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Student exemplar responses 
A Level Paper 1 History of Art 

About this exemplar pack 

This pack has been produced to support History of Art teachers delivering the 

new A Level History of Art specification (first assessment summer 2019). 

The pack contains exemplar student responses for sample question paper 

1: Visual analysis and themes.  

This component assesses different Assessment Objects: 

Students must: 

AO1 Demonstrate knowledge and understanding of the contexts of art 

AO2 Analyse and interpret artists’ work, demonstrating understanding of 

visual language 

AO3 Make critical judgements about art through substantiated 

reasoned argument 

Following the student answer(s) you will find the mark scheme for the level that 

the student has achieved, with accompanying examiner comments on how the 

marks have been awarded. 

The commentaries provided relate to example work produced by a student of the 

legacy specification to support the new A Level History of Art specification. 

Therefore, while these responses give an idea of how candidates might respond, 

the students had not followed a full programme of teaching. 

This pack currently contains sample work for sample question paper 1 Visual 

analysis and themes. 

Students and teachers are to be thanked for their time and generosity in 

completing these response



Mark scheme 
Section A: Visual analysis 
Question Indicative content 
1 AO targeting 

AO2: 6 marks; AO3: 6 marks. 

Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of the points must be included. Other relevant points must 
also be credited. 

Indicative content 

Figures and setting 
 It is an ambiguous space – interior setting but open archway, courtyard

appearance.
 The open archway in centre background leads to exterior beyond with sky and

series of classical buildings visible in perspective.
 The archway on right leads back to interior space of the temple.
 There are classical architectural forms and the illusion of sculpture – symbolic

(Expulsion of Adam and Eve and Sacrifice of Isaac).
 Christ in centre, framed by archway, draws our attention and directs

the action.
 Figure of Christ, in particular, is ethereal, spiritual.
 Christ appears active, violent (unusual representation).
 Elongated forms and large-scale figures dominate the composition.
 There are prominent gestures and expression, and stylised figures.
 The figures are in varied poses but are united by repeated gestures and

consistent lighting.
 The figures on each side of Christ are arranged in groups – active on left in

chaos and discursive, calmer on right; figures are linked on right but separate
from one another on the left as they react to Christ.

 No figures make eye contact with the viewer but they do exchange glances and
communicate with each other.

 The painting has a close viewpoint – figure of Christ moving towards
the viewer.

 All figures are contained within the picture space but there is a sense of moving
in and out.

Sense of drama 
 There are dramatically deep areas of shade, e.g. Christ’s robes for dramatic

chiaroscuro, ‘sketchy’ application of paint enhances this.
 The table knocked over into viewer’s space, in particular the edge of

foreshortened table, draws us in; strong diagonals dissect composition.
 There is exaggerated perspective, through arches to exterior and further back

into interior space, to contrast with movement of foreground scene.
 Static geometric architecture contrasts with dynamic movement of figures.
 There is a variety of dramatic poses and angles – some shown from front, others

from back or side, and variety of movement through gestures and of drapery;
hand and arm gestures are particularly dramatic – hands highlighted emerge



from shadows for contrast and to attract attention, expressive of emotion and 
chaos of scene. 

 There is a series of raised arms in contrasting gestures:
o Christ (arms cross body)
o man opposite Christ with back to us (arm raised in an aggressive gesture)
o man on left in middle ground and woman on right in background (arms raised

to carry baskets)
o woman in left foreground knocked to floor (raises arm above head as she

falls/in defence).
 Bending and kneeling figures in foreground and middle-ground (left and right)

contrast with these poses, and add stillness and variety.
 A woman in the background walking into scene is unaware of what is

to come.
 Christ’s directed gaze and focus shows determination and violence of

his action.
 Shading under the feet suggests movement: Christ surges towards us.
 Colours: bright yellow leads the eye around composition to take in drama of

scene and contrasts with the deep red of Christ’s robes.
Level Mark Descriptor 

0 No rewardable material. 
Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 

visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

Question Indicative content
2 AO targeting

AO2: 6 marks; AO3: 6 marks.
Marking instructions
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).
Indicative content guidance
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must
also be credited.

Indicative content

Composition of figures
 Dynamic composition creates a great sense of movement.
 Crowded and compact composition – the plinth does not seem able to contain all

figures; limbs extend beyond confines of block.
 There is a focus on the central male, winged figure through placement and

attention – he is larger than surrounding figures, elevated, arms and wings
extended, holding tambourine.

 The central figure looks down, connected to other figures.
 Six women, hands joined encircle central figure, connected through arms and 

gazes.
 The child at their feet, in a recumbent pose, arm aloft, holding an instrument, 

appears to be caught in action.
 A woman on right holds a garland; this garland and drapery provide contrast to

figures.
 A plinth provides a base for the figures.
 It is not sculpted in the round but in high relief; this adds to sense

of crowding.

Sense of movement
 The central upright figure with extended arms provides an animated ‘core’ for

the surrounding group.
 The circle of women creates great movement: heads at varying distances from 

one another, joined hands at different levels; hands at back left struggle to 
remain connected.

 Positions of limbs: figures stand on tiptoes, feet off ground, legs crossing over –
this shows direction in which they are dancing.

 Drapery and garland enhance movement – dramatic swirls around central figure, 
drapery of woman second from right slips as she dances.

 Movement of hair also shows direction of movement (woman on right, verticality
of central male figure).

 Child at their feet appears to fall over, one leg and arm outstretched; figures 
tread carefully to avoid him.

 Figures to left and right and central figure transcend boundaries of the block 
behind and project into space.









Marker’s comments 
 

The candidate could be stronger on AO3 with more specific argument and 

evidence on aspects of drama. There was minimal detailed analysis of figures / 

setting beyond gaze, size and sky. Six clear points from the mark scheme. 
 
Marks: 6/12, Level 2 
 

  

Level 2 4–6 Analysis and interpretation are generally competent, showing an 

adequate understanding of visual language. [AO2] 

Adequate critical judgement, supported by generally competent 
reasoned argument and evidence. [AO3] 



 

  



 



Marker’s comments 

Good specific detail effectively linked to the question posed. Demonstrates 

reasoned argument. Adequately meets requirements of level 4. 

Marks: 11/12, Level 4 

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 

understanding of visual language. [AO2] 

In-depth critical judgement, supported by excellent reasoned argument and 

evidence throughout. [AO3] 



from shadows for contrast and to attract attention, expressive of emotion and 
chaos of scene.

