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Editor’s Note

Welcome to issue 53

Firstly I would like to thank Arun Misra who stepped down as Editor after 
our last issue and with whom it has been my  pleasure as Deputy Editor 
to work with over the last seven issues. For the present I am both deputy 
and acting Editor working closely with fellow fLIP team members Jonathan 
Taylor (Designer) and Barry Cole (Distribution). 

Every Editor brings their own skills and passions to the style, tone and 
content of the magazine. Arun was notable for his in-depth interviews with 
renowned art photographers from around the world and establishing fLIP 
INSIGHTS with extended versions of the magazine articles. As his deputy I 
have some understanding of just how taxing and time-consuming producing 
those interviews are. 

I am far more prosaic and keen on an easy life so this issue is very much 
focused on fLIP’s primary objective of showcasing member’s work. In this 
issue we have the usual gallery of single images on the theme ‘Space’, mini-
features by Peter Luck and Sabrina Merolla, reviews of books by Naomi 
James and Tony Othen and of Ealing Satellite Group’s exhibition.  fLIP’s 
remit also includes engaging readers in wider photographic dialogues and 
we also have a brief review of Chris Killip’s Retrospective which is currently 
at The Photographers Gallery.

The lifeblood of fLIP is your submissions for each issue, whether for the 
theme or as a series. All submissions are viewed ‘blind’ by the editorial 
team, usually with a guest selector. An initial selection is made purely from 
the strength and relevance of the images, without knowing the identity of 
the photographer or any supporting text. Following that we identify any 
possible features and ask for hi-res files of potential images for publication. 
Inevitably, as the magazine is put together, a small proportion of those 
images don’t quite ‘fit’ together with others and sadly do not appear in the 
final publication. Please keep your submissions coming and remember 
single images relating to the theme are just as likely to be published as 
those in longer photographic ‘stories’.

If you feel you have something to offer fLIP, perhaps as deputy editor with 
a view to taking over the reins in future, please contact our Chair Sabes 
Sugunasabesan at chair@londonphotograhy.org.uk.

Steve Jones
Acting Editor

Chris Bellinger
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Space : Clarity : Purpose
 Peter Luck 

Space, if you leave it alone, it is continuous; only interiors divide it up. 
Of course, you can scale it: Georges Perec’s ‘Species of Spaces’ details 
a succession: The Page, The Bed, The Bedroom, The Apartment, The 
Apartment Building, The Street, The Neighbourhood, The Town, The 
Countryside, The Country, Europe, The World, Space.  In each you can find
characteristic details and surfaces but they are not the space. If I turn and 
look out of my window I see layers: first the parking place with a red car 
and a green motorbike, then several overgrown gardens, the rear walls 
of a pub and above, occupying half the window, the sky, blue, white and 
grey today. None of these are the space, most of them are inaccessible 
except to my remote vision, but together they define a space and imply its 
continuity beyond what I can see. Beyond the clouds the infinite. On and 
near the ground, the site of all our lives.

So what does photography do with space? First, as with all the other things 
it might observe, it is more tied to the actuality than any of the previously 
existing media. With difficulty and application you can remove what is there 
and insert what is not - but not half so easily as if you were drawing. So 
mostly we don’t do it. And if we do, we are denying the original nature of 
photography, that it is a direct reading from the object or scene in front of 
the camera. Insertions and removals may be motivated by either politics (of 
the more brutal kind) or by a desire to claim photography as art which it may 
or may not be anyway. For the most part, in photography’s dealings with 
space I prefer to think of it without such interferences.

Space is space and, in a sense, may be indifferent to the human presence. 
Our activities may emphasise the nature of a space or obscure it; the space 
and the action may reinforce each other or detract. We may, each of us, 
prioritise the one or the other. I tend to favour the space and, in any case, as 
Gabriele Basilico once insisted, an apparently deserted city is still our space, 
the trace of our work, our lives.

Peter Luck
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The photographer cannot help but be in space; 
not so the photograph. A view in the street may 
be a flat portrait of a building façade with no 
hint of depth. It has not engaged with space. 
A front-on view of a shop with goods on the 
pavement and the doors wide, giving a view 
into the interior, even if it includes little of the 
surrounding environment, has engaged with 
space. I can’t show it here but there is a photo 
by (I think) Walker Evans showing an old house 
in America. It stands, closed, behind a screen 
hoarding and to one side the view opens 
slightly to show similar houses in the next 

street, probably awaiting demolition as this one 
is. The scene, at first glance simple, divides into 
layered space: the street, the space behind 
the hoarding, the flat bulk of the house, the 
extending space beside and beyond the house. 
The photo, at first one simply of a house, slowly 
reveals, as its depths are noted, a statement 
on the wider locality, perhaps an invitation to 
speculation on the nature of urban change.

