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Abstract 
This paper examines the role of music in women’s experience of factory work in the 
second world war – an important topic but one largely overlooked in the existing 
literature.  Two important forms of music flourished in war factories – the relaying of 
Music While You Work through loudspeakers, and the collective singing of 
workgroups.  Drawing on a range of sources, the paper shows that music served to 
both express and create community in the workplace, and came to be seen as an 
anthropological necessity for survival in the context of exposure to repetitive and 
monotonous labour.  The music also expressed a complex mix of simultaneous 
accommodation and resistance to women’s position in munitions factory production. 
 
 
 

‘We sang ourselves through that war’: 
Music, women and the social relations of factories in world war two1 

 
 

We sang a lot and we joked a lot – we were all together. 
(Aycliffe munitions factory worker)2 

 
You were working so many hours and everyone was living for the day.  And I think we sang 
ourselves through that war – because in factories you sang. 
(Betty Lindsey, Southampton munitions worker)3 

 

                                                 
1  Research was carried out under the auspices of grants from the British Academy (grant SG-34729), 
the Arts and Humanities Research Board (grant XX) and the Economic and Social Research Council 
(studentship R42200134271). 
2  Interview with respondent (also accession number) 19695, Imperial War Museum Sound Archive, 
from collection, ‘Women workers in Aycliffe Royal Ordnance Factory during the 1939-1945 War’.  
The respondents, who were all women, have been anonymised in this archive.  Face to face interviews 
took place in 1988-89. 
3  Interview with Betty Lindsey, accession number 9967/5, Imperial War Museum Sound Archive, 
recorded in 1987. 
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There is a growing recognition of the potentially important ways in which music can 
influence people’s experience of everyday life.4  Despite this, there is still a 
considerable gap in our knowledge of how music can have a role in people’s 
experiences and social relations within the workplace.5  For instance, if we consider 
the field of labour history we find that that there have been some important 
contributions on music in cultures of the labour movement6 and on music in working 
class cultures more generally.7  However, there have been few attempts to examine 
the historical roles of music within the workplace.  In part, this is understandable for it 
appears that for many sections of the labour force during the nineteenth century and 
first half of the twentieth century musical expression within the workplace was 
proscribed by employers.8  As Watson puts it, ‘the bloody-minded ban on songs in 
many factories was a conscious… attempt… to kill old pre-industrial habits and work 
rhythms which would interfere with the strictly regulated and highly co-ordinated 
pace of factory production’.9  But labour historians should assume neither that this 
policy was universally applied by employers nor that it could necessarily be 
successfully implemented within the workplace.  A notable example of what can be 
unearthed when scholars turn an ear to this deafness is Messenger’s brilliant study of 
the singing culture among women textile workers in Belfast between 1900 and 
1935.10  Messenger shows in rich detail how the singing of the women was in part 
resistive in nature, and how it informed the dense and deeply enjoyable and 
meaningful peer relations on the shopfloor.  Further, her study plays the important 
role of preserving elements of this essentially oral workplace culture and preventing 
them from being lost in the condescensions of written history.  Two studies have also 
begun to unearth the important role that singing had for women workers in the war of 
1914-18.  Woollacott examines the lyrics of songs sung by munitions workers to see 
how the women viewed their own role in war, and Thom shows how workplace songs 
informed workgroup identities.11 
 
Taking forward the important task of examining different historical pockets of 
musical cultures within workplaces, this article focuses on the role of music in British 
factory production within the second world war, particularly with regard to women 
workers.12  There have been a number of passing references to musical activity in the 

                                                 
4  De Nora, T. (2000) Music in Everyday Life, Cambridge: Cambridge University Press; 
Hesmondhalgh, D. (2003) ‘Popular music audiences and everyday life’, in Hesmondhalgh, D. and 
Negus, K. (eds) (2003) Popular Music Studies (London, Arnold) p.117-130. 
5  Korczynski, M. (2003) ) ’Music at work: Towards a historical overview'’, Folk Music Journal , 8(3), 
p.314-334 . 
6  Hall, D. (2001) A Pleasant Change from Politics, (London: New Clarion Press); Lynch, T. (2001) 
Strike songs of the Depression. Jackson: University Press of Mississippi. 
7  Russell, D. (1997) Popular Music in England 1840-1914, Manchester: Manchester University Press; 
Lloyd, A.L. (1967) Folk Song in England, London: Lawrence and Wishart; Palmer, R. (1974) Poverty 
Knock, Cambridge: Cambridge University Press; Pickering, M. (1982) Village Song and Culture, 
London: Croom-Helm. 
8  Korczynski, ‘Music at work’. 
9  Watson, I. (1983) Song and Democratic Culture, (London: Croom Helm), p.12. 
10  Messenger, B. (1975) Picking Up the Linen Thread, (Dundonald: Blackstaff Press).  
11  Woollacott, A. (1994) On Her Their Lives Depend, London: University of California Press, pp. 192-
5; Thom, D. (1998), Nice Girls and Rude Girls, London: I.B. Tauris, pp.154-6. 
12  As is noted in two of the quotations in the body of the text, some male workers also sang in the 
workplace.  However, the sources consulted suggest that male workers were very much less likely to 
sing than women workers.  To answer why this might be so is beyond the scope of this paper.  
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workplace in the existing literature on women’s factory work in the war.  For 
instance, Braybon and Summerfield13 note that ‘being near enough to your fellow 
workers to sing and talk could be the saving grace of a boring industrial job’, while 
the literature on the BBC during wartime notes the introduction of music in the 
workplace through the BBC programme Music While You Work being relayed 
through loudspeakers.14  With the exception of Korczynski and Jones, however, this 
literature has not gone on to examine the role of music in the workplace in detail.15  
Korczynski and Jones’ study focuses on employers and the state in the decision to 
introduce tannoyed music in the workplace.  While this is an important first step in 
studying music in the workplace in this period, it leaves unaddressed the key question 
of what the music – the singing, the radio – meant to the women in factory 
production.  Indeed, the authors note that, ‘ further work needs to be undertaken in 
this area– not least regarding the important question of how this instrumental music 
was received by workers in British factories in the 1940s.’   
 
In conducting the research for this article, we were primarily interested in examining 
the main ways in which music was created, received and used by the women workers.  
To access data on these issues we examined a range of contemporaneous accounts, 
both published and unpublished, on women’s role in wartime factories.  We also 
examined a number of relevant oral history collections.  Of these, we primarily draw 
on 70 interviews with women employed in the Royal Ordnance Factory at Aycliffe in 
County Durham 16, and the collection of oral history interviews recently undertaken 
with women who worked in munitions within the Hereford area, particularly at the 
Rotherwas munitions factory17.  The mixture of contemporaneous and oral history 
accounts of the same phenomenon allows us to consider the possibility that the 
accounts of musical activity, particularly of singing, presented in the oral histories 
may have been significantly coloured by the psychological tendency to prefer the past 
over the present as in the ‘good old days’ phenomenon of recall.18  Regarding 
Aycliffe, Brown notes that while ‘women comprised 70 per cent of the labour force in 
filling factories in the country as a whole, they were about 85 per cent of the labour 
force at Aycliffe’ and that its peak it employed some 17,000 workers over three 

                                                                                                                                            
However, a number of relevant points can be raised.  First, Messenger (Picking Up) argues that 
women, generally, are more likely to sing at their work than men.  Second, the examples of women 
singing come when they are doing monotonous low-skilled work.  As is clear from the literature on the 
gendered division of wartime labour, male workers tended to undertake the less repetitive, higher 
skilled jobs, which were likely to demand closer attention.  Finally, it should be noted that the main 
singing was in small workgroups.  It was women who predominantly worked in such groups, with the 
male workers more often working in individualised support roles, such as repair and maintenance and 
foremen. 
13  Braybon, G. and Summerfield, P. (1987) Out of the Cage, London: Pandora Press, p. 197. 
14  Nicholas, S. (1996) The Echo of War: Home Front Propaganda and the Wartime BBC, 1939-45, 
(Manchester: Manchester University Press).  
15  Korczynski, M. and Jones, K. (2005) ‘Instrumental music: The social origins of broadcast music in 
British factories’, Popular Music (forthcoming). 
16  See Brown, R. (1992) ‘World war, women’s work and the gender division of labour’, in Arber, S. 
and Gilbert, N. (ed) Women and Working Lives, Basingstoke: Macmillan, pp.17-35. 
17  Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27..  From this 
collection an oral history book has been produced: Laws, B. and Blackwell, B. (ed) (2003) In the 
Munitions: Women at War in Herefordshire, Almeley, Herefordshire: Herefordshire Lore in association 
with Logaston Press.  
18  For a similar point see Bruley, Sue. '"A very happy crowd" : women in industry in south London in 
World War Two'. History Workshop Journal, 44 (1997), 58-76. 



