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Try and name the most influential comic book 
of the 1970s. Surely, one might think, it would 
be the new X-Men. The title had very good, 

entertaining stories, with the high point being the Dark 
Phoenix story arc. It revitalized and transformed a second-
tier title into one of the top titles in Marvel’s history. Yet 
what effect did it really have on the comic industry as a 
whole? It certainly made the X-Men book a hot item and 
helped spawn a houseful of X-Men spin-offs. Still, in the 
long run, I don’t think it created any long lasting trends. 
Rather, it continued and strengthened the superhero genre, 
which had been in full swing since the early 1960s. It  
essentially maintained the status quo.

Will Eisner’s landmark A Contract with God demonstrated 
that graphic novels (or albums, as the term “graphic novel” 
was not in common use when the book was published) could 
not only be done, but be done well, and, most importantly to 
comic publishers, sell enough to make a decent profit. But, 
simply by its nature, it is not a traditional comic book. 

Kirby’s “Fourth World” comics? Beautifully drawn and 
plotted although somewhat oddly scripted, they were the 
first clear attempt at a maxi- or limited series, but they were 
never finished. At best, they’re a noble, fascinating, and 
frustrating failure.

After that the pickings get slim. Swamp Thing? No. No 
matter how good Len Wein and Bernie Wrightson’s run 
on the comic was, that title became much more impor-
tant when Alan Moore started writing it in 1983. Elfquest? 
Might have a case there except that most of the original run 
appeared in the 1980s. Frank Miller’s Daredevil? Again, a 
possibility, but again the most groundbreaking issues came 
out in the early 1980s.

Nope, for my money the most important comic book of 
the 1970s was the independent (or ground-level, as it was 
called at the time) Star*Reach. Everything, everything, that 
comics are today can be seen in embryo fashion in that book.

First, it was an independent comic, long before any-
one seriously mentioned or had even really conceived of 

Chapter One
The Star*Reach Influence

X-Men ™ and © Marvel 
Characters, Inc. A Contract 
with God © Estate of Will 
Eisner. New Gods, Swamp 
Thing ™ and © DC Com-
ics. Elfquest ™ and © Warp 
Graphics, Inc.
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Chapter Two
What came before

As mentioned in Chapter One, Fried-
rich called Star*Reach a “ground-level” 
comic. By that he meant that it wasn’t a 

mainstream comic, coming from the big companies in the 
(above-ground) skyscrapers on Madison Avenue, nor was it 
part of the underground comix movement which was flour-
ishing at the time Star*Reach launched its first issue. It was 
in between the two. Far more liberal and mature regarding 
violence, sex, story genres, and politics than the four-color 
superhero comics that ruled the likes of Marvel and DC, 
but not as counter-culture, sexually explicit, or as excessive 
in its approach as the likes of Zap, Bizarre Sex, Skull, or 
Slow Death comix.

Of course, Friedrich’s Star*Reach didn’t spring up out of 
nowhere. There were any number of earlier magazines that 
pointed the way as well as numerous trends in the comics 
industry itself that influenced, supported, and helped create 
the possibility of Star*Reach’s birth and success.

The first and probably most important was EC artist 
Wally Wood’s witzend magazine. Begun in 1966, Wood’s 
title published 13 issues between 1966 and 1985, although 
the bulk of them appeared between 1966 and 1971. Wood 
intended his comic magazine to be a showcase for writers 
and artists, and as such, made a point of refraining from 
actual editorial interference. He published the stories as is 
and regardless of genre, which often made it appear, espe-
cially in the earliest issues, that the magazine had no firm 
editorial hand at all. 

witzend (always in lower case) originated from an idea by 
Dan Adkins, at the time Wood’s assistant, who intended to 
self-publish a comic magazine named Outlet. This became a 
Wood effort called initially Etcetera but changed to witzend 
shortly before the first issue appeared when Wood discov-
ered another magazine with the Etcetera title.

The first issue appeared in the summer of 1966 and 
featured unpublished stories from the 1950s, poetry, gag 
strips rejected by Mad magazine, the first half of an inter-
esting SF/horror story featuring a character called Animan 

by Wood himself (Animan probably couldn’t have been 
published in mainstream comics at that time due to the 
restriction of the Comic Code, which forbid the use of a 
werewolf and frowned about stories dealing with human 
genetic experiments à la Dr. Moreau), and finally a really 
superb science-fiction story entitled “Sinner,” written and 
illustrated by Archie Goodwin.

Wood acted as the publisher and editor for the first four 
issues, publishing significant early work by Art Spielgelman 
and Roger Brand as well as important and interesting work 
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from Steve Ditko—the first Mr. A stories appeared in wit-
zend—Gray Morrow, and Wood himself. With the fifth is-
sue, Wood sold the title to Bill Pearson for the sum of one 
dollar, with the proviso that Pearson publish all the stories 
that Wood had already accepted for 
the title and continue the magazine 
though at least issue #8, since Wood 
had sold some subscriptions promis-
ing at least that many issues. 

Pearson, in turn, published some of 
the most interesting stories of the era, 
including Vaughn Bodé’s deeply mov-
ing (and very violent) “Colbalt 60”; the 
exceptional pairing of Edgar Allan Poe 
and Frank Frazetta on “The City by the 
Sea,” using an old comic strip tryout 
by Frazetta to frame Poe’s 19th century 
poem; and additional fine work by the 
likes of Jeff Jones, Bernie Wrightson, 
Mike Zeck, Nicola Cuti, Grass Green, 
Howard Chaykin, Alex Toth, Pearson 
himself, and many others.

Another interesting title was the 1970 effort Abyss, co-pub-
lished by Jeff Jones, Bruce Jones (no relation), Bernie Wright-
son, and Michael Kaluta along with major (uncredited) edi-
torial help from Mary Skrenes. Abyss was probably a reaction 

to the cancelation of the mainstream black-and-white title 
Web of Horror, for which all four men had been major con-
tributors and which Wrightson and Bruce Jones had hoped 
to take over as co-editors before it went belly-up. Abyss’ only 

issue featured mostly straight science-
fiction stories, although Wrightson’s 
tales were horror. All the stories were 
done in a style that would not have 
been allowed in mainstream comics 
due to Comic Code restrictions, and 
were mostly in a genre—science fic-
tion—that the mainstream comics had 
deemed non-commercial years earlier. 
While no story stands out in particular, 
all of them were decently written, and 
the artwork was quite strong, making 
a very attractive magazine.

Then there were the efforts of the 
bar-mitzvah boys—Robert Gerstenha-
ber (now Gerson) and Adam Malin. 
The two teenagers were friends and 
lived across the street from each other. 

