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Assessment Schedule – 2019 
Scholarship Art History (93301) 
Candidate answers THREE questions: one from Section A, one from Section B, AND Question Seven from Section C.  
Each response is marked out of 8 against the descriptors for the Art History Scholarship Standard.  
Schedule 1 provides the criteria for Sections A and B. 
Schedule 2 provides the criteria for Section C. 
Schedule 3 provides examples of possible approaches to each question. 
 
Schedule 1: Quality of candidate response for Sections A and B (marked separately for each of 
TWO responses) 

Outstanding 
Scholarship 

8  
Response shows highly developed knowledge and 
understanding of the discipline through aspects of: 
perception and insight through highly developed visual 
analysis of specific art works  
and critical response to contexts and ideas 
and sophisticated integration of evidence  
and comprehensive depth and breadth of knowledge 
relevant to the question  
and the response is original in approach.  
Convincing communication through mature, confident, 
cohesive, and focused argument. 

7  

Response fulfils most of the requirements for Outstanding 
Scholarship, but: 
visual analysis / critical response level is less even 
or depth and breadth of knowledge is less consistent 
or the response is less comprehensive / original 
or argument is less mature, confident, cohesive, and focused 
or quality of response is not sustained. 

Scholarship 6  

Response demonstrates aspects of: 
high-level visual analysis of specific art works  
and well-developed critical response to contexts and ideas  
and evidence of extensive knowledge and understanding 
relevant to the question 
and clarity of ideas. 
High-level communication through cohesive and focused 
argument.  

5  

Response fulfils most of the requirements for Scholarship, but: 
evidence of knowledge and understanding is less developed 
visual analysis is less developed 
or integration, synthesis, and application of knowledge is 
uneven / less relevant, e.g. poor choice of examples. 
Cohesion, focus, and / or clarity less sustained. 

Below 
Scholarship 

4  

Response demonstrates aspects of:  
visual analysis of specific art works and critical response to 
contexts and ideas  
and evidence of broad knowledge and understanding 
relevant to the question.  
Effective communication skills through coherent and 
relevant argument. 

3  

Response shows:  
uneven visual analysis and critical responses to contexts 
or less relevant or less evidence of knowledge and 
understanding 
or repeats material from other responses 
or incomplete response. 
Less coherent / relevant argument. 

2  

Response shows: 
reference to evidence  
and response to art works / contexts   
and generalised knowledge 
or weak engagement with topic  
or is a descriptive response.  
Communication clear, but response generalised. 

1  

Response shows: 
little reference to evidence 
minimal knowledge and understanding  
or does not address all parts of question. 
Communication unclear. 

0 Question not addressed. Response does not demonstrate understanding. 
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Schedule 2: Quality of candidate response for Section C 

Outstanding 
Scholarship 

8  

Response demonstrates understanding of the discipline 
through: 
highly developed interpretation of text 
and perceptive evaluation of key ideas and analysis of 
supporting evidence 
and sophisticated critical response to key ideas supported 
by evidence from independent studies. 

7  

Response fulfils most of the requirements for Outstanding 
Scholarship, but: 
interpretation of text is less highly developed 
or evaluation of key ideas and analysis of supporting evidence 
is less perceptive  
or critical response to key ideas is less sophisticated  
or limited supporting evidence from independent studies. 

Scholarship 6  

Response demonstrates: 
high-level interpretation of text and explanation of key 
ideas  
and well-developed critical response to key ideas 
supported by relevant evidence  
and high-level communication. 
Clarity of ideas. 

5  

Response fulfils most of the requirements for Scholarship, but:  
critical interpretation of text less developed  
or critical response to key ideas less even.  
Clarity of communication less sustained. 

Below 
Scholarship 4  

Response demonstrates aspects of: 
some critical interpretation of text  
and response to key ideas supported by relevant 
evidence.  
Clarity of communication. 

3  

Response shows:  
uneven critical interpretation of text 
or critical response to key ideas is less relevant / supported 
or less evidence of understanding  
or repeats material from other responses.  
Less coherent communication. 

2  

Response generalised. 
Some reference to evidence. 
Communication clear. 

1  

Response shows: 
little reference to evidence 
minimal knowledge and understanding.  
Communication unclear. 

0 Question not addressed. Response does not demonstrate understanding. 
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Schedule 3: Evidence Statement (examples only) 
In each response, it is expected that detailed visual analysis of specific art works will support the discussion.  

