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 Abstract  

Ludwig (2026) is a Practice-as-Research experimental fiction film 

by L.F.D.P. that explores the tension between automated image 

capture and romantic interiority. The film contrasts footage from 

a Tesla dashcam — emblematic of surveillance, automation, and 

techno-capitalist perception — with fictional voice messages sent 

by Lu, a grotesque reworking of Ludwig II of Bavaria, to an 

absent and underdetermined recipient named Franz. Through a 

layered accumulation of historical and literary echoes — from 

Ludwig II himself to nazi SS officer Rudolf Höss and Romantic 

poetry — the film interrogates the political ambiguities 

embedded in longing, withdrawal, and the call to nature. 

Structured around a repeating sequence, interrupted by near-

black close-ups of Salzburg’s Mönchsberg conglomerate stone and 

fragments of a Schumann lied, the film traces Lu’s progressive 

retreat from society into animal life, landscape, and finally rock: 

an impossible fantasy of naturalisation. Rather than offering 

narrative resolution, the film suspends legibility. The visual 

undecidability of the close-ups, together with the displacement of 

filmic agency between voice, machine, landscape, and music, 

opens a fragile ethical space whose boundaries remain 

deliberately blurred and ambiguous. 
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This Practice-as-Research project investigates how Experimental Fiction Filmmaking can emerge from a tension between automated apparatuses of image capture 

and romantic interiority. The film juxtaposes the mechanical gaze of a Tesla model Y dashcam—a regime of images aligned with impassibility, automatization, and 

surveillance—with a fragile, speculative imaginary mail correspondence sent from a character calling himself Lu to an abstracted and absent friend named Franz. 

 

Lu echoes a fictionalized historical figure. As the title of the film suggests with its reference to the eponymous 1973 film by Luchino Visconti, Lu resembles Ludwig II 

of Bavaria. Turned into a mythical, nostalgic figure already in popular culture, Ludwig II’s fictionality is here further inf lated and grotesquely amplified. Lu is an 

exhausted, recycled remnant of a late romanticism that is at the same time captivating and deeply disturbing. His voice messages are constructed through a mishmash 

accumulation of random yet specific quotes, ranging from actual sentences by Ludwig II, to uncanny memoirs of a Nazi SS official, to actual romantic poetry, unfolding 

the complex and contradictory associations bound to Ludwig’s historical character. 

Who is Franz, the absent, missed recipient of the messages? Ludwig II was the cousin of Elisabeth of Austria, another equally beloved and controversial character in 

late romantic history. The two shared a complicated friendship built upon their common romantic longing, a wish to escape the burdens of society (not seldom on 

horseback), and a romanticization of each other and their relationship through hyperstylized naturalistic imagery. Could then Franz be, across these contaminating 
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and unprecise associations, an echo of Franz-Josef I, the last great emperor of Austria-Hungary? We do not know. Here, Franz is not only absent: he is 

underdetermined. Who is he? What is his relationship with Lu anyways? Did their historical counterparts even meet? 

 

The temporality of the film is built around a rigid scheme: a suspended sequence repeats twice before a concluding scene breaks the cycle. Rather than progressing 

across a plot, the film uses repetition to provoke a pseudo-narrative drift—minor variations in attention, voice, and interpretation—so that the troubled course of 

Lu’s interiority becomes a storyline. The repeating sequence begins with a near-black closeup of the conglomerate stone typical of the Mönchsberg in Salzburg, 

Austria. This enigmatic background fades into highway footage shot from a Tesla model Y dashcam—prosaic, automated recording—alongside which Lu’s voiceover 

is suspended between reading, thinking, and imagining, delivering each time a voicemail as an attempt to speak across histori cal distance through a contemporary 

apparatus. Again, another Mönchsberg closeup irrupts to cut the scene. In these almost-opaque shots, the camera’s continuous autofocus short-circuits representation: 

its micro-adjustments sustain a state of undecidability, where the image refuses to settle into legible depth. These dark intermezzos are schematically underlined 

by bits of a lied by Robert Schumann, Sehnsucht nach der Waldgegend (1840), based on lyrics by Justinus Kerner. Irresistibly tender and nostalgic, the lied appears 

however only through its piano part, without the singing voice. A softly perceivable oddity therefore haunts the lied’s aching romanticism. 

 

The third and last sequence ruptures the loop: the car enters a garage carved into the Mönchsberg. Franz has arrived at his destination, and it seems too late now 

to answer. The failure to connect becomes a symptom of a broader condition: emotions routed through devices that increasingly align perception with machine-

driven, techno-capitalist operations.  

 

Through the friction between this techno-capitalist imagery and Lu’s harrowing desires, the film asks what a “call back to nature” might mean under today’s 

condition—and whether that call is itself politically innocent, or whether it can just as easily rehearse older romantic imaginaries that have been historically 

mobilized by nationalist and fascist aesthetics. The three letters follow a progressive logic of impossible, grotesque yet relatable wish of “naturalization” from Lu. 

The first phase is animal, where Lu expresses his love for his horse in comparison to his annoyance toward society. This part is constructed using literal quotes from 

Rudolf Franz Ferdinand Höss, a German SS officer and the commandant of the Auschwitz concentration camp (L.F.D.P. did not know back then that this historical 

character was also the protagonist of the 2023 film The Zone of Interest). The second phase is the landscape: Lu retreats among the mountains, expressing his love 

for the forest through parts of the poem Am Waldsaum kann ich lange Nachmittag (1867) by Eduard Mörike. Finally, the last phase is mineral, a voluntary entombment 

into the bare rocks. Visually, the rock is precisely geographically connotated, the conglomerate stone typical of Salzburg ci ty center. It is a very young geological 

construct, made up of rounded gravel-sized pieces of rock surrounded by finer-grained sediments. It does remind of cement, showing how nature and culture are 

already blended in so-called “nature” in the first place. Throughout the film, the rock gets always closer, until after the last message the camera seems almost to 

long for a merging with it—what of course is technically and epistemically impossible. 

