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ten-issue Tellos, create,l by Todd l)eago
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A pet ' , "nnral  f  an fc ivf) f  i te,  l " l  i l . re I 'J  ier i fqu made,r  name for himsel f  in the comjc

indr-rstry during thc l91l0s. I lvcn as a chi ld, he always had a strong interest in the comic book

art  form; hc rvas c() l r \ tant ly rrraking up stor ics.  He obtaincd a Bachelor of  Fine Arts in

l l lustr . r t iorr  f  rorn Virginia (-onrmorrwcal th Llniversi ty under l )onald Ear ly,  who \Zier ingo

says taugl 'r t  hinr nrorc t lran hc n,oLrlcl  havc lcarncd on his own. Wieringo cites col lege as a
"catal),st for nrc gctt ing into conric.s. t iveryday, l 'm thankfr-r l  for the experience."

Vicringo is knor.vn for lr is control over thc exaggerated heroic form,

thorrgh i t  was his nrt :ntor rvho ptrs l rcd for  h i rn to be wel l -grounded in the t radi t ional

hurnan fornr " l :ar ly nracle rnc brcak al l  of  the comic book f igure drawing habi ts Ihad

fornred and maclc nrc lcal l t  f ronr scratch.  A lot  of  pcople say that an art ist  needs to learn

the rr : les bcforc yor-r  brcak ther l  "  Hc'"vorks prr i rnar i ly  in penci ls and is known for his

work t rn such t i t lcs as Tl t  Fldsl ,  th is l i rst  rnajor work in comics),  Robin,  The Sensat ional

Spidu-Man, Ro4rrc, -S/ 'r- lJr lki ' f l ,nq, Sultrnur and thc Fantrt ic Four. He cnjoys developing

charactcrs and stor ics ior  h is orvn projects and is bcst  known for co-creat ingTel los.
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When appnoaching a projecl ,  lJ ier ingo feels thdt  he is not jLrst  the [ ,enci ]er ;
he's a part of the creative team. The majori ty of work Vieringo has received over rhe

years has been from Marvel Comics due to his teamwork mental i ty that the Mar-vel

method inspires. "The dlf ference between storytel l ing and bcing a writer/art ist is that I

do the storytel l ing wi th the v isuals but I  don' t  do the overal l  storytel l ing of  the conr ic

book. I t 's  more of  a col laborat ive th ing. That way l 'm morc able to bc a part  of  thc team

I 'm more of  a col laborator i  I 'm the visual  end of  the col laborat ion."

Much has been said about the Marve I method of creating comics. The

Marvel way is a departure from tradit ional script forrn; the writer controls everv aspect of

the storytel l ing environment. Vieringo enjoys the chal lcngcs of working within a plot

system: "There are two methods-DC and Marvel. I)C involvcs a ful l  scl ipt where the

writer gives you everything: dialogue and often t imes camera angles, whcther i t 's a dorvn

shot or a shot from above, a long shot, or whatever. Depcnding on horv complete they

want to be, I the writer] sometimes wil l  wri te a l0-page descript ior.r for one panel. Tl.rc

Marvel method is where you get a plot outl ine. UsLral ly we ge t the story page by page."

Each wri t ten and out l ined page translates into a page of  ar twork.  In a

barebones system l lke the Marvel  method, i t i  the art ist 's  responsibi l i ty  to f lesh out the

characters,  environment and solve pacing issues. The completcness of  thc f inal  story is

determine by the strength of the art ist.  The art ist has the opportunity ro augmcnt the

story because i t  is  not  held fast  by a deadl ine-determined scr ipt .  With the N4arvel

method, there is room to play around rv i th the pacing of  the story.  " l f  you think,  wel l ,

this could use a couple of extra panels, you're free to throrv ir-r a cotrplc of extra beats in

this part icular scene and stretch out a momt: lr t  in t ime," \ i l / icr ingo explarns.
"The story structure is given to nre,  l just  get  to pi tcL- i t  in a way that

feels comfortable for  me: emphasize certain panels hy making them biggcr ' ,  add parrels

i f  I th ink that  Ican stretch out among them to makc i t  nrore of  an inrpact v isual ly,  that

kind of thing. You're given props and backgrounds and sometirnes thc postures of thc

characters.  Vorking [wi th in]  the Marvel  method, thc wr i ter  suggest act ions,  character

mot ivat ions. . .  and i t i  up to the penci ler  to convcy thcm. lprcfcr  using the Marvel

method because i t  gives me more input as opposed to DCi ful l  script method wherc
you're sort of just a hired hand asked to draw the writer 's vision and not able to Dut anv

of your own in i t ."

At  a l l  stages of  product ion,  successful  comic book creat ion is about

teamwork. Sometimes working with a writer wl-ro nray not understancl thc importance

of storytel l ingcan be dif f icult ,  especial ly in the Marvel method, the structr-rre is so loose

that a writer with real storytel l ing expericncc must bc able to bc visr-ral cnough to gct

production rol l ing.

