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Dada and the Contemporary Female Artist:  

a study of three homages to Duchamp 

Introduction 

 Marcel Duchamp rocked the art world in 1917 when he submitted a porcelain urinal, 

dubbed Fountain, as sculpture to the exhibition for the Society of Independent Artists in New 

York City. As a member of the Dada movement, Duchamp challenged the expectations of the 

fine art market by creating “readymades,” using unconventional materials such as a factory-

produced urinal, and creating a façade of sheer indifference to the demands of fine art. The 

Dada artists responded to the horror and meaninglessness of the First World War, modern 

technology, and the dehumanization of an industrialized society. They did so by crafting a 

new approach to the arts, both visual and literary. The Dada movement still holds meaning for 

contemporary artists in the late twentieth and twenty-first centuries, especially for women 

such as Sherrie Levine, Susan Hiller, and Catherine Haley Epstein. They each recall 

Duchamp and Dada in their work to provide transparency about their historical influences and 

to subvert and reclaim the "male genius" of Duchamp's work in a post-modern, conceptual 

female lens. Three separate works, Levine’s Fountain (After Marcel Duchamp: A.P.) (1991), 

Hiller’s Auras (Homage to Marcel Duchamp) (2008), and Epstein’s Étant Donnés (1. The 

Waterfall) An Homage to Marcel Duchamp (2015), will be analyzed separately with respect 
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to their Dada inspirations then jointly to expose their subversion of the Dada artist and their 

immersion into twenty-first century feminine art. 

Sherrie Levine’s Fountain (After Marcel Duchamp: A.P.) 

Out of the three works discussed here, Levine’s 1991 Fountain (After Marcel 

Duchamp: A.P.) (Fig. 1) most easily resembles the original Duchamp work it pays homage to, 

in this case, Fountain (1917) (Fig. 2). However, instead of a functional porcelain urinal, 

Levine recreated the work, sitting on its back, in shining bronze, measuring 14.5 by 14.5 by 

25 inches. Duchamp inscribed his work with “R. Mutt 1917” in black paint. The name refers 

to Duchamp’s pseudonym, Richard Mutt, a play of words between Mott Works, where he 

bought the urinal, and the comic strip cartoon “Mutt and Jeff,” inserting a comical element to 

Fountain.1
 Simultaneously the signature also critiques the art market’s obsession with fine art 

mediums and the touch of the artist’s hand, which, in this case, has been left crudely on the 

side of the urinal. Levine mirrored this practice when she inscribed her own sculpture with 

“A.P. 19,” the meaning of which is unclear.2
 In addition, Duchamp's version sits on its back, 

removing the urinal's function and presenting it as sculpture instead; likewise, the artist here 

chose to display the bronze version of the sculpture in much the same manner. 

The fountain achieves many goals for Levine, including a reinsertion of female 

perspective into the highly masculinized history of art and a turning of Duchamp’s own ideals 

                                                           
1
 Wanda Corn, The Great American Thing: Modern and National Identity, 1915-1935,  

University of California: Berkeley, 1999. 71-3. Duchamp was inspired by a plumbers’ showroom at Mott’s on 

lower Fifth Avenue; the comic strip automatically associated his work with comedy and left a general impression 

that his work was, to an extent, a joke. 
2
 Walker Art Museum, “Sherrie Levine: Fountain (after Marcel Duchamp: A.P.),” Walker Museum of Art, 2001, 

http://www.walkerart.org/collections/artworks/fountain-after-marcel-duchamp-a-dot-p, accessed 18 March 2017.  

 

http://www.walkerart.org/collections/artworks/fountain-after-marcel-duchamp-a-dot-p
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against him by giving material and sculptural value to a previously “readymade” urinal. 

Levine, well-known for her appropriation of famous male artists’ works, began by choosing a 

popular sculptural material, bronze, an accepted medium of high art. The inherent value of the 

bronze literally recasts the meaning of the original fountain away. It not only eliminates the 

spectacular ingenuity of using a porcelain urinal and its prefabricated status, but also 

purposefully subverts Duchamp’s legacy by returning to the standard of fine art that obsessed 

over “retinal art” that pleases the eye, from which he so strongly deviated. In addition, 

Levine’s choice to keep her sculpture in the same orientation as Duchamp’s plays an essential 

role. Where Duchamp made the urinal afunctional by laying it on its back, Levine does not 

remove her work’s function because the sculpture did not formerly act as a working urinal. 

