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Excerpt from Otherzine issue #27 
Follow Your Demons:  Forty -Five Years of Faccinto 
This excerpt is Part 1 of a three-part article on the career of visual artist and filmmaker Victor Faccinto. 
by Tara Merenda Nelson 

 
I was not prepared for my first Faccinto film, which I saw in 2009 at a screening held by 
0ÉÔÔÓÂÕÒÇÈȭÓ ÄÅÄÉÃÁÔÅÄ ÅØÐÅÒÉÍÅÎÔÁÌ ÆÉÌÍ ÃÏÌÌÅÃÔÉÖÅȟ *ÅÆÆÅÒÓÏÎ 0ÒÅÓÅÎÔÓȢ  !ÍÏÎÇ ÔÈÅ 
selection of avant-garde classics on bill that night was an animated-short about a character 
named Video Vic, an unassuming everyman who embarks upon an existential, inter-galactic 
journey to save his girlfriend, Rita, from the clutches of evil.  The film not only had a 
promising title, SHAMELESSȟ ÂÕÔ ÁÌÓÏ ÉÎÃÌÕÄÅÄ Á ÄÉÓÃÌÁÉÍÅÒ ÔÈÁÔ ÒÅÁÄȡ ȰÎÏÔ ÒÅÃÏÍÍÅÎÄÅÄ 
ÆÏÒ ÇÅÎÔÌÅ ÓÅÎÓÉÂÉÌÉÔÉÅÓȱȢ  $ÅÓÐÉÔÅ ÔÈÅ ÆÁÉÒ ×ÁÒÎÉÎÇȟ ÍÙ ÎÏÔ-so-gentle sensibilities were 
irrevocably shaken by the salacious exploits of an animated paper doll.  Innocent, sinister, 
silly, sad, sappy, sexy, psychedelic, horrifying, hilarious and vibrantly unforgettable, 
SHAMELESS burned a hole into my creative consciousness that still smolders to this day.    
 

    
&ÒÁÍÅ ÆÒÏÍȡ Ȱ7ÈÅÒÅ ÉÓ ÉÔ ÁÌÌ 'ÏÉÎÇȩ 7ÈÅÒÅ $ÉÄ ÉÔ ÁÌÌ #ÏÍÅ &ÒÏÍȩȟȱ ρωχπ 
 
InfluenÃÅÄ ÂÙ ÔÅÌÅÖÉÓÉÏÎ ÏÆ ÔÈÅ ρωυπȭÓȟ ÕÎÄÅÒÇÒÏÕÎÄ ÃÏÍÉÃÓ ÏÆ ÔÈÅ ÌÁÔÅ ρωφπȭÓ ÁÎÄ ÔÈÅ 
ÕÎÉÎÈÉÂÉÔÅÄ ÃÉÎÅÍÁ ÏÆ ÔÈÅ ÅÁÒÌÙ ρωχπȭÓȟ 6ÉÃÔÏÒ &ÁÃÃÉÎÔÏȭÓ ÅÁÒÌÙ ÁÎÉÍÁÔÅÄ ÆÉÌÍÓ ÁÒÅ 
psychedelic passion plays meticulously crafted out of paint, paper, found objects, naked 
ladieÓ ÁÎÄ ÔÈÅ ÏÃÃÁÓÉÏÎÁÌ ÓÌÁÂ ÏÆ ÒÁ× ÍÅÁÔȢ  4ÈÅ Ȱ6ÉÄÅÏ 6ÉÃ 3ÅÒÉÅÓȱ ÉÎÃÌÕÄÅÓ ÆÏÕÒ ρφÍÍ 
titles: WHERE IS IT ALL GOING? ΟWHERE DID IT ALL COME FROM? (1970), THE SECRETE OF 
LIFE (1971), FILET OF SOUL (1972) and SHAMELESS (1974), as well as two digital 
animations: NIGHTMARE (2009) and TO HELL AND BACK (2010).  Each film follows Video 
Vic, a masked hero/villain who is perpetually tangled-up in the complicated web of his own 
desires, and plagued by the consequences of mortal sin.  Reverently subversive and politely 
pornographic, the Video Vic films are astonishingly intricate creations of an artist intent on 
conquering new territories without using a map.   I visited Victor in 2013 at his home in 
.ÏÒÔÈ #ÁÒÏÌÉÎÁȟ ÈÏÐÉÎÇ ÔÏ ÆÉÎÄ ÏÕÔ ÍÏÒÅ ÁÂÏÕÔ ×ÈÅÒÅ ÉÔ ÁÌÌ ÃÁÍÅ ÆÒÏÍȟ ÁÎÄ ×ÈÅÒÅ ÉÔȭÓ ÁÌÌ 
going.  Below is an excerpt from our conversation. 
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    __________________________________ 
  
