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ABSTRACT

CONSERVING MULTIMEDIA ART FROM ARTISTIC, CURATORIAL, AND
HISTORICIST PERSPECTIVES: CASE STUDY ON TEOMAN MADRA

ARCHIVE

BEGÜM ÇELIK

VISUAL ARTS AND VISUAL COMMUNICATION DESIGN M.A. THESIS,
AUGUST 2024

Thesis Supervisor: Assoc. Prof. Hüseyin Selçuk Artut

Keywords: Technological Arts Preservation, Teoman Madra, Media Archive,
Multimedia Art, Fluxus

This thesis aims to concretize the historical significance of Teoman Madra in Turkish
Media Art by analyzing his works produced between 1960 and 2000, while present-
ing a case study on the conservation of technological artworks. It addresses the
challenges of preserving multimedia works that combine both analog and digital
elements, reflecting a shift from traditional conservation methodologies to a more
holistic, interdisciplinary approach. The study not only details the methods applied
in archiving Madra’s work but also evaluates the evolution of Media Arts in Turkey
through his perspective, highlighting his significant influence and positioning within
international art discourse. By bringing long-forgotten works to light, it seeks to
answer the question, “How did Media Arts evolve in Turkey between the 1960s and
2000s?” This thesis also explores Madra’s career, his self-identification as a Fluxus
artist, as well as the archival and curatorial challenges of exhibiting multimedia art,
thus uncovering the complexities of conserving and curating technological works.
Ultimately, the study aims to revive and contextualize Madra’s forgotten contri-
butions within Turkish Media Art history, offering a comprehensive framework for
future archival and exhibition studies.
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ÖZET

MULTİMEDYA SANATININ KORUNMASINA SANATSAL, KÜRATÖRYEL
VE TARİHSELCİ YAKLAŞIM: TEOMAN MADRA ARŞİV ÇALIŞMASI

BEGÜM ÇELİK

GÖRSEL SANATLAR VE GÖRSEL İLETİŞİM TASARIMI YÜKSEK LİSANS
TEZİ, AĞUSTOS 2024

Tez Danışmanı: Doç. Dr. Hüseyin Selçuk Artut

Anahtar Kelimeler: Teknolojik Sanatın Korunması, Teoman Madra, Medya Arşivi,
Multimedya Sanatı, Fluxus

Bu tez, Teoman Madra’nın 1960-2000 yılları arasında ürettiği eserler üzerinden Türk
Medya Sanatı’ndaki tarihsel önemini somutlaştırmayı ve teknolojik sanat eserlerinin
korunmasına ilişkin bir vaka çalışması sunmayı amaçlamaktadır. Multimedya eser-
lerinin hem analog hem de dijital unsurları birleştirmesi, geleneksel koruma yön-
temlerinden daha bütüncül ve disiplinler arası bir yaklaşıma geçişi zorunlu kıldığın-
dan, bu eserlerin korunmasında karşılaşılan zorluklar ele alınmaktadır. Çalışma,
Madra’nın eserlerinin arşivlenmesinde uygulanan yöntemleri ayrıntılı olarak incele-
menin yanı sıra, sanatçının perspektifinden Türkiye’de Medya Sanatı’nın evrimini
değerlendirmekte ve Madra’nın uluslararası sanat söylemindeki etkisini ve konumunu
vurgulamaktadır. Uzun süredir unutulmuş eserleri gün yüzüne çıkararak “1960’lar
ile 2000’ler arasında Türkiye’de Medya Sanatı nasıl gelişti?” sorusuna yanıt aramayı
hedeflemektedir. Ayrıca, Madra’nın kariyeri, Fluxus sanatçısı olarak kendini tanım-
laması ve multimedya sanatının arşivleme ve sergileme süreçlerinde karşılaşılan zor-
luklar da bu tezin inceleme alanına girmektedir. Sonuç olarak, çalışma, Madra’nın
Türk Medya Sanatı tarihindeki unutulmuş katkılarını yeniden canlandırmayı ve
bağlamına oturtmayı, aynı zamanda gelecekteki arşivleme ve sergileme çalışmalarına
yönelik kapsamlı bir çerçeve sunmayı amaçlamaktadır.
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1. INTRODUCTION

The main goal of this thesis is to concretize the historical signi�cance of Teoman

Madra in Turkish Media Art based on his works produced between 1960 and 2000,

and to present a comprehensive case study on the conservation and archiving of

technological artworks. This study addresses the challenges of preserving multimedia

artworks that integrate both analog and digital elements, advocating for a holistic

and interdisciplinary approach that re�ects a shift from traditional conservation

methodologies.