The bronze has been, and always was, since its conception, a piece of art, sculpture, and 

artistic culture. The orientation, then, is a purposeful formal quality rather than a barrier to 

consumer use and meaning. But in this new context, what does the bronze’s supine position 

mean? Perhaps we are not supposed to know; rather, Levine puts it’s succinctly when she 

said, “I try to make art which celebrates doubt and uncertainty. Which provokes answers but 

doesn’t give them. Which withholds absolute meaning by incorporating parasite meanings. 

Which suspends meaning while perpetually dispatching you toward interpretation, urging you 

beyond dogmatism, beyond doctrine, beyond ideology, beyond authority.”3
 In this case, the 

dogma and authority may refer to Duchamp himself. In the early 1900s when Duchamp rose 

to fame, the French-born artist was doing the same thing that Levine does now with Fountain. 

                                                           
3
 Walker Art Museum, 2001. 
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He resisted the expectations of the art world and critics, seeking to create his own rules. Now 

in contemporary times, Duchamp’s standard of artistic delinquency and deviation has become 

the norm, or at least a widely accepted mode of creation. Levine’s sculpture contradicts itself 

by both recalling these Duchampian ideals and reversing them at the same time. For the 

female artist, this puts the power back into her hands and creates a dialogue about the 

importance and position of femininity in art history. Levine plays into the gendered and 

religious concepts of the sculpture. She feminizes the urinal, used by males in a male 

dominated context, and also references past critics who discussed the work’s analogies to both 

Buddha and the Madonna.4
 The shape created by the curves of the white porcelain may 

suggest the outline of religious entities, like a Buddha or Madonna scene. Levine captures 

both of these possibilities, first by recreating Duchamp’s masculinized Fountain in a female 

context, where the outline of her sculpture can be likened to a womb or motherly space, and 

second by subsequently creating other versions of Fountain directly named after Buddha, like 

Fountain (Buddha) from 1996.5
 While Duchamp may have dealt with issues of gender and 

sexuality (consider his crossdressing in photos taken by Man Ray, The Large Glass, and Étant 

Donnés), he could never have created his art with a purely feminine eye. Levine does this for 

him by inserting her own perspective into his legacy, using his own techniques to reveal a 

renewed, contemporary vision for gender equality within art.  

Susan Hiller’s Auras (Homage to Marcel Duchamp)  

                                                           
4
 Corn, 1999. 75-6. Louise Norton, Beatrice Wood, Carl Van Vechten, and Apollinaire all made similar 

observations. 
5
 The Broad, “Sherrie Levine: Fountain (Buddha),” The Broad, 2012, http://www.thebroad.org/art/sherrie-

levine/fountain-buddha, accessed 20 March 2017. 

http://www.thebroad.org/art/sherrie-levine/fountain-buddha
http://www.thebroad.org/art/sherrie-levine/fountain-buddha
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Susan Hiller’s Auras (Homage to Marcel Duchamp)(Fig. 3) chooses one of the Dada 

artist’s earlier works, Portrait of Dr. Dumouchel (1910) (Fig. 4), to relate Duchamp’s interest 

in the clairvoyant tradition and scientific invention to our obsession with technology. Born in 

1940 in Ohio and now based in London, Hiller created Auras by first collecting a series of 

photographs that depicted people with mysterious, amorphous clouds of light, or “auras.”6
 

Later, the artist enhanced the photographs using a computer attached to a special camera that 

translated the halos into saturated color equivalents. Each 12 by 12 inch photo displays a 

unique person, both men and women, and their aura. The series, typically displayed as a 5 by 

10 grid of portraits, creates a larger version of a mystical “aura,” but a print version of the 

series is also available in small booklet form. Fifty photographs complete the series, each of 

which Hiller characterizes as a “found” object, a term that relates to the Dada technique of 

using everyday objects in works of fine art. Duchamp’s Portrait of Dr. Dumouchel, an oil on 

canvas painting, acts as the main inspiration for Hiller’s work. The painting, an early example 

of Duchamp’s subscription to typical artistic medium, shows his friend and radiology student 