6ÉÃÔÏÒȡ  ) ×ÁÓ Á ÖÅÒÙ ÌÁÔÅ ÂÌÏÏÍÅÒȢ  ) ÄÉÄÎȭÔ ÅÖÅÎ ÓÔÁÒÔ ÍÁËÉÎÇ ÁÒÔ ÕÎÔÉÌ ) ×ÁÓ ÁÌÍÏÓÔ ςυȢ  ) 
went to undergraduate college for about six years and studied other things, but not art.  I 
began taking studio art classes at Sacramento State in 1968. 
 
Tara:  7ÈÁÔ ÈÁÐÐÅÎÅÄ ÉÎ ȭφψȩ  7ÁÓ ÔÈÅÒÅ ÓÏÍÅ ÓÏÒÔ ÏÆ ÃÁÔÁÌÙÓÔȩ   
 
9ÅÓȟ ÉÔ ×ÁÓ ÁÎ ÁÃÉÄ ÔÒÉÐ ÉÎ 3ÁÎ &ÒÁÎÃÉÓÃÏȟ $ÅÃÅÍÂÅÒ σρȟ ρωφψȟ .Å× 9ÅÁÒȭÓ %ÖÅȢ  ) ×ÁÓ ÉÎ Á ÆÌÁÔ 
somewhere in the Haight Ashbury area.  I had gone to a party thrown by someone I went to 
(ÉÇÈ 3ÃÈÏÏÌ ×ÉÔÈ ×ÈÏ ×ÁÓ Á ȰÈÅÁÄȱȢ  9ÏÕ ËÎÏ× ×ÈÁÔ Á ȰÈÅÁÄȱ ÉÓȟ ÒÉÇÈÔȩ (Å ÈÁÄ ÉÎÖÉÔÅÄ Á ÆÅ× 
of his old friends from Sacramento, who were into smoking grass and taking acid, to his 
.Å× 9ÅÁÒȭÓ %ÖÅ ÐÁÒÔÙ.  We drove down, went to his flat, sat down on the couch and dropped 
ÁÃÉÄȢ  *ÕÓÔ ÁÆÔÅÒ ÔÁËÉÎÇ ÉÔȟ ÉÎ ×ÁÌËÅÄ ÁÂÏÕÔ ÆÏÕÒ ÏÒ ÆÉÖÅ (ÅÌÌÓ !ÎÇÅÌÓȢ  ) ÄÏÎȭÔ ËÎÏ× ×ÈÙ ÔÈÅÙ 
were there or where they came from, they may have been party crashing for all I know.  
They ÁÌÓÏ ÔÏÏË ÓÏÍÅ ÁÃÉÄȢ 4ÈÅÙ ×ÅÒÅÎȭÔ ÈÏÓÔÉÌÅ ÏÒ ÁÎÙÔÈÉÎÇ ÌÉËÅ ÔÈÁÔȟ ÔÈÅÙ ÊÕÓÔ ÓÁÔ ÒÉÇÈÔ 
down next to us and kind of played with our brains.  Maybe they were trying to see if we 
×ÏÕÌÄ ÇÅÔ ÐÁÒÁÎÏÉÄ ÏÒ ÓÃÁÒÅÄ ÏÒ ÓÏÍÅÔÈÉÎÇ ÌÉËÅ ÔÈÁÔȢ  !ÇÁÉÎȟ ÔÈÅÙ ÄÉÄÎȭÔ ÁÐÐÅÁÒ Ôhreatening 
- they were just powerful, overwhelming images.  However, once the acid took hold, they 
became very evil looking: gruffy old guys with beards, wearing those Levi jackets with all 
the patches and stuff.  Then they did begin to get a little pushy.  After being there for what 
began to feel like much too long ɀ ÔÈÅ ÔÒÉÐ ÄÅÆÉÎÉÔÅÌÙ ×ÁÓÎȭÔ ÇÏÉÎÇ ÉÎ Á ÐÏÓÉÔÉÖÅ ÄÉÒÅÃÔÉÏÎ ɀ I 
went outside with a friend and we began walking down one of those hilly streets in San 
Francisco.  We walked in the middle of the street, it was real late, after midnight, so there 
×ÅÒÅÎȭÔ ÁÎÙ ÃÁÒÓ ÔÏ ÓÐÅÁË ÏÆ ÁÎÄ ÔÈÁÔȭÓ ×ÈÅÎ ) ÆÉÒÓÔ ÓÁ× ÔÈÅ ÄÅÖÉÌÓ ÉÎ ÔÈÅ ÓÔÒÅÅÔ ÉÎ ÆÒÏÎÔ ÏÆ ÕÓȢ  
I now suspect that they were streetlight reflections from which my mind formed an image, 
but at the time they were living entities. Like the HellÓ !ÎÇÅÌÓȟ ÔÈÅÙ ×ÅÒÅÎȭÔ ÔÈÒÅÁÔÅÎÉÎÇȟ ÂÕÔ 
they were very peculiar, and they looked very real.  At that point in time both of us started 
having a bad trip.  You know, when you get real paranoid and you are not sure if you are 
ever going to be able to get back to where you were when you started.  So that feeling, on 
top of seeing the devils, was so intense the only thing that I wanted was to return to real life 
again. Whatever that is. 
 