Does a photographic concern with the space of 
our lives nudge up against the political? Maybe.

all images: Peter Luck
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After the Trees
Sabrina Merolla

I have been documenting an important civil battle in London since 2020. 
The struggle of grassroots communities of citizens to safeguard the aston-
ishing number of trees that are being felled in virtue of “urban regenera-
tion” projects not designed to solve the housing problem but to pump up 
prices serving the needs of high finance.

Some fights were won and many were lost, giving space to ecocidal plan-
ning and millionaire investments.

Where there were trees and gardens, the residents found themselves sur-
rounded by construction sites for high-density housing and, with them, fenc-
es and boundaries everywhere.

The loss of such an important fight for them and their children, together with 
the excessive noise, the lack of green spaces and the rising levels of air 
pollution in areas that used to be quiet, green and sustainable, are directly 
influencing the mental health of these neighbourhoods. This is a first draft 
editing of an essential aspect of a long-term project that has absorbed me 
for more than two years and covers the diverse aspects of the new urban 
eco-activism blooming in the growingly gentrified city of London.

London, 19th January 2021. 
A few days after the felling of The Happy Man Tree, residents decorated 
trees. In the background is one of the new luxurious buildings built by 
Berkeley Homes and Hackney Council. The planned felling of the ma-
jestic 150 years old “Happy Man Tree”, sparked street protests and the 
physical occupation of the tree between May and August 2020. Despite 
an adverse court decision, the tree was voted Tree of the Year by the 
Woodland Trust, and then awarded the prize on 22nd of October 2020. 
While the Council argued that campaigners only cared for one tree and 
nothing else, residents always declared that they all deserved both trees 
and homes, affordable and sustainable homes.

Sabrina Merolla
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Portobello, London, 29th November 2021.  
Sarah Akhtar, a resident of Wornington Trees Estate, near the workers 

who are building up fences around two cherry trees occupied by 
nationally renowned environmental activists. She is taking food to the 

‘tree protectors’. Residents complain about “the lack of meaningful 
consultation with residents and the wider community and the lack of 

interest from the press”, despite a long campaign and petition lasting 
for almost one year. The large part of the trees giving its name to 

Wornington Trees Estate was felled during the last months. Residents 
hope “the presence of renowned ‘Tree Protectors’ will attract more 

attention from the media”. They “believe any regeneration should be 
environmentally friendly and carried out in equal collaboration with 

residents, local community, the council and developer”.

Manor House, London, 19th January 2021. 
“Tree killers. Our Children cannot breathe profit!” is written on the 
banners advertising for the buildings that will surround Berkley Homes 
construction site.” Soon after the felling of The Happy Man Tree, 
someone from the neighbourhood expressed dissent through graffiti. 
Berkeley Homes workers constantly erased them, and then the graffiti 
were back on again during the night for days.

both images: Sabrina Merolla
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Posters decorated with photographs of leaves cover the fences 
surrounding the construction site of the controversial HS2 high-speed 

train line at the Wormwood Scrubs, a nature reserve in East Acton, 
London, UK. “Oh, my God! I mean, seriously? You chopped our trees and 
put fake leaves up! It’s just unbelievable,” comments Chris, whose house 

is just on the edge of this part of the works and is plagued by thumps 
and clashes, lights and dust 24 hours a day.