"Sometinres I  wish lcould work wi th a rr , r i tcr  who startcd olr t  as ,ust  a
penci ler and understands not to smash so much into one script.  l l r-r t  so far I 've worked
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tne sensalional spidGr-man #23
"the spirit is wil l ing..." plot

PAGE THREE
Cutting back to SPIDEY, we find that BUEL is

finishing his statement from page one, punctuating it with
a magikal blast at our most agile WallCrawler!

As SPIDEY dodges the bolt of energy, BUEL'S
shot accidentally hits one of his GBEI\,LYN Minions...

...and turns him into a puddle of gooey flesh...

...while a shocked SPIDEY and the other
GREMLYNS look onl

Wide shol as SPIDEY, ducking another blast, real-
izes that he's gotta get outta there bul that BUEL is
between him and that glowing door... Uh oh! SPIDEY'S
the coolest, but he's sti l l  in trouble! (MIKE - i l  ya can,
also put in the other door BEHIND SPIDEY that he came
through lrom the previous Snowscape. Thanks. t.)

l - t , lurt t  z, Examf' le oJ a plot j i rst rcr ipt I
(also knour as Mart,el Sty/s Script)

Abope, Iu thts uur4ue comic book creatior style,
d sbort plot synttpsis utitbout dialog is written.
Script for p@e z, The Sensational Spider-Man
#z t, tpritten by Tod,l DeZago.

IJdop, Tbe artist tbn takes the plot (usually a
paragraph) aud creates au entire pa1e. Tbe page
will tbm go back ttt the writer who creates dialog
to fit tfu art.

Purcils by Nlike Wreringo, inks by Richard Case.
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I Fi1un z.s, By utilizing the grid and dioiding
tbe panels into eoen mornents oJ tine, it becomes
easy to generate a Jocus panel. Here, iu Cen 13
Bootleg, Wieringo opr'ils up tbe last panel so
tbat the pace slows doan and tbe reader enjoys
Grunges excuses.
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only wi th wr i tcrs who aren' t  v isual  storvtel lers.  They have al l  these things going on in

their  minds that thcy want to see down on a page-this would be great and this would

be great and that would be great. They don't  real ize they have a guy who has to draw

all  that. Sometimes i t 's too much to draw, but I  want to put i t  al l  in and I feel bad about

not being able to put i t  a l l  in.  That 's the f rustrat ion of  working with someone else

instead of  wr i t ing and drawing i t  yoursel f .  i l f  the ar- t is t  wr i tes the story hel  knows how

to pace something and stretch the moment. . .  or  make people f l ip through the pages

very quickly. You'rc not of one mind with this other person. They have their ideas and

yor,r  have your idcas and i t  has to hopeful ly come together smoothly."

"Every di f ferent s i tuat ion cal ls for  a di f ferent solut ion.  Sometimes I

carr talk to the writer and say, "Can we cut this out: You know this isn't  necessary, this

seems kind of  sr-rperf lLrous, I  th ink we can do without th is."  Sometimes i f  you real ly l ike

the scene you' l l  add a page and stretch i t  out."

Working with Todd Dezago on TLe Seusational Spl, ler-t l{an made

Vier ingo real ly feel  l ike a part  of  a team and they were able to concentrate on pro-

ducing good stor ies.  " lnstead of  doing a 22-page comic,  Todd and I ,  working together

on Spider-Man, did 2-3- and even 24-page stor ies.  \We just  to ld the edi tor  to cut  some

ads out or some edi tor ia l  space and they're usual ly f ine wi th that .  Sometimes, i f  Idon' t

th ink a scene or plot  works v isual ly,  I  wi l l  cal l  the wr i ter  and think of  a tact fu l  way to

say'we don' t  need this. '  Todd's an easy guy to ta lk to and is always amenable to making

changes. But I  would rrever makc changes without cons'ul t ing the wr i ter .  Vhen you are

working with a wr i ter ,  i t 's  best  to comnrunicate and not make arbi t rary decis ions- i t 's

part  of  the col laborat ive process."

T u e_" o 'o

The gr id is one of  the s landard seqL.renl ia l  ant  convent ions that | , .1 ier" ingo ut i l izes.

Rely ing on the gr id helps him keep the story straight and f lowing and al lows him the

freedom to ut i l ize his t ime in thc penci l  stage. " l  usual ly end up going by the t radi t ion-

al  grrd system just  so that I  can get the layout done in a decent amount of  t ime. I  mean

it 's al l  abor-rt  t ime When you're doing monthly comics unfortunately i t 's al l  about get-

t ing a page done a day."

