spend time taking care of it and that is not the way I 
want to live (Ephemerides). 
 
1944. Boxes. “I've also mounted my boxes and sold about a dozen.” (Letter MD to Jacques and Gabrielle Villon 15 Dec 1944). 
 
1945 Museum of Modern Art awards Duchamp a one-year fellowship. No info on remuneration. 
 
1945 Duchamp speaks with writer Denis de Rougemont. From de Rougemont’s diary (quoted Ephemerides).  
De Rougement asks Duchamp about giving up painting:“I didn’t give up by attitude. I didn’t’ decide anything at all! I am simply waiting 
for ideas….I had thirty-three ideas, I painted thirty-three paintings. I don’t want to copy myself like all the others. You know, to be a painter is to 
copy and multiply the few ideas one has had now and then. It’s to exhibit life by one’s hand…Since the creation of a market for paintings, 



everything has changed racially in the field of art. Look at how they produce. Do you think they like that… enjoy painting fifty times, a hundred 
times the same thing? Not at all, they are not even producing paintings but cheques.” 
 
De Rougement asks if the dentist, Tzanck, accepted ‘Cheque Tzanck’. “Why ever not, it’s not a fake cheque because it’s completely made 
by me! And signed! Nothing could be more genuine. And at least it couldn't be considered artistic...The only annoying thing is that I had to buy 
back this cheque from my dentist to include it in my Valise!" 
 
1946 Duchamp inscribes a leather covered Boite to Maria Martins, wife of Brazilian ambassador to UN (according to Tomkins she is the great love in 
Duchamp’s life). One unique work in her Boite – ‘Paysage Fautif’ - amoeba type shape on celluloid backed with black satin; chemical analysis in 1989 
revealed the ‘drawing medium was ejaculated seminal fluid’. Re Martins. Tomkins: “Soon after they met, he embarked on a major new work (Étant 
donnés: 1. La chute d’eau, 2. Le gaz d’éclairage) – the first since ‘The Large Glass’ – that would occupy him, intermittently and in absolute secrecy, 
for the next twenty years.” 
 

1946 Duchamp returns to Paris to help purchase works of art by Picabia etc that James Johnson Sweeney wanted to add to Museum of Modern Art’s 
permanent collection. No info on expenses/remuneration. 
 
1949 “By summer of 1949 he was working up to 8 hours a day on the project” (Étant donnés: 1. La chute d’eau, 2. Le gaz d’éclairage). (Tompkins). 
 

1949 Duchamp sells three early pictures – painted when he was a teenager - Duchamp selling $500 for paintings on canvas, $450 on cardboard. 
Roche acting as agent, taking 40% commission (Ephemerides). 
 
1949 “...I feel less and less like playing to the gallery and of this Parisian (and New York) stock-exchange to painting-game. All this phoney-ness 
about taste could almost make me forget that something other than just a profession where one makes money_ more or less_ actually exists.” 
(Letter MD to Roche, NY 9 May, 1949). 
 
Tells Roche that he has sold the 20 ‘De Luxe’ copies of the Valise (Ephemerides). 
 
1950 Arensberg buys two of Marcel’s early paintings; ‘Eglise de Blainville’ and ‘Portrait de Marcel LeFrancois’ for $500 (Ephemerides). 
 
1951 Duchamp letter to Arensbergs details paintings he bought for Walter; works by Ernst, Magritte, Brancusi, Chirico, Kupka, Jacques Villon. Also 
Duchamp painting ‘The Artists’ Father’ sold to Arensberg for ($500) and Duchamp’s ‘The Bride’ bought from Julian Levy in 1940 for $3500. (Letter 
MD to Louise And Walter Arensberg, Aug 15th 1951). 
 