The �rst chapter, �Teoman Madra as an Artist�, delves into Madra's career, ex-

amining documents from his archive to present his exhibitions and remembrances

from interviews. This chapter establishes a foundational understanding of his artis-

tic journey. Within this chapter, the subsection titled �Teoman Madra's Artistic

Approach� explores his self-identi�cation as a Fluxus artist. It includes an overview

of the Fluxus movement in �Fluxus History� and analyzes the role of Fluxus in

Madra's artworks, comparing his approach with the Fluxus community. This com-

parison scrutinizes his self-attribution while presenting parallels and discrepancies

regarding his statement.

Transitioning from Madra's artistic identity, the second chapter, �Conservation of

Multimedia Art� highlights the urgency of conservation, outlining what needs to be

conserved. This chapter details the archival strategies developed for the Teoman

Madra Archive case study, including collection exploration, technical examination,

media conversion, digitization, and descriptive cataloging. Additionally, it o�ers an

in-depth discussion on the �ndings from the archival process and suggests potential

future work to further preserve and study Madra's archive.

Finally, the last chapter, �Exhibiting Teoman Madra's Artworks� discusses curating

a retrospective exhibition for Madra. It provides an overview of retrospective exhibi-

tions and proposes a retrospective for Madra, focusing on selection, reconstruction,

and installation processes. This chapter ties together the historical, archival, and

1



technical aspects of Madra's work, demonstrating how these elements can be e�ec-

tively presented to the public in a meaningful and contextualized exhibition.

By integrating an analysis of Madra's career and artistic approach with a detailed

examination of conservation methodologies and a practical proposal for exhibiting

his works, this thesis o�ers a comprehensive framework for understanding and pre-

serving the legacy of Teoman Madra in Turkish Media Art.

2



2. TEOMAN MADRA AS AN ARTIST

2.1 Teoman Madra's Art Career

Born in Istanbul in 1931, multimedia artist Teoman Madra grew up in Ayval�k,

where he was engaged in agriculture from an early age, a vocation rooted in his

family. He graduated from Galatasaray High School in Istanbul before moving to

the United States in 1950 to pursue his graduate studies. At the University of

California, Davis, he obtained his Bachelor of Science degree in Pomology in 1954.

It was during these years (1950-1954) that Madra's interest in contemporary art

and avant-garde jazz music deepened, in�uenced by the dynamic cultural scenes

he encountered in California and New York. Prior to his departure to the United

States, he was already familiar with the likes of Charlie Parker, Dizzy Gillespie, and

Lennie Tristano. Upon his arrival in New York, one of his �rst cultural activities

was to immerse himself in the music of those artists at the iconic Birdland on 41st

Street.1 This experience in one of jazz's legendary venues a�orded Madra a deep

appreciation for the art form and reinforced his passion for the avant-garde.

As Madra tells the anecdote, in the summer of 1952, while working at canneries in

San Jose, he was introduced to a group of jazz musicians who were keenly exploring

the frontiers of contemporary music.2 This exposure to a broader spectrum of

musical experimentation profoundly in�uenced his artistic development. Among

these musicians, there was a student, referenced in the archive with the �rst name

only, Bill, with whom Madra ventured to Los Angeles. Their shared goal was to

seek insights from a documentary composer�a vanguard artist who was dedicated

to exploring the evolving landscapes of music. Although Madra's memoir does not

con�rm whether they found the composer or not, this anecdote shows his e�ort to

understand the progressive elements of art and music during his time in the USA.

