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Unit 2 Mark Scheme  

 
 
 
 
 
 
Mark 
range 

 AO1 Knowledge 
Source, select, recall 
material to demonstrate 
knowledge effectively 

AO2 Understanding 
Demonstrate 
understanding through 
analysis and make 
substantiated 
judgements and 
sustained discussion 
and/or arguments 

AO3 Communication 
Present a clear and 
coherent response 

Band 7 
 

26 – 30  

Excellent 
response 
to the 
question 
 

• Wholly accurate, 
detailed and 
appropriate sourcing, 
selection and recall 

• Entirely inclusive 
description 

 

• Excellent and 
sustained analysis 
and discussion 

• Thoroughly relevant 
and well-considered 
argument and 
judgement 

• Thoroughly clear, 
coherent and accurate 
use of language 

• Sustained and wholly 
relevant organisation 
of material 

Band 6 
 

21 – 25 

Good 
response 
to the 
question 
 

• Accurate and 
appropriate sourcing, 
selection and recall 

• Comprehensive 
description 

 

• Good analysis and 
discussion 

• Germane argument 
and judgement 

• Very clear, coherent 
and accurate use of 
language 

• Competent 
organisation of 
material 

Band 5 
 

16 – 20 

Competent 
response 
to the 
question 
 

• Generally relevant 
sourcing, selection 
and recall 

• Relatively 
comprehensive 
description 

• Competent analysis 
and discussion 

• Some meaningful 
argument and 
judgement 

• Clear, coherent and 
accurate use of 
language 

• Adequately effective 
organisation of 
material 

Band 4 
 

11 – 15 

Limited 
response 
to the 
question 
 

• Limited sourcing, 
selection and recall 

• Partial description 

• Simplistic analysis 
and discussion 

• Limited argument 
and judgement 

 

• Limited clarity, 
coherence and 
accuracy of language 

• Some appropriately 
organised material 

Band 3 
 

6 – 10 

Basic 
response 
to the 
question 
 

• Some relevant 
sourcing, selection 
and recall 

• Basic description 

• Basic analysis and 
discussion 

• Simplistic argument 
and judgement 

• Generally clear, 
coherent and accurate 
use of language 

• Basic organisation of 
material 

Band 2 
 

1 – 5 

Inadequate 
response 
to the 
question 

• Poor sourcing, 
selection and recall 

• Weak description 

• Little or ineffective 
analysis and 
discussion 

• Little or no argument 
and judgement 

 

• Unclear and 
inaccurate use of 
language 

• Ineffective 
organisation of 
material 

Band 1 
0 
 

 
No attempt to address the question or meet assessment objectives 
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If only one example is given the maximum is 15 marks 
If no examples or inappropriate examples are given the maximum is 5 marks 
 
Five marks are available for each mark band.  From lowest to highest, the mark indicates 
that the candidate has 

• Unevenly met the requirements described in that particular mark band 
• Just met the requirements described in that particular mark band 
• Adequately met the requirements described in that particular mark band 
• Clearly met the requirements described in that particular mark band 
• Convincingly met the requirements described in that particular mark band, but just failed to 

meet the requirements set out in the next band. 
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Subjects and genres 
 

01 Analyse two paintings, each by a different artist, that depict human figures and/or animals. 
(30 marks) 

If both paintings are by the same artist the maximum is Band 4. 
 

 The question requires the candidates to 
• Select two paintings, each by a different artist, that depict human figures and/or animals from 

the period 500 BC – 2000 AD. 
• Analyse each chosen example.   

 
Definition of painting 

• Examiners should accept a painting in the broadest terms: as an essentially two-dimensional 
object, painted in any recognised medium (or media), on any support. 

 
Definition of human figures 

• The human figure either in a group or singularly, clothed or unclothed.  
• As part of a narrative invented/mythological/biblical. 
• Portraits are allowed, but may offer limited opportunities to analyse the depiction of the human 

figure. 
 

Definition of animals 
• May include birds, reptiles, fishes etc. 
• May be 

- Actual (from the natural world) 
- Biblical/invented/mythological e.g. eagle as symbol of St John the Evangelist, winged lion 

as symbol of St Mark. 
• Animals may be represented as part of a narrative or independently, for example as part of a 

decorative motif. 
• Abstracted images of human and animal figures are allowed. 

