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Life 

Yavuz Turgul was born in Istanbul on 5 April 1946. After graduating from the University of İstanbul’s 
Department of Journalism, he started to work for SES Magazine as a journalist and he became the 
youngest editor of the magazine while he was working there. He started his cinema career as a 
screenplay writer under the supervision of Ertem Eğilmez in his company Arzu Films. He first attracted 
attention with his script for Sultan (1978) and he wrote well-known screenplays there such as Tosun 
Paşa (1976), Davaro (1981), Çiçek Abbas (1982) and Züğürt Ağa (1985). He won the best scenario 
prize at the 19th Antalya Film Festival with Çiçek Abbas. With the various crises in Turkey’s film 
industry during the 1980s, he started a career in advertising working as a copywriter for Mana Ajans-
Thompson, and he managed to sustain his careers in films and advertising simultaneously. İn 1993, 
he established his own advertising agency with Jeff Medina, called the Medina-Turgul production 
company.  

He started his career as a director with Fahriye Abla in 1984, which was an adaptation of poems 
written by Ahmet Muhip Dıranas. Ertem Eğilmez worked with him as head director in his first films, 
contributing greatly to Turgul’s cinema work. Muhsin Bey (1987), Aşk Filmlerinin Unutulmaz 
Yönetmeni (1990) and Gölge Oyunu (1992) confirmed his reputation in Turkish film history. With 
Muhsin Bey, he won three different awards at the 24th Antalya Film Festival: best film, best scenario 
and the jury’s special award. The Turkish film industry awoke from its deep sleep with his Eşkıya 
during 1990s. This was the first Turkish film to be nominated for a foreign film award at the Oscars. 
Eşkıya is widely accepted as a turning point in Turkish film history because it led to demands from 
Turkish audiences for more Turkish films, and after Eşkiya, many of his films were watched by huge 
audiences. In the nineties, the Turkish film industry went into a decline, but a new Turkish cinema 
emerged with Eşkıya.  

After Eşkiya, Gönül Yarası (2004) attracted huge audiences and was also nominated for a foreign film 
Oscar. With Av Mevsimi (2010) he attempted to produce a crime genre film in which the story 
develops around the murder of a young girl by using classical Yeşilçam narrative codes. Analysis of 
his filmography makes it clear that Turgul sought to pursue his trademark theme of change and at the 
same time he was keeping up with the commercial dynamics of film industry. In a world in which 
everything is constantly and rapidly changing, Turgul’s films depict people’s attitude to such changes.  

Filmography 
 
As Director   

 
Yol Ayrımı (2017) 
Av Mevsimi (2010) 
Gönül Yarası (2004) 
Eşkıya (1996) 
Gölge Oyunu (1992) 
Aşk Filmlerinin Unutulmaz Yönetmeni (1990) 
Muhsin Bey (1987) 
Fahriye Abla (1984) 
  

As Screenwriter  
  
Yol Ayrımı (2017) 
Av Mevsimi (2010) 
Kabadayı (2007) 
Gönül Yarası (2004) 
Eşkıya (1996) 
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Gölge Oyunu (1992) 
Aşk Filmlerinin Unutulmaz Yönetmeni (1990) 
Muhsin Bey (1987) 
Züğürt Ağa (1985) 
Fahriye Abla (1984) 
Şekerpare (1983) 
Aile Kadını (1983) 
İffet (1982) 
Çiçek Abbas (1982) 
Hababam Sınıfı Güle Güle (1981) 
Davaro (1981) 
Banker Bilo (1980) 
Erkek Güzeli Sefil Bilo (1979) 
Sultan (1978) 
Tosun Paşa (1976) 
Tarkan Güçlü Kahraman Kolsuz Kahramana Karşı (1973) 
 