  
 
 &ÒÁÍÅ ÆÒÏÍȡ Ȱ3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȟȱ ρ971  
 
Can you describe what the devils looked like?        
 
Fluid, with sharp-edged flame-ÌÉËÅ ÔÈÉÎÇÓ ÏÎ ÔÈÅÉÒ ÁÒÍÓ ÁÎÄ ÌÅÇÓȢ  4ÈÅÙ ×ÅÒÅÎȭÔ ÒÅÄȟ ÔÈÅÙ 
were yellow and green and blue.  They were gas-like, dancing in the street. 
 
Did they have faces? 
 
Yes, but not with rigid details.  Always in motion, everything was in motion, you know?  
Like the apartment that I left, it looked like the walls were breathing and melting.  When 
you are on acid, it can be like seeing the atoms that make up everything, and they are 
always moving.  The more I think about it, that is what the devils were really ɀdistorted 
ÌÉÇÈÔ ÁÎÄ ÒÅÆÌÅÃÔÉÏÎÓ ÔÈÁÔ ÆÏÒÍÅÄ ÉÎÔÏ ÁÎ ÉÍÁÇÅȢ  "ÕÔ ÔÈÅÙ ÄÉÄÎȭÔ ÓÐÅÁËȠ ÔÈÅÒÅ ×ÁÓÎȭÔ Á 
confrontation or anything like that.  All of the devils I have ever experienced have been 
visually perceived from a distance, appearing as part of the environment I was in at that 
moment.  So I believed these things existed, and I accepted them as being real.   
The intensity of that trip left a residue, and the residue was a mental imprint of those 
ÄÅÖÉÌÓȢ  )Ô ÄÉÄÎȭÔ ÔÏÒÔÕÒÅ ÍÅȟ ÁÎÄ ÉÔ ×ÁÓÎȭÔ ÌÉËÅ Á ÌÉÎÇÅÒÉÎÇ ÐÒÏÂÌÅÍȣÂÕÔ ÔÈÅÙ ×ÅÒÅ ÓÔÕÆÆÅÄ 
inside me somewhere, and they became big part of the visual subject matter I carried 
forward since that night.   
The very next day, after I got back from San Francisco, I set up my 8mm camera that had a 
single frame function and I started spilling out this new emotional and visual residue into 
my first animated cartoon.    
 
What was that film called?  
 
) ÄÏÎȭÔ ËÎÏ×ȟ ÂÕÔ ÉÔ ×ÁÓ ÄÅÆÉÎÉÔÅÌÙ ÐÒimitive.  I recently found it - and boy was it raw.  It did 
ÈÁÖÅ Á ÔÉÔÌÅ ÂÕÔ ) ÄÏÎȭÔ ÒÅÍÅÍÂÅÒ ×ÈÁÔȢ  "ÁÓÉÃÁÌÌÙȟ ÔÈÅ $ÅÖÉÌ ÓÈÏ×ÅÄ ÕÐȟ 'ÏÄ ÓÈÏ×ÅÄ ÕÐȟ ÁÎÄ 
it all started.  All the Video Vic animated films were close to the same story, but they 
became more mature and more resolved and the paper characters and background sets 



became more refined as time passed.  SHAMELESS was the final film of that period.  I 
believed I had taken the technique and storyline as far as I could at the time.  And that is a 
reoccurring theme to my history ɀ ) ÇÅÔ ÔÏ Á ÐÏÉÎÔ ×ÈÅÒÅ ) ÃÁÎȭÔ ÍÁËÅ Á ÂÅÔÔÅÒ ÆÉÌÍȟ ÏÒ 
painting or performance, I can only make one just as good.  I reach the end of a line of work, 
and then it is time to shift to something else.  
 

