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Introduction

The standard of responses to all questions on this paper was very similar to last
year. The strongest responses to Visual Analysis questions were, again, divided
equally between the two parts of the question and were structured in distinct
parts to ensure that the requirements of the question were fully

met. Candidates are advised to answer the two parts of the question asked and
not to write a general response to the image with which they are presented.
Several candidates produced repetitive points in their responses; each point
should be saying something discrete in relation to the image provided and the
qguestion asked. 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
guestions; this was particularly relevant to the style of the painting and learnt
knowledge regarding the building, this year.

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. Again, 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 in the introduction as well as
throughout the discussion, linking examples and relating them back to the
statement and then reaching a definitive conclusion in the final paragraph.

Almost all candidates met the requirement to refer to works pre and post 1850
in parts (a) and (b) of Q04, and part (b) of question 6 and to refer to at least
one of their specified artists/architects in response to Q05(b). Many candidates
referred to more than one of their specified artists/architects, showing strong
engagement with their works. Critical texts were generally well integrated into
responses to Q04(b), Q05(b) and Q06(b) but there were still a few candidates
who did not include a critical textual response and others who simply added in a
guote 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 Q5(b); some candidates
used works which are not landscapes or seascapes in response to Q04(a); some
candidates used 3D works in response to Q5(a).



Question 1

Question: Discuss the representation of the figures in this painting and consider
how light and tone contribute to the depiction of the scene. Judith Leyster, A
Boy and a Girl with a Cat and an Eel, c.1635, oil on oak, 59.4 x 48.8 cm
(National Gallery, London).

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. Many candidates responded well to
the first part of the question, acknowledging the title of the painting and all the
figures - both human and animal - depicted. The best responses contained
excellent analysis and interpretation of the representation of the gestures and
expressions of these figures and the atmosphere of the work. Many employed
fluent language in discussing the figures’ playful, mischievous demeanour and
their ruddy complexions. Some strong answers commented on differing
engagement with the viewer and hand gestures. A good nhumber thought the girl
was holding onto a chair and few identified that it is, in fact, the cat’s tail.
Unfortunately, several candidates focused their response on the composition of
the work and missed valuable points reagrding facial expressions and gestures.
Candidates must look closely, and pay attention to the information provided, to
avoid exposing mistakes such as identifying the eel as a “knife” or “*hook”. There
were some excellent responses to the second part of the question, particularly in
consideration of light, with candidates displaying highly sophisticated
understanding of how the directional light served to focus on: the hands; facial
features, particularly through contrast with the whiteness of the scarf/ruff; the
textures of fabrics; the furry or sleek surfaces of the animals. There was also
some strong consideration of the contrasting ‘halo effect’ of the lit hat brim and
bonnet with the more devilish expressions of the children.

Candidate response:

This response gained full marks. The candidate examines the representation of
the figures through astute observation and nuanced interpretation. There is an
excellent use of comparative language, which enhances the discussion. Light and
tone are carefully considered and the way in which they contribute to the
depiction is explored in a meaningful manner.
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Question 2

Question: Discuss the figures and their setting in this work and consider how the
artist has created a sense of drama. Properzia de’ Rossi, Joseph and Potiphar’s
Wife, 1525-6, marble, 53.5 x 54 cm (Museo di San Petronio, Bologna).

There were a limited number of top level responses to this question as many
candidates relied on a purely descriptive account of the scene and/or appeared
to be expecting a question focused on material and technique, which they
discussed without relation to the specifics of the question. As a result, their
analysis of figures and setting and how drama was conveyed through sculptural
methods remained superficial or was omitted entirely. Where students read the
question and supporting information closely and prioritised visual analysis over
narrative summary, their work was notably more focused, informed, and
appropriately aligned to the assessment criteria. Higher-level responses
approached the figures and setting with a detached, analytical eye, enabling
perceptive commentary on the spatial composition, bodily forms, and the
physical relationships within the relief. This approach led naturally into the
second part of the question, where the best responses demonstrated a strong
understanding of sculptural technique—particularly undercutting and the use of
shadow to heighten the dramatic impact of the scene. Detailed references to
muscular tension, flow of drapery and physical dynamism also helped these
candidates to access the upper level of the mark scheme. Several of the
strongest responses noticed the hand of Potiphar’s wife gripping the mattress
and the positioning of her feet in assisting her attempt to restrain the figure of
Joseph. Others identified and commented upon the determined facial
expressions of the two figures and how this caused tension within the scene.

