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SIS

JAMES WATSON—Director of Operations for SIS, responsible for all day-to-day operations and intelligence 
gathering performed by SIS, as well as all “special” operations performed by the Minders.

LINDSAY MILLS—Minder One, eleven year veteran of SIS, head of the Special Operations Division (also known as 
the Special Section). Considered by many to be one of the best special operations officers working in the world.

WESLEY HARGREAVES—Minder Two, with five years of SIS duty under his belt.

DONALD WELDON—Prague Station Number Two. Acts as gopher and resident legman for the Prague Number One.

PAUL CROCKER—In his mid-twenties, newly married, considered by many at SIS to be a prodigy in the field.
The latest addition to the Special Section, with the designation of Minder Three.

JOHN GILCHRIST—Mission Control Officer (also called Main Com-munications Officer), responsible for main-
taining communications between the Operations Room (Ops Room) in London and agents running in the field.

GARY MACHON—Duty Operations Officer, acts as the conduit for all incoming and outgoing information with 
operational impact. Monitors and evaluates information, as well as implementing the Director of Operations’ 
mission orders.

FRANCES BARCLAY—Frances Barclay, the Prague Station Chief (or Prague Number One). Heads the resident 
SIS mission in Czechoslovakia.

VALERY KARPIN—KGB Resident Officer in Prague, twenty-seven year veteran of the Cold War.

RUSLAN IZMAILOV—KGB Officer, recent addition to the Executive Action division.

JENNY CROCKER—In her early twenties, wife of Paul. Aware that he works for SIS, but not certain in what 
capacity. Teaches pre-school.

OTHERSSIS KGB
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TOM WALLACE—Ex-Sergeant of the Royal Marines Commandos. Recruited to the SIS as Minder Three, eventu-
ally promoted to Minder Two when Shepherd retires. Sent to Hong Kong to investigate the death of Bill Lambert. 

PAUL CROCKER—Head of the Special Section, designated Minder One. A man with a family. Had risen through 
the ranks to Minder One through his service during the Cold War. 

TERRENCE SHEPHERD—Minder Two of the Special Section. Retired from the Special Section when he was 
diagnosed with Multiple Sclerosis.

CARTER—Director of Operations, or D.Ops. Became D.Ops through bureaucratic means rather than through skill or 
experience. Has direct command of the Special Section, despite the fact that his men don’t respect his decisions. 

BILL LAMBERT—The Number Two in Hong Kong. Involved in some off-the-record business dealings before his 
body turned up in the Hong Kong Harbor.

SIS

FIONA—Deputy Chief of the Special Section. .

LOUISE—Secretary to C. The gatekeeper to C’s office. 

ROY HALLECK—The Number One in Hong Kong. Insists that there was nothing untoward in Lambert’s business 
arrangements.

DETECTIVE MEI XIAO FENG—Hong Kong Metropolitan Police. Investigating the murder of Bill Lambert. 

SIS OTHERS
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i know.

handkerchief, 
please.

look…look, 

wallace…

…in the 

NAME of god, 

man…

…PLEASE don’t

…don’t…

not 
ME.

you.
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SAS

NICHOLAS POOLE—Corporal, 22 SAS. Follows in the footsteps of his father, an SAS Captain who also served in 
Northern Ireland. Young, capable and a good all-rounder, Poole is tipped for a good career. Closet homosexual. 

ADAM HART—Corporal, 22 SAS. A crack shot who served with Poole in the regulars before SAS. Homophobic, 
misogynistic and arrogant, but possesses remarkable discipline and stamina.

NIAMH DOHERTY—Sergeant, 14 Intelligence. Placed deep undercover, infiltrated the Real IRA’s Newry Brigade 
and began successful relationship with Ciaran Ryan. Valuable source of intelligence.

CIARAN RYAN—Leader of the Real IRA’s Newry Brigade. South Armagh falls under his purview. His skill lies in 
strategic planning, not ground action.

LIAM FINNEGAN—Soldier, Real IRA. Sole IRA survivor of the 1981 “Armagh Massacre,” subsequently impris-
oned at Long Kesh “Maze” until prison closure. Newry native, from a family of IRA supporters and activists.

LAUREN MULLEN—Moved to England after her father was killed during the “Armagh Massacre.” Remained there 
through University. Newly returned to Armagh after the Good Friday Agreement. Now in politics, supports peace.

IRA OTHERS
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BEHIND THE SCENES
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The following pages contain an intimate look at Brian Hurtt’s sketches and development process for Queen 
& Country Declassified Volume 1.
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Declassified Volume 1 was originally intended as a 56-page stand-alone. Once Greg started writing, though, 
the script took on a life of its own and became this weightier volume. Above is cover artist Scott Morse’s 
original cover for issue 1, which was discarded when Scott decided to use specific design elements on all 
three covers (shown as the chapter break pages for Volume 1.)
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Scott Morse’s painted cover for the original Declassified collection.



In this series of interviews, Queen & Country cre-
ator Greg Rucka chats with three of his collabora-
tors on the series. First up, we have inaugural art-
ist Steve Rolston, whose deft line and attention to 
detail helped establish so many of the set pieces the 
series would rely on. Rolston returned to the book 
for the double-sized 25th issue and has also collabo-
rated with such critically acclaimed authors as Brian 
Wood, Brian K. Vaughan, and Warren Ellis. 

Greg Rucka: First, I just want to say, I really 
appreciate you doing this. It’s really short notice and 
out of the blue. 

Steve Rolston: It’s cool.

GR: James and I had been talking about what 
we could do to make the defi nitive editions more 
defi nitive, and I had mentioned to him that I liked 
the idea of talking to the artists, and obviously, you 
were fi rst on the list, for a number of reasons, not 
the least of which is you being “the fi rst.” Honestly, 
I was thinking about it, and I was thinking that as 
much as I suppose I had an iron hand in a lot of this 
stuff, everything visually that was established for 
Q&C, you are responsible for. 

SR: Well... that can’t be all true.

GR: I was looking through Broken Ground again, 
and I was looking through the third Defi nitive 
collection, and you can clearly see it. You set the 
visual tone, even if different artists came in with 

different interpretations. How did you approach 
that? How did you approach that design?

SR: I’m not sure if I had much of a plan. I was still 
new to it all at that point. I’d been trying to draw my 
own comics for a few years, but it was all cartoony 
stuff. I’d never drawn more than eight pages or so, 
I guess. And then being thrown onto this spy book, 
well, that was interesting, cause as you probably 
remember, when I fi rst did some sketches, I did a 
cartoony version and I did a realistic version. And 
we wound up going with the realistic version, which 
people still think was cartoony. But that was me 
stretching to be as realistic as I could. I had never 
really approached drawing any drama. And there 
was a lot of drama in Queen & Country. That’s what 
all of those offi ce scenes are. Basically, I was just 
doing what I thought worked. 

GR: Well, it clearly did! Actually, you just jumped 
ahead of me a bit, but now that you’ve brought 
it up, I remember all of us being really steamed 
that the initial response to the art was that “too 
cartoony” comment. It’s a personal question, but 
how did it feel? When you were seeing that and 
hearing that?

SR: I think I was more amused than anything. Most 
of the criticism I get on my comics, I never take 
any of it too personally or too seriously, because 
everyone’s got their own interpretation. And I do 
know that my stuff is cartoonier than others, I just 
disagreed with them when they thought that it didn’t 
fi t the book. It worked out fi ne, though, because it 
was a bit of a vindication when three issue later, 
online reviewers actually said “I was wrong when 
I said it was too cartoony.” So when they actually 
go back and eat their words, you know, that’s pretty 
good. [laughs]

QUEEN & COUNTRY:
THE INTERVIEWS

GREG RUCKA

STEVE
ROLSTON

STEVE

 First, I just want to say, I really 

ROLSTON
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GR: [laughs] Well, and it did seem to be the curse 
of the Q&C artist, and it started with you: Whoever 
got the gig was always being compared to the last 
guy. And you were the first guy, so I suppose a lot of 
people were comparing you to Steve Lieber [artist 
on Whiteout]. 

SR: Yeah, I think a lot of people were comparing 
me to him. Which is a tough comparison, because 
Steve’s pretty damn good. 

GR: Oh, yeah, Steve’s amazing. 

SR: But we have completely different styles.

GR: Yes, exactly.

GR: So I remember the first time we met, at San 
Diego. I can’t even remember the year. I can’t 
remember who even made the introduction, and we 
sat down in that hallway, before it was impossible 
to sit down in the outer hall. I recall you having this 
glazed expression as I bombarded you with this idea 
for the book. What did you think when we first said 
“Here, take this thing on?”

SR: Well, it felt pretty cool, because I loved Whiteout, 
so I knew I was going to be working on a great 
project. I think my eyes were glazed throughout the 
entire convention. It was a little intimidating, but 
somehow I had faith that I could pull it off.

GR: Well, there was never any doubt from any of us 
that that was true. What did you think when you got 
that first script, when you first read it?

SR: Well, I’m gonna assume that I was blown away. 
My memory sucks, so.... One thing, whenever I read 
one of your scripts, I can always see it in my head 
perfectly. Some kind of weird movie/comic hybrid 
that’s going on in the back of my head. First I have to 
read it through, you know, as a fan. And enjoy it. And 
then I have to go back and actually think about if it’s 
going to work on the page the way I’d envisioned it. 
So basically, I always have fun reading your scripts. 
I’m sure the first one was the same. And then I say 
“Wow, it’s a brain getting shot. It’s gonna look cool! 
I don’t know how I’m gonna do that, but I’m sure it’s 
going to look cool!” 

GR: [laughs]

SR: I was so impressed with that first script spe-
cifically. The way your script tied all the political stuff 
together with the great action stuff. It was nice. 