 There is a series of raised arms in contrasting gestures:
o Christ (arms cross body)
o man opposite Christ with back to us (arm raised in an aggressive gesture)
o man on left in middle ground and woman on right in background (arms raised

to carry baskets)
o woman in left foreground knocked to floor (raises arm above head as she

falls/in defence).
 Bending and kneeling figures in foreground and middle-ground (left and right) 

contrast with these poses, and add stillness and variety.
 A woman in the background walking into scene is unaware of what is 

to come.
 Christ’s directed gaze and focus shows determination and violence of

his action.
 Shading under the feet suggests movement: Christ surges towards us.
 Colours: bright yellow leads the eye around composition to take in drama of

scene and contrasts with the deep red of Christ’s robes.
Level Mark Descriptor

0 No rewardable material.
Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 

visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence.
[AO3]

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2]
Adequate critical judgement, supported by generally competent reasoned
argument and evidence. [AO3]

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3]

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. [AO3]

Question Indicative content 
2 AO targeting 

AO2: 6 marks; AO3: 6 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 

Composition of figures 
 Dynamic composition creates a great sense of movement.
 Crowded and compact composition – the plinth does not seem able to contain all

figures; limbs extend beyond confines of block.
 There is a focus on the central male, winged figure through placement and

attention – he is larger than surrounding figures, elevated, arms and wings
extended, holding tambourine.

 The central figure looks down, connected to other figures.
 Six women, hands joined encircle central figure, connected through arms and

gazes.
 The child at their feet, in a recumbent pose, arm aloft, holding an instrument,

appears to be caught in action.
 A woman on right holds a garland; this garland and drapery provide contrast to

figures.
 A plinth provides a base for the figures.
 It is not sculpted in the round but in high relief; this adds to sense

of crowding.

Sense of movement 
 The central upright figure with extended arms provides an animated ‘core’ for

the surrounding group.
 The circle of women creates great movement: heads at varying distances from

one another, joined hands at different levels; hands at back left struggle to
remain connected.

 Positions of limbs: figures stand on tiptoes, feet off ground, legs crossing over –
this shows direction in which they are dancing.

 Drapery and garland enhance movement – dramatic swirls around central figure,
drapery of woman second from right slips as she dances.

 Movement of hair also shows direction of movement (woman on right, verticality
of central male figure).

 Child at their feet appears to fall over, one leg and arm outstretched; figures
tread carefully to avoid him.

 Figures to left and right and central figure transcend boundaries of the block
behind and project into space.
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Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 

visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

 
  

Question Indicative content 
3 AO targeting 

AO2: 6 marks; AO3: 6 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 

Design and composition 
 It is a complex, asymmetrical structure, composed of uneven layers. 
 Modern architectural design for impact and practicality. 
 It has a geometric appearance. 
 There is a horizontal emphasis; upper layers protrude over lower layers. 
 Cantilevered horizontal planes contrast with diagonal slopes and  

vertical elements. 
 Horizontal elements appear to hang, creating a dramatic effect. 
 Asymmetry and different levels create a dynamic composition. 
 Function is apparent in the design, e.g. staircases to each level and wide viewing 

platforms overlooking water. 
 Lack of decoration or ornamentation adds to modern appearance and notion of 

functionality. 

Use of materials 
 The reinforced concrete – cantilevered – allows for large areas of glass. 
 Structural elements are concealed by forms (e.g. steel, reinforced concrete, 

cantilevered); reinforced concrete platforms appear to float free of  
the structure. 

 Platforms create areas of shade for open viewing areas overlooking  
the water. 

 Large expanses of glass are used to allow light into building and to allow views 
of water from inside. 

 Materials are undisguised: monochrome slabs of white concrete and large 
expanses of glass.  
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Marker’s comments 
 
A detailed and specific response which captures many of the points on the mark 
scheme. Clear and coherent, showing good argument and evidence throughout. 
Certainly meets all the requirements of level 3. Unfortunately there was 
insufficient critical judgement to achieve a level 4. 
 
Marks: 9/12, Level 3 

 

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 







 

Marker’s comments 
 
A strong response. This candidate divides the two halves of the question into 
separate paragraphs. This is perfectly acceptable and points are relevant 
throughout. Response is fluent and engaged, showing just sufficient reasoned 
argument for level 4. 
 
Marks: 10/12, Level 4 
 
Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 

understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

 
 

 



Level Mark Descriptor
0 No rewardable material.

Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence.
[AO3]

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2]
Adequate critical judgement, supported by generally competent reasoned
argument and evidence. [AO3]

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3]

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. [AO3]

Question Indicative content 
3 AO targeting 

AO2: 6 marks; AO3: 6 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 

Design and composition 
 It is a complex, asymmetrical structure, composed of uneven layers.
 Modern architectural design for impact and practicality.
 It has a geometric appearance.
 There is a horizontal emphasis; upper layers protrude over lower layers.
 Cantilevered horizontal planes contrast with diagonal slopes and

vertical elements.
 Horizontal elements appear to hang, creating a dramatic effect.
 Asymmetry and different levels create a dynamic composition.
 Function is apparent in the design, e.g. staircases to each level and wide viewing

platforms overlooking water.
 Lack of decoration or ornamentation adds to modern appearance and notion of

functionality.

Use of materials 
 The reinforced concrete – cantilevered – allows for large areas of glass.
 Structural elements are concealed by forms (e.g. steel, reinforced concrete,

cantilevered); reinforced concrete platforms appear to float free of
the structure.

 Platforms create areas of shade for open viewing areas overlooking
the water.

 Large expanses of glass are used to allow light into building and to allow views
of water from inside.

 Materials are undisguised: monochrome slabs of white concrete and large
expanses of glass.
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Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 

visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

 
  

Section B: Themes 
Nature in art and architecture 
Question Indicative content 
4(a) AO targeting 

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 

Example: Gaudi, Casa Batlló, Barcelona, 1904–6 
 It has skeleton-like balconies and lower-storey window frames. 
 The roof tiles are like reptilian scales and the form of the roofline is organic. 
 The lower edge of the roofline is like the spine of a large animal with visible 

‘vertebrae’; this is echoed in the interior in the staircase from ground floor to 
first floor. 

 The pillars that support the façade are like giant elephant’s feet. 
 The surface of façade is like fish scales and there are patterning-like markings of 

animal skin throughout the decoration of the building. 
 Organic forms and curved lines dominate; there are no straight lines or corners; 

the building appears soft and supple, rippling like water. 
 The pinnacles and finials appear influenced by bulb and flower forms. 
 Inspiration from natural forms can be seen throughout his work, in the form of 

foliage, flowers, trees, land and animals. 
 The colours and textures of the materials used represent natural surfaces. 