Candidate response:

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
and their setting. The candidate displays strong observational and interpretative
skills in their discussion of the figures and setting, commenting on features such
as the hair, sleeves and positioning of hands and feet. The consideration of how
drama is created is sophisticated and their discussion of material and technique
is purely in response to the specifics of the question asked.
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Question 3

Question: Discuss the composition of this building and consider how the
architectural elements express the building’s function. William Van Alen, Chrysler
Building (car company headquarters), 1928-30, steel, glass, granite and marble
(New York).

There were some very strong responses to this question with evidence of careful
consideration of composition and sophisticated consideration of how the
architectural elements express the building’s function. The best responses went
beyond description of composition and analysed patterns in the articulation of
the building i.e. how parts relate to one another, and gave well selected detailed
analysis of how the building was articulated e.g. the fenestration. Some
particularly successful responses contrasted the linear quality of the main
building with the more decorative, curved forms of the upper section. The best
answers took time to analyse the top section of the building carefully and used
specific, accurate vocabulary to do so. The function of the building was best
answered where the needs of the car manufacturing company were directly
linked with architectural features of the building and directly expressed in
relation to the question. High achieving candidates were able to comment on the
intense demand for city space, aspirational messages about the nature of the
company, and practical considerations for the employees working inside the
building. Some particularly strong responses addressed not just the symbolism
of the car company but also the corporate ‘ladder’ structure of the offices.
Candidates must avoid inserting what they know about this period of
architecture, and indeed this building in particular, where it does not respond
tightly to the question. Those who recounted their knowledge of the structure,
and its reception on construction, could not be credited for this. A number of
candidates appeared to have saved this question for last and clearly ran out of
time.

Candidate response:

This response gained full marks; it is a comprehensive response to both parts of
the question which shows excellent, logical analysis of the composition of the
building where the verticality and symmetry are carefully evidenced through
specific features. The consideration of how architectural elements express the
building’s function is sophisticated, with attention being paid to the organisation
of the company, effect of workers and impression presented to the public.
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Question 4

Nature proved to be a popular choice amongst candidates and most engaged
well with its concepts; it was the Theme which yielded the best responses on the
whole, again this year. Most candidates adhered to the requirement to use
works from both pre and post 1850 for the two parts of the question, therefore
demonstrating their understanding of the depiction of nature across a significant
time span. A large variety of works were chosen, covering a wide geographical
area and a variety of styles. Works beyond the European tradition were used
very well for both parts of the question, despite this not being a requirement for
either. Architecture and sculpture, as well as painting, were used confidently
throughout the responses, particularly in relationship to patronage. 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 landscape or seascape have been depicted in two
works of art. One must have been produced pre-1850 and one post-1850.

Many candidates demonstrated confidence in their chosen examples of landscape
and seascape from before and after 1850. The specification stipulates the study
of this genre in 2D works and most candidates selected their works well. The
most successful candidates selected appropriate works of art from both before
and after 1850 and explored them with fluency and contextual understanding.
These responses typically demonstrated confident use of art historical
vocabulary and rooted their analysis in a well-researched understanding of the
period in which the work was produced, including relevant technical and
compositional details. Stronger candidates made clear links between the visual
elements of each work and its broader social, cultural, or environmental context,
showing how depictions of nature reflect changing artistic priorities across time.
Pre-1850, the most popular and effective choices were Constable’s The Hay
Wain, Hokusai's The Great Wave off Kanagawa and a variety of works by Turner,
most of which worked well. Some candidates who selected The Fighting
Temeraire or Slave Ship (Slavers Throwing Overboard the Dead and Dying,
Typhoon Coming On) focused too much on the ships and the contextual details
of the works and not enough on the sea and sky; in some cases, a lack of
engagement with the formal aspects of the works limited the analytical depth
required for higher mark bands. Candidates are reminded that AO marks are
equally weighted in these questions and that there are just two AO1 marks
available for each of their chosen works. Post-1850, Monet and Van Gogh were
very popular choices and the exploration of landscape or seascape in works such
as Impression: Sunrise and Wheatfield with Crows was generally very well
handled. Poorer choices were sculptural works by Barbara Hepworth, in
particular, which are not ‘seascapes’ and did not allow for developed analysis.