By div id lng the layout into even levels of  informat ion,  Vier ingo is

able to ernphasize only the panels that  need to jump out.  Creat emot ion or act ion mer-

i ts ernphasis,  and Vicrrngo creates the panels in such a way that involves the reader.  ln

a col laborative effort,  there are discussions with the writer over which panels need to

jump out for attention. "When I was working with Mark Waid on Tbe Flasb, every panel

that he wrote. .  was so porverful and deserwed to be emphasized. I  wanted every panel

to be the biggest panel. But some of thcm had to be srnal ler.. .  that 's where I got into the

grid system, working with Mark. Because every panel was so powerful that I  ended up
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doing a k ind of  a standardized gr id so that they would al l  he the same sizc.  Sornet imes

l 'd do a big c lose up for one, somet inres [ 'd do a long slrot  br t t  cverv panel  crrdcd trp

being kind of  the same size because they al l  had sonrething in there that I  thouglr t  necd'

ed to be shown as c lear ly as possible.  So sometintes yolr  get  into that  s i tuat ion and

sometimes you get into a situation where I know what I  want. And sometimes I get lazy.

Al l  r ight ,  th is page has to go fast  so the c loseup's going to be the biggest th ing on thc

page and everything else wil l  be real ly small  because I havc to gct this page donc today

Sometimes you have to compromise because of that."

The grid helps in \ i l / ier ingo's storytel l ing becar-rse of t l .rc case informa-

t ion can be taken in by the reader. He rel ies on the grid for speed and clari ty of read-

ing.  " fSome.]  ar t is ts don' t  use the gr id systenr and do panels that  are set  at  arr  angle arrd

another panel  that 's set  at  an opposi te angle and scrmet imes the storytel l ing gets real ly

confused. But that 's where the gr id system I th ink could help people.  People who have

these real ly wi ld, crazy layor,rts could benefi t  by start ing ortt  r .rsing the grid system and

moving outward. But I 've never been able to do thosc crazy layouts. [ 've tr ied but i t

usual ly ends up looking pretentious."

Storytel l ing c lar i ty is terr ib ly importanf to Vrer ingo. [ :vcn as ear ly as

the roughs stage, he is attuned to what thc reader wil l  take irr arrd he alrvays tr ies to

ensure that the story wil l  be a very clear one. " l f  you go to sc'e a movie and yotr 'rc

enjoying i t  and the story is capt ivat ing and you're real l l ,  gnlsylng i t ,  you sr. tspend your

disbel ief.  l t i  the same when you read a comic book or a novel. l f  yor,r ' re Lrsed to sccing

something in a certain way and al l  of  a sudden a monkey wrcnch is throrvn in therc c i r

something that just  changes i t  completely,  yor-r  e i ther havc to { ind a new rvay of  look-

ing at i t ,  a new way of seeing i t  to adjust to that, or yolr j r-rst give up Nlost people don't

wantto invest the t ime or the mental  ef for t  in t ry ing to f igurc sorncthing or,r t .  Especial ly

with comic books."

R o u c H s A N I)  P n e p L A N N I  N ( ,

Ihe roughs stage is the most crucial  . ,un.--r .  l i ier inqo wfr ,"n he star ls v istral  iz ing th."

story. He takes t ime to peruse the story in i ts entirety beforc rushing out to crcate pages

" l  usual ly read the whole plot  and get a {eel  for  i t  Istart  th inking

about the beginning pages, how I 'd l ike to get started. Every t ime I start orr a ncw comrc

book I 'm always dead cold and i t  takes me a good rveek or so to get a few pages done

because I feel  cold going into i t .  I ' l l  read the whole plot  and start  get t ing somc mcntal

images and then I ' l l  s tar t  f rom the beginning and iust  start  laying olr t  page one and r tsu-

al ly that 's the very hardest page."

Dur ing the roughs stage, Wier ingo uses an i l r tercst ing tcchrr ic luc in

creat ing his pages. He creates the layout on smal l  prenradc, photocopicd gr ids,  each

page reducing to about the s ize of  a t rading card (Figure -3.5).  " l  work th is s izc so that I
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Fi4ure t. t, Fil,il pencils created t'or rlre Flash I
(.abooe). Tbe use oJ tbe grid keeps all of tbe
tbnotic actiou contained and manageable. Wben
rction breaks out oJ tbe paxel, a Jocus is created.
As tfu page printed in Flash +sa (below).
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I Figun z.s, Example oJ roughs created Jor page
a, oJThe Spectacular Spider-Man #2 1
The rougbs are baseball card-sized and hme a
good amount oJ detail Once confortable witb
tbe layout, Wieringo enlarged tbe roughs,
applied a piece oJ bristol board on top oJ the
pbotocopy, and cleaned up the art, usin! n
ligbt table.