Raymond Dumouchel in profile with his left hand occupying the central left field of the 

composition. The artist created hints of Fauvist and Mattise-ian style in the bright, non-

objective blotches of color that frame the doctor, including pinks, reds, and oranges. Of 

special interest is the aura-like manifestation of color seen around the hand, which seems to 

emanate from the body as if referring to the sitter’s association with X-ray machinery or 

                                                           
6
 Susan Hiller, “Homage to Marcel Duchamp: Auras, 2008,” Susanhiller.org, 

http://www.susanhiller.org/otherworks/homage_duchamp_more.html, accessed 18 March 2017. 

http://www.susanhiller.org/otherworks/homage_duchamp_more.html
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possibly revealing Dumouchel’s almost-divine healing expertise.7
 The painting characterizes 

Duchamp’s early, more orthodox style that changed drastically as he began to explore how to 

move away from convention. 

When we look back at Hiller’s series, we do not know the sitters or the context of the 

photos, so we do not have much to rely on in terms of the meaning of the portraits. However, 

the artist, or better characterized as the “assembler,” created context by dedicating the series 

to Duchamp and by displaying the portraits in a grid, so we can compare and contrast each 

photo and also experience the series as whole simultaneously. Hiller also provides further 

background information by providing a list of the website links from which she obtained the 

images, expressing in the book version of the series “gratitude to everyone who contributed to 

the publication."8
 By naming explicitly the sources of her work, Hiller once again alludes to 

Duchampian ideals that are not afraid to explicitly name their sources (think of his 1917 

Fountain, signed “R. Mutt” in dedication to Mott Works where he bought the urinal).9
  

The aura of the collective grid recalls some kind of special power or characteristic that 

the sitters share among themselves, much like Dumouchel’s power to heal through medicine, 

insinuated in the ring of contrasting color in Duchamp’s 1910 painting. In the late nineteenth 

and early twentieth centuries, photography and the camera lens assumed the power of 

objectivity, an element that previous art had tried to encapsulate. Consumers believed the 

medium captured and reflected an outward truth about our reality and in turn, humanity. 

                                                           
7
 Susan Hiller, Auras: Homage to Marcel Duchamp, Cambridge University: London, 2008. 

8
 Ibid. 

9
 The Tate Museum, “Marcel Duchamp: Fountain,” The Tate, http://www.tate.org.uk/art/artworks/duchamp-

fountain-t07573, accessed 20 March 2017. 
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Auras, by simple definition of containing portraits of the mystical, seems to document the 

strange halos of color that surround the sitters, making their meaning (whatever that may be) 

real and concrete in our modern society. Viewers must experience the potent visual quality of 

the photos in order to delve into the underlying messages proposed by the artist. Hiller 

purposely coupled her work with Duchamp’s “aura” to take the photos one step further, 

creating a dialogue about our contemporary reliance on technology and its erasure of 

individuality. Auras takes Duchamp’s interest in radiology and transforms it to consider a 

wider range of tools in the twenty-first century, including most obviously, photography, but 

also other forms, such as cell phones, the internet, computer usage, and big data, each of 

which contribute to a modern dehumanization of and desensitization to human values and 

issues.  

Where we sometimes believe technology helps us to live fuller, truer lives, Hiller 

brings to the surface interesting parallels with Duchamp’s work that may counter this notion. 

The ring of color around Dumouchel’s hand in the 1910 painting not only highlights the 

doctor’s radiological expertise but also points to an interest in the science of medicine and x-

rays. His aura insinuates the hand as a tool for scientific innovation and that power radiates 

from it. If we take this same reading to Hiller’s photographs, that the auras around them 

signify ability, we can view the sitters as pieces of technology themselves, or more like 

catalysts and agents for technological power. Hiller means to make the auras in the 2008 

series mimic our dependence on modern conveniences, like cell phones and quick Google 

searches, and the colorful halos symbolize our constant receptiveness to superficiality and 
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artificiality.10
 We constantly engage with these conveniences, sometimes to the degradation of 

human interaction or appreciation of the natural world. Consider that Duchamp believed in 

using the unconventional and the ordinary to create his messages about the meaninglessness 

and absurdity of humanity; Hiller’s re-use of “found” photographs, and in turn the human 

sitters, mirrors this Dadaist reverence for recycling/assimilating of meaning in order to 

challenge our own advanced, contemporary meanings in the twenty-first century. 