Candidate responses:

This response was placed in the top level of the mark scheme and gained all the
marks available for the work pre-1850, Turner’s Snow Storm - Steam-Boat off a
Harbour’s Mouth. The candidate balanced the information required to reach each
assessment objective perfectly and made interesting links between the context,
technique and effect created. They demonstrate excellent knowledge and
understanding, perceptive analysis and interpretation and in depth critical
judgement in their exploration of the depiction of seascape in this work.
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This response was awarded full marks, with the exploration of the depiction of
landscape in Van Gogh'’s Wheatfield with Cypresses being particularly impressive
in its evidenced assertion of the landscape as a reflection of Van Gogh's
emotional turmoil. Again, the way in which it weaves the context and visual
appearance together to portray the mood created is highly sophisticated and

demonstrates the candidate’s personal engagement with, and understanding of,
the work.
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Part (b)

‘Patronage is not important in understanding works of art or architecture
concerned with nature.’

How far do you agree with this statement? To support your answer you must
refer to:

* named works of art/architecture from pre-1850 and post-1850
e your critical text(s).

This question produced some excellent responses, which showed strong
engagement with the question and secure knowledge of the role of patrons in
the chosen works. The strongest candidates used a variety of painting,
sculpture and architecture; some suggesting a distinction in the importance of
patronage in understanding these different types of works. Others proposed a
difference in the significance of patronage in works produced pre-1850 to those
produced after 1850. Higher-level responses were characterised by focused
arguments supported by a small number of well-chosen examples, typically
three or four. These candidates used critical texts to reinforce their points and
consistently tied their selected works back to the role of patronage in shaping
the work of art or architecture. Where appropriate, candidates interrogated the
impact of religious, political or private patronage on artistic production and
meaning, and supported their claims through close analysis of form, content,
and context. Stronger responses pointed out how patronage was often
important, but did not always override the artist’s intention. Architectural
examples, particularly the work of Frank Lloyd Wright and Antoni Gaudi, were
popular, but candidates also effectively discussed works by artists such as
Giambologna and Ai Wei Wei. Artworks with no known patron - such as works by
Direr or Richard Long - also served candidates well, but only in instances where
there was a clear evaluation of how important a knowledge of patronage is,
relative to other factors, for understanding works of art or architecture
concerned with nature. Weaker responses tended to list multiple works without
fully developing an argument, or indeed to consider only two examples. In some
instances, critical texts were cited without clear relevance to the argument, or
omitted entirely. Where AO3 was addressed well, it was with consideration of
why patronage might not be necessary to understand a work of art but many
candidates simply asserted it just was not relevant for a particular work of

art. There was some confusion over the understanding of ‘patronage’, with some
students referring to self-patronage instead of recognising an evident lack of a
patron. There was an assertion from several candidates that Hokusai’s 36 Views
of Mount Fuji were commissioned by his publisher but this is not correct and
could not be credited; this led to confusion and erroneous argument in some
cases.

Candidate response:

This response was placed in the top level of the mark scheme and shows the
candidate setting up their argument that patronage is most relevant in works of
architecture concerned with nature. They explore this through their chosen



examples from both pre and post 1850, demonstrating knowledge and
understanding of patronage, context and visual elements of the works. The
integration of critical texts to inform the analysis of the form of the building in
the discussion of Frank Lloyd Wright is particularly impressive. The candidate
went on to examine a sculptural work by way of comparison before concluding
that patronage is significant in works of art, and particularly in architecture,
concerned with nature.
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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, which led to the widest
mark range of any of the questions . Once again, 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
the ability to adapt these works of art and architecture to the specifics of the
questions asked.