1952 Regarding possible sale of Roche’s ‘glass’ (‘Nine Malic Moulds’) to Art Institute of Chicago. “…20000 (dollars) could quite well be the price. 
Chicago would pay, but then again I think a go-between (dealer) would be needed to get that price. The Americans like to have somebody in charge 
between the artists and themselves. I am not of a mind to deal with (name crossed out) who would swindle you good and proper (please tear up this 
letter) whereas I completely trust Rose Fried. If we aim for 20,000, I think Rose Fried would settle for 2,500 and, if you insist that I have something, 
I would propose 5,000 for me and the rest for you.” (Letter MD to HP Roche, 26 April 1952). 
 
”… I have no faith – religious kind – in artistic activity as a social value. Artists throughout the ages are like Monte Carlo gamblers and 
the blind lottery pulls some of them through and ruins others. To my mind, neither the winners nor the losers are worth bothering about. 



It’s a good business deal for the winner and a bad one for the loser. I do no believe in painting per so. A painting is made not by the artists 
but by those who look at it and grant it their favors. In other words, no painter knows himself or what he is doing. There is no outwards 
sign explaining why a Fra Angelica or a Leonardo are equally ‘recognized’. It all takes place at the level of our old friend luck.  Artists who, 
in their own lifetime, have managed to get people to value their junk are excellent travelling salesmen, but there is no guarantee as to the 
immortality of their work. And even posterity is just a slut that conjures some away and brings others back to life (El Greco), retaining the 
right to change her mind every 50 years or so.  
 
This long preamble is just to tell you not to judge your own work as you are the last person to see it (with true eyes). What you see neither 
redeems nor condemns it. All words used to explain or praise it are false translations of what is going on beyond sensations. You are, as 
we all are, obsessed by the accumulation of principles or anti-principles which generally cloud your mind with their terminology and, 
without knowing it, you are a prisoner of what you think is a liberated education. In your particular case, you are certainly the victim of 
the “Ecole de Paris,” a joke that’s lasted for 60 years (the students awarding themselves prizes, in cash) In my view, the only salvation is a 
kind of esotericism yet, for 60 years, we have been watching a public exhibition of our balls and multiple erections. Your Lyons grocer 
speaks in enlightened terms and buys modern painting. The American museums want at all costs to teach modern art to young students 
who believe in the chemical formula. All this only breeds vulgarization and total disappearance of the original fragrance. The does not 
undermine what I said earlier, since I believe in the original fragrance, but, like any fragrance it evaporates very quickly (a few weeks, a 
few years at most). What remains is a dried up nut, classified by the historians in the chapter “history of art.”  
 
So if I say to you that your paintings have nothing in common with what I see generally classified and accepted, and that you have always 
managed to produce things that were entirely your own work, as I truly see it, that does not mean you have the right be seated next to 
Michelangelo. What’s more, this originality is suicidal as it distances you from a ‘clientele’ used to ‘copies of copiers’, often referred to as 
“tradition.” One more thing, your technique is not the “expected” technique. Its your own personal technique, borrowed from nobody. And 
there again, this doesn’t attract the clientele. Obviously if you’d applied your Monte Carlo system to your painting, all these difficulties 
would have turned into victories. You would even have been able to start a new school of technique and originality. I will not speak of your 
sincerity because that is the most widespread commonplace and the least valid. All liars, all bandits are sincere. Insincerity does not exist. 
The cunning are sincere and succeed by their malice, but their whole being is made up of malicious sincerity. In a word, do less self-
analysis and enjoy your work without worrying about opinions, your own ass well as that of others. Affectionately, Marcel. (Letter MD to 
Jean Crotti, 17th August 1952). 
 
1952 Duchamp notes to Roche that he dislikes selling the Valise on sale or return – especially as dealer’s price for one Valise is $70. Duchamp: “I find 
that the dealer can take this risk instead of me.” And regarding the first 25 Valises. “I hope to be rid of them quite quickly, if so I will have 25 more 
made…” (Ephemerides). 
 
To Roche.  "OK on selling you one or two things out of my lot of old canvases. But I can't bring them to mind, and am waiting for the photos to jog my 
memory…The sales game is a dealer’s game and neither you nor I now how to go about it. People who have bought my paintings in the past have 
always risen above the erudite backbiting of the dealers, meaning that few people bought, meaning I have no ‘market’ for the dealers i.e. in the 
‘commercial’ sense of the word. (letter MD to HP Roche, 11th April 1952). 
 