Both were greatly interested in comics and heavily influenced 
by the fan-published comics history titles that had appeared 
in the 1960s, such as Alter Ego, which dealt with comics in 
general, and Squa Tront and Spa Fon, both of which focused 

(above left and previous page) Some of the original ads for the title that became witzend. (above right) witzend’s first issue.
all characters © their respective owners.
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Chapter Three
An interview 
with Mike Friedrich

RICHARD ARNDT: I’m speaking with Mike Friedrich, 
Star*Reach’s publisher and editor as well as a talent agent and 
a Silver Age writer for DC and Marvel. Can you tell us a little 
about your early days in the comics field?
MIKE FRIEDRICH: Sure, I became a comic fan in high 
school and started writing letters to the various editors. I 
got a bunch of them published, mostly in DC comics. This 
would have been in the mid-1960s. A great many of them 
appeared in the comics that Julius Schwartz edited—Flash, 
Green Lantern, Justice League, Batman. When I turned 18, 
just before I graduated from high school, I was able to sell 
DC some comic scripts. I spent my college years working 
in New York writing scripts in the summer and out here in 
California the rest of the year while going to school. I contin-
ued writing for DC, and later Marvel, until the mid-1970s.

In 1972 I began to think about the small press. There were 
a lot of underground and small press comics being published 
here in the Bay area where I live, and that kind of inspired 
me to think about publishing artists’ work that I knew from 
Marvel and DC. That eventually led in 1974 to the first issue 
of Star*Reach. I was the publisher, editor, marketing director, 
swept the floor, etc., of that until 1979. In 1980 I had to fold 
that tent, and I went to Marvel Comics and launched their 
direct sales department. Out of that came setting up Dia-
mond Comic Distributors. That’s one of the things I did dur-
ing that period. After a couple of years of that, I returned to 
California, and for 20-something years I ran a management 
company for artists—primarily comics but in television as 
well. That’s the broad stroke overview. 

I became a comic pro largely through making a connec-
tion to Julie Schwartz, writing him letters, and, eventually, 
he started writing back. I was growing up rapidly during this 
time, maturing as a comic reader—going from, “I like these 
comics. I don’t like these other comics,” to, “I like or don’t 
like these comics because of this reason or that reason.” Then 
the third step of, “You know, it would be better if you did 
this… or that,” and finally, “You know, I could do it better.” 
[laughs] That’s kind of what led me to start to write.

RA: Did you find DC, in particularly Julie Schwartz, recep-
tive to that approach? 
MF: Well, yes, he very much was. There were a lot of his-
torical factors going on during this period that I was com-
pletely unaware of at the time. DC had been the king of the 
hill for a long time. But by the mid-1960s they were not 
very sure that they were going to have much of a future. 

Friedrich’s debut at DC, writing Batman. How great is that?
Batman and all related characters ™ and © DC Comics
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Marvel had come along and was doing 
much better with much fewer titles. There 
was a sense within DC itself that they had 
become stale. They got worried that the 
kinds of stories they were telling weren’t 
as current and interesting. There was this 
whole counter-culture [thing happening], 
with baby boomer kids growing up. Times 
were changing and the older editors at DC 
really felt lost. They particularly did not 
feel that the current people they had, who 
had been working for them for 15 or 20 
years, were up to the challenge that Marvel 
presented or for the new audience that was out there. They 
didn’t know where to go next. 

Comics were traditionally never an attractive field to 
work in as a career. Now all of a sudden there were these 
comic fans who, hey!, wanted to become comic people. 
They wanted to be writers. They wanted to be artists. I was 
lucky enough to be in the first wave of that. I landed on 
the beach early [laughs] and was able to get a little bit of a 
foothold there at a much earlier age than people after me 
were able to do. It was probably the last time an 18-year-old 
writer was hired by DC or Marvel. 

RA: Jim Shooter may have had you beat in age. I think he was 
around 15 or 16 when he sold his first script for the “Legion 
of Superheroes.”

MF: Yeah, he was. That’s my point. A couple of years later 
than this and a teenaged writer wouldn’t have been able to 
get in. There was only a narrow window of time that I was 
fortunate to slip through, along with Gerry Conway, Cary 
Bates, Len Wein, and Marv Wolfman.

RA: I do recall an interview in which Neal Adams mentioned 
that, in 1967, he was the first new artist that DC had hired in 
probably ten or 15 years, since about 1954. 
MF: Well, that was certainly true, meaning the first new 
artist. Jim Shooter and Cary Bates were writing for DC 
before Neal was drawing for them. DC had not brought in 
a new artist in a long, long time. 

Of course, in the 1950s, the whole field had shrunk dra-
matically. So when there was any sort of revival, at either 

Another early Friedrich effort teamed him  
with Neal Adams, reintroducing Wildcat!

Spectre, Wildcat ™ and © DC Comics
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DC or Marvel, who they hired first were people that they used to 
work with before the collapse. They would bring people back into 
the field.

Pretty soon, Marvel was facing the same problem as DC. By the 
early 1970s, Marvel had no old people to bring back anymore, so the 
doors began to open to new people. They needed fresh blood as well 
and began to draw on the fan talent as it evolved.

RA: I noticed, and it seemed a rather curious thing at the time that, while 
Marvel had been very much the trendsetter during the 1960s, the new 
artists and writers seemed to have an easier time finding a home at DC 
than at Marvel. Marvel seemed very resistant to the idea of new blood. 
MF: Right. A company has a certain way of doing things, especially 
if they enjoy a certain amount of success. If it worked, why mess 
with a formula that was succeeding? Through the 1960s, Stan Lee 
basically brought back people that he’d worked with during the Atlas 
days and even earlier, back to the 1940s. Almost every artist that 
we think of as a Marvel artist during the 1960s and well into the 
1970s had personal and professional dealings with Stan going way, 
way back. I wrote Iron Man in the early 1970s for about four years, 
and George Tuska drew it. George was probably [looking] towards 
the end of his career, but he’d started with Stan during World War II! 
That was just the kind of guy that Marvel hired. It literally took an 
entire generation of people retiring in the field before Marvel moved 
to get new people in. 

RA: Part of the need for new artists could also be due to that massive 
expansion of their titles from 1972–75. But at that point, they were also 
picking up a lot of artists from DC, like Bob Brown and Jim Mooney.
MF: Yeah, well, by then DC had brought the talent in. DC was 
not able to control their collapse until well into the 1970s, so the 
pay rates for DC stayed kind of static, and Marvel, certainly by the 
mid-1970s, came to be the better place to work in terms of making 
money and having fun. It wasn’t until Jeanette Kahn came in and 
turned things around that DC got to be more interesting again. Even 
then, it took five or six years to take root.

RA: One thing I’ve noticed about your stories, for both DC and Marvel, 
was that they tended to be concerned with contemporary social issues 
more than most other writers of the time. In previous DC stories, the 
stories all seem to be centered in a world based on the small-town values 
and life of Superman’s fictional hometown, Smallville. Even stories set in 
Gotham or Metropolis didn’t appear to be particularly urban. Small fic-
tional towns like Smallville, or Archie Comics’ Riverdale, often seemed to 
be stuck in a time period where nothing happening in the stories seemed 
to reflect what was actually going on in the real world. I think yours 
were the first stories—at least at DC—to blatantly put characters into 
situations that were actually talked about in the news. Of course, a lot of 
those “relevant”stories today can seem to be pretty heavy handed in their 
approach, regardless of who was involved in the writing or art.
MF: It’s very embarrassing to look back at that stuff. [laughs] DC 
just didn’t know how to deal with what Marvel was doing in the 
1960s. Stan was acting like he was this hip guy. He came across 

DC’s social concerns crop up in the pages of Justice 
League of America with Friedrich’s hip new approach.