 
 
God and Video Vic. Still fromȡ Ȱ3ÈÁÍÅÌÅÓÓȟȱ ρωχτ 

 
The sets and backgrounds in the Video Vic films are very detailed, and  the character s 
elaborately articulated .  How did your animation technique evolve after you made 
that first film?  
 
After I got the first 8mm film back I realized I was on to something good and wanted to 
continue animating. I bought a 16mm Bolex in a pawn shop for $75. It was made in 1936 
but was still in good working condition. Along with a used copy stand I was set up to go.  
 
Each film proceeded in the same way. I first made the characters and background sets then 
just started the film.  By the time I began the first film, I had already developed a somewhat 
primitive style of painting and drawing that included a God, Devil and an assortment of 
male and female figures that were easily adapted into cutout paper characters. Cutouts 
were the quickest way to animate, and animation brought them to life. Make a move, click 
off a few frames and make another move. I used 3 frames per movement in most cases, 
which worked well at 24fps. The motion was a little jerky at times, but jerky seemed to be 
appropriate for the images and storyline that might also be described as a bit jerky. 
 
At first all the individual paper parts were laid on top of each other and I moved them 
separately. This caused a certain amount of chaos as the parts sometimes jumped around 
more than desired. I must credit my girlfriend at the time for a big step forward. Shelly had 



once been a member of a Brownie troop where she learned a method of making paper dolls 
that used thread to hinge the arms and legs to the doll bodies. I started using this technique 
and immediately had better control of the animated motion. 
 
How were the soundtracks made?   
The first two films were silent. I used cartoon caption bubbles for dialog and sound effects. 
Ȱ4ÈÅ 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ ×ÁÓ ÔÈÅ ÆÉÒÓÔ ÆÉÌÍ ×ÉÔÈ ÓÏÕÎÄȢ  ) ÈÁÄ ÆÉÎÁÌÌÙ ÍÁÎÁÇÅÄ ÔÏ ÇÅÔ ÅÎÏÕÇÈ 
control of the timing for post syncing the sound. I bought a 2 track Sony reel to reel tape 
deck and used a kazoo, sticks, slide flute, my mouth and a variety of other objects for the 
voices and sound effects. The soundtracks were recorded by me alone in an adjacent room 
while viewing a work print of the completed film through a window in a door.  
 
/ÎÃÅ 6ÉÄÅÏ 6ÉÃ ÁÎÄ 2ÉÔÁ ÓÈÏ×ÅÄ ÕÐ ÉÎ Ȱ&ÉÌÅÔ ÏÆ 3ÏÕÌȟȱ ÉÔ ÂÅÃÁÍÅ ÅÖÅÎ ÍÏÒÅ ÃÏÍÐÌÉÃÁÔÅÄ ÁÓ ) 
was doing all the voices and sound effects in a single take. I wrote the dialog during the 
filming, making sure enough frames were available for the spoken words. It usually took 
me a week or more and around 20 practice takes to get an acceptable final version.  
 
Very little editing was done to the original animated film rolls or soundtrack. They pretty 
much matched each other in their original versions. The film animation was created much 
like the sound, if I made a mistake during filming I did it over in the camera.  

 
 
Untitled painting, 1971 

 
Your storylines are elaborate adventures following  characters from world to world, 
where they confront demons, angels, monsters and fate-altering machines.  How did 
you develop your stories?  



 
The films were created in the same manner I made my paintings of that same period.  I 
would start with a vague idea of the direction I intended to take. The characters were made 
first and their images suggested potential scenarios ɀ It usually started with man, woman, 
ÇÏÄ ÁÎÄ ÔÈÅ ÄÅÖÉÌȣ ÈÕÍÍÍȟ ÓÏÕÎÄÓ ÌÉËÅ ÔÈÅ ÂÉÂÌÅ ÄÏÅÓÎȭÔ it?  The backgrounds were then 
created with open-ended purposes in mind ɀ heaven, hell, bedroom, and countryside ɀ for 
the action to take place.  As the film progressed and specific details became clear, I would 
make or find the additional props I needed to complete a scene.   
 