 4

shifts.19  Laws tells us that the Rotherwas munitions plant employed around 2,000 
women at its peak during the war.20   
 
In the main section of the paper we concentrate on the issue of how music tended to 
be used by women war workers.  The article examines three key aspects of the role of 
music in the wartime workplace – its role in creating and sustaining community, its 
role in aiding survival and coping, and its role in the dynamics of control and 
resistance.  In the conclusion, we consider what our findings suggest about our 
understanding of women in world war two factories, and about our understanding of 
music in the workplace more generally. 
 
 
Music and Community 
 
Many women came to war factories socially isolated.  Many had to move home to 
new and unfamiliar areas where the factories that needed labour were based.  Often, it 
was their first exposure to factory production.  They had not served apprenticeships 
and thus had not been gradually socialised into shared occupational and workplace 
cultures .  In this context, many women used music to create and express community 
within workgroups in the factory.  Betty Lindsey’s recollection  that ‘we sang our way 
through that war’ in factories, for instance, must be placed beside her description of 
herself as isolated and inexperienced coming to the factory: 

I went down to the factory in 1942 actually, and I’d always worked on my own so going into a 
factory was a bit of a shock to me because we’d lived a sheltered life.21 

A particularly resonant example of music expressing community comes from an oral 
history interview with a woman who worked at Aycliffe munitions factory: 

You used to put the hot wax thing on the top and press it on with this rolling pin, and the shells 
were on loading low tables then because they were about that size, we couldn’t lift them, and we 
were in there and we had a marvellous team.  And night shift … we had a man and he was a 
marvellous singer and all the young lasses used to sing in harmony – it used to be beautiful… So 
many of the girls used to come and say, “Mrs. Murry are you waiting of anybody?”  “No, we 
have a full team.”  They used to stand outside and listen to them singing – it was beautiful.22 

Here, harmonised collective singing is evocatively portrayed as flowing naturally 
from the collective, team, nature of the labour process.  Even when work was quite 
individualised, if work stations were collective, singing again seemed to flow 
naturally – although not this time from the nature of the labour process, but rather 
from the sense of camaraderie among the women, many of whom were experiencing 
factory work for the first time.  As another Aycliffe worker put it: 

We were all sort of the same, all our husbands and sweethearts away.  We used to read each 
others’ letters, tell each others secrets and everything, and it was really nice, and we sort of knew 
the children of the mothers that were married – we liked all that sort of thing, and we sang all 
day and everything … sort of all-togetherness – there was the big tables that you worked on – it 
was really nice.23   

 

                                                 
19  Brown, ‘World war’, p.28. 
20  Laws, In the Munitions. 
21  Interview with Betty Lindsey, accession number 9967/5, Imperial War Museum Sound Archive, 
recorded in 1987. 
22  Interview with respondent (also accession number) 19689, IWM Sound Archive ‘Women workers in 
Aycliffe’.   
23  Interview with respondent (also accession number) 19695,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
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Although depicted as flowing effortlessly from the context of factory production, 
musical communities, it appeared, would also often need one or two key instigators in 
the workgroup to flourish.  The following extract from an oral history interview of 
Hilda Tippings  who had worked at Rotherwas munitions factory shows this in rich 
detail: 

Hilda: Well it was nice really.  We used to, well, we had fun.  And I used to, and we used to sing 
you know, keep us awake on, or whatever.  We always sang, and they always got me to get the 
words of the songs but I would do like, you know, I didn’t do short hand of course, but I’d do 
just a couple of words, that I knew was the words of the song to start off the song, and then we’d 
start off from there.” 
Interviewer: “So you taught songs to everybody else?” 
Hilda “Yeah and we’d all, we’d all sing.  It was, it was great like, we had great fun!” 
Interviewer. “What songs were they?” 
Hilda:. “Oh well, back in the, all sorts of things, back in those days.  You probably wouldn’t 
know them anyway but whatever they had that year!…Well we used to, like, you know, well, 
anything that came into our heads really that was going at that time.  You know, whether we 
finished then [sic] all, it was a different matter like, but it was, yeah, we had a good, it was great 
fun like.24 

Doris Whyte’s account of working in a Wolverton factory also shows the importance 
of musical instigators in the process of factory singing: 25 

We would often start singing, if only to get Bob Fielding going as we liked to hear him sing.  
When we were new to the shop, we did not know what to expect, then suddenly the place almost 
vibrated as Bob’s rich, booming voice rang out with ‘Old man river’.26 

 
The evidence shows that these musical communities were usually small, and highly 
localised in the factories.  They were based around the workbench or the workteam, 
rather than around the whole shopfloor.  This is noted by the ethnographic Mass 
Observation researcher who authored the study, War Factory:27 

Now and then sporadic bursts of singing start in some part of the room or other and continue for 
a few minutes.  It is usually a purely local affair, confined to the occupants of few square yards 
of bench - nothing approaching community singing through the room ever develops.  At this 
time (February) the songs most frequently heard were ‘Rose o’Day’ and ‘Roll Out the Barrel’.28   

Later in the book the author laments the lack of a wider ‘corporate’ feeling among the 
workforce: 

Another possibly significant point is the fact that singing at work never spreads all through the 
room but remains confined to the corner where it started.  Sometimes, indeed, different parts of 
the room will be singing different songs at the same time.29 

Peggy Oughton, a BBC employee called-up to industrial work in 1943, similarly 
observed the localised nature of musical communities in the factory.  Reporting back 
to the BBC at the end of the war, she noted that her fellow workers would generally 
sing in small groups gathered around a bench, often reading the songs lyrics whilst 
working:   

It is not unusual for a group of people working together, especially women and girls, to sing 
during their work.  These are generally current songs, or old favourites, and there is a certain 
amount of competition as to who is the first to learn the words correctly!  They often taken (sic.) 

                                                 
24  Hilda Tippings, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
25  Whyte, D. (1981) D for Doris, V for Victory, Milton Keynes: Oakleaf Books, p.72. 
26  Where details of songs have been located, the writer and year of composition are given in the 
footnote on the occasion of the title first being mentioned in the main text.  Ol’ Man River was written 
by Jerome Kern and Oscar Hammerstein in 1928. 
27  Mass Observation (1943) War Factory, (London: Victor Gollancz Ltd).  
28  Rose O’Day (The Filla Da Gusha Song): Written by Charles Tobias and Al Lewis, 1942; Roll Out 
the Barrel, English Lyrics by Lew Brown, music by Jaromir Vejvoda; 1934. 
29  Mass Observation, War Factory, p.49. 
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down the words of songs during a broadcast at home, and come into the factory with them in the 
morning, prop them up on the bench in front of them, and sing till they know them by heart.30 

Such localised singing reflected and expressed the fragmentary nature of the work 
itself and the experience of the (gendered) spatial arrangement of the workroom.  
Singing within the small workgroup could both express community and help to create 
it.  There is a sense of the importance of a shared sense of music in helping to 
overcome hostility between different groups of women workers in Doris Whyte’s 
account: 

We were now an eighty per cent girls’ workroom and how we rowed with each other.  Country 
girl versus Londoners… we sat in our respective places for our tea-breaks and tolerated each 
other… After a while some of the country girls became friendly and joined our group which 
liked to sing and laugh.  We would make witty remarks as if we were comedians ad we had such 
friendship between us.31 

 
It was not just singing that helped constitute workgroup community; music relayed 
through tannoys often worked in tandem with singing in sustaining community.  It 
should be noted that tannoyed music was only extremely rarely played continuously 
through the working day.  Music While You Work, for instance, was relayed in half-
hour programmes twice during the work-day, and when firms played gramophone 
records the music playing followed the pattern of short doses during the work-day.32  
The ‘broadcasting’ of tannoyed music through the factory could actively encourage 
and help sustain the musical communities it contained.  Longmate notes that when 
vocal numbers were played on Music While You Work ‘many girls stopped work to 
write down the words’ – presumably so they could sing the song later.33  Longmate 
also notes that at the times of the day when tannoyed music was not relayed:34 

Factory workers provided their own amusement and a Rotherham girl remembers up to twenty 
different tunes being sung at once in her factory, usually including If I Had my Way, This is a 
Lovely Way to Spend an Evening, and Tonight.35 