GR: But it really came down to execution. I appreciate 
it, but you know, going back through the scriptbook 
and seeing all your designs... that level of detail 
that you put into not only the character designs 
but you really seem to get into the architecture as 
well. Which is something that is not only present in 
Broken Ground, but is also evident when you came 
back and you did issue 25.

SR: Environments are so key to a lot of stories, 
and especially this one. I also have this weird thing 
where I can’t not put that much attention into these 
things. Character’s faces, you know, one line and 
that’s enough! Anything else, I have to overthink 
way too much.

GR: It’s funny you say that about character faces, 
and when I was looking back through what we did. 
It’s such a subtle little line that you did, but in one 
panel, Tara’s biting her lower lip. 

SR: Okay...

GR: You’re gonna have to trust me on that one, if 
you don’t remember putting it in there. 

SR: I’m sure I did draw it, but yeah, I don’t remember 
right now. 

GR: I’m pretty sure I didn’t put that in the script, but 
it was perfect emotional communication. The style 
is “cartoony” but do you find yourself using models? 
Where do you get your acting from?

SR: I have a mirror. [laughs] That’s one thing. A lot of 
it is just me acting it out in my head or in the mirror. 
Trying to figure out how they’d feel and infuse that 
into each character. I’ve been trying to focus on 
that more since Queen & Country. I’ve been trying 
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to push that kind of subtle acting. That’s the stuff I 
love. The biting the lip thing, the subtle bits like that. 
It’s easy to draw someone jumping up and down 
and waving their arms, but the subtle acting is what 
I’ve got an appreciation for.

GR: It’s weird, because Q&C had a balance between 
the two. You know, they’re alternately shooting 
people, and brains are hitting winshields, and then 
are these quiet moments. 

SR: Those little scowls from Crocker.

GR: Speaking of Crocker, I don’t think I ever asked 
you this, but I’ve always wondered because I know I 
didn’t put it in the script: Where did you get the idea 
for that dragon painting in his office?

SR: I’m trying to remember if I stole that from 
something or not... I don’t think I did. I assumed he’d 
done a lot of traveling. And so I figured that he’d 
have collected a lot of relics from his travels whether 
he was traveling for business or pleasure. I’m not 
sure exactly why I chose to go with Asian themes 
for that particular picture but it seemed right. It also 
seemed like the sort of thing I could reproduce time 
and time again. [laughs] it was slightly stylized so I 
could hack it out if I needed to. 

GR: [laughs] Well, it does become the single most 
identifying locator feature in the book from then on. 
And every artist after that uses it. 

SR: Yeah, that was always fun to see.

GR: And It was interesting to me because it was a 
great choice for him, that whole idea of the dragon, 
the ferocious beast, and yet the asian dragon style 
is not this fire-breathing dragon but is a much more 
subtle and sneaky creature. It was a great metaphor 
for him as a spy, I thought.

SR: I won’t take any credit for the cleverness of the 
metaphor.

GR: [laughs] But you should! 

SR: I should, but I won’t. I’m much too honest.

GR: Well, like I said, you started it off, and then 
everyone came after you. And then you came back 
for issue 25. Which I think is a personal favorite for 
me. I really love that issue and I love the execution 
of it. It was wonderfully nostalgic to work with 
you again, and I loved seeing how your style had 
evolved. What do you think the biggest difference 
was between the Broken Ground arc and what you’d 
done in 25?

SR: Well, I think the biggest difference was that 
I was a few years better an artist. That was one 
of the reasons I was so glad to go back and do 
that was so that I could show people that I had 
improved. Sometimes it’s hard to look at the first 
four issues, because my art was so raw back then. 
The faces are a little wonky, the anatomy was 
never what I wished it were. So to go back on 25 
and be able to do it better. I think the storytelling 
was on par... It’s such an artist thing, hating my 
old work.

GR: Yeah, writers do it too. Trust me. 

SR: It was really nice to show that more personal 
side of Tara. That was pretty cool to be a part of.

GR: Was there a favorite moment in there?
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SR: Well, I probably should have read it before you 
called. It’s probably been a year or so since I’ve read 
it, so I can’t really say which it was. 

GR: Well, let me ask you another one the, and you 
may say “Hey, stop putting me on the spot” but 
of all the people that came after you, was there 
a particular artist that you really liked what they 
took from you had designed, and in the way they 
ran with it?

SR: I loved a lot of the artists, and when I really think 
about it, I think Chris Samnee’s probably my favorite 
Q&C artist. I think he captures the mood the best. 
It’s weird, because each of them capture certain 
aspects of it better than others. Brian Hurtt, maybe... 
Hmm. I think he’s a close 
second after Samnee. He 
does such a great job with 
it. And when I went back 
for 25, I especially looked 
at the guys up to then, and 
took bits and pieces of 
everything they had done. 
Mike Hawthorne’s Crocker, 
you know, I infused a bit of 
his style into my Crocker. 
Who was your favorite?

GR: It’s weird because it so comes down to 
moments in story. I think the quintessential Tara 
moment was a Jason Alexander moment in the 
Blackwall arc when she’s looking at what’s his name 
and he says “what should I do now?” and she says 
“shoot yourself” and walks out because she’s just 
so angry. But the flip side is, looking at 25 again in 

particular, I just love the difference that you drew 
in her between her in the office and outside of the 
office. I don’t know if that was conscious on your 
part, but she seemed to carry herself differently 
once she was out of Crocker’s sight, for lack of a 
better phrase. 

SR: Yes, well, there’s also a big difference between 
when she’s with her mother versus being with her 
old friend. And I think she’s always got that different 
air about her depending on her situation. 

GR: Is there a favorite emotional state to draw Tara 
in for you?

SR: Exhausted, beat down. At the bottom of a bottle. 
I think those are the ones that are my favorite Tara 
moments. I’m not sure what it is, there’s something 
about characters where you respect them more the 
more you beat them down. She keeps on kicking 
once she gets down to the bottom. Those are my 
favorite to draw. Those are also tricky to draw 
without it looking too silly.

GR: I can imagine it’s a fine line to draw it realistically 
without it looking melodramatic. You mentioned the 
realism that’s in the series. Was that particularly 
difficult compared to other comics work? Having to 
draw “a real world?” 

SR: It’s a different type of challenge. I’m not sure I 
can say it’s any harder or easier, it’s just definitely 
different.

GR: Well, you said earlier that you didn’t like looking 
at the first four, so I suppose asking the question if 
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there was anything you’d do differently has already 
been asked and answered. 

SR: [laughs] Well, it’s easy to say “well, I’d just draw 
it better.” There probably were some moments 
where I wish I’d hit the acting a little bit better. But 
I guess it was pretty good for being my first “real” 
comic. I’m not sure what else I would have done 
differently.

GR: Is there anything I asked for that made you 
really want to wring my neck?

SR: There was that one time that I thought there 
were nine panels on a page but it was really two 
pages worth, but then I forgave you once I realized 
I was the idiot. Luckily I’d thumbnailed and hadn’t 
gotten any further in when I’d finally clued in. I think 
I got a little sick of drawing the MI-5 building. I’m 
really precise when it comes to buildings...

GR: Well, you are really precise with your architec-
ture.

SR: There’s only so much cheating that I can allow 
myself to do with that building. I can’t allow myself 
to cheat too much with real buildings. If it was some 
fake town in some fake country, that’s a lot less of 
a problem. 

GR: Did you wind up using a lot of reference? I mean, 
obviously the MI-6 building would be referenced. 

SR: I usually reference pretty heavily whenever 
it’s a real place. I remember you gave me a lot of 
reference for things like sniper rifles and that was 
really awesome. I was still doing a fair amount of 
googling back then. I’ve since gotten even better 
at searching online for reference. Nowadays for 
projects, I have folders of hundreds of reference 
photos pulled off the web, you know, for cars, 
buildings, architecture, fashion for the appropriate 
seasons, in the appropriate part of the world. I can 
get a little anal-retentive sometimes.

GR: I think that stuff serves it really well. That’s 
where it lives and breathes, in being able to convince 
people you know what you’re talking about.

SR: Those details are important. I mean, so often 
you can tell if someone just pulled it out of their ass 
and they don’t really know what these things should 
look like. 

GR: It’s funny, I’ve worked with some artists that you 
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can send all the reference material in the world, and 
they still won’t use it. They’ll draw whatever the hell 
they want. [laughs] And all my friends who actually 
use guns, you know, professionally, were grateful 
for the technical details. 

SR: Ooh, I just thought of one of those things that 
made me want to wring your neck!

GR: [laughs] Oh yeah?

SR: All the talking. Especially when you’d have four 
characters all talking in one panel, or at least, you 
know, maybe five characters in a panel and three 
of them are talking? It would happen a lot in the 
ops room a lot. There’d be four or five characters 
all talking. I remember I’d spend a lot of time doing 
these little tiny thumbnails just to figure out which 
balloon would come first, and how I would have 
to move the camera around. A lot of people have 
said that it was a really good thing, the way I moved 
the camera around--I had no choice! I had to keep 
moving it around to find a composition that worked 
with the sequence of their dialogue and where the 
characters were positioned. Yeah, if I was going to 
change anything, I wouldn’t have characters sitting 
in the same place all the time. I’d have them walking 
around so that I could cheat it a little more. 

GR: I would write these scenes and I would know 
that there would be buckets of dialogue in there, 
and I’d be like “Eh... but that’s what it is! These 
people talking quickly at each other!” It makes me 
wonder, though, aside from getting people out of 
their chairs and moving around, what’s the solution 
to that problem? How do I change something I’ve 
written that so that the next time you’re drawing 
something where have four people in a room and 
they’re all talking at once?