The stories pretty much told themselves; it was a lot like playing with toy soldiers. Once I 
began moving the characters around on the background sets, my imagination went to work 
and everything just came alive. One thing always led to another; developments in the daily 
ÎÅ×Ó ÏÒ ÉÎ ÍÙ ÐÅÒÓÏÎÁÌ ÌÉÆÅ ÏÒ Á ÆÒÉÅÎÄȭÓ ÌÉÆÅ ÓÕÇÇÅÓÔÅÄ ÔÈÅ ÓÔÏÒÉÅÓȟ ÁÌÏÎÇ ×ÉÔÈ ×ÈÁÔ 
admittedly was my unbridled, hormone-driven imagination at that time.  
) ÒÅÃÅÎÔÌÙ ÆÏÕÎÄ Á ÓÔÁÔÅÍÅÎÔ ) ×ÒÏÔÅ ÁÂÏÕÔ ÔÈÅ ÆÉÌÍÓ ÉÎ ρωχς ×ÈÅÒÅ ) ÎÏÔÅÄ ÔÈÁÔ ȰÔÈÅ 
animator was like God, he had the exclusive power to create a world any ×ÁÙ ÈÅ ×ÉÓÈÅÄȢȱ )Î 
a sense this was my way to experience fantasized personal interactions that were not 
possible or acceptable in my real life - a place where the laws of physics did not apply; 
where everything was possible and I made all the decisions. 
 
 Many of your films feature God and the Devil , alternating betwee n protagonist and 
antagonist .  Particularly in the Video Vic series, Christian iconography is mixed with 
a vibrant and colorful aesthetic that references the fetishes found commonly in 
Mexican Catholicism.  Why was Christianity so heavily referenced in the se 
films?  Were you raised Catholic?  What role did Christianity play in your life?  
 
Although my Father was Catholic, he died when I was very young and formal religion was 
not a big part of my childhood. That is except for several summers I spent with my 
Italian/Mexican relatives in Sanger, California. I attended Mass with them every Sunday 
and was taught the basics, including not going to see the Nun Story when the movie first 
came out. Just growing up in California went hand in hand with Mexican culture, and I was 
always attracted to their religious prints and plaster sculptures. Yes, the colors were 
ÉÎÔÅÎÓÅ ÁÎÄ ÔÈÅ ÓÕÂÊÅÃÔ ÍÁÔÔÅÒ ÐÒÏÖÏÃÁÔÉÖÅȟ ÅÓÐÅÃÉÁÌÌÙ ÔÈÅ ×ÁÌÌ ÍÏÕÎÔÉÎÇÓ ÏÆ *ÅÓÕÓȭ ÂÌÏÏÄÙ 
crucifixion on the cross. All this spoke of death, violence, hell and almighty god all in the 
same breath. Visually it all made sense to me. One of the very first awards I received was an 
honorable mention in a Sacramento Religious Art Show competition in 1969. My piece was 
a much distorted crucifix painting, sort of like Jesus viewed on acid. I was genuinely 
surprised by this award. It taught me how thin the line could be between parody and the 
real thing. 
 



 
 
God at work. &ÒÁÍÅ ÆÒÏÍ Ȱ&ÉÌÅÔ ÏÆ 3ÏÕÌȱ ρωχς 

 
Sexual violence is very prevalent in thes e films.  With a few exceptions, the female 
characters are raped, stabbed, and mutilated, then "rescued" by a male character 
who starts the cycle over again.  The male characters don't have it easy either; many 
are castrated, tortured and otherwise punishe d for their evil deeds, only to be 
forgiven and given another chance to sin again.   
 
Underground comics of the 60's also featured sexual violence.  Why do you think this 
was a prevalent theme in illustrated and animated work at that time?   
 
As for the SF comics, they were just an extension of a tradition that always included a mix 
of sex, violence and humor. Just as the rest of society was testing limits, so did the comic 
artists, and to an extreme. I suspect they were influenced by the blatant pornography 
industry that thrived in San Francisco in the late 60s and early 70s, as well as the paranoia 
and distrust that replaced the optimism of the local Hippies. 
 