!l

can get a feel  of  thc overal l  page ancl  i t 's  a wl . ro le lot  easier for  me working smal l  to do

the anatomy than doing i t  fr ,r l l -sized. Start ing with a head here and going al l  the way

down to the fcct .  YoLr 'd being doing l ike a fu l l -s ized page, you may end up running out

of  room ior the feet or th inking by thc t rmc your sketching up here and you get down

there and say, 'Oh man, th is layout sucks. '  l t 's  a whole lot  easier to see i t  smal l .  I  take i t
to a Xerox machine and blou, i t  up and put i t  on a l ight  table "

Whi le rvorking in the smal ler  s ize,  $/ ier ingo worr ies about pacing and

ernot ional  issues rather than how €Jrcat thc f igurc looks on the page. The art  of  story-

tel l ing is demanding becar,rse i t  is  not  iust  about drawing. " l  . iust  th ink about the overal l
page and what I  want to have on thc page and how many panels I  th ink i t 's  going to take

to te l l  the scene on that pagc. I  th ink about which panel  or  expression, or whatever I
want to cmphasize,  which panel  I  want to rnake the biggest,  how do I  want to break up

a certain part  of  that  scerre into scvcral  l i t t le panels,  etc.  A lot  of  i t  is  mental  and there's

a lot  of  erasing. I  of tcn start  wi th something I  th ink is a good idea, get hal fway through

thc layout and say, wel l  t l . r is  isr . r ' t  wr i rk ing and start  over.  Usual ly,  by the t ime Iget

hal fway through the story,  I 've got k ind of  a rhythm going and I ' l l  just  start  going

through the layoir ts and.. .  do thcrn a lot  quicker.  In the beginning i t 's  very di f f icul t .  l t 's

not very easy tor mc to do layouts.  I  doLrbt  mysel f ,  my abi l i t ies,  a l l  of  that ."
"Sonret imes i t  rv i l l  take me a whole day just  to do the layout.

Somct imes Iget i t  done in an hour.  l t  a l l  depends on how inspired Iam." This process

is t l . re real  work in creat ing comics.  " l  rv ish that  I  could just  conre in here and start  work-
ing.  I f  whatever I 'm pLrr t ing down is what I  l ike,  that 's great.  Whip out a page rn a cou-
ple of  hours and bc donc. But somet imes i t 's  l ike pLr l l ing teeth.  Sometimes i t  comes real-

ly easi ly and sometimes i t  doesn' t .  I lur  I  feel  l ike I  can' t  a l low mysel f  to just  say O.K. th is
page isn' t  u,orkirrg and go orr  to the l rext  one. I  don' t  l ike to do them out of  sequence. I

t ry to do caclr  page as i t  comes."

Breaking dorvn a strrrv v isr-ral ly tcnds to be a spontaneous process and

Vier ingo i lnds the phy,sical  act  of  c i rawing the page to be a breeze. "That 's sort  of  nt ind-
less.  Oncc I  have the layor-r t  down that I  want,  then i t 's  tweaking things here and there
that arcn' t  drau'n in completely But i t 's  a whole lot  easier t racing out the f in ishing pen-

ci l  stagc-thc hardest stagc is doirrg the layouts.  The absolute hardest stage. I  used to
dc-r i t  in actual size [ 1 1 " x 1 7"] and I would draw cverything pretty completely. Then by
the t ime I  t raced i t  up Iwasn' t  interested in drawing i t  again.  I 've already drawn this once
and I  don' t  want to do i t  again.  So l 'nr  doing i t  smal ler ,  and every l ine is not complete.
Whcn I 'm doing i t  smal lcr  there are a lot  of  areas where they might be sketchy in part ,

where I 'm not complctc ly sr-rrc what l 'm goin€J to do with the background. l  leave a l i t -

t le work for  rnyse I f  in the othe r  stages. ' '
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A good case jn point  is  lhe Sensat iona/ Spider Man 1t21. |^ / r i t ten by Tood Dezago

and penci led by Mike Vieringo, this issue continues the legend of cve rybody's favoritc

wall-crawler. This is not a big action scene-something that Nlarvel is most noted for-

rather, i t 's a very introspective point in the story where Peter Parkcr searches his soLrl.

" l t  deals wi th Peter 's feel ings about his c lone Iwhich Petcr considered

himself to bel before the clone died. J'here was a t ime when Peter thought he himself

was the clone so he started thinking of  Ben Rei l ly ,  the real  c lone, as his big brother.  And

since they were the same person, they sort of real ly emotional ly bondcd and l ' rung or-rt

together. ln this revelat ion storyl ine, the clone ended r-rp dying at the end. At the begin-

ning of i t  they had sort of a quiet moment together in the att ic of [)eter 's Ar-rnt Nlayls

house. So this is a page where he's remembering they had prlaycd Batt lesbip, the1, had

some of their  o ld toys out and were reminiscrng. Peter,  th inking l re was the clone had

said, ' l  wish I  had been al ive or I 'd been you at  th is t ime. I  have these memories but not

the actual i ty of  i t . '  He's just  remembering this and fecl ing real ly sad and missing his "big

brother" as he cal led him. And I 'm trying to get the emotional impact of i t  across. That

was fun. Not every scene has to be about act ion and some of my favorite stuff is more

character driven.