1Referenced from an interview he conducted, found in the archive, for the `John Cage' exhibition
at Kuad Gallery in 2012.

2Ibid.
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These experiences in New York provided Madra with a rich opportunity for sensory

experiences. It was in this milieu that Madra not only deepened his appreciation for

avant-garde but also began to �nd the conceptual links between auditory rhythms

and visual dynamics that would characterize his future work. During one of his

travels from New York to California by train, Madra shared a compartment with an

individual who would later be recognized as a prominent painter from San Francisco.

The painter whose name he could not remember in the interview,3 shared with

Madra his practice of painting while listening to Stan Kenton. This interaction

underscored the interconnectedness of the visual and auditory arts�a theme that

would signi�cantly in�uence Madra's later works. In the same interview, Madra

noted his lack of knowledge about Jackson Pollock's work at the time and expressed

his precedence for the jazz scene over the Visual Arts he encountered in Berkeley

and San Francisco during the early 1950s.

Upon his return to Turkey, in 1955, during his military service in Turkey, he pur-

chased his �rst photo camera, a Voigtlander Vito B, from his major. In his own

words, he states�I became a photography-based (Fluxus) artist in 1962�4 thanks to

this camera that became an extension of his vision, enabling him to superimpose

images and capture the interplay of light and shadow. Undoubtedly, his interest

in Arts, speci�cally painting, played a major role in the visual language he created

through experimenting with photography. As he mentioned, he was in�uenced by

icons such as Picasso, Hans Hartung, Paul Klee, Victor Vasarely, and Jackson Pol-

lock5 as he delved more deeply into the �eld of Visual Arts. I would also include

Wassily Kandinsky among the in�uential artists for Teoman Madra, particularly

due to Kandinsky's geometric compositions and his unique approach to visual art

as a form of synesthetic expression, being referred to as the �painter of chords and

sound�. These in�uences, combined with Madra's photographic experimentations,

would lead to the creation of works that were more than mere images; they were

visual interpretations of jazz rhythms and abstractions.

3Referenced from an interview he conducted, found in the archive, for the John Cage exhibition at
Kuad Gallery in 2012.

4Quoted from a CV document titled `Teo Timeline' found in the archive.
5Listed in a document titled `Marcatre and More' found in the archive.
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Figure 2.1 Teoman Madra, Light Games (circa the 1960s),©Teoman Madra Collec-
tion.

In 1964, Madra opened his �rst exhibition �Light Playout with Contemporary Jazz�6

on February 16th at the Beyo§lu City Gallery in Istanbul. This exhibition was the

�rst o�cial public showcase of what he has been experimenting with; abstract light

compositions capturing contemporary jazz rhythms.

Figure 2.2 Invitation for the �Light Playout with Contemporary Jazz� Exhibition,
1964,©Teoman Madra Collection.

On the second day of the Ramadan Holiday, Sunday, February 16, at 6
PM, I kindly invite you to the opening of my exhibition titled Exper-
iments with Photography and Light: Jazz Lines, at the Beyo§lu City
Gallery.

6His �rst exhibition is listed in his CV, which is included in the exhibition catalogue for a later
show titled `Inside Abstraction' at Gallery BM.
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Shortly after beginning to exhibit his early abstract photography, Madra began

organizing multimedia shows where he displayed his photos with projections, all set

to the accompaniment of jazz music. The �rst recorded instance of such a show took

place on November 29, 1964, as indicated by an invitation found in the archive.

Figure 2.3 Invitation for a Projected Show of Light and Color Experiments Accom-
panied by Jazz Music, 1964,©Teoman Madra Collection.