Justice League and all related characters ™ and © DC Comics
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with the notion that young readers counted, that they 
were important to him and to Marvel. His literary voice 
resonated with an older reader than what DC was reach-
ing. Stan was hitting the junior high school age, while DC 
was hitting grammar school kids. Kids who read DC had 
older brothers who were reading Marvel, and their friends 
down the street were reading Marvel. If you were older, you 
read Marvel, and, for that simple reason, DC began to look 
decidedly uncool. Stan acted like this was some big college 
sensation, which was a complete fabrication. But it made 
the high school kids feel like they were sophisticated. 

DC had no idea how to make that approach work. Practi-
cally all those people who had produced their earliest stuff, 
which had been done in the 1940s, were gone. The people 
who created those characters and those stories weren’t around, 
and there were a bunch of resident writers and artists, who 
had taken over from the original creators, who were just told 
to keep on doing what they’d done before. So DC brought 
in the new people, and like I said, I was one of the earliest 
ones. We were encouraged to write contemporary stories, to 
be hip—whatever that actually meant to us. 

Well, let me tell you, in high school and college, I was 
not a hip person. [laughs] I was aware of what was around 
me, of the things that I was having to deal with in my regu-
lar life. So those were the issues that were out there. The 

Vietnam War, for example, which was quite unpopular—
we were all worried that we were going to get involved in it 
personally. The whole civil rights movement had exploded. 
The environmental movement was developing. Women’s 
rights were coming to the fore. It was a very turbulent cul-
tural time. It was hard not to reflect that in my work. 

I was not very well trained as a writer. I was completely 
self-taught. I did not really have strong craft at that age, so 
I read that stuff now and I cringe because it’s just so clunky. 
But there was a bit of life to it. 

RA: I should probably note that when I was helping the late 
Al Hewetson (the one-time editor of the Skywald line) with his 
Illustrated History of the Skywald Horror-Mood, he didn’t 
have credits for the early issues of either Nightmare or Psycho 
because he wasn’t the editor there at the time. The first two or 
three issues didn’t have any credits at all, except in the mast-
head on the title page. A lot of the writers mentioned there I 
don’t think even existed. Anyway, he wanted to know if I could 
figure out who had written the two or three original stories in 
those early issues, and yours was fairly easy to figure out because 
your stories tended to center around some kind of social issue, 
whereas Marv Wolfman, for example, had zero social commen-
tary in his work. I think you wrote a story called, “The Pollu-
tion Monsters” that Don Heck illustrated.

(left) Another early effort, this time with Berni Wrightson for Web of Horror #3.
(right) Skywald’s first horror magazine, Nightmare #1 (Dec. 1970), with cover art by Brendan Lynch.

© respective owners
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Chapter Four
The Star*Reach checklist

Star*Reach
1. cover: Howard Chaykin/back cover: 
Jim Starlin (Apr. 1974) 

•	Editorial [Mike Friedrich/Lee Marrs] 
2/3p [text article, frontis]

•	Observations [Mike Friedrich/Neal 
Adams] 1/3p [frontis]	

•	…The Birth of Death [Jim Starlin] 8p 
•	Death Building [Jim Starlin/Jim Starlin 

and Al Milgrom] 7p 
•	Fish Myths [Steve Skeates] 2p 
•	Suburban Fish [Steve Skeates] 2p
•	A Tale of Sword & Sorcery [Ed Hicks/

Walt Simonson] 12p 
•	Cody Starbuck [Howard Chaykin] 16p
•	The Origin of God! [Jim Starlin] 1p 

Notes: $.75 for 48 pages. Publisher and 
editor: Mike Friedrich. Starlin’s cover was 
originally intended for the front cover, and 
when the issue was reprinted in Nov. 1975, 
the covers were reversed. I much prefer Star-
lin’s cover as a front cover. After all, who 
doesn’t like hot, naked, green alien babes? 
The order of the stories was also rearranged 
in subsequent printings. The reprintings are 
dated Nov. 1975, Apr. 1977, and Mar. 1978. 
“Observations” is in comic strip format, and 
the art looks like Adams whipped it out in 
about three minutes. Both it and the edito-
rial were dropped after the first printing and 
replaced (in 1977) with a title page drawing 
by Becky Wilson. This first issue was origi-
nally planned as a standard 32-page comic 
with just the Starlin and Chaykin mate-
rial appearing, but Friedrich expanded the 
book shortly before publication. The Hicks/
Simonson story was actually done when 
Simonson was in college (Hicks was a col-
lege buddy of his) and intended for a college 
newspaper. Because of the different require-
ments for tabloid and comic book page 
sizes, Simonson added the mini-strip of 
the falling man at the bottom of each page, 
the only part of the story actually done for 
the Star*Reach presentation. Steve Skeates, 
a long-time comic writer, had previously 
published similar “fish tales” in the fanzine 
Phase in 1971. The best story here would 
be Starlin’s “…The Birth of Death,” while 
Starlin, Chaykin, and Simonson share best 
art honors. Even Skeates’ quirky art is fun to 
look at. An impressive first issue.

2. cover: Neal Adams/back cover: Lee 
Marrs (Apr. 1975) 

•	Creativity Unchained [Mike Friedrich/
Lee Marrs] 1p [text article, frontis]

•	Stephanie Starr: In the Light of Future 
Days… [Mike Friedrich/Dick Gior-
dano] 20p

•	Earthprobe: All a World of Dreamers 
[Mal Warwick/Lee Marrs] 11p 

•	The Return of the Fish [Steve Skeates] 
2p

•	I’ve Got the Power! [Jim Starlin/Jim 
Starlin and Al Milgrom] 3p

•	The Visitor… [Jim Starlin/Jim Starlin 
and Al Milgrom] 3p

•	Key Club [John Workman] 8p 
•	Reincarnalation [Mike Vosburg] 1p

Notes: $1.25 for 48 pages. Adams’ cover 
is quite striking. Stephanie Starr was origi-
nally intended for a DC title and was altered 
(with much nudity added) for its appear-
ance here. This issue was reprinted, with 

Jim Starlin’s one-pager from Star*Reach #1. 
The Origin of God! © Jim Starlin



40

Friedrich’s editorial replaced by the title 
page art of Becky Wilson, in Oct. 1976 and 
Dec. 1977. Since my copy is one of the later 
reprintings, I suspect but cannot confirm 
that the stories were rearranged, as they were 
in #1, for these reprintings. John Work-
man made his professional comics debut 
here and also provided the best story and 
art with his delightful “Key Club.” Other 
good story work appeared from Jim Starlin, 
Mike Vosburg, and the Friedrich/Giordano 
team. If one doesn’t consider Steve Skeates’ 
fish stories to be a serial (and I don’t), than 
the hippie SF comedy “Earthprobe” was 
Star*Reach’s first ongoing storyline.