Similarly, one women from Aycliffe munitions noted that: 
“Yes we had our fun – we had music all night, Bing Crosby singing ‘White Christmas’36, and 
Vera Lynn singing ‘The White Cliffs of Dover’37 over, and over, and [louder] over again.38 

Another woman from Aycliffe remembered that: 
There was piped music all the time – ‘Music While You Work’(…) Which played most of the 
time.  We were a little group though up at the top there, and we were quite happy.39 

Mrs. Grossman, a munitions worker, recalled that: 
We didn’t have many air raids then. If we did, we just pulled the shutters down and carried on 
working. We used to listen to Worker’s Playtime in the canteen and Music While You Work… I 

                                                 
30 Peggy Oughton, August 1945, ‘Reactions of Factory Workers To Certain Types of Broadcast Music: 
Impressions of a BBC Employee in a Factory’, p.5.  Unpublished Report – BBC Written Archives 
Centre, Caversham, File R27/257/4. 
31  Whyte, D for Doris, p.70. 
32  Korczynski and Jones, ‘Instrumental music’. 
33  Longmate, N. (1971) How We Lived Then, London: Hutchinson and Co, p.422. 
34  Longmate, How We Lived, pp.422-3. 
35  If I Had my Way, written by Lou Klein and James Kendis, 1913; This is a Lovely Way to Spend an 
Evening, written by Jimmy Mc Hugh and Harold Adamson, 1943.  Presumably, the latter was sung in 
the evening with considerable bitter-sweet irony. 
36  Words and music by Irving Berlin, 1942. 
37  Written by Nat Burton and Walter Kent, 1941. 
38  Interview with respondent (also accession number) 19686,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
39  Interview with respondent (also accession number) 19738,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
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used to work with Bob Arnold who was in the Archers and he used to get us to sing along with 
him in the aerodrome.40  

As this quotation suggests, the ENSA and Workers’ Playtime lunchtime concerts in 
factory canteens also appear to have encouraged the flourishing of musical 
communities.  Indeed, in many factories, workers were inspired to put on their own 
concerts in the canteen at lunchtime.  As Bessie Miller, a munitions worker recalls: 

We used to have a jolly good time laughing and joking. We had a canteen and some people used 
to get up on the stage and in the canteen and sing. We had some lovely singer and we used to 
sing all the latest songs.41  

This was also true for the Aycliffe factory, as one woman recalls: 
When we were on night shift we used to get in our office and we used to do our tap dancing.  In 
fact there was a song on the wireless last night that I used to sing and I thought well that’s an old 
one.  But she used to sing ‘Alice Blue Gown’42, and we had this chorus group and we all made 
our costumes as well….I can’t remember how we got started with it, it was just all those who 
could sing or do anything, and I think with us just singing in the Groups you know as we were 
working we just all got together.43 

 
As a number of the previous quotations have already intimated, these musical 
workgroup communities tended to be seen by women as symbols of their happiness 
during their wartime factory work.  Three quotations from women at the Aycliffe and 
Rotherwas factories bring this out well: 

It was lovely.  I said if there wasn’t a war it would have been a lovely place to work.  And we’d 
sing to the top of our voice, we really would you know.  We really were a happy crowd down 
there.  Yes, it was really nice.  I enjoyed working down there.44 
And we had little ‘turns’ and everything, you know, we entertained you know, and did our bit.  
But everybody was really nice.  I couldn’t say I had an unhappy moment really.45 
I enjoyed the job actually although it was war time.  We used to sing all night – ‘Roll Out the 
Barrel’ and all that sort of thing.46 

These musical intimations of happiness that seemed spontaneous and natural in the 
memories of some women, for others were the product of a clear and conscious 
agency amongst the women.  As one woman from the Aycliffe munitions works 
revealingly put it: 

And of course we used to spend a night laughing and singing and just trying to be happy in good 
company.47 

Note here, singing here is described not simply as part of being happy as a 
community, but rather as part of ‘trying to be happy’.  Hilda Tippings, a Rotherwas 
munitions worker, makes a similar point, when just after describing workgroup 
singing and joking, she notes that 

We did make fun.  We did have fun, I know it was, you to really.  It was no good going out with 
a miserable face and things like that, and I always like a laugh and a joke.48 

                                                 
40  Schweitzer. P., Hilton, L. and Moss, J. (ed) (1985) What Did You Do in the War, Mum?, London: 
Age Exchange Theatre Company, p.62. 
41  Schweitzer et al., What Did You Do,  p.54. 
42  Written by Joseph McCarthy and Harry Tierney, 1919. 
43  Interview with respondent (also accession number) 19705,  IWM Sound Archive ‘Women workers 
in Aycliffe’ 
44  Molly Barlow, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
45  Interview with respondent (also accession number) 19695,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
46  Interview with respondent (also accession number) 19713 (2nd woman interviewed under this 
heading),  IWM Sound Archive ‘Women workers in Aycliffe’.   
47  Interview with respondent (also accession number) 19722,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
48  Hilda Tippings, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
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The singing and the joking, here, appear not as pure, simple happiness, but rather as a 
conscious, creative reaction of the women to the factory context which faced them.  
This is a point to which we return in the following section’s discussion of music as an 
anthropological necessity. 
 
This crucial nuance of music’s role in created and creative happiness tended to be 
lost on outside observers of these musical communities who equated music with 
simple happiness.  For instance, Phyllis Pearsall, who was commissioned to paint 
pictures of women on the shop floor during the war, recalls that: 

They carried on their own charming little conversations about their boyfriends and this and that, 
while they were working happily to Music While You Work.49  

Similarly, Amabel Williams-Ellis’ welfare-reformist book, Women In War Factories, 
offers the following (slightly surreal) description:50 

Also there is nothing I have ever seen outside a Disney film,51 so funny as the sight of a few 
cheerful girls tapeing the inside of a balloon, especially if they happen to begin to sing at their 
work… As three of four girls crawl in and then stand and walk about at their work inside the 
half-blown-up balloon, it sways cheerfully from side to side and, if they sing it appears to be the 
balloon that is singing.  You have missed something if you have never seen a barrage balloon 
reeling about singing “Waltzing Matilda” or “She’ll be riding round the mountain”.52  

Another outside observer was at least partly conscious that the image of musical 
happiness might be too simplistic.  This comes across in Waller and Vaughan-Rees’ 
report of a Good Housekeeping’s journalist visit to wartime factories: 

In October 1941 they commissioned Cicely Fraser to find out what life in the factories was 
really like.  She came back so impressed with what she had seen that she worried whether the 
resulting article… was ‘too propagandist’.  Much of it was, indeed, close to the standard morale-
boosting account of sturdy, happy women wielding spanners while singing along to ‘Music 
while you work’.53 

 
When women workers themselves were outside these dense, musically expressive 
communities, whilst also daily hearing the ‘happy’ community being sung out, the 
sense of isolation was often sharp.  Amy Brooke expressed this sense of isolation in a 
letter to a friend, lamenting her place outside of the musically expressive community 
in her current workplace, compared to her previous one: 

All the girls in the next department are singing away like nightingales. Oh to be back at Welding 
Rods! I wish I had never seen this bleeding place. I’ll admit it was a bit boring at times over 
there, but believe me, it is just as bad here.54 

Doris Whyte, herself an insider within a musical community, sensed what it was to be 
outside such a community: 

The shop must have sounded friendly to the other workers, such as the men busy on woodwork, 
with our voices going through all the love songs of the era, in a sentimental mood.55 

Similarly, if women were placed outside of the scope of the tannoyed music, this 
could also heighten the sense of isolation: 

                                                 
49  Phyllis Pearsall, Artist on the Shop Floor in Nicholson, M (ed) (1995) What Did You Do in the War, 
Mummy?, London: Pimlico, p.208. 
50  William-Ellis, A. (1943) Women in War Factories, London: Victor Gollancz, p.51. 
51  The reference to Disney is revealing.  In both Dumbo (1941) and Snow White (1937), singing 
workers are portrayed as simply happy.   
52 Waltzmg Matilda, lyrics written by Banjo Paterson in 1895 to music by Christina MacPherson; She’ll 
be coming (riding) around the mountain is a traditional song.  
53  Waller, J and Vaughan-Rees, M. (1987) Women in Wartime: The Role of Magazines, 1939-1945, 
London: Macdonald and Co., p. 63. 
54  Letter from Amy Brooke in Jolly, M. (ed) (1997) Dear Laughing Motorbyke: Letters from Women 
Welders of the Second World War, London: Scarlet Press, p. 111.  
55  Whyte, D for Doris, p.72. 
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In the shell shop, you couldn’t hear anything because it was next to what we called the stamp 
shop, where the big hammers went boom, boom, boom all the time. You certainly couldn’t hear 
music while you worked. Well I couldn’t. I’m a little bit deaf now. I’m sure it’s from that. I was 
actually lonely when I was in the works. I felt isolated. 56 