Following this event, Madra hosted another one titled �Light Games Accompanied

by Jazz Music� on May 7, 1965, at the Ankara French Cultural Center. This event is

particularly noteworthy because it was one of the earliest to receive press coverage,

as indicated by archival �ndings, with a piece written by Cemil Eren, a Turkish

painter who is also known for his art critiques, regarding the show. Eren's article

is particularly signi�cant due to the scarcity of writings mentioning Madra's early

career in the archival records and its detailed account of Madra's earlier practice. He

describes how Madra, using light as a brush, performed a visual symphony aligned

with the rhythms of jazz music. By being one of the earliest press �ndings from the

Teoman Madra archive, Cemil Eren's article deserves to be quoted at length:
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Figure 2.4 Newspaper Clipping titled `Teoman Madra Photo-Light Games' by Cemil
Eren, 1965,©Teoman Madra Collection.

Teoman Madra gave a projected show accompanied by jazz music at
the French Cultural Center. They were good examples of how can the
photographer act like an abstract artist by moving a �ashlight, candle,
or similar light source in front of a camera whose lens is open, or on the
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contrary, by detecting the camera and dancing to the tempo of the jazz
music he is listening to, with the colorful diapositives he creates. Teoman
Madra's work can be described as an artistic act that can be de�ned as
the transformation of jazz music into line-shaped rhythmic movements
by the machine connected to the rhythmic dances of the artist holding
the camera in front of the dancer's movements. Transferring music into
painting. Or the point where the rhythm in music and the rhythm in
painting meet. Capturing the musical rhythm developing over time on
a surface with four edges. When rhythm, one of the common aspects
of the two arts, is made visible in small photographic �lms, the result
turns into exquisite paintings. We watch the photos on the projection as
paintings, but in addition, they help establish connections between the
music we listen to. By following the rhythm of the music, we can follow
the lines developing in a rhythmic order on the screen.7

The essence of Madra's photograms, namelyLight Games, lies in their creative

process, as Eren states. Employing the techniques of photogram and long exposure,

Madra orchestrated light in a darkened space, capturing its dance on photosensitive

surfaces. With a �ashlight in hand or a mechanically rotating apparatus, Madra

manipulated light sources, such as the glow of moonlight, to generate his visual

compositions. These gestures were not random but synchronized with the rhythm

and �ow of contemporary jazz, translating musical narratives onto visual canvas

while immersing himself in the rhythm. Madra's photograms were a mixture of

movement, light, and time � a showcase of his ability to merge the auditory with

the visual, especially when presented in accompaniment of jazz music creating a

multisensory experience of his art. He describes this harmony in his own words as

such, within the history of photography:

Except for a neo-romantic tendency that consciously inclines to resemble
19th-century photographic art, the fact of photographic vision has left its
process of estrangement to machines far behind. When combined with a
contemporary interpreted sample of music and arranged as a multimedia
show, photography bears �natural harmony.8

It was during this period that his acquaintance with Fluxus began. In his own words,

there were people around him who had seen echoes of Fluxus in his photograms,

which piqued his interest in the group. Consequently, he began following their

activities. In the 1960s, with the help of an American student, Madra initiated

correspondence with Robert Filliou, a French Fluxus artist based in New York at the

time. This exchange marked his �rst direct encounter with the Fluxus community.

7Translated from a newspaper clipping about Teoman Madra's Light Games, written by Cemil Eren,
found in the archive (1965).

8From a program note on the Synesthesia 83 performance at the Turkish American Society, 27th of
May 1983.
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Unfortunately, there is no trace of this communication in the archive, which could

have illuminated his perception of the conceptual relationship between his early

practice and Fluxus. Although it is certain that he was aware of Fluxus, there is

no commentary explaining his understanding of the movement, resulting in gaps

regarding the reasons behind his self-identi�cation as a Fluxus artist. Additionally,

it is uncertain whether his statement �I became a photography-based (Fluxus) artist

in 1962� was made contemporaneously or retrospectively. Given that Fluxus began

emerging in 1961, the fact that 1962 corresponds to its early formation years highly

suggests that the statement is retrospective. Considering the fact that there was no

commentary regarding his perception of Fluxus and the reasoning behind his self-

identi�cation, this proposition contains question marks, which will be scrutinized in

depth in the upcoming section.