SR: I’m not sure what a better way would be 
without losing all that great dialogue. I mean, you 
could chop it down, but that’s not a great solution. 
But I wouldn’t have asked you to change the script 
in any way. 

GR: I don’t know... I seem to remember us going 
back and forth, and back and forth, in particular 
about the bit when Tara’s got the photos of herself at 
the checkpoint? And me feeling like a dirty old man 
saying “more of this and less of that” and making 
you draw her naked over and over again.

SR: Oh yes, that was so tough for me.

GR: [laughs]

SR: One of the things that I can tell people is that 
Greg Rucka sent me naked pictures of ladies. 

GR: Did I? I can’t remember! 

SR: Maybe they weren’t completely nude, but they 
were like “maybe more like this pose, rather than 
this.”

GR: [laughs] All my secrets come out! That’s all just 
reference for me, you know. All reference.

SR: Of course. [laughs] I agree. That scene worked 
out nicely too. 

GR: Oh yes, it’s a great character bit. And I do 
remember us going back and forth on that a few 
times and me starting to feel really... dirty. “No, no, 
Steve. Draw it again!”

SR: It was a tricky thing to draw, though. We wanted 
just that right level, not too naughty, not too innocent. 
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Sometimes it’s hard to hit that exactly right. 

When are we going to get more Queen & Country?

GR: Well, there’s a plan to do a second volume, and 
the new novel I’m going to write is a Q&C novel that 
will bridge the two series, so if all goes well, I hope 
to start a new series in 2010. You on board for the 
second volume?

SR: Well, I’m not going to commit on air or anything, 
but people ask me all the time “Are you ever going 
to do more Queen & Country with Greg?” and I say 
“Well, maybe. When the time is right.”

GR: Excellent. Well, I’m hoping that time is soon. At 
the end of the day, so much of the series owes so 
much to you. Visually, the style, the locations, the 
option of layouts, the character design, all of that 
comes from you. So, I owe you for that.

SR: Well, so much of my career stems from Queen 
& Country, so I thank you for that! 

GR: On that note, we can close this meeting of the 
mutual admiration society! Thanks for taking the 
time to chat with me today.

SR: Thank you!

Brian Hurtt is the co-creator of The Damned and the 
illustrator of both Operation: Morningstar (collected 
in Defi nitive Edition, Volume 1) and the fi rst 
Declassifi ed spin-off collected in this very volume. 
He spoke with Greg about their work from his home 
in St. Louis, MO.

Greg Rucka: This is the interview with Brian Hurtt. 
So yeah, you know, I actually fi nished re-reading 
both Morningstar and the fi rst Declassifi ed this 
morning.

Brian Hurtt: Oh yeah? How they holding up?

GR: I think Declassifi ed holds up exceptionally well. 
I’m really pleased with that volume in total. I look at 
it and I think we did a great job on it. Morningstar, 
less so, but I think that’s because of the shift in the 
politics.

BH: That was very awkward… I mean, I remember 
you wrote the script before 9-11, and I got the script 
just after 9-11. And the whole world had obviously 
fl ipped at that point. At that point nobody was talk-
ing about Afghanistan, or talking about the Taliban. I 
remember that very clearly.
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GR: So you actually hadn’t started drawing it until 
after 9-11?

BH: Right, right. I think I actually came on, I think 
there was another artist on the book and things had 
fallen through, so it was probably October when I 
actually started drawing it. 

GR: That was Christine, right? Christine Norrie?

BH: No, Christine actually helped with issues 2 and 
3. Yeah, she inked issues 2 and 3.

GR: Right. I was trying to figure out where Bryan 
was, where you were, and where Christine was in 
the process. 

BH: Bryan O’Malley inked the first issue. It might 
have even been his first published work. Oni had 
just discovered him online through his strips and 
they threw some work his way because we were 
kinda time-crunched to get the book done. And 
that was his first published work, and he’ll tell you it 
wasn’t his best work. And I’ll tell you the same thing 
about mine. It was trial by fire. I wasn’t sure I was 
ready for the big leagues yet, but I started learning 
pretty fast after that. 

GR: Do you think there was a marked difference just 
in the learning curve between Morningstar and that 
first Declassified?

BH: Yeah, there was two different learning curves 
because with Morningstar I was just penciling, 
and seeing the difference, with having two differ-
ent inkers. I had Bryan Lee O’Malley on the first 
issue and Christine Norrie on issues 2 and 3. And 
neither of them--both of them had completely 
different approaches, and both were good--but 
neither of them were what I had envisioned, so I 
thought “I want to just ink it on my own.” So when 
we started Declassified, that was the first time I 
had ever inked anything.

GR: That was your first time inking your own work 
for publication?

BH: Yeah. Not just for publication. Pretty much ever!

GR: Really?

BH: Yeah, I never really was an inker. I’d done 
maybe two or three drawings in my life where I’d 
inked them, but that was the first time I’d done it for 
a comic. So that was a whole other learning curve. 
Between the first and third issues of Declassified, I 
learned a lot. I definitely grew a lot. I’m still working 
on it, but yeah. I still tell people, when I have a table 
set up at conventions, with all the books out on the 

table, that I love everything I’ve ever done. I’m proud 
of every book I’ve ever worked on. But outside of 
The Damned, the book I co-created with Cullen, De-
classified’s the most fun I ever had doing a book. It 
was right up my alley, I love the European setting, 
the cold war. It was just a blast. It was great.

GR: You know, it was your idea to do that, wasn’t it?

BH: [laughs] The only part that was my idea was me 
saying “Hey Greg, have you ever thought about do-
ing a spinoff with one of these characters?” and that 
was about the extent of my input. 

GR: You’re being unduly modest there, because I 
think you specifically said to me, or was it Jamie, at 
that point?... you specifically said that you wanted to 
see Crocker when he was in the field. 

BH: Yeah, I did the like idea of a young Crocker. And 
I still like the idea.

GR: It’s funny because Randy Jarrell [at Oni] has 
said more than once that he wants to do ones 
where the original C was in the field, and call it King 
& Country. [laughs]

BH: [laughs] Yeah, that’s pretty clever. 

GR: Yeah, You know, I only have so many hours 
to write, and the question is whether to go back or 
to go forward. Until you had proposed it, I hadn’t 
thought of a way to do the story with all those cold 
war tropes, and that, I think, was the biggest appeal 
for both of us at the beginning. That Checkpoint 
Charlie scene at the start, for instance.

BH: Yeah, that was a blast. I will tell you though, I 
had a hard time researching that.

GR: Really?

BH: I could find plenty of shots of the gate on the 
American side, and don’t think I ever found one 
from the other side. I’m not even sure if I finally did, 
or if I just cobbled together a lot of information from 
the other sites. But I never found any information 
about the no-man’s land. And you know, that first 
shot we have is from the guard tower, looking out 
over the no-man’s land. 

GR: If you didn’t have hard research, you faked it 
beautifully. Because in particular, the wall on the 
West Berlin side really matches all the descrip-
tions that I’ve read and seen. And I was thinking, it 
always seems that all those representations of the 
wall, there aren’t a lot of actual, factual pictures. But 
there’s a lot of cinema stuff, you know. There’s a lot 
of spy movie stuff.
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BH: Right, exactly. I think I found maybe one very 
grainy photo that I was able to get some info off of, 
but yeah, you’re right, all the rest were whatever the 
[various film’s] art department came up with to rep-
resent that area. 

GR: Did you have the same problem for Prague? 

BH: No, no, I had plenty of reference for Prague. I 
actually wish I could have drawn more Prague. It’s a 
beautiful city, and I wish I could have drawn more of 
the buildings. To me, the European locale is just as 
much a character in the book as anything else.

GR: Very much so.

BH: It’s always that way for me. I think the environ-
ments are very important, and I love drawing that 
stuff. I have a blast doing backgrounds.

GR: When you’re doing environments, is there a 
specific thing you’re looking at, to sort of, find the 
entry into it?

BH: Boy, I don’t know. I don’t know that that’s the 
case. I tend to look at the composition first, and then 
I start gathering reference. I never use straight refer-
ence, I usually kinda pick bits and pieces, and fake 
parts of it to make it fit the composition. It’s hard to 
describe how I go about trying to set a mood. Yeah, 
I don’t know.

GR: Well, in particular in the Declassified one, I think 
because we’ve all been educated by pop culture, 
and we know what that mood is. That sort of grey, 
dreary, eastern block feel. And you absolutely cap-
tured it. There are a lot of moments in Declassified 
that I really love. I love that first escape.

BH: In the restaurant?

GR: Yeah, the restaurant sequence.

BH: That’s probably my favorite sequence in the 
whole book. The scene when they get out the back 
door into the alley, and they have the shootout 
there. Yeah, that was great.

GR: Yeah, the Crocker moment, when he’s slamming 
the guy’s face into the table. [laughs] You’ve got that 
wonderful visceral sense of that violence, and it’s 
not the something that a lot of artists capture. They 
tend to go real big, but not so tactile, and there are a 
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lot of moments that you really feel, I think, and that 
you created beautifully. That was one, and Crocker’s 
fall, later in that same sequence. 

BH: Yeah, yeah. Where he’s on the wall?

GR: Yeah, and he gets shot. We can say all this be-
cause the Declassified will be in this volume, and 
so ideally people will have read it, and then they’ll 
know what we’re talking about.

BH: [laughs] Exactly. No Spoilers here. Stop. If you 
haven’t read the book, go back.

GR: Yes. Proceed no further. You are now leaving 
the spoiler-free zone.

BH: Right, because I’m sure we’ll probably cover a 
very big spoiler coming up.

GR: Well, I was about to say. I think that penultimate 
page is incredibly evocative. 