 
SECTION A: QUESTION ONE 
Loss, in its various forms, is a recurrent theme in art. 
Discuss how artists treat different types of loss, with detailed reference to specific art works. 
Approaches could include: 

• loss of Paradise – all Christian art has fear of the loss of Paradise as its underlying premise, e.g. Masaccio 
Expulsion from Paradise, Michelangelo The Last Judgement, Bosch The Garden of Earthly Delights 

• human loss through war – war memorials, sculpted commemorative works, tombs commemorating unknown 
soldiers, the Holocaust, e.g. Berlin Memorial to the Murdered Jews of Europe, Käthe Kollwitz The Parents 

• of life – memento mori 
• loss of social order and resultant despair – Dada, German Expressionism, Kollwitz 
• loss / absence of freedom – Banksy, works about censorship, feminism, Kara Walker Marvelous Sugar Baby 
• loss of technical and artistic knowledge, e.g. traditional bronze casting and sculpting skills, traditional Māori 

carving and its renaissance, Māori carving schools  
• loss of hope – Goya, McCahon, Francis Bacon  
• works related to hope arising from loss – Christian art, McCahon 
• loss of land – Emily Karaka, Robert Jahnke, Michael Parekowhai, Robyn Kahukiwa 
• loss of heritage / culture, e.g. postcolonial art, concern over appropriation (Gordon Walters and koru), of moko, of 

Australian aboriginal art, Ramiro Gomez 
• loss of the beloved, e.g. Munch Death in the Sickroom. 

 

SECTION A: QUESTION TWO 
An art work is a snapshot of life, frozen in time. 
Discuss this statement with detailed reference to specific art works. 
Approaches could include art as a snapshot of: 

• an artist’s personal situation, e.g. van Gogh, Frida Kahlo, Francis Bacon, Jackson Pollock 
• a record of patronage such as papal propaganda, civic patronage – e.g. the London Aquatic Centre, public / 

private partnerships – e.g. the Len Lye Centre 
• Christian beliefs in different times, e.g. Duccio, Giotto, Michelangelo and Humanism – Pietà 
• Propaganda, e.g. Raphael The School of Athens, David Oath of the Horatii  
• cultural awareness (or otherwise), e.g. John Webber Poedua, Lisa Reihana In Pursuit of Venus 
• scientific developments, e.g. photography – Degas A Carriage at the Races, plein air painting with the 

development of metal tubes to contain paint – the Impressionists 
• social and political protest, e.g. Gericault The Raft of the Medusa, Goya The Third of May 1808, Dada, Grosz, 

Hannah Hoch, Picasso Guernica, Banksy, Hotere Aramoana 
• Feminism, e.g. Judy Chicago The Dinner Party, Miriam Schapiro and Judy Chicago Womanhouse 
• artistic rebellion, e.g. Courbet, the Impressionists, Picasso Les Demoiselles d’Avignon 
• some art works are not frozen, but change over time in response to their environment or their viewers, e.g. Andy 

Goldsworthy, interactive art, relational art 
• art works could also be seen as ‘contested spaces’, which gain ‘layers’ of meaning and interpretation as they 

move through history, e.g. Gauguin’s images of Pacific Island women are seen differently in the 21st century. 
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SECTION A: QUESTION THREE 

Composition contributes to the meanings in art works. 

Discuss the role of composition in art works, with detailed reference to a range of specific art works. 

Approaches could include:  

• communication of a hierarchical structure, e.g. 13th century Byzantine altarpieces 
• to emphasise the principal figures, e.g. Piero della Francesca The Baptism of Christ 
• to highlight the focus of an art work, e.g. Gericault The Raft of the Medusa 
• to reinforce a message, e.g. enlightenment principles and self-sacrifice, David Oath of the Horatii, Michelangelo 

The Last Judgement 
• architecture – built so that form follows function, e.g. Gothic cathedrals 
• to present the human condition, e.g. Ed Kienholz and George Segal create settings for their figures 
• to convey spiritual or philosophical ideas, e.g. Mondrian, Kandinsky 
• the irrationality of the unconscious chaos of the mind, e.g. Jackson Pollock, Abstract Expressionism 
• to focus attention on artistic matters, e.g. Picasso Portrait of Daniel-Henry Kahnweiler 
• contributes to social or philosophical comment, e.g. Judy Chicago The Dinner Party 
• interpreting history, e.g. the containment of Captain Cook and the Southern Cross within Michael Parekowhai’s 

The Lighthouse. 
 

SECTION B: QUESTION FOUR 

Families / whānau are represented in diverse ways in art works. 

Discuss the different ways that families / whānau are represented in art, with detailed reference to specific 
art works. 

Approaches could include: 

• portrayal of family in different art styles: Renaissance, Mannerism, Impressionism, German Expressionism 
• the family held up as microcosm of perfect world / human relationships / social control, e.g. Holy Family – Mary at 

centre. Christ – Max Ernst The Virgin Spanking the Christ Child before Three Witnesses draws attention to 
unreality of this 

• only the wealthy have family portraits, e.g. Corsini family, van Eyck The Arnolfini Portrait  
• dominant position of male in representations of family, e.g. Henry Moore Family Group, male central or taller, e.g. 