Example: Bahá’í House of Worship, New Delhi, India, 1986 
 The temple is in the form of a lotus flower, the sacred flower of Buddhism, a 

symbol of purity. 
 The lotus flower metaphorically rises out of the muddy water of life and 

blossoms, representing the freedom obtained by spirituality 
 This symbol of spirituality is located in the centre of a dense, mixed-use, urban 

environment  
 The form is of a nine-sided lotus flower, 27 petals – significance of number three 

in Buddhism. 
 A nine-sided pool forms the base; it gives an illusion of floating, independent of 

foundation; incorporation of water into design. 
 Materials are manipulated to echo natural forms, e.g. curvature of petals; petals 

constructed of concrete and clad in marble. 
 Core petals form a bud, allowing light to filter through; each subsequent layer of 

petals reinforces this bud form. 
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Marker’s comments 
 
There were a few noticeable spelling errors, however this is a strong response. 
Analysis and interpretation are clear throughout and critical judgement is 
coherent. AO2 enough for level 4 but AO3 slightly weaker, not clearly responding 
to question prompt for exploring use of materials.  
 
Marks: 8/12, Level 3 

 

 

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 





 

Marker’s comments 
 
A fluent, perceptive response showing sufficient detail and judgement for level 4. 
No consideration of concealed or exposed architectural elements. 
 
Marks: 10/12, Level 4 
 
Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 

understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

 
 

 



Level Mark Descriptor
0 No rewardable material.

Level 1 1–3 Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence.
[AO3]

Level 2 4–6 Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2]
Adequate critical judgement, supported by generally competent reasoned
argument and evidence. [AO3]

Level 3 7–9 Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3]

Level 4 10–12 Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. [AO3]

Mark scheme
Section B: Themes 
Nature in art and architecture 

Question Indicative content 
4(a) AO targeting 

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 

Example: Gaudi, Casa Batlló, Barcelona, 1904–6 
 It has skeleton-like balconies and lower-storey window frames.
 The roof tiles are like reptilian scales and the form of the roofline is organic.
 The lower edge of the roofline is like the spine of a large animal with visible

‘vertebrae’; this is echoed in the interior in the staircase from ground floor to
first floor.

 The pillars that support the façade are like giant elephant’s feet.
 The surface of façade is like fish scales and there are patterning-like markings of

animal skin throughout the decoration of the building.
 Organic forms and curved lines dominate; there are no straight lines or corners;

the building appears soft and supple, rippling like water.
 The pinnacles and finials appear influenced by bulb and flower forms.
 Inspiration from natural forms can be seen throughout his work, in the form of

foliage, flowers, trees, land and animals.
 The colours and textures of the materials used represent natural surfaces.

Example: Bahá’í House of Worship, New Delhi, India, 1986
 The temple is in the form of a lotus flower, the sacred flower of Buddhism, a

symbol of purity.
 The lotus flower metaphorically rises out of the muddy water of life and

blossoms, representing the freedom obtained by spirituality
 This symbol of spirituality is located in the centre of a dense, mixed-use, urban

environment
 The form is of a nine-sided lotus flower, 27 petals – significance of number three

in Buddhism.
 A nine-sided pool forms the base; it gives an illusion of floating, independent of

foundation; incorporation of water into design.
 Materials are manipulated to echo natural forms, e.g. curvature of petals; petals

constructed of concrete and clad in marble.
 Core petals form a bud, allowing light to filter through; each subsequent layer of

petals reinforces this bud form.
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Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited 

understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1] 
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

 
  

Question Indicative content 
4(b) AO targeting 

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Markers must keep in mind that the AOs are equally weighted across levels except 
for Level 5, where there is additional weighting given to AO3. 
The question asks for named works of art from both pre- and post-1850 and so 
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or 
knowledge and so should be limited to a maximum of Level 2  
(6–10 marks). Those who refer only to works of art on one side of 1850 will similarly 
fail to demonstrate an effective argument or knowledge and should therefore be 
limited to a maximum of Level 3 (11–15 marks). 
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual 
analysis and interpretation skills applied to the different types of art. 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 
Some may say 
 Artists do need to experience a place or phenomenon in order to depict it 

convincingly. Peter Paul Rubens, An Autumn Landscape with a View of Het 
Steen, c.1635, shows that when an artist knows a place well, they can evoke a 
greater sense of atmosphere, capturing light effects, depicting meticulous detail 
of nature, buildings and colours for greatest effect. 

 This convincing landscape scene describes the terrain of a specific location at a 
given time and has historical value. Time of day and social context are 
represented; it shows a view to the north in the morning; the rising sun lights up 
the front of a house and a cart leaves for market; a huntsman stalks partridges; 
the application of paint helps to capture light effects. 

 When an artist is connected to a place, the effect is greater, as the personal 
response of the painter/sculptor gives the work greater emotional appeal. 

 Cézanne’s images of Mont-Sainte Victoire (1882–1906) give the viewer insight 
into the connection between the artist and place; the application of paint and 
differing views enhance intensity of experience and connection. 

 ‘Cezanne’s need to experience nature directly and to obliterate his own 
personality set him apart from Van Gogh or Gauguin. When photographs of the 
scenes he painted are compared with his pictures, one can recognize his greater 
verisimilitude and his deep attachment to the countryside, particularly around 
Aix.’ (Phoebe Pool, Impressionism). 

Others may argue 
 There is no need to have first-hand experience of a place, scene or living 

creature in order to render it convincingly. 
 An example such as Caspar David Friedrich, The Sea of Ice, 1824, shows that 

artists can paint landscape scenes from their imagination (this painting was 
inspired by reports of polar expedition by William Edward Parry) and still capture 
the power of nature, appeal to the viewer and create a dramatic effect: the 
application of oil paint is smooth to make the scene look topographical, even 
though it stems from the imagination. 
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Level Mark Descriptor
0 No rewardable material.

Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited
understanding of contexts of art. [AO1]
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence.
[AO3]

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1]
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2]
Adequate critical judgement, supported by generally competent reasoned
argument and evidence. [AO3]

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1]
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3]

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1]
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. [AO3]

Question Indicative content 
4(b) AO targeting 

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Markers must keep in mind that the AOs are equally weighted across levels except 
for Level 5, where there is additional weighting given to AO3. 
The question asks for named works of art from both pre- and post-1850 and so 
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or 
knowledge and so should be limited to a maximum of Level 2  
(6–10 marks). Those who refer only to works of art on one side of 1850 will similarly 
fail to demonstrate an effective argument or knowledge and should therefore be 
limited to a maximum of Level 3 (11–15 marks). 
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual 
analysis and interpretation skills applied to the different types of art. 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 
Some may say 
 Artists do need to experience a place or phenomenon in order to depict it

convincingly. Peter Paul Rubens, An Autumn Landscape with a View of Het
Steen, c.1635, shows that when an artist knows a place well, they can evoke a
greater sense of atmosphere, capturing light effects, depicting meticulous detail
of nature, buildings and colours for greatest effect.