Consider also another important facet: the variety of people Hiller chose to use. The 

photos focus on both men and women, from varying races and ethnicities, where Duchamp’s 

painting focuses on one white European man and his friendship with the Dada artist. A more 

inclusive sample of sitters relates Hiller’s concern of technological dependence to a more 

universal audience, more accurately speaking to our global community. 

Catherine Haley Epstein’s Étant Donnés (1. The Waterfall): An Homage to Marcel 

Duchamp 

Catherine Haley Epstein’s 2015 Étant Donnés (1. The Waterfall): An Homage to 

Marcel Duchamp (Fig. 5) directly references Duchamp’s Étant Donnés: : 1° la chute d'eau / 

2° le gaz d'éclairage (Fig. 6 and 7), created between 1946-1966. In addition, the assemblage 

couples Duchamp’s work with other themes of forgetting, revenge, and ultimate truth.11
 

Epstein, a Canadian native now living and working in Washington, created the mixed media 

                                                           
10

 Hiller, 2008. Hiller states, “I also regard [the photos] more seriously, as metaphors for ourselves in a digital 

age. Presented to us as visible traces of the phantasmal, they are the most recent manifestation of a desire to 

experience, record and classify spectral phenomena, a desire that coincides with the history of science as well as 

the history of art, and has complicated connections to both.” 
11

 Catherine Haley Epstein, email message to author, 14 March 2017. All subsequent mentions of Epstein refer 

to this source unless otherwise noted. 
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sculpture by first hollowing a space in a white pedestal, accessible at waist level. Above, 

sitting catty-cornered are a print of a cloudy blue sky and a mirror, which reflects the sky. 

Epstein installed a gun within the pedestal, inviting viewers to blindly put their hand inside to 

hold the gun’s handle (Fig. 8). As part of a larger installation called “On Forgetting: Filling 

the Flask” that deals with Psyche and her four tasks, Epstein’s Homage to Duchamp plays 

into the idea of forgetting, both for Psyche in her journey and for the artist herself.12
 In the 

Greek myth, Eros, after falling in love with her, captures Psyche, keeping her away from her 

family on a mountaintop. Eros flees the mountain after Psyche approaches him with the intent 

of cutting off his head. Once Psyche realizes that her captor is not a violent monster but 

instead someone who loves her, she pleads to Aphrodite to help her find Eros. Aphrodite 

gives her four “impossible” tasks to complete in exchange for information about Eros’ 

whereabouts. The third task involves filling a flask from the cascading waterfall of the river 

Styx, a highly dangerous feat that Psyche could not complete on her own. Zeus, disguised as 

an eagle, takes the flask and fills it himself, allowing Psyche to move on to her final task of 

retrieving a box of magic makeup. In the end, Zeus, moved by the love story, gives Psyche a 

drink of immortality and joins her and Eros together in eternal marriage.13
 Epstein suggests 

that for Psyche, forgetting helped her get through the tasks. She forgot her own fear of being 

away from Psyche and forgot the danger of her tasks as a way to help her focus on her true 

goal of getting back to Eros. Similarly, Homage helped the artist forget as well. But the object 

                                                           
12

 Ibid. 
13

 George C. Boeree, “The Story of Psyche and Eros,”Webspace.ship.edu, 1999, 

http://webspace.ship.edu/cgboer/psyche.html, accessed 18 March 2017. 

http://webspace.ship.edu/cgboer/psyche.html


Brown 10 

 

to be forgotten was not fear for Epstein but rather her experience and memory of viewing 

Duchamp’s Étant Donnés at the Philadelphia Museum of Art for the first time
14. 