1953 Rotoreliefs, NY. Duchamp produces 1000 un-numbered, unsigned sets. 



 
1954. Duchamp marries Alexina (Teeny) Matisse. Naumann: “During the last 15 years of his life, Duchamp lived quite comfortably.” He received $57 
a month from (presumably French but possibly US) Social Security (Cabanne). “Although it was not information he cared to share with the general 
public, it is now known that Duchamp also received quarterly checks from the estate of Mary Reynolds, his closest female companion during the 
years he lived in Paris between the wars, who died in 1949. This amounted to a yearly income of somewhere between $5,000 and $6,000, a 
considerable amount at the time, enough, at least, to free him from worrying about money during the last years of his life.” (Tompkins) 
 
1955-1968, Paris-Milan: Duchamp produced 100 Boites-en-Valise in red or green leather-covered cases. 'The total number of examples of the various 
series in the different editions has been scheduled not to exceed 300” (Schwarz). 
 
1957 interview with Geoffrey Hellman, New Yorker.  “Its perfectly proper to ask an artist how he gets along. It is not proper to ask a 
business man, because he doesn’t get along; he borrows from other business men. You live and you don’t know how to live. You just don’t die. I 
have never had more than two or three hundred dollars ahead of me. I have never gone without a mean. People always ask artists how they live. 
They don’t have to live. They just breathe.  

After his first (very brief) marriage… “I didn’t have enough money for the household, so very amicably, we got a divorce. No alimony, 
nothing. The things life forces men into – wives, three children, a country house, three cars! I avoid material commitments. I stop. I do whatever 
life calls me for.”   “I don’t think much of the state of painting today. I am not too much in accord with the crop of young painters. When I painted, 
no one spoke about it except painters, collectors and dealers. Now we have critics vulgarizing the language by talking about dynamism! When 
painting becomes so low that laymen talk about it, it doesn’t interest me. Do we dare to talk about mathematics? No! Painting shouldn’t become a 
fasionable thing. And money, money, money comes in and it becomes a Wall Street affair.” 

1959 Rotoreliefs. Paris. Duchamp produces 100 sets (only 50 assembled) supplied with a wall-hanging unit. Numbered 1 to 100, signed Marcel 
Duchamp. No information on sales. 

1959 Duchamp interviewed by US magazine Newsweek. “I didn’t have to sell to live. All my life I’ve been able to live on very little money. I 
spend my time very easily but wouldn’t know how to tell you what I do. Let’s just say I spend my time not painting. I have a wife and she has 
children of her own. I have a studio because I refuse to be 24 hours with my wife. There’s no problem filling up the time. I suppose you could say I 
spend my time breathing…I’m a respirateur – a breather. I enjoy it tremendously. 

1959 interview Jerry Tallmer, The Village Voice, NY.6“…I have really a very derogatory opinion of my times.  The 50 years I have been 
seeing paintings – I am afraid it may go down as a whole era of commercialism. It seems to me we’ve merely moved form esoteric to exoteric, to 
the public domain.  Mr Bougeureau sold for $100,000 in 1910. Where is he now? I have a feeling that if you put something in a lead box and 
dropped it in the river with a note on it: Open in 500 years, this is a masterpiece - and if you put a toothbrush in there, or a typewriter - well all 
these schools of Africa, isn't that the same thing? That's where my doubts come. There is no criterion." "I decided at the age of 20 that I couldn't be 
an organized citizen. I went on a strict economy plan, modest living quarters, no luxuries, to make it last. And it has." 

1960 Interview with Georges Charbonnier, Radio Francaise.  “A hundred years ago there were a few painters, a few dealers and a few 
collectors, and the production of art was an esoteric form of activity…Since, everything has entered the public domain. Everyone talks about 
painting, not only those who do it, those who buy or those who sell it, but the public at large talks about painting….” 
 