Part (a)

Question 5(a): Explore how identity has been represented in two paintings/2D
works. At least one of your examples must have been produced from beyond the
European tradition.

This was a straightforward question, which allowed candidates to choose from
the range of 2D work which they had studied for the Identities Theme, leading to
a wide range of examples being used. Many candidates used paintings by their
specified artist, with the work of Vigée le Brun, Van Eyck and Rembrandt proving
particularly popular. Candidates who performed strongly on this question
selected appropriate 2D works and rooted their analysis in both visual evidence
and contextual insight, focusing on the specific identity being portrayed. These
responses demonstrated a strong command of subject-specific vocabulary and
engaged meaningfully with how identity—cultural, political, ethnic, gender or
personal—was constructed through formal elements. A significant number of
candidates chose a painting by Frida Kahlo as their work from beyond the
European tradition. While many handled this well, the volume of repeated
responses led to some superficial or formulaic answers, with many being purely
descriptive and not analytical. Several candidates used illustrations by Bichitr
highly successfully, however, and these responses were a delight to read.
Candidates who could not access the upper levels of the mark scheme either
selected 3D works, such as one of the Benin Bronzes, or defaulted to descriptive
and narrative approaches that lacked sustained analytical focus, or used two
works which were produced within the European tradition. Some candidates
mistook Chris Ofili’s work to be from beyond the European tradition or used
Reynold’s Mai (Omai) as their chosen work to fulfil this requirement, despite
both these artists being British and, therefore, within the European tradition.
Souza’s Crucifixion was another work which was used erroneously as being
beyond the European tradition; this work was painted in Britain and draws on
European influences and therefore does not meet the specification requirement
for this term.

Candidate responses:

This response was placed in the top level of the mark scheme and gained all the
marks available for the work beyond the European tradition, Kahlo’s Self-portrait
on the Borderline Between Mexico and the United States. This candidate
explores Kahlo’s representation of her identity precisely, including relevant
contextual detail and visual analysis to inform and enhance the argument.
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This response was awarded full marks, with the exploration of the representation
of identity in Bitchitr's Shah-Jahan receives his three eldest sons being
particularly impressive. The candidate demonstrates excellent knowledge and
understanding of the context and appearance of the work, exploring meaning in
a highly effective manner.
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Part (b)

‘The materials and techniques chosen by an artist or architect are the most
important factor in depicting identity.

How far do you agree with this statement? To support your answer you must
refer to:

e named works of art/architecture
e your specified artist(s)
e your critical text(s).

There were many interesting responses to this question, which demonstrated
candidates enjoying the challenge of considering the importance played by
materials in techniques in the depiction of identity in their chosen works. Many
candidates proposed the argument that materials and techniques play a greater
part in 3D works and/or architecture than in painting and carried this assertion
through their selected examples, which often proved highly successful. Some,
however, overlooked or dismissed the importance of oil paint or brushstroke, for
example, when following this line of argument. The requirement to refer to
works by specified artist(s) prompted candidates to explore works by artists and
architects they knew well, and which fitted the question perfectly. Quinn,
Shonibare and Perry, in particular, were used to support the statement with the
work of Hadid, Wren, Rembrandt and Vigée le Brun being frequently used to
either agree or indeed to provide a counter argument. Responses were
particularly effective when used to demonstrate how medium can enhance
conceptual meaning, for example Quinn’s use of his own blood in Self - the most
frequently used work - to emphasise physical and biological identity. Many
candidates used this work, in particular, to demonstrate their knowledge and
understanding of contextual - as well as visual - factors and integrated critical
texts well into their argument here. Quinn’s Alison Lapper Pregnant, Shonibare’s
Nelson’s Ship in a Bottle and Perry’s Huhne Vase were also very popular and well
used. More unusual choices of work, such as Sarah Lucas’ Christ You Know It
Ain’t Easy, Kara Walker’s Sugarbaby, Andres Serrano’s Piss Christ, lifted some
essays to the higher levels of the mark scheme. Some candidates found the
formation of a counter-argument challenging, finding it hard to decide what the
most important factor is, in depicting identity, if it is not materials and
techniques. The candidates who did offer a convincing counter argument, based
on the importance of the artist/architect's own identity, that of the patron or
contextual factors of the time in which they were working, generally produced
more compelling essays.