 The original mixed media assemblage, translated into English as Given: 1. The 

Waterfall, 2. The Illuminating Gas, measures 95 ½ inches by 70 inches by 49 inches and 

consists of a wooden door behind which an arresting and sexually-charged scene lay.15
 When 

viewers peer through the door via two small holes they witness a reconstructed simulacrum of 

a naked woman lying with her legs open in a pile of brush, twigs, and grass. The woman’s 

face is not shown, or rather hidden from our view or violently cut away, while her hand grasps 

an illuminated gas lamp. A simulated waterfall, powered by a hidden motor, flows through 

the composition, from the top left diagonally downward, highlighting the lush landscape that 

crops up in the distance behind the woman. Viewers have difficulty accessing, both physically 

and mentally, the unusual scene hidden behind the wooden doors. The two peepholes do not 

allow onlookers to see the whole work at one time, instead only providing glimpses that 

demand multiple looks from both viewpoints in order to create a more complete mental vision 

of Duchamp’s assemblage. In addition, the subject matter of Étant Donnés is potent, extreme, 

and confusing. We cannot be sure from what standpoint Duchamp approached the subject, but 

the viewer feels dissonance and strangeness. For Epstein, she remembered her first look into 

the peepholes and immediately wanted to forget it. The artist characterized her experienced 

when she said, “It is an image I could not forget, though wanted in my whole being to forget 

                                                           
14

 Epstein, 2017. 
15

 Philadelphia Museum of Art, “Marcel Duchamp: Étant Donnés,” Philadelphia Museum of Art, 2009, 

http://www.philamuseum.org/exhibitions/324.html?page=1, accessed 18 March 2017.  

http://www.philamuseum.org/exhibitions/324.html?page=1
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it. I’ll liken it to a brain stain - you can’t take away an image you’ve seen. As a woman, 

looking at “Étant Donnés” is to see a woman in the most vulnerable position, with her face cut 

off so she becomes anonymous.”16
 We will never know if the woman on display is dead, has 

been raped, or is inviting someone to take advantage of her, all elements that evoke negative 

emotions.  

Epstein’s response to Étant Donnés addresses some of the same themes that Duchamp 

concerned himself with, but her attitude towards them puts the twenty-first century female 

artist in stark contrast with the Dada master. First, Dada as a movement sought to challenge 

the absurdity of the world and the outlandish expectations of the art market in the early 

twentieth century. We can see the struggle to gain power over the system in many of 

Duchamp’s works, including Bicycle Wheel (1951), which turned an ordinary object into “fine 

art.” Ultimately, his artistic practice triumphed over the market’s obsession with talent and so-

called fine art mediums by creating provocative anti-art that made its way into renowned fine 

art galleries and museums. Through her Homage to Duchamp, Epstein similarly finds success 

by overturning Duchamp’s exploitative and so-called meaningless approach. Epstein 

explained, “Instead of looking through the peephole, I’ve used the anti-retinal sensation of 

inviting the viewer to put their hand in the pedestal - the hole is waist high. As the viewer 

stares at either themselves in the mirror, or the blue sky, their hands reach the handle of a real 

gun. At this point the viewer/participant will linger with their hand on the gun, curious about 

the touch, the trigger, the thought of whether it’s loaded or not, what they are comfortable 

                                                           
16

 Epstein, 2017. 
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looking at, etc. Really it’s a feeling one never forgets. Or the participant is frightened away, 

terrified by the sensation. Much like the viewer of Duchamp’s 'Étant Donnés” - one either is 

curious and investigative, or one is repulsed and angry. Ultimately I am both.”17
 The 

contradicting repulsive disgust and artistic intrigue elicited by the 1966 assemblage in the 

Philadelphia Museum required Epstein to find a way to deal with the conflicting emotions, 

resulting in a complex interaction between viewer and exploitation, where the participant 

must violate the surface of the pedestal to see, or rather feel, what is inside, the handle of a 

gun (fig. 9 and 10).  