 This convincing landscape scene describes the terrain of a specific location at a
given time and has historical value. Time of day and social context are
represented; it shows a view to the north in the morning; the rising sun lights up
the front of a house and a cart leaves for market; a huntsman stalks partridges;
the application of paint helps to capture light effects.

 When an artist is connected to a place, the effect is greater, as the personal
response of the painter/sculptor gives the work greater emotional appeal.

 Cézanne’s images of Mont-Sainte Victoire (1882–1906) give the viewer insight
into the connection between the artist and place; the application of paint and
differing views enhance intensity of experience and connection.

 ‘Cezanne’s need to experience nature directly and to obliterate his own
personality set him apart from Van Gogh or Gauguin. When photographs of the
scenes he painted are compared with his pictures, one can recognize his greater
verisimilitude and his deep attachment to the countryside, particularly around
Aix.’ (Phoebe Pool, Impressionism).

Others may argue 
 There is no need to have first-hand experience of a place, scene or living

creature in order to render it convincingly.
 An example such as Caspar David Friedrich, The Sea of Ice, 1824, shows that

artists can paint landscape scenes from their imagination (this painting was
inspired by reports of polar expedition by William Edward Parry) and still capture
the power of nature, appeal to the viewer and create a dramatic effect: the
application of oil paint is smooth to make the scene look topographical, even
though it stems from the imagination.
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 On Friedrich ‘Although most of his paintings were inventions, they could be, and
often were, taken at face value simply as topography….They are all entirely
credible.’ (Hugh Honour, Romanticism)

 An example such as Albrecht Dürer’s Rhinoceros shows that artists do not have
to see living creatures in the flesh in order to depict them successfully. Dürer
knew of the rhinoceros from only a sketch and accompanying letter.

 Dürer’s natural affinity with animals and experience in sketching animals, such
as dogs, hare, deer etc. allowed him to render this image successfully.

 ‘What he did not know of the physical appearance of a rhinoceros is more than
compensated for by his imagination’ (Giulia Bartram, British Museum)

 Inspiration can come from other sources, e.g. literary or historical, in order to
create a convincing depiction that captures the imagination of the viewer.

 Landscape scenes do not need to be topographical or accurate depictions of a
specific time or place to evoke a response.

Level Mark Descriptor 
0 No rewardable material. 

Level 1 1–5 Knowledge is basic, selected in a way that demonstrates a limited 
understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. No 
relevant reference to critical texts. [AO3] 

Level 2 6–10 Knowledge is partially adequate, selected in a way that demonstrates 
uneven understanding of contexts of art. [AO1] 
Analysis and interpretation are uneven, showing a partially-adequate 
understanding of visual language. [AO2] 
Partially-adequate critical judgement supported by uneven reasoned 
argument and evidence. Some relevant use of view(s) from critical texts. 
[AO3] 

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent 
understanding of contexts of art. [AO1] 
Analysis and interpretation are competent, showing a competent 
understanding of visual language. [AO2] 
Competent critical judgement, supported by appropriate reasoned argument 
and evidence. Competent use of view(s) from critical texts. [AO3] 

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. Secure integration of view(s) from critical texts. [AO3] 

Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 

Identities in art and architecture
Question Indicative content
5(a) AO targeting

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks.
Marking instructions
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks).
Indicative content guidance
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must
also be credited.
Indicative content

Example: Zaha Hadid, MAXXI National Museum of the
21st Century Arts, Rome
 This can be seen as a modern architectural statement, set just outside the 

historical centre of Rome in an area of rejuvenation.
 Rome as a centre of modern, as well as ancient, architectural innovation.
 The building draws on the Roman invention of concrete, which is the dominant 

building material and provides the aesthetic appeal of the exterior; this also
allows for an overwhelming sense of space; concrete is combined with a steel
infrastructure.

 There are no arches, as such, but it has a sophisticated curvilinear structure 
made possible only by the combination of concrete and the invention of the arch 
by the Romans.

 It makes connections with other Roman buildings (e.g. the sense of space of the 
Pantheon), and pillars supporting exterior reflect those of Bernini’s colonnade at 
St. Peter’s.

 It draws on the influence of other cultures, just as Romans drew inspiration from 
Greek architecture, e.g. the influence of Islamic art such as the Minaret at 
Samarra, which inspired Hadid in the creation of the curving staircases of this 
building.

Example: The Temple of Heaven, Beijing, 15th century
 This was the site of ritual imperial ceremony for Ming and Qing dynasties, where 

emperors came to worship heaven, pray for good harvest and give thanks to 
their ancestors.

 A successful harvest symbolised that the emperor’s reign was sanctioned by 
God, so this site of the winter solstice ceremony was all important in China.

 Its style is typical of Chinese architecture: the use of wood and coloured red 
represent the dignity of the imperial court.

 The complex design reflects the relationship between heaven and earth and 
mystical cosmological laws central to workings of the universe.

 The symbolism of numbers was particularly significant in China: the number
nine is all powerful, so slabs of the Circular Mound Altar were laid in multiples of 
nine; Hall of Prayer for Good Harvest has 28 columns divided into four central
pillars to represent seasons, 12 inner columns symbolising the months and 12
outer columns representing 2-hour sections of the day.

 The circular design of individual buildings represents the circle of life and 
boundless vitality.
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Marker’s comments 
 
An impressive, fluent and sophisticated response which manages breadth and 
depth in both the selection of examples and in the discussion of each. It is 
perfectly acceptable for students to be more detailed in their exploration of some 
works than others. Valid examples and insightful integration of critical texts. 
Argument is fully relevant throughout and critical judgement is reasoned and 
evidenced. Clearly meets level 5.  
 
Marks: 24/25, Level 5 
 
Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 

excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 



 On Friedrich ‘Although most of his paintings were inventions, they could be, and 
often were, taken at face value simply as topography….They are all entirely 
credible.’ (Hugh Honour, Romanticism) 

 An example such as Albrecht Dürer’s Rhinoceros shows that artists do not have 
to see living creatures in the flesh in order to depict them successfully. Dürer 
knew of the rhinoceros from only a sketch and accompanying letter. 

 Dürer’s natural affinity with animals and experience in sketching animals, such 
as dogs, hare, deer etc. allowed him to render this image successfully. 

 ‘What he did not know of the physical appearance of a rhinoceros is more than 
compensated for by his imagination’ (Giulia Bartram, British Museum) 

 Inspiration can come from other sources, e.g. literary or historical, in order to 
create a convincing depiction that captures the imagination of the viewer. 

 Landscape scenes do not need to be topographical or accurate depictions of a 
specific time or place to evoke a response. 

Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–5 Knowledge is basic, selected in a way that demonstrates a limited 

understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. No 
relevant reference to critical texts. [AO3] 

Level 2 6–10 Knowledge is partially adequate, selected in a way that demonstrates 
uneven understanding of contexts of art. [AO1] 
Analysis and interpretation are uneven, showing a partially-adequate 
understanding of visual language. [AO2] 
Partially-adequate critical judgement supported by uneven reasoned 
argument and evidence. Some relevant use of view(s) from critical texts. 
[AO3] 

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent 
understanding of contexts of art. [AO1] 
Analysis and interpretation are competent, showing a competent 
understanding of visual language. [AO2] 
Competent critical judgement, supported by appropriate reasoned argument 
and evidence. Competent use of view(s) from critical texts. [AO3] 

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. Secure integration of view(s) from critical texts. [AO3] 

Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 

Identities in art and architecture 
Question Indicative content 
5(a) AO targeting 

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).  
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 
Indicative content 

Example: Zaha Hadid, MAXXI National Museum of the  
21st Century Arts, Rome 
 This can be seen as a modern architectural statement, set just outside the 

historical centre of Rome in an area of rejuvenation. 
 Rome as a centre of modern, as well as ancient, architectural innovation. 
 The building draws on the Roman invention of concrete, which is the dominant 

building material and provides the aesthetic appeal of the exterior; this also 
allows for an overwhelming sense of space; concrete is combined with a steel 
infrastructure. 

 There are no arches, as such, but it has a sophisticated curvilinear structure 
made possible only by the combination of concrete and the invention of the arch 
by the Romans. 

 It makes connections with other Roman buildings (e.g. the sense of space of the 
Pantheon), and pillars supporting exterior reflect those of Bernini’s colonnade at 
St. Peter’s. 

 It draws on the influence of other cultures, just as Romans drew inspiration from 
Greek architecture, e.g. the influence of Islamic art such as the Minaret at 
Samarra, which inspired Hadid in the creation of the curving staircases of this 
building. 

Example: The Temple of Heaven, Beijing, 15th century 
 This was the site of ritual imperial ceremony for Ming and Qing dynasties, where 

emperors came to worship heaven, pray for good harvest and give thanks to 
their ancestors. 

 A successful harvest symbolised that the emperor’s reign was sanctioned by 
God, so this site of the winter solstice ceremony was all important in China. 

 Its style is typical of Chinese architecture: the use of wood and coloured red 
represent the dignity of the imperial court. 

 The complex design reflects the relationship between heaven and earth and 
mystical cosmological laws central to workings of the universe. 

 The symbolism of numbers was particularly significant in China: the number 
nine is all powerful, so slabs of the Circular Mound Altar were laid in multiples of 
nine; Hall of Prayer for Good Harvest has 28 columns divided into four central 
pillars to represent seasons, 12 inner columns symbolising the months and 12 
outer columns representing 2-hour sections of the day. 

 The circular design of individual buildings represents the circle of life and 
boundless vitality. 
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Level Mark Descriptor 
0 No rewardable material. 

Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited 
understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1] 
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

Question Indicative content
5(b) AO targeting

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks.
Marking instructions
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).
Markers must keep in mind that the AOs are equally weighted across levels except
for Level 5, where there is additional weighting given to AO3.
The question asks for named works of art from both pre- and post-1850 and so
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or
knowledge and so should be limited to a maximum of Level 2 
(6–10 marks). Those who refer only to works of art on one side of 1850 will similarly
fail to demonstrate an effective argument or knowledge and should therefore be 
limited to a maximum of Level 3 (11–15 marks).
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual
analysis and interpretation skills applied to the different types of art.
Indicative content guidance
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must
also be credited.

Some may say
 Portraits must be realistic; they are intended to capture the likeness of the sitter 

and to record what they looked like at any given time.
 Portraits were often used for diplomatic purposes, so must be as close a likeness

as possible, e.g. Hans Holbein, Henry VIII, 1536–7.
 ‘Of all things the perfection is to imitate the face of mankind.’ 

(Hilliard, The Art of Limning, c.1598).
 Realism is appropriate for formal images of royal/political figures. Patrons expect 

to be able to recognise themselves in their portraits and therefore they must be 
realistic.

 Realistic depiction of the sitter, their possessions/surroundings/garments
elevates their status in society, e.g. distinctive features and setting of Giovanni
Arnolfini in van Eyck’s The Arnolfini Portrait, 1434.

 ‘By looking carefully at van Eyck’s Arnolfini Double Portrait we learn many things
about his sitters and their world. In one way the reason this is seems so simple: 
its painter had an eye for the significant detail that can reveal something of the 
complexity of the lives these people led.’ 
(Harbison, Jan van Eyck, the Play of Realism, 1991)

 The technical skill of an artist can be measured by their ability to create the
illusion of a real person, and real materials, on a two-dimensional canvas; use of 
oil paint allows for capturing of illusion of materials and textures.

 Only through being a realistic depiction can a portrait reveal the character of the 
sitter.

 Before the invention of photography, it was necessary for portraits to show a
true likeness.

Others may argue
 Portraits do not need to be realistic to capture the likeness of the sitter.
 Whistler believed that mere imitation did not qualify as art – the artist should 

‘paint the man’, not just the features. 
 Portraits need to be idealised to flatter the sitter, usually a paying patron.
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Marker’s comments 
 
Discussion of MAXXI is not explicitly connected to the identity, leading to weaker 
AO3. Knowledge /understanding are adequate and AO2 is generally competent. 
Better on Suleymaniye with specific points on identity and more detail on 
Byzantine legacy etc., supported by better detail. An uneven response. MAXXI at 
level 2 and Suleymaniye just at Level 3. 
 
Marks: 6/12, Level 2 
 
Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 

competent understanding of contexts of art. [AO1] 
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

 



Level Mark Descriptor
0 No rewardable material.

Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited
understanding of contexts of art. [AO1]
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence.
[AO3]

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1]
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2]
Adequate critical judgement, supported by generally competent reasoned
argument and evidence. [AO3]

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1]
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3]

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1]
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. [AO3]

Question Indicative content 
5(b) AO targeting 

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).  
Markers must keep in mind that the AOs are equally weighted across levels except 
for Level 5, where there is additional weighting given to AO3. 
The question asks for named works of art from both pre- and post-1850 and so 
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or 
knowledge and so should be limited to a maximum of Level 2  
(6–10 marks). Those who refer only to works of art on one side of 1850 will similarly 
fail to demonstrate an effective argument or knowledge and should therefore be 
limited to a maximum of Level 3 (11–15 marks). 
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual 
analysis and interpretation skills applied to the different types of art. 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Some may say 
 Portraits must be realistic; they are intended to capture the likeness of the sitter

and to record what they looked like at any given time.
 Portraits were often used for diplomatic purposes, so must be as close a likeness

as possible, e.g. Hans Holbein, Henry VIII, 1536–7.
 ‘Of all things the perfection is to imitate the face of mankind.’