 
General guidance on how the question should be answered 
Candidates should analyse their chosen examples in relation to both formal and 
interpretational aspects. This may involve formal analysis, iconographical considerations, 
stylistic features and interpretation.  

 
Formal and analytical aspects might include 

• composition   
• scale 
• use of colour and tone 
• texture 
• brushwork, technique and materials 
• degrees of finish and detail 
• iconography 
• ideology 
• aesthetic qualities. 

 
Possible examples might include 
George Stubbs, Whistlejacket, c.1762 

• Oil on canvas, approximately life-size - 292 cm x 246.4 cm. 
• Monumental in scale, unprecedented in equestrian portraits. 
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• Whistlejacket is a portrait of a racehorse owned by the 2nd Marquess of Rockingham. 
• One of several portraits of horses in the Marquess of Rockingham’s stables - others usually 

include figures. 
• Whistlejacket is depicted against a plain honey-beige background with some discreet shadows 

giving something of a base to the legs and an implied ground on which the horse stands. 
• The paint has a smooth finish with a detailed technique, emphasising the glossy coat and 

breeding of the horse. 
• The lack of landscape or background, which gives a shallow space, is often attributed to the 

wishes of Rockingham.  
• The horse is rearing (in a levade), a pose similar to that used in monumental equestrian 

portraits by Rubens and Velázquez. 
 

Paolo Uccello, The Hunt in the Forest, c. 1470   
• Tempera and oil on panel, with traces of gold, 73.3 cm x 177 cm.   
• It is a night scene in an early Renaissance/late International Gothic style. 
• Forest setting. 
• Hunting: an aristocratic pastime - the horses’ trappings bear the symbol of Diana, with the 

figures and animals given equal emphasis. 
• Figures and animals are shown in poses that depict lively movement, activity and space. 
• Long horizontal format - linear perspective with a single central vanishing point - surface was 

gridded to guide the design. 
• The huntsmen’s spears, cut branches, logs and areas of water lead the viewer’s eye into the 

structured space: orthogonal lines are emphasised. 
• The surface is highly decorative, the foliage detailed and the patterned surface is set against a 

dark background. 
• Gold leaf, though no longer clearly present, was used to pick out the leaves on the trees. 
• Structured composition inhabited with receding forms of men on foot and horseback, with 

hunting dogs, diminishing in size towards the background. 
• Crescent moon, now barely visible in centre, suggests nocturnal or early morning setting. 
 

Masaccio, The Tribute Money, 1425-27 
• Fresco: Brancacci Chapel, Santa Maria del Carmine, Florence, 254 cm x 590 cm. 
• A ‘continuous narrative’ depicting the story in the gospel of Matthew (17:24-27). 
• A sequence of events through time; Peter appears three times; (1)  in the centre, Christ 

instructs Peter to catch a fish which contains the tribute money in its mouth for the tax 
collector, (2) on the far left, Peter takes the money from the fish’s mouth, (3) on the right he 
gives the money to the tax collector. 

• Peter is identified by the repeated blue and orange robe. 
• The costumes are not time specific, but Masaccio locates the scene in the contemporary world 

through the depiction of Florentine architecture. 
• Masaccio’s composition is structured by single point perspective. 
• The figures are grouped and their gestures and intense glances lead the viewer logically 

through the story. 
• A plausible handling of three-dimensional space, flow of light, foreshortening of forms and 

differences in scale. 
• Figures have sculptural weight and credibility, the cloth that drapes the bodies giving a 

convincing outline of the figure beneath. 
• Simplified landscape setting does not attract attention away from the figures. 
• Figures (with exception of Peter, far left) are placed close to picture plane. 
 
Other points considered to be valid to be given credit. 
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Materials, techniques and processes 
 

02 Analyse the ways in which materials and techniques contribute to the form and appearance of 
two buildings, each by a different architect.                                                                (30 marks) 

 
If both buildings are by the same architect the maximum is Band 4. 
 