3. cover: Frank Brunner (Oct. 1975) 
[wraparound cover]

•	Editorial [Mike Friedrich] 1p [text 
article, frontis]

•	Dragonus: The Wizard’s Venom 
[Frank Brunner] 10p 

•	I Hunger and I Wait… [Mark A.  
Worden/Mark Cohen] 5p [poem]

•	Earthprobe: On the Shoals of Space 
[Mal Warwick/Mal Walwick and Lee 
Marrs] 12p

•	And Sleep the Long Night in Peace! 
[Mal Warwick/Bob Smith and John 
Workman] 7p 

•	Linda Lovecraft: High Priestess of 
Sexual Fantasy [Mike Vosburg] 9p 

•	Wooden Ships on the Water [Mike 
Friedrich/Steve Leialoha] 5p [from the 
song by David Crosby, Steven Stills, 
and Paul Kantner]

Notes: Brunner’s story is a sequel to 
“Dragonus,” which appeared in Phase #1 
(Sept. 1971) and was reprinted in Mar-
vel’s black-and-white magazine Monsters 
Unleashed in Nov. 1973. Vosburg’s “Linda 
Lovecraft” series is a forerunner to his re-
cent Lori Lovecraft series. It was clearly in-
spired by the stories of H.P. Lovecraft, with 
a tip of the hat to the porn “actress” Linda 
Lovelace. “I Hunger and I Wait” is a poem 
in comic form, while “Wooden Ships on 
the Water” has a story woven around the 
song lyrics from the Crosby, Stills, and 
Nash song. Brunner’s wraparound cover, 
featuring Dragonus, is quite striking, and 
his sword-and-sorcery effort featured the 
best story and art for this issue, but fine 
work also appears from Leialoha, Vosburg, 
Friedrich, Worden, and Cohen. On the 
“Earthprobe” story, Mal Warwick provid-
ed layouts with Lee Marrs providing the 
finished art. Reprintings of this title, with 
Friedrich’s editorial replaced by Becky 
Wilson’s title page art, appeared in July 
1977 and June 1978.

4. cover: Howard Chaykin (Mar. 1976) 
[wraparound cover]

•	Editorial [Mike Friedrich] 1p [text 
article, frontis]

•	Starbuck [Howard Chaykin] 11p
•	Linda Lovecraft: The White Slavers 

of Scrofula! [Mary Skrenes/Mike 
Vosburg] 10p 

•	Marginal Incident [Steve Leialoha] 8p 
•	Sherlock Duck: The Adventure of the 

Animated Government [Bob Smith] 5p
•	Earthprobe: Hidden Worlds, Hidden 

Dreams [Mal Warwick and Lee Marrs/
Lee Marrs] 11p 

•	Clik! [John Workman] 4p

Notes: My copy of this issue is a reprint, 
but the title page that replaces Friedrich’s 
original editorial is a misprint of Star*Reach 
#10’s title page, so I’ve no information at 
this time on reprint dates. The “Sherlock 
Duck” story appears to have a missing 
page, as the page numbers go from 1–4 to 

Frank Brunner’s “Dragonus.”
Dragonus © Frank Brunner
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page 6, but Mike Friedrich tells me that 
that was a deliberate joke. “Sherlock Duck” 
would also appear to be a preview of sorts 
to Star*Reach’s upcoming Quack! comic. 
Chaykin’s “Starbuck” features a much older 
looking Cody Starbuck than in his first ap-
pearance in #1. “Clik!” was a last-minute 
replacement for another Workman illus-
trated story, “Comicbook Writer,” that was 
to have been scripted by Gerry Conway. 
When Conway became the new editor-in-
chief of the Marvel line, he couldn’t finish 
his story, and Workman’s solo effort, “Clik!” 
was substituted. With this issue Star*Reach 
began a fairly regular quarterly schedule. 
Best artwork and story here belong to Steve 
Leialoha’s gentle “Marginal Incident,” while 
other interesting art and stories appear from 
Chaykin, Vosburg, Workman, and Marrs. 
Mary Skrenes becomes the new scripter on 
Mike Vosburg’s “Linda Lovecraft” series. 
The “Earthprobe” entry was noticeably 
more serious in its final appearance. 

5. cover: Howard Chaykin (July 1976) 
[wraparound cover]

•	Editorial [Mike Friedrich] 1p [text 
article, frontis]

•	Gideon Faust, Warlock at Large [Len 
Wein/Howard Chaykin] 12p

•	The Gods of Mount Olympus in 
Ancient Mythology: The Beginning 
of All Things [Johnny Achziger/Joe 
Staton] 16p 

•	A Nice Place to Live, But… [Frank 
Brunner] 1p

•	Mandy, The Girl with the Most Com-
ics in America [John Workman] 1p

•	Waters of Requital [Lee Marrs] 8p 
•	Linda Lovecraft: Midnight in the Me-

dina [Mary Skrenes/Mike Vosburg] 10p 

Notes: Chaykin delivers a great cover 
for the debut of the interesting Gideon 
Faust. Two more Gideon Faust stories ap-
peared in Heavy Metal in 1979 and 1981, 
both in color. “The Gods of Mount Olym-
pus” is technically reprinted from Johnny 
Achziger’s self-published tabloid-sized fan-
zine of the same title. However, it is some-
what rewritten and largely redrawn for its 
appearance here. Regardless of its origins, 
the story and art (particularly Staton’s art) 
are superb; the best in an already strong 
issue. Lee Marrs’ storytelling ability takes 
a noticeable upward swing here. With this 

issue Star*Reach really began to come into 
its own. Reprinted in Apr. 1977 and June 
1978 with Friedrich’s original editorial re-
placed by Becky Wilson’s title page art.

6. cover: Jeff Jones (Oct. 1976) 

•	Editorial [Mike Friedrich] 1p [text 
article, frontis]

•	Elric of Melnibone: The Prisoner 
of Pan Tang [Eric Kimball/Robert 
Gould] 20p [from the character  
created by Michael Moorcock]

•	Childsong [Gary Petras/Gene Day and 
Steve Leialoha] 3p

•	The Gods of Mount Olympus in An-
cient Mythology: Zeus and Prometheus 
[Johnny Achziger/Joe Staton] 15p 

•	Out of Space, Out of Time [Gary 
Lyda] 8p

Notes: Jones’ cover is a superb rendering 
of Elric, with Bernie Wrightson serving as 
the model. It is repeated sans copy on the 
back cover. The Kimball/Gould Elric story 

A nice one-pager from John Workman.
Mandy © John Workman
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Chapter Five
The Stars of Star*Reach

An Interview  
with lee marrs

Lee Marrs’ career began as an assistant for Golden Age artist 
Tex Blaisdell. She became one of the founding female members 
of the underground comix movement of the early 1970s and 
was one of the few artists who moved freely between under-
ground and mainstream work. Besides her Star*Reach mate-
rial, she did humorous strips for both DC’s Plop! and Marvel’s 
Crazy. She also wrote stories for Wonder Woman, Batman, 
Zatanna, “The Viking Prince,” Indiana Jones, and individual 
stories for DC’s Weird Mystery Tales and House of Secrets. 

