
 
 
 
 
 

Examiners’ Report 
Principal Examiner Feedback 

 

Summer 2024 
 

 

Pearson Edexcel GCE  

In History of Art (9HT0) 
Paper 1 



Edexcel and BTEC Qualifications 
 

Edexcel and BTEC qualifications are awarded by Pearson, the UK’s largest awarding 

body. We provide a wide range of qualifications including academic, vocational, 

occupational and specific programmes for employers. For further information visit our 

qualifications websites at www.edexcel.com or www.btec.co.uk. Alternatively, you can 

get in touch with us using the details on our contact us page at 

www.edexcel.com/contactus. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pearson: helping people progress, everywhere 

 

Pearson aspires to be the world’s leading learning company. Our aim is to help everyone 

progress in their lives through education. We believe in every kind of learning, for all 

kinds of people, wherever they are in the world. We’ve been involved in education for 

over 150 years, and by working across 70 countries, in 100 languages, we have built 

an international reputation for our commitment to high standards and raising 

achievement through innovation in education. Find out more about how we can help 

you and your Candidates at: www.pearson.com/uk 

 

 

 

 

 

 

Summer 2024 

Publications Code 9HT0_01_2406_ER 

All the material in this publication is copyright 

© Pearson Education Ltd 2024 

http://www.edexcel.com/
http://www.btec.co.uk/
http://www.edexcel.com/contactus
http://www.pearson.com/uk


Introduction 

The standard of responses to all questions was very similar to last year.  The quality of 
images in Section A: Visual Analysis, was significantly better this year; the strongest 
responses to Visual Analysis questions were divided equally between the two parts of the 

question and were structured in two distinct parts to ensure that the requirements of the 
question were fully met.  Candidates are reminded that they do not get credit for 
identifying the style in which a work is painted, sculpted or built, or for the context 

surrounding the works, as no AO1 marks are available for these questions.  

Candidates were generally very well prepared for the Themes section of the examination, 
again this year, with the vast majority meeting the specific requirements of 
questions.  There was evidence of the study of a wide range of highly interesting examples 
for all Themes; many candidates chose to write about works from beyond the European 

tradition, above those required by the question. These examples were well understood and 
integrated into the candidates' arguments.  The best responses to part (b) questions 

focused fully on the specific wording used and developed reasoned arguments. The most 
successful responses addressed the argument throughout their discussion, linking 

examples and relating them back to the statement. 

Almost all candidates met the requirement to refer to at least one of their specified 
artist(s)/architect in response to Q04(b), Q05(b) and Q06(b).  Many referred to more than 

one, showing strong engagement with these artists/architects and their works. Critical 
texts were generally well integrated into responses to Q04(b), Q05(b) and Q06(b) but 

there were some candidates who did not include a critical textual response and others who 

simply added in a quote without engaging with the views expressed by the critic.  

Almost all candidates wrote in full sentences and paragraphs and resisted the temptation 
to bullet-point their answers, which meant that they were able to access the full range of 
the mark scheme. Candidates should ensure that they are familiar with the definitions of 

terms in the Specification (which can be found in Appendix 1, on pages 41 and 42). The 
term ‘beyond the European tradition’ was misunderstood by some candidates who 
answered Q4(b); some candidates used works which are not portraits in response to 

Q05(a) and some candidates used memorial sculpture, rather than architecture, in 

response to Q6a). 

 
 

 

 

 

 

 

 

 

 

 



Question 1  

Question: Discuss the figure and the setting in this portrait and consider the artist’s 
depiction of texture, pattern and ornamentation. Gustav Klimt, Portrait of Fritza Riedler, 

1906, oil on canvas, 153 x 133cm (Belvedere, Vienna) 

Once again, this question afforded the best responses of the Visual Analysis section, with 
candidates showing that they are confident and comfortable when discussing painting 

and the effects created. Candidates responded particularly well to the first part of the 
question and the best responses contained excellent analysis and interpretation of the 

contrast between the sitter and her setting. The best answers were informed by an 
understanding of mood and carefully analysed features within this context, linking pose 
and expression to a challenging sense of awkwardness, enhanced by various contrasts. 

Several candidates focused too much on the status of the woman, which was not part of 
the question this year, but had been asked in previous questions related to portraiture. 

