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MIDGE: What an instrumental, it was fantastic!
Warren had this great big rack full of electronics
which at the time was very high-tech (that was his
pacemaker, we called it his iron-lung), and which right
now is probably even more high-tech, I mean Fatboy
Slim would cut off his left arm to have some of the
stuff that was in there. Really dodgy old bits of tat,
but that’s all you had. You had to make the very basic
stuff do some fantastic things and Warren managed
to do it.

SLEEPWALK
WARREN: When we took the album tapes to Conny’s
studio to mix everything, we decided to mix
Sleepwalk again purely for the sake of integration
with the sound we were achieving with the other
tracks. There’s virtually no difference between the
‘original’ (unreleased) version and the album version
except that the LP version is perhaps less ‘poppy’ (the
7” mix was same as the album mix). From my own
standpoint, I personally was especially proud of this
song as I had written the lyrics.
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1979 wasn't the best of years for Ultravox. Upon their return from a second US tour things indeed looked
grim; they’d been dropped by Island Records, had lost their lead-singer, and had no money to speak of.
Surely things couldn't get worse...
WARREN: Soon a fresh set-back developed... Robin
Simon had chosen to stay over in New York for a little
while and, during a call to find out when he was
returning, he told me that he’d decided to leave the
band and remain in the U.S. I was shocked and did my
best to convince him to stay but his mind was firmly
made up. With Robin out of the band, the odds had
become stacked against us even more.
It became clear that the ideal solution for us was to
find a lead guitarist who was also a singer. This had the
benefit of ensuring that the singer could relate to us on
an additional level as an instrumentalist. Bill had been
spending time with Rusty Egan [Rich Kids] and,
through Rusty, was introduced to Midge Ure. They
were writing some songs together in what ultimately
became Visage.
Bill subsequently introduced Midge to Chris and myself.
Other than the usual musical issues, my main concern
was that Midge might have no sense of humour and
wasn’t a fun guy. He had to a) have a sense of humour,
and b) like to drink, carouse, carry-on, etc. This anxiety
was quickly dispelled after an hour or two in a pub, plus
he wasn’t shy to get in his share of rounds.
We had some rehearsals together and it quickly
became evident that Rusty was right, he truly was an
excellent guitarist (and outside of Ultravox, prior /
during / since, I’ve played with some great people),
something usually overlooked in assessments of him.
And he could sing, as opposed to shout-with-attitude.
With no reservations we resolved that we’d found the
right person to complete the new line-up of the band
and Midge was in.
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release Vienna as the second single but managed to
get talked out of it somehow (never again!) so this
became our second single and our first music video.

One of the most refreshing aspects of our new band
was that we all accredited ourselves as writers, we
were adamant there was to be no more arguing over
who was or wasn’t responsible for what. In this healthy
and equitable climate, ideas passed far more freely
from one to another, then on again to another, and so
forth... we would all make suggestions towards each
other’s contributions, so much so, in fact, that the only
possible financial arrangement regarding the writing
was to split everything equally. It was a very sensible
arrangement but a rarity amongst bands. It ensured
that whatever else we might argue over in future days,
it would never be over money. It proved to be true for
the lifespan of the group.

We were determined to keep the band alive, we’d stick
it out and prove ourselves. Upon our return from
America we started looking for a label. To aid this, we
made our London debut and did a one-off gig at the
Electric Ballroom on February 1st, 1980. Chrysalis
Records was courting us and became interested
enough to give us some studio time.
MIDGE: We just said, “If you want to hear
something, come down and bring a little cassette
player and record what we’re doing live. You can
hear all of the songs that we’re writing right now.
Just record it and then go away and play it to your
mates and then decide whether we’re worth
signing or not, but we won’t go to a studio and do
demos!”. And they said, “Alright, you’ve got two
days in the studio. Do what you like!”.
WARREN: This was our very first recording with
Midge. We went into the studio with Conny Plank as
engineer and used the allotted studio time to
concentrate on doing one song well and hand them a
‘master’.
MIDGE: And we did Sleepwalk. That was it,
beginning, end, finished, mastered, “There you go,
there’s the track!” and they signed us on that.
What usually happens is if the demo works you’re
signed and then the record company goes, “Right,
now go back in to the studio and let’s hear the
proper recorded version”, and I don’t think that
there is such a thing as a proper recorded version. The
version that’s got the passion and the feel and the
atmosphere is the one, whether it’s done on a little
cassette machine or a mini-disc. It doesn’t mean that if
you go into a 48-track studio at Real World it’ll sound
any better or it’s going to feel any better or it’ll be any
better. So record companies are under the
misapprehension that when you get a producer and
you spend loads of money on the recording that it’s
somehow better. That’s just nonsense!
So what about the Vienna album itself? We all know
it so well that it’s almost impossible for it now to be
considered as a collection of nine separate tracks...
So we thought that it would be a good idea to ask
the guys to cast their minds back to when the album
was recorded to see what they could remember
about how Vienna was put together...