Madra's artistic practice shares the commonality of emphasizing experimentalism

and o�ering multi-sensory experiences with the Fluxus group. However, he diverges

from Fluxus, which often incorporates political tendencies and an ironic approach

toward art-making. This distinction is crucial in understanding Madra's work not

as a derivative of Fluxus but as a parallel exploration of the avant-garde through

his artistic lens. Unlike the spontaneous, participatory, and mundane performances

characteristic of Fluxus, Madra's photograms, or Light Games, employ a more struc-

tured and individual approach, focusing on the interplay of light and music in an

improvised setting. These works are created by gently moving a �ashlight in front

of an open camera lens in a dark room, with hand movements synchronized to mod-

ern jazz music, producing various shapes and compositions within the spatial depth

o�ered by photography, akin to a painter's manipulation of canvas. This process,

reminiscent of Action Painting, or in other words Gestural Abstraction, emphasizes

the physical act of the artist and the spontaneity in the creative process, resulting

in an unconscious performance. At that point, Harold Rosenberg's commentary on

Action Painting might shed light on the similarities can be found with the movement

and Madra's practice:

At a certain moment the canvas began to appear to one American painter
after another as an arena in which to act � rather than as a space in
which to reproduce, redesign, analyse or `express' an object, actual or
imagined. What was to go on the canvas was not a picture but an event.9

9Harold Rosenberg, �The American Action Painters,� The London Magazine, Volume 1, no. 4,
Painting 1961 (July 1961), accessed July 20, 2024, https://web.archive.org/web/20160305171729/
http://poetrymagazines.org.uk/magazine/record.asp?id=9798.
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Figure 2.5 Teoman Madra, Light Games (circa the 1960s),©Teoman Madra Collec-
tion.

Similarly, Madra's Light Games do not merely capture images but unfold as events,

capturing the dynamic interplay of movement and light. Just as Action Painters

used dynamic brush strokes in line with their action onto canvas, Madra's technique

of �painting� with light and color in a improvised setting represents a performative

act, where he transformed the essence of jazz into visual forms through photography.

His method celebrates the very act of creation, akin to the gestural techniques of

Jackson Pollock, being one of his primary in�uences, thereby aligning his practice

with the ethos of Action Painting despite the di�erent mediums involved. The idea of

art being a performative act rather than a mere object, emphasizing the process over

the �nished product that has been executed by Action Painters, later in�uenced and

exercised by many art movements including Happenings, Fluxus, Conceptual Art,

Performance Art. Given this context, and considering Madra's earlier career in arts

was a contemporary of the Fluxus group, additionally, the unique way he included

newer technologies into this way of art-making made him recognized as an avant-

garde and experimentalist artist, it is understandable that he identi�ed himself with
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this performative ground of Fluxus. However, despite these connections, I believe

his earlier practice aligns more closely with Abstract Expressionism because of the

parallelity between the artistic creative processes. The overt political tendencies

and non-art stance prominent in Fluxus contrast with his focus on aesthetics and

form. Since Fluxus productions are mainly shaped around Event performance and

Fluxkits, it is not possible to de�ne a certain Fluxus aesthetic, whereas Madra's work

has a signi�cant aesthetic consistency. Therefore, the reasons behind his association

with Fluxus will be scrutinized in greater depth in the upcoming section while trying

to present contrasting situations against his self-attribution.

In the early 1960s, Madra's attention was also captured by �Marcatrè� an in�uential

Italian art quarterly. Marcatrè was a contemporary culture magazine focusing on

the branches of contemporary art, literature, architecture, and music from 1963

to 1970, founded and directed by Eugenio Battisti.10. Either in 1965 or 1966, he

mentioned two di�erent dates in two di�erent documents, Madra's role with the Food

and Agriculture Organization (FAO) took him to Italy. During a three-month trip,

Madra immersed himself in an in�uential circle of artists and critics associated with

Marcatrè. Under the guidance of the renowned art critic Professor Gillo Dor�es -who

was a board member of the magazine back then-, Madra was introduced to a vibrant

avant-garde scene in Milan. Here, he encountered �gures such as Germano Celant,

who were central to the Marcatrè discourse, along with many other artists. This

trip was signi�cant for Madra's artistic development, as evidenced by his frequent

references to it in several interview texts and autobiographies found in the archive.