The question requires candidates to 

• Select two buildings from the period 500 BC – 2000 AD, each by a different architect.  
• Analyse the ways in which materials and techniques contribute to the form and appearance of 

each example. 
 

Definition of materials and techniques 
• Any material that has been employed in built permanent or temporary structures i.e. concrete, 

steel, glass, stone, wood, plastics etc. More than one medium may be employed with a 
mixture of three-dimensional and two-dimensional techniques; similarly discussion of the 
preparation of the ground and nature of the site is valid. 

• Technique is taken to mean the manipulation of materials and methods in producing the 
architectural structure. 

• Materials and techniques embrace technical, technological, engineering and construction 
principles, which may or not be innovative, and which relate to the handling, arrangement and 
deployment of the building materials in question. 

 
Definition of a building 
Apart from obvious examples of built structures that enclose space, examiners should allow a 
broad understanding of the term building, to include: 

• Both permanent and temporary structures 
• Unbuilt projects where it is clear what was intended. 

 
Definition of the form and appearance of a building 

• Form is the three-dimensional composition and structure of the building which can be internal 
and/or external. 

• Visual appearance is the way the building looks; it may not have a distinctive appearance 
which can be identified as a style. 

• Consideration of the appearance of the totality of the building (ie the exterior and the interior, 
as appropriate; also, sides and façades/frontages) is desirable. 

 
Analysis of form and appearance might include: 

• composition   
• articulation of space 
• scale 
• symmetry/asymmetry 
• decoration/ornament 
• surface and colour 
• location. 

 
General guidance on how the question should be answered 
Candidates should focus on the ways in which materials and techniques affect form and 
appearance. 
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Possible examples might include 
 
Gerrit Rietveld, Schröder House, Utrecht, 1924 

• Two-storey house for young widow Truus Schröder, who had some significant input into the 
design. 

• A suburban location at the end of an existing row of terraced houses, originally a piece of 
waste land bordering open countryside. 

• Relatively small scale with ground floor space of 6.4 m x 9.44 m for domestic family use. 
• Steel beams and concrete slabs allow a skeletal construction, in part free from load bearing 

walls.   
• Use of glass in large windows, some in continuous horizontal strips and wrapping around 

corners. Wooden window frames and doors. 
• Exterior surface is rendered in white and grey with black frames and linear divisions of the 

surface picked out in primary colours linked to De Stijl principles. 
• Composition of abstract planes with cantilevered projecting roofs and balconies, with 

unrelieved cubic shapes and slabs arranged vertically and horizontally. 
• The building is asymmetrical, and has an unconventional layout with flexible living space 

achieved with sliding and revolving panels. 
• A centralised plan with an open plan interior, especially on the upper floor. 
• The form challenges conventional arrangements and appearances of a traditional cuboid 

home with static rooms and formal facades. 
 

Renzo Piano and Richard Rogers, Centre National d’Art et de Culture Georges 
Pompidou, Paris, 1971-77 

• A centre for art and culture located in the Beaubourg district of Paris. 
• Constructed from modern materials of glass, steel, plastic and concrete which express the 

contemporary function of the building. 
• The building has an ‘exo-skeletal’ construction; an exposed frame of tubular steel columns 

with trusses spanning the building, enabling large flexible internal spaces. 
• Prefabricated structure of factory-made components. 
• The superstructure has six levels accessed from outside the building by elevators and 

escalators housed in large transparent plastic tubes which are suspended from and traverse 
the front of the building. 

• The services/external mechanical systems, such as elevators, escalators, air ventilation tubes, 
water and electricity services are on the exterior of the building and exposed to view. 

• Functional and structural elements on the exterior are colour coded: green pipes for plumbing, 
blue ducts for climate control, yellow for electrical wires and circulation fans and red for health 
and safety features. 

• The external colour features contrast with the conventional architectural surroundings giving a 
‘high-tech’ appearance, emphasising yet narrowing the gap between high culture and 
everyday life. 

• The underlying rectangular form is visible but also denied by the transparency and complexity 
of the structural system. 

 
Other points considered to be valid to be given credit. 
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Form and style 
 

03 Discuss the formal features and appearance of two works of art that demonstrate the style of 
two different artists.   Examples may be taken from painting and/or sculpture.             
 