BH: Still, I think if I could go back, I feel like I could 
draw it better. I mean technically, I could draw it bet-
ter, but it’s still one of my favorite pages I’ve ever 
done. I love that page. 

GR: You captured it so…. That look on Crocker’s 
face. And I didn’t really realize, this’ll give you an 
idea the sort of reader I am, it wasn’t really until I 
was looking at it today that I really realized that you 
were using the flashlight the guard was holding as 
a spot. And I don’t know if it was conscious on your 
part, but there are all these key moments in all three 
of those issues, where people are looking through 
binoculars, or being hit with a spotlight, or there’s 
the danger of a spotlight…

BH: right.
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GR: Even with the beginning when we see the pre-
vious Minder one, and that sense of discovery…

BH: Yeah, yeah, that was another favorite scene of 
mine as well. That scene out in the snow, right?

GR: Yeah. 

BH: Well, you know what? It’s so hard to explain 
sometimes, but when you’re drawing a book, and 
when you’re working with a script, you’re living 

with the script. I mean, I probably spend at least 
as much time, if not more time with the script than 
you do, even.

GR: Yeah.

BH: I study every panel, and it’s totally like Let’s Pre-
tend. You enter into that world yourself, so some-
times you don’t have to overthink something. You 
kinda feel it as you’re drawing, and with that page, 
the penultimate page, that’s very much what was 
going on there. I totally saw it in my head. I was 
kind of living it. And you’re kind of like an actor with 
those characters too, you’re feeling what they’re 
feeling, no matter who the character is. 

GR: You know, it’s funny, I talked to Steve Rolston 
last week, and I bring this up only because I asked 
him about acting. Both you and he, and frankly ev-
ery Q&C artist has had the same challenge, which 
is that the history of espionage and of this type of 
comic are much more pulled back. It’s “more real-
istic” and consequently seems to require, I think, a 
greater subtlety. That both you and he really excel 
at, in particular when talking about mood. And now 
I’m thinking about Morningstar, and when Tara goes 
into Charlotte’s apartment, she breaks in, the sense 
of sadness in that apartment is palpable. 
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BH: Well, I’ll tell you, before I drew comics. Like any 
comic artist, you tend to draw a lot of what you want 
to draw. You know, if you like action, you draw ac-
tion. You draw dragons, or whatever it is. You just 
draw whatever it is that makes you happy. So when 
we were going into Morningstar, it was absolutely 
not the sort of book I ever thought I’d be drawing. 
And so much of the focus is between Tara in the 
office-and what’s the doctor’s name…?

GR: Yeah…

BH: There’s so much interplay going on between 
the two of them, just these little moments, and so I 
definitely learned a lot. Like I said earlier, it’s trial by 
fire. And I learned to love that stuff. And I remem-
ber when Christ Samnee first started drawing Q&C, 
it was one of his very first gigs. And I told him “it’s 
going to be hard, but it’s going to make you such a 
better artist by the time you come out the back end 
of it, because you’ll draw things you never thought 
you’d draw, and it’s all about the small moments. 
You know, your least favorite panel might be draw-
ing a guy opening a door, but you’ll get good at it!”

GR: [laughs] You’ll know that door!

BH: It’s the little things that makes the book more 
complete. The big stuff speaks for itself. It’s those 
little moments that make something work, to help 
create the mood and the atmosphere. 

GR: What do you do to capture the acting in those 
moments? I’m thinking in particular of Morningstar, 
I’m thinking of several moments in Morningstar 
that are relatively small character reactions to big 
things. Like at the end of that first issue, Tara trying, 
passed out almost on the couch, and the dead eyes. 
But in particular I’m thinking about that moment in 
the football stadium, with Tom. And Tom’s reaction. 
What did you do to get a handle on that acting? Do 
you use reference?

BH: Well, actually, it’s pretty easy. I mean, its there 
in the script. You reading the script, and this is es-
pecially true for that scene in particular, as it’s based 
on real events, and you’re just as horrified as he is. 
It’s not hard to draw horrified when you’re horrified. 
When you get sad, you can draw sad. I know so 
many comic book artists do this, and we don’t real-
ize we’re doing this until someone points it out, but 
we make faces while we’re drawing. We’re drawing 
a sad character and we’re making a sad face while 
we’re drawing them. 

GR: Writers do it too.

BH: [laughs] Oh yeah? 

GR: I’ll be writing this scene where someone is 
angry, and Jen will walk by and say “What? What 
happened?!” and I’ll say “Nothing, I’m working!” 
[laughs]

BH: Yeah, it’s all Let’s Pretend, you know? It goes 
back to being a kid, when it’s easy to get lost in 
it. And when you get lost in it, it’s easier to do 
the work. 

GR: Do you think—and again, I’m thinking about 
that football stadium scene, it is, it’s not BASED on a 
real event—it actually happened. I don’t remember 
if I gave you a link to the footage.

BH: I’ve seen enough of it. I have seen some of the 
video, because it’s very grainy. At the time I saw it, 
this would have been seven years ago, I watched a 
very pixilated version on the internet.

GR: Yeah, that was before it became commonplace 
to film people being executed and release it on you-
tube, but I know for me, especially because I know 
I’d written the first issue before 9-11. And I know 
that I hadn’t finished writing the arc until after it. And 
you had started drawing it right after the country’s 
trying to figure out what happened, and this was 
before we’d even gone into Afghanistan, you hit a 
moment like that, it was such a typical moment ex-
emplifying the evil of the Taliban. I mean, did you 
care? You talk about living in make believe, but then 
that’s a very realistic moment, that’s a real world. 
And you’re dealing with a real moment there. How 
do you negotiate that?

BH: I think, talking about it in terms of acting, it’s 
also empathizing. I don’t know, it’s rough. When you 
feel pretty strongly about something, it makes the 
art better. The more you feel it, the better you’re go-
ing to be at depicting it. How do I negotiate it? I don’t 
know. I read the paper everyday too, and there’s 
some harsh stuff in there too. I have to do it the way 
everyone else does. 
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GR: Did you think there was any sort of obligation in 
needing to depict it the way you did?

BH: Yes. Something like that, you definitely don’t 
want to sensationalize it. It’s tough, because you 
don’t want to make it entertaining. And that shot, 
I don’t usually do this, but that drawing I did was 
fairly close to the actual image. I did that con-
sciously. It wasn’t a matter of laziness. I really 
wanted to echo what really happened. I wanted to 
depict it as closely as I could. I had to cheat some 
things to get everything in the picture, but more or 
less it’s very close to the image that I was using for 
reference. It is a comic book, but it is also memo-
rializing someone who was murdered in front of 
thousands of people. 

GR: Thousands of people who came to watch. 

BH: Who came to watch. Yeah.

GR: Shudder. On that nice note…. [laughs]

BH: [laughs] 

GR: Ironically, it just occurred to me, that there is a 
follow up. I mean, you have that sequence in Morn-
ingstar, the execution at the stadium, but that’s jux-
taposed with the action back in London on Tara. Tara 
has picked up some no-name guy in the pub, so you 
did a double page where we’re cross cutting there, 
so it’s a delicate…

BH: There’s a lot going on there. [laughs] As a writer, 

you understand why you’re juxtaposing those two 
scenes, there’s a lot going on with Tara there.

GR: And I also realize as I look at it, Tara’s naked an 
awful lot in those first two arcs. You get the nudie 
picture bit in Broken Ground…

BH: Well, and that’s why I’m assuming it’s no mis-
take that you have a woman being executed in Af-
ghanistan, while Tara is doing what she is doing to 
herself. And I say to herself, because she really is 
doing it to herself.

GR: Absolutely, and it was really conscious on my 
part that she’s in her own private hell, but she’s also 
doing something that would get her shot. 

BH: Right, she has the freedom to screw up her life.

GR: I guess we could take it further and say that 
now you and I are culpable because we created this 
piece of art depicting a woman’s sexual life, and ev-
eryone who bought it and looked at it are culpable 
as well. But I’m not sure anybody chased that down 
as far as I just did. [laughs]

GR: So, Morningstar was your first paying gig?

BH: Yeah, it’s the one I always reference. I actually 
did a six-page… oh, for Jen! I did a six-page Captain 
America piece. 

GR: I remember that Captain America piece. So that 
was the first one?
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BH: That was the first thing I ever did. I just did the 
pencils on it. And Jim Mahfood inked that.

GR: That was when they had killed him the time be-
fore this last time. 

BH: [laughs] Right, exactly.

GR: What were you doing before you were drawing?

BH: Those two jobs I got back to back. Probably 
within a week or two of each other It was just bi-
zarre that it happened to be your wife. It was just 
coincidence, really.

GR: It was fated.

BH: For the six months leading up to that I was 
actually living on Staten Island with Christine 
Norrie and her husband Andrew. I had saved up 
a bunch of money and my intention to finally get 
down to it and try to break into comics, work on 
my portfolio. So for the six months leading up to 
these two gigs, and especially Operation Morn-
ingstar, I was drawing all the time. Before that, I 
worked retail for many many years. I worked at a 
comic book store for three or four years, and at 
Pier 1, and I was a production assistant on com-
mercials for about a year and a half. And that’s 
how I was able to save up the money to take the 
time off to finally focus on what I always wanted 
to do, which was draw comics. 

GR: We’ve never discussed it, but now I’m curious. 
Have you had any formal training? Did you do the 
Kubert stuff, or anything like that?

BH: No, I never had any sort of comic book formal 
training. We had a local community college with 
a pretty good fine arts program. So I went to the 
local community college for about two years, and 
only showed up for the art classes, which really 
ruined my GPA.

GR: [laughs] That’ll do it.

BH: So yeah, I did that for about two years, and it 
definitely helped a lot, but that training and on the 
job training is what it came down to. Not that I’m 
saying I couldn’t have used it…

GR: No, no, that’s not what I’m fishing for. I’m just 
curious. 

