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SYNOPSIS

Winter, Beirut. On a beach littered with cans washed up from the sea, Lili and Michel meet. 
Or perhaps they know each other from before... As they struggle to piece together the 
fragments of an uncertain past, memories emerge: an act of terrorism, an explosion and the 
disappearance of a child, Elena.
 
Woven throughout these fragments is the deep voice of a Japanese narrator who recounts his 
own experience of a weeping Beirut, and his 27 clandestine years fighting alongside the 
Palestinians as a member of the Japanese Red Army. His voiceover shapes Michel and Lili’s 
story, their fate dictated by the enigma created for them by this narrator who turns out to be 
legendary Japanese New Wave filmmaker Masao Adachi.
 

DIRECTOR’S STATEMENT

Masao Adachi, screenwriter for Nagisa Oshima and Kôji Wakamatsu, and former member of 
the Japanese Red Army terrorist organisation, had not been commissioned to write an 
original screenplay since 1972. Pursuing a collaboration that began when I made a 
documentary about him in 2011, The Anabasis of May and Fusako Shigenobu, Masao Adachi 
and 27 Years Without Images, I asked Adachi to write a script for a feature film I planned to 
shoot during an exhibition at the Beirut Art Center in February 2013.

Commissioning this screenplay inverted the dynamics of my first film with Masao Adachi.
The Anabasis… explored the itinerary of its protagonists between cinema and terrorism by 
opening fictional and subjective spaces within a documentary form. The Ugly One, a second 
chapter that mirrors the first, explores the biographical and documentary possibilities of a 
fiction film. At the onset of the project I wanted to formalise the complex relationship Adachi 
and I have developed — a playful and creative antagonism — with a particular protocol of 
filmmaking.



From:  <adachim@jcom.jp>

Subject:  my answer is OK 

Date:  July 4, 2012 11:40:26 AM GMT+02:00

To:   Eric Baudelaire <info@baudelaire.net>

Translated from the japanese by Éléonore Mahmoudian

Eric,

First of all, I agree to participate in the collaboration you have proposed. The ideas are already racing in my head… 

Let us review the procedure you presented in your last message: I will know the screenplay in its entirety, you will 

only receive it in Beirut just before the shoot. You know the “structure” of the script and its opening premise, but you 

do not know in which direction, nor how, it will evolve. 

$V�,�VHH�LW��WKH�VFULSW�ZLOO�EH�FRPSRVHG�RI�WZR�SDUDOOHO�VWRULHV��7KH�ÀUVW�LV�DERXW�WKH�HQFRXQWHU�RI�D�VRPHZKDW�ORVW�
woman who cleans the trash from a beach in Beirut, and a terrorist who likes to go for a run on the beach at dawn. 

Their itineraries and preoccupations overlap. They are about to fall in love, but…

The second story shows a group of men and women who meet in an abandoned warehouse during the war. 

2XWVLGH��WKH�ÀJKWLQJ�LV�JURZLQJ�PRUH�LQWHQVH��DQG�WKH�PLOLWDQWV�ZKR�DUH�JDWKHUHG�LQ�WKH�VKHOWHU�SODQ�D�WHUURULVW�
operation. The shelling approaches in a frightening way…

7KH�WDFLWXUQ�ZRPDQ�DQG�WKH�WHUURULVW�RI�WKH�ÀUVW�VWRU\�DUH�SDUW�RI�WKLV�JURXS��EXW�LW�LV�XQFOHDU�ZKHWKHU�WKH�ÀUVW�VWRU\�
precedes the second, or whether it is the other way around…

Good luck !

Adachi Masao

The shoot lasted 12 days and unfolded under the constraints of a protocol aiming to extend 
some of the questions already present in The Anabasis... To explore the relationship between 
script and reality, the gap between the screenplay and the shoot, in a deliberate clouding of 
the notion of authorship. To navigate between two points, a film shot “for” Adachi who is 
confined to Japan, deprived of a passport because of his terrorist past, and a film shot 
“against” Adachi, because autonomous of his control, and out of my desire to push to an 
extreme Truffaut’s advice: “shoot against the script, edit against the shoot.”

The adaptation of Adachi’s story took place in real time during the shoot, drifting further and 
further away from the original script in a creative tension that gave The Ugly One its form. 
Set adrift, the characters of Michel and Lili search for themselves, navigating a sea 
delineated by the memories of Adachi the “ex-terrorist,” the screenplay he is spelling out for 
them, and the camera of the director, whose film breaks away from the narrative instructions 
dispatched by Adachi from Tokyo.