Achievements 
  
Best Film (Gönül Yarası): Uluslararası Queens Film Festival 2005  
Best Scenario (Eşkıya): 19th Siyad Turkish Cinema Awards 1997  
Best Film (Eşkıya): 19th Siyad Turkish Cinema Awards 1997  
Best Scenario (Gölge Oyunu): 30th Antalya Film Festival1993  
Best Second Film (Gölge Oyunu): 30th Antalya Film Festival 1993  
Best Film (Muhsin Bey): 24th Antalya Film Festival 1987  
Best Scenario (Muhsin Bey): 24th Antalya Film Festival 1987  
Jury’s Special Award (Muhsin Bey): İstanbul Film Festival 1988  
Best Scenario (Züğürt Ağa): 23rd Antalya Film Festival 1986  
Best Scenario (Çiçek Abbas): 19th Antalya Film Festival 1982  
  

Cinematic Narration  
 
The cinema of Yavuz Turgul can be considered within the mainstream in terms of film language. 
Turgul’s visual-narrative style is based on continuity editing. Time in his films is continuous, linear and 
uniform, and in his use of space in his films, he strives to overcome or conceal the two-dimensionality 
of film and his films are strongly centred on the human body; the majority of the shots in his films focus 
on gestures or facial expressions. This use of space in his films consists of four aspects: centring, 
balancing, frontality and depth. Persons or objects of significance are mostly in the centre of the 
frame and are never out of focus. Balancing refers to the visual composition; characters are evenly 
distributed throughout the frame. The action is usually subtly addressed towards the viewer. His films 
are also based on the depth of his characters’ motivation, the obstacles which they face and their 
transformation or failure to transform.   
 
Themes  

 
Analysis of Turgul’s work shows that there are common repeated themes film by film which can be 
easily recognized. The principal theme in his films is social and cultural change and how people react 
to these changes. Turgul’s films can be discussed in the context of the socio-political transformation 
and the crisis of modernity in Turkey, and can be categorised under themes such as social change, 
the West/East dichotomy, crises of masculinity and male friendship, problems of sincerity and 
innocence, and the tension between new and old.  
 
1-Social change: between the new and the old. Almost all of Turgul’s films explore social changes 
and how they are practised in the everyday experiences of the characters. The social change is 
sometimes the background of screenplays which were written by Turgul, such as Sultan (Kartal Tibet, 
1978) and Çiçek Abbas (Sinan Çetin, 1982) and sometimes the central theme of films which he 
directed himsel, such as Fahriye Abla (1984), Muhsin Bey (1986), Aşk Filmlerinin Unutulmaz 
Yönetmeni (1990), Eşkıya (1996) and Gönül Yarası (2004).  
 

https://en.wikipedia.org/wiki/Gesture
https://en.wikipedia.org/wiki/Facial_expression


 3 

Fahriye Abla Social change is depicted by the women characters in Fahriye Abla by scrutinizing 
modernisation in relation to urban life. In this film, the characters who are living in the same mahalle 
seem to have trouble dealing with the changes in modern urban life.  
 
In Muhsin Bey, the social change is depicted by using the tension between two characters, one of 
whom is a symbol of classical music, the title character Muhsin Bey, and the other who is a symbol of 
the modern arabesque music, Ali Nazik. These two characters are used to show social change by 
using the change in the music industry and showing how the authentic, traditional culture is 
disappearing under the influence of the new popular culture. 
 
In Aşk Filmlerinin Unutulmaz Yönetmeni, social change and its effects on cultural life are depicted by 
setting the story against the changes in the film industry. In this film, the main character is Haşmet 
Asilkan, a well-known director of Yeşilçam love melodramas who is trying to catch the new art film 
trend in the film industry and make an art film. In his unsuccessful attempt, audiences can see the 
changing cultural climate of the 1990s.  
 
Eşkiya Social change is narrated in Eşkiya by using the tension between an old-style gangster Baran, 
who is released from prison at the beginning of the film, and new-style urban gangsters who have no 
honour and no ethical standards. Baran barely adjusts to new modern urban life, but his ethical rules 
help him to protect his honour in this new brave urban life.  
 
In Gönül Yarası, a dedicated teacher Nazim had retired and returns to Istanbul. He has worked in rural 
eastern Turkey for a very long time before returning. When he arrives in Istanbul, he observes not only 
the social changes in urban life but also in his own family.  
 
2- West/East dichotomy: One of the common themes in Turgul’s films is the tension between west 
and east. In almost all of his films, social change is narrated by locating it between the west/east 
binary. Within this binary, audiences can see the tension between old and new, traditional and 
modern, local and foreign. In his films, Istanbul is the city where all these binaries can meet, and 
Istanbul enables them to establish a relationship with each other.  
 
