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WORDS BY ASHIK ZAMAN

For Ingrid Segring, transcendence begins at the surface. Drawing on X-ray aesthetics,
“invisible” cosmetic procedures, and images she gathers online, she paints not to reproduce
illusion but to move through it, exploring the agency of images and their ability to shape
perception. Ingrid Jacobsen finds transcendence in error.

By subjecting analogue photography to chemical chance, she allows images to
bleed, blur, and oscillate between abstraction and figuration, inviting “failure,”
leading to a space that exceeds both painting and photography. Sally von
Rosen pushes transcendence towards physical matter. Her anthropomorphic
bronze sculptures, at once sensual and menacing, destabilize concepts of body
and identity, evoking something spiritually human. And for Ailin Mirlashari,
transcendence is the weight of the collective. Working between poetry,
calligraphy, photography, and social practice, she dissolves the boundary
between art studio and community, inviting heightened magical realism and
shared memory into a space where vulnerability and resistance coexist. These
four artists survey what rests beyond “the frame,” the discipline, the self,
showing how to move art beyond the habitual into the possible.

AILIN MIRLASHARI

For Ailin Mirlashari, the studio has never been a singular room. “My process
usually starts long before I enter any studio space,” she says. It begins in
conversations, in memory, and in everyday encounters. For years, her living
room doubled as a site of making, life, and work inseparable. With a
background in grassroots organizing and networks such as StreetGiris, she
carries communal attentiveness into her solo practice. “Even when I'm
physically alone, I'm never really alone in the studio. I bring people with me,
stories, shared experiences,” she explains.

Trained not only as an artist but also as a social worker, Mirlashari has long
navigated spaces inside and outside the structures of the art world. Before art
school, she worked for years in civil society, joking that she wanted to become
Sweden’s first “culture social worker” Growing up in a home where politics
and culture were intertwined, she found the transition to a highly
individualized art education unsettling. “Who am I now?” she remembers
wondering. Rebuilding that confidence became formative. “There are many
ways of being an artist. This is mine.”

Her series Blombecknarna, recently presented in a group exhibition,
unfolds as a magical realist narrative about three flower dealers hustling to
survive while quietly saving the world. Poetry by Forough Farrokhzad and
Karin Boye appears on their garments in Persian calligraphy, text transformed
into gesture and form. “Calligraphy is not just text—it’s movement, body,” she
notes. Through these figures, she explores collective survival, tenderness, and
resistance, inviting viewers into a poetic register where exhaustion and hope
coexist.

Looking ahead, Mirlashari is secking playfulness over productivity,
questioning linear career paths and allowing movement in circles. “Not seeing
art as prestation, but as a way of living,” she says. Practically, this means letting
projects unfold in their own time, rather than schedules or expectations.

THIS PAGE: HINNER DU ANDAS MELLAN, 2019. PHOTOGRAPHY BY AILIN MOAMI
OPPOSITE PAGE: EYES ON, 2019. PHOTOGRAPHY BY AILIN MOAMI
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INGRID SEGRING

For Ingrid Segring, pursuing art was less reinvention than return. “I've been drawing and painting

my whole life” she says. Growing up, art did not always appear viable as a profession. The
architecture and design school offered an intellectual framework for conceptual interests, but even
there, something else kept surfacing. While peers dedicated spare time to studies, Segring began
each project with painting, sculpture, or image-driven ideas. By graduation, the conclusion felt
inevitable: “Being an artist is basically the only possibility I can imagine.”

Her paintings unfold from contemporary image culture. Recently, she has been drawn to X-ray
aesthetics and the visual language of “invisible” cosmetic procedures—faces optimized into
neutrality. “I'm usually obsessing over images that have fascinating connections to how design
choreographs the social imaginary,” she explains. She collects them through algorithmic drift,
searching, saving, and altering, then translates them into paint. “To paint and draw is a form of
image worshipping to me.”