To begin the page, Wier ingo digests the scr ipt  to [Jain an understand-

ing of the storytel l ing. The writer creates the script by descl ibing the scenes that the

penci ler to translate into art.

"That 's al l  every page of  scr ipt  is :  a paragraph. Or the page is broken

down into sentences of  h is idea for each panel ,  or  the idea that he wanrs ro ger across.

Sobasical ly th is page informat ion lwas given is that  Peter 's taking his rnask of f  on the

previous page and he just scans the att ic seeing boxes and some toys and in part icular

he pointed out he wanted the Batt leship game because they were playing Batt leship

before they had to leave the house. Some other th ings that were cstabl ished in the pre-

vious comic book. The tr icycle hanging on the wal l ,  that  k ind of  th ing.  Sett i r rg up

things l ike the nr i r ror ,  because he wanted to have him look in thc mirror-on the next

page and see Ben. Todd told me he wanted him to pick up a ; r iece frr . rm the Batt leship,

lookat some of the books that they had looked at  together and then..  I  threrv th is in

myself.  I  just thought that was a good way to end the pagc. He gave me about 5 or 6

sentences of what he wanted on the page and I just had to bring that or-rr visr-ral ly. And

that pretty much goes for each plot,  each page he gives me a paragraph of sentences

of what he wants on a page. Sometimes i f  i t 's  a real  compl icated f ight  scene he nr ight

ask for something more. Or he might give me more words."

After the plot has been mulled over, the roughs proccss L.;cgins. A lot

of  the met iculous detai ls found in the f inal  page can be secn in the roughs (Figure 3.5).

But this does not leave things etched in stone. "Nothing's going to change as far as the

content of  what 's on the page. But th ings do change f f rom roLrghs to pcnci ls]  I  rcal ized

Me *wa
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ffiffiffin
Figure s.a, The Jiurshed inked 1tage. At this
stale, the pale utould he scanned and colored
At t fu ud oJ tbe production proc(ss, a utr i ter
and editor f , laced the nord bal loons into tbe
pale and i t  wei l  to press.
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I Figun s.z, Page u or-j*olt, appeared, Jrom
the Sensalion Spider-Man o z t
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at one point  that  Istartcd to make the at t ic  much too big.  I  ended up drawing i t  in so
Iextended the height of  thc door of  i t  to make i t  c loser,  g ive i t  more of  a c laustro-
phobic feel .  Because when I  srarted I  said 'vel l  I  th ink i t 's  a pret ty big house, but I
don' t  know of that  many houses that have at t ics that  b ig. '  You see these slasher f i lms
where a lot  of  thc ending takes placc in the at t ic  and i t 's  huge, i t 's  I ike a carnival  tent
i t 's  so big.  But I  d idn' t  th ink that  they would have that big of  a house. I  drew i t  in a
l i t t le bi t ,  rnade i t  a l i t t le more clarrstrophobic so Iextended these out a bi t  pul led
things in a l i t t le bi t .  I  d ld that  in a stage when I  was rransferr ing out wi th the blue
penci l .  Br-r t  cverything clse is pret ty n.ruch the samc., , (Figure 3.6)

This is a rare occurrence consider ing the amount of  pranning at  the
roughs stage. But Vieringo constantly reevaluates the effect iveness of the visual
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MIKE \rVIERINCo

solut ion,  even up to the f in ished penci ls.  "Sometimes the layout or the part icr-r lar  panel

might be something I  d idn' t  l ike and I ' l l  ;ust  change i t  conrpletely in blue penci l .

Sometimes I ' l l  just draw right on the page. But very rarely "

Pacing issues are cont i r . rual ly solved. Kno'nvir . rg when to add detai l  or

leave out detai l ,  knowing when to open a border or how to posit ion a f igurc, al l  of these

things can add visual interest and make for a more enjoyable story.

" l t 's  iust  to make i t  a l i t t le more subt le.  Yeah, i t 's  for  dran.ra.  I  l ikc a

lot  of  th ings that are somet imes impl ied.  I  don' t  real ly gct  into the idea of  drawirrg

gratui tous v io lence. Sometimes i f  somebody is doing sonrething part icular ly dastard-

ly to someone l ike cut t ing them or something, [ ' l l  show i t  in a shadow on the wal l .

I 'm not so much into sel l ing the v isceral  you know-[ 'm stabbing you. l 'd rather see

violence impl ied rather than hi t t ing somebody over the head with i t  t ime af tcr  t imc.

"As far as emot ion goes, you can already see here that Peter 's feel-

ing a l i t t le sad or introspect ive,  by thc t i rne you get herc i t 's  not  necessary to do i t

every s ingle panel .  This let 's  the reader interpret  i t  in their  own way. Yor-r  know he's

putt ing these books back and i t 's  l ike a s imple beat r ight  be fore he shows an cmori()n

with his body language (Figure 3.8).  I t  a l lows me to f i l l  in thc scene anyway Iwant

to.  He could be kind of  stoic r ight  here and then here he breaks down and starts to

cry.  Or his face can be start ing to crack r ight  here and then he starts to cry.  I t  g ives

the reader some interact ion.  Also i t  was supposed to be dar-k.  So I  started just  to

indiscr iminately throw in some shadows."