Many also suggested that the whiteness of her dress suggested marriage or purity, 
which again was not relevant here. Supposition regarding who the woman is, what she 
does and the role of women at the time cannot be credited and candidates are 

encouraged to focus their responses fully on what can be seen within the image 
provided. The strongest candidates responded sensitively to texture, pattern and 

ornamentation, making judgements about the effects created. The best answers were 
very specific about the areas they were discussing such as the mosaic arches around the 
head, the pattern on the chair, texture of walls and materials of the dress, and were 

able to make connections to surface and composition. Less successful responses merely 

described individual elements of the work. 

Candidate response: 
This response gained full marks.  The candidate discusses the figure and setting in a 

sophisticated manner, making interesting comparisons between the two and evidencing all 
assertions with specific details found in the work. Texture, pattern and ornamentation are 

also considered in a detailed manner in relation to all elements of the work. 



 
 
 



 
 
 
 

 



Question 2  

Question: Discuss the form and composition of this sculpture and consider how the 
sculptor has made use of the material and technique. Benvenuto Cellini, Perseus, 1545–

54, bronze, height of figure 320cm (Loggia dei Lanzi, Florence) 

There were some very strong responses to this question with evidence of sensitive discussion 
of the form and composition of the sculpture and careful consideration of material and 

technique. Stronger answers considered the effects of the formal aspects of the work, noting 
the scale and the contrast between the standing figure and the body beneath. There was 

some insightful discussion about the relationship between the two figures and the way in 
which their heads have been presented. Candidates should be mindful not to devolve into a 
narrative about the subject/characters/story etc. where this does not relate to the 

requirements of the question. Many candidates were surprisingly weak in their analysis of 
how the process of bronze casting impacts the appearance of the work. Most considered the 

high tensile strength and detail in bronze but many did not evidence these characteristics 
with specific details from the given work. Several candidates wasted valuable time in 
describing the lost-wax process without any relation of this method to the specific elements 

visible in the sculpture.  No credit can be given for this.  Some candidates wrote about the 
‘additive’ or ‘carvable’ nature of bronze and not the wax during the process. However, the 

strongest answers made close, vivid observations across both parts of the question and, in 
the consideration of the material and technique, were able to link details such as the 
musculature, curled hair and outstretched arm to specific properties of bronze or stages of 

the process of creating and casting. 
Candidate responses: 
This response gained full marks; it is a comprehensive response to both parts of the question 
which shows excellent analysis and understanding of the figures.  The candidate displays 
strong knowledge of the material and technique involved in creating this sculpture and relates 

each of the properties of bronze to specific details within the work. 



 
 

 



 



This candidate spent valuable time in describing the lost wax process without relating it to 

this specific work.  Learnt information, such as this, cannot gain credit and should be avoided. 

 
 
 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Question 3 

Question: Discuss the design and composition of this building and consider how the 
architectural features express its importance.  Beauvais Cathedral, 1225 onwards, stone 

and glass, (Beauvais, France). 

This was the least well-answered of the Visual Analysis questions. In part, this was due to 
candidates identifying the style of the building and simply listing learnt features of the 

Gothic style and not locating them within the composition of the building or suggesting 
how they contributed to the design. Several candidates lacked knowledge of precise Gothic 

terminology and used classical architectural language to describe elements of the design. 
Many candidates tried to answer a question about religious purpose, using learnt 
information from previous examination papers in this regard, instead of focusing on a 

consideration of importance.  The strongest answers, however, were methodical in their 
approach to composition, working across the bay structure or up through the levels of the 

building and explaining how the structure fits together and the relationship of its 
parts.  They also reflected on the reason for the inclusion of certain features, such as flying 
buttresses and the rose window. The second part of the question on importance was 

generally answered more effectively than the first, with many candidates recognising the 
great expense and high level of craftsmanship involved as well as considering the scale of 

the building and its dominance over its surroundings. 

Candidate responses: 
This response, which was placed in the top level of the mark scheme, deals well with both 
parts of the question.  The design and composition are analysed systematically with features 

considered in relation to each other using language such as ‘above’, ‘leading to’ and 
‘between’, ‘taller’ and ‘narrower’.  This shows strong engagement with the specific features 
of the building.  The consideration of how the architectural features express importance is 

also impressive and reveal the candidate thinking carefully about the requirements of the 
question. 
 



 



 
 
 
 



This response is an example of where a candidate recounts a great deal of learnt 

information about the history of cathedral building, the Gothic style and its features, 
without linking them to the specific building used in the question.  No credit can be given 

for this knowledge, though there is a point to credit amongst this, relating to 

craftsmanship and importance.  