BH: For other people out there who are consider-
ing taking classes and courses, I do recommend it. 
There is definitely a lot that can be taught and can 
be learned if you’re open to it. But I never had the 
opportunity; I never pursued that.

GR: Stylistically, you’re the second guy to suffer the 
Q&C curse. You can in after Rolston, who initially 
had been pilloried for being too cartoony, and then 
you came in…

BH: It’s always too something, isn’t it?

GR: It is! It always is. What was yours, do you re-
member? You were too….

BH: I can’t remember. I didn’t look enough like Rolston, 
I think. That was probably what the complaint was. 

GR: Yeah, you were the second artist to discover 
that nobody drawing Queen & Country was going to 
be loved until they were done.

BH: [laughs] Yeah, right. Leandro probably had it the 
worst, which I thought was unwarranted. I loved his 
take on it. 

GR: One of the things that I’ve loved about Queen & 
Country, to this day when I look back on all the work 
that all of us did, was that everybody got to work 
from the people around them, the people that pre-
ceeded them, yet they all brought their own stamp.

BH: That’s what’s fun about it. I probably had more 
fun than Steve, because I got to follow Steve. I got 
to look and say “well, that’s his take, now here’s my 
take on it.” I still had to follow his lead, but it’s easier 
when someone else establishes it for you. [laughs] 
So you can have more fun, you know where the 
wiggle room is. Most of the heavy lifting’s already 
been done. The OPS room had been designed, the 
characters had been designed. It’s just up to me to 
do my take on the characters. 

GR: And then we did the curveball in the Declas-
sified where you had to take all those designs and 
redesign them yet again.

BH: That was a lot of fun. Like any job I’ve ever 
done I want to go back and do it over again, but I 
remember that being a lot of fun. I loved doing the 
old headquarters. 

GR: I loved your young Weldon. It may be Weldon’s 
best moment in the entire series, in that Declassi-
fied, when he stands up to Barclay. And I love your 
young Crocker, because you can see so much the 
man he’s going to grow into.

BH: As an artist, I love doing that, I love taking char-
acters and making them older, making them young-
er, and trying to find that part of them that’s con-
sistent with them. What hasn’t happened to them 
yet. Crocker’s a different guy from issue 1 to issue 3, 
obviously. He’s a little more weary. 
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GR: I don’t suppose you’d be interested in doing the 
Chief’s Declassified.

BH: I always thought it’d be great, as a fan, to see 
Crocker’s last operation in the field. And it’d be fun 
to come back and say that this is his trial by fire, to 
overuse a phrase, this first one was, and this last one 
was whatever it was that got him out of the field. I 
mean, was it just politics, or was it more than that?

GR: Hmm. I’ve been thinking more and more about 
what volume 2 is going to be, and I’m still about 
twelve months out from writing that first script, but 
the next novel is going to be sort of a bridging novel.

BH: Well as a fan, that’s my question. Where are you 
at with the novels?

GR: The one that’s gonna come out in 2010, that’s a 
Q&C novel, and that’s going to the one that bridges 
the two series. The reason I bring it up is because 
it’s going to be Tara’s last mission. And I’ve been 
wracking my brain saying “what is that last mis-
sion?” Because so much of what moves these peo-
ple out of their positions is politics as much as it is 
operational. But it’ll be interesting to sort of bracket 
it; to say this is where she started, and this is where 
she ended this phase, because it’s certainly not the 
end of that character. 

BH: I love the comic and I love the novels. I’ve got 
my brother and my father hooked on the novels, 
too. My dad’s read the whole series. 

GR: Cool! What did your dad think of your work?

BH: Well, he’s my biggest fan! [laughs]

GR: [laughs] That’s good!

BH: But he’s not shy about pointing out things here 
or there, you know. Like if he thinks perspective 

might be a little off, or if somebody’s head’s too big, 
he’ll definitely tell me. But you know, he’s my dad. 
He’s always going to be my biggest fan. 

GR: I’m coming down the home stretch here, so let 
me ask you some of my written questions now. 

BH: Okay.

GR: If you had to pick the favorite moment you had 
to draw, of the two arcs, which would it be?

BH: One from each arc, or the two arcs combined?

GR: However you want to answer!

BH: I think we touched on a couple of them al-
ready. In the Declassified, the pentultimate page is 
one of my favorites. I love the page, when they’re 
escaping the café, and he comes busting out the 
door. That skewed perspective, like a fish eye lens, 
I really like that page a lot. But I love the whole 
series. Hmm, I like the first shot of the café, when 
he’s sitting in the car on the street. Man, the first 
series, that’s a tough one, especially since I didn’t 
ink it. But I remember researching and drawing the 
Cairo pass, and really enjoyed drawing that part. 
Probably one of my favorite pages from Morning-
star is towards the end of the third issue, when 
they’re leaving Afghanistan. When he goes to the 
dead drop, that sequence there is probably my fa-
vorite of that series.

GR: That’s funny, because I think that may be the 
coyest the series ever gets, the interplay between 
Ed and Tom. “Oh, you’re holding the map upside 
down!” “Oh, am I?” And I think the reason it works 
is that we don’t actually see them doing their Mutt & 
Jeff, we’re watching Dennis as he’s trying to get to 
the dead drop. Actually, that reminds me of some-
thing else that struck me. I think you drew the most 
handsome Wallace.
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BH: [laughs] I appreciate that, I thought of him as 
being a handsome guy!

GR: It’s funny, because I was looking, and I really 
thought that he was like Super Wallace. This is the 
best he looks, ever, in the whole series. It’s really 
when you’re drawing him in Afghanistan. Not that 
Steve before you hadn’t. Were you thinking of any-
body when you were drawing him?

BH: No, I really wasn’t. It was more a character type. 
He’s like a strapping man’s-man.

GR: Well, that comes across!

BH: Kind of a James Garner type, you know?

GR: I can see that. Very cool.

BH: I haven’t ever really based any character on 
anybody, because that limits me. I feel more limited, 
and it might sound artsy, but if I’m basing a char-
acter on somebody I feel limited in acting through 
them. I like getting notes from authors because I like 
reading what they have in mind, but then I usually 
take those notes and go in my own direction. 

GR: Do you have a moment, either when you were 
reading the script, or when you’re looking at it now 
that you think “You know, I really want to kill Greg 
for this.” 

BH: [laughs] Yes, I do!

GR: [laughs] I would think so!

BH: It was a small panel, in Morningstar. You had 
Tara storming out of the room and slamming the 

door behind her in the same panel. You can’t draw 
that!

GR: [laughs] 

BH: For the most part I get excited when I read a 
script. I don’t think I’ve ever read a script where I’ve 
thought “Aww, that’s gonna be no fun to draw.” I 
get excited about drawing, about interpreting it. And 
I’ve been very fortunate that I’ve always worked with 
good writers. It’s always been a blessing. Because I 
have read other scripts that I have not drawn, and 
I’ve been thankful that I have not drawn them. 
[laughs]

GR: Really? I’m not going ask you to name names.

BH: No, no, I wouldn’t. But I have no problem saying 
that every writer I’ve worked with has been a great 
writer. I’ve been blessed in that way.

GR: Well, I was really lucky on Q&C, because there 
wasn’t one artist who fell down on that job, every-
one went all the way through. I mean, there was the 
person you replaced for Morningstar, but that was 
as much my fault as anybody else’s. 

And my last question. I don’t know if you remember 
this, but I was looking at it and I thought I would 
have to bring this up.

In Declassified, Jenny and the kettle. You remember 
the kettle?

BH: No, I don’t remember the kettle. Is this in the 
first issue?

GR: Yeah, it’s when Paul comes back and says he’s 
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going out again, and she’s making the tea. This was 
the fl ak you got over the plug on the kettle.

BH: Oh! I see it now. I should know better. 

GR: Do you remember anybody bringing that up to 
you at the time?

BH: Nobody’s ever brought that up. [laughs]

GR: Really? [laughs] So I’m the schmuck!

BH: Here’s what’s horrible about this. That kettle 
is based on a kettle that my mother had in the 80s 
when I was a kid. In the 80s, I lived in England. There 
was no excuse for that. I should have known better.

GR: I guess we should clarify, that the plug on the 
end of that kettle is a standard two prong Ameri-
can plug, and you’re not going to fi nd that any-
where in England. 

BH: Yeah, that’s how you fry things in England. 
[laughs]

GR: I’m not sure you even can. Can you even plug 
those in?

BH: Well, I do remember we fried an Atari that way.

GR: Oh, back when they were cheap, too! [laughs]

BH: [laughs] Yeah, I have no excuse for that. 

GR: Well, we’ll do a patch in the next issue. 

BH: Or offer a no-prize. You know, explain why that 
would be. 

GR: Yeah, you get a Crocker no-prize. One week in 
Siberia.

Antony Johnston, writer of the hit ongoing se-
ries Wasteland, among many others, is the only 
scribe other than Greg Rucka to ever pen a Queen 
& Country story. His Declassifi ed arc, the third in 
the series, introduced readers to Nicholas Poole, a 
major player in Tara Chace’s Special Section.

Greg Rucka: So, I’ve been talking to folks about the 
series, people who contributed, but mostly I’ve been 
talking to artists, because you’re really the only other 
guy who wrote on it. So that puts you in a unique posi-
tion and I suppose gives you a unique perspective.

Antony Johnston: Probably, yeah. 

GR: What was the experience like, coming to this 
thing? By the time you wrote the Sons and Daughters 
Declassifi ed, the material had been very well 
established, I think.