(Hilliard, The Art of Limning, c.1598).
 Realism is appropriate for formal images of royal/political figures. Patrons expect

to be able to recognise themselves in their portraits and therefore they must be
realistic.

 Realistic depiction of the sitter, their possessions/surroundings/garments
elevates their status in society, e.g. distinctive features and setting of Giovanni
Arnolfini in van Eyck’s The Arnolfini Portrait, 1434.

 ‘By looking carefully at van Eyck’s Arnolfini Double Portrait we learn many things
about his sitters and their world. In one way the reason this is seems so simple:
its painter had an eye for the significant detail that can reveal something of the
complexity of the lives these people led.’
(Harbison, Jan van Eyck, the Play of Realism, 1991)

 The technical skill of an artist can be measured by their ability to create the
illusion of a real person, and real materials, on a two-dimensional canvas; use of
oil paint allows for capturing of illusion of materials and textures.

 Only through being a realistic depiction can a portrait reveal the character of the
sitter.

 Before the invention of photography, it was necessary for portraits to show a
true likeness.

Others may argue 
 Portraits do not need to be realistic to capture the likeness of the sitter.
 Whistler believed that mere imitation did not qualify as art – the artist should

‘paint the man’, not just the features.
 Portraits need to be idealised to flatter the sitter, usually a paying patron.
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 Works of art are most effective when they convey something of the personality
of the artist, as well as the subject; realistic portraits do not allow for any
expression of the personality of the artist or personal style.

 In Boccioni’s Technical Manifesto of Futurist Painting, he said that to be a work
of art, a portrait ‘must not resemble the sitter’.

 Personality and connection between artist and sitter can be expressed most
effectively through colour, brushwork, application of paint (impasto),
e.g. van Gogh, Portrait of Père Tanguy, 1887.

 Non-realistic portraits can convey greater emotion or personal connection, e.g.
Picasso, Portrait of Marie-Thérèse Walter, 1937.

 Non-representational colour can be used to great effect to show personality or
express emotion, e.g. Henri Matisse, The Green Line, 1905.

 ‘In order to display a true relation we must be ready to sacrifice a thousand
apparent truths.’ (André Salmon, La jeune peinture française)

Level Mark Descriptor 
0 No rewardable material. 

Level 1 1–5 Knowledge is basic, selected in a way that demonstrates a limited 
understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. No 
relevant reference to critical texts. [AO3] 

Level 2 6–10 Knowledge is partially adequate, selected in a way that demonstrates 
uneven understanding of contexts of art. [AO1] 
Analysis and interpretation are uneven, showing a partially-adequate 
understanding of visual language. [AO2] 
Partially-adequate critical judgement supported by uneven reasoned 
argument and evidence. Some relevant use of view(s) from critical texts. 
[AO3] 

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent 
understanding of contexts of art. [AO1] 
Analysis and interpretation are competent, showing a competent 
understanding of visual language. [AO2] 
Competent critical judgement, supported by appropriate reasoned 
argument and evidence. Competent use of view(s) from critical texts. [AO3] 

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. Secure integration of view(s) from critical texts. 
[AO3] 

Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 

War in art and architecture
Question Indicative content
6(a) AO targeting

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks.
Marking instructions
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4).
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks).
Indicative content guidance
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must
also be credited.

Indicative content
Example: Francisco Goya, 3rd May 1808, 1814
 Dead bodies lie on the ground, showing extent of the massacre.
 Blood from the figure in the foreground spills into viewer’s space.
 Terror in eyes of the central figure, victim; there are vivid emotional reactions of

the surrounding figures: praying, covering eyes, and shivering with fear.
 There is a momentary aspect depicted in the work, as the victims are about to 

be shot.
 An inequality is shown by there being one figure about to be shot by eight armed 

men at close range.
 It is depicted as an inhumane act to show the inhumanity that reigns 

during conflict.
 Goya’s use of light and shade highlight the difference between ‘good’ and ‘evil’

and emphasises the action.

Example: Night attack on the Sanjô Palace, 13th century
 This work is a savage depiction of warfare – warriors behead their enemies and 

attack them while they are sleeping.
 It depicts confusion, showing the chaos of attack.
 There is a variety of viewpoints: a bird’s eye view of warriors, looking straight on 

at horses and the palace seen from above and below.
 It is full of action: flames sweep the palace, horses charge away from fire to left, 

swords at a variety of angles show movement and court ladies try to hide as 
they escape the fire.

 A great sense of energy and violence in conveyed by the brisk lines of much of
the brushwork – fire made up of sharply-defined lines of black and red and 
looser grey smoke.

 There is highly-defined brushwork in the detail of armour and architecture.
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Marker’s comments 

This candidate attempts to make the question fit their preferred works rather 
than selecting the best examples to answer the question as fully as possible. 
Integration of critic in introduction is useful and time effective but no further 
critical textual references. First paragraph discussion of Augustus has no AO3, 
although AO1 and AO2 are good. There is a noticeable trend which continues 
through discussion of Balzac. The conclusion only offers evidence that these two 
works are not true likenesses but wider argument is not addresses. Candidate 
could do more to demonstrate perceptive selection of examples to show overall 
response. AO1 and AO2 at Level 4 but AO3 only at Level 1. 

Marks: 14/22, Level 3 

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent 
understanding of contexts of art. [AO1] 
Analysis and interpretation are competent, showing a competent 
understanding of visual language. [AO2] 
Competent critical judgement, supported by appropriate reasoned 
argument and evidence. Competent use of view(s) from critical texts. [AO3] 







 

Marker’s comments 
 
A strong response. References to Kings in introduction could be consolidated 
with links to named artists. Arnolfini discussion is limited by reference to 
marriage and contemporary literature challenges this interpretation. Critical 
texts well-used. Discussion of Manet excellent; knowledge and analysis used to 
advance argument and work is well selected to provide greater range to 
argument; clear conclusion. Unfortunately not as detailed as it could as detailed 
as candidate 1 but still meets level 5. 
 
Marks: 22/25, Level 5 
 
Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 

excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 

 
 

 



 Works of art are most effective when they convey something of the personality 
of the artist, as well as the subject; realistic portraits do not allow for any 
expression of the personality of the artist or personal style.

 In Boccioni’s Technical Manifesto of Futurist Painting, he said that to be a work 
of art, a portrait ‘must not resemble the sitter’. 