18th August 2022, Highgate, London.  
View of Jane Legett, 71, sitting at the edge of the London Heritage 
Sheperd’s Cottage inhabited by writer Jane Hill (on the right). Jane 
Legett is tied to a tree due to be felled today in Townsend Yard, 
Highgate Village. Early in the morning, she approached the building 
construction site together with four ‘tree protectors’ who climbed four 
other endangered mature trees to protest Haringey Council’s decision 
to consider null two TPOs, Tree Protection Orders, “without even visiting 
the site”, in order to give building permission to developers. If the 
developers realize their project for seven modern-style multi-layered 
buildings with no modification, the Sheperd’s Cottage will be surrounded 
by higher buildings, deprived of light and gradually condemned to be 
abandoned and demolished. The cottage is also profoundly connected 
to the trees in danger, as its three floors are literally intertwined with 
its roots, trunk and branches. The writer who inhabits and protects the 
English Heritage cottage, Jane Hill, considers her upper-floor bedroom a 
treehouse since its view spreads through the tree branches.

both images: Sabrina Merolla
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Eva TurrellGordana Johnson
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Helen BurnAstrid Schulz



28 29

Clare Park



30 31

Astrid SchulzJohn Chappelow
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both images: Rashida Mangera
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Kasia Kowalska
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CJ CroslandEdith Templeton
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both images: Jonny Baker

“Trickster Remakes the World” Exhibition 
LIP Ealing Satellite Group

  review by Colleen Rowe Harvey

back to how things were,” becoming part of the 
group’s mischief; a cleverly hung “notice” noti-
fies the viewer of a future distribution that will 
not actually happen. The exhibition grabs the 
visitor much like a true trickster does within so-
ciety, disrupting the norm and making the view-
er question it.

Not only is the viewer challenged, but so too 
is the photographer. Language, location, move-
ment, chance, emotion, purpose are all inves-
tigated. Richard Baker questions the use of 
language, “is it shameless to call out shame-
lessness with shameless language.” Brigitte 
Flock and Ray Malcolm have created photo-
graphs that evoke humour and make one smile; 
Brigitte’s images found “by chance” enlivened 
“with Mischief” and Ray’s showing a skeleton 
wearing a mask fits perfectly “at home with 
contradictions and paradox.” Chris Bellinger 
“confuses polarities” and Melissa Lestari “shifts 
shapes.” Dorota Boisot continually revisited her 
interpretations of her ruse, “Escapes From Ex-

pected Patterns,” wanting to make “strange,” 
to change reality, to give thoughtful expression 
and push herself to view and then create that 
which is “not what you expect(ed) to see.”

Frankie’s exploration of her ruse “Makes Im-
permeable barriers porous” began with a literal 
interpretation. Initially looking at walls, then win-
dows within walls and then broken panes within 
those windows, each layer examined individu-
ally. She asked herself “how might this idea be 
expanded.” “What else should be solid and se-
cure?” Her answer government. Governments 
too “when the impermeable barrier becomes 
corrupted” like broken walls and windows “be-
come porous.” 

Arun Misra writes in his artist statement that his 
ruse, “Stumbles across the lucky find,” “was a 
difficult one to crack.” Two images are hung in 
the main display by Arun, one captures “sym-
bolic associations” while the second docu-
ments “coincidental occurrences.”

As part of the 2022 Ealing Art Trail, LIP’s Eal-
ing Satellite Group’s “Trickster Remakes the 
World” exhibition was held at The Rickyard in 
Walpole Park. Upon arriving at the venue, the 
visitor is met by a chalked coyote on the pave-
ment leading to a doormat at the exhibition’s 
entrance with the written greeting “GO AWAY.” 
Immediately one’s sense of welcome is chal-
lenged. 

Jonny Baker, photographer and Ealing group 
leader, incorporates this doormat in his image, 
“Lifts the old shame thresholds and places 
them in new doorways.” Jonny said the idea 
for the exhibition was inspired by Jonas Bend-
iksen’s “The Book of Veles.” Bendiksen, being 
a classic trickster, became the motivation for 
Jonny to revisit a book he was familiar with, 
“Trickster Makes this World” by Lewis Hyde. 
A unique ruse becomes each artist’s brief, the 
participating Ealing member is challenged to 
create an image based on a ruse randomly dis-
tributed. During the monthly meetings, discus-
sion between the members began conceptual-
ly. Initially the talk of the ruses was literal. Kyun 
Ngui shared that these monthly conversations 
allowed the group to brainstorm, each photog-
rapher experimenting, shooting and analysing 
their ruse, each ultimately achieving a distinc-
tive look.