WARREN: We were always fond of instrumentals but,
inexplicably, gradually drifted away from them in later
days. The title was a combination of Latin; from the
Royal Air Force’s motto, ‘Per Ardua Ad Astra’ (‘Through
Adversity to the Stars’), and an aerospace company
called Rocketdyne, whose name I liked the sound of.
CHRIS: The thing that I remember about Astradyne
was trying to find a place in the mix for all the
instruments ‘cos everyone’s pretty much playing the
same thing. There’s so much bottom on that track that
it was difficult to get all the instrumentation there and
still have it defined and it’s like a big powerful theme.
The record company didn’t like instrumentals at all.
NEW EUROPEANS
WARREN: New Europeans is the only instance I can
think of where we had a title before we had any music
(or lyrics). We always wrote the music first and then
lyrically followed on from there.
CHRIS: Yeah, I did New Europeans with Warren and
All Stood Still as well I think. But in those days
everyone did it. The only one who didn’t ever write any
real lyrics was Billy. He just never ever seemed to be
interested in lyrics... unless you could get sex into them
in some way (laughs). He’d say things like, “Can’t you
write something like ‘I really want to fuck you!’,
but make it a bit so that it doesn’t sound like
that?” (laughs). Billy was always much more
interested in the instrumental side and the ambience.
Lyrically it ended up with Midge and myself doing most
of it, probably all of it by the end, but Vienna itself was
much more of a collaboration really. Everyone had stuff
and also we really needed to get it ready for America.
PRIVATE LIVES
WARREN: My original title for Private Lives was
Hollywoodammerüng... (OK, no one’s perfect.). It
was soon changed.
PASSING STRANGERS
WARREN: The recording of Passing Strangers went
smooth enough, I don’t remember anything in
particular about the session itself. We wanted to

MR. X
CHRIS: Mr. X came from a photo that Warren had. As
far as I know it was just one of those things that we just
started doing and we thought it would be good to have
a spoken voice. I think Warren wrote the words to that.
WARREN: If anyone is wondering who Mr. X is about,
I can at least tell them that it’s certainly not about John
Foxx or Bowie or any number of other candidates I’ve
been asked about. While I believe I once explained the
true origins of this song on a radio show in the U.K., I’ve
since taken to keeping quiet about it... as time went by
it’s become much more fun to never tell anyone who it
is about. When asked, I’ve always answered truthfully
but it’s not the sort of thing that can be deciphered,
which is exactly the point of the song.
WESTERN PROMISE
WARREN: We decided to record the drum tracks for
Western Promise in the reception area of the RAK
building as the surroundings were all glass and polished
marble, excellent for a ‘hard’ drum sound. So as not to
completely disrupt the staff, we had to move the
microphones and drums in at night to do the recording.
The only drawback to this was the front doors of the
studio were by no means soundproof and the quiet
residential area of St. John’s Wood was not going to
take too kindly to me bashing away. The first time we
attempted it, the neighbours called the police and,
upon their arrival, they requested we cease and desist.
It was sounding so good we decided to not let this get
in our way so we attempted it again the next evening.
This time, we set everything up and were as ready as
could be before I actually started playing. I knew I had
to get a good ‘take’ before the police came banging on
the door so there was no time to lose... Sometime
before the neighbours got fed up and reported us and
the response time it took for the police to arrive, I got
a good take and we had what we wanted.
VIENNA
WARREN: Vienna came together very quickly. I had a
drum machine / synth pad (CR-78 & ‘Synare’ pads)
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ASTRADYNE
WARREN: The ticking sound at the beginning is from
the CR-78 (it was called Metal Beat).
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CHRIS: They had a bit of it that they were playing over and over again, and
then I started doing the bass part and it all sort of came together. Though
Billy would say that he did it (laughs).
WARREN: We knew it was the musical high point of the album and made
it the title track. It was the song that best represented what we were trying
to do. We were determined that it would be our third single and fought
with Chrysalis over it; naturally, they thought it was far too long at six
minutes, too weird for a Top 30 chart hit, and too depressing and too slow.
Other than that, they liked it... Bill was the only one who agreed with
them. While he thought it was a brilliant LP track, he just couldn’t see it as
a single. Naturally, this provided a source of great amusement within the
band for years to come!
ALL STOOD STILL
WARREN: All Stood Still is an excellent example of a song that we
wouldn’t have written but for the Mini-Moog. Well, perhaps it would’ve
been written but it wouldn’t have sounded anything like what we
recorded. Playing that bass line on guitar would’ve been a headache.
CHRIS: I remember I turned up first in the studio, in the rehearsal room, and
I got the bass line going and then as people came in they just started
playing, then someone would say, “How about going here for a middle
eight?” and then you’re off. Really, most of our songs started with whoever
turned up first, which invariably wasn’t Billy... Warren was always a bit late,
but he got the right day (laughs). Billy would turn up hours late and then
couldn’t understand why you were mad at him. He’d say, “Well, I’m here
now, let’s do it now!” and we’d say, “Fucking hell Billy, we’re about to
go!”, and he’d be like, “What sort of attitude’s that to have?”, and he
really couldn’t understand why we got annoyed with him (laughs).
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THE VIENNA ALBUM...
MIDGE: The album had some fantastic stuff on it, but it also had some
cack on it as well, but Vienna itself was something special.
WARREN: There were no unreleased tracks from the Vienna sessions. We
went in with our material well prepared and that’s what we came out with.
As happy as we’d been with Systems of Romance, we
were even happier with Vienna on a multitude of levels.
We’d been through a lot to get there.