 
 
 
 

 

 

 

 

 



Question 4 

Nature proved to be a popular choice amongst candidates, who generally engaged well 
with its concepts; it was the Theme which yielded the best responses on the whole, this 

year.  A large variety of works were chosen, spanning a significant time period, wide 
geographical area, and a variety of styles. Works beyond the European tradition were used 
very well, not only for part (b), where this was the focus of the question, but also in 

response to part (a), despite this not being a requirement. Architecture and sculpture, as 
well as painting,  were used confidently throughout the responses. Many candidates 

showed personal engagement with the works they discussed and demonstrated great 
appreciation for the skill and innovation of the artists and architects who they had studied, 

as well as secure knowledge of the contexts in which works were produced. 

Part (a) 

Question 4(a): Explore how plants have been depicted in two works of art. One must have 

been produced pre-1850 and one post-1850. 

Many candidates showed excellent engagement with the question, producing confident 
responses to how plants have been depicted. The majority of candidates selected to use at 

least one depiction of plants from beyond the European tradition, and many used 
sculpture/3D examples as well as painting/2D. Pre-1850 the most popular choices were 

works by Rachel Ruysch, Albrecht Dürer and Wen Zhengming; Ruysch’s work was 
particularly well used in response to this question. Many candidates selected to use 
Bernini’s Apollo and Daphne - a valid work as it contains plants - but failed to focus 

sufficiently on the leaves and roots, favouring a retelling of the myth and unrelated detail. 
Post-1850, Ai Wei Wei’s Sunflower Seeds was by far the most popular choice and many 

candidates showed real engagement with the work, focusing on the seeds and writing 
about them with insight, knowledge and clear understanding of their contexts. Candidates 
are reminded that there are four marks available for each of the assessment objectives for 

this question. Many did not provide sufficient AO2 in their exploration of the work of Ai Wei 
Wei, in particular,  tending to focus on context and meaning without adequate analysis and 

interpretation of the visual aspects of the work. Very few candidates failed to meet the 

requirement of exploring works both pre-1850 and post-1850. 

Candidate response: 

This response was awarded full marks.  The exploration of both Ruysch’s Flowers in a Vase 

and Ai Wei Wei’s Sunflower Seeds warrants full marks for each assessment objective. 
There is excellent knowledge of, and engagement with, the works.  The discussion is fully 
focused  on how plants have been depicted  and context is relevant and related to the 

works of art. The knowledge shown is detailed and accurate and has been selected to 
focus on the depiction of plants.  Analysis and interpretation are perceptive and show 

excellent understanding of visual language.  The candidate demonstrates in-depth critical 

judgement and personal engagement with the meaning of both works of art. 

 



 



 



Part (b) 

Question 4(b): ‘Works of art and architecture produced beyond the European tradition are 
more effective in responding to nature than those produced within it.’ How far do you 

agree with this statement? 
 To support your answer you must refer to:  
• named works of art/architecture  
• your specified artist(s)/architect  
• your critical text(s). 

This question produced some excellent responses, which showed superb engagement and 
clear argument.  The strongest candidates built their arguments around an understanding 

of fundamental differences in the attitude to nature between the European tradition and 
those which lie beyond it.  The very best were able to explain this with reference to 

experiences of nature within different societies and environments and how this led to a 
difference in visual approach. Architecture was a favoured medium and many candidates 
wrote authoritatively about Angkor Wat and The Bahá’ί House of Worship, in particular, as 

examples of a very successful, integrated response to nature. Hokusai was a very popular 
choice in supporting an argument which agreed with the statement; Turner was the most 

popular specified artist used, often highly convincingly, in counter-arguments.  Some 
candidates detracted from their argument by wrongly identifying Frank Lloyd Wright as an 
architect working ‘beyond the European Tradition’ or considered Richard Long’s A Line in 

Japan, for example, to sit outside the European tradition. Almost all candidates 
remembered to reference a specified artist or architect and to include critical texts but, 

where many candidates used these well, some lacked engagement with the views of critics 

to enhance their argument.  

Candidate response: 

This response gained full marks.  The introduction engages with the argument from the 

outset, considering both sides through well chosen examples.  The candidate goes on to 
address these assertions throughout.  Their consideration of Angkor Wat is particularly 
strong and, here, we see them displaying detailed, accurate knowledge and tailoring their 

analysis and interpretation of the building to the specifics of the question.   Understanding 
of the contexts of art and reasoned argument are excellent; critical texts are used to 

support in-depth critical judgement throughout.  