If only formal features or appearance is discussed and style is not considered, the maximum is 
Band 4.  If both examples are by the same artist the maximum is Band 4. 

 
 The question requires candidates to 
• Select two paintings and/or sculptures by two different artists from the period 500 BC to  

2000 AD. 
• Discuss the formal features and appearance of the works of art. 
• Discuss the style of each artist. 
 

Definition of work of art 
For art, examiners should allow: 

• Conventional forms (ie painting, sculpture) 
• More recent forms (ie installation, video, performance, etc., photographs where displayed in 

art galleries and/or generally understood in a fine art context, etc.). 
 

Definition of formal features and appearance   
• Formal features are the intrinsic structures evident in the construction of the painting or 

sculpture. These may include: subject, composition, scale, colour, texture, light and shade, 
finish and detail, media, techniques and materials. 

• A discussion of formal features might also include interpretational aspects such as: 
iconography, ideology and aesthetic qualities. 

• Appearance is the visual impact of the work, which may or may not conform to an identifiable 
style. 

• The appearance of the materials and techniques in relation to formal features and the 
representation of the subject. 

 
Definition of style 

• Style refers to the distinctive visual appearance of the painting or sculpture, its 
‘signature’/identifiable characteristics of the artist’s distinctive hand writing.  Candidates should 
be expected to identify components of the painting’s style without necessarily ascribing a 
name or label to it.  

 
General guidance on how the question should be answered 
Candidates should discuss both the formal features and the stylistic qualities of work. 
These may include: 

• composition 
• scale 
• detail 
• finish 
• texture 
• colour 
• tonality 
• creation of pictorial space 
• modelling and the creation of forms  
• use of line and shape 
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• combination of materials 
• other distinctive aspects of the artist’s practice. 
 

Possible examples might include 
Jackson Pollock, Autumn Rhythm, 1950 

• A work recognised as a primary example of Pollock’s controversial ‘signatory’ style. 
• Autumn Rhythm is a large scale monumental and powerful Abstract Expressionist work. 
• Enamel on rectangular canvas 2.67 m x 5.26 m. 
• The composition is not wholly contained and has a sense of continuation and momentum 

beyond the edges of the canvas. 
• Paint is poured, thrown, dribbled and spattered on to the canvas, which is worked on the floor 

and off the stretcher. 
• The composition has a horizontal arrangement with no conventional perspective or 

recognisable forms. 
• The colour palette is limited to black, white and tertiary browns giving a shallow depth created 

by layering gestural webs of paint. 
• The process of painting is embedded in the drips and splashes of the paint and the marks 

produced by an almost violent but controlled action. 
• The initial impression of randomness of the image belies a strong rhythmic structure to the 

work. 
 

Umberto Boccioni, Unique Forms of Continuity in Space, 1913 
• A work recognised as a primary example of the Futurist style in sculpture – originally in plaster, 

cast in bronze 1931. 
• Smaller than life-size, height 117.5 cm. 
• Figure is a polished, machine-like figure in motion, symbolising the Futurist love of speed and 

the machine. 
• The figure has no arms, a featureless face and wears a helmet with visor that has a strong 

militaristic feel, compatible with the Futurists’ glorification of war. 
• A distinctive style is expressed in the series of planes, opened out, and the dynamic contours 

deformed by apparent speed: a reference to Analytical Cubism. 
• The figure pushes forward onto the right leg. 
• The legs are powerful and mounted on a bronze block (or two, depending on the cast). 
• The work refers to both the nineteenth-century experiments in the photography of movement 

(Marey and Muybridge) and the Hellenistic Winged Nike of Samothrace. 
 
Other points considered to be valid to be given credit 
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Historical and social contexts 
 

04 Analyse two works of art, each by a different artist, that represent historical events of a 
political and/or military nature.                            (30 marks) 
 
If examples are by the same artist, the maximum is band 4. 
 
The question requires the candidates to 

• Select two works of art from the period 500 BC – 2000 AD that represent historical events of a 
political and/or military nature. 

• Analyse the two chosen works of art. 
 