!

Hands up anyone out there who is able to listen to Vienna without conjuring up images from the video!
They are now so inexorably linked together, it’s hard to believe that there was a time when one existed
without the other. So it’s surprising to learn that Vienna was almost the video that never happened...
WARREN: We didn't really want Passing Strangers to
be our second single but Chrysalis was very keen on
it... we wanted Vienna to be the second single, it was
such an obvious (to us) choice. We dug in and pushed
and pushed and ended up wrangling an agreement
with Chrysalis that, if we agreed to put out Passing
Strangers as the second single, then Vienna would
be the third release from the album. We could tell they
still weren't happy about it, they didn't have any faith
in the idea of a track like Vienna as a single, but they
were so keen to have a crack at Passing Strangers
that they said “Yes”.
Chrysalis certainly weren't interested in us doing a
video for Vienna, after all the track was released
practically under duress. This was, of course, in the
early days when record companies actually paid for a
‘promotional video’ – as opposed to merely passing the
costs back to the artist. Naturally, we argued with them
about it, “This song is *perfect* for a great
video...!“, but they didn't want to do it. “To hell with
them... we’ll do it ourselves”. We went ahead and
did it with our own money.
MIDGE: The video was to become the template for all
videos to come. It was kind of ground-breaking,
although we'd already dipped our toe in the water with
Passing Strangers where we were the only people
around who were shooting videos on 16mm film,
cropping the screen, doing the shadows and the black
and white and all that moody, smoky stuff. All that stuff
that everyone's done for the last twenty years. Video
hasn't moved on an awful lot in that time, it's the same
process. You shoot it on film, you edit it on video and
that's the process and we kind of invented it along with
Lexi Godfrey who was our producer at the time and
Russell Mulcahy who was the director.