RICHARD ARNDT: Welcome! To start off, what led to your 
underground strip, “Pudge, Girl Blimp”?
LEE MARRS: When I moved out to 
California, I was working as a televi-
sion graphic artist. The television stu-
dios were having cutbacks, and, within 
a month of moving out here, I was laid 
off along with a couple of other people 
who had just been hired. I was doing a 
variety of art jobs and ran into a couple 
of guys who wanted to start an alterna-
tive features service for college newspa-
pers and community newspapers. So 
one of the things we did, in addition 
to my doing cartoons and illustrations, 
was that we started running cartoon 
strips and comic pages in the papers. 

That got me aware of underground 
comics, which I had never heard of 
on the East Coast. I saw people do-
ing their very own stories, developing 
their very own characters and keep-
ing the rights to them. The idea that 
there was no money in these kinds of 
strips was not clear yet. [laughs] So I 

had all kinds of different ideas and had gotten to know—
through Alternative Feature Services—a number of the un-
derground comic people, including Gilbert Sheldon, who 
did the Fabulous Furry Freak Brothers. 

I brought him a lot of the work I had done and asked, 
“What do you suggest?” His advice was to come up with a 
character, or a set of characters, about whom you could do 
lots and lots of stories. That was the way to really get into 
this field. Not to do a bunch of different stories with differ-
ent characters in different genres, but to develop a character 
and keep going with that. 

I came up with a storyline featuring a central character: 
a teenybopper intellectual who was an outsider—very Mad 
magazine existentialist. But once I started working on it, pen-
ciling that character, she became someone else. She became the 

Lee Marrs has a drink in this jam piece of self-illustrations by the creators of Wimmen’s Comix.
© respective owners
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Pudge, Girl Blimp character. I started with someone else and 
the character changed herself and just came alive with her own 
personality. I thought to myself that I had all these friends just 
starting out with life experiences that had not seen the light of 
day in print, books, short stories, anywhere. So the idea of tak-
ing all their stories and having them happen to one character 
seemed like a possibility for endless stories—years of stories. 

I finished up one story and went to Ron Turner, the pub-
lisher at Last Gasp Eco-Funnies. He was interested in pub-
lishing the book. Well, not actually publishing the book, 
but he said, “Look, there’s a bunch of women getting to-
gether to put out an anthology book. Why don’t you meet 
with them.” Now, I already 
knew Trina Robbins, because 
we had hired her to do a 
Panthea series for the Alterna-
tive Feature Service. She was 
going to be one of the people 
in the book. 

So I got in with the Wim-
men’s Comix folks as a found-
ing mommy. But it was obvi-
ous that the Pudge story didn’t 
really fit in with the editorial 
direction of Wimmen’s Comix 
#1. So then I heard from Ron 
that if the women’s comic 
anthology did well then we 
would see about Pudge. Wim-
men’s Comix #1 actually sold 
very well, so I worked up the 
first book, the first issue of The 
Further Fattening Adventures 
of Pudge, Girl Blimp. 

RA: I guess I should note here 
that I actually just read the 
complete series a couple of weeks 
ago, and I thought they were 
quite charming and, in a rather 
odd way, quite down-to-earth. I 
enjoyed them a lot. They’re time capsules now of the 1970s but 
an interesting look at that time. Plus, they’re still quite funny.
LM: Thanks very much. Good to hear that. It’s interesting 
to me that, of all the decades of comics I’ve done, Pudge 
seems to have struck the biggest chord. I’ve got miles of 
letters from all kinds of people. Most of the people reading 
comics at the time were pre-teen boys. They loved her as be-
ing like them! Everybody thinks that the party, you know, 
is happening in some other person’s apartment. “The action 
is wherever I’m not.” So teenage boys identified with her 
non-hip status, with her not really understanding what was 
going on. Fatness was only a symbol. 

Pudge was one of the most straightforward books around. 
Nobody edited it. It was one of the most direct things I’ve ever 
done, and it really seems to have struck a chord with people. 
The most rewarding aspect of doing the series has been the 
genuine resonance it struck in so many people’s hearts.

But I had created a character whose main characteristic was 
naiveté. So it turned out that she really didn’t have endless 
numbers of stories. It would be false, I think, to have contin-
ued without her gaining some experience and wisdom. After 
a time, she would have just seemed stupid to just continually 
have that kind of attitude. I ended the strip after three issues. 
She actually has appeared in other forms in lots of other places 

as a comic strip, as a character 
in a comic strip or in women’s 
TV newsletters, and in various 
fundraisers for various causes, 
doing some short stories with 
her. But the idea of continuing 
her as an ongoing book, in my 
mind, was limited. There just 
wasn’t enough of a storyline to 
sustain that. 

RA: Much of the underlying 
themes, even in stories where it 
wasn’t explicitly talked about, 
was Pudge’s continual quest to 
lose her virginity. And in the 
last issue she lost it, so it did 
seem a natural place to end the 
ongoing series.
LM: Yes, exactly! There 
weren’t six seasons of stories 
there. And I’ve always hated 
things that carried on after 
their expiration date. 

RA: In 1975 you started doing 
the science-fiction hippie series, 
“Earthprobe,” with Mal War-
wick in Star*Reach….

LM: Yeah, Mal was writing them and I was drawing them. 
We really didn’t work well together. I was living with him 
at the time. He was a good science-fiction writer. It seemed 
like a good idea, but he and I had such different ideas about 
what made a good story that the awkwardness of that series 
was quite clear. It came out in the quality of the work. We 
didn’t do any more stories together.

RA: I noticed that you scripted the last episode from Mal’s 
plot. Usually, you can figure out that there is something going 
on backstage when the writer starts doing the art or the artist 
starts writing the book.

Marrs’ back cover to Star*Reach #2—Earthprobe!
Earthprobe © Mal Warwick and Lee Marrs.
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LM: Yeah, when that happens there’s something going on. 
Well, I had always written and drawn my own stories. I’ve 
nearly always written most of my own material, and I’d 
started doing that in the undergrounds. Many editors in 
the mainstream see me as someone who can both write and 
draw her own material, but mostly for humorous stuff. At 
a certain point… I could write adventure things, but no-
body liked my drawing style for adventure stories, except 
for Mike Friedrich. 

So I started doing science-fiction stuff for Mike. It’s impor-
tant to remember that no company was doing science fiction 
at the time in mainstream comics. I mean, they did some sci-
fi stuff in a superhero style or Barry Windsor-Smith’s Conan 
in a fantasy style, but not straight science fiction. 

RA: I’ve noted the mainstream publishers’ reluctance at the 
time to do straight science fiction as well. I quite liked your sto-
ries “Waters of Requital,” “Headtrips,” and your serial “Stark’s 
Quest,” all of which were science-fiction stories that you did for 
Star*Reach.
LM: Well, thank you. “Stark’s Quest” was one of my fa-
vorites, really. Mike Friedrich’s publishing venture folded 
right when he was planning to gather some of the work 
that had appeared in Star*Reach and put it out again in a 
more elaborate form, like some of the other science-fiction 
comics magazines that were popping up. He hadn’t started 
his agency yet, so quite a few things sort of fell between the 
cracks. Some of the work I did that was to have appeared in 
Star*Reach ended up in Heavy Metal, and then later I sold 
some of my stuff to Epic Illustrated, to Archie Goodwin, 
who also liked my graphic style.