In addition, viewing both Étant Donnés and the Homage through a contemporary 

feminist lens, provides new opportunities to critically analyze the influence of Duchamp on 

Epstein. The work deals with sexual violence, death, and voyeurism, of which viewers take 

part. The potency of these concepts has heavily influenced not only art in the twenty-first 

century, but also cultural and political debate, both of which Epstein takes into consideration 

within the work under consideration here. In Homage, the viewer must violate the work’s 

sacred plane of existence by inserting their own hand into the pedestal, mimicking, or perhaps 

highlighting, the defilement we participate in when we look into the peepholes to view the 

naked woman’s body in Duchamp’s Étant Donnés or more widely, perhaps, when someone 

commits an act of sexual violence or gun violence. Epstein places responsibility on the viewer 

by addressing sexual victim-shaming and the gender inequality so prevalent not only in the art 

community during Duchamp’s career, but also in contemporary times and in other sectors of 

contemporary life (i.e. employment, education, and healthcare). Her mixed media sculpture 

                                                           
17

 Ibid. 
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provides a platform for us to experience in a compact space the charged emotions that come 

with gender/sexual inequality.  

Shifting your gaze from the pedestal to the image of the cloudy sky and its countering 

reflection brings into question a dichotomy of real and simulated, perhaps commenting on 

perceived gender equity. The mirror reflects the image, with slight variations in angle and 

perspective, creating a different version of “truth.” Much like the way Étant Donnés 

challenges our sight and the implications of the scene behind the door, Epstein questions 

which version of reality we choose to believe, the “real” image of the sky or the reflected one, 

the “real” state of inequality and exploitation or the simulated one where everything seems to 

be fine. Here, the artist plays off of Duchamp’s obsession with the retinal in his final work, 

Étant Donnés, despite his long attachment to the anti-retinal. Epstein took this intense focus 

on “what we see, what we don’t see and what we choose to see” and incorporated it into her 

Homage.18
 Doing so allows viewers to pay attention to what really matters, and to forget what 

does not, so we can, as Epstein says, “recognize critical patterns and clues that are at first 

hidden in plain sight.”19
 Although Epstein’s assemblage is a strong personal and emotional 

reaction to one of her own experiences, the work simultaneously offers evidence that Dada 

still plays an essential role in contemporary art and has caused female artists to approach 

social topics with a critical and gendered viewpoint. 

Synthesis of dada/Duchamp in 21
st
 century feminine politics 

                                                           
18

 Ibid. 
19

 Catherine Haley Epstein, artist statement for “On Forgetting” Pushdot Gallery show, 2015. 
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 Each of these works, when analyzed separately, provides provocative insight into the 

processes of these three individual artists and their interaction with Duchamp and Dada. 

However, to more fully understand the importance of Duchamp’s legacy for contemporary 

female artists, the works must be considered collectively within the context of twenty and 

twenty-first century feminine culture. A few trends emerge between Levine, Hiller, and 

Epstein. First, each artist directly refers to Duchamp, citing a specific example of his work, 

whether it be Étant Donnés, Fountain, or Portrait of Dr. Dumouchel. The references display 

some level of influence the late artist had on their artistic careers. Next, they each take this a 

step further by employing some of the same techniques pioneered by the earlier master. 

Levine used the urinal shape from Fountain, Hiller played off of the aura element from 

Duchamp’s 1910 painting, and Epstein included interactive and exploitative requirements for 

her viewers that sought to make participants acknowledge the part they play in perpetuating 

sexual violence. But most importantly, each of the works previously discussed here take their 

Duchampian similarities and transform, manipulate, and rework them in order to fit the needs 

of their messages. Wanting to assert her own power and prove the validity of the female lens, 

Levine gave meaning to parts of her Fountain where Duchamp had purposefully taken it away 

(i.e. medium) and vice versa (i.e. orientation). Hiller appropriated Duchamp’s interest in the 

aura in order to fit a message more centered around our collective reliance and dependence on 

modern technology. And finally, Epstein used Duchamp’s previous sexually violent 

composition in Étant Donnés to create a highly personal and meaningful reaction that dealt 
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with modern issues, including gun violence and gender inequality.20
 Synthesis of these three 

works reveals a trend between Sherrie Levine, Susan Hiller, and Catherine Haley Epstein. 