Candidate responses:

This response, which was placed in the top level of the mark scheme, sets out
the argument in the introduction and engages with it throughout its chosen
examples. Using works by specified artists and architect, the candidate provides
a very well-evidenced, balanced argument. The discussion of each work is fully
focused on the specifics of the question; contextual knowledge and visual
analysis, as well as critical texts, are integrated intelligently to enhance the



argument throughout. The consideration of Perry’s Huhne Vase is particularly
impressive.
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This candidate provides an excellent counter-argument, asserting that patronage
and the relationship between artist and sitter is, in fact, more important than the
materials and techniques used in depicting identity. Again, contextual

information, critical texts and visual analysis are intertwined to produce a highly
convincing argument.
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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 despite
there being no specific requirement to do so in either part of the question, this
year.

Part (a)

Question 6(a): Explore how war has influenced two works by your specified
sculptor/3D artist.

Candidates responded very well to this question, with Deller, Moore and Canova
eliciting impressive responses, though few were able to explore the influence of
war in Canova’s Theseus and the Minotaur, convincingly. The strongest
responses examined relevant works by specified sculptors through a focused,
analytical lens, exploring how war had influenced both the thematic content and
the formal decisions behind the work, including materials, scale, and technique.
These candidates consistently tied their analysis back to the context of conflict,
demonstrating both historical understanding and technical insight. When
choosing to write about Deller, candidates invariably used the same two works.
Sometimes, candidates were seduced into writing about the specific influences of
war, such as uniforms and the bombed-out car, but then lost steam when it
came to higher order critical reasoning. The best candidates recognised that It
Is What It Is poignantly and urgently addresses the dangerous disconnect that
war can engender between nations and between people and We’re Here Because
We're Here seeks to address the fact that war often generates stultifying
memorials that do not create space for real physical and emotional grief; the
work of an artist such as Deller requires this level of engagement. Generally,
weaker responses offered broad, descriptive accounts of the artist’s life and
intentions or used invalid works, such as those by Lutyens, who is a specified
architect.

Candidate responses:

This response gained full marks for its comprehensive exploration of the
influence of war on Canova’s Memorial to Admiral Angelo Emo and Napoleon as
Mars the Peacemaker. The candidate combines strong contextual knowledge - of
war, subject and artist - with detailed analysis and interpretation to provide
excellent critical judgement in evaluating the influence of war in each work.
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This response also gained full marks, for its engagement with the poignancy of
Deller’s creations and the influence of war on the artist and his works. The
candidate demonstrates excellent knowledge of the circumstances surrounding
each of the works and of Deller’s intentions in producing them.

ooy Do) Ul one. VOO UL ot 45 & (MephIB).
B nNeton ol pied g 0" ven sud faele
Ausicaly Ak hmmmmmmwmmﬁ
TS W% 00 te GaMete Ko SMMe ANIA to0C Yiaed \oGTmigy
iy - vt 1019 sad 4> om0 e VlBlarY e W
iten Msiory. e e Be i oo . B
oA b e iy of A, AN replil) s ke
More, bocunse. Ui fhoue, " o a0y A 40 Ave e 04 de
B0, Yo ol MY S DU Ko i WA \uneels.