Frankie McAllister stated that the photogra-
phers threw themselves into the task of chal-
lenging the predictable understanding of their 
ruse. As the exhibition curator, Frankie cleverly 
thematically displayed the images on boards 
that have the visitor walk in a maze, each visi-
tor creating their unique circuit of viewing the 
images. Walpole Park also became part of the 
group’s nod to humour and an extension of the 
exhibition; by incorporating the park, the public 
comes across something unexpected. A park 
bench displays the statement: “We cannot go 
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the image with only the left leg and right foot 
in view, words beneath and to the right of the 
ladder “Fassion” “weak” written on the building. 
The image has the feel of being monochrome 
although a splash of red anchors a single edge, 
the graffiti too written in red. What was the 
graffiti artist’s reason for the words fassion and 
weak? What is Kyun asking the viewer to see? 
Both artists here playing the trickster.

This exhibition challenges us to ask why we 
make certain assumptions and have certain be-
liefs. The trickster ensures the “world remains 
flexible,” that “culture is flexible.” As Kyun told 
me at the opening, the overreaching theme of 
the trickster is to make one smile. I did smile 
and I did question, wanting to return another 
day to continue the exploration of each of these 
photographer’s interpretation of their ruse.

The exhibition ran 10th-18th September at The 
Rickyard, Walpole Park, Ealing 

Edmond Terakopian’s ruse: “Works with Hap-
penstance, chance and accident,” is shot out-
side a recently closed restaurant providing 
a homeless individual a “temporary place to 
sleep.” A scene that, sadly, society often stum-
bles upon yet disregards. Here the viewer is be-
ing challenged to not look away.

Dan Dodman, new to the Ealing group, enjoys 
post-production and the mindfulness of creat-
ing. Being particularly “interested in the lost art 
of photography,” its tactically and physicality 
Dan chose to use the Multigraph developed in 
the late 1800s to create “Changes Skins.” This 
photographic technique captures multiple sides 
of an individual with one exposure, “demon-
strating all of his (son’s) different sides at once.”

Robin Segulem’s and Robert Vass’s images 
deal with locality, the trickster being a boundary 
crosser. Robin’s image incorporates the land-
scape near the Greenwich Meridian to tackle 
his ruse,“Trickster opens roads between heav-
en and Earth.” While in Robert’s image “In or 

Out?” one visually asks themselves which direc-
tion they should take, being physically drawing 
in. Location also played a role for Angelika Ber-
ndt and Sean McDonnell. Angelika allowed “the 
image to emerge intuitively” as she wandered 
while Sean created an image of an object hang-
ing “around the doorway,” the viewer not quite 
sure what it is. Like a trickster, the artists have 
created images that are playful and ambiguous.
 
Kyun’s ruse was “Creates opportunities ad hoc 
when they do not occur by themselves.” Kyun 
asks himself what does it mean? As with all the 
exhibited photographers, Kyun’s image is not 
one of happenstance as it could not have been 
created and seen without the forethought, the 
exploration and questioning of the meaning of 
his ruse. There is tension and conflict within the 
photograph; an individual is walking out of the 
scene, not as one would predict; it is not the 
whole person; is it the graffiti artist, is it a trades-
person? The subject’s feet are at the top of the 
photograph; the subject wearing track suit bot-
toms with a hole is walking up the ladder out of 

all images: 
Jonny Baker
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Chris Killip Retrospective Exhibition 
  by Steve Jones

The Photographer’s Gallery’s main current exh-
bition, occupying two floors, showcases some 
of Killip’s most iconic documentary projects 
fom the 1970s and 1980s.  The presentation is 
faithful to its era with black and white darkroom 
prints crisply displayed in white mounts and 
black frames.

The exhibition starts on the 5th floor with Killip’s 
early work in northern England from the 1970s 
together with his Isle on Man birthplace where 
the rural and seafaring communities were un-
dergoing irreversible change to their ways of 
life. Working class communities in northern En-
gland struggling with change under Thatcher 
are at the heart of his work  in the 1980s. The 
4th floor shows work from Killip’s well-known 
Seacoal and Skinningrove projects and his 
magnum opus: photobook  In Flagrante (pub-
lished in 1988). 

The absolute polar opposite of ‘flash Harrys’ 
such as Dougie Wallace, Killip’s photographs 
made with a 5x4 camera reveal his manifest em-
pathy with his subjects. The ‘photographer of 
the deindustrial revolution by default’, he ‘want-
ed to record people’s lives because he valued 
them’ and felt the photographs belonged as 
much to the people in them as to himself. Ne-
gotiated access and collaborative consent to 
intimacy was developed through a process of 
long-term embedment in close-knit communi-
ties often suspicious and even hostile to outsid-
ers. Subjects in those communities were often 
without regular paid work – members of what 
we might now call the precariat.