I actually re-did the first chapter of “Stark’s Quest” in 
color, later on, but Mike didn’t find a place for it. 

RA: That’s a shame because I always thought it would have 
made a pretty good collection.
LM: I thought so too. As an agent, Mike was a really 
straightforward creative person, in the sense of doing deals, 
making contracts, that kind of stuff, but he was not ever a 
traditionally aggressive agent. At least, not in the sense of 
running around trying to find where some project could 
go. If an opportunity appeared, he would recognize it and 
go for it, but he was not the type of person to pound pave-
ments looking for an opening. Graphic novels, as such, 
didn’t exist in book companies’ universes. So it would have 
taken some enormous persuading.

I actually think “Stark’s Quest” would make a good 
movie. There’s certainly enough action in the plot. So… 
hmm… who do I know who knows Uma Thurman? 

RA: How did you meet Friedrich?
LM: How I got hooked up with Mike was that I met him 
in New York when we were both visiting. He was just get-
ting ready to move back to California and the Bay area. It 
was like, “Oh, you’re from California!” At that time, he was 
going to start an art agency with some of the artists who 
had moved to California from New York. He told me that 
maybe when I got back to California I could maybe work 
for the art agency too, maybe. I’d always worked in other 
fields than comics. I’d worked for advertising agencies, that 
kind of thing. So I went in to see them, but was unim-
pressed with what they had in mind. I didn’t think it would 

From the second installment  
of “Stark’s Quest.”

Stark’s Quest © Lee Marrs.
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fly, and it didn’t. But later, he was going to set up Star*Reach 
and he put out a call for stories. I answered the call. 

RA: You actually did quite a lot of work for Star*Reach. There 
were two serials and a fair number of one-off stories.
LM: Mike was very open to ideas. Unlike many publish-
ers, he didn’t have a strict editorial policy. I worked really 
fast and Mike had a pretty reasonable publishing schedule. 
He had an issue come out every three or four months, so it 
wasn’t hard to put out that many pages. Most of the books 
I worked on that were commercial came out every month, 
so for those you really had to bust your hand to make dead-
lines. I was dependable. There was some kind of formula 
about comics—I don’t know who said it first—that states 
that artists and writers get regular work if they’re easy to 
work with, or that they’re any good, or that they can make 
the deadlines, or any combination of the three. If you could 
do all three you were gold. I could usually manage two out 
of three. 

RA: Do you have any particular story of your own that you 
personally think is really good?

LM: I really liked “Stark’s Quest.” In looking back, I re-
ally wish that one had got around more. There were some 
other individual stories that I really liked a lot. I did one 
called “My Deadly, My Love” for Wimmen’s Comix. For me, 
that hit a lot of good notes, making fun of the woman-in-
jeopardy type of story along with real estate development 
and a sort of cruel but attractive lesbian love story all in 
one clump. 

RA: It’s too bad “Stark’s Quest” didn’t make it into Epic Il-
lustrated as one of their color serials.
LM: Yeah, but I don’t think they were really interested in 
anything that had been published anywhere before. Unless 
it was a heavily redone version, such as “The Sacred and the 
Profane.” 

I’ve been thinking about putting out the Pudge, Girl 
Blimp series as a graphic novel. All three issues collected, 
plus the other appearances that she’s made over the years 
as one of those print on demand things. Pudge actually was 
going to be a graphic novel in the early 1980s. St. Martin’s 
Press was interested in doing it. The editor was really gung-
ho, and it proceeded pretty far along the process, but then 

(left) A Mike Friedrich/Lee Marrs team-up. (right and next page) Lee’s humor work, a tale from Quack! #6 and Imagine #3.
Mariah © Mike Friedrich and Lee Marrs. Ersatz, The Fleet Foot Foogle © Lee Marrs.
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the TV show Tales from the Crypt. He’d introduce the story, 
and they’d cut to a faux version of an EC cover, and those 
would be mine. That was my job for a number of years. 

More recently I’ve been doing storyboards for music vid-
eos. I’ve storyboarded videos for Eminem, Marilyn Man-
son, Gwen Stefani, Dr. Dre—a bunch of people. The last 
big thing I worked on was [as] the lead storyboard artist on 
The Chronicles of Narnia and Prince Caspian. 

I still work in comics too. I’m doing another—she’s not 
called Linda Lovecraft anymore, but Lori Lovecraft—but 
it’s another Lori Lovecraft graphic novel that will be coming 
out within six months to a year. 

RA: Cool! I’ve always liked that character.
MV: I’m surprised that you’ve seen them! [laughs]

RA: Actually, that’s the part of your comics career that I’m most 
familiar with. I’ve been a fan of Lori Lovecraft since she was 
named Linda, back in the 1970s. 

MV: Yeah, that was the stuff that I was doing for Star*Reach 
at the time. That was her name back then—a play off H. 
P. Lovecraft and the porn actress Linda Lovelace. But I 
decided I had to change her name because I was always 
getting people coming up to me and saying, “Hey! You’re 
the guy who does that Linda Lovelace comic!” Neither the 
Linda nor Lori versions were porn books, and I felt that I 
needed some product identification that actually applied 
to the comic I was drawing, so I changed her name. I also 
thought that the name Lori had a more mystical feel to it, 
like Lorelei. 

RA: I was a huge Star*Reach fan, and Linda Lovecraft was 
one of my favorite characters. I especially liked the way you 
combined the mystic storylines of a Dr. Strange or Dr. Fate type 
character with the erotic or cheesecake market. I think I ought 
to note that your material was and still is somewhat more in-
nocent than the type of erotica that routinely appears today. 
The 1970s adult film market was quite a bit different than it 

(left) One of Mike Vosburg’s faux Tales from the Crypt cov-
ers used in the cut scenes for the TV show.
(right) Vosburg storyboards for the film The Lion, the 
Witch, and the Wardrobe.
Tales from the Crypt ™ and © Tales from the Crypt Holdings

The Lion, the Witch, and the Wardrobe © Walden Media
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is today. Back then, the adult filmmakers appeared to be actu-
ally working on the concept that adult porn could also have a 
story. That concept has generally been pretty much abandoned, 
but there were some interesting attempts to revive that in recent 
years. Mixing adult film references and H. P. Lovecraft was 
new at the time. I don’t think anybody had tried that before. 
For me, it was a pretty interesting approach to horror. Lots of 
[mostly] implied sex but none of the grossness that often marred 
the underground comix.
 MV: Yeah, for me it was more that I really wanted to do 
something whimsical. I had worked in un-
derground comix—that’s where I got 
my first start—but you hit the nail 
on the head. Underground co-
mix were either a political 
statement or pornography 
or both. At the time 
I really wasn’t inter-
ested in doing either 
of those types of 
stories. Nowadays, 
I’m afraid I might 
be great at under-
ground comix, be-
cause I have a lot of 
feelings politically. 