AJ: Yeah, it had, and frankly, it terrifi ed me. [laughs] 
There’s really no other way of putting it. I was really 
scared to do it, to take it on. I wanted to take it on, 
obviously. But I was really quite worried about how it 
would turn out. There was a lot of self doubt there, 
because I loved the series so much. I’ve been a big 
fan of yours for years. And I was such a huge fan 
of Queen & Country and its versimilitude, and the 
characters, and everything about it, that I was really 
quite intimidated when the offer came through, when 
it landed in my inbox. But it’s one of those things 
where you have to sit down and think “Okay, they’ve 
asked me to do this, so they must have asked me for 
a reason.” So I just had to trust in you, and in James, 
that you were making the right decision.

GR: Yeah. It’s funny, because from where I was sitting, 
there was never any question from me about your 
ability to do it. 

AJ: Right, but you know how writers are, self doubt 
and all of that. 

GR: Defi nitely. And the problem is, we’re doing 
interviews four or fi ve years after the fact now.

AJ: Yeah, I just read the graphic novel a couple of 
days ago to refresh my memory.

GR: And what did you think of it?

AJ: It was actually better than I remembered. Looking 
at it from such a distance, like four years since I wrote 
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it, well, actually slightly more than four years since I 
actually wrote it, but certainly four years since it’s been 
published. And I quite enjoyed it, actually. 

GR: I re-read it as well. I’ve been re-reading everything 
in preparation for the interviews, and it really holds 
up for me. I think it’s exceptionally well done and 
exceptionally well told, and I think one of the things 
that impressed me most about the way you executed 
it was your plotting. Everything is there in the first 
handful of pages.

AJ: I’m quite flattered to hear you say that, actually, 
because I always regard my plotting as my weakest 
point. I hate plotting. I mean, it has to be done, and 
I do it. I am one of those writers that outlines before I 
write, and I outline a lot more than most other people 
do before they write, but that’s because I’ve never 
really regarded my plotting as a strength. So that’s 
interesting.

GR: No, I hate plotting, so I understand. It’s weird. I ask 
this because it’s a leading question, because I know 
how it works for me... but if like me you loathe plotting, 
then what is it that brings you into the story? What is 
the engine?

AJ: For me, it’s characters. I mean, obviously 
everyone’s going to say the characters. I mean, it is tied 
to plot for me. What I really like in stories, and what I 
really like doing in stories is reversals and revelations. 
I mean, that’s why I’m such a huge fan of shows like 
Lost or Battlestar Galactica. My favorite movies are 
things like Blade Runner and The Usual Suspects. I 
mean, it has to all come together as a whole, obviously 
there has to be mood and atmosphere and character 
and all that other stuff as well, but I really really 
love reversals and twists and revelations, which are 
intrinsically bound to plot. Maybe that’s the reason, 
because I like so many things that do that, that’s why 
I’m a little paranoid about whether the things that I do 
in that area will pass muster. I don’t know.

GR: I share that with you. The Usual Suspects is 
the modern pinnacle of that sort of deft storytelling, 
and the thing about it is, that it’s so tightly plotted, I 
imagine working on that screenplay and index cards 
just stretching for miles and miles.

AJ: Absolutely.

GR: It’s weird because Sons and Daughters is a 
character story. It’s fairly deeply hidden, but it very 
much is Nick answering for his father. And everything 
that Lauren does is exceptionally personally mo-
tivated.

AJ: I think you need that. One of the criticisms of the 
book when it came out--and it is a valid criticism--is 

that it relies on the old stereotype of the maverick 
taking the law into his own hands sort of thing, 
complete with his commanding officer chewing him 
out at the end. Yes, that is a cliché, and I can accept 
that bit of criticism, but I think you have to have that 
sort of personal motivation in these sorts of stories or 
it becomes a fairly mundane procedural. I mean, that’s 
one of the reasons why I like Queen & Country itself, 
the main body of the work, your work, because there 
is a personal motivation to it. Yes, obviously there is 
the political background, and all of the politics get 
intertwined, but the most explosive moments — and 
I don’t mean that literally, but in character terms as 
well — are all from personal motivations. 

GR: I find it a flawed criticism, actually, because 
Nicky doesn’t do anything in Sons and Daughters 
that Crocker hasn’t done a thousand times prior in the 
series. 

AJ: Absolutely, but you know, it’s do as I say, not as 
I do.

GR: Well, I thought that there’s some lovely 
foreshadowing. I love the use of Hart. 

AJ: Yeah, I had to get that in there.

GR: [laughs] Yeah. Well, the SAS details, and your 
list of acknowledgments--I’m flipping through it right 
now--and your glossary of terms was amazing. And 
I’m pretty up on my acronyms, but your glossary of 
terms was vital. The research was in keeping with that 
Q&C versimilitude--was that all bookish? What was 
that for you?
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AJ: A lot of it was book stuff, yeah. Obviously growing 
up in Britain, you are aware of the Northern Ireland 
situation, and you are aware of the SAS, especially 
growing up when I did, you kind of get to know how 
the military works on a superficial level. And a good 
portion of my family is Irish, from Belfast, actually, so 
I have some more knowledge of the Northern Ireland 
situation from that. Nevertheless, I didn’t really feel 
equipped to write about it in a fashion that would do 
it justice, and in a fashion that would present more of 
the shades of gray in the situation, because make no 
mistake: There is no black and white when it comes 
to Northern Ireland. So yeah, I did a hell of a lot of 
research. One of my main sources was a book called 
Bandit Country which was specifically about a region 
called Armagh during the Troubles, as people call 
them. To be perfectly honest, the SAS stuff is easy to 
find, even though they are a highly covert and secret 
society and all that. 

Frankly, you can find out anything you want to know 
about the SAS from a multitude of sources because 
they’re so well documented. So yeah, the most of the 
sort of the in-depth research that I had to do was on 
the situation in Northern Ireland itself. And as is often 
the case, and I’m sure this happens to you as well, 
90% of what I researched didn’t end up on the page 
at all. But it all contributed to that realism, that getting 
the details right. 

The only thing, in fact, that anyone picked up on was 
one of the chaps that provided some of the photo 
reference research for me, Eoin Cleland--who I’ve 
thanked in the acknowledgments--the only thing that 
he picked up on was that the accents as I’ve written 
them were a bit Northern. [laughs] They weren’t quite 
southern enough for Armagh; they were all a bit 
Belfast. Of course, the Irish part of my family are all 
from Belfast, so I was taking my cues from them. I got 
that a little bit wrong. But at least they were Irish!

GR: [laughs] Yeah, I’ve gotten lucky, nobody has 
actually hit me and said “no, no, your accents were all 
wrong.” I think I get a pass because I’m not expected 
to know the difference. 

AJ: [laughs] Probably!

GR: Oh, I had a question and it just flitted away...

AJ: Oh, I’m sorry. I do ramble a bit.

GR: No, no. You’re like me, we don’t get to talk 
about what we do very often. We do it alone, and 
metaphorically, in the dark so much. I think for artists 
there’s that sense of presence in the room, I mean, 
I know artists that listen to audiobooks while they’re 
working, or catch up on their TV, and you can’t do that 
when you’re writing! 

AJ: I know! I envy them that, believe me. The amount 
of TV shows that I have yet to catch up on...

GR: Exactly! There’s a long list. 

I realize, I think, I’m not 100% sure, but I think that 
you’re the only Brit to have worked on the series. 

AJ: You mean including artists? You might be right!

GR: I don’t think any of the artists were British, I mean, 
we had Leandro, but most of the artists were American 
and Canadian. 

AJ: Yeah, that is strange. 

GR: And then ironically enough, you’re writing in 
Ireland. I’m not sure that I even had a question in that, 
it was more of an observation. [laughs]

AJ: I hadn’t realized that. It is odd! Makes me feel 
even more special.

GR: Aww, you’re very special. 

AJ: Anyway, did I actually answer the question about 
research or did I just ramble on? Basically, yes. I did 
a lot of research. Yes. I read a lot. I searched on the 
internet a lot. I read a lot of books. I didn’t actually use 
most of the research I’d done, but it was fascinating 
nonetheless. And it was one of those subjects where 
it was difficult to tear myself away. I’m sure you know 
what that’s like, the black hole of research. 

GR: You referenced earlier, the fact that you do all 
the research, and maybe 10% makes it into the work. 
I’ve always referred to that as the iceberg theory of 
research. If you know enough, then you can drop the 
right detail in at the right time. I get very annoyed when 
I’m reading works--it happens more in novels--where 
there’s a long and lurid explanation of the weapons 
system that someone is using, as opposed to just “it’s 
a gun.”

AJ: Right, and you know that’s just because they’ve 
done the research and they want to show that they’ve 
done the research. 

GR: That’s exactly it, and it provides no other purpose. 

AJ: Yeah, that bugs the hell out of me as well. 

GR: So why did you want to write the story in Armagh? 
I mean, it was the SAS, you could have pretty much set 
it anyway, especially after having done that research, 
you could have done it anywhere you wanted. 

AJ: I could’ve... well, I’m pretty sure that when you 
came to me with the offer to do it, I’m pretty sure 
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you said you wanted it to be during Poole’s tour in 
Northern Ireland, so it had to be Northern Ireland. I 
might be wrong.

GR: God, it was so long ago. I thought I said Poole, 
but it was four and a half years ago. 

AJ: I chose Armagh, because it really is a bit of a 
unique place in terms of Northern Ireland. The thing is 
that Belfast is quite far into Northern Ireland, despite 
the fact that yes, obviously that was where a lot of the 
Republican attacks took place during the troubles and 
what have you. Nevertheless, it is actually quite far 
into Northern Ireland, whereas Armagh is right on the 
border. Armagh is literally split right down the middle 
by the border. It’s a very strange and unique place in 
terms of Ireland. It’s regarded as the spiritual home of 
Ireland, and it’s the home of two archbishops. Most 
of the population of Armagh is Catholic, and frankly 
Republican, despite the fact that most of the county is 
in Northern Ireland. And there’s the fact that the SAS, 
the main SAS base, Bessbrook is quite nearby, so it 
just made sense to put it there rather than in Belfast or 
somewhere out of the way like Cork. 