Doesn’t the esoteric continue to escape the public?  “Agreed. But the esoterics have let the public become initiated, so-called, but (the public) 
is not at all initiated. This esotericism has become an exotericism….You talk about art in general today, the public has something to say and says 
it. Added to the fact that that it brings its money, and that the commercialism in art today has transformed the question from esotericism to 
exotericism and art is then a product like beans. One buys art as one buys spaghetti.” 
 
Should esotericism never be separated from the acquisition of knowledge? “Esotericism is, after all something very difficult to define. In 
all esotierc things, there is a kind of mystery…You cannot define these things. Esotericism still exists, will always exist, but it can be liberated by a 
period. In a period like our own, for example, which for a hundred years, in my opinion has produced nothing in the wider sense of the word 
particularly because of the interference of commercialism.” 
 
When you think the crisis started?  “Already in 1900. As soon as the Impressionists, from poor chaps who couldn’t live by their pictures, 
become almost rich….from that moment the wave began and has increased up to today to a terrifying point.” 
 
You have always been conscious of that?  “It was quite clear. In my personal activity, what I preferred to do was to do something that 
interested me and especially based on an idea, much more grey matter than physically visual. I could have started again, made a second, a third, 
a fifth, twenty or so. I was always against that…The idea of repeating, for me, in an artist, is a form of masturbation. Besides, that’s very natural. 
It’s olfactory masturbation, dare I say. Each morning a painter, on waking, needs apart from his breakfast, a whiff of turpentine…and if it’s not 
turpentine it’s oil, but it’s olfactory. A form of great pleasure alone, onanistic almost. It’s almost the civil servant side for the artist who works for 
himself everyday instead of working for the government, don’t you see?” 
 
But isn’t the phenomenon of painting itself distinct from this attraction? “Of course! Only it’s the conditions into which he is drawn. 
There is a clear pleasure, a sensory pleasure in any case, if not sensual. And its’ very understandable, there is nothing to reproach in it. I have tried 
to show you the general mechanism, because I have experienced it myself, like everybody. Besides the repetition side of the question which makes a 
Renoir produce so many nudes until the end of his life, was this need, which was a need by habit to start with. He couldn’t prevent himself, it would 
have been a catastrophe if one had prevented him from painting." 
 
But repetition implies the idea of variation… "Very little. Much less than you think. There is a fabulous mythomanic side to artist which one 
must beware of, they are great liars, in my view.” 
 
In disassociating the idea of art from the idea of pleasure, do you think that art is sullied by the pleasure taken?  "Not sullied, but 
in any case it adds nothing. It's a decoration, very external. In other words, the artist who produces doesn't know at all what he has produced. And 
it is this way that it can become interesting, when he doesn’t know what he is doing. He is the last to be able to judge what he is doing, and if you 
accept just this kind of renunciation to understand what you do, you will go much more profoundly into what you do...Not knowing what he is 
doing, the artist is never responsible for what he does. He does it because he is driven, if he really has something to say, which is more profound 
than superficial. It’s interesting just to be able to say: but who decides? Who decides, is very simple: Posterity. One can really excuse this 
delectation to produce for an artist which leads to the illusion of being a great genius. Each artist has this illusion, which is a marvellous illusion 
because this life is a great pleasure non-stop. 

What can one think of this delectation when considered in relation to the history of art.  “It’s of no importance! We are not going to 
ask how Michelangelo paid his rent. This delectation is of the same order: that he was pleased on 28 May of such a year, doesn’t matter to us. 
What remains of him are not these details of day-to-day life of interest only to biographers. What interests us is what he has left to us...” 



The delectation then, enjoyed by the artist was not a handicap?  “No not at all. It is never a handicap, on the contrary, it saves you from 
having these kinds of neurasthenia crises or an inferiority complex which prevents you from working. It's a marvellous thing to have this illusion 
to be able to do anything and to be sure that it will still be looked at 300 years after your death. This illusion is delightful for the artist and most 
recommendable." 