Definition of works of art 
For art, examiners should allow: 

• Conventional forms (ie painting, sculpture) 
• More recent forms (ie installation, performance, etc., photographs where displayed in art 

galleries and/or generally understood in a fine art context, etc.). 
 

Definition of events in history    
• Political and/or military events as historical occurrences of lesser or greater duration. 

Examiners should allow the broadest understanding of events to include changes and 
developments. 

• Works of art that have no connection with any conceivable event in ‘history’ - i.e. symbolic or 
purely decorative scenes - are not allowed. 

 
Definition of events of a political and/or military nature 

• Representations of coronations, battles, the signing of treaties, political gatherings, memorials, 
executions, parliament or any work of art with a political or military theme. 

• Examiners should allow the broadest understanding of military or political since these can 
sometimes be represented symbolically. 

 
Definition of analysis 
A full analysis might consider: 

• composition   
• scale 
• use of colour and tone 
• texture 
• brushwork, technique and materials 
• degrees of finish and detail 
• iconography 
• ideology 
• aesthetic qualities. 
 

Possible approaches  
Candidates should examine both formal and iconographical aspects of works of art, which 
engage with the chosen military and/or political events, exploring the artists’ motivation and 
interpretation of the event in the widest context. 

 
Possible examples might include 
Edward Kienholz, Portable War Memorial, 1968 
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• Kienholz was an American installation artist who used everyday materials from consumer 

culture. 
• Large-scale (290 cm x 975 cm x 244 cm) mixed-media installation, including plaster casts and 

many found objects. 
• This was produced at the height of the Vietnam War when nearly half a million troops were 

deployed in South East Asia. By 1968 it was obvious that this was unwinnable and was the 
subject of mass protest particularly by the youth of America destined for national service. 

• From the inverted trash can to the left of the piece booms the voice of America in the form of 
the 1930s recording artist Kate Smith on an infinite tape loop singing ‘God Bless America’. 

• A recruitment poster of Uncle Sam from the First World War declares ‘I want you for the US 
army’. 

• This work includes weapons, uniforms, helmets, a coke machine and a grave stone. 
• The tableau of five GIs raising the American flag is taken from the Marine Corp Memorial at 

Arlington National Cemetery  which commemorates the occupation of Iwo Jima during the 
Pacific campaign of 1945 (World War II). This composition of the figures was taken from a 
1954 photograph and is a cultural icon of American heroism. 

• On a blackboard behind inscribed with chalk are the names of countries destroyed by war, 
next to the snack bar which is open for business – Coca-Cola for all. It is war propaganda on 
the one hand, and the celebration of two American icons (the snack bar and Coca-Cola) on 
the other, symbolising business as usual. 

• It is not a condemnation of America’s position, but an ironic critique of society and the 
glorification of war. 

 
Théodore Géricault, The Raft of the Medusa, 1818-1819 

• A large-scale modern history painting (491 cm x 716 cm) promoting the significance of the 
event. 

• Depicts the fate of the government vessel Medusa, which ran aground off the coast of West 
Africa (Senegal) in 1816 with hundreds of people on board. 

• The raft, originally set adrift for 13 days with 150 passengers, is represented with the small 
number of survivors (contemporary reports give 15), five of whom died.  

• The raft was cut adrift by cowardly and incompetent officers and crew; the captain a political 
appointment and short of recent sea-going experience. 

• The subject of a political scandal with reports of cannibalism and starvation – a modern 
tragedy, the scandal fuelled by the French liberal opposition to the restored monarchy after 
Napoleon, a position with which Géricault sympathised. 

• The composition forms a dual square-based pyramid: the mast and flag the apex on the left 
and the figure looking out on the right.  

• The raft is turned upright towards the viewer and the bodies, dead and alive, posed to 
emphasise the diagonals giving upward movement but emphasising their plight. 

• Some figures look to the right of the canvas attempting to attract the attention of the rescuing 
ship, the Argus, on the horizon. The black man frantically waving emphasises the forward 
surge of the survivors. 

• Intense light and shade, muted brown colours and foreboding sky/background enhances the 
drama and humanity of the composition. 

• Géricault thoroughly researched the historical event through news reports and interviews with 
survivors. Painstaking and lengthy preparation - Géricault immersed himself in the horror of his 
theme, even making use of severed cadavers. 
 