 Personality and connection between artist and sitter can be expressed most 
effectively through colour, brushwork, application of paint (impasto),
e.g. van Gogh, Portrait of Père Tanguy, 1887.

 Non-realistic portraits can convey greater emotion or personal connection, e.g. 
Picasso, Portrait of Marie-Thérèse Walter, 1937.

 Non-representational colour can be used to great effect to show personality or
express emotion, e.g. Henri Matisse, The Green Line, 1905.

 ‘In order to display a true relation we must be ready to sacrifice a thousand 
apparent truths.’ (André Salmon, La jeune peinture française)

Level Mark Descriptor
0 No rewardable material.

Level 1 1–5 Knowledge is basic, selected in a way that demonstrates a limited
understanding of contexts of art. [AO1]
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2]
Basic critical judgement, with limited reasoned argument and evidence. No 
relevant reference to critical texts. [AO3]

Level 2 6–10 Knowledge is partially adequate, selected in a way that demonstrates
uneven understanding of contexts of art. [AO1]
Analysis and interpretation are uneven, showing a partially-adequate 
understanding of visual language. [AO2]
Partially-adequate critical judgement supported by uneven reasoned 
argument and evidence. Some relevant use of view(s) from critical texts.
[AO3]

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent
understanding of contexts of art. [AO1]
Analysis and interpretation are competent, showing a competent
understanding of visual language. [AO2]
Competent critical judgement, supported by appropriate reasoned
argument and evidence. Competent use of view(s) from critical texts. [AO3]

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1]
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2]
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. Secure integration of view(s) from critical texts.
[AO3]

Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1]
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2]
In-depth critical judgement, supported by excellent reasoned argument and
evidence throughout. Insightful integration of view(s) from critical texts.
[AO3]

War in art and architecture 
Question Indicative content 
6(a) AO targeting 

AO1: 4 marks; AO2: 4 marks; AO3: 4 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Candidates who fail to refer to any named works of art will be demonstrating only 
‘basic’ knowledge and should be awarded a mark in Level 1 (1–3 marks). Answers 
that discuss only one valid example should be limited to a maximum of Level 2 (4–6 
marks). 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Indicative content 
Example: Francisco Goya, 3rd May 1808, 1814 
 Dead bodies lie on the ground, showing extent of the massacre.
 Blood from the figure in the foreground spills into viewer’s space.
 Terror in eyes of the central figure, victim; there are vivid emotional reactions of

the surrounding figures: praying, covering eyes, and shivering with fear.
 There is a momentary aspect depicted in the work, as the victims are about to

be shot.
 An inequality is shown by there being one figure about to be shot by eight armed

men at close range.
 It is depicted as an inhumane act to show the inhumanity that reigns

during conflict.
 Goya’s use of light and shade highlight the difference between ‘good’ and ‘evil’

and emphasises the action.

Example: Night attack on the Sanjô Palace, 13th century 
 This work is a savage depiction of warfare – warriors behead their enemies and

attack them while they are sleeping.
 It depicts confusion, showing the chaos of attack.
 There is a variety of viewpoints: a bird’s eye view of warriors, looking straight on

at horses and the palace seen from above and below.
 It is full of action: flames sweep the palace, horses charge away from fire to left,

swords at a variety of angles show movement and court ladies try to hide as
they escape the fire.

 A great sense of energy and violence in conveyed by the brisk lines of much of
the brushwork – fire made up of sharply-defined lines of black and red and
looser grey smoke.

 There is highly-defined brushwork in the detail of armour and architecture.
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Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited 

understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1] 
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

  

Question Indicative content 
6(b) AO targeting 

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Markers must keep in mind that the AOs are equally weighted across levels except 
for Level 5, where there is additional weighting given to AO3. 
The question asks for named works of art from both pre- and post-1850 and so 
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or 
knowledge and so should be limited to a maximum of Level 2 (6–10 marks). Those 
who refer only to works of art on one side of 1850 will similarly fail to demonstrate 
an effective argument or knowledge and should therefore be limited to a maximum of 
Level 3 (11–15 marks). 
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual 
analysis and interpretation skills applied to the different types of art. 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Some may say 
 Art has a crucial role to play in ensuring that something of value results from the 

destruction of conflict. 
 Images are a way of recording conflict, they are historical records and primary 

sources, e.g. John Nash, Oppy Wood, 1917 and Evening, 1918. 
 Art helps us to understand the political situation through an artist’s eyes, which 

may be partial or neutral, even if the style of work is not realistic/photographic; 
application of paint can contribute to effect of scene. 

 Artists’ representations of the conflict can give us insight into how it felt to be 
there or live through the time of turmoil, e.g. Otto Dix, Self-portrait as a 
Prisoner of War, 1947; personal experience, as well as historically accurate. 

 Images help us to understand the horror of war and atrocities committed, and so 
lessons can be learned from these images to discourage future conflict, e.g. John 
Singer Sargent, Gassed, c1919 

 First-hand experience of an artist is invaluable in creating a believable scene. For 
example, letters from friends confirm that Sargeant really did experience events 
very similar those he portrayed.  

 Art has the power to represent emotion, feeling and experience of war. 
 Images of the horrors of war will always be relevant. ‘Guernica is much more 

than a painting of the present moment. It shows the disaster of our society.’ 
(Jean-Louis Ferrier, Art of the 20th Century). 

Others may argue 
 Art cannot compensate for the horror of conflict. 
 Painters/sculptors cannot capture the reality of a conflict through their art; you 

need to live through such horrors in order to understand them. 
 Artists will always show bias/allegiance to one side or other, so our view of 

history is distorted by such images, e.g. Delacroix, The Massacre at Chios, 
1824. 
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Marker’s comments 
 

Introduction is unnecessary here so unfortunately no credit can be given for this 

first paragraph or for the conclusion because there is no specific discussion or 

information given. The candidate would have earned more credit by using this 
time to discuss the two works in greater detail. The events of both works are 

noted by date and related to a war. There was insufficient discussion of 
viewpoint, scale, handling of space or relevance of event to artist. Knowledge is 
adequate and analysis and interpretation are competent. Argument is generally 

reasoned but lacks detail and depth required for level 3.  