1961 active member of Board of Directors of American Chess Foundation. Duchamp organizes sale of works to raise money for foundation – he asks 
for (and receives) works from Dali, Ernst, Alexander Calder, Miro, Tanguy. He arranges a second sale in 1966 (includes works by Bellmer, Ernst, 
Lichtenstein, Magritte, Claes Oldenberg). For the 1961 show and auction Duchamp contributes 30 signed and numbered chessboards. He also 
engraved an etching after the ‘Study for Portrait of Chess Players’ (1911) one proof of which was given to each of the contributing artists. 
 
1961-1964. NY/Cadaques. Pocket chess set. A second series of ten chessboards on magnetized plastic completed in 1964 (no info on sales). 
 
1961 Sixth interview with Georges Charbonnier, broadcast  Paris, France Culture. Charbonnier asks about the price of a work of 
art….“Impossible to understand, and completely ridiculous. It's paradoxical because the work of art does not have a value, none. It's a 
thing which is essential only by its presence. This presence is such that it passes from century to century and is preserved as a unique thing 
which has no price. More than ever, money has taken the form of divinity. Is it because God has diminished in importance? It was 
necessary to find another? And money has been found as a divinity which is hardly spoken about, but which is thought about all the time. 
There is a temptation for the buyer as well as for the artist to use this thing which helps satisfy the speculative need because it's a form of 
competition. After all we live in a competitive world. You kill your neighbour. You have to kill your neighbour to survive, don't you? 
Otherwise you don't survive, it's you who dies.”  
 
1961 Female ‘Fig Leaf’: Galerie Rive Droite, Paris issue an edition of 10 casts in bronze of Duchamp’s ‘Female Fig Leaf’. Letters to Man Ray reveal 
Duchamp’s side of the project. “As for the "fig leaf", OK in principle and let me know what I should ask and in what form - an edition of how many?" 
(Letter to Man Ray, 6 March 1961). “As for the fig leaf, delighted to have one and I would like $1,000 commission - if you can get it." (Letter to Man 
Ray, 23 March 1961). “It seems that the entire series has been sold and that there are none left.” (Letter to Man Ray, 27 March 1962). 
 
1962 Duchamp considers increasing price of Boites. “These valises are starting to draw towards the end of the 300 (original edition) and it seems to 
be quite fair that we benefit a little after twenty years of twiddling thumbs.” (Ephemerides, letter to Jean Larcade). 
 
1963 Sculpture: ‘Door, 11, rue Larrey’. Work made by a carpenter after Duchamp’s design. Purchased by Cordier & Ekstrom Gallery, New York 
(Schwarz, no info on fees). 
 
1963 Rotoreliefs, New York, 16 sets supplied with a motorized wall-hanging unit, each disc signed, outer edge, in ink (no data on sales, if any). 
 
1963 Interview Vogue magazine. Interview by William Seitz (curator at Museum of Modern Art) “...today the integration of 
art into society forces the artist to submit to its demands. In 1913 the zero - the economic level at which an artist could subsist – was so low 
that Bohemian life was possible. You didn’t have to think every week of having to pay your rent or anything. You didn’t pay your rent Now 
the zero is too high. You can no longer afford to be a young man who doesn’t do a thing. Who doesn’t work? You can’t live without 
working, which is a terrible thing. I remember a book called The Right to be Lazy: that right doesn't exist now. You have to work to justify 
your breathing.” 



 
The integration of art; isn't this precisely what modern artists, teachers, dealers, collectors, and museum people have 
been seeking?  “Oh. yes. It's a marvellous thing from a certain angle. But it has the opposite effect, too, if the mediocritization of the rest 
results. In other words, there are so many buyers and so many artists that the aesthetic part will become completely nonexistent because 
it will be completely levelled from the bottom up.” 
 
Can you conceive of yourself now as being twenty-six, with the aspiration you had (in 1913)?  “I don’t know what I'd do except 
that I know that there was no money consideration at that time. I didn't expect to make a living. In other words the money question was 
not included....Of course I would hate the mixture of art and money as water in your wine. it's a very good comparison because it dilutes 
into mediocrity. Water in wine. The bouquet disappears.” ………“The pitfalls are extremely numerous and hidden for a young man of 
twenty. How is he to guess that making too much money is a sin? And that doesn't make him an artist either. He could be a great person in 
himself and be completely annihilated by accepting what society offers him.” 
 