It provided him with exposure contemporary discourses and deepened his insights

into the practices of his contemporaries.

In 1966, Madra continued his multimedia shows, featuring hisLight Games with

accompanying jazz music in Turkey. In March, he brought his show to the •zmir

Atatürk Provincial Public Library and in April to the GEN-AR Gallery. The music

list accompanying such shows was proof of his appreciation of various musical genres,

including avant-garde jazz, electronic music, and classical music. This wide-ranging

musical spectrum was not chosen solely to be listened to in the multimedia shows;

it was also at the core of his creative process, immersing him in rhythm through

di�erent genres and a variety of cultures. His setlist for Contemporary Show with

Music and Photography at GEN-AR was as follows:

Ravel-Quator en Fa Majeur, Bülent Arel - Electronic Music, Harry
Partch - Cloud Chamber Music, Bach - Toccata, Cecil Taylor - Blue
Trane 1957, Halim El Dabh - Electronic Music, Hawkins and P. Bley,

10�Marcatré.� Wikipedia, October 22, 2023. https://it.wikipedia.org/wiki/MarcatrC3A9
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Brubeck - Countdown, Jim Hall-Gunther Schuller - Ornette Coleman
1962.11

This list reveals his interest and wide spectrum of knowledge in contemporary music.

Additionally, the invitation to the library event deserves attention, as it characterizes

Madra's productions as innovativeresearchwhile introducing him to his professional

title, Agricultural Engineer.

Figure 2.6 Invitation for Projected Show of Teoman Madra's Photography Accom-
panied by Modern Jazz Music, 1966,©Teoman Madra Collection.

Agricultural Engineer TEOMAN MADRA has created slides that estab-
lish a connection with the rhythms of modern jazz music, upon which
rhythmic, colored light patterns have been arranged, and �gurative im-
ages captured in the same line are to be showcased through projection
with accompanying music. We invite you to see these new research works
and extend our regards.12

The same year, Teoman Madra married Beral Kefeli, known as Beral Madra, who is

later known to be an acclaimed contemporary art critic and curator. In the upcoming

decades, she became the General Coordinator of the �rst two Istanbul Biennales in

1987-1989 and curator of Turkish pavilions at the 43rd, 45th, 49th, 50th, and 51st

Venice Biennales.13 She opened her art gallery, Gallery BM, where she collaborated

11From the exhibition catalogue for `Inside Abstraction' at Gallery BM.
12Translated from the event invitation found in the archive.
13Beral Madra,�CV,� Beral Madra O�cial Website, accessed July 4, 2024, https://www.beralmadra.

net/cv/.
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with many artists from both national and international domains. Teoman and Beral

Madra collaborated in many exhibitions in the latter years, especially in Gallery

BM, and they also worked in partnership with Goethe Institute for workshops and

exhibitions.

In 1967, Teoman Madra held his �rst exhibitions abroad with three events in Paris:

at the Hotel de Ville Night Club, the Galerie Jacqueline Ranson, and as part of

the 5th Paris Young Artists Biennial with the exhibition titled �Photograms in

Jazz Rhythm� accompanied by the albumAscension by John Coltrane.14 These

exhibitions showcased a fusion of rhythmic photograms and new jazz, where Madra

explored polyrhythmic constructivism through simultaneous projections of abstract

photography and contemporary jazz. The events, sponsored by signi�cant cultural

ministries and associations,15 demonstrated Madra's method of �painting� with light

and color in real-time, a performative act where he translated the vibrant spirit

of jazz onto a visual canvas by using photographic capture. The exhibition at

Jacqueline Ranson Gallery echoed in the Turkish press with the headline, �A Turkish

painter created a new genre!�.