 
 
 



 



 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Question 5 

Identities proved to be the most popular Theme again this year; a large majority of 
candidates selected it as one of their two options. Candidates engaged well with a wide 

range of identities, from those of artists and architects, to patrons and sitters. Many 
candidates showed personal responses to  their chosen works and demonstrated great 
appreciation of the skill and innovation of the artists and architects whose work they had 

encountered.  

Part (a) 

Question 5(a): Explore how identity is expressed in two 3D portraits. One must have been 

produced pre-1850 and one post-1850. 

There were some excellent responses to this question, where candidates explored the 
identity of the sitter in their chosen 3D portraits with confidence and personal 
engagement.  Too many, however, did not select works which are portraits, choosing 

religious or mythological figures, unknown sitters or ‘types’, rather than “a real individual”, 
as defined in the Specification.  Popular choices from pre-1850 were Augustus Prima Porta 
and Houdon’s George Washington, both of which were explored comprehensively by many 

candidates.  The work of Marc Quinn was especially favoured post-1850 and his Self, in 
particular, elicited many excellent responses which showed notable engagement with the 

context, influences and meaning of the work in expressing the identity of the artist. Very 
few candidates failed to meet the requirement of exploring works both pre-1850 and post-

1850. 

Candidate response: 

This response was placed in the top level of the mark scheme and shows the candidate 
exploring the identity of two very different figures through 3D portraits.  They show 
detailed knowledge of the contexts of both Canova’s Paolina Borghese as Venus Victorious 

and Quinn’s Self, allowing them to explore issues of gender, class and social factors as well 

as materials and techniques.  



 

 



 



 

 

 

 

 

 

 

 

 

 

 

 

 

 



Part (b) 

Question 5(b): ‘Patronage is the most important factor in understanding works of art and 
architecture concerned with identity.’ How far do you agree with this statement? 
To support your answer you must refer to:  
• named works of art/architecture  
• your specified artist(s)/architect  
• your critical text(s). 
 
There were many interesting responses to this question, where candidates dealt well with 
the concept of patronage and how the intentions of the patron can affect the appearance 

and meaning of a work of art or architecture.  Most candidates chose to either agree or 
disagree with the statement, whilst considering some form of counter argument.  The 

weakest responses simply disagreed and explored other factors, or ignored the question 
entirely and wrote about gender, ethnic or hybrid identity through their learnt works 
instead.  The strongest responses considered the change in patronage over time and how 

it was, perhaps, more important in understanding works pre-1850 than those produced 
after that date. Van Eyck’s Marriage of Arnolfini, the paintings of Vigée Le Brun, the 

buildings of Wren and Sinan’s Süleymaniye Mosque were particularly popular choices for 
candidates agreeing with the statement; many candidates did so eloquently, showing 
comprehensive knowledge of the patrons and clear understanding of the role of patronage 

in these works. Frida Kahlo’s Self Portrait along the Border Line between Mexico and the 
USA was used widely as a counter-argument.  Some candidates tried to assert that 

patronage is the most important factor in self-portraits, or works that were painted for 
self-expression, as the artist is the patron of their own works but this argument very rarely 

succeeded and candidates should be certain about the definition of patronage and how it is 
relevant to their chosen works. Almost all candidates remembered to reference a specified 
artist or architect and to include critical texts, which were generally well used.  
 

Candidate response: 

This response, which was placed in the top level of the mark scheme, engages with the 
argument throughout its chosen examples.  Using works by Wren and Paxton, as well as 
Rembrandt, the candidate takes the unusual approach of considering other factors which 

may be important to the understanding of each work, rather than using different works to 
argue each side of the question.   



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Question 6 

War was the least popular of the three optional Themes again this year.  Once again, those 
candidates who did respond to these questions demonstrated personal engagement with 

their chosen works and the issues surrounding the effects of war. There was a wide range 
of works selected, with those produced beyond the European tradition being used 
confidently in many responses - both in part (a), where it was a requirement of the 

question and in part (b), where it was not.  

Part (a) 

Question 6(a): Explore the significance and meaning of two works of architecture 
associated with war. At least one of your examples must have been produced from beyond 

the European tradition. 