Flack Farb Family Portrait, Gainsborough and Reynolds portraits. Formal arrangements of families – sons 
grouped with father, girls with mother, e.g. Gainsborough The Baillie Family 

• reinforcement of gender roles in society: male hierarchy, David Oath of the Horatii and The Lictors Bring to 
Brutus the Bodies of His Sons. Women at home, women’s role at centre of family, images of motherhood, e.g. 
Vigée Le Brun Marie Antoinette and Her Children 

• seen as suitable subject matter for 19th century female artists who draw on their own families; the quiet 
subversion of Morisot  

• questioning family dynamics and the idea of the family as a unified group. Uneasily off kilter, e.g. Goya Family of 
Charles IV, Manet The Bellelli Family, Velazquez Las Meninas, Michael Smither Grandparents at the Door 

• Giorgio de Chirico uses artists’ mannequins to create The Painter’s Family 
• used as device to reflect social order destroyed, e.g. Goya Saturn Devouring his Son, Max Beckmann Family 

Picture, Käthe Kollwitz 
• influenced by political situations, e.g. Bloodline: Big Family No.3, (1995) by Zhang Xiaogang – Chinese cultural 

revolution 
• in architecture – residential housing based around family units, separation of parental space, kitchen often hub 

for members to come together. Communal living initiatives for groups of families with communal area and spaces 
• as a device to challenge art appropriation and display, e.g. The Chapman Family Collection, Chapman Brothers 

(fake artifact collection) under auspices of family of art patrons 
• in a traditional Māori whare whakairo, the family ancestry of the tribe is represented through each aspect of the 

meeting house, including the tekoteko, maihi, poupou, kōwhaiwhai. 



Scholarship Art History (93301) 2019 — page 5 of 7 

SECTION B: QUESTION FIVE 
Art does not reproduce what we see; rather, it makes us see. 
Discuss this statement with detailed reference to specific art works. 
Approaches could include: 

• artist’s viewpoint, e.g. Grosz, Duchamp Fountain, Kirchner Self-Portrait as Soldier; Judy Chicago and Miriam 
Schapiro Womanhouse 

• through symbolism, e.g. Bosch, Leonardo da Vinci Ginevra de’ Benci, Cecelia Gallerani 
• through abstracting, e.g. Leger’s view of industrialised society, Kandinsky’s view of the spiritual as conveyed 

through art 
• different perspectives through personification, e.g. of rebels – Guerrilla Girls 
• artists’ techniques, e.g. Impressionism, Seurat colour theory 
• ideals of beauty, e.g. Rubens, Ingres 
• raises political awareness, e.g. Banksy 
• loss and destruction memorials, e.g. Maya Lin Vietnam Veterans Memorial, Arad and Walker Reflecting Absence 
• civic power and grandeur, e.g. Florence, Michelangelo David, Napoleon’s Paris, Eiffel Tower  
• the human condition, e.g. George Segal, Andrew Wyeth, Duane Hanson 
• use of art as propaganda, idealisation, e.g. David, Ingres Napoleon.  

 
 

SECTION B: QUESTION SIX 

The gender of an artist is irrelevant. 

Discuss this statement with detailed reference to specific art works. 

Approaches could include: 

• art should be appreciated for its quality. Without titles / names of artists it would be difficult to know the gender of 
artists who excel in specific areas, e.g. individuality (Louise Bourgeois / The Chapman Brothers), innovation 
(Leonardo da Vinci / Helen Frankenthaler), experimental techniques (Jackson Pollock / Lee Krasner), handling of 
media (Caravaggio / Artemisia Gentileschi, Jenny Saville/Lucian Freud) 

• has historically been an unequal playing field, e.g. 19th French painting – limited access to training and 
limitations on topics women could paint (but still exceptions), e.g. Mary Cassatt Woman in Black at the Opera 

• Hans Hofmann said (1937) Lee Krasner’s work was “so good, you would not know it was painted by a woman” 
• the construction of masculinity and femininity in art works reflects social ideas. Gender largely a social construct 

– art should not be influenced by it, e.g. Malcolm Harrison quilting, Camille Claudel sculpture, Grayson Perry 
mixed media. Artists question these constructs, e.g. Frida Kahlo Self Portrait with Cropped Hair; Rita Angus Self 
Portrait (with cigarette) 

• those who have taken ambiguous personas to avoid gendered evaluations of their work, e.g. et al, Claude Cahun 
• constructed expectations of gender also control prices of art on market – interfere with honest and critical 

appreciation of art, e.g. Jeff Koons / Yayoi Kusama 
• art and art history traditionally controlled by the patriarchy, e.g. Saatchi / Damien Hirst 
• many artists expose gender stereotyping (intentionally or not), e.g. Richard Hamilton Just what is it that makes 

today’s homes so different, so appealing? vs Laurie Simmons interiors, Miriam Schapiro Dollhouse 
• art can be informed by the artist’s own gender but this need not be significant or relevant – both male and female 

artists explore their own sexuality, e.g. Keith Haring, feminist artists  
• limitations on appreciation by gendered response of onlookers. 
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SECTION C: QUESTION SEVEN  
Read the following extracts from Victoria Newhouse’s Art and the Power of Placement.  
Explain Newhouse’s main ideas about the impact of the placement of art and the examples she presents. 
Discuss these ideas with reference to specific art works that you have studied. 
Maintain a balance between analysing and discussing the text, and relating it to specific art works. 