WARREN: I honestly can't remember exactly how we
ended up working with Russell Mulcahy or from
whereabouts he'd appeared, but he directed Passing
Strangers. We were very raw with no previous
experience in that medium so the whole shoot was a
tremendous learning experience, we took it all in. It
was a working environment we knew we'd want to
conquer on our own terms, as opposed to having some
hired chappy come in out of the blue for every record
and foist his ‘vision’ upon us. We had a lot of ideas we
wanted to incorporate into the Vienna video, we were
a quick study after our initial experiences so Mulcahy's
role in this video was vastly diminished.
It all came together extremely quickly, in about three
weeks. It had just charted when we started to film it,
and the following week it went a little higher. The week
after it was a LOT higher and, by now, Chrysalis called
and said, “...uh... you know that video you were
talking about, you did it, right? How's it going?”.
At the time Top of the Pops had a series of arcane rules
whereby you could only appear a certain number of
times and in a certain number of ‘formats’, i.e., in the
studio, or on tape / video, to support the same song.
We had already appeared in the Top of the Pops studio,
so Chrysalis really needed this to get us seen again in
order to kick in further promotion for the song as a
‘phase two booster’. With each subsequent phonecall
from Chrysalis, they became increasingly desperate
until, finally, they were begging and pleading for it,
which was very gratifying for us after the indifference
and negativity they’d initially shown. They were
ecstatic with the video once we'd finished the editing
and it was finished just in the nick of time to be shown
on Top of the Pops. It was extreeeemely satisfying
when our management made Chrysalis pay for it all.
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MIDGE: The funny thing is that most people, journalists especially, seem
to think that I played keyboards all the time. They forget that I was a
guitarist and they forget that half of the sounds that they hear on Vienna
were guitar, ‘cos they can’t tell the difference between Billy playing his ARP
solo synth and me playing guitar, ‘cos they merged together. Billy had this
sort of distorted, weird, growling, screaming sound like Jimi Hendrix in an
electronic box and then I’d take over and start playing guitar and they
couldn’t quite see the join, they couldn’t see that it was two completely
separate instruments. And that was part of the fun of doing it, it was just
different, we were doing it differently from everyone else at the time.

Twenty years on: filming the Vienna video
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pattern in mind that I’d wanted to do something with and played that...
to paraphrase myself, I said something like, “What about this, then?”
and began the Vienna rhythm. We started playing something to it and
then had the thought of using a chorus idea that we had laying around
which we’d previously worked on but had no verse for. It all clicked in a
few hours and we ironed out the rough spots the next day. Except for
finessing the middle ‘solo’ section of the song once we were in the studio,
that was basically it.
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They gladly paid for it, too. For those who are curious,
it cost us in the region of six or seven thousand
pounds. Sorry... it didn’t cost a lot of money, but the
video ‘industry’ wasn’t quite so greedy then.

Kilburn State Theatre and a little bit in Vienna and that
was it.

FILMING THE PARTY...

WARREN: 2 or 3am and it was a bitterly cold night. I
don't know where the horse was before the shoot (and
I don't know where it went afterwards!) but it was
being led via thin wires that you can't see, he wasn't
just sauntering along in the correct direction all by
himself... there was a handler walking along on each
side of him, out of frame.

WARREN: It may come as a surprise to know that
approximately half of it was shot on locations in central
London, mainly at Covent Garden and also in the old
Kilburn Gaumont Theatre in North London (sadly, now
a Bingo hall). The ‘Embassy’ party scene was in some
house we’d rented in town – can’t remember where
but I do remember that it took the crew a long time to
set up the lights to prepare for filming... so long that
we all got impatient with waiting and dipped into the
many cases of wine we’d laid on for a drinkie
afterwards. By the time we actually started to film, we
were all rat-arsed. You know the bit where we're all
supposed to turn around at the same time, we just
could NOT do that in sync. Now you know why! In
between each take we were all at the booze again!
There was a lot of wine and not that many of us, so
you work it out... I had a lovely time.
MIDGE: Well it was a huge party, it was in a little place
just behind Harrods, it was a kind of club. That shot,
the whole party scene with the spider and all that stuff
and everyone was drinking and having a laugh and just
enjoying themselves because we didn't pay them. So it
was kind of come along get dressed up and look all
outrageous and tarty and hang around at this party
and that's what they did and we took a few bits of
footage. The rest of it was all done at Covent Garden,

FILMING IN COVENT GARDEN...

MIDGE: We thought in pictures, most of the songs
were soundtracks for movies that have never been
written or shot. So we would come up with these
ideas, let's crop the screen to make it look like
Cinemascope, all of that stuff. Vienna was the first
one that came out and people went “Bloody hell!”
when they saw it. It was a mini-movie, it was five
minutes long or whatever and totally over the top.