RA: Everybody does 
these days.
MV: The other prob-
lem, and I found this with 
more recent Lori versions, is 
that, when you’re dealing with 
erotic material, half the people 
want to put you in jail just for 
doing it and the other half don’t 
want to buy it because it’s too 
tame. It’s pretty hard to find an 
audience there. 

RA: It’s like erotic novels. For a 
while in the late 1960s and early 
1970s, some of them were actu-
ally half-way decently written and 
about a lot of different topics. Now 
they’re all kink. There’s nothing in-
between or even to the left or right 
of that. That’s fine if that’s all you 
like, but it’s like ice cream—every so 
often it’s fun to try a different flavor.
MV: And the problem is, “What 
I like in erotic material is sensual, 
but what you like is perverted.”

RA: Well… thanks. [laughs] No, I know what you’re saying….
MV: “My own personal stuff is reasonable, but what you 
like is weird and dirty.” You just can’t win with that. People 
ask me, usually with Lori or Linda Lovecraft, if I like draw-
ing pornography, and I think to myself that the only por-
nography that I ever drew was G.I. Joe. 

RA: [laughs] Actually, I’ve never considered either version 
of Ms. Lovecraft as porn, simply kinda sexy, a bawdy romp. 
Nothing to really make you cringe.

MV: The other problem is that there’s noth-
ing, or not much anyways, in either 

“Linda” or Lori that you probably 
wouldn’t find in any popu-

lar woman’s magazine, be-
cause that’s usually where 

I go for my swipes. The 
problem is that by their 
nature, by the fact 
that they are comic 
books, that in and 
of itself means that, 
for some people, 
the medium is for 
kids only. There’s 
resistance to the 

subject matter un-
der those limits. It’s 

just not acceptable for 
some people that com-

ics deal with any type of 
sexuality, under any circum-

stances, period. It’s a cultural 
thing, and every culture has that 
thinking to some degree, even if 
the specific things are different in 
each culture. That applies wheth-
er it’s Japanese or American or 
European culture. 

RA: Well, to move this back to 
Star*Reach a little more—how 
did you find out about Star*Reach 
and how did you submit your work 
there?
MV: That goes back to the De-
troit Comic Mafia again. When I 
was working in comics and going 
into New York, the guys I would 
stay with were Al Milgrom and 
Jim Starlin. Mike Friedrich, who 
was the Star*Reach editor, at one 
time was renting a place with 
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Chapter Six
The independents during 
Star*reach’s run

During Star*Reach’s 1974–79 run, a num-
ber of worthy (and some not so worthy) 
independent comics appeared to challenge 

Star*Reach’s dominance of independent publishing.
The most noteworthy are as follows:

Hot Stuf’  
(1974–78) 

Published by Sal Quartuccio, this in-
dependent comic matched Star*Reach’s 
quality and format for much of its run. 
The first two issues were magazine-
sized, but then the title changed to the 
same comic size as Star*Reach. 

However, Hot Stuf ’ was no simple 
imitator but maintained its own edito-
rial identity throughout its run. There 
is no hint of amateur hour in this title 
(nor was there in Star*Reach). The 
storytelling and art are done by pro-
fessionals or those who were good 
enough to appear professional in their 
early efforts. Sterling, and often quite 
stunning work appeared from a lengthy 
list of contributors including Ken Barr, 
Richard Corben, Rich Buckler, Neal 
Adams, Bil Maher (and whatever hap-
pened to this fellow—his art was in-
triguing and his storytelling decent), 
Ernie Colón, Gray Morrow (early chap-
ters of Orion—reprinted in 2012— 
appeared here), Robert Kline, Herb 
Arnold, Jan Strnad, Alex Toth, Tim Kirk, 
Rich Larson, Tim Boxell, and Michael 
Kaluta. 

I should note that Rich Larson has 
maintained his relationship with pub-
lisher Sal Quartuccio. Quartuccio con-
tinues to publish some very well done 
cheesecake-style artbooks with Larson 
being one of the leading contributors. 
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Orb (1974–76)
A Canadian independent title, published by James Waley and Matt 

Rust, Orb was probably the most influential Canadian fanzine to appear 
during this time period. Mike Friedrich was impressed enough to send 
in a fan letter and to contact Ken Steacy (and through him, Dean Mot-
ter) after Steacy’s professional debut here. 

Besides Steacy and Motter’s efforts, Orb also featured strong work 
from Gene Day, Jim Craig, Bruce Bezaire, John Allison, Ronn Sutton, 
Mary Skrenes, Steve Skeates, and T. Casey Brennan. Although there is 
also a fairly large amount of amateur art and stories appearing, this title 
is still well worth looking for and purchasing. 

Grave Tales (1974) 
Published by Bruce Hamilton and edited by witzend publisher/edi-

tor Bill Pearson, this was a one-shot title, although it was not intended 
to be so. Its main claim to fame was that it introduced Don Newton, 
who’d been doing spectacular pin-up pieces for the fanzines, and was 
his professional debut as an artist. Charlton was impressed enough 
with his work and this title to offer Pearson an editorial position and  
Newton regular work on their mystery titles, which in turn led to his 
stunning work on Chalton’s Phantom and DC’s Batman.

Big Apple Comix (1975) 
Published and edited by Flo Steinberg, in many ways this was 

more of an underground comic (as you can tell by the title) than a 
ground-level title, but it did include strong examples of each. Stein-
berg was Marvel’s Girl Friday in the 1960s and Warren’s Captain 
Company’s coordinator during the 1970s. 

By all accounts Steinberg is a sweet lady, so the sheer raunchi-
ness of this title may come as a shock for a first-time reader. Be 
warned—there is a lot of explicit sex here. Still, it is well done raun-
chiness and features a time-capsule look at New York circa 1975. 

Stong work appears here from Mike Ploog, Wally Wood, Archie 
Goodwin, Alan Weiss, Al Williamson, Neal Adams, Larry Hama, Herb 
Trimpe, Marie Severin, and Paul Kirchner. 
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Chapter Seven
Star*reach during its run

To a great extent, Star*Reach’s 
influences during its run 
could really only be seen in 

hindsight. One result that could be seen 
directly during that time was Gene Day’s 
move from obsure fan artist to a major 
mainstream artist, first as an inker on 
Marvel’s Master of Kung Fu, then as the 
full artist on that strip as well as an inker, 
usually over Carmine Infantino’s pencils, 
on Star Wars. By the time of his prema-
ture death in 1982, he was gearing up to 
take over one of the Batman titles for DC.

Howard Chaykin continued to mature 
and grow, both as an artist and a writer, 
although during this time period he was 
rarely the lead artist on a mainstream 
book. Much of his work appeared in back 
stories, black-and-white efforts, and on 
an increasing number of paperback and 
book assignments.

Craig Russell’s solo art efforts were 
at Star*Reach and the new independent 
publisher Eclipse. For the mainstream 
companies at this time, his contributions 
were largely as an inker.