The diaries of Kathleen Wray-Bliss and Elsie Whiteman covering work in Morrissons 
engineering firm in Croydon also highlight the crucial aural aspect of creating a sense 
of community within war factories.  The following extract highlights the key role of 
industrial noise in working against community: 

We often think we might petition for a radio to relieve the tedium which must be much worse for 
those who are always doing the really mechanical jobs, but doubt whether a radio would make 
itself heard above the awful noise.  Looking round the huge workshop it seems to us that the 
hundreds of workers, though only separated from each other by a few feet are each shut away in 
an impenetrable box of noise and live their separate lives for 11 hours a day hardly able to 
communicate with each other.57 

It is also easy to read a sense of isolation in the author’s voice in War Factory,  the 
Mass Observation ethnographic study.  The author outlines a sense of general anomie 
in the factory, but also notes, with a quiet note of some sadness and some confusion: 
‘you hear them singing sometimes when you go past.. I think some of them like it 
here’.58  New to the factory, and there temporarily to undertake the research, the 
author senses, but only implicitly, what it is to be outside of the musical communities 
within the factory.  Further, given the centrality of music to the workgroup 
community for many women, when the terms of engagement with the music came to 
be experienced negatively, this could represent a rupture from the community.  This 
much comes out in Priscilla Hyde Robbins’s recollection of work in a Rotherwas 
munitions factory: 

We used to sit round a table (to work).  Most days everyone would choose a tune, go round the 
table and everyone would say a song and we’d all sing it you see.  But when it came to me it was 
always Nellie Dean.  So they’d say: Cilla wants Nellie Dean59.  I don’t know why….I didn’t like 
it there so we got married.60 

 
This section has shown that many women did use music to create and express a form 
of small workgroup community inscribed with created and creative happiness.  What 
also needs to be considered is why music per se, became an important vehicle for 
doing this.  Two points are relevant here. First, popular music represented a common 
cultural reference point for women new to factory life and culture.  It is worthwhile 
giving an extended passage of verbatim shopfloor observation from War Factory that 
shows the way in which common references  to popular music was called upon in 
these everyday communities: 

Ellen: Did you hear that song on the wireless – ‘The While Cliffs of Dover’? 

                                                 
56  Jean Wynne in Nicholson, M (ed) (1995) What Did You Do in the War, Mummy?, London: Pimlico. 
p.204 
57  Bruley, S. (ed) (2001) Working for Victory: A Diary of Life in a Second World War Factory, 
London: Sutton Publishing, p.87.  Indeed, later in the diary, elements of community that are created at 
Morrisons often revolve around music.  Most clearly the weekly Friday concerts become communal 
arenas, at which enthusiastic collective singing of the (rather critical) Morrisons song occurs more than 
once (see p.155-6).  Also note the following contrast to the picture of music silence and isolation: ‘We 
even had Music While You Work during the afternoon and everyone looked so pleased and happy’ 
(p.200). 
58  Mass Observation, War Factory, p.21. 
59  Down by the stream, Nellie Dean was a music hall song.  It featured an excessively sentimentalised 
version of idyllic rural life.  See discussion in MacInnes, C. (1967) Sweet Saturday Night, London: 
MacGibbon and Kee, p.121. 
60  Priscilla Hyde Robbins, Eye Witness Munitions Project, Hereford County Records Office, Hereford, 
CA27. 
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Poppy: I never listen to the wireless now, ours doesn’t work any more. What is it? 
Ellen: It goes somehow like this (begins to sing): 
And bluebirds are over’ – You’re laughing at me! You always laugh when I sing. 
Poppy: I’m not! I’m trying to hear… 
Ellen: Well I don’t see why you have to laugh when I sing. You’re always singing yourself. 
Poppy (begins to sing softly): 
‘Mary Ellen at the church turned up  
Her Ma turned up and her Pa turned up 
Her cousin Gert, and his Uncle Bert, 
And the parson in his long white shirt 
Turned up_________’ 
How does it go next, Mary? You ought to know, it’s a real old Lancashire song.61 
Mary: Something about the bridegroom never turned up… 
Poppy: Yes, I know, but how does it go? I can’t think… 
Mary: But the bridegroom in his coach, he never turned up… 
Poppy: That’s right (continues) 
‘But the bridegroom in his coach he never turned up. 
But a telegraph boy with his nose turned up 
Brought a telegram to say that he couldn’t come today 
For they’d found him in the river with his toes turned up’.62 

‘Did you hear that song?’, ‘how does it go next?’ – here are the indicators of a 
common knowledge of popular music of the time.  Such a shared knowledge assumed 
particular significance given the lack of a shared socialisation route into factory work 
and culture.   
 
Second, music in the 1930s and 1940s was still commonly used to create and express 
community in a (restricted) number of other social spheres.  For instance, in the inter-
war period, the pub developed much its character from being a setting where people 
sang, sending ‘themselves into a sweat with laughter and melody’.  As this Mass 
Observation study also notes, there was ‘nowhere else where they may sing the songs 
of their own choosing’.63  The war, however, opened up a number of other spheres, 
including the workplace, where people, and in particular women, could express 
community through music.  The trains and buses to often isolated factories, also 
became one such arena during the war.  Quotations from two women who worked at 
Aycliffe highlight this: 

And going to work, travelling from Crook, we used to get the train…well I can remember Dot 
Strathen because she was a funny girl, and she used to get up and she used to be singing ‘Big Fat 
Mama’64 and she could really … we had really a concert on every time we used to travel – you 
know, we used to have a good sing song.65  
And we used to have a little bit of a sing song – always on the train (night shift).  You would 
hear them singing as the train was coming into Stockton Station.  All the old songs you know 
‘Wish me Luck as you Wave Me Goodbye’66 – all Vera Lynn’s songs.  I was a Vera Lynn fan 
then.67 

                                                 
61  In fact, the song, titled Mary Ellen at the Church, was a common music hall song.  
62  Mass Observation, War Factory, pp.58-9. 
63  Mass Observation, (1987) The Pub and the People: A Worktown Study, London: Victor Gollancz 
Ltd, p.259. 
64 Possibly Big Fat Mama Blues, written by Charlie Spand, 1930. 
65  Interview with respondent (also accession number) 19742,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
66  Written by Harry Parr-Davies, most famously sung by Gracie Fields. 
67  Interview with respondent (also accession number) 19747,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
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Even waiting for trains could become an arena for musically expressing community.  
One Aycliffe worker recalled that one time the train was very late turning up after a 
night shift: 68 

and it was very cold and very icy and I remember when it did come in sight they started to sing 
‘Chatta Natcha Choo Choo’.69 

Music, then, was a common way for community to be created and expressed – making 
its use in the workplace more easily understood.   
 