Could he be corrupted without knowing it?  “Yes. Artists very often are; because they are not intelligent enough to make sense of the 
life they live or the society they were born in. I feel there are many geniuses that are lost by that. you see. In other words a genius could 
very well be corrupted. So he won't be a genius anymore. He'll be lost, he won't come through.” 
 
1961 Duchamp speaks at panel discussion at Philadelphia Museum College of Art (moderated by Katherine Kuh).  “In the 
present state of relations between artists and the public, we can see an enormous output which the public more and more supports and 
encourages.  Through their close connection with the law of supply and demand the visual arts have become a 'commodity'; the work of 
art is now a commonplace product like soap and securities.  So we can perfectly well imagine the creation of a union which would deal 
with all the economic questions concerning the artist...we can imagine this union deciding on the selling price of works of art, just as the 
plumbers' union determines the salary of each worker....we can even imagine this union forcing the artist to abandon his identity, even to 
the point of no longer have the right to sign his works. Would the total artistic output controlled by a union of this kind form a sort of 
monument to a given era comparable to the anonymous cathedrals?  These various aspects of art today bring us to look at it as a whole, in 
terms of an overdeveloped exoteric. By that I mean that the general public accepts and demands a lot from art, far too much from art, that 
the general public today seeks aesthetic satisfaction wrapped up in a set of material and speculative values and is drawing artistic output 
towards an enormous dilution. 
 
This enormous dilution, losing in quality what it gains in quantity, is accompanied by a levelling down of present taste and its immediate 
result will be to shroud the near future in mediocrity.   In conclusion, I hope that this mediocrity, conditioned by too many factors foreign 
to art per se, will this time bring a revolution on the ascetic level, of which the general public will not even be aware and which only a few 
initiates will develop on the fringe of a world blinded by economic fireworks.   The great artist of the tomorrow will go underground.” 

1964 Duchamp authorizes Italian dealer Arturo Schwarz to make an edition of eight signed and numbered examples of his most important early 
readymades. Schwarz sold two complete sets of the readymades: one to the National Gallery in Canada and another to the Cordier and Ekstrom 
Gallery in New York. The sets sold for $25,000 each, of which Duchamp received 50 percent. Duchamp: "I'm getting something out of it. We can 
travel first class now, except, of course, on airplanes." (cited Tompkins. “So far as is known, Schwarz was successful in selling only two complete sets 



of the readymades: one to the National Gallery in Canada and another to the Cordier and Ekstrom Gallery in New York (this latter set subsequently 
acquired by the University Art Museum in Bloomington, Indiana).” (Naumann). 
 
A year after the readymades were issued US painter Douglas Gorsline asked Duchamp to sign a bottle rack (source Naumann). 
Duchamp responded: “In Milan I have made a contract with Schwarz, authorizing him to make an edition (8 replicas) of all my few 
readymades, including the porte bouteilles. I have therefore pledged myself not to sign anymore readymades to protect his edition. But signature 
or no signature, your find has the same `metaphysical' value as any other readymade," he explained. "[It] even has the advantage to have no 
commercial value." (Letter, MD to Douglas Gorsline, 28 July 1964, Cadaques). 
 
1964. Nine miniature reproductions of Nine Malic Moulds on celluloid, retouched by Duchamp, originally made be The Box in a Valise were ‘found’; 
they were mounted in a freestanding aluminium frame and issued by Cordier and Ekstrom, New York, in a numbered edition of nine (source 
Schwarz, no information on sale, price etc). 
 