Animation of that period was not all that focused on sexual violence. Most independent 
animators were making films with more positive themes. Why I chose to work as I did is 
ÎÏÔ Á ÑÕÅÓÔÉÏÎ ) ÃÁÎ ÁÎÓ×ÅÒ ×ÉÔÈ ÁÎÙ ÃÌÁÒÉÔÙȢ ) ÒÅÁÌÌÙ ÄÏ ÎÏÔ ËÎÏ×Ȣ Ȱ&ÏÌÌÏ× ÙÏÕÒ ÉÎÓÔÉÎÃÔÓȱ 
was my theme. I was making films that seemed to reveal themselves as they grew. I do 
think that the introduction of Video Vic and Rita as characters in 1972 added a softer layer 
to the films. That was the beginning of my long term personal love relationship with 
Barbra, a fellow grad student, which was to last for the next 7 years. This real life passion 
carried over into the films. Video Vic was no longer just the behind the scenes creator; he, 
along with his girlfriend, was immersed in the action, and the films became a mix of love 
story and surreal adventures.  
 



ȰFilet of Soulȱ ÁÄÄÅÄ ÏÎÅ ÏÔÈÅÒ ÄÉÍÅÎÓÉÏÎ ɀ it was my response to what you referred to in 
ÙÏÕÒ ÑÕÅÓÔÉÏÎ ÁÓ ȰÍÁÌÅ ÃÈÁÒÁÃÔÅÒÓȣȢÐÕÎÉÓÈÅÄ ÆÏÒ ÔÈÅÉÒ ÅÖÉÌ ÄÅÅÄÓȟ ÏÎÌÙ ÔÏ ÂÅ ÆÏÒÇÉÖÅÎȣȱ -Ù 
actual experiences with what was then a relatively new Ȱ&ÅÍÉÎÉÓÔÓȭ ÏÎ ÔÈÅ ×ÁÒÐÁÔÈȱ 
sensibility, led to the castration and redemption scene. The one with Video Vic and the 
NOW witch character that turned out to be Rita. From this point on, Video Vic does not 
personally take part in any sexual violence toward women. Of course the devil characters 
×ÅÒÅ ÓÔÉÌÌ ÈÁÒÄ ÁÔ ×ÏÒË ÁÎÄ ÉÔ ÂÅÃÁÍÅ 6ÉÄÅÏ 6ÉÃȭÓ ÊÏÂ ÒÅÓÃÕÅ ÔÈÅÉÒ ÖÉÃÔÉÍÓȟ ÁÎÄ ÈÉÓ ÎÅ× 
behavior brought amble rewards from Rita. 
 

 
 
6ÉÄÅÏ 6ÉÃȭÓ ÍÉÎÄ ÉÓ ÓÃÁÎÎÅÄȢ 3ÔÉÌÌ ÆÒÏÍ Ȱ&ÉÌÅÔ ÏÆ 3ÏÕÌȱ ρωχς 

 
!ÌÔÈÏÕÇÈ ÓÅØÕÁÌ ÖÉÏÌÅÎÃÅ ÁÌÌ ÂÕÔ ÄÉÓÁÐÐÅÁÒÅÄ ÆÒÏÍ ÍÙ ×ÏÒË ÁÆÔÅÒ Ȱ3ÈÁÍÅÌÅÓÓȱ ×ÁÓ 
completed in 1974, the Video Vic films have continued to follow me around ever since. Sort 
of like your bad kids you still love but no longer have any control over.  
 
Do the fi lms reflect what was going on in your personal life ?  
  
Well, yes and no. Although each female character was modeled after a girlfriend, the on 
screen violence was not directed at the real life person. Once they became paper dolls they 
functioned as actors, especially considering some of the torture they endured at the hands 
of the God/DevilȣȢȢ Îot me.  
 
Also many of the props and costumes were based on existing items worn or used by the 
girlfriend/models. For instance, Shelly was a senior at a Catholic High School when I met 
her.  3ÈÅ ×ÏÒÅ ÔÈÅ ȰÒÅÁÌȱ ÕÎÉÆÏÒÍ ÉÎÃÌÕÄÉÎÇ Á ÐÁÉÒ ÏÆ ÂÒÏ×Î ÁÎÄ ×ÈÉÔÅ ÏØÆÏÒÄÓȢ ) ÕÓÅÄ ÔÈÅÓÅ 
shoes on the female lead character in the first two Video Vic films. I still think of her 
whenever I see the shoes. 
 