Although they each express open gratitude for Marcel Duchamp, they also appropriate his 

works, using creative and provocative ways to make Duchamp work for them and to reject the 

male genius tag art history had given him. Each artist responds to the art revolution he caused 

and uses his own techniques to design works of art that speak to wider audiences and to 

pertinent, contemporary issues of gender and sexuality.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
20

 Epstein, 2017. Epstein noted that “as a female artist there are so many protests to contend with – art world 

inequality, gender disparity, violence and abuse against women, and worldwide misconceptions of 

women/motherhood and femininity,” each of which is addressed through her Homage.  



Brown 16 

 

Figures 

 

 
Figure 1: Sherrie Levine, Fountain (After Marcel Duchamp: A.P.). 1991. Bronze. 14.5 x 14.5 

x 25 in. From: http://www.walkerart.org/collections/artworks/fountain-after-marcel-

duchamp-a-dot-p  

 

  
Figure 2: Marcel Duchamp, Fountain. 1917, replica 1964. Porcelain urinal with black paint. 

15 x 19 ¼ x 24 5/8 in. From: http://www.tate.org.uk/art/artworks/duchamp-fountain-t07573 

  

http://www.walkerart.org/collections/artworks/fountain-after-marcel-duchamp-a-dot-p
http://www.walkerart.org/collections/artworks/fountain-after-marcel-duchamp-a-dot-p
http://www.tate.org.uk/art/artworks/duchamp-fountain-t07573
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Figure 3: Susan Hiller, Auras (Homage to Marcel Duchamp). 2008. 50 color archival dry 

prints, each 12 x 12 in. Overall 149.5 x 149.5 in. From: 

http://www.susanhiller.org/otherworks/homage_duchamp_more.html  

 

 

 
Figure 4: Marcel Duchamp, Portrait of Dr. Dumouchel. 1910. Oil on canvas, 39 ½ x 25 7/8 

in. Philadelphia Museum of Art. From: https://www.wikiart.org/en/marcel-duchamp/portrait-

of-dr-dumouchel-1910  

 

http://www.susanhiller.org/otherworks/homage_duchamp_more.html
https://www.wikiart.org/en/marcel-duchamp/portrait-of-dr-dumouchel-1910
https://www.wikiart.org/en/marcel-duchamp/portrait-of-dr-dumouchel-1910
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Figure 5: Catherine Haley Epstein, Étant Donnés (1. The Waterfall): An Homage to Marcel 

Duchamp. 2015. Wooden pedestal, mirror, submounted plexi, gun. From: 

https://catherinehaleyepstein.com/2015/10/07/on-forgetting-filing-the-flask-etant-donnes-1-

the-waterfall-an-homage-to-marcel-duchamp/ 

 
Figure 6: Marcel Duchamp, Étant Donnés : 1° la chute d'eau / 2° le gaz d'éclairage, peephole 

view. 1946-1966. Sculpture assemblage, 7 ft. 11.5 in. x 70 in. x 49 in. Philadelphia Museum 

of Art. From: http://www.toutfait.com/issues/issue_2/Notes/pop_2.html. 
 

https://catherinehaleyepstein.com/2015/10/07/on-forgetting-filing-the-flask-etant-donnes-1-the-waterfall-an-homage-to-marcel-duchamp/
https://catherinehaleyepstein.com/2015/10/07/on-forgetting-filing-the-flask-etant-donnes-1-the-waterfall-an-homage-to-marcel-duchamp/
http://www.toutfait.com/issues/issue_2/Notes/pop_2.html
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Figure 7: Richard Baquie’s life-size reconstruction of Duchamp’s Etant Donnes showing how 

the image is actually constructed. 1991, sculpture assemblage. From: ArtStor, 

http://library.artstor.org/library/iv2.html?parent=true#.  
 

 
Figure 8: Catherine Haley Epstein, Étant Donnés (1. The Waterfall): An Homage to Marcel 

Duchamp, view of pistol inside. Image courtesy of artist, 2017. 

http://library.artstor.org/library/iv2.html?parent=true
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Figure 9: Catherine Haley Epstein, Étant Donnés (1. The Waterfall): An Homage to Marcel 

Duchamp, viewer interacting with work. Image courtesy of artist, 2017. 
 

 
Figure 10: Catherine Haley Epstein, Étant Donnés (1. The Waterfall): An Homage to Marcel 

Duchamp, viewer interacting with work. Image courtesy of artist, 2017. 
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