Part love affair, part political tale, half-documentary and half-fiction, the film is also a 
confrontation between two generations of politics and filmmaking, exploring the question of 
militancy and regret. As a backdrop, a changing Beirut, the ghost of a disillusioned Lebanese 
communist movement, and the spectre of an intractable civil war in Syria — political 
impasses that are mirrored by the narrative impossibilities upon which The Ugly One is built. 

The title? One late night in Tokyo, Adachi told me this: “they didn’t know my Japanese name... 
So on the wanted posters, the police put my arab guerrilla name, Nabil, and under my picture 
they wrote: the ugly one.”
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ERIC BAUDELAIRE

Eric Baudelaire is a French artist and filmmaker born in Salt Lake City in 1973. Working in 
photography, film, video and installations, he is interested in the relationship between images 
and events, documents and narratives. Recalling factographic practices, his work can involve 
elaborate staged situations that appear to be real, but are somewhat off-kilter, placing the 
viewer in a situation of questioning the modes of production and consumption of images, 
political and social constructs and their modes of representation. His first documentary 
feature, The Anabasis of May and Fusako Shigenobu, Masao Adachi and 27 Years Without 
Images, extends this practice. Selected in several festivals, the film premiered at FID 
Marseille and received the Special jury prize at DocLisboa. As an installation, it was shown at 
La Triennale at the Palais de Tokyo, Paris, at the Taipei Biennale, and at Gasworks, London. 
His work is included in the contemporary art collections of the Centre Pompidou, Paris, the 
MACBA, Barcelona, and the Whitney Museum of American Art, New York. The Ugly One is 
his first fiction feature film, but through its subject matter and form, it functions like a 
second chapter in dialogue with the documentary approach of The Anabasis…

FILMOGRAPHY

The Anabasis of May and Fusako Shigenobu,
Masao Adachi and 27 Years without Images 
2011
66 minutes, Super 8 and HD

Festivals :
DocLisboa, Lisbon (Special Jury Prize)
Punto de Vista, Pamplona
CPH:DOX Copenhagen
IDFF Jihlava
Dok Liepzig
UNDERDOX Münich
Osian’s-Cinefan Festival, New Delhi
Migrating Forms, New York (Opening film)
Planet Doc+, Warsaw
San Francisco International Film Festival
Visions du Réel, Nyon
BAFICI, Buenos Aires
Dokumentarfilmwoche Hamburg
Courtisane Festival, Ghent
FICUNAM, Mexico City
International Film Festival Rotterdam
Festival de Belfort
52nd Festival dei Popoli
Festival International du Film de La-Roche-sur-Yon
Thessaloniki International Film Festival
FID Marseille (World premiere)

The Makes 
2010
26 minutes, HD

Festivals :
International Film Festival Rotterdam

[SIC]
2009
15 minutes, SD

Festivals :
Int’l Film Festival Rotterdam
Migrating Forms, NYC
Courtisane Festival, Gent



MASAO ADACHI

Formal and aesthetic experimentation; rethinking the systems of film creation and 
distribution; theoretical reflections on the styles and functions of cinema; a revolutionary 
practice in the field (not just in theory); solidarity with his piers in the fight against 
censorship (Seijun Suzuki); analytical work on the films of his fellow filmmakers (Kôji 
Wakamatsu, Nagisa Oshima...) and sources of inspiration (Jean-Luc Godard, Glauber Rocha, 
Billie Holiday...): there are few meanings of the term “avant-garde” that Masao Adachi does 
not incarnate. His biographer, the historian Go Hirasawa, resumes his exceptional and 
relatively unknown trajectory this way: “Born in Fukuoka in 1939, Masao Adachi enters the 
fine arts department of Nihon University in 1959 where he follows the film studies 
curriculum and directs two well regarded films, Wan [Bowl, 1961] and Sain [Closed Vagina, 
1963]. Masao Adachi writes several screenplays for Kôji Wakamatsu and independently 
produces his film Galaxy (1967). In 1968 he acts in two films by Nagisa Oshima: Death by 
Hanging and Three Resurrected Drunkards. 

In 1971, along with Oshima and Wakamatsu, Adachi is invited to La Quinzaine des 
réalisateurs at the Cannes film festival. On his way back to Japan, he decides to make a 
detour through Beirut where he produces a counter-information internationalist film, The 
Red Army/PFLP: Declaration of World War, coproduced by the PFLP and members of the 
Japanese Red Army, including its founder, Fusako Shigenobu. As an activist, Adachi 
conceived of and implemented several film theories, on subjects ranging from aesthetics to 
the context of projections. In 1974 he leaves Japan and devotes himself to the Palestinian 
revolution. His activities remain clandestine until his detention in Beirut in 1997. In 2001, 
Adachi is extradited to Japan, and after two years in prison, he is released but forbidden 
from leaving the territory. At present, Adachi is preparing a new film titled Thirteenth Month 
of the Year and is working on a new theory of cinema.”

