Jenny Saville

Source 1: 
Simon Schama: So you really do manipulate what’s in front of you through the mark-making

Jenny Saville: I have to really work at the tension between getting the paint to have the sensory quality that I want and be constructive in terms of building the form of a stomach, for example, or creating the inner crevice of a thigh. The more I do it, the more the space between abstraction and figuration becomes interesting. I want a painting realism. I try to consider the pace of a painting, of active and quiet areas. Listening to music helps a lot, especially music where there’s a hard sound and then soft breathable passages. In my earlier work my marks were less varied. I think of each mark or area as having the possibility of carrying a sensation. (Extract from ‘Interview with Jenny Saville by Simon Schama)

Jenny Saville’s monumental paintings wallow in the glory of expansiveness. Jenny Saville is a real painter’s painter. She constructs painting with the weighty heft of sculpture. Her exaggerated nudes point up, with an agonizing frankness, the disparity between the way women are perceived and the way that they feel about their bodies. One of the most striking aspects of Jenny Saville’s work is the sheer physicality of it. Jenny Saville paints skin with all the subtlety of a Swedish massage; violent, painful, bruising, bone crunching.
(Saatchi Gallery)
Source 2
In a society often obsessed with physical appearance, Jenny Saville has created a niche for overweight women in contemporary visual culture. Known primarily for her large-scale paintings of obese women, Saville has recently broken into the contemporary art world with the help of gallery owner and art collector Charles Saatchi. Rising quickly to great critical and public recognition in part through Saatchi’s patronage, Saville has been heralded for creating conceptual art through the use of a classical standard -- the figure painting.
Saville was born into a family of educators in Cambridge, England, in 1970. She began a course of study at the Glasgow School of Art in Scotland in 1988. There, she found only one female painting tutor -- a disappointing lack of female perspective for the budding feminist. This lack of a female presence was soon filled through the feminist texts that Saville began reading during a visit to the United States midway through her college career. Saville was awarded a scholarship to attend Cincinnati University for six months. The college was located in Ohio, where Saville’s lifelong fascination with the workings of the human body began to affect her artwork. Finding herself immersed in a different culture, Saville “was interested in the malls, where you saw lots of big women. Big white flesh in shorts and T-shirts. It was good to see because they had the physicality that I was interested in.” 

Shortly after a string of shows for Charles Saatchi, Saville crossed the ocean and moved to New York City for a period of time in 1994. There, Saville spent long hours observing the work of Dr. Barry Martin Weintraub, a plastic surgeon based in the city. Taking photographs while standing in on cosmetic surgeries and lyposuctions, Saville gained a better understanding of the human body and the various manipulations that can be made through modern medicine. Not only did she improve her knowledge of the physical workings of the alterations, but -- perhaps more importantly -- she gained insight into the psychological factors behind the changes as well. 

Saville is lauded for her celebration of paint and her loyalty to oil painting as a medium. In a society of constant technological advancement, Saville has resisted the temptations of using media such as video in her work and has dabbled only briefly with photography. Although Saville finds great inspiration in such media and often sees multiple films per week, these modern fillers are not for her. Instead, she has embraced the physicality of paint and thus has chosen a medium that dates back hundreds of years. Saville is most often compared to contemporary British painter Lucian Freud. Though she acknowledges the truth in such a comparison, she has an interesting view of the ultimate in painting ability: “The marriage of [Francis] Bacon and [Willem] de Kooning -- Bacon’s figurative skills and de Kooning’s painting skills -- would make the best painter who ever lived.” 

In an age where technology often prevails, Saville has found a way to reinvent figure painting and regain its prominent position in the context of art history.
Source 3:
(Flesh) is all things. Ugly, beautiful, repulsive, compelling, anxious, neurotic, dead, alive.
--Jenny Saville

Fascinated by the endless aesthetic and formal possibilities that the materiality of the human body offers, Saville remits a highly sensuous and tactile impression of surface and mass in her monumental oil paintings. In the compelling Stare paintings she renders the contours and features of the face and the nuances of skin texture and colour in strokes both bold and meticulous. Enlarging the facial features of her human subjects to a vast scale and rendering them in layer upon layer of paint, she imbues in them with a sense of mass and weight that is almost sculptural and at times wholly abstract. Intense pinks, reds, and blues erupt through pale skin tones, disclosing the internal workings of the painting like the flesh and blood of a living organism. 

Saville portrays the intimate relationship between mother and child in a series of life-sized drawings directly inspired by Renaissance nativity portraits -- in particular Leonardo da Vinci’s cartoon The Virgin and Child with St. Anne and John the Baptist, an atypical scene in which the Virgin contends with a lively Christ-child. In Study for Pentimenti IV (After Michelangelo’s Virgin and Child) (2011), and Componimento inculto (2011), the subjects – a pregnant woman and young child-- are recorded in symbiotic flux. Multiple impressions of each figure are drawn, erased, and superimposed again to create studies in simultaneity; the relationship between them is expressed in a series of dynamic poses rather than in static compositions of iconographic order. Through these intricate studies, Saville gives powerful graphic life to the anatomical details and expressive movements that animate and underpin her visceral paintings
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