In panel  s ix,  the panel  is  border less and stands out f rom the rest  of  the

frames on the page. Vier ingo speaks of  pacing'  "Again,  I  th ink for  thc ef fect  of  the beat.

The beat between him looking at  the book. I t  keeps thc rc 'ader there on that panel  for

a beat longer before going on."

After the penci ls are sent of f ,  the inkcr,  color ist  and let terer br i r . rg

the project  to a c lose. Vhen Vier ingo receives a f inal  copy of  the book, not

everything is always how he imagined.

" ln fTbr Sewat ional  Spider- i r lan * : l ] ,  there were somc thought bal-

loons. I  bel ieve l the wr i ter ]  was making some mental  comments about Ben and how

hemissed him here (Figure 3.9).  And then I  th ink these werc actLral ly some si lent  pan-

els and the thing that broke the f low for me, that  I  d idn' t  l ike ,  was in th is panel  wi th

an open si lhouette of  Peter.  l t 's  pret ty c lear hc 's distraught.  He u,rote in "Cod, I  miss

him."The biggest pet peeve Ihave about comic books is u 'hcn the par.rel  or  the dialog

that 's in the panel  is  just  echoing what 's going on in there.  I t 's . iust  saying what is hap-

pening with the v isual  and that 's not necessary.  I t 's  too much ] ike the reader being

spoon fed. Dialog should not echo what 's going on in the panel ."

"Vhen I  saw this page i t  was the f in ishcd product.  I  don' t  get  to have

f inal  d ia log approval  over what gets done. And wherr I  saw. i t  I  said 'Huh, r , r ,e l l ,  you

know,. . 'That k ind of  cheapened the impact of  the end of  the pagc."

:

E
o

=
=

Ftgure t.s, In tbis panel the bortler was leJt oJJ
to slow dount the pacing. Tbis gioes tbe reader
pduse to connect tttith Peter's emotions. By
obscuriug tbe Jace, the reader participates in
determining Peter's stru!lle with bis identity.

Frgttre z.o, (Botton) Example of text restatiug
tbe emotion in the panel and the original (Top)
without text. Peter's pain still comes across in
bolh treatments.
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Figwe s.to, Tbe misndpeutures oJ Hautk mtl
Ri&k rr Tellos +t. This Buster katotr, slap-
stick story serL)es ds a bighligbt Jor Wteriugo.
"I really didn't want to do it. But Todd u'as
really insistent. I said'Wbat the bell, lll go
ahead and do it.' It nded up beiug as diJJicult as
I tbought it would h, but it presented a u,bole
lot ol really cool challeuges. But comin4 up aith
ways to solue then is always a lootl *perieuce."
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l '4aking the trdnsi l ion f rom being par ' t  of  an art  team to becoming d creator

can be dif f lcult .  Though Vicringo has drarvn almost every major character for both DC

and Marvel  Comics,  the project  \ i l / ier ingo has been most proud of  is  Tl l los,  a 10-

issue l r rn i ted ser ies co-created with Todd [)czago.

" l  had an idea of  doing a story.  I  had always wanted to do a fantasy

story and Todd wanted to do fantasy as well .  Ve dld some fantasy in Sensational Spider-

Mnrr when wc were working on a three - issLre story with Spider-Man teaming with Dr.

Strangc and f ightirrg ar.r evi l  sorcerer frorn another dimension. Ve both l ikedLord oJ the

Rir4s and other fantasy books- i t  was sonrething that I  was real ly into as a chi ld.

" [ t  was a Sr-rnday af ternoon in the middle of  Summer 1999 and one day

on the phone we just  created a vague sketch of  an idea of  a deposed pr ince that was on

the rr . rn f rorrr  h is uncle who had ki l led his {ather in almost a Hamlet type of  way. He was

being protected by a captain of  the guard-and that was basical ly al l  that  we had. Ve

ended up talking for about 4 hours on thc phone and we ended up f leshing out pretty

much the whole story."

After developing the ent i re plot  in one af ternoon's s i t t ing,  Vier ingo

began to v isr . ra l ize th is rvor ld.  Knowing that th is was a ta le to be told to a younger and

broader audience, he rreeded to f ind a visual style that could communicate the story

effect ively.  He turncd to his love of  Disney and animat ion as start ing points.

"Tel los has a real aninrat ion feel to i t  even though i t 's highly rendered

with color.  Di f ferent th ings cal l  for  d i f ferent sty les.  This is a br ight  fantasy adventure.

I 've always loved cartoons and animat ion and i t 's  just  what comes natural ly to me, i t 's

what I  natural ly gravitate toward. \X/i th Tel los I felt  free enough to expand a l i t t le bit ,

open up and do more cartoony artwork. This has helped to carry over into the stuff that

I 've done for Marvcl  and DC since Tr l los.  l t  helped expand nry hor izons and helped me

connect wi th what I  thought my work shouid be .

