
 
 
 
 

 
Suki’s Salon, 2008, metallic print, 30 x 40 inches  
 
Vikky Alexander’s photographs of an apartment showroom take the viewer into a world of glass, mirrors and high-end furniture.                    
Her work carries on Kienholz’s use of mirrors to place the viewer in the illusory of consumer culture, although the viewer’s exact    
position is more difficult to locate. 
 
Timothy Long, Head Curator, Let Me Be Your Mirror, Mackenzie Art Gallery, 2008. 
  



              
             High Tide, 2004, archival Ink on canvas, 52 x 49 inches  
 
In her ongoing series of collages digitally printed on canvas, Alexander is working again with found imagery and 
materials and occasionally her own photographs. Here, she juxtaposes cut-out bits of pattern, shape, and colour to 
create fictional domestic interiors. They're the kind of grand, expensively finished, high-ceilinged rooms found in 
decorating magazines. But then again, not quite. The overall look is seductive--an apparently slick organization of 
forms designed to stimulate our longing to possess the room, the house, the view--but there's a disconnection between 
the component parts, one that signals a larger disjunction between reality and representation. The flattened, cut-out 
forms and awkward, anti-perspective angles of the furniture and fixtures depicted, and the disproportion of scale 
between the built and "natural" environments, signal a comprehensive artificiality. 
 
The architectural look of these fake interiors is generically modernist, with a special focus on the International Style's 
simplicity and transparency. The large windows and glass walls depicted admit big-time views of the natural world, 
again employing strange angles and odd scale. Magnus' Lair, for instance, is a bedroom scene whose windows look 
out onto, or impossibly thrust themselves into, a snowy forest and a raging waterfall. In High Tide, walls and ceiling are 
made out of glass--or perhaps they're absent altogether--so that this Malibu-style beach house appears to be floating in 
the middle of its sunset-and-seascape environment. Material desire is conflated with a longing to be close to nature, or 
at least to a notion of nature. (Closeness, here, is taken to ridiculous extremes.) Together, interior and exterior allude to 
some lost utopian ideal, some impossible image of perfection that would elevate our lives, make them more 
pleasurable and more meaningful. 
 
Robin Lawrence, Alexander Alludes to Ideal, Georgia Straight, Review of “Unnatural Landscapes” State Gallery, Nov 
24, 2004. 
 
 
 
 



 
 
 

   
                  Flawed Utopia, 2004, archival digital inkjet on canvas, 75 x 54 inches 

 
Her newest “paintings” portray colour-drenched rooms in unexpected landscapes that might exist in some tropics of the 
imagination. Their allure casts an immediate spell.  It is partly the exotic décor and settings, partly the pull of familiar 
things.  Familiar but different, that is, subtly or not so subtly changed.  Uh oh.  Wait a minute, they are drastically altered.  
Synthetic.  Implausible….Images of desire are Alexander’s thing.  So are images that provoke desire through the codes 
of consumer culture, like magazine layouts and advertising, or photo murals of scenic natural beauty, or glossy 
calendars of far away places.   She is fascinated by them, and how they work.  She acknowledges their power and, at 
the same time, deconstructs them…. She is interested in ideals of beauty and utopias and the idea of perfections, which 
she calls “uneasy and impossible.” 
 
Nancy Tousley, Images of Desire, Calgary Herald, April 19, 2003. 
 

             



 
              Untitled Chair, Mirrored Glass, 36 1/2 x 16 x 16 inches, 2003 

 
The big picture Alexander is after examines the uneasiness beneath the surface of modern life, life’s unpredictability, 
“our attempts to locate ourselves within a natural or cultural environment,” and “the impossibility of perfection.” As she 
points out, when you are in a room with her mirror chairs, “the imperfect thing is you.” 
 
Nancy Tousley, Images of Desire, Calgary Herald, April 19, 2003. 
 

 
       Cloud Room, cloud wallpaper, ten beveled mirrors, 1996. 

 



 
 
 
 
 
 
 
 

Untitled Glass Sculptures (2 chairs and table), 1990. 
 

 
Alexander has always played the avantguarde techniques back against the grain of mass culture and vice versa to 
occupy the interstices between the two.  Today she takes the pragmatism of furniture and the Bauhausian dream of 
authoritarian design and collapses them into an unexpected moment of glass; into a transparent referent with no use 
other than a pure critical function. The glass furniture is full and empty simultaneously, a mockery of abstraction in its 
perfection and a mockery of figuration in its lack of expression….If mirrors could bet he classical trope of 
(mis)representation as argued by both Foucault and Lacan, then it is this unmistakeably modern glass which disperses 
representation against itself.  Seen through and seen on, it cannot represent even itself, except as a faint diagram and 
yet, it cannot be anything but a bed, a chair, a table and so on.  Its epistemological and its phenomenological status is 
as tenuous as the material itself and its aesthetics are ground zero – a place from which to vulnerably begin to situate 
oneself when the picture and the mirror and the function and the design are all hopelessly out of date in a wired world. 
 
Bruce W. Ferguson, Vikky Alexander:  Glass (Not) Sculpture, Kunsthalle Berne, 1990 

 
 

 
     
 
 
 
 
 
 



 
 
 
 

            
                                            West Edmonton Mall Series, 3, Ekta-colour print, 1990 
 
 
 
Since the early 1980s Alexander has explored how industry, advertisers and the media present commodities as 
essential components of a full life, and how we in turn acquire an understanding of who we are and what we need 
through these commodities and the landscape they create. Her work suggests that as we surround ourselves with 
wood grained Formica, murals of nature and conditioned air, and measure our looks and lifestyle against super-models 
and movie stars, we create a personal history grounded in the experience of simulation. 
 
In 'Artificial Nature,' Alexander surmises that if we want a 'real' experience, like pain, we could prick our finger with a 
pin, but if we need to experience nature, we should just go to the mall. In her photographs made in the West Edmonton 
Mall in Canada, Alexander sees the attempt to bring the natural environment indoors reflected in the glass, chrome and 
polished stone of the malls' physical components. Just to make sure we don't confuse the artificial environment of the 
mall with the 'real thing', Alexander shows us palm trees and a pool with fabricated waves reflected in the shinny 
facades of the store fronts and display cases. Just as Alexander layers her photographs, making it difficult to tell just 
where the flora and fauna begins and ends, she layers her point of view with humor, skepticism and acceptance. 
 
Jeffrey Hoone, Light Work Gallery, 1991. 
 
 
 
 
 