Marcel Duchamp gave one of the most famous and influential demonstrations of the power of placement in 1917 when he 
transformed a common urinal into a Modern sculpture simply by displaying it upside down in an art gallery. Placement has 
affected the perception of art, however, since the first cave paintings. Where an art work is seen – be it in a cave, a church, 
a palace, a museum, a commercial gallery, an outdoor space, or a private home – and where it is placed within that chosen 
space can confer a meaning that is religious, political, decorative, entertaining, moralising, or educational. Placement can 
even affect aesthetic and commercial values, boosting or diminishing an artist’s reputation. … With few exceptions, art 
books, museum catalogues, and websites depict objects in isolation, with no indication of their settings, so it is easy to 
overlook the extent to which the perception of these objects is influenced by their presentation ... 

Newhouse offers further detail: 

When a picture is seen near a work of the same period or with others by the same artist, its style and composition are more 
readily apparent than if it is seen alone or accompanied by works of different periods or by other artists. Paintings hung in 
an asymmetrical arrangement can appear more decorative than they would in a straightforward display. And positioning at 
eye level a painting meant to hang over a door, or in some other skied (elevated) position, completely alters its impact, as 
do straight-on views of architectural sculpture intended to be seen high up on the exterior of a building. 

Victoria Newhouse, Art and the Power of Placement (New York: Monacelli Press, 2005), pp. 8, 10. 

Approaches could include: 

Newhouse’s key points and her supporting evidence: 
• the power of placement  

- Duchamp upended a urinal and put it in a gallery. We see it as an art work because it is in a gallery. 
• where an art work is placed has always affected the viewer’s perception of it 

- this dates back to cave paintings 
• where an art work is seen affects meaning 

- sites include caves, churches, museums, galleries, palace, outdoor spaces, private homes 
• placement within a site confers meaning 

- meaning can be religious, political, decorative, entertaining, moralising, educational 
• placement can affect its value 

- value can be aesthetic or commercial, can affect an artist’s reputation 
• because we usually see art works in isolation it is easy to overlook the impact of presentation 

- images in art books, exhibition catalogues and websites are shown out of context with no indication of original 
setting 

• placement near other artists’ works can highlight technical elements 
- placement next to art works of the same period can aid interpretation 
- style and composition as examples 

• an arrangement of works in an asymmetrical pattern can affect perception 
- works can seem more decorative than those in a straightforward arrangement 

• position in a site can change impact  
- the changing of an art work from eye level to ‘skied’ can have an impact 
- architectural sculpture on buildings. 

 
Examples could include: 
• the site in which an art work is seen can confer different meanings. Cave paintings are often regarded as 

primitive, functional and / or magical because of their site 
• in a museum / gallery works are endorsed as high art with an explanatory text 
• aesthetic and commercial values, e.g. hanging place in the Salon or the Royal Academy, Sothebys’ auction site 
• position in a site or event, e.g. Sistine ceiling, Sculpture on the Gulf, decoration (sculpted or otherwise) on a 

building 
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• position of the viewer in relation to the art work, e.g. Michelangelo’s David intended to be seen from a distance, 
now seen at eye level – hence the oversize hands. Altered site, altered meaning 

• portraiture – the advent of the townhouse affected size – domestic scale 
• the size of a building can affect the size of a commissioned painting or sculpture 
• whether a site is public or private has an effect, e.g. Serra Tilted Arc 
• public art is available to all, including a non-art-literate audience 
• who has access to the site, e.g. family and friends of the Scrovegni family were a select audience for the Arena 

Chapel 
• in a church people can be regarding images from a religious perspective, rather than from an artistic one 
• other art that is hung with it affects the reception by the viewer, e.g. Rothko wanted his works to be seen in 

isolation, with specified lighting (as opposed to it being hung next to, for example, a Jackson Pollock) 
• the expectation that the structure of a whare whakairo and the art work on and in it tells a story and needs to be 

physically experienced 
• websites and digital editing software enable interference with an art work, e.g. memes 
• art viewed other than in situ is seen in isolation with no indication of the impact of its original placement – not 

always positively, e.g. sculpture and architecture represented in books precludes the experience of a three-
dimensional view; the Parthenon Marbles in the British Museum – wrong country, wrong setting. 

 