14Referenced from the exhibition catalogue for `Inside Abstraction' at Gallery BM.
15Listed in events' invitations written in French, which were found in the archive.
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Figure 2.7 Newspaper Clipping titled `A Turkish painter created a new genre!',
Photography capturing Teoman Madra with Iris Clert, a renowned curator and
owner of Iris Clert Gallery in Paris mentioned as an avant-garde hotspot back in
time, 1967,©Teoman Madra Collection.

Two years after his successful �rst exposure to the global art scene, in 1969 he was

invited to the 17th Artists' Congress held in Rimini, Italy. Teoman Madra, who was

invited from Turkey by the organizing committee, attended the conference sessions

and opened an exhibition in the building where the Congress was held.
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Figure 2.8 Photograph of Teoman Madra at German Art Center, 1969,©Teoman
Madra Collection.

In 1970, the Vakko Factory was established by Vitali Hakko and designed by archi-

tect Haluk Baysal, becoming a notable feature in Turkey's industrial architecture.

Vitali Hakko himself expressed admiration for the textile factory's aesthetic signi�-

cance, remarking, �Our factory had become so beautiful that it resembled a museum

of modern art rather than a mere factory�16 highlighting the cultural importance he

placed on the building. Within its walls, the factory housed artworks such as con-

crete, mosaic panels, and plastic reliefs by Bedri Rahmi Eyübo§lu, stained glass and

sgra�to compositions by Metin “ahino§lu and Nevzat Yüzba³�o§lu, ceramic panels

by Jale Y�lmaba³ar Ertuga, a composition of Atatürk by Haluk Tezonar and Tankut

Öktem, metal sculptures by “adi Çal�k and murals by artists Eren Eyübo§lu, Hasan

Kavruk, and Mustafa Plevneli further adorned the space.17

16•rem Nur Kaya, �20. Yüzy�l�n Önemli Endüstriyel Yap�lar�ndan Biri:
Vakko Fabrikas�,� Arkitekt, August 21, 2022, https://www.gzt.com/arkitekt/
20-yuzyilin-onemli-endustriyel-yapilarindan-biri-vakko-fabrikasi-3684885, accessed April 25,
2024.

17�VAKKO Turistik E³arp ve Konfeksiyon Fabrikas�,� Arkitekt , 1970, no. 340 (04), 159.
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Figure 2.9 Photograph of Teoman Madra's Mural (6.35m x 2.60m) at Vakko Factory,
1970,©Teoman Madra Collection.

Teoman Madra also contributed to this artistic assembly with a 6.35 m x 2.60 m

mural that was accepted into the factory's collection.18 While textual references to

Madra's mural within papers could be found online there was no visual clue about

the mural itself. Fortunately, the photographic evidence of the mural display was

found in Madra's archive, accompanied by a newspaper excerpt stating, �One of

Madra's works has been accepted into the Vakko factory,� thus shedding light on

the inclusion of his art in this pioneering space. The choice to include Madra's mural

signi�es a recognition of his artistic contributions to the contemporary art scene of

Turkey at the time aligning with Vitali Hakko's statement of turning the textile

factory into a museum of modern art.

18Quoted from the newspaper clipping presented in the Figure 1.9.
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Figure 2.10 Newspaper Clipping titled `A work by Madra was accepted to Vakko
Factory', 1970,©Teoman Madra Collection.

During the 1970s, he continued arranging multimedia shows of jazz music with ab-

stract photography and joining group exhibitions with his photograms, yet in 1972

he did something that echoed in the art scene much more than others. That year,

Madra expanded his repertoire of jazz-accompanied abstract photography shows

into more collaborative and multidimensional art practice. At the Italian Cultural

Center in Istanbul, he co-hosted an art showcase that resonated profoundly within

the artistic community. Alongside Tan Oral and Orhan Taylan, and with the partic-

ipation of the Anatolian Pantomime Players led by Oktay An�lanmert and under the

direction of Gürsel Boyla, they presented a joint artistic performance where they

combine pantomime with Madra's multimedia displays. The newspaper clipping

�The Festivity of Music, Color and Movement� quoted below reveals the context of

this event and its echoes on the art scene:
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