Killip has bequeathed to us vital and fascinat-
ing  documentation of ways of life now largely 
extinct in the UK. I found particularly interesting 
those many photographs which contain uncon-
strained and apparently unsupervised children 
and dogs which are increasingly rare today with 
our present angst about fear of abduction. 

In 1991, Killip went to the US to teach at Harvard, 
at which time when he appears to have hung 
up his camera. By all accounts he was an inspi-
rational educator and curator and an assiduous 
manager of his back catalogue but it seems 
odd to me that his use of ‘his voice to speak for 
the voiceless’ should have come to an abrupt 
halt at age 45.

Exhibition runs to 19 February 2023

clockwise from left:
The Station, Gateshead, 1985
‘Boo’ on a horse, Seacoal Camp, Lynemouth, Northumbria, 1984
Girls Playing in the street, Wallsend, Tyneside, 1976 
all images: © Chris Killip Photography Trust, 
courtesy Martin Parr Foundation
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Lockdown Decay (all our landscapes reimagined)
 by Naomi James

 book review by Frankie McAllister
Naomi James’s Lockdown Decay leaves a 
far more positive impression than the title 
suggests.  It’s a visually rich passage through 
the twists and turns of the various phases 
of lockdown, negotiated around family and 
work and personal experiences. It’s a creative 
exploration of that time, progressing through 
the convolutions of ever-changing lockdown 
regulations. 

The work follows the shifts in mood too, varying 
from bright abstracts in rich soft colours redolent 
of some of those early sunny spring lockdown 
days, but others allow the uncertainty and 
anxiety to creep in – they suggest the strain and 
darkness of those months and a queasy sense 
of that tension between risk and necessity 
and the ongoing struggle to balance the two. 
The cover image, for example, combines an 
organic almost biological pattern with the 
colours of a dark and unsettled mood.  In fact, 
many of the images have an organic molecular 
pattern, like something you might find under 
a microscope, providing another synergy with 
that period. It was a time when the biological 
was everything, when we seemed to observe 
things at a molecular level and forensic media 
attention was given to medical reports from 
both legitimate and less legitimate sources. 
Doctors, scientists and experts of all kinds were 
under the spotlight and science itself was being 
challenged and stretched to it’s absolute limits 
in the race to gain control over the virus.

The making of these images was a chemical 
process too - taking polaroid prints and subjecting 
them to experiments with different chemicals. 
The results must have been unpredictable, at 
least at first, so it’s an achievement in itself to 
have created such a cohesive body of imagery. 
In the first phase, Naomi started off using 
previously taken polaroids, images captured 
in an earlier ‘normal’ life,  remnants of the pre-

covid existence.  She then subjected them to 
her new and unfolding experimental process 
to corrupt or manipulate them into another 
distorted reality, reflecting the new strange 
world. The images were first placed in boxes of 
cleaning solution and left to soak, this allowed 
the solution to dissolve the dyes and emulsion 
in the print, stretching the emulsion and 
creating folds as well as altering the colours. 
She then removed them from their chemical 
bath at significant points in the progress of the 
virus and the world events that went with it. The 
results were a wonderful variety of completely 
abstract images in beautiful tones.  Those first 
images were removed on May 13th, at the end 
of the first total lockdown and with the easing of 
initial restrictions. 

The second phase involved taking new 
polaroid pictures, once again mirroring the 
progress of the virus and the restrictions. This 
group of images came from the Norfolk coast, 
where Naomi and her family had managed to 
escape on holiday,  grateful for the time away 
together but contemplating the next stage, 
the potential ‘digital christmas’ spent apart 
from friends and loved ones. The pictures 
were of the holiday beach huts – striped and 
colourful, full of summer and hope and the 
illusion of normality.  The prints went into their 
chemical submersion on November 5th just as 
the inevitable happened and the government 
finally imposed a second lockdown following 
weeks of rising death rates. This new lockdown, 
in response to the innocuously named ‘second 

wave’ brought more ambiguous restrictions, 
creating new conflicts and worries as Naomi 
balanced the risk to her own family with the 
need to work outside the home as a teacher 
amongst colleagues and students outside 
the family ‘bubble’. The soaking images were 
removed on Christmas Day, the remnants of 
the vibrant beach hut stripes still faintly visible, 
representing a glimmer of hope for the future as 
well as the hint of nostalgia for the past.