1965. Interview. Duchamp on the artist: "If there is an important fellow from now in a century or two--well! He will have hidden himself all 
his life in order to escape the influence of the market." Naumann comments: “It is hard to imagine that Duchamp did not have himself in mind 
when he made this statement, for he had been working underground for nearly 20 years, during which time he attempted to shield his work from 
speculation and adamantly refused to allow whatever new work he made to enter the competitive contemporary art market” From interview 
with Jean Neyens, RTBF, 1965, Fin, Paris, June 2000; English translation by Sarah Skinner Kilborne, Toutfait: The Marcel 
Duchamp Studies Online Journal, Interview Section, January 2002. 
 
1965. Rotoreliefs. A signed and numbered edition of the remaining 150 sets of discs of the 1953 edition was issued ‘under the supervision of 
Duchamp’. (Schwarz). 
 
1967. Petersburg Press London issued an edition of 50 numbered serigraphs on plate glass of Richard Hamilton’s copy of Duchamp’s Oculist 
Witnesses, signed by Duchamp and Hamilton. No information on fees, sales. 
 
1968. Duchamp dies. He leaves an estate valued at approximately $360,000. From Spitzer & Feldman to the Surrogate's Court, New York County, 
Jan. 4, 1971, to which is attached a copy of the Last Will and Testament of Marcel Duchamp (index no. 6684/68). This document states that the total 
value of Duchamp's estate was $362,826, but that $258,773 of this amount represents a trust that was established by Duchamp during his lifetime, 
and, therefore, "passed outside his probate estate." They concluded that "the probate estate was, therefore, less than $250,000." 
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1 “When Duchamp moved to New York in 1915, he could rely on this same "draw" from his inheritance whenever the need arose, although that seems to have occurred infrequently, if at all.” Naumann, Art in 
America. 
 
“He [my father] used to give all four of us [those not living at home] a small allowance, just enough for us to live on. He was always very understanding and always helped us out of scrapes, for a long time even 
after we were adults. And he had very odd ideas, very French. He told us, "All right, I'm going to give you what you want, but listen: there are six of you [in all]. Anything I give you while I'm alive I will deduct 
from your inheritance." So he kept a careful account of all the amounts, and when he died these amounts had been deducted from our inheritance. Not so stupid, actually, that idea; it helped us all manage.” 
(Cabanne/Duchamp). 
 
2 Kuhn, Pach and Davies. Walt Kuhn, American painter, organizer of 1913 Armory Show. Walter Pach, artist, critic, writer, art historian, principal organizer of 1913 Armory Show. Arthur B Davies, American 
artist, principal organizer of 1913 Armory Show. 
 
3 “It was important to Duchamp that his original notes be reproduced exactly as they were, with all their crossings-out and revisions, second thoughts, incomplete phrases, contradictions, marginal scribblings, ink 
blots, and pencil smudges… "I wanted to reproduce them as accurately as possible. So I had all of these thoughts lithographed in the same ink which had been used for the originals. To find paper that was exactly 
the same, I had to ransack the most unlikely nooks and crannies of Paris. Then we cut out three hundred copies of each lithograph with the help of zinc patterns I had cut-out on the outlines of the original papers."  
 
Unpublished interview in 'Marcel Duchamp speaks', broadcast by the BBC in the series ‘Art, anti-art’ 1959. 
 
4 Katherine Dreier: Wealthy American collector – see additional references in text – Tomkins discusses the emotional tensions in their relationship. Alongside Duchamp’s Large Glass, Tu’um and other works, she 
bought 3 Standard Stoppages in 1914, Stereoscopic a la Main in 1919 and Fresh Widow in 1924 (Ephemerides). 
 
5 Henri-Pierre Roche: writer, journalist, Government advisor to American Industrial Commission to France, close friend of Ducahmp. He wrote the novel ‘Jules et Jim’ and the unfinished novel ‘Viktor’ which 
features a character based on Duchamp. 
 
 
6Tallmer visits Duchamp at his apparent at 327 East 58th Street....Duchamp accompanies his visitor to the door. Tallmer notices that extending from and adding leverage to the knob of the lock is an ordinary 
teaspsoon. He fingers it appreciatively. "There," says Duchamp, "isn't that art?" (quoted Ephemerides). 

 