" l  gucss that 's why I 'm so dissatisf ied working on superhero books-a

lot of peoplc want their superheroes to be super serious. They think that because i t 's a

superhero book i t  needs to be drawn in a real ist ic manner.  I 'm just  the opposi te.  I t 's  just

as much fantasy as Ti ' l los is and I  th ink i t  should be fun, cartoony, animated and over the

top."

Developing the character design arrd personal i t ies is another f r inge

benefi t  of creating your own world. " l  was able to design al l  these characters from the

get go. Tl.rey were al l  nry characters, so I didn't  have to go with what someone else

thought these characters should look l ike.  They al l  came out of  my imaginat ion."

Thc cxpcrience of pr-rt t ing together a series of books was a pressure-

f i l led one. " l t  was l iberat ing,  a l though I  put  a lot  of  pressure on mysel f .  Each issue I  fe l t

l ike I  was sett ing up expectat ions for  the next issue and try ing to add more to i t  to make

i t  bet ter .  lnstead of  feel ing completely f ree to do whatever Iwanted to do, I  fe l t  l ike I
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hadto top the previous issue. I 've never forrnd that ideal si tuation whcrc i t 's jusr furr from

beginning to end. There were some intense parts working on this book that were a l i t-

t le frustrat ing but for the most part i t  was just a lot of fun.

"Having total creative control makes you appreciate what corpora-

t ions do to put a comic book together. I  wish we had an editor rvho handled al l  the

business aspects of  the book. I t  was di f f icul t  coordinat ing wi th the other parts of  the

creat ive team-l ike t ry ing to get the inker to get his part  of  the job done rv i th in a

certain period of t ime-because you had to get i t  to the colorist who then r.reeded to

get i t  to the f i lm output people. Just trying to push i t  al l  through the pipel ine was drain-

ing and took away from the creative side of things."

Even though the experience was dif f icult ,  Wieringo maintains that the

entire experience of creating l?l los was rewarding and important for his growth as a story-

teller. Moreover, \i/ieringo was able to alter his artwork toward a style that was aninrated

and freer. Not only was this important to the art ist,  but i t  was important to his readers.

"This is the one project that Iwor-r ld l ike to remembered for rnore than

anything else l 've done.. .  at  least  up to th is point .  Ti l los is more indicat ive of  what I 'd

l ike to do as far as opening up my work and being n.rore cartoony

"l know we got a lot of mail  fronr people rr,ho werc thanking us krr

putt ing out a book l ike that that they could read to their kids or that they coLrld give to

their  k ids.  They just  fe l t  l ike i t  was something that adul ts could apprcciate but k ids

could real ly enjoy too because i t  had the fantasy aspccts. I  just wantcd to make Isl/os

something that the whole family could enjoy. I  r .r ,as sr,rrprised at how many fans rvc had

that were chi ldren. I  didn't  think that many chi ldren wcre reading comics-what was

real ly grat i fy ing was that we had a lot  of  k ids br inging us conr ics at  shows to s ign.

That was real ly nice. I  guess that 's rvhy

anthropomorphic characters appeal to me

because animal characters appeal to kids. I t

brings out the chi ld in me and I guess that 's

why i l ike to draw them.

"l t  was a wonderful expe-

rience and i f  I  could st i l l  be doing i t ,  i f  Tel los

could pay my mortgagle, I 'd st i l l  be doing

it .  I  haven't  real ly enjoyed anything that

I 've worked on since. After having control

over every aspect of a project, just going

back to being hired penci l  just doesn't  have

a lot of appeal."

I f r,,r, t t t, AJtu tlr qui,k stacrato o.[ the
clnst scene fu tbe u,'tter sluices, Wieringo uses
lanel sbape and len7tb to slow the pact down.
"Th pace speeils up a little bit ds Rikk Jalk
tbron1lt tbe hole. But tbw I slout tbings dourn
a5 u,e ptl[ back, pull back and putl ltack as be
rcdlizes thdt it's a floating city. This u,hole
middle section is wbat I 'm proudest oJ in this
issur and I eoen !ot au,ay Jrom the grid."
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Figure t. t z, Tbe panel grid iw aclion .In lhis example, Tellos o I, page I s, Mike
Wieringo uses tbe grid to keep tbe story\ flow
enerletic. In panel t, the cbase is established.
Wben Serra lands in fdxel z, tbe pacin4 slows
down because it is a wider panel tban t.

Mooing to tbe znd tier oJ inJormatron,
Wieringo cbose to stretch tbe panel ooer the
widtb oJ tbe page to sbovi tbat tbt chase bas
mooed onto tbe rooJtops Because it the panel is
mucb shorter than tbe others, tbc actio* btp-
pens Quickly.