The last proper lockdown had another variation 
in treatment again, reflecting the different 
character of the phase.  By that time, we were 
becoming more inured to the situation – we 
had become accustomed to the need to adapt 
from one week to the next and so, fittingly,  the 

both images
Naomi James
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images this time were of the everyday, the 
immediate surroundings of home and hearth. 
The polaroids were immersed in bleach this 
time, a liquid symbolic of COVID hygiene (and 
a populist President’s crank ideas), with the 
first ones being removed in March as schools 
reopened. More were removed as and when 
time passed and small milestones were 
achieved, signalling the last strange in-between 
stage – we were suddenly allowed to do things, 
but not sure if we should.  What was safe and 
what was not? Some embraced their new 
freedoms with gusto but most of us, including 
Naomi, considered their behaviour carefully 
and assessed every situation as it arose.

The lockdowns were paradoxical in many ways. 
They were certainly dark and insular times; there 
was the constant generalised anxiety fed by the 
backdrop of daily news bulletins, the mortality 
figures, the constantly mutating regulations as 
well as the distortion of normal social relations 
and family life.  But at the same time, the removal 
of commitments and the usual routines and ties 
of work, provided many with unaccustomed 
freedoms and the time to self-explore.   Looking 
at the whole collection of photographs now, 
complete and entire, gives a great sense of that 

experience and those contradictions.  We have 
the title (and the darker images) connecting to 
those darker aspects, the fluctuations in mood 
and circumstances we all went through for 
example, as we balanced the pull of work or 
family, looking after people, keeping them and 
ourselves happy and safe. But the existence of 
the work itself – the time and urge to develop 
new processes and create new work, speaks 
to that other aspect of the situation, having the 
time, space and the need to make a creative 
response and to bring something bright and 
positive into the situation.  There is a definite 
sense of the progression through those various 
phases with their conflicting needs and hopes 
and it is positive that such awful circumstances 
led to such a hopeful and beautiful body of 
work.  The book gives us a valuable condensed 
view of an immense and shattering collective 
experience, the detailed memory of which 
is already slipping away from us as we move 
further away from it.

Naomi James, Lockdown Decay (all our 
landscapes reimagined) 
Pannoval Press ISBN 978 – 1 – 8381432-3-7

all images
Naomi James
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The Best of Times – The Worst of Times by Tony Othen
 book review by Steve Jones

It transpires that my review theme for this 
issue is, coincidentally, ‘social action’ black and 
white photography from half a century ago. An 
unplanned complement to the review of Chris 
Killip’s Retrospective exhibition (page **) is LIP 
member Tony Othen’s book The Best of Times. 
In the late 1960s and early 1970s Tony was a 
freelance documentary photographer engaged 
in the Charity and Educational sectors. So, 
perhaps a little more overtly purposive than 
Killip with the ‘why’ as important as the ‘what’ 
and ‘how’ to photograph. 

The book contains over 100 photographs 
about people in distinctly non-affluent urban 
and indoor environments around the UK. The 
images are all strong and engaging: a welcome 
and fresh addition to the genre which stands 
up well in the company of the likes of McCullin, 
Murtha and Baker.

What is particularly interesting in this publication 
is the addition of comments found online when 
images inevitably found their own way onto 
social media and local archives. They provoke 
memories and recollections which in large part 
demonstrate considerable stoicism - positive 
despite the poverty: 

We had nowt, didn’t know it and didn’t care any 
road! (Shirebrook, Derbyshire, 1968)

A lot of images show kids playing in the street, 
as do many of Killip’s, and reinforce my own 
recollection of childhood freedoms:

‘It just shows in them days you could play on the 
streets and didn’t have to be afraid of anyone’  
(Shirebrook, Derbyshire, 1968).

Othen notes that the phorographs now have 
a new purpose – the orginal purpose they 
were commissioned for has long passed but 
there is now a new audience and usage. With 
retrospect, he had created an archive and 
thus, in Derrida’s terms, has dischaged his 
‘responsibility to tomorrow’.

Tony Othen, The Best of Times – The Worst of 
Times, 
Bluecoat Press 2022 ISBN 0781908457745

all images: 
Tony Othen
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Helen Burn is a London based doctor who discovered a 
passion for photography when living in British Columbia, 
Canada. Forever preoccupied with the light and yet 
subconsciously drawn to the shadows, often capturing 
low key images.