Nicole Brenez, for the Masao Adachi retrospective at the Cinémathèque Française in 2011.



RABIH MROUÉ

After theatre studies at the Lebanese University of Beirut, Rabih Mroué began directing his 
own pieces in 1990. His use of the stage is at the intersection of performance and theatre, and 
his subject matters are usually in direct relation to the political and economic reality of his 
country, evoking its scars and fratricidal wars. His work often takes the appearance of quasi-
documentaries mixing fiction and reality. In Make me Stop Smocking, videos, photos, press 
clippings and testimonies create a complex narration through which the artist recomposes 
Lebanese landscapes destroyed during the civil war. Another recurrent theme in his work is 
the question of the representation of the body in theatre. His creations, presented in Europe, 
in Beirut, Tunis, Amman, Cairo and at dOCUMENTA13 in Kassel, include L’Abat-jour (1990), 
La Prison de sable (1995), Three Posters (2000), as well as Biokhraphia (2002 and 2008) and 
L’Homme d’hier (2008), in collaboration with Tiogo Rodrigues and Tony Chakar, and recently 
The Pixelated Revolution (2012). As an actor, Rabih Mroué has held lead roles in the films 
Beyrouth fantôme (1998) by Ghassan Salhab, A Perfect Day (2005) and Je veux voir by Joana 
Hadjithomas and Khalil Joreige (2007).

JULIETTE NAVIS

Juliette Navis is an actress and theatre director based in Paris. She graduated from the 
Conservatoire National Supérieur d’Art Dramatique de Paris where she met Arpad Schilling 
with whom she has worked regularly since 2006 in France and in Hungary, namely in Apology 
of an Escapologist, Père Courage, Laborotel, and currently The Party (2014). She is a founding 
member of the theatre collective La Vie Brève with whom she played in Robert Plankett at 
the Théâtre de la Ville in Paris, as well as Nous Brûlons, both directed by Jeanne Candel. 
Building upon Arpad Schilling’s methodology where a dramaturgy is born of a series of 
exchanges between the propositions of the actors-as-authors and the framework decided by 
the director, she is developing a project of collective creation of cinematic forms while in 
residency with La Vie Brève at the Théâtre de la Cité Internationale (2013-2016). For the 
cinema, she has held roles in films by Cédric Klapisch (Paris and Ma part du gâteau), Etienne 
Chatiliez (Agathe Cléry) and Thomas Lilti (Hippocrate).



The saga of the New Left, from its tu-
multuous rise in the student movements 
of the 1960s to its violent implosion 
in the 1970s, has inspired a cinematic 
vogue in recent years. Films like “Car-
los,” about the terrorist and media star 
Carlos the Jackal; “The Baader Meinhof 
Complex,” about Germany’s band of 
self-styled urban guerrillas; and “Good 
Morning, Night,” about the kidnapping 
of an Italian politician by the Red Bri-
gades, offer multiple viewpoints on the 
global surge of militancy as activism 
gave way to armed struggle.

The movies run the gamut in their ap-
proaches, ranging from critique to radi-
cal chic, re-enacting myths or rewriting 
WKHP��%XW�YHU\�IHZ�ÀOPPDNHUV�GHDOLQJ�
with this complicated patch of history 
can claim an insider’s perspective.

The Japanese director, screenwriter 
and activist Masao Adachi is one. Ac-
WLYH� ERWK� LQ� -DSDQ·V� DYDQW�JDUGH� ÀOP�
scene of the 1960s and in the student-
led protests against Tokyo’s controver-
sial security treaty with Washington, 
Mr. Adachi wrote screenplays; directed 
movies like “Female Student Guerril-
las” (1969), which infused the sexploi-
tation genre with revolutionary politics; 
and developed a “theory of landscape,” 
which hypothesized that systems of 
power could best be revealed through 
ÀOPLQJ�QRW�SHRSOH�EXW�SODFHV�

He put that theory into practice in the 
collectively directed “AKA Serial 
Killer” (1969), which recounts the kill-
ing spree of a 19-year-old man through 
images of the anonymous landscapes 
he traversed, and tilted further into 
agit-prop with the pro-Palestinian “Red 
Army/PFLP: Declaration of World 
War” (1971), co-directed with Koji 
Wakamatsu.