It seemed, once I’d done a lot of the research, it 
seemed like the only logical place to put it. Do you 
know what I mean? Do you ever get that when you 
do research? When you first start you have several 
options, and when you get deeper into your research it 
becomes clear that there’s really only one option. 

GR: I find also, and I’m curious if you ran into this, 
and I suppose it goes to the end of the story, with the 
maverick, gun in his hand, cowboy ending, I find that 
when I’m doing this amount of research, it can actually 
be a detriment, because reality and story demands 
begin to come into conflict.

AJ: Are you asking me this because you remember 
what happened?

GR: Um...No.

AJ: Clearly not. Well, let me expand. [laughs] There 
are two points here. First, and I can’t remember who 
said this, it might even have been Robert McKee or 
somebody who said that “Real life doesn’t make sense 
but stories have to.” The second thing is ...

GR: I can’t believe you quoted McKee, by the way.

AJ: Well, I’m not sure if it was McKee who said it, but 
somebody said it and it always struck me as a very 
salient point. But, the second thing is that yes, it’s 
absolutely a detriment. And I’m surprised you don’t 
remember--but of course, I’m bound to remember 
because it was me who was having the panic attacks, 
not you--but when I was researching it, I actually 
fell into that hole completely. And I realized, that 
because of the time frame, since it was fairly recent, 
according to where we were at the time, Poole was in 
the SAS and would have been dealing with the IRA 
and Northern Ireland five years after the Good Friday 
peace agreement. And the simple fact is, that in those 
five years, ironic we’re talking about this now, when 
less than a week ago there were killings in Northern 
Ireland, but the reality is that for many many years, 
there was nothing. 

I mean, everyone just went completely quiet. And the 
problem I had, and what I was panicking about was 
trying to make something that was feasible. And not 
only feasible, but realistic. And that was uppermost 
in my mind, obviously, doing Queen & Country, I was 
saying to myself that “it’s gotta be realistic, got to keep 
the realism.” But of course, the reality is, that there 
was no action whatsoever from the IRA in the five 
years following the Good Friday Peace Agreement. So 
I actually emailed you and expressed these concerns, 
and you responded, and I’ve never forgetten this--I’ve 
actually quoted it to a few people since--you replied 
and you simply said “it doesn’t matter.” I said “it 
wouldn’t be realistic for the real IRA to come back and 
start a campaign again” and you said “it doesn’t have 
to be realistic, it just has to be plausible.” And I thought 
that was very good. 

GR: [laughs] We just have to believe it.

AJ: Yes, exactly. [laughs] We just have to believe that 
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it could happen. Not that it had happened, but that it 
could happen. It’s such a simple thing, but it threw a 
switch in my head. And at that point it clicked in my 
head, and then I was off. And of course, at that point, 
then we get a bit of a cowboy ending. But in terms of 
the drama, it felt much more correct. 

GR: It’s funny, too, because we’ve been using that 
phrase “cowboy ending” and it’s been such a thematic 
repeat in all of the Declassified books. And I realize 
that only now after reading all the Declassifieds 
together, but each one of them becomes a story of 
either Paul or Tom or Nicky having to go outside of 
their mission parameter in order to fulfill their initial 
mission. I’m sure there’s something more to be made 
of that, that there’s a theme at work throughout the 
series. I’m sure you can go back and find that at one 
point or another. 

AJ: Well, I think that probably that comes out of 
two factors. The first one being simply that the 
Declassifieds are about a single character, whereas 
the main story is ostensibly Tara’s story, but it is 
an ensemble piece. And certainly characters like 
Crocker are just about as equally prominent as Tara. 
But also, I think because you’re talking about those 
“first missions” and you’re looking back into these 
people’s pasts. The whole point of them is that they’re 
character pieces, looking back at these characters. 
And what you want to get across, as a writer, I mean, 
what you want to get across is the fact that these 
are people who will do anything to get the job done. 
That’s why they work for SAS. That’s why they have 
that part of their personality that makes them suitable 
to being Minders. Do you know what I mean?

GR: Absolutely. And it’s funny, because I’m starting 
work on the next novel right now, and it’s a Q&C 
novel, and the working title right now is “The Last 
Run.” The story is Chace’s last operational story. And 
it is very much driven by the “do what needs to be 
done.” I suppose that that’s what we expect from our 
espionage, too. 

AJ: Yeah, but I think you just have to have it to have a 
bit of drama. I mean, let’s talk about The Sandbaggers 
for a moment. Even The Sandbaggers, which was 
incredibly mundane in the way it presented espionage 
work, still had those moments in almost every episode 
where someone would break a rule or cross a line 
because it was important, because it was the way to 
get the job done. It’s just a part of the drama.

GR: Yeah, the cliché of drama is conflict, and you 
have to have that. It’s clearly served us well, I mean, 
we’ve made a living at it. 

I find that, you’ve actually written far more broadly 
than I have certainly at this point, in terms of genre. 

I’m thinking about Three Days in Europe, I’m thinking 
about the Dead Space stuff. I mean, you’ve done 
comedy, you’ve done horror, you’ve done sci-fi. 

AJ: ... And romance, and crime.

GR: And then noir. And we’re talking about the way 
that research can become paralytic. Do you find that’s 
genre specific?

AJ: No, not really. No, I think it’s very easy to get 
caught up in research regardless of the genre. Even 
something like F-Stop, one of my romantic comedies, 
which is a very very light, frothy, fluffy piece, I still fell 
down the rabbit hole in that one with photography. 
Which I know a little about but I still had to research 
more in order to feel comfortable to write that. And that 
really is sort of the fluffiest, lightest book you’ll find 
from me. And yeah, I still did lots of research for it. 
I don’t know, I feel like I can’t write about something 
unless I’ve researched it. 

GR: I think there’s that element of “you don’t want to 
be caught talking about something that you don’t know 
anything about.” 

AJ: Absolutely, yeah. I think we’ve all heard, or maybe 
even experienced, those tales of someone writing 
something innocuous and then gets buried under an 
avalanch of mail, both email and physical mail from a 
lot of people who know a lot more about the subject 
than that writer. Chastising the writer “how on earth 
could you get this detail wrong? Any fool knows blah 
blah blah.”

GR: [laughs] Have you ever had that? Have you ever 
gotten the flurry of letters? 

AJ: Not about those sorts of details. The one thing I 
did get, funnily enough, was a stupid mistake in this 
book, in the Queen & Country: Declassified, because I 
spelled Niamh’s name wrong. And it’s a stupid mistake, 
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because I know people called Niamh, but I just had 
one of those brain farts, you know? Other than that, I 
haven’t really had that. I assume you have. 

GR: Yeah. I’ve dodged the big ones. I’ve had the name 
thing happen a lot. 

GR: Let me bring up the subject of the artist you 
worked with, and who you’ve worked with to this day? 
Was this how you first met Chris?

AJ: Yeah, I think so. And I didn’t actually meet Chris 
in person until after he’d drawn this book. But yeah, it 
was how I first made contact with him, if you like. And 
yes, as you say, it’s turned out to be a relationship 
that’s lasted. We’ve clicked. 

GR: Yes, I love Wasteland, and I think that the work you 
two do together on it, the collaboration is obvious.

AJ: It’s greater than the sum of its parts, without a 
doubt. Wasteland is every bit as much Chris’ book as 
it is mine. Absolutely. I have written stories to be drawn 
by other people in Wasteland, obviously, but in terms 
of the grounding, the character design, the feel, the 
mood and the atmosphere of the story, it’s all down to 
working with Chris. And there are things in the story, 
not specifically in the last story arc, but in the story 
arc before that, that literally would not have come 
about if not for Chris’ artwork. He has this habit of 
drawing things in a completely different way from how 
I imagine them, but still great, or drawing little details 
in the background, or details about the characters that 
make me think “hmmm.” And stories come about that 
might not have if it weren’t for that detail. So yes, it’s 
very much a collaboration. 

GR: When you find yourself scripting, and then you 
get the pages, and you see something new... I’m trying 
to remember... I saw the script for Sons and Daughters 
but I don’t think I’ve seen any of your scripts since 
then. Do you find yourself trying to direct the artist? 
I suppose I’m asking “what’s your philosophical 
approach to the script?”

AJ: It depends on who the artist is and what sort of 
relationship I have with them. But in terms of what 
the Wasteland scripts are now, I mean, they’re 
substantively the same as what I wrote for Queen 
& Country, but because Chris and I have worked 
together for so long now, they’re much shorter and 
they’re much less imperative, if you like, about exact 
shots, selections and things like that, simply because 
I know how Chris works and he knows how I work, 
and there’s no need to go into that kind of detail. But if 
I’m writing for someone else, you’d probably find that 
my scripts aren’t that different from the way they were 
four years ago. Hopefully better. [laughs] But in terms 
of directing the artist, not really very different at all. I 

tend to start out more specific and the more I work with 
someone, I get less and less specific, you know, I start 
to trust them a bit more. It is absolutely a relationship 
and you develop the trust. 

GR: Well, and as you said, the ideal collaboration 
becomes more than the sum of its parts. I had an 
interesting conversation with an artist about a week 
ago, where we’re embarking on a project right now, 
and I was telling him, “Look, I frankly don’t care what 
you do with the script for the most part, because the 
purpose of the script is for you to know the story we 
need to tell. If you can come up with a better visual, 
please do, because I’m not the visual artist.”