Chris Bellinger is a photographer who lives in and loves 
London. Interested in street and candid photography in 
black and white and making abstract images, usually in 
colour.
instagram: @mr.bellinger

Gordana Johnson took up photography as a teenager 
focusing mainly on people which brought her first 
photographic awards in portraiture. However, she has 
broadened her interests and her current practice is 
somewhat between urban and travelling photography. 
Gordana loves to document and subtly comment on the 
world round her. 
www.gordanajohnson.com

Malcolm Ganderton is a retired Fleet Street photographer 
who lives on the Kent coast and now spends much of his 
time documenting every day life as he sees it. As Mary 
Ellen Marks once said “Photograph the world as it is, 
nothing is more interesting than reality” 
www.42snaps.com
instagram @malcolm.ganderton

Keith Joyce, now retired and living in Sunderland, is an 
amateur photographer, learning since 1982. Interested in 
places and people.
contact gkj1954@gmail.com

Eve Milner, explores recurring themes of identity, 
memory, belonging, ageing and gender through local 
social documentary projects

Anne-Marie Glasheen is a self-taught photographic 
artist, and prize-winning poet and literary translator. 
She prefers black and white for ‘straight’ photography; 
but colour for layered works to create ‘visual poems’; 
sometimes combining these with words.
instagram: @themeem45

Eva Turrell has been taking photographs using analogue, 
digital and smart phone cameras. She loves observing 
peoples and the world around us, how we interact with it 
and how it interacts with us. Made with love.

Astrid Schulz, a London based freelance photographer, 
specializes in portraiture and documentary photography. 
She works and exhibits internationally and her project on 
handmade food in traditional communities has recently 
been added into a show at the DOM Museum Wien 
(Vienna, Austria). 
www.astridschulz.com

Clare Park’s creative energy and insight into physical 
psychology and human behaviour enable those around 
her to fully participate in photographic story telling. 
Her imagery has been widely exhibited and is held in 
permanent collections at the National Portrait Gallery and 
the V&A Royal Photographic Society (RPS) Collection. 
www.clarepark.com

John Chappelow will photograph anything. He has no 
preferred subject or style. Astrophotography presents 
interesting challenges and seeing the results emerge 
after hours of exposure and processing is reminiscent 
of the romance he used to experience in the darkroom.

Rashida Mangera enjoys combining photography with 
mixed media, creating project-based works. Projects 
about cultural identities, migrations, memories and 
personal experiences in the form of story telling based 
on moving between and living in three countries on three 
continents.
email: rmangera@yahoo.com

Kasia Kowalska’s work is informed by art history and 
feminist art theories, and relates to concepts of self, 
memory and the quotidian. Currently studying for a BA 
in Photography at London Metropolitan University. AOP 
Student Awards finalist 2021 and 2022.
www.kasiakowalska.photography

Paul Kidd‘s photography is his own blend of nature, 
landscape and scenery from his own view
instagram: pelicanblonde 
twitter.com/ghostriderinthesky 

CJ Crosland is a self-taught photographer and member 
of international collective Full Frontal Flash. CJ became 
hooked on photography in 2010 and is inspired by 
whatever life brings, seeking to capture their intense, 
complex and often emotional individual experience.
www.cjcrosland.com

Marina  Tsaregorodtseva is Still life Photographer 
(London, UK). She is interested in the relation between 
ordinary objects and how they are perceived. The 
Photographer is creating a new meaning by taking cues 
from fine art, abstract forms, light and shadows.
www.mtsaregorodtseva.com

Edith Templeton is a Scottish photographer based in 
South West London. Her work is varied but often takes a 
slightly abstract view of the world. 
instagram:@etempleton96 

Paul Morris is a fine artist, and author of A Toby in the 
Lane, a History of London’s East End Markets. In 2015 
due to health issues, has become a passionate street 
photographer focusing on subjects in East London and 
Margate.
www.paulmorris.photography
instagram: @paulmorris177

Paul Wells is a self taught photographer of some fifty 
years. He is drawn to various styles and has many 
interests including abstract, macro, monochrome and 
more recently street work. He searches for hidden details 
and using creative techniques try to uncover elements 
that might remain unseen.
https://www.tenfiftythreeimages.com/

Contributors
Peter Luck retired from architecture some years ago. 
He now photographs London and the lower Thames, 
researching aspects of both. He is also a volunteer 
cataloguer for the RIBA’s photographs collection.