 

In this film, several recurrent strategies by L.F.D.P. are deployed: 

– - The undelivered (or undeliverable) message. L.F.D.P. often stage a confusion about who is sending a message and who is receiving it. They do so first and foremost 

by creating an internal turbulence within the sender’s identity itself, using recordings of their own voices, artificially modified to simulate other genders, ages, or 

characters. Is Lu really sending the message to someone else, or rather to himself? Or to someone who does not exist? Perhaps to no one? Are Lu and Franz maybe 

also connected to L.F.D.P.’s biographies, creating a loophole outside of the fictional space? L.F.D.P.’s messages are deliberately designed to fall into the void, and 

yet to search for a (lost) connection. 

– - An impossible relationship with nature. L.F.D.P. often thematize the double, ambiguous character of nature. On the one hand, nature is a paradise lost where the 

only left dimension of authenticity seems to be found; on the other, it has an undertone of determinism that is tinged with d arker, terrifying echoes (the Blut und 

Boden and the Ewiger Wald of Nazi memory). In previous works, L.F.D.P. explored how nature is a neutral(ized) terrain ready for appropriation from opposed 

ideological stances, mirror and surface for the rebounds of all-to-human aspirations, and support for the building of often violent identities. When directed toward 

nature, opposite rhetorics end up coinciding in the same gesture of appropriation and exploitation of the ultimate other.  The common biographical link to Austria of 

L.F.D.P. (they share an institutional experience in Salzburg) enhances this difficulty. Austria’s relationship to nature exemplifies all of these contradictions, vacillating 

between nostalgia, romanticism, neoliberalism, and exploitation. This also explains the use of the specific locations in Ludwig, which again provide a fictitious and 

caricaturized pseudo-historical echo: whereas Salzburg has no prominent connection with the history of Ludwig, Franz-Josef, and Elisabeth, it does provide an 

artificial, inflated middle ground situated between Munich and Vienna, between Swabia and the astoundingly idyllic Austrian region of Salzkammergut, where large 

part of Visconti’s Ludwig was shot. 

– - The specific choice of a romantic aesthetics further complicates this double bind toward nature. Lu yearns for nature, a yearning that also has clear erotic undertones 

(nature seems almost a stand-in for Lu’s real object of desire, Franz). But nature is lost, irretrievable, ultimately corrupted. Lu will eventually retrea t in a cave 

reminiscent of Ludwig II’s Venusgrotte in the palace of Linderhof. The grotto, built in 1875, consists of an iron construction, the partitions o f which are covered with 

impregnated canvas sprayed with a cement mixture, out of which also the artificially created dripstones are made. In the film, late romantic hallucination turns into 
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neoliberal fantasy: the luxury car gets parked into the Mönchsberg garage in Salzburg, after having paraded alongside the advertisement panels for the Hans-Peter-

Porsche-Traumwerk, a tourist destination a few kilometers away from the city. This also echoes a recent controversy in the city of Salzburg, as Wolfgang Porsche 

started the works for a private underground luxury garage with eight parking spaces and a 500-meter-long private access tunnel to his villa on the Kapuzinerberg—

a prominent natural area in the center of Salzburg which since 1973 has been protected as a landscape conservation zone. The aristocracy of Ludwig is reverberated 

into a new form of ruling class, the economic hyperpower of neoliberal elites, able to bypass any collective policy. 

– - Agency of the camera. L.F.D.P. often outsource camera operations to the agency of the means itself, relying on cheap, mundane  or non-cinematic camera 

apparatuses. The Tesla model Y dashcam is simultaneously non-human and hyperhuman, a cold gaze that under the open values of efficiency, safety, and performance 

betrays more disquieting agendas of control, surveillance, and the ambiguous tenets of transhumanism. 

–  

Across the film’s apparently pessimistic tones, a last hope makes its way, softly yet persistently, silently inviting the viewer into a different kind of relationship 

with vision and otherness—one that shuns any possibility of exploitation and overidentification. Whereas a romanticized nature is forever unretrievable, a more 

unsettling presence seems to offer the possibility of an authentic encounter with the other. The mute, impassible, almost blackened shots of the conglomerate stone 

point to such presence: dangerous and disturbing, resistant to appropriation even in the face of attempts at destruction—perhaps the glimpse of a vitalist 

indeterminacy in the face of a violent and nostalgic humanism. Against the dashcam’s automated capture, the near-black Mönchsberg close-ups do not offer a stable 

refuge; they suspend legibility. The autofocus keeps shifting, unable to decide how to relate to the stone, producing an image that is almost unable to see. Is it 

precisely this failure—this undecidable gaze, this non-resolution—that leaves a hint of hope? 
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Bio 

 

L.F.D.P. is a collaborative “artistic machine” set in motion by Lucia D’Errico 

(L.D.), Professor for Artistic Research at GMPU University, Klagenfurt, and 

Francesco Pizzocchero (F.P.), former legal professional and PhD candidate at 

the Institute for Open Arts, Mozarteum University Salzburg. Their shared 

critical habitat sits at the crossroads of artistic research, posthuman theory, 

agential realism, and post-structural philosophy, approaching human, nature, 

and machine as entangled rather than separate categories. Through 

experimental writing, film, performance, and theoretical practice, L.F.D.P. 

inhabits a fragile zone between cynicism and passion, disillusion and 

tenderness, continuity and discretisation, where authorship becomes 

distributed, unstable, and eventually decomposed. 
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