LS Sudemhy, doGiNs, Yasyns ﬁ v sﬁU&l mmmm |
Ut paltid Apaed oomivy e oDl G 60 tee Sohe oF

jm:m N}) awglled . M‘M\!&M W mry\@ QY

M) @a m aﬁrmwkr&w; WA,
ok he Y5 mhmmw




DOUR, 0000 S o) v W e b AU, (00 kvl S O |
0\l b, 0 G, ibyadn At Do gy mwm
o A e 64 0 A Sy S el A, |
e DOV kel b Aown BN Bh g 8 iy |
i A WS ahou o ks, NC S wwiavely eyt
4 BN, Mou D .60 1o 0¢. UCEAS 0F
A 80d. mmgmg oo o okt AR Sa\e ofe o @y kem:;y
\elwologhaly e sheiniy G Sekiandto Bymtouth
A8 opUiohidy RO Fawi by pwn, s oL ey sl |
WD ke Tady wand iy 0, vy VY e |
sm\a 06 o OO 1 K. pUbe A0 ave. Stk ey

Ao ). DA Vol o colabevged %o sippvetve gk,




Part (b)

Question 6(b): ‘Works of art or architecture concerned with war have more
significance if seen in the place they were produced or commemorate.’

How far do you agree with this statement? To support your answer you must
refer to:

* named works of art/architecture from pre-1850 and post-1850

e your critical text(s).

There were some extremely thoughtful responses to this question and it was
pleasing to see candidates engaging so well and really thinking about their
chosen works in the context of location and its significance. The most successful
responses contained a well-reasoned argument that was grounded in
compositional and contextual analysis of three to four selected works. Strong
agreement with the statement was made with reference to significant
architectural and sculptural examples, especially those by Libeskind, Lutyens and
Whiteread. Candidates were able to successfully demonstrate how site and
location contribute to a work’s emotional, political, or cultural significance.
Convincing counter-arguments were provided through the universality of works
such as Picasso’s Guernica and various paintings by Goya, in particular. Iri and
Toschi Maruki’s Hiroshima Panels were also used convincingly by several
candidates. In the strongest responses, critical texts were referenced to
reinforce points rather than sit apart from the discussion, with quotes embedded
fluently within the wider argument. Some candidates, however, failed to explore
the significance of location in relation to the artwork’s purpose, or their
argument was undermined by incorrect knowledge of the location of the conflict
or, indeed, the creation or display of an artwork. A small number of candidates
failed to recognise, or adhere to, the requirement to reference works both pre
and post 1850, which prevented them from being able to access the higher
levels of the mark scheme.

Candidate response:

This response was awarded full marks, which testifies to the quality of
engagement with the question and the works chosen to answer it. Here, the
candidate produces an excellent argument in support of the statement through
the architecture of Lutyens and the memorial sculpture of Whiteread. Context is
very well understood and used to inform the significance of each work in its
place to act as a permanent reminder of the conflict that has taken place

there. Visual analysis and interpretation are used to enhance the argument and
critical texts are well integrated to add strength and depth.
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Paper Summary

The standard of responses was as expected and in line with previous
years.

The enthusiasm and perceptive observation evident in many of the
responses to Visual Analysis questions was encouraging.

There were fewer rubric errors made in relation to previous years and
most candidates selected relevant works that met the requirements of the
questions.

Once again, a wide variety of interesting and relevant examples were
selected by candidates and their engagement with these works was
excellent.

The confidence in discussing the works of specified artists/architects and
works from beyond the European tradition was impressive.

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

They read and process the information given about works of art and
architecture in the Visual Analysis questions to avoid supposition and
errors regarding elements of the specific works.

In response to Visual Analysis questions, they focus their answer on the
two parts of the question asked and do not write a general response to
the image with which they are presented or discuss elements such as
composition or materials and techniques, where this does not form part of
the question.

They understand the difference between ‘*horizontal’” and ‘vertical’, as
confusion of these terms can severely impact the marks that can be
awarded for Visual Analysis questions.

They understand the term ‘beyond the European tradition’ and that this
does not encompass the work of BAME British artists or subjects who are
not of European origin.

They read the requirements of the question carefully to ensure that they
use 2D or 3D work, or works pre and post 1850, where this is specified.