MIDGE: It was great because we'd spent our entire
day in Vienna going to the graveyard with the piano
maker and the statue that was the picture from the
Vienna single and all that stuff. Going to all those
places and walking around and just filming until late at
night and then getting back on the plane.
The Record Mirror article makes mention of Warren
falling asleep in the co-pilot’s seat on the plane...
MIDGE: Well, Warren's good at that (laughs). He was
‘The Man Who Was Bitten by a Tsetse Fly’. We had to
wake him up to go on and do Live Aid (laughs).
CHRIS: Warren’s nocturnal, that’s the difference, he
really is a nocturnal person. I don’t know if he still is,
but he was then. He was unbelievable, he really didn’t
come awake until 2 o’clock in the morning and he’s a
completely different person then. It’s like he turned
into Steve Martin at 2 o’clock – it really was (laughs).
He would be up all night writing postcards and letters
and then he’d just zonk out in the car all day. He’d
wake up for something to eat and then he’d straight
back to asleep again – phenomenal, I’ve never known
anyone like him.
FILMING IN VIENNA ITSELF...

closed for the winter – the 'winter off season'. We did
what we could. It was guerrilla film-making.
For the last scenes, we went to the central graveyard,
to ‘Musician's Corner,’ and filmed there. There were
the graves of all the great composers, Liszt, Schubert,
Brahms and Beethoven... seeing their graves brought it
home that these had been real people, they became
more real and personal rather than just the legendary
‘names’ of music history.
We finished up in the cemetery for the shots with the
statue which had been used for the single’s cover, did
the sunset shot where we walk into the distance at the
end, and then we jumped back into the cab onto the
plane and flew back to London to start editing. After
the baptism by fire of our first video, Passing
Strangers, we assumed much more responsibility for
this one (many more ideas were ours and we
absolutely re-edited the first cut we saw of the
assembled video). We were learning fast. We knew
what we wanted to see and how we wanted to do it...

FLYING OVER TO VIENNA...
WARREN: I can't remember why we had our own
plane, why we didn't go on a regular commercial
flight, but there must have been some compelling
reason like scheduling or availability.
MIDGE: It was like a ten-seater turbo-prop or
something and that's what we went out on. It took us
two-and-a-half hours or something to get there. I can't
remember flying over... though I do remember flying
back! Flying over has just gone, completely! There was

CHRIS: Billy knew quite a bit about Vienna from a
classical music point of view and one of the big things
that Conny was suggesting was this facade thing
about Vienna and it was really true when you got
there. You know when you go into a church and it
looks like fantastic marble columns and all that, but
when you go closer you see that it’s in fact all wood
and plaster. It really had that feel about it and there
was also a really opulent feeling – it’s hard to explain.
It’s quite an eery place. Spectacularly beautiful and very
slightly sinister. In fact a lot of Europe has it. With
Vienna what I got was a very sophisticated dark side,
that was almost as if it was in its bones. It’s not
tangible, it’s not something you can go “Oh look,
there it is!” mixed with that sort of spectacular stuff
like The Third Man.
WARREN: We raced around in cabs, jumping out to
film a scene then jumping back in and dashing off to
the next place in the guide book. The only problem
was... we'd get to places like the Lipizzaner school, and
find it was closed for the winter season. So we went to
the Opera House. Fuck! It's covered in scaffolding,
closed for winter renovations. The whole place was
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Any regrets?
MIDGE: I hated that shot of me in the café laughing,
but it was left in because everyone else liked it!
(laughs). So it was a democratic band and I was
dealing in an area where I'd never dealt in before. Both
Russell and Lexi thought it was fantastic 'cos it showed
that we were actually human and that we could laugh.
We weren't these po-faced guys who sucked their
cheeks in all the time in raincoats on wet, cobbled
streets... we actually did have a sense of humour and
it was the first time ever that that had been shown. So
they wanted to leave it in there. In a little Viennese café
eating chocolate cake and laughing my head off.
There's also a side shot of me dressed in a dinner jacket
and a butterfly winged collar thing and my sideburns
were just stupidly outrageous (laughs) they were all
the way down to the point of my chin. I had no idea
that they were that long I
just thought that I was bad
at trimming them at the
time and it just looked
completely stupid. But that
happens...! (laughs).
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CHRIS: Paula was really big mates with Midge at the
time, so that’s how all that came about.
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a skeleton crew, Nic Knowland, Russell Mulcahy and
Lexi Godfrey (see top left, p.16), photographer Anton
Corbijn and the band and that was it. Paula Yates was
also there, she was covering it for Record Mirror.