Muhsin Bey, Muhsin is an old-fashioned Istanbul gentleman who loves classical Turkish music, 
whereas Ali Nazik, who is greedy to make his mark in the music industry, comes from eastern Turkey. 
The positioning of the two men in current city life can be read as the representation of the dilemma 
between east and west within the movie. While Muhsin Bey thinks that the whole Istanbul is 
transforming into a huge kebab restaurant,  even the name of Ali Nazik comes from a type of Kebab. 
Istanbul is orientalising for Muhsin Bey. The reason behind this orientalising is the persons who came 
from orient like Ali Nazik.  
 
In Eşkiya, Baran is old-fashioned eastern-style gangster whereas Cumali who, like Ali Nazik, wants a 
place in the Istanbul crime world, lives in Istanbul. An east/west dichotomy begins in Eşkıya with the 
arrival of Baran in Istanbul from Urfa. Anatolian people are represented as  pure, honest and easily 
deceived. In Eşkıya, Baran can never keep up with the city, in the end, he is doomed. Eşkıya is a film 
which carries traces from the narrative tradition of the East with its love story and its fairy-tale 
structure. The lovers who have waited for 35 years, the amulet carried by Baran and the ‘bandit who 
turned into a star after his death’ are elements which strengthen the fairy-tale structure. Emphasizing 
that the Eastern thought in this film lies in Cumali’s death scene, Turgul has stated that the words “You 
will go to the land at the end of fear” which Baran says to Cumali are based on the view in Eastern 
philosophy. The film's director commented that Eşkıya is a movie which “carries eastern mysticism in 
itself but does not overlook the western reality” 
 
Gölge Oyunu  The east-west duality that accompanies the narrative of Gölge Oyunu , makes itself felt 
as a thematic element in this film, perhaps even more than other films. Turgul also describes the 
Gölge Oyunu as an Eastern tale. Questions such as Kumru, who entered the lives of Abidin and 
Mahmut, possessed mysterious powers, who she was or whether she really existed, strengthened the 
fabulous structure of the film belonging to this mystical East. In addition, the fact that Abidin and 
Mahmut have completely opposite characters evokes the unity and balance of opposites. In this 
sense, the duo symbolizes two different parts of a whole, each of which makes sense with the other. 
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 In Gönül Yarası, Nazim is a teacher who has worked in eastern Turkey for a very long time, and after 
returning to Istanbul, he compares eastern and western Turkey during the film. In all of these films, the 
anxieties caused by social change are polarised into the west/east dichotomy.  
 
 3- Masculinity crises and male friendship: With the exception of Fahriye Abla, almost all of Turgul’s 
characters who are dealing with social change in his films are male. His films can therefore also be 
read as narratives about crises of masculinity. The leading male characters in his films – Baran, 
Muhsin, Nazim – suffer changes in the criteria of hegemonic masculinity. Although their masculinities 
were previously hegemonic, now in the filmic time they have expired and the men have tried to adjust 
themselves to the new hegemonic masculinity of the new world. Male friendship is therefore one of the 
sub-themes of almost all Turgul’s films. In his films, the characters can survive the change only by 
using their friendship.  
 
Baran and Cumali ( Eşkiya) , The friendship between Baran and Cumali in Eşkıya is based on 
coincidences. Baran, who has gone to Istanbul to search for Keje who was still loyal to him after 35 
years in prison, realizes that his search will not be easy in the face of changing times and places. 
Cumali, on the other hand, is a character who grew up in the outskirts of Istanbul and wanted to take a 
short-cut to becoming rich. The paths which intersect between Baran and Cumali during the train 
journey ensure the start of a new friendship between them. One of the characters who set up the 
conflict in Eşkıya is Berfo (or Mahmut Şahoğlu as he is known after coming to Istanbul). The clash 
between Baran and Berfo has resulted from both characters falling in love with Keje. This was the 
reason why Berfo betrayed Baran, who was previously his best friend; he did not hesitate to inform on 
Baran, which shows the power of his love for Keje. It is therefore difficult for Berfo to understand why 
Baran would sacrifice his love to save Cumali's life; he states this incomprehension with the words 
“You give up the woman you love to save an ordinary man from death”.       
 