That drive is almost surgical. Segring returns repeatedly to the question of surface: how illusion
operates, how images act upon us, how they might be transcended. “We’re in an era where we are
utterly confused by images. We even have to consider that the sender is aware that we question
whether something is A, modified, or real, and might use our doubt to their advantage,” she notes.
Alongside her studio practice, Segring co-founded the nomadic exhibition platform tilde (~),
dedicated to process and the unfinished. “If you look at the art scene and realize there is something
you miss, you can create that space yourself.” The ethos mirrors her canvases: searching, not settling
for the given surface.

SALLY VON ROSEN

Sally von Rosen works with material and form, exploring how bronze carries weight physically and
emotionally. She spent several years in Berlin, learning from assisting another artist and from the
community she found there. “Every detail is as important as one chooses it to be. If one part of a
sculpture is bothering you, you have to fix it, no matter how long it takes, while still somehow
keeping the deadline,” she says, a discipline she continues to practice.

Her sculptures suggest human presence without being literal. Limbs bend unexpectedly;
surfaces gleam yet hold tension. Von Rosen is interested in the transference of emotions, from artist
to object to viewer, and in how a sculpture can produce multiple responses at once. “If looking at a
sculpture gives you multiple responses or associations that might not even fit together, I think that’s
great. It means you want to keep thinking about it,” she explains. She adds that contradictions are
important in generating affect.

Bronze is more than a medium; it is a partner. She considers what it can endure, weight, fire,
acid, impact, and how it can appear fragile while remaining resilient. “I want everything to be
possible,” she says. She wants to continue making the works bigger, to allow more to be experienced,
and empbhasizes that longevity is part of her practice: “I want the work to be there in a thousand
years.”

Her upcoming solo exhibition, On Three Legs, presents new podiums and monumental
bronzes, including Rebirth Machine, a 190-centimeter figure from a surreal ritual universe. The
sculpture involves gestures with eggs and stockings and stands like a deity or apparatus. Though
titled a machine, it is handmade, a contradiction she embraces. “In certain situations, I think the
human body itself can feel like a machine too.”

OPPOSITE PAGE: HUNDEN HUGO (HUGO THE DOG), 2025. PHOTOGRAPHY BY JESPER DAHL
THIS PAGE: RIND (MOTHERFORM) II, 2025, COURTESY OF THE ARTIST AND ANDREHN-SCHIPTJENKO, STOCKHOLM AND PARIS, PHOTOGRAPHY BY JOE CLARK



INGRID JACOBSEN

Fresh from her MFA at Malmé Art Academy and already included in two award exhibitions, she speaks
about this early moment with measured focus. “I'm grateful for the recognition,” she says, “but most of all
it has allowed me more time for studio work.” Momentum, for Jacobsen, is quict and continuous.

Her practice began in the darkroom with collage: layering negatives and referencing painting,
exploring the space between the two. When Malmo’s master’s program lacked a color darkroom, she was
temporarily stalled, but the interruption became generative. A residency in Oslo introduced her to
improvised ground-pipe developing baths for large prints. Back in her own studio, she constructed similar
baths, this time using color chemicals.

Color processing requires strict precision, exact temperatures, and timing, but Jacobsen’s early
experiments often fell short. “The images seemed to bleed and blur, but in a fascinating and beautiful way,”
she says. Rather than correcting these deviations, she let chance play a role, embracing motion and
movement within the prints. “By failing and letting chance be part of the process, I somehow got closer to
what I was searching for—the space between painting and photography,” she reflects.

This interest in instability extended into film with Mirror Error (2025), shown alongside her still
works, and continues in photograms and sculptural experiments that push photography into three
dimensions. “I like to be free in my practice,” she says. “I am still curious.”

Soon, curiosity will take her to New York on an assistant grant with Roe Ethridge. In the studio, she
now recalibrates, mastering temperature and timing, yet remains attentive to what escapes control. The
image is most alive at the point where it almost comes undone.

TOP & BOTTOM: MIRROR ERROR AND SILVER 1, 2025, INSTALLATION VIEW, EXHIBITED IN SHIFT FOCUS DRIFT
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