In 1974 Mr. Adachi joined the Japanese 
Red Army, an extremist splinter group 
based in Lebanon, where he lived in 
self-imposed exile for more than 20 
years. He was arrested there in 1997 on 
charges of passport violations and jailed 
for three years before being extradited 
to Japan, where he was detained for 18 
months. Mr. Adachi has said that he was 
never involved in operations that target 
civilians and that the Japanese Red Ar-
my’s most violent attacks predated his 
involvement.

Now 72, Mr. Adachi is the focus of re-
newed interest: part exemplar and part 
FDXWLRQDU\� WDOH��D�ÀJXUH�ZKR� OLYHG�RXW�
the dilemma of merging art and politics 
more fully and messily than just about 
DQ\�RI� KLV� UDGLFDOL]HG�SHHUV��+LV�ÀOPV�
are being shown at a retrospective at Fi-
cunam, the National Autonomous Uni-
versity of Mexico International Film 
Festival in Mexico City, in progress 
through March 1.

The series includes Mr. Adachi’s return 
to directing after nearly three decades: 
´3ULVRQHU�7HUURULVW�µ�KLV������ÀOP�WKDW�
drew on his time in prison and on the 
experiences of Kozo Okamoto, a Japa-
nese militant who took part in the Lod 
airport massacre in Israel in 1972.

Mr. Adachi is also the subject of two 
QHZ�PRYLHV�E\� WKH�)UHQFK�ÀOPPDNHUV�
Eric Baudelaire and Philippe Gran-
drieux, who worked independently of 
each other.

0U�� %DXGHODLUH·V� ÀOP�� ´7KH� $QDEDVLV�
of May and Fusako Shigenobu, Masao 
Adachi and 27 Years Without Images,” 
which took three years to make, consid-
ers Mr. Adachi’s life and work in a po-
litical context and as a larger allegory. 
The title alludes to Xenophon’s “Ana-
basis,” an epic tale about a Greek ar-

A Japanese Director’s Path to Revolution
By DENNIS LIM
Published: February 28, 2012



my’s retreat, simultaneously a journey 
into the unknown and a return home.

Filmed over four days, Mr. Gran-
drieux’s “It May Be That Beauty Has 
Strengthened Our Resolve: Masao 
Adachi” hinges on an intimate, free-
ranging dialogue with Mr. Adachi in 
Tokyo on, among other things, political 
and aesthetic radicalism.

What is striking about these very dif-
ferent works, which are also being 
screened in Mexico City, is the way 
they seem to absorb Mr. Adachi’s sheer 
presence, treating him not simply as a 
traditional documentary subject but in 
many ways as an active collaborator.

Mr. Baudelaire’s project originated 
while he was on an artist’s residency 
in Japan several years ago. “I was in-
terested in these extreme left move-
ments that went underground following 
the failure of the broad-based student 
movements,” he said, “and typically ex-
perienced even greater failures.” While 
researching the Japanese Red Army, 
KH� GLVFRYHUHG� 0U��$GDFKL·V� ÀOPV� DQG�
heard about the daughter of the group’s 
founder, Fusako Shigenobu. Born in 
Lebanon, May Shigenobu lived there 
in secrecy until her mother’s arrest in 
2000, at which point her clandestine 
existence turned into a very public one.

A visual artist whose work often con-
cerns the representation of politically 
charged events — some of his videos 
and installations have invoked Sept. 11 
and war photography — Mr. Baudelaire 
was compelled by the intertwined sto-
ries of the Shigenobus and Mr. Adachi 
but reluctant to make a conventional 
biographical portrait. Keeping its pro-
tagonists off-screen and maintaining 
a subtle tension between sound and 
image, “The Anabasis” combines the 
voice-overs of May Shigenobu and Mr. 
$GDFKL�ZLWK�6XSHU���IRRWDJH�ÀOPHG�LQ�
present-day Tokyo and Beirut — an 
application of Mr. Adachi’s theory of 
landscape on none other than the theo-
rist himself.

Mr. Adachi tells Mr. Baudelaire that 
during his years in Lebanon he contin-
ued to function as an imagemaker — he 
likens the planning of a guerrilla opera-
tion, like the hijacking of a plane or the 
occupation of an embassy, to the writing 

of a screenplay. But those years were 
also in a sense “without images,” as the 
ÀOP·V� WLWOH�SXWV� LW��$OO� WKH� IRRWDJH� WKDW�
Mr. Adachi shot there was destroyed 
by bombings. “The Anabasis” conjures 
the specter of these lost images while 
slyly installing Mr. Adachi as a kind of 
puppetmaster. Before agreeing to the 
SURMHFW��WKH�ÀOP�UHYHDOV��0U��$GDFKL�UH-
quested that Mr. Baudelaire shoot land-
VFDSHV� LQ� %HLUXW� WR� KLV� VSHFLÀFDWLRQV��
for use in a project of his own.

