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hsen Miller's rock-solid pantings in “Screen Jaw Door Arch Prism
Comer Bed” groevt visttors 10 The Pit and The Pic 11 with the kind of
conlidence—nanural, unpretentious. easy-going—that makes you
wamnl 1 get 10 know them, peshaps becomse fricnds with them (not

ealing, bul m person, by way of lsce-to-lace mieraction. That’s o

ee sensabon. [Us distinet from much of what goes on in contemnporary art, which
scems, instead, divided betwoen the mmp I

and the sclfsh mdulg of |

y of grand public

gazing. In contrast 1o the self-assured
presumptiveness of the lormer and the self-aggrundizng attitude of the latter. Miller's
idiosyreratic ahstractions strike a nice balance hetween boldness and discretion.

Nat o whiff ¢

entitlement can be smiffed 10 any of her gritty, down-to-carth
cimvases. The same goes for the stink of privilege. Assuming nothing. and presuning
less, Miller's pictures of pothing in particular strip painting—anxd communication

10 its hare bones, where blunt utterances and no-bullshit convictions make for the
awkward silences that ofien accompany real insight. Tn such moments we are uswally at

3 loss for words. Not because our vocabularics are Jacking. Or bevause our percepual

capacities are inadequate. But becavse the newly discovered knowledge makes us

see that what we

ad thought to be true is mdeed false, and that the our minds

had been ongamzeng reality is out of tuch with the real thing. Such 1s the dscomton

of existential discovery. The excitement of nally geting th

right is complicated

by the regeet that we dud not come Lo the truth sooner. Not 1o mention the imminent,

sl inchoate sense that the newly discovered truth will soon be proven wrong. It's
& bittersweet process. While Miller’s quietly confhicted pictures lay everything

they've got on the line—in all its naked, this-ss-how-it-came-1o-be honesty—they,

Itanconsly, remun 2l ed with thesr own accomplishments
1t's that inirnss, builtan humhty that makes the LA, pamter’s works so fsscmatng,
both so spproachable and so unreachable. Appeoachabality and unreachability sre
incompatible attributes. One does not go with the other, 1f pot opposites. they clearly
conflict. Each Jeads in different directions, suggests contrary aftitudes, and creates
distnet atmospheres. And that complex, even contradsctory dividedness goes to the
heart—the very being or essence or ctbos—of Miller’s peculiar paintings. It conveys
the sense that cach of her works is of two minds about atself—if not three or foar
This is what draws me to her works. Rather than assuming of insisting or prefending
that resolution and barmony and wholeness are the point and purpose of art, Miller’s
internally conflicted compositions suggest that the lives of people (and paintings) are
oo multilayered (and nuanced) to be conceived in such simple (and one-dimensional )
terms. Her electne. often jolting abstractions put me i mind of people who have
ambiguous, even ambsvalent, relatzonships 1o themselves oot sumply o the world
around them. but 1o that parn of their identities that makes them themselves: unique
ndaviduals.

The erymology of “individual” intimates wdivisibility, singularity. and

completeness. But all of those qualities describe only past of Miller s muluplicitions

abstracuions. What gives them therr strength, what mukes them just what they are—and
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nothing else—is the intemal inconsistencies they give vosce to. whike still conveving
the sense that they are fairly well-ordered amalgamations or effectively armnged
vonstellations of competing aad conflicting impulses and understandings, philosephics
and world views, assertions and replics. Miller's piciures <licit enpathy not because
hey serve up, 10 viewess, miror images of ourselves, but because they invite us 10
extend our sympathies beyond what we already know, what we are familiar with,

whal we understand. [ I

s built wio the exp The sane goes for
uncertamty, doubt, and frusiration. That sense of mysiery —and nisk-—that sccompanies

every reut discovery goes to the soul of Miller's existential paintings, which stand. like

stlent sentmels. futalstucally ready for whatever might come ther way.
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Ihere's a rugzed lovelmess 1o Miller's absiract compositions. each of which 15 made
up of simple shapes. unfussy smudges, and wayward doodles. All come in colors that csn
be plucked from any msdsize box of crayons. Red, green. blue. black. white. and yellow
predominate. Brown, tan, and peach (otherwise known as flesh) appear almost as frequently

Aqu

gray, amd baby blue provide restless contrasts. Muller's titles are nouns, all single

words, wh b Prism Comer Bed.”

Screen Jaw Door

b also comprise the show s title

except for “Drag Arch.” a two-worder that does double-duty. referring, simultancously, to

the waty we move files on the screens of our digital devices and % an architectural mvention
that allows doors and windows to be built into walls and bradges and squeducts to span
valleys and chasms. Nouns suit Miller's pamtmas because her works similarly eschew the
editarializing of adjectives and ndverhs as well as the dramatic actions of verbs. In a word
nouns, ke Miller's abstract canvases, are yust there: ohdurate obsects that neither go out of
their way to engage us nor shy away from our desire 1o interact with them

Ihe sense that Maller's works have pasts—which include o fair share of hardship.

frustration, and failure—is palpable. You can glimpse it in the ghostly shadows that haunt
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the laborously re-worked surfaces of ber paintings, where simay textures roam

and partially painted-over sections bespesk decisions that didn't work out for

the best—if at all. In many picces, patterns appear to fall into place oaly 1o

' be discombobulated by errant marks, defested by reversed forms, and tumed

' mside out by illogical oddites—all of which sull makes sense, poetscally
and provocatvely. of not rationally or reasonably. In a sense, Miller sets up

N structures that st with symmelry bul never quite get there. Many humt at the
consistoncy of wdentibable patters. But msiead of locking all the parts o

3 proper place, she breaks the pattern well before st 1s arrved at or consummated

In her irascible hands. the regularity of repetition doesn't have a chance: Before

orderliness happens. willfl resistance-or stubborn dicsyncrasy —wins out
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It 1 s if Miller's ¢ are lly predisposed to chios, but only

afier going to great pains —striving. doggedly and dutifully—for order and all

5w
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composition into une ers. Seemning to come out of

compositions telights are all the mare potent for it

& fek R 1 A | ¥ L : MRS f & tsfactions. All of the pleasures that unfold before ber we
F ff 7 Wil B, 199 R f i 41 ¥R i i) 5 L A i, ) MR TR it re multiform, multivalent, multlayered. Some come in the shape
e UL QX ¥ b vk { i1 which prese v paint. ol stick. and
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VIR v MR 1 f & A Uit T mie & nivulets ncudental details, Miller reveals averrun by carporate umiformity and lockstep regularity. Being an underdog o
) H M ' 014 i fi fdif f 2 EFE AN herself to be i keen-e y pnter with the capacity to transform the hetter—or functioned more ¢ vely. M
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