This question was generally well answered with the strongest candidates displaying highly 

detailed knowledge. The contexts, appearance, function and purpose of commemorative and 
defensive architecture were considered in order to assess their significance and meaning. 
Candidates wrote particularly well on Lutyens’ Thiepval Memorial and The Golden Fort. 

Weaker answers were too descriptive and simply listed details of the buildings. This was 
particularly true of answers on Himeji Castle, which was a very popular choice of building for 

this question. Few candidates overlooked the requirement to explore at least one work from 
beyond the European tradition though some tried to use two works by Lutyens, for example, 
asserting that his India Gate is beyond the European tradition.  
Most candidates were able to select appropriate buildings although there were a few who 
selected memorials rather than buildings. Memorials such Whiteread’s Holocaust Memorial, 

Lutyens’ Cenotaph and Trajan’s Column are not deemed to be architecture and candidates 
are requested to refer to the definitions of both architecture and memorial sculpture in 
Appendix 1 of the Specification and to the categorisation of works on pages 18 and 19 of the 

War Topic Guide.  
 
Candidate responses: 
This response, which was placed in the top level of the mark scheme, combined strong AO1 

and detailed AO2 to explore the significance and meaning (AO3) of Libeskind’s Imperial War 
Museum North, in particular.   



 



 

 

 

 



This response gained full marks and was particularly impressive in its exploration of The 
Golden Fort, Jaisalmer.  The candidate displays excellent knowledge of the context and 
elements of construction of the building to give a convincing account of its significance and 

meaning. 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Part (b) 

Question 6(b): ‘Accurate representation of a conflict can never capture the horror of war.’ 
How far do you agree with this statement? 
To support your answer you must refer to: 
 • named works of art/architecture  
• your specified artist(s)/architect  
• your critical text(s). 
 
There were some excellent responses to this question, particularly where candidates showed 
clear thinking about the term ‘accurate’ in their introduction.  Some took this to mean 

‘realistic’, others ‘unbiased’ whilst others considered that in order to attain accuracy, artists 
had to have witnessed the horrors of war first hand.  Candidates then went on to select works 

which were relevant to their argument, either to agree that accuracy cannot capture the 
horrors of war, or to refute it.  There were some excellent passages of visual analysis and 
interpretation relating to the question; Goya’s 3rd May 1808 and Disasters of War, the works 

of Delacroix, and Picasso’s Guernica were particularly popular choices and were generally 
used well. Some weaker responses did not address the issue of accuracy and simply asserted 

that no work of art could ever hope to capture the horrors of war. Almost all candidates 
remembered to reference a specified artist (or architect) and to include critical texts, which 
tended to be appropriate and often used well to enhance the argument. 
 
Candidate response: 
This response, which was placed in the top level of the mark scheme, developed a 
sophisticated argument, considering both sides of the debate, and concluding that less 

accurate portrayals such as Guernica may be more effective in capturing the horrors of war 
than more accurate ones such as works by Deller and Goya, which give a narrower view of 
what happened.  The AO1 and AO2 are both excellent and well selected to enhance a 

convincing argument, leading to strong AO3. 



 
 



 
 



 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Paper Summary 

• The standard of responses was as expected and in line with previous years. 
• The integration and understanding of works beyond the European tradition, and of 

works not discussed in previous examination responses, meant that a wide variety 
of works were used, which was interesting. 

• The confidence in discussing the works of specified artists/architects, and their 
contexts, was particularly impressive. 

• The personal engagement that candidates showed with works selected for the 
Themes questions was strong.  

 
Based on performance on this paper, future students should ensure that: 

• In response to Visual Analysis questions, they focus their discussion on the images 

provided and do not rely on learnt information regarding style, influences, contexts 
etc. as no AO1 marks are available for this section of the examination. 

• They answer the question they have been asked in response to Visual Analysis, 

rather than those that have been asked in relation to paintings, sculptures and 
buildings of the same genre in previous examinations. 

• They understand the terms ‘portrait’, ‘beyond the European tradition’ and indeed all 
definitions from Appendix 1 of the Specification. 

• They understand the definition of architecture and how it is distinct from memorial 

sculpture, in particular- the definition of these terms is in Appendix 1 of the 
Specification.  It may be helpful to think of architecture as something that can be 

walked into, on or through. 
• They are secure in their knowledge of who their specified artist/architect is and that 

these works are used in questions which specify this. 
• They provide comparison in their responses which require them to discuss how one 

way is ‘the best’ or ‘most effective’. 
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