Finally, in lbe yd lier, the ftanel borders are
stripped and tbe Jigure breaks out oJ tbe panel
into tbe precedin! panel. Eoen u,i lhin rules
ddined by layout, you can break the
occasional rule to empbasize a flomenL IJ euery
panel on the paqe broke tbe grid, than tbe last
panel couldn't stand sut. This is tbe Jirst tine
tbe reader gets to see Serra in action, so
Wieringo has made it memorable.

a

:

:

PT\NEL Cnrns

l^Jhen a narrat ive becomes complex,  good panel  arrangement can creale order.

Cood panel design is oftcn an overlooked part of storytel l ing with many sequential art ists.

Abstract panel shapes, too many panels on an angle, and haphazard placement of panels

can detract from the pacing and eye movement of the story. l t  can create confusion which

can distract a reader.

Panel arrangements should never be arbitrary. Comics storytel l ing is

designed around a f ini te nlrmber of pages. Vithin each page, many actions and plot

points need organizat ion.  For Mike Wier ingo (Figure 3 12),  working within a gr id layout

is vi tal.  Cood panel grids al low the reader to easi ly fol low the action. The story dictates

the panel arrangement for an art ist;  and the art ist str ives to group many thoughts,

act ions,  and scenes on a s ingle page.

A common mistake is to place too many panels on a page. In doing so,

visual ch-rtter occurs with too many graphic devices or panels vying for the reader's atten-

t ion. Five to seven panels per page is considered the auerage needed to clearly convey a

section of storytel l ing. I f  more panels are used, more demand is placed on the art ist 's t ime

and facult ies to enslrre that the page st i l l  communicates effect ively.
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Figure s. t+,
Tiers used to
lroup panels
actiort, scene
inJornation
together.

i;;;;;--1
Tbe grid used to
pronote pacinq.

The grid format al lows the art ist to assign valr-re to panel information.
In a basic 6-panel  layout,  ior  instance, therc is a c lear hor izor-r ta l  l inc that  separares two
sets of  panels (Figure 3.13).  Al l  panels start  of f  rv i th eclral  inrporrancc ( far  lef t ) ,  but  by
simply moving the vert ical  gut ters lef t  or  r ight ,  panel  emphasis is spot l ighted.
Modulat ion of panel size effects how the story reader interacts with t lre ston,. Thc cye
moves quickly over smal ler  panels and pauscs rvhen presented with a larger panel .  I f  the
act ion is of  minor storytel l ing importancc, make srrre the panel  ref lects th is.  C)nly when
a major plot  point  needs to be enrphasized do y. 'ut i l ize the largc panel .

l

The art ist  is  g iven even more opt ions rv i th which to wgrk when t iers
of information are defined (Figure 3.14) Horizontal gutters serve to separare scenes,
actions or thoughts. For this example, the three Ievels of infornration rvi l l  be keot eoual
in height. To move from one scene to an.ther, group the pane ls in as many 

'ers 
as pos-

sible.  A scene can take place in two t iers,  but  as soon as there is a change of  scene, the
art ist simply can start in the third t ier.

Vhen both the hor izontal  and vert ical  laurrers movc, th is is when the
magic happens. Panels now modulate in service to the story.  So now grolrps of  act ions
or certain scenes can be ernphasized over others (FigLrr-c .3. l5) .  Vert ical  gLrtrers he lp tcr
emphasize the act ions whi le the hor izontal  t iers can group or separate these act ions.

The gr id format is successful  because i t  is  s imple to fo i low There is
no confusion about moving from left  to r ight, then top to bottorn. Experimental layor-rts
can may lend excitement to storytel l ing, but i t  takes a great deal morc work to achreve
clari ty. A structured grid, whether six panels or some other nr-rmber, promotes clear
storytel l ing because the reader automatical ly knows which pancl to read ncxt. This
al lows the informat ion to be told on i ts own menrs
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-Figure t t  s, Tlt t  qr id outr a story Horizontnl I
gutters belp to group momcnts togetber in tiers.
The oertical gutters help create emphasis itr tbe
panels working iu tbe grid system. Witb a clear
lnyout, the action bns the ol>portunity to brerttbe

Page t ,The
largest action
bappens in
panel r, so it is
tbe lar!est. In
tbe second tier,
iucidental
action takes
place. In the
tbird tier, our
new combatants
obserue the situ-
ation wbicb is
not as intpor-
tant as pdnel t .

Paqe z, The tst
tier establisbes
u,here all oJ tbe
cbaracters are.
In tbe second
tier, tbe nissin1
actor shows up
in a oery small
pauel to promote
speed. The last
tirr is doninated
by red as tbe
pacing bits a
crescendo-

(see page s Jor color plate oJ tbis image)

Page z,The
pacing now
becomes actioe
In tbe Jirst tier,
tbe action is
broken down.
Iu the second
tier the spell is
cast. In the
tbird tier (most
rmportant)
tbe spell didnt
uork and the
heroes are still
standing.
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