https://vimeo.com/23550274


 
3ÈÅÌÌÙȭÓ 3ÈÏÅÓ ÉÎ Ȱ3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ 
 

In hindsight I believe I was just mirroring the spirit of the times. The daily news was full of 
ÈÏÒÒÏÒ ÓÔÏÒÙ ÄÅÔÁÉÌÓ ÏÆ ÍÁÓÓ ÍÕÒÄÅÒÓȟ ÓÅÒÉÁÌ ËÉÌÌÅÒÓȟ ÁÎÄ ÈÉÐÐÉÅÓ ÇÏÎÅ ÂÁÄȢ ) ÄÉÄÎȭÔ ÈÁÖÅ ÔÏ 
make that part up. There was also a sense of sexual freedom flourishing. Not much was 
ÔÁÂÏÏȢ !ÌÌ ÏÆ ÔÈÉÓ ÓÅÅÍÅÄ ÔÏ ÍÅÒÇÅ ÔÏÇÅÔÈÅÒȢ !ÎÄ ÏÆ ÃÏÕÒÓÅ ȰÔÒÕÅ ÌÏÖÅȱ ×ÁÓ ÓÔÉÌÌ ÁÒÏÕÎÄȟ ÉÔ 
never goes away, and if you read deep enough you will find that all these early films are 
part love story, well maybe with the ÅØÃÅÐÔÉÏÎ ÏÆ Ȱ4ÈÅ 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȢȱ ) ÓÔÉÌÌ ÄÏÎȭÔ ËÎÏ× 
what to make of that one. 
 
ȰThe 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ ÏÐÅÎÓ ×ÉÔÈ ÁÎ ÏÆÆÉÃÉÁÌ-looking typewritten statement signed by 
Howard E. Garrett, PhD, which  states a study had been done in the late 60's to 
"investig ate motivation and direction in human behavior".  It goes on to say that the 
"following account of one subjects' progress will serve to illustrate the pote ntial 
value of such research"  
 
Why add this caveat to the film?  
 
It was just simple satire related to my experiences as a recent graduate in Psychology from 
Sacramento State. The department was focused on experimental psychology ɀ you know 
rat experiments and all the formal documentation that goes with it. However, I did learned 
how to keep detailed records of experiments and that spilled over into my art making, 
proving to be a valuable tool for tracking details of my film animation and later video 
ÅÄÉÔÉÎÇȢ 4ÈÉÓ ÉÎÔÒÏ ÔÏ Ȱ4ÈÅ 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ ×ÁÓ ÁÌÓÏ ÍÙ ÖÅÒÓÉÏÎ ÏÆ ÔÈÅ ÉÎÔÒÏÄÕÃÔÉÏÎÓ ÔÏ ÍÁÎÙ 
pseudo-social documentaries of the 30s. They would start with scrolling text or an official 
looking speaker who set the context for the film. Reefer Madness is a good example; in fact I 
used a section of the lecturing professor at the desk ÉÎ Ȱ"ÏÏË ÏÆ $ÅÁÄȢȱ (Å ×ÁÓ ÔÈÅÒe to 
ÐÏÉÎÔ ÏÕÔ ÔÈÅ ÅÖÉÌ ÉÎ ÔÈÅ ÆÉÌÍȟ ÔÈÅÎ ÕÎÄÅÒ ÔÈÉÓ ÐÒÅÔÅÎÓÅ ÁÎÙÔÈÉÎÇ ÃÏÕÌÄ ÂÅ ÓÈÏ×Îȟ ×ÁÓÎȭÔ ÈÉÓ 
ÆÁÕÌÔȟ ÎÏÒ ×ÁÓ ÉÔ 6ÉÄÅÏ 6ÉÃȭÓȢ  
 



Ȱ4ÈÅ Secrete of Lifeȱ also makes a pointed reference to the pseudo -spirituality 
movements of the 60's.  Chico's adventure sta rts with a message he receives that says 
"First Look Within".  He then goes to church.  After many salacious adventures in 
Heaven/Hell, Chico becomes enlightened while hanging out on the cross, then gets 
bored and goes home to watch TV. How did you feel ab out the spiritual cults of the 
1960's and 70's?  Were you personally involved with any?   
 