 

Marks: 6/12, Level 2  
 

 

 

  

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 

competent understanding of contexts of art. [AO1] 

Analysis and interpretation are generally competent, showing an adequate 

understanding of visual language. [AO2] 

Adequate critical judgement, supported by generally competent reasoned 

argument and evidence. [AO3] 



Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–3 Knowledge is basic, selected in a way that demonstrates a limited 

understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. 
[AO3] 

Level 2 4–6 Knowledge is adequate, selected in a way that demonstrates generally 
competent understanding of contexts of art. [AO1] 
Analysis and interpretation are generally competent, showing an adequate 
understanding of visual language. [AO2] 
Adequate critical judgement, supported by generally competent reasoned 
argument and evidence. [AO3] 

Level 3 7–9 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. [AO3] 

Level 4 10–12 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. [AO3] 

  

Question Indicative content 
6(b) AO targeting 

AO1: 8 marks; AO2: 8 marks; AO3: 9 marks. 
Marking instructions 
Answers must apply the level descriptors (below) in line with the general marking 
guidance (pages 3–4). 
Markers must keep in mind that the AOs are equally weighted across levels except 
for Level 5, where there is additional weighting given to AO3. 
The question asks for named works of art from both pre- and post-1850 and so 
candidates must cover at least one named work in each category. Candidates who 
fail to refer to any named works of art will be demonstrating only ‘basic’ knowledge 
and should be awarded a mark in Level 1 (1–5 marks). Those who refer to only a 
single work of art will similarly fail to demonstrate an effective argument or 
knowledge and so should be limited to a maximum of Level 2 (6–10 marks). Those 
who refer only to works of art on one side of 1850 will similarly fail to demonstrate 
an effective argument or knowledge and should therefore be limited to a maximum of 
Level 3 (11–15 marks). 
This is a synoptic question. Candidates are therefore expected to integrate 
knowledge and understanding from works they have studied, as well as the visual 
analysis and interpretation skills applied to the different types of art. 
Indicative content guidance 
The indicative content below exemplifies points that candidates may make, but this 
does not imply that any of these points must be included. Other relevant points must 
also be credited. 

Some may say 
 Art has a crucial role to play in ensuring that something of value results from the 

destruction of conflict. 
 Images are a way of recording conflict, they are historical records and primary 

sources, e.g. John Nash, Oppy Wood, 1917 and Evening, 1918. 
 Art helps us to understand the political situation through an artist’s eyes, which 

may be partial or neutral, even if the style of work is not realistic/photographic; 
application of paint can contribute to effect of scene. 

 Artists’ representations of the conflict can give us insight into how it felt to be 
there or live through the time of turmoil, e.g. Otto Dix, Self-portrait as a 
Prisoner of War, 1947; personal experience, as well as historically accurate. 

 Images help us to understand the horror of war and atrocities committed, and so 
lessons can be learned from these images to discourage future conflict, e.g. John 
Singer Sargent, Gassed, c1919 

 First-hand experience of an artist is invaluable in creating a believable scene. For 
example, letters from friends confirm that Sargeant really did experience events 
very similar those he portrayed.  

 Art has the power to represent emotion, feeling and experience of war. 
 Images of the horrors of war will always be relevant. ‘Guernica is much more 

than a painting of the present moment. It shows the disaster of our society.’ 
(Jean-Louis Ferrier, Art of the 20th Century). 

Others may argue 
 Art cannot compensate for the horror of conflict. 
 Painters/sculptors cannot capture the reality of a conflict through their art; you 

need to live through such horrors in order to understand them. 
 Artists will always show bias/allegiance to one side or other, so our view of 

history is distorted by such images, e.g. Delacroix, The Massacre at Chios, 
1824. 
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 Art can be used as propaganda or subjected to censorship, so has value to the 
modern viewer as historical evidence of propaganda or censorship placed on the 
arts, e.g. Alessandro Bruschetti, Fascist Synthesis, 1935. 

 ‘Under Mussolini’s regime in Italy propaganda and censorship were widespread 
and the Italian Fascists regarded their movement as the vanguard of an artistic 
Renaissance… As the title (Fascist Synthesis) implies, the painting depicts a 
fascist universe in which the old and the new are brought together in a dynamic 
synthesis.” (Toby Clark, Art and Propaganda in the Twentieth Century, 1997) 

 War brings destruction and by glorifying war, artists are  
encouraging conflict. 

Level Mark Descriptor 
 0 No rewardable material. 
Level 1 1–5 Knowledge is basic, selected in a way that demonstrates a limited 

understanding of contexts of art. [AO1] 
Analysis and interpretation are limited, showing basic understanding of 
visual language. [AO2] 
Basic critical judgement, with limited reasoned argument and evidence. No 
relevant reference to critical texts. [AO3] 

Level 2 6–10 Knowledge is partially adequate, selected in a way that demonstrates 
uneven understanding of contexts of art. [AO1] 
Analysis and interpretation are uneven, showing a partially-adequate 
understanding of visual language. [AO2] 
Partially-adequate critical judgement supported by uneven reasoned 
argument and evidence. Some relevant use of view(s) from critical texts. 
[AO3] 

Level 3 11–15 Knowledge is competent, selected in a way that demonstrates competent 
understanding of contexts of art. [AO1] 
Analysis and interpretation are competent, showing a competent 
understanding of visual language. [AO2] 
Competent critical judgement, supported by appropriate reasoned argument 
and evidence. Competent use of view(s) from critical texts. [AO3] 

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 
understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are coherent throughout, showing a secure 
understanding of visual language. [AO2] 
Good critical judgement, supported by coherent reasoned argument and 
evidence throughout. Secure integration of view(s) from critical texts. [AO3] 

Level 5 21–25 Knowledge is detailed, accurate and in depth, selected in a way that reveals 
excellent understanding of contexts of art throughout. [AO1] 
Analysis and interpretation are perceptive throughout, showing excellent 
understanding of visual language. [AO2] 
In-depth critical judgement, supported by excellent reasoned argument and 
evidence throughout. Insightful integration of view(s) from critical texts. 
[AO3] 
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Marker’s comments 

An interesting and engaging response. From an assessment point of view, it is 

worth noting that the candidate spends a lot of time exploring the philosophical 

questions arising from the statement than in a detailed discussion of any of the 
works of art. Valid examples selected from pre and post 1850; the candidate 

cites 5 examples which is clearly sufficient and they are logically selected to 
show a confident understanding of the material. Critical texts are only referred 
to once but are integrated into candidate’s argument. AO1 is Level 4 - good and 

selected in a way that demonstrates secure understanding. AO2 isn’t as strong 
because candidate does not get close enough to the works to analyse and 

interpret. AO3 is good, but the limited use of critical texts means that it is Level 
4 rather than Level 5.  

Marks: 17/25, Level 4 

Level 4 16–20 Knowledge is good, selected in a way that demonstrates secure 

understanding of contexts of art throughout. [AO1] 

Analysis and interpretation are coherent throughout, showing a secure 

understanding of visual language. [AO2] 

Good critical judgement, supported by coherent reasoned argument and 

evidence throughout. Secure integration of view(s) from critical texts. [AO3] 
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