Other points considered to be valid to be given credit 
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Patronage 
 

05  Examine the appearance and meaning of two works of art and/or architecture that were 
commissioned by the state or a civic group.  Each example must be by a different artist or 
architect.       `   (30 marks) 

 
If both examples are by one artist or by one architect the maximum is band 4. 
 

 The question requires candidates to 
• Select two works of art and/or architecture, each by a different artist or architect, 

commissioned by the state or a civic group from the period 500 BC – 2000 AD. 
• Examine the appearance and meaning of each. 
 

Definition of state/civic patronage 
• The commissioning of works of art by a state, government, institutional body or group; this can 

be interpreted broadly to include: 
- state, including royal patronage 
- patronage by a civic body or group, e.g. guilds. 
- including churches that were commissioned by a state or civic group. 
- collective patronage by a large number of individuals that form a group. 

• Examiners should accept the widest definition of state/civic patronage but should expect the 
candidate to discuss the motives of the patron(s). 

 
Definition of works of art 
For art, examiners should allow: 

• Conventional forms (ie painting, sculpture) 
• More recent forms (ie installation, performance, etc., photographs where displayed in art 

galleries and/or generally understood in a fine art context, etc.). 
 

Definition of architecture 
Structures that enclose space 

• Temporary structures. 
• Unbuilt projects where it is clear what was intended. 
• Structures such as bridges, dams, etc. 

 
Definition of appearance 

• Appearance is the visual impact of the work of art or architecture, which may or may not 
conform to an identifiable style. 

 
Definition of meaning 

• Meaning is taken to be the message(s) conveyed by the work. 
• There may be more than one meaning inherent in a work, and meaning may be a subjective 

response on the part of the viewer. 
• However, for the purposes of this question, it is understood that the meaning rests at least in 

part with the agenda, wishes and stipulations of the individual or group commissioning it. 
 

General guidance on how the question should be answered 
Candidates should identify and discuss the motives of the patron, since this has a direct effect 
on both the appearance and meaning. Meaning and appearance can be discussed separately 
or together but must be related to patronage in any given example in the context of this 
question. 

 13 of 18  

 



MARK SCHEME – A-LEVEL – HISTORY OF ART – HART2 – JUNE 2017 

 
 

Possible examples might include 
Painting 
Ambrogio Lorenzetti, The Effects of Good Government in the City and Countryside, 
c.1337- 40 

• Commissioned by the Siena city council, a fresco in the Palazzo Pubblico (Town Hall).   
• It covers the long wall of the room – approx. 1440 cm. 
• Sala dei Nove, council chamber of the magistrates – theme of good and bad government 

entirely appropriate – good government fresco is on the best illuminated wall. 
• Secular image – naturalistic scene, walled city to the left and on the right countryside, the 

beneficiary of good government – possibly idealised view of Siena. 
• Depicts (city): merchants and fashionable ladies, well maintained streets, shops and artisans, 

healthy commerce, a wedding procession and a ring of richly dressed ladies dancing. 
• Depicts (countryside): birds eye view, farms, country houses, ploughed farmland, nobles 

hawking, peasants labouring, mules working – a landscape of prosperity. 
• Winged allegorical figure of security hovers above the landscape holding an unfurled scroll 

and gibbet. The gibbet a timely reminder for those who transgress. 
• The scroll reads ‘Without fear every man may travel freely and each till and sow, so long as 

this commune shall maintain this lady (Justice) sovereign, for she has stripped the wicked of 
all power.’ 

• Frieze below emphasises that the good life comes from good government – thus the 
responsibilities of office. The border medallions depict seasonal occupations, peace and to act 
according to seasonal forces and the planets – merchants under the planet Mercury, brides 
and dancers under Venus. 

• Appearance: despite inconsistencies in perspective and proportion, the artist creates a 
naturalistic image derived in part from observation. The city is seen across a large square, with 
simplified buildings crisply modelled by light. In the landscape, the road sweeps downhill and 
hills are overlapped to create recession. 