Sabrina Merolla‘s work focuses on the multifaceted 
identities and displacements of the contemporary world 
from a human rights, environment and health angle. She 
routinely publishes as a documentary photographer, 
journalist, and anthropologist in mainstream and 
underground media. Exhibited in Italy, China,UK.

Steve Jones is a London-based former accountant 
engaging with the world as he finds it, working in both 
digital and analogue media. 
instagram: @stevejones35

Naomi James is a photographer based in South London 
with a particular interest in Polaroid photography and 
alternative processes.
www.naomi-james.co.uk

Frankie McAllister is a London based Irish photographer 
whose practice sits on the fringes of fine art landscape 
and documentary photography. She has a particular 
interest in altered landscapes and the influence of 
man on nature, including constructed landscapes and 
abstracted realities.
www.frankiemcallister.com

Tony Othen is a photographer best known for his 
longstanding work with charities around England; 
he is also the owner of The Greenwich Gallery and 
longstanding host of the Greenwich LIP satellite group. 

With thanks also to: Astrid Zweynert for her contribution.

Correction. Therry Maltauro’s details in issue 52 should 
have read:

Therry Maltauro’s photography allows her to make 
memories, gives her insight, or perception of a captured 
moment, and allows personal interpretation. Currently 
studying BA in Photography at London Metropolitan 
University
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Published by

London Independent Photography is an all-inclusive 
community organisation comprising of photographers 
with varying levels of expertise and myriad practices. 
The group was founded in 1987 as an informal 
gathering of like-minded photographers, and you can 
still experience the opportunity to informally discuss 
your work and the wider photographic world at various 
groups across the capital. To find out more about where 
and when groups meet visit www.londonphotography.
org.uk/satellites

There are a host of benefits in joining London 
Independent Photography: Various events are held 
throughout the year, including talks & workshops. Many 
satellite groups hold an annual exhibition, and there is a 
judged and curated Annual Exhibition, across the whole 
organisation. On top of that, fLIP Magazine is published 
three times a year, and distributed to members as part 
of their membership fee. 

fLIP aims to showcase (primarily) members’ work and to 
engage readers in a wider dialogue concerning diverse 
approaches to photography. It contains no advertising, 
so we can use all the space for quality content.

Membership

Current costs: Annual Membership Subscription: £35 
UK / £39 Outside UK

www.londonphotography.org.uk
instagram: london_independent_photography

Current stockists

Aperture Printing: 27 Rathbone Place, London W1T 1JE              
020 7580 0857      www.apertureprinting.com    

Photographers' Gallery Bookshop: 16–18 Ramillies Street, 
London W1F 7LW      www.thephotographersgallery.org.
uk

All rights reserved. No part of this publication may be reproduced in any 
material form (including photocopying or storage in any medium by 
electronic or mechanical means) without written permission from the 
copyright owner. Applications for the copyright owner’s written permission to 
reproduce any part of this publication should be addressed to the publisher. 
The views expressed in this publication are not necessarily the views of the 
publisher or the editors. The publisher and editors accept no responsibility 
for any errors or for the results of the use of any information contained 
within the publication. Copyright London Independent Photography, 2021. 
All photographs in this publication are copyright of the photographer and 
articles are copyright of the writer, unless otherwise indicated.

Submissions

The theme for the next edition is AWARENESS
Deadline 10th February 2023
Submissions are welcome online 
www.londonphotography.org.uk/magazine/submit

Your feedback

The Editorial Team would like to hear your views 
on the magazine, how it can be improved and your 
ideas for improving it. We are particularly interested 
in knowing whether it is meeting your needs and 
expectations and if not what specifically we should 
consider.
 
Email us at: editors@londonphotography.org.uk

Selections for publication are made solely at the 
Editor’s discretion. No responsibility or liability is 
accepted for the loss or damage of any material or 
for those received after the submission deadline.

Acting Editor: 
Steve Jones
deputyeditor@londonphotography.org.uk
Guest Image Selector:
Astrid Zweynert
Designer:
Jonathan Taylor  
flipdesigner@londonphotography.org.uk
Distribution Manager:
Barry Cole
distribution@londonphotography.org.uk

Paul Morris
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