 
Music as an Anthropological Necessity 
 
Many women drafted in new to factory work were suddenly faced with undertaking 
highly repetitive tasks.  As Summerfield has noted, although there was not a simple 
homogeneity in the jobs allocated to women, it was nevertheless the case that the 
higher skilled tasks were undertaken by men.70  The assembly of munitions, in 
particular, was mostly broken down into a series of repetitive operations which 
women could do quickly, and which were deemed to be unskilled and therefore lower 
paid.  Brown describes the labour process at the Aycliffe munitions factory in the 
following way: ‘there is no doubt that the production work on which many women 
were engaged was repetitive, fragmented, and without any great intrinsic interest’.71  
It was common for women to perceive the actual labour that they undertook (rather 
than the camaraderie and the money that went with the labour) in a negative way.  In 
the words of one woman whose first job at Aycliffe consisted solely of checking the 
width and length of gun shells with a gauge:  

and we did that all day.  You can imagine how soul destroying that could be.72   
Queenie Freer, who worked at Rotherwas, concurred:  

but the work was boring, it was tedious.73   
Another Aycliffe woman recalled:  

I wouldn’t say I was sorry to leave.  I think it was too monotonous the work for me.74   
In addition, there were very long wartime shifts to be worked, sometimes at night, and 
always with the windows blacked out.  These conditions intensified the difficulty in 
coping with endless, repetitive tasks.  As a woman who worked at a factory at 
Andover stated: 

Working in factories is not fun.  To be shut in for hours end without even a window to see 
daylight was grim.  The noise was terrific and at night when you shut your eyes to sleep all the 
noise would start again in your head.  Night shifts were the worst… The work was very often 
monotonous.  I think boredom was our worst enemy.75 

The diaries of Kathleen Church-Bliss and Elsie Whiteman also express this point 
unequivocally: 

                                                 
68  Interview with respondent (also accession number) 19703,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
69  Presumably Chattanooga Choo-Choo, written by Mack Gordon and Harry Warren, 1941. 
70  Summerfield, P. (1998) Reconstructing Women’s Wartime Lives, Manchester: Manchester 
University Press. 
71  Brown, R. (1989) ‘Women workers in Aycliffe Royal Ordnance Factory during the 1939-45 war’, 
Report to the Nuffield Foundation, p.11. 
72  Interview with respondent (also accession number) 19749,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
73  Queenie Freer, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
74  Interview with respondent (also accession number) 19746,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
75  Cited in Minns, R. (1980) Bombers and Mash, London: Virago, p.36. 
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As K’s job is very mechanical and has to be done extremely slowly she has time to let the mind 
wander.  Today she had a little day-dream, an imaginary conversation with Mr. Rapley, the 
foreman, who came up to her and said ‘How are you enjoying your new work?’ K then replied 
‘Enjoying it? I don’t see how anyone could enjoy standing at a lathe for 11 hours a day with 
their feet aching and in this hellish noise and all for a charwoman’s wage.76 

 
In these ‘soul-destroying’ factory contexts, it is tempting for the analyst to explain the 
creative use of music for survival in terms of what Tagg has described as the 
‘anthropological necessity’ of music for people to cope with particular social 
settings.77  If such a conclusion is reached by an outside observer, the dangers of a 
functionalist analysis arises – the danger is that a phenomenon is read off from its 
apparent function for the running of the social system without consideration of its 
specific social and historical origins.  
 
What is striking, however, is that the women themselves spoke of music in exactly the 
terms of how it was needed for survival in soul-destroying jobs.  Consider the 
following quotations from women wartime workers: 

That was really boring… you had boxes and boxes of nuts and you set your micrometer onto the 
circle thing and you just put the nuts through… [but] we had Music While You Work to listen to, 
and you needed that to keep you going, especially on the night shift.78 
I know we did have it [Music While You Work] once, and we often had it relayed over the 
wireless during the break time.  Just to break the monotony of being on the shift all morning or 
all afternoon.79 
And we also had a very big canteen…  And we also had the R.O.F. bands – as I say they came 
through … we had some lovely entertainment.  It was noted for the wartime people, that was to 
keep you sane, to keep you sane you see.80 
Because it was a boring job we did an awful lot of singing; there was official music while you 
work…oh yes, we sang while we worked, a bit like these working songs that you get in old 
crafts.  They also played music through a channel system as well, but not as a regular thing 
(they didn’t our gang), but we did have music while you work.  There were canteen concerts, 
some of them were E.N.S.A. concerts… I didn’t mind singing in the shop but getting up on the 
stage was a different story.81 

Here women perceive that they sang because the job was boring; music was cherished 
because ‘you needed that to keep you going’.  Women, themselves, perceived music 
as crucial for survival on the job.  Some saw it as particularly necessary in the context 
of wartime: 

I think the one we remembered mostly was Vera Lynn singing ‘The White Cliffs of Dover’ – we 
must have heard that hundreds of times a day – anything to keep us awake.  We sang a lot and 
laughed a lot even though we knew people were getting killed every day, and the air-raid siren 
kept going.  I think we tried to put all that out of our minds and just get on with our work.82 

 

                                                 
76  Bruley, Working for Victory, p.43. 
77  Tagg, P. (1990) ‘Reading sounds’, Ré Records Quarterly, 3/2, pp. 4-11.  The example he gives is of 
rock music as an anthropological necessity for survival in modern urban environments. 
78  Margaret Kippin, munitions factory worker during the 2nd world war, in Schweitzer et al,. What Did 
You Do,  p.62. 
79  Interview with respondent (also accession number) 19725,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
80 Interview with respondent (also accession number) 19728,  IWM Sound Archive ‘Women workers in 
Aycliffe’.   
81  Interview with respondent (also accession number) 19749,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
82  Interview with respondent (also accession number) 19696,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
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As intimated in the preceding quotation, music was used consciously and directly by 
women as a tool of survival in terms of keeping themselves and their colleagues 
awake on long tiring night shifts: 

but it made you very sleepy the cordite and if someone was dropping off they would start 
singing to keep them awake.83 
I enjoyed my years at Aycliffe, if only it hadn’t been war time.  Every time I hear Vera Lynn I 
think of the time she used to be played to us over the loud speakers to keep up our morale and to 
keep us awake.”84 
And I used to, and we used to sing you know, keep us awake on, or whatever.85   

Doris Whyte’s autobiography paints a rich picture of this process:86 
One thing we had no control over… was the urge to drop off to sleep… All the nose of rivet 
guns blazing with a rat-a-tat, drills whirring and men whistling disappeared in the distance as 
oblivion took over… While the men whistled, I and the other girls would sing at the top of our 
voices.  Singing while working in the fuselages was rather like singing in the bath, it made 
lovely echoes.  We trundled out al the romantic songs, ‘Yours’, ‘I’ll be seeing you’ and ‘As time 
goes by’.87 

 
If music was central to many women’s ways of surviving on the factory floor, we 
must also ask what it was about the music that made it so important for survival.  A 
key way into this is to recognise the essentially creative ways in which women used 
and responded to music.  Creativity in the use and response to music was manifest in 
a number of ways.  The women workers did not just do the tasks allocated to them in 
a docile manner, whilst passively listening to music.  Rather they actively and 
creatively used music to survive as humans in the de-humanised context of soul-
destroying jobs.  Consider, for instance, the widespread evidence of women singing in 
the wartime factories.  From musical silence, and from the din of the factory noise, 
they created music.  Sometimes, indeed, in the memories of women, this creation of 
music, with a beautiful and human voice, was placed as a reaction against the 
inhuman din of the factory noise.  As Mrs. Dubus put it: 

The factory was noisy because of the bottling machines. But the girls used to sing because they 
didn’t have to keep their mind on that sort of work. We had an Irish lady and there’s not a voice 
as good on the telly today. She used to sing nearly all day. One day was St. Patrick’s day and she 
said to the girls, ‘Let’s have a sing song this afternoon with all the Irish songs’.88 

Although given jobs that denied their humanity – ‘they didn’t have to keep their mind 
on that sort of work’ – they nevertheless expressed their humanity through their 
creation of beautiful music.  Even the playing of tannoyed music could be seen as a 
victory of the human over the inhuman factory noise.  ‘The plant make a lot of noise, 
but the wireless drowns it’, reported a ‘girl’ in a clothing factory to a Mass 
Observation researcher.89   
 
The creative essence in many women’s use of music is also apparent from a number 
of songs that the women themselves made up.  One instance of this comes from a 
woman from the Aycliffe factory: 

And they used to make up little songs during the night shift to pass the time… 
                                                 
83  Adeleine Weeks, Eye Witness Munitions Project, Hereford County Records Office, Hereford, 
CA27. 
84  Interview with respondent (also accession number) 19717,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
85  Hilda Tippings, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27.. 
86  Whyte, D for Doris, pp.52-3. 
87  I’ll Be Seeing You, written by Irving Kahal and Sammy Fain and made popular by Bing Crosby 
among others.  As time goes by was written by Herman Hupfeld, 1931. 
88  Schweitzer et al., What Did You Do?, p.24. 
89  Mass Observation Archive, TC74/1/D File ‘Observations of wireless in factories’, p.4. 
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“When the War is over oh how happy we will be 
When I put my civvy clothes on – no more R.O.F for me. 
No more walking down the ‘clean’ ways, no more asking for a pass,  
We can tell those Blinkin’ ‘Blue Bands’ to put their passes up there…”90 
And some used to say a very nasty word, but others used to start up and sing ‘Rule Britannia’ at 
the end, and then everybody would join in with a rousing ‘Rule Britannia’.  But really you know 
they were really a happy lot – night shift.91 

Queenie Freer, from the Rotherwas factory also recalled that active, creative element 
to music-making: 

Somebody would start having a sing song and you’d all join in if you knew the words, if you 
didn’t know the words you made them up.92 

As did Molly Barlow, who worked in the same factory: 
We just used to… make up our own songs and sing them…. [example given – see below] 93 

 
Creativity was also apparent in the way the tannoyed music could be framed for 
meaning by the women.  As noted above, in a large number of factories, the BBC 
programme Music While You Work would be supplemented by firms relaying 
gramophone records for specified, short periods during the day.  In one such factory, 
requests would also be read out, allowing a clear opportunity for the creative framing 
of music, as the following excerpt from an interview with Nora Forster, the disc 
jockey, at the Rotherwas factory, brings out: 

Some of the people were sending requests and we played them in all innocence.  Some were 
played as a joke I remember one that was requested 'My curly haired baby' it was for some one 
expecting a baby when she shouldn't have been. So when that was realised the requests then had 
to go through a shop steward. They were taken to a shop steward and if he thought they were 
alright then we played them. 