) ÐÒÁÃÔÉÃÅÄ 4ÒÁÎÓÃÅÎÄÅÎÔÁÌ -ÅÄÉÔÁÔÉÏÎ ÆÏÒ Á ÓÈÏÒÔ ÔÉÍÅ ÉÎ ρωχπȢ )Ô ×ÏÒËÅÄ ÂÕÔ ÄÉÄÎȭÔ ÒÅÁÌÌÙ 
mix well with all the other things I was doing. That may seem a vague answer, but I think it 
best I leave it at that. There certainly was no shortage of spiritual options available. 
#ÒÕÍÂȭÓ -ÒȢ .ÁÔÕÒÁÌ ÃÏÍÅÓ ÔÏ ÍÉÎÄ ÁÂÏÕÔ ÎÏ×Ȣ )Ô ÓÅÅÍÅÄ ÌÉËÅ ÓÏÍÅÏÎÅ ×ÁÓ ÓÈÏ×ÉÎÇ ÕÐ 
with a new approach weekly. Usually some distorted version of Buddhism coupled with 
drugs. I remember one guy who claimed eating a specific flower seed from the state of 
Washington was the path to spiritual ecstasy. He looked a lot like Jesus and spent his time 
spreading the word wherever he went. Found out later he as an ex-convict. Anyway, at the 
ÔÉÍÅ ) ÍÁÄÅ Ȱ4ÈÅ 3ÅÃÒÅÔ ÏÆ ,ÉÆÅȱ ) ÂÅÌÉÅÖÅÄ ×Å ×ÅÒÅ ÁÌÌ Á ÐÉÌÅ ÏÆ ÁÔÏÍÓ ÓÐÉÎÎÉÎÇ ÉÎ ÔÈÅ 
universe - come what may - so why worry over it.  
 

 
 
Chico Madrid searching for God. FÒÁÍÅ ÆÒÏÍ Ȱ4ÈÅ 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ ρωχρ 

 
You are a native of Northern California.  How did the culture of the area influence 
your work aesthetically and contextually?    
 
Socially, 1966 - ρωχτ ×ÁÓ ÐÒÏÂÁÂÌÙ ÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÅØÐÅÒÉÍÅÎÔÁÌ ÔÉÍÅÓ ÉÎ ÔÈÉÓ ÃÏÕÎÔÒÙȭÓ 
history, much of it centering in California. Almost every kind of behavior was considered 
acceptable, at least for a while. Even middle class adults were going to porno movies, 
smoking grass, and experimenting sexually. The San Francisco Underground Comics were 



at their peak popularity - mixing violence, sex and satire to an extreme. The Hippie culture 
rose and then fell - after Charles Manson and bad drugs stabbed it in the heart. This was all 
just daily news while I made the Video Vic films. 
 
Were other filmmakers and a rtists supportive of your work?  
 
I must admit I got a big boost when Robert Crumb came over to my apartment in 
downtown Sacramento and I showed him one of my films. His response was positive, but I 
have always suspected he was more interested in visiting his Sacramento girlfriend who 
lived a few doors away. And that would be justified based on his comic strips that always 
told the truth from his personal vantage point, as raw and coarse as that may be. Jim Nutt, 
the painter, was another artist with a personal uncensored psycho/sexual perspective who 
validated my early work and introduced me to the professional art world. 
 
Where were your films shown during this period?  
 
Much to the ire of some of the Graduate School faculty, Marcia Tucker, a curator from the 
Whitney Museum of Art, visited the art department in 1971 while I was still a graduate 
ÓÔÕÄÅÎÔ ÁÎÄ ÈÁÄ ÍÅ ÓÅÎÄ Ȱ4ÈÅ 3ÅÃÒÅÔÅ ÏÆ ,ÉÆÅȱ ÔÏ ÔÈÅ ÍÕÓÅÕÍȭÓ ÆÉÌÍ ÄÅÐÁÒÔÍÅÎÔȢ 3ÏÏÎ 
afterward I was being shown in NYC. I also entered film festivals around the country and 
was accepted in almost everyone I entered. That was a surprise at the time, as these films 
×ÅÒÅ ÄÅÆÉÎÉÔÅÌÙ 8 ÒÁÔÅÄ ÁÎÄ ×ÏÕÌÄ ÃÅÒÔÁÉÎÌÙ ÎÏÔ ÍÁËÅ ÔÈÅ ÃÕÔ ÆÏÒ ÔÏÄÁÙȭÓ ÁÕÄÉÅÎÃÅ 
sensibilities, but that was the nature of the moment.  
Ȱ7ÈÅÒÅ ÉÓ ÉÔ ÁÌÌ 'ÏÉÎÇȩȟ 7ÈÅÒÅ $ÉÄ ÉÔ ÁÌÌ #ÏÍÅ &ÒÏÍȩȱ ×ÏÎ ÓÅÃÏÎÄ ÐÒÉÚÅ ÁÔ ÔÈÅ ρÓÔ 3ÁÎ 
Francisco Erotic Film Festival in 1970. I used the prize money to buy a black 1956 Cadillac. 
) ÃÏÕÌÄÎȭÔ ÈÁÖÅ ÂÅÅÎ ÈÁÐÐÉÅÒ. 

 
Sacramento State Graduate Art Students, 1971 

 