Muhsin and Ali Nazik (Muhsin Bey) Their friendship can be read as a manhood that includes a master-
apprentice relationship in his companionship. Comrade has a quest to cope with hegemonic 
masculinity status by completing each other's shortcomings. But Ali Nazik will find a way on his own, 
and Muhsin Bey will stay out of both this friendship and adaptation to the system  
,  
Characters  
 
When we look at the characters in Turgul’s films, we can see common features which they share. 
These common features can be summarized under the heading of ‘old form’ and ‘new form’, and this 
can also be used to summarise the social changes which they have to face. The character who 
symbolizes the old form of social structure – usually played by Şener Şen – is an honorable man with 
a set of personal ethics who cannot adjust to the new form of the social structure, whereas the 
characters who embrace the new form of social structure are usually greedy and self-serving but at 
the same time somehow innocent and childish but still supportive figures. 
  
1-Characters who symbolize the old-fashioned form of social structure:  Muhsin in Muhsin Bey, 
Baran in Eskiya, Nazim in Gönül Yarası, Haşmet Asilkan in Aşk Filmlerinin Unutulmaz Yönetmeni, 
Abidin and Mahmut in Gölge Oyunu, Ferman in Av Mevsimi – all these characters are played by Şener 
Şen; they stand outside the new form of social structure and try to understand how they can 
accommodate themselves to accept the social changes. They all are very shy about love and very 
strict about maintaining their ethical principles. They are all losers in the new system. While they are 
trying to accommodate themselves to the new system, they lose their own way.  Although Muhsin 
went to prison after stealing in order to fund the production of a long-playing record for Ali Nazik, Ali 
still becomes an arabesque singer, and although Baran tries to save Cumali, he cannot and he pays 
for this attempt with his life. Haşmet cannot produce an art film despite all his efforts, so he tries to kill 
himself. All of these old-fashioned characters are rejected by the system again and again. It is through 
these characters that Turgul shows how the old system is dying in the way that he depicts social 
change. 
 
 Muhsin (Muhsin Bey) He is an old-fashioned Istanbul gentleman who enjoys Turkish classical music 
and his flowers. His character represents resistance against the new arabesque culture. He is against 
social change and cannot adjust himself to the new social organisation and culture. He is a very kind 
and romantic man who has fallen in love with his neighbour Sevda Hanım, but their relationship is 
platonic and he cannot tell her how he feels.  he believes in sacred love without sex, he is a romantic, 
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and he has his own ethical standards. He is angry about the consumerist, popular music culture and is 
against the popular music of the period, which is arabesque. Muhsin symbolises a world which is 
collapsing in the face of the new form. He is very ethical man.  In all his actions, his main concern is 
being ethically correct, but in the new world, his concern seems childish and impractical.  Even so, he 
cannot adjust himself to live any differently 
     
Baran (Eşkıya) is an old-fashioned criminal who also has his own ethical rules. He too believes in 
sacred love and came to Istanbul find his love, Keje. He cannot understand the new system and urban 
life of Istanbul. He is a bandit who has been in jail for 35 years. When he goes out after 35 years, he 
has a hard time keeping up with the changes in the world. He was trapped in the order of 35 years 
ago. So now his prison is this new world. Therefore, it is the roofs where he feels most comfortable. 
Roofs remind him of mountains where he were a bandit once upon a time. Although he does not want 
to return to his old bandit chronicles, the new order of the new world will return him. But he will return 
not for himself but for the Cumali who he has placed in his absent son. He represents the traditional 
country life. He never keeps up with change. His clothes, the way he talks and everything about him 
reflect the past. He carries a pair of binoculars with him and says that the binoculars are a memory of 
the past for him. All these things show us that he does not like change and is still searching for the life 
which he had got used to before. He is a good, kind, respectful and fair man. He represents bright 
positivity. Even though he was a bandit and killed many people, in the film we never see a bad side of 
him. Even when he kills the drug dealer and his enemy, it is for justice. 
 