Barbara Benson’s guide to music for industrial managers advocated regular music 
requests and announcements of birthdays and marriages as a general way of offering 
workers some creative control over tannoyed broadcasts – citing the example of RCA 
Victor factories which employed a system of music ‘request cards’ and ‘suggestion 
boxes’.94  Another means by which workers creatively engaged with the selection of 
songs accompanying their work – one less likely to ever gain the approval of 
industrial managers – was to place bets on the regularity with which they would 
appear.  Oughton’s report notes that the creative strategy of betting on songs emerged 
locally, in one workshop of the factory where she was employed: 

A curious feature in one shop of the factory was a competition organised by the people, each 
choosing a current tune, say “Coming Home”, and paying sixpence into the pool.  At the end 
of the week the person whose tune was played most times during the week won the pool.  This 
caused a good deal of amusement!95  

There is evidence to suggest such a response was fairly widespread, for example, a 
January 1944 article in The Star relates that:  

In a London factory engaged in important war work a small syndicate of workers are offering 
odds against any of their fellow workers naming a tune that will be played in any particular 
half-hour of “Music While You Work”.  As bankers usually find in the long run, the 
“bookmakers” generally win but when a tune such as “Johnny got a zero”96 or “This is the 
Army”97 comes on they strike a bad patch.98 

                                                 
90  Blue Bands were overseers. 
91  Interview with respondent (also accession number) 19725,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
92  Queenie Freer, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
93  Molly Barlow, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
94  Benson, B. (1945) Music and Sound Systems in Industry, McGraw-Hill, New York, pp. 9-11. 
95  Oughton, p.6. 
96  Wrtten by Don Christopher and Merle Kilgore, 1943. 
97 Written by Irving Berlin, 1943. 
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Further, the importance of the creative use made of the music comes out in the 
evidence of frustration when the music itself became so repetitive that it no longer 
worked against the repetitive work, but rather emphasised it: 

We don’t like the same gramophone record over and over again. We like jazz best. You sort of 
get a swing in with you work.99 

This frustration felt when music became repetitive came out clearly in the official 
discussions among employers on approaches to music playing in factories.  One 
article from the journal of the Industrial Welfare Society, which actively promoted 
tannoyed music in factories, showed a keen awareness of the problem of repetitive 
music: 

Records which date easily must be avoided so far as possible and in fact anything of which one 
tends to tire must be left out of account altogether.  However, there are some old favourites 
which can be used and which do not become monotonous if they are not played too often.100 

Indeed, the article went on to describe a formula of record playing through the week 
to minimise the potential for repetition.  Again in 1945, the journal emphasised: 

The important factor in overcoming monotony was to have variety in the tunes chosen.101 
 
The importance of swing in the music, as representing a creative vamp against the 
mechanical rhythm of factory machines, also came out in the discussion of women’s 
preferences for ‘snappy’, ‘lively’ dance music against the non-swinging music of 
military marches.  The tension regarding preferences for these forms of music was in 
part informed by generational differences in music tastes, but it was also likely to be 
informed by the degree to which the labour process was mechanised.  This much 
came out in an article in the Industrial Welfare from 1940: 

Military marches are sometimes liked, chiefly (so far can be judged from the correspondence) by 
the older people…These workers happened to be engaged in non-rhythmical work… The 
strongly-accented beat of the march can be very disturbing if it clashes with the rhythm of the 
machine.102 

When workers were undertaking rhythmical mechanised work, the music of military 
marches was too close to the unswung rhythm of the machine.  An article from 1942 
in the Industrial Welfare journal again noted the ‘problem’ of military marches in the 
factory setting: 

There is a common impression that military band music is good, especially if it is in march time, 
but experience does not support this theory, as numbers of workers have expressed the opinion 
that it becomes rather depressing in large doses… If the rhythm is not lively, the effect is 
harmful.103 

 
The creative essence of making and responding to music in the wartime factories, 
then, can be understood as a reaction against the uncreative essence of the 
monotonous, repetitive, largely de-skilled tasks that a large number of women 
undertook in wartime factories.  It was this creative reaction that led to music being 
perceived as crucial for survival on the factory floor.104   

                                                                                                                                            
98 ‘Bet on BBC Tunes’, The Star, 17th January 1944.  Source: BBC Written Archives Centre, File: 57/2. 
99  Reported to a Mass Observation researcher: MOA TC74/1/D File ‘Observations of wireless in 
factories’. 
100  Industrial Welfare, 1942, p.68. 
101  Industrial Welfare, 1945, p.197. 
102  Industrial Welfare, 1940, p.257. 
103  Industrial Welfare, 1942, p.68. 
104  Consider the active and creative ways women workers used music, and stand them in contrast 
against Adorno’s worst images of broadcast and gramophone music acting to mediate direct social 
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Music and survival: stoics at work? 
 
Summerfield’s important study put forward a categorisation of stoic and heroic 
discourses adopted by women in their memories of factory work during the war.105  It 
is possible to see a number of strong affinities between the use of music in factories 
and Summerfield’s stoic character type category.  Indeed, the whole process of 
women using music as a means of surviving war factory work speaks to a certain 
essential stoicism among the women.  Further, many of songs that are mentioned as 
having been sung in factories also lean towards a message of stoicism rather than 
heroism.  All of the songs mentioned – Roll Out the Barrel, She’ll be Riding Round 
the Mountain, Yours, for instance,– were popular ones of the times, and, notably, 
popular songs of the time tended not to be ones directly relating to heroic war 
activities.  As Longmate notes, ‘although there was a spate of songs based directly on 
the war in the first few months… few really caught on’.106  Indeed, a number of 
popular songs mentioned as sung in the factories almost explicitly aimed to create and 
speak to a sense of stoicism among the wartime population at home.  The White Cliffs 
of Dover was perhaps the clearest example of this.  The singer and the listener in this 
song were positioned as away from the (heroic) front-line of battle, and as facing their 
wartime duties with (stoic) fortitude: 

I may not be near  
But I have no fear. 

The message of stoicism was further underlined as the outcome of victory in the war  
was seen as bringing not change and progress but rather continuity.  In the song, 
victory would mean: 

The shepherd will tend his sheep, 
The valley will bloom again 
And Jimmy will go to sleep, 
In his own little room again. 

And, of course, the potent poetic (if ornithologically incorrect) symbol of this 
continuity was that: 

There’ll be bluebirds over 
The white cliffs of Dover107 

As Murdoch’s analysis of Vera Lynn’s songs puts it, ‘the sentiments is usually that 
things will, when the war is over, be precisely the same as before the war’ (emphasis 
in original).108  Many of the songs also spoke to stoicism in factories in the sense that 
the female singer (and listener) was positioned as a person who endured.  In the songs 
themselves the endurance related to the need to cope with the absence of their loved 
one during the war, while in the way the songs were used by women in factories this 
                                                                                                                                            
contact, advancing and disguising its absence, whilst reinforcing capitalist power relations through 
promoting commodities as a substitute for sociability:  

[music] seems to complement the reduction of people to silence, the dying out of speech as 
expression, the inability to communicate at all.  It inhabits the pockets of silence that develop 
between people moulded by anxiety, work and undemanding docility.  Everywhere it takes 
over, unnoticed, the deadly sad role that fell to it in the time and the specific situation of the 
silent films. [Adorno T. (1938) ‘On the fetish character in music and the regression of 
listening’ in Bernstein J. (ed) (1991) The Culture Industry: Selected Essays on Mass Culture 
(New York: Routledge), p.27] 

105  Summerfield, Reconstructing. 
106  Longmate, How We Lived, pp.416-7. 
107  The White Cliffs of Dover (1941) written by Nat Burton and Walter Ken,  
108  Murdoch, B. (1990) Fighting Songs and Warring Words: Popular Lyrics of Two World Wars, 
London: Routledge, p.186. 
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form of endurance could overlap with the need to cope with and survive the long 
factory days.   
 