 
Sculpture 
John Flaxman, Monument to Lord Nelson, 1808-1818 

• An official state commission by the British government. One of a number commissioned 
between 1795 and 1815 to commemorate heroes of the Napoleonic wars. 

• Nelson was a figure of enormous public popularity and a national hero, a position consolidated 
after the battle of Trafalgar in 1815. 

• The sculpture combines contemporary figures, classical references and symbols of the British 
Empire – meaning is symbolic of imperial power and unity. 

• Marble, neo-classical in style and located in the crypt of St Paul’s Cathedral. 
• Complex composition, carved in the round. 
• Nelson is elevated, his left hand resting on an anchor which itself rests on a coil of rope. 
• At the left is a fully clothed figure of Britannia in helmet and Greek costume who points at 

Nelson while protecting two boys dressed as naval cadets.  The British Lion crouching at the 
right appears to guard the Admiral. 

• The plinth is a bas-relief of sea gods, one of whom represents the river Nile and leans on a 
sphinx, commemorating Nelson’s victory at the Battle of the Nile in 1798. The other sea gods 
personify oceans where he was victorious – Atlantic, Mediterranean and Baltic. 

• Nelson’s chief victories are recorded above the sea gods. 
• On the pedestal is a dedicatory inscription describing Nelson’s ‘life spent in the service of his 

country’ and ‘glorious death at Trafalgar. 
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Architecture 
Baldassare Longhena, Santa Maria della Salute, Venice, 1630-1687 

• Commissioned by the Venetian Senate following a devastating outbreak of the plague. 
• Dedicated to Our Lady of Health (Deliverance – ‘Salute’ in Italian). 
• A votive church whose presence was its function – its scale and magnificence indicate 

recognition by the Venetian senate of the special role that Mary played as protector of the 
Serene Republic. 

• A centrally planned form, monumental hemispherical dome with octagonal base, pierced 
lantern, double height ‘triumphal arch’ entrance, columns on high pedestals, grandiose steps 
and giant scrolls. 

• Round arched windows between projecting side chapel on lower storey and twinned arched 
windows on the base of the dome. 

• Corinthian order is evident throughout the church on most of the architectural detail. 
• Corinthian order is appropriate for a female saint. 
• Ornate, rich and profuse sculptural decoration with almost no plain wall surfaces on the 

interior. 
• Materials, scale and elaboration indicate the considerable financial commitment of the 

patronage and the religious and civic importance attached. 
 

Other points considered to be valid to be given credit. 
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Gender, nationality and ethnicity 
 

06 Analyse two paintings and/or sculptures of the female nude, each by a different artist. 
(30 marks) 

If both examples are by the same artist the maximum is Band 4. 
 
The question requires candidates to 

• Select two paintings and/or sculptures of the female nude, each by a different artist, from the 
period 500 BC – 2000 AD. 

• Analyse the chosen examples. 
 

Definition of painting 
• Examiners should accept a painting in the broadest terms: as an essentially two-dimensional 

object, painted in any recognised medium (or media), on any support. 
 

Definition of sculpture 
• Examiners should accept sculpture to mean any three-dimensional work, including relief. 
• Sculpture can include installations, performance art etc. 
• Part of architecture e.g. tympana, pulpits, fountains etc. 

 
Definition of painting/sculpture of the female nude 

• A  representation of the nude (or near nude) female figure(s) in two or three-dimensions (relief 
or free-standing). The whole or part of the human figure can be portrayed using recognised 
sculpture or painting techniques. 

• A presentation of the female nude that is part of a large work e.g. Rodin’s The Kiss. 
• The partially clothed figure is allowed, but this should be confined to accessories i.e. hats, 

shoes, jewellery, wispy drapery etc.   
 

General guidance on how the question should be answered 
Candidate should analyse the works in terms of their formal and iconographical content of their 
chosen examples. 

 
Formal aspects might include: 

• composition   
• scale 
• use of colour and tone 
• texture 
• brushwork, technique and materials 
• degrees of finish and detail. 
 

Interpretational aspects might include 
• iconography 
• ideology 
• historical and social contexts 
• aesthetic qualities 
• gender issues such as response of male or female viewer to image of female nudity. 
 