Haşmet (Aşk Filmlerinin Unutulmaz Yönetmeni) Haşmet is a director who has made numerous love 
films in the Yeşilçam craze in the 1960s and 1970s. But the Turkish cinema of the 1980s is on the 
brink of madness. Art cinema, which is interested in social events and in which the director gains 
importance, has taken over from Yeşilçam cinema. Haşmet wants to be one of the directors of this 
new trend and is determined to use every opportunity and create a masterpiece. However, he has 
neither the necessary potential nor the opportunities. 
 
Nihat (Aşk Filmlerinin Unutulmaz Yönetmen) The Yeşilçam veteran Nihat is a loser: he is a character 
who has been rejected by the system but who still lives in his old films. Being outside also gave him 
the freedom to act as he wanted. He is a very comfortable character in speaking; he can speak 
whatever he thinks without considering to outcomes.  There is also destructive side of his frankness. 
Because he has nothing left to lose anymore. But he is a person who also has fears about going out 
and getting involved. He feels himself kind of lost because he belongs nowhere. He is a character who 
takes alcohol to find his way in this new brave world.He feels that he no longer has a place in the city 
or the industry, and is therefore severed from life and people. Loneliness is a place where he can be 
alone with the past where he belongs to. He's a character who chooses to be alone not to face the 
present world. 
 
2- Characters who symbolize the new form of social structure: Alongside the characters 
described above, there are counter characters in Turgul’s films who usually represent the new social 
structure.  Ali Nazik in Muhsin Bey, Cumali in Eşkiya, Idris in Av Mevsimi and Dunya’s husband in Av 
Mevsimi all refer to the new-style Turkish society. They are greedy, ambitious and they behave without 
any ethical concerns; in other words, they seem to be able to adjust to the new form of society at the 
start of the films; but by the end of the films, they too are all victims of the system: Dünya’s husband, 
Cumali and Idris all die and Ali Nazik does become an arabesque singer, but he is deeply unhappy 
and he loses his uniqueness.   
 
Ali Nazik (Muhsin Bey), He has come from distant Urfa to Istanbul in order to become a singer.  He 
admires Ibrahim Tatlıses, who was the most popular arabesque singer of the period and was regarded 
as a symbol of the changing cultural climate of 1980s Turkey. Ali finds Muhsin and wants him to help 
him to become a singer.  He is childish man in his understanding of the world. He says nothing against 
all the humiliation which Muhsin endures as if Muhsin is his father. His childish nature is strongly 
highlighted at the beginning of the film. For example, even though it is raining, he waits for Muhsin 
outside the door of his apartment, and when Muhsin asks him why he is waiting in the rain, he admits 
that he wanted to pile on the agony to get more sympathy.    Ali is very insistent. Even though Muhsin 
refuses his request many times, he follows him around all day in order to persuade him. It can 
therefore be said that he is very determined man.  His character symbolises the social changes which 
are happening in society.  He wants to become popular and rich and does not care how he can 
achieve it. He shows no ethical concerns or moral values.    We watch the transformation of his 
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character over the film. Although at the beginning he is a childish, somehow innocent man, he 
transforms into a man who is able to use every means to get what he wants. At the beginning of the 
film, he acts according to Muhsin’s advice, step-by-step and childishly, but by the end of the film, he 
has become a person of the new system.  He has started to sing arabesque music in the music hall of 
Muhsin’s rival, Şakir. He takes up with Sevda and treats her badly.   
 
Cumali (Eşkıya) He represents the uneducated element of the country; people who are exposed to 
change and who become degenerate Cumali has many bad habits; gambling, drug dealing, using a 
gun and working for the mafia. He says that he keeps up with social change and that his way of life is 
necessary. He has a character that seeks trust and love however he can do bad things while seeking 
good things. Therefore he can be easily deceived. 
 