The idea of stoicism perhaps also allows us to understand better the mix of cheerful 
and sentimental songs that are mentioned as being sung on the shopfloor.  Cheerful 
and humorous songs, such as Roll Out the Barrel and Mary Ellen at the Church (as 
well as some of the self-created songs), are named by women workers, beside such 
sentimental songs as Rose O’Day, If I Had my Way and the Vera Lynn songs.  The 
following quotation from Ella Graham a war-time worker at Roslin munitions work 
allows us an insight on how stoicism may have been related to both of these types of 
songs: 

It was a happy place, but some days you were upset because somebody, a Services person, had 
been killed that you knew.  And then another day, they’d a’ be sitting’ singin’, ye know, jist 
workin’ and singin’.109 

It is easy to imagine the sentimental songs sitting better next to times when such 
pieces of bad and tragic news were received, while the humorous and cheerful songs 
could ring out more commonly at other times.  Both types of songs then could have 
been linked to stoicism. 
 
While there are some important affinities between the types of song sung by women 
in factories and stoicism, this does not mean that the idea of stoicism completely 
captures how the songs were used by women.  Indeed, the idea of stoicism has 
connotations of relative passivity, whereas the evidence given here shows the active, 
creative and skilful use of music by women.  Further, the idea of stoicism might 
suggest that the women used music to accommodate themselves within systems of 
factory control, whereas, actually, – as the following section shows – the music had a 
key role in expressing and creating an autonomous workplace culture on the 
shopfloor, expressing a complex mix of simultaneous accommodation and resistance 
to women’s position in munitions factory production. 
 
 
Control and Resistance: Music and Autonomy 
 
As well as having an impact on co-worker relations, and on how women coped with 
monotonous labour processes, music also influenced management-labour relations, 
particularly regarding control, accommodation and resistance.  As a number of 
industrial sociologists have argued, when discussing issues of control and resistance 
in the employment relationship, it is important to think about different levels at which 
these concepts operate.  Edwards usefully argues that control can be thought of in 
terms of detailed and general control.110  Detailed control refers to management 
seeking to ensure worker conformance to their requirements within the immediate 
labour process.  General control refers to management seeking to ensure that workers 
share the same broad aims of the employing organisation.  As shown below the way 
women used music had important implications for both of these levels of control (and 
resistance).  Each will be discussed in turn. 
 

                                                 
109  In MacDougall, I. (2000) ‘”Oh! Ye Had To Be Careful”: Personal Recollections by Roslin 
Gunpowder Mill Factory Workers, East Linton: Tuckwell Press, p.129. 
110  Edwards, P.K. (1986) Conflict at Work: A Materialist Analysis, Oxford: Blackwell. 
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In terms of detailed control, the first key point to note is that the act of singing itself 
was part of the contested terrain of factory relations.  As the introduction noted, with 
the advent of industrial capitalism, many employers prohibited any form of musical 
expressiveness in the workplace as they sought to impose industrial discipline among 
the workforce.  Employer antipathy to singing remained up to and during the second 
world war.  The evidence clearly suggests that the widespread singing of women in 
war factories occurred in the context of a wider slackening of industrial discipline 
during wartime, and therefore occurred despite (weakened) employer opposition.  In 
their pioneering psychological research on recorded music’s industrial use Wyatt and 
Langdon explicitly noted the antipathy of many employers towards singing: 

Unfortunately, the majority of employers regard singing as a form of frivolity which would 
desecrate the atmosphere of serious work.111  

The pages of the Industrial Welfare journal are also revealing on employer policies  
regarding the regulation of singing.  Here it should be borne in mind that the 
membership of the Industrial Welfare Society tended to be, as the name suggests, 
more welfare-oriented than most British firms.  Even in the journal of this welfare-
oriented constituency, there was considerable unease expressed over singing at work.  
In 1940, an article was written on the topic of Music While You Work, which touched 
on the issue of singing, which although broadly favourable to the idea also reported 
the widespread antipathy of employers to singing: 

Vocal numbers [in tannoyed music in factories] have been a source of disagreement but the 
indication is that they distract from work only when the words are unfamiliar – a well-known 
song is appreciated and the workers usually join in, if singing is allowed. In quite a large 
number of factories singing is forbidden as being bad for discipline (emphasis added).112 

An article in 1942 argued strongly that employers might start coming to terms with 
workers singing along to gramophone or radio music, but ended by also expressing 
unease about completely unregulated singing: 

It should not be supposed, however, that all singing is harmful; in fact, records which induce 
spontaneous singing, especially of old favourites, are admirable where the work allows it, and so 
long as it does not take the form (especially among juveniles) of singing vocal refrains in a 
manner injurious to discipline.113  

A survey of 217 firms which relayed tannoyed music was reported on in the same 
journal in 1945.  This article revealed that workers singing tended to be common and 
that management had had to accept it, having largely given up trying to regulate the 
activity: 

To a question regarding the attitude of management towards singing by employees to music, 174 
of 217 firms replied that they had no objections and some even encouraged it, but 36 opposed it.  
It is probable that the majority found it difficult, if not impossible, to stop it (emphasis added).114  

 
This evidence of the contested nature of singing from across firms tends to be 
confirmed from the testimonies of women themselves.  One woman recalled the tight 
imposition of a no-singing rule in one factory: 

They were a fussy firm you know. In the new building they listened to Music While You Work 
but in the old building we had nothing. In fact you weren’t even allowed to sing.115 

Others recalled singing as being a point of tension regarding discipline in the factory: 

                                                 
111  Wyatt, S., and Langdon, J. (1937) Fatigue and Boredom in Repetitive Work, Medical Research 
Council Industrial Health Research Board Report 77, London: HMSO, p.39. 
112  Industrial Welfare, 1940, p.257. 
113  Industrial Welfare, 1942, p.68. 
114  Industrial Welfare, 1945. p.126. 
115  Helen in Schweitzer et al., What Did You Do, p.55.  
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I don’t know if you know, but a lot of the girls, the young ones, they would be wanting to go 
outside and then maybe they would be having a sing song.  Well the forewoman and them used 
to come round and say ‘will you get on with the work’. 116 

War Factory also gives evidence of a not-so-subtle attempt by Joe, the foreman, to 
prevent the women from singing.  The following is reported as occurring immediately 
after Poppy sang Mary Ellen at the Church (see above): 

At this point, Joe, one of the inspectors on the bench, comes past: 
‘Cheerful this morning, aren’t you?’…… 
 Joe reappears and starts some very noisy filing just beside Poppy’s chair. 
Poppy: Joe! You’re setting my teeth – Oh it’s awful! Oh, Joe, stop! 
Joe: Can’t be helped. Work’s got to be done. 
Poppy: Oh, Joe, stop! You don’t have to. Why come up here to do it? Whenever you’ve got 
anything noisy to do you bring it up near me, just because you know I hate it. Why cant’ you do 
it down your end? 
Joe grins and continues filing.117 

It is clear that the foreman is attempting to encourage ‘work’ rather than ‘cheerful’ 
singing.  But it is also notable that the foreman does this in a rather round-about way.  
In the context of a very tight labour market in wartime, the imposition of factory 
discipline was becoming highly problematic.118  It was in this context that employers 
could often do little to prevent women from singing.  Even when such discipline was 
attempted, women could sometimes be confident enough to respond simply by 
walking out, knowing that other jobs were available.  Consider, for instance, the case 
of Ada Eacock: 

I was stationed in Brecon then, and I used to get into trouble…. one thing went to another, and in 
the end I said, oh I was singing in the naffy, and I got in trouble for that as well, so I said ‘right’, 
and I said, ‘here you are’ and I gave her the thing and I walked out.119 

 
If the act of singing itself was resistive in nature – being the autonomous creation of 
many women workers against management wishes – it was not the case that the 
singing, and the use of tannoyed music, necessarily worked against the production 
aims of management.  Rather, it is more appropriate to see the way that music was 
used as being part of a wider autonomous workplace culture created by women which 
tended to work with, rather than against, a level of production that was seen as 
legitimate on the shopfloor.  In only a few instances does the evidence point to music 
replacing or slowing down labour.  For instance, one manager interviewed by a Mass 
Observation researcher was antipathetic to ‘hot jazz’ because it inspired the women 
workers to dance rather than work: 