Lee Marrs found success at the big two 
companies, not as the dramatic SF writer/
artist she was at Star*Reach but doing hu-
mor strips for DC’s Plop! and Marvel’s 
black-and-white magazine Crazy.

Simonson moved directly into the 
mainstream. Prior to his college effort 
appearing in Star*Reach #1, he’d already 
done a number of stories for DC’s war 
anthologies. Fame came just prior to his 
Star*Reach debut when he teamed up 
with writer Archie Goodwin to do a back-
up strip in Detective Comics featuring an 
updated version of the old 1940s super-

Gene Day’s cover art for Master of Kung Fu #104.
Shang-Chi, Master of Kung Fu ™ and © Marvel Characters, Inc.
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Chapter Eight
the collapse

Star*Reach collapsed primarily due to a lack of funding. It 
was, as a publishing entity, largely a one-man operation, 
and, after the financial debacle with the initial color books 

and inserts, Friedrich didn’t have enough money to continue publishing. 
Even though he had a contract to do a Batman novella, he didn’t 

have DC monies to fund it, and restrictions placed on him from both 
the creators and DC aborted the project before it was fairly started.

He was also, to some extent, a victim of his own success. The in-
novations and improved storytelling abilities that many of his earli-
est (and strongest) contributors displayed led to major offers from the 
mainstream comics companies. Time spent working for those compa-
nies meant less time available for Star*Reach. Friedrich couldn’t afford 
to keep his best artists and didn’t have the money or, probably, the time 
to seek out the newer, more hungry artists. 

In addition, his own success, combined with the advent of Heavy 
Metal, prompted the various mainstream companies to do something 
that would have been unthinkable in previous decades, namely to of-
fer the comics creators not only a freer market in terms of what they 
wanted to produce, but one in which they could own, or at least co-
own, their own material. 

The Archie Goodwin-edited magazine Epic Illustrated published sto-
ries in both color and black-and-white and displayed much of the same 
editorial viewpoints that Star*Reach had accomplished so much with. 
It was an anthology title that was relatively liberal in what it restricted 
and what it did not, emphasized the use of non-superhero stories, was 
innovative and classy in its production and look, and attracted many of 
the best artists and writers in the business at the time, including a large 
number of Star*Reach vets.

There was also competition coming from new publishers who saw 
and liked what Star*Reach had been doing and were moving to put 
their own spin on it. Eclipse, headed by Dean Mullaney, launched 
their first publication, Sabre—a black-and-white graphic novella by 
Don McGregor and Paul Gulacy—in 1978 and followed it with a 
second black-and-white book, this time a collection from Star*Reach 
contributor P. Craig Russell, then a third book, Detectives, Inc., this 
time in color by McGregor and Marshall Rogers. The latter book was 
one of the most innovative of the early 1980s in terms of storyline and 
production values. 

Epic Illustrated © Marvel Characters, Inc.
Sabre ™ and © Don McGregor and Paul Gulacy.
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By 1981 Mullaney launched Eclipse Magazine, an ex-
cellent anthology title that displayed all the strengths of 
Star*Reach while succeeding in something that Friedrich had 
attempted to do but hadn’t really accomplished—launch-
ing successful spin-off titles from the anthology tales. Coyote 
(which debuted in Eclipse but became a series for Marvel and 
Goodwin’s Epic line), Ms. Tree (debuted at Eclipse, moved to 
First and finally to DC for a lengthy run), The Masked Man, 
and Ragamuffins all had varying degrees of success as separate 
titles. Recently, Ms. Tree has also had a prose novel version of 
her adventures published by Hard Case Crime Books. 

While Eclipse was strictly a publishing company, both 
Capital City and Pacific Comics were comic distributors. 

Both launched their own comic books in 1981—Capital 
City with the black-and-white superhero title Nexus, by 
Mike Baron and Steve Rude, and Pacific with full color 
titles from the likes of Jack Kirby and Mike Grell. Pacific 
was also the first publisher of Dave Stevens’ The Rocketeer 
and would have been, if they’d managed to survive, the first 
U.S. publisher of the hugely influencial Miracleman (origi-
nally “Marvelman”) title by Alan Moore. As it was, Eclipse 
ended up publishing that title and numerous other titles 
originally intended for Pacific. 

A flood of independent publishers followed—the 
more important being Aardvark-Vanaheim (publisher of 
Cerebus) and its spin-off Renegade Press, First, Comico, 

(clockwise from top left) The Paul Gulacy cover art for Eclipse Magazine #1 doubled as a Creepy cover in Spain;  
Marshall Rogers “I Am Coyote” artwork from Eclipse Magazine #6; Mike Baron and Steve Rude’s first issue of Nexus. 

Coyote ™ and © Steve Englehart and Marshall Rogers. Nexus ™ and © Mike Baron and Steve Rude. 
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The Comics
Stories from Star*Reach

What follows is a small sam-
pling of the more interest-
ing short stories that ap-

peared in Star*Reach and its sister magazines. The selections 
should give you a good idea of both the quality and variety 
of stories in those publications.

First up is Ed Hick’s and Walt Simonson’s spoof of the 
sword-and-sorcery genre titled appropriately enough, “A 
Tale of Sword and Sorcery,” which originally appeared in 
Star*Reach #1.

Next is Star*Reach #4’s “Marginal Incident” by Steve 
Leialoha. Leialoha applied a nice shading approach to the 
artwork that wasn’t typically done in comics at the time.

The first of two three-page short stories from Michael T. 
Gilbert is “Vignette: A Soft and Gentle Rain,” which first 
appeared in Imagine #3.

Next is Howard Chaykin’s “Starbuck,” from Star*Reach 
#4. This was the second installment in the saga of the sci-fi 
swashbuckler, and marked a change in art style from the 
first.

Gilbert’s “Encounter at the Crazy Cat Saloon” from 
Imagine #2 is the second of his short stories featured here, 
and was inspired by Jack Davis’ 1955 cover for Incredible 
Science Fiction #32.

“I’m God!” written by Dave Sim with art by Fabio 
Gasbarri was originally printed in black-and-white in 
Star*Reach #7. It was later reprinted in Star*Reach’s Greatest 
Hits with color by Gasbarri and again in color in Star*Reach 
Classics #5. Gasbarri, by the way, would go on to become a 
painter of fine art.

And, finally, comes P. Craig Russell’s beautiful “Siegfried 
and the Dragon,” one of his earliest efforts in adapting op-
era to comics. Even though only one page of this story saw 
print in an actual Star*Reach publication, we have included 
it here because when it did see print several months later in 
Epic Illustrated #2, it was not presented as was intended by 
the artist. At long last, the tale is printed in its complete and 
proper form. Enjoy!

A panel from Eric Kimball’s and Robert Gould’s one-page “Ravens” 
from Imagine #5, and the opening title page of “The Garbage Men” 

by Gene Day and Fabio Gasbarri from Imagine #1.
Ravens © Eric Kimball and Robert Gould. 

The Garbage Men © Gene Day and Fabio Gasbarri.
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