Berfo(Eşkıya) Berfo is Baran’s enemy. He betrayed his best friend, stole Keje from him and also got all 
his money.  He came to the city with the money he stole from Eşkiya and became a well-known 
businessman here ın the city with this money. He does not recognize any rules for performing 
requests. Although he actually got everything he wanted, he could not be happy, because the woman 
he loved did not look at his face and never spoke to him for a lifetime. Now he is dealing with health 
problems and all the money that he earns does not help him. But still, he is angry enough to screw his 
old friend into his last breath. Doing bad thing for love is acceptable for him. He is so in love with Keje 
and says that he did all of these things for her love. Therefore he has a selfish and arrogant nature. He 
both betrayed his best friend and put the woman he loved in silence like a prison in order to obtain his 
own desires. 
 
3- Women 
 
Sevda Hanım (Muhsin Bey) She is the only female character in the film. She is divorced and lives as a 
single mother with her daughter; she sings in a music hall and although her voice is not trained, 
Muhsin has called in a favour from the music hall owner so that she can work there. Muhsin falls in 
love with her, but their relationship is entirely platonic. Her character does not enhance the narrative 
but is used in the film as a currency which can be exchange between the men. That is why when she 
starts to talk, music starts to play in Muhsin’s head. He cannot listen to her but instead he looks at her 
admiringly with the music playing in his mind. She is like one of Muhsin’s flowers which he looks after 
very carefully and is very proud of.  She is like an object that brings life and joy to its environment but 
needs care and water. In short, Sevda Hanım is a character designed as a decorative object that 
represents a value in the film. 
 
Keje (Eşkiya) Keje is a pure and good woman who loves Baran character. Although she is in a new life 
in the big city, she continues her old life habits. She chooses the path of silence to combat what was 
presented to her in life. She never looked at the face of the man (Berfo) to whom she was forcibly 
married and did not speak to him. She is a devoted woman. She could give up the man (Eşkiya) who 
had been waiting for years for the life of a young boy (Cumali). Her character has a fairy tale side.She 
loves Baran and has waited for him. Even though Berfo forced her to marry him, she decided never to 
speak again and she has stayed silent for 35 years. This remarkable act of silence represents her 
loyalty for Baran. When Berfo bought her from her father, she did not disapprove, and when Baran 
chooses to save Cumali’s life over her, she stays calm. She never goes against the flow of life. Keje 
can also be seen as the true love of the film’s hero. We can describe her as having an embittered life 
from a very young age, when the man she loved went to prison and she was ‘bought’ from her father 
by his best friend (who was responsible for putting the man he loves in prison). After moving to 
Istanbul with the husband she was forced to marry, she never spoke again. She was treated with 
violence by her husband because she did not speak, but despite this violence, she neither spoke a 
word nor gave birth to a child. She has been loyal to her true love, just like Baran himself has. She is 
someone who knows well how to wait. However there is resistance under this acceptance. With this 
silence she punishes Berfo. She does not let Befo be happy either like herself. At the same time, Keje 
believes in mystical events such as Baran telling her that bandits will become shooting stars when 
they die and, as we see in the film, she understands that Baran would die as a shooting star, so she 
knows that Baran had not yet died because of this mystical belief. 

 
Emel (Eşkiya) Emel is the woman whom Cumali loves. But she is a hypocrite woman and she uses 
people for her own benefit. For example, she uses Cumali by telling him a lie in order to save her 
boyfriend from jail. She cheats Cumali. In doing so she becomes a character who sets the turning 
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point in the story. She understood Cumali's hunger for love and used his love for herself. She is killed 
by Cumali for this deception. She doesn't have any rules for getting her requests like Berfo. She is the 
new generation of Berfo. 
 
Kumru (Gölge oyunu) She is a kind of the shadow woman who suddenly appeared in the lives of 
Mahmut and Abidin. Neither the audience nor the characters in the film know anything about her. She 
has no language. She doesn’t even have a name. She is a deaf. She only has a photo, which we later 
find out that her mother’s photo. The tone of the film is determined by her world. She seems to have 
mystical powers throughout the movie. She is a character that adds meaning to everything she 
touches, even shadows. She forces both the audience and the characters in the movie to seek this 
meaning. It is possible to see a basic element repeated in Yavuz Turgul films in this film as well. The 
friendship of the two men taking the exam and the accompanying women who could not find their own 
voices that were silent or not heard despite speaking. It can be said that a similar thematic motif is 
repeated in this movie. 
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