Possible examples might include 
François Boucher, Diana Leaving her Bath, 1742 

• Oil on canvas 73 cm x 57 cm.   
• Lack of narrative – more a display of beautiful female flesh. 
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• Diana, the Roman goddess of the hunt, identified by her crescent moon hair ornament, sits 

naked while bathing – she holds a string of pearls. 
• Accompanied by a naked female servant who appears to contemplate her mistresses’ left foot. 
• Both figures have svelte, doll-like Rococo proportions. 
• Naked female forms are set in an idyllic landscape with Diana sat on blue drapery that 

cascades from the right of the canvas. 
• The composition is triangular and in a relatively shallow space with the vanishing point of 

perspective to the left of the canvas. 
• The painted surface of the figures appears satin-like, almost perfect and are rendered in pastel 

colours 
• To the right is her bow and the game she has killed, to the left her arrows and quiver. 
• The two figures share a quiet and covert, potentially erotic moment – the intimacy of the bath. 
• Hunting dogs at the left – one with raised head as though aware of an, as yet, unseen 

presence. 
• Although a mythological subject is indicated, it appears to be a pretext for display of naked 

female figures. 
 

Pablo Picasso Les Demoiselles d'Avignon (1907)  
 Analysis and interpretation 
• Oil on canvas, 244 cm x 234 cm.   
• Five monumental female figures set in interior of the Avignon Street brothel in Barcelona. 
• The two right-hand figures were repainted in response to African masks.   

The seated/squatting one seems to face in both directions.  Figure above her has lozenge 
shaped breast and striations on mask face.   

• Face of left-hand figure raising the curtain was repainted.   ‘Standing’ figure, with almond 
eyes, one in from the left may actually be a reclining nude seen from a bird’s eye view.  This, 
and the central figure derive from ancient Iberian sculpture and the multiple viewpoints show 
the influence of Cézanne.   

• The picture presents at least two or perhaps three ways of representing the human body and 
face which collectively have a jarring effect.   

• Rather ugly and unattractive prostitutes are perhaps associated with Picasso’s fears of 
transmitted venereal disease. 

• Delibearate contrast to conventional depictions of idealised feminine beauty.  
• Spectator may be the next ‚client‘ of thse prostitutes.  
• Abstracted, angular, shallow picture space, no tonal modelling, crowded composition, planar 

and linear elements.   
• Still-life of fruit in foreground. 
• Not fully developed Cubism - it is perhaps best to refer to it as ‘proto-Cubist’.   
• Move to more ‘sculptural’ rendition of the nude, the faceting of planes and a conceptual 

rather than perceptual approach. 
• Powerful, mythic or totemic image. 
• Unfinished. Some incomplete areas, such as the right foot of the figure at the left and the 

unresolved areas on the arms and shoulders of the squatting figure. 
 

Antonio Canova, The Three Graces, 1814-17 
• Marble 173 cm x 97.2 cm x 57 cm. 
• Commissioned by 6th Duke of Bedford for display at Woburn Abbey: specifically a male patron. 
• The Three Graces are Aglaia, the Goddess of Elegance, Euphrosyne, Goddess of Mirth and 

Talia (Thalia) Goddess of Youth and Beauty.   
• They are the beautiful daughters of Jupiter and Aegle and handmaidens of Venus. 
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• All of the Three Graces face the viewer and each other, unlike antique or renaissance versions 

in which one is seen from behind. 
• The group may be interpreted as homage to the purity of antiquity or alternatively a titillating 

display of female flesh. 
• The three goddesses are idealised and nubile renderings of the female nude, huddled close 

together arms embracing and heads almost touching. 
• The composition is a triangular-based pyramid supported by a small tapered round altar 

festooned with garlands as if a ritual has taken place. 
• Figures touch and caress each other in a semi-erotic way – oblivious of the viewer. 
• A rhythmic interplay and repetition of forms – heads, arms, drapery and buttocks. 
• A long narrow length of drapery entwines between the figures, hinting at modesty. 
• Great sensitivity to the carving of texture suggests soft, milky flesh. 
• Some critics felt Canova’s treatment of flesh was icy or lacked warmth. 
 

Other points considered to be valid to be given credit. 
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