AJ: Absolutely. That’s exactly the attitude I take. I do 
occasionally suggest compositions and what have you, 
and sometimes Chris takes them and uses them, and 
sometimes he ignores them, same as with any artist. 
And I make this quite clear to anyone I’m working with, 
that as long as the point of what I’m trying to do gets 
across visually, then yeah, I’ll totally trust the artist. You 
have to, you can’t micromanage somebody like that. 
How would we feel if the artist came back and said “I 
don’t think this dialogue really suits the character” or 
something like that?

GR: That’s the example I use! I don’t wade in and say 
“you drew it wrong” and you don’t wade in and tell me 
“I wrote it wrong.” And then nobody gets hurt! 

I’ve got two closing questions for you. One of them 
serious and one of them not so serious. The more 
serious one is: Q&C, would you want to go back and 
play in that sandbox again? Or was it an experience 
where you were like “Okay, did that. Done!”

AJ: It’s one of those things, I honestly don’t know. I 
still love the series. I did enjoy my time on it, as hair-
raising as it was. You would have to put me on the 
spot, basically, and I would have to make up my mind 
right then. “I would consider doing it again,” is how I 
always answer that question when people ask me. 
I would definitely consider doing it again. But then, I 
never expected that you would ask me to do it again. 
So there’s my non-answer. [laughs]

GR: Well, I’m looking seriously at coming out for 
Bristol, so if you are going to be there, I’ll get you drunk 
and pigeonhole you or something.

The light question is: We had this argument, I think--
two years ago at San Diego. The merits of American 
football, versus, say, the sport as it’s played in your 
country. You’re a football fan?

AJ: An American football fan, yes.

GR: Why?
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AJ: Because I... I love the sport. I like the tactics. 
I like the fact that there are so many tactics. There 
aren’t many ball games that are as tactically heavy as 
American football. I like the fact that it’s so unremittingly 
physical in combination with those tactics. I like the 
psychology of it. I don’t know! I liked playing it as well. 
I used to play it on the youth team. I was just the right 
age when American football took off over here, when 
I was a young teenager. So I was just the right age to 
get in and play it when the local youth team formed. So 
I really like it. Whereas, soccer, I’ve never really liked 
it. I think it’s a bit chaotic, it’s a bit all over the place. I 
don’t know, it’s hard to quantify.

GR: Really? I look at soccer and I see geometry. I see 
all the angles. The things I love about the game is that 
it’s all about those angles in motion and how they play 
out. 

AJ: Maybe it’s just because I was always rubbish at 
soccer.

GR: I can’t speak to that. I was always rubbish at 
football. So, what’s your team?

AJ: Ahah, didn’t you know? I’m a Dolphins man. 

GR: Why the Dolphins?

AJ: Up until last year, they were one of the worst 
places you could be. Maybe only slightly better than 
the Detroit Lions. And of course, last year, with a 
controversial new quarterback, they thrashed the 
Patriots in the third game of the season, and suddenly 
it was a good time to be a Dolphins fan! [laughs]

GR: [laughs]

AJ: It was brilliant!

GR: So were you just jumping with glee?

AJ: Oh yeah, yeah. Absolutely. I mean, we weren’t 
good enough to make it to the Superbowl, so I’m 
not surprised by that, but last year was a very good 
season, indeed. It made me very happy indeed.

GR: Live in hope! Well, Antony, thank you for the time, 
it’s been great talking to you.

AJ: Oh yeah, my pleasure. My pleasure. 
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GLOSSARY OF TERMS
As part of its emphasis on realism, Queen & 
Country uses many abbreviations, acronyms and 
terms found in the everyday life of a Government 
agency, such as D-Ops, Conops, PUS, FCO and 
more. Regular readers have become accustomed 
to these terms over time, but the unfamiliar setting 
of Declassifi ed, Volume III requires a whole new 
set of abbreviations and slang. We hope you fi nd 
the following glossary helpful.

ULSTER
Northern Ireland, specifi cally the six counties 
politically connected to the United Kingdom. “Ul-
ster” is historically the name of a region consist-
ing of nine counties, of which three are not part 
of the UK, being instead part of the Republic of 
Ireland. The use of “Ulster” as a catch-all term for 
the British-controlled part of Northern Ireland is 
therefore controversial, regarded by many Re-
publicans as insulting, and is no longer used in 
offi cial public parlance. Nevertheless, the term is 
still commonly used by the British Army and many 
locals, especially Unionists, to refer to Northern 
Ireland as a whole.

ÉIRE/REPUBLIC OF IRELAND
That part of Ireland not ruled by, or part of, the Unit-
ed Kingdom. Technically, “Éire” is the correct name 
for these 26 counties, as “Republic of Ireland” is a 
description rather than a name. However, “Éire” is 
also the modern Irish name for all Ireland, and its 
use when discussing only the Republic has there-
fore come to be regarded by many as condescend-
ing. “Republic of Ireland” is now the state’s de facto 
name in all but legal terms.

ULSTER TROOP
A “ghost troop” consisting of around twenty SAS 
troopers, rotated every six months from their usu-
al regiment postings. The average Trooper serves 
six months in Ulster Troop for every four years of 
service.

UNIONIST
One who believes Northern Ireland should re-
main part of, and politically allied to, the United 
Kingdom. 

DUP
The Democratic Unionist Party. Led by the Rev. Ian 
Paisley, its membership consists mainly (but not 
exclusively) of Protestants and is Unionist.

PSNI
The Police Service of Northern Ireland, formed in 
2001 to replace the RUC. In practice, little about 
the PSNI is different to the RUC.

REPUBLICAN/NATIONALIST
One who believes the United Kingdom should 
renounce all claim to rule over any part of Ire-
land, and that all Ireland should be united under 
Republican rule.

SINN FÉIN
The primary counterpart to the DUP, and the po-
litical wing of the IRA. Led by Jerry Adams, its 
membership consists mainly (but not exclusively) 
of Catholics and is Republican.

SAS
The Special Air Service, an elite special forces 
regiment of the British Army. Offi cially titled “22 
Special Air Service (SAS)” to differentiate it from 
the two volunteer SAS regiments (21 and 23), 
but almost exclusively referred to simply as “The 
SAS”. The SAS consists of four Sabre Squad-
rons, each of which is divided into four separate 
16-man “Troops” with different specialist areas 
(Air, Boat, Mobility and Mountain). Each Squad-
ron also spends 6-9 months acting as the regi-
ment’s primary Counter-Revolutionary Warfare 
unit on a rotation basis. An SAS soldier is known 
as a “Trooper”.
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THE GROUP
Intelligence and Security Group (Northern Ire-
land). The joint name for Ulster Troop and 14 Int, 
over which presides a single Commanding Offi cer. 
In theory, the RUC (and now PSNI) are also part of 
The Group, and to be regarded as trusted allies. In 
practice, this is rarely the case.

14 INT
14th Intelligence Unit, a covert intelligence-gath-
ering arm of the British Army formed for and op-
erating exclusively in Northern Ireland. 14th Int 
operatives are trained by the SAS.

RTU’D
Returned To Unit. Each SAS Trooper is recruited 
from an existing regiment of the British armed 
forces, and offi cially are still part of that regiment. 
Troopers may be RTU’d for various reasons, the 
most common being dismissal or retirement from 
the SAS. After a debriefi ng period, they are re-
turned to active duty in their “old” regiment.

BANDIT COUNTRY
The region of South Armagh, as originally nick-
named by Merlyn Rees (Secretary of State for 
Northern Ireland 1974-76) and informally adopted 
by the British Army. South Armagh is almost ex-
clusively Catholic and Republican. Until the Good 
Friday peace agreement, South Armagh was the 
most dangerous operational theatre in the world 
for any member of the British armed forces, in-
cluding the SAS.

PROVOS
The Provisional IRA, the longest-running and 
best-known branch of the IRA. No longer offi cially 
active after the Good Friday peace agreement, 
their baton of violent resistance has been taken 
up instead by the Real IRA and other, smaller IRA 
groups. These distinctions are often ignored by 
members of the British armed forces, who refer to 
any Republican militant as a Provo.

ARMAGH
The capital of County Armagh. While not part of 
South Armagh, Armagh itself was still regarded 
as a hotbed of IRA activity before the Good Fri-
day peace agreement. Much of the city’s tension 
comes from Armagh’s unique religious position. 
Regarded as the spiritual home of all Ireland, it 
has a large mixed Protestant and Catholic popula-
tion, and is the seat of Archbishops from both the 
Church of Ireland and Roman Catholic Church.

PADDY
Derogatory term for any Irish person, particularly 
IRA members, commonly used by SAS Troopers.

RUC
The Royal Ulster Constabulary, the police force 
of Northern Ireland. Regarded by Republicans as 
little better than British soldiers, in 2001 the RUC 
was disbanded in an attempt to remove the long-
standing negative associations the name carried 
in many people’s memories. It was replaced by 
the PSNI.

BESSBROOK INTERNATIONAL/THE MILL
Bessbrook Mill HQ is the base of operations for 
Ulster Troop and other British armed forces op-
erating in the southern counties of Northern 
Ireland. The “International” nickname refers 
to the large amount of air traffi c around Bess-
brook - during the 1980s, after surface travel in 
the southern counties was all but abandoned by 
British armed forces, Bessbrook was the busiest 
heliport in Europe.

- ANTONY JOHNSTON - MAY 10 2005, ENGLANDThe region of South Armagh, as originally nick-
named by Merlyn Rees (Secretary of State for 
Northern Ireland 1974-76) and informally adopted 
by the British Army. South Armagh is almost ex-

- ANTONY JOHNSTON - MAY 10 2005, ENGLAND
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