“Instead of being a drag on the process, 
the conditions made it more interest-
ing,” Mr. Baudelaire said. “It created 
WKLV�UHÁH[LYH�G\QDPLF�WKDW�HQFDSVXODWHV�
these complexities about the relation-
ship between author and subject.”

The push-pull between author and sub-
ject is also at the heart of “It May Be 
That Beauty Has Strengthened Our Re-
VROYH�µ� WKH�ÀUVW� LQ� D� VHULHV�RI�ÀOPV�RQ�
UDGLFDO�ÀOPPDNHUV�WKDW�0U��*UDQGULHX[�
has planned in collaboration with the 
critic and curator Nicole Brenez. (The 
title comes from a line in Mr. Adachi’s 
“Prisoner/Terrorist.”) Mr. Adachi at-
tended a retrospective of Mr. Gran-
GULHX[·V�ÀOPV�LQ�7RN\R�D�IHZ�\HDUV�DJR��
and Mr. Grandrieux recalled that they 
struck up an immediate rapport. “This 
friendship ended up being very impor-
WDQW�IRU�WKH�ÀOP�µ�KH�VDLG�

Forgoing the historical breadth of Mr. 
%DXGHODLUH·V�ÀOP��0U��*UDQGULHX[·V�]H-
roes in on an encounter. Mr. Adachi is 
ÀOPHG� LQ� D� SDUN� DW� WZLOLJKW�� SXVKLQJ� D�
child on a swing; surrounded by pedes-
trians and illuminated by neon lights; 
drinking in a bar in Shinjuku.

These vivid partial glimpses never as-
pire to the grand summations of biog-
raphy. “You can’t expect to capture the 
truth about one man,” Mr. Grandrieux 
said. “But I tried to catch a little part of 
Adachi, the relationship between him 
and me, and our relationship to cin-
ema.”

The documentary is of a piece with 
0U�� *UDQGULHX[·V� ÀFWLRQ� IHDWXUHV�� OLNH�
“Sombre,” from 1998, and “Un Lac,” 
from 2008, convulsive experiments in 
VHQVRU\� GHSULYDWLRQ� DQG� LQWHQVLÀFD-
tion that operate on the viewer’s nerv-
ous system — parts of “It May Be That 
Beauty” transpire in near darkness and 

in a kind of trance state.

:KLOH� ÀOPLQJ� 0U��$GDFKL�� 0U�� *UDQ-
drieux was usually unaware of what 
precisely he was saying because of the 
lag time for translation. But no less than 
LQ�KLV�QDUUDWLYH�ÀOPV��KH�ZDV�JXLGHG�E\�
“feelings, intuition, sensations,” he said. 
7KH�ÀOP·V�WUXH�VXEMHFW�³�D�FRPPXQLRQ�
between two like-minded artists — is 
palpable on a gut level. “What I wanted 
WR�VKRZ�LV�WKDW�FLQHPD�LV�QRW�À[HG�µ�0U��
Grandrieux said. “It’s something that 
PRYHV�IURP�RQH�ÀOPPDNHU�WR�DQRWKHU�µ

Both Mr. Grandrieux and Mr. Baudelaire 
remarked on Mr. Adachi’s undimmed 
aura of youthfulness. “Unlike a lot of 
KLV� FRPUDGHV� KH·V� QRW� GHÁDWHG�µ� 0U��
Baudelaire said. “I think in his mind 
he’s incapable of agreeing to any notion 
of defeat.”

Reached by e-mail in Tokyo, Mr. Adachi 
said his revolutionary ideals remained 
the same. “There is no difference” be-
WZHHQ�WKH�WZR�SKDVHV�RI�KLV�ÀOPPDNLQJ�
career, he said. “In the two eras there is 
a common theme: young people search-
ing for a way to revolt against socio-
political oppression.” He added that 
he plans to use Mr. Baudelaire’s Beirut 
IRRWDJH�IRU�D�QHZ�ÀOP�KH�GHVFULEHG�DV�D�
self-portrait.

He has applied several times for a 
passport — most recently to attend the 
Mexico retrospective — but has been 
GHQLHG��´/LNH�WKH�KHUR�RI�P\�ÀOP�¶3ULV-
oner/Terrorist,’ I’m under the imprison-
ment of the Japanese state,” Mr. Adachi 
VDLG�� %XW� KH·V� JUDWLÀHG� WKDW� KLV� ÀOPV�
are reaching new audiences. “Through 
this way,” he added, “I’ll continue to 
revolt.”