Manager: A lot of girls like this hot jazz. 
Q: And do you find that conducive to good work? 
Manager: No, I find it conducive to dancing when no-one’s looking.120  

Another manger interviewed by the same researcher stated that he chose music to 
avoid the possibility of it inspiring dancing in the workplace: 

Q: What type of music do you get? 
Manager: Mostly dance tunes, but not the jiggery type – nothing that makes them want to 
dance.121 

At the Aycliffe factory, women could occasionally take the opportunity to dance 
rather than work: 
                                                 
116  Interview with respondent (also accession number) 19730,  IWM Sound Archive ‘Women workers 
in Aycliffe’.   
117  Mass Observation, War Factory, p.60. 
118  Mass Observation, 1942, People in Production, London: Victor Gollancz. 
119  Ada Eacock, Eye Witness Munitions Project, Hereford County Records Office, Hereford, CA27. 
120 MOA TC74/1/D File ‘Observations of wireless in factories’, p.9. 
121  MOA TC74/1/D File ‘Observations of wireless in factories’, p. 12. 
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then Group 5 was finished and they wanted some girls to go over and scrub it out – it was 
massive.  It was where they stored all the materials – it was like a big ballroom, we had a good 
dance any how.122 

 
These, however, were the exceptions.  Notably, in the vast majority of the evidence 
used in the paper so far, music has been presented as accompanying, rather than 
replacing, labour.  To repeat an excerpt of one quotation that captures this clearly: 

Oh, we sang while we worked, a bit like these working songs that you get in old crafts.123 
Even more plainly, one interview question struck right to the heart of this issue: 

.Interviewer:“And how did you pass the time?  Did you work solidly or did you have time to 
lark around?” 
M.B. “Oh no, we didn’t lark around.  We just used to sing while we was doing our work, sing.124 

For many women, a system of bonus payments related to production targets meant 
that they had a clear interest to address rather than negate the demands of production.  
In this context, music, either sung or relayed through loudspeakers, served to help 
production ‘swing’ for women: 

You sort of get a swing in with your work,125 
observed one woman to a Mass Observation researcher, explaining why she liked to 
have music in the workplace.  Another woman, soon after talking enthusiastically 
about singing during the night shift, observed that it was ‘swinging production’.126   
 
Indeed, it was the hope that tannoyed music could help increase, or at least sustain, 
production levels that had inspired employers to experiment with the introduction of 
music in the workplace at the end of the 1930s.  As Korczynski and Jones have 
shown, the introduction of tannoyed music in British factories around wartime was 
largely a top-down exercise led by coalition of individuals and institutions allied to 
the human relations school of workplace reform.127  This school took the increasingly 
Taylorised, de-skilled types of jobs as given, but sought to create a win-win agenda 
through introducing piece-meal reform around the monotonous jobs that would help 
workers but would also help output.  Following research on the effect on music in the 
workplace on boredom and output undertaken by the Industrial Health Research 
Board in 1937,128 bodies such as Industrial Welfare Society, the National Institute of 
Industrial Psychology, the BBC, and various government departments became 
committed to the idea that music in the workplace could both help worker ‘morale’ 
and help to increase or sustain output.  Employers and their bodies perceived that 
music helped production go ‘with a swing’ – particularly when women constituted the 
main workforce.  A letter from an employer printed in the Industrial Welfare reported 
that following the introduction of tannoyed music in the workplace: 

Discipline has been fully maintained, work is going with a swing and there is a much happier 
atmosphere throughout the department.129 

In 1942, an article in the Industrial Welfare stated that: 
Bright cheerful music tends to speed things up and keep things moving.130 
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Although there was greater confidence among employers that tannoyed music helped 
production aims rather more than singing did, it seems more useful to see both forms 
of music as being used by the workforce as part of their own autonomous pacing of 
production.131  The element of autonomy here is crucial.  Indeed, sometimes women 
used singing as a form of warning signal to their colleagues, to guard the space for the 
autonomous culture of the shopfloor.  Two women from Aycliffe discussed this 
practice:  

and the danger men came round to see that you were doing everything by the book, and you did 
while they were there, but not when they were gone.  And you see we used to sing a lot and in 
some shops they had a special danger man song – the first one that saw one of these creatures 
appear would strike up this song, and there was one night one of them had said to the ‘Blue 
Band’ “you should get her to change the song she’s too obvious”.  So they obviously knew.132 
 
If the danger woman come … or the danger man walked in – we used to sing to let everybody 
know to calm down, you know, not to speak to each other and that, until they got away.”133 

Mabel Dutton who worked at Risley munitions factory in Warrington similarly 
remembered: 

There were Danger Building Inspectors who came round now and again to make sure we were 
wearing our goggles and we were warned of their approach by workers from other shops who 
used to whistle a certain tune.134 

 
The importance of the element of autonomy in the functioning of music was such that 
when women perceived that the music was being used to deliberately pace them at 
their work - rather than they themselves using the music to pace the work - then this 
could give rise to considerable resistance.  On a number of occasions, The Industrial 
Welfare cautioned against employers trying to play fast music to increase the pace of 
production in time with the music: 

The opinion has been expressed in print that they rhythm of music should be as nearly as 
possible be the rhythm of the work being done.  It is difficult to agree with this… one must be 
careful not to make the speed of the music too quick.  It is possible to induce a feeling of 
resentment amongst the workers if they feel that fast music is played excessively and that they 
are being “pepped up”.135 

Similarly, Wynford Reynolds, the BBC director of Music While You Work, noted that 
the policy behind the programme was explicitly not that work should be speeded up 
during the programme: 

The BBC’s programme policy is based on the opinion that Music While You Work should not 
be considered as a means of increasing the rate of working during a programme period.136 

A key reason behind this appears to be that the women workforce would simply have 
resisted such an approach. 
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Having analysed how the music functioned regarding detailed control, we now turn to 
examine how music functioned regarding general control, that is with regard to its 
role in articulating and enlisting worker support for or resistance against the overall 
aims of the employing organisation.  The first point to note is that there is no evidence 
to suggest that the singing voice of the workforce was used to create and express 
wider oppositional class, or gender, interests.  In the discussion in the House of 
Commons of the music to be played on Music While You Work, a left wing MP, 
Gallacher, asked: 

Will the right honourable Gentleman remember that a very encouraging tune for the workers is 
the ‘Internationale’?137 

This hope, however, appeared forlorn for the vast majority of women workers in the 
war.  The community that the singing helped to create was one of workgroup, rather 
than one based around wider class or gender interests.  Further, the oppositional 
element that existed functioned in terms of creating and maintaining autonomy of 
workgroup cultures on the shopfloor.  There is no evidence that the music was used to 
express an opposition to the wider profit-motive, the profits being made by specific 
employers, or the superior position of men in the firm and society.   
 
By contrast, there is evidence to show that the music tended to help to enlist workers’ 
support for the aims of the organisation, which in the context of a wartime fight 
against fascism, became equated with the wider war aims of the country.  This did not 
function in terms of the simple acceptance of musical propaganda, however.  Indeed, 
where music was tied to clear propaganda, this was resented by the workforce.  As a 
Mass Observation report, based on research in East London factories, noted: 

Some factories intersperse records with announcements and propaganda.  This is sometimes 
unpopular and in some cases even causes definite resentment.138 

The archived notes underpinning this report are revealing.  At Schneiders, a clothing 
factory with large government contracts, the Mass Observation researcher notes: 

The employees aren’t satisfied with the wireless arrangements.  They like to hear wireless 
programmes, but too often the boss puts on records instead and the most is Land of Hope and 
Glory, which most of the employees hate.  Apart from music, the wireless is used for factory 
announcements and one of the biggest grievances the employees have in regard to this is that 
just before lunchtime, the boss announces “It is now 12.25.  In another five minutes it will be 
half-past twelve.” – thus preventing anyone from going down to wash their hands in the firms’ 
time, as is usual in many places…. God Save the King is put on about once a day.139 

Notes from an interview show one worker’s response to this: 
Q. Do you like having the wireless on while you work? 
Girl: Yes – except when they play God save the King, as they often do.  And Land of Hope and 
Glory.  It gets a bit thick sometimes. 140 

 
Music did work for general control - but in a rather more subtle way.  The songs that 
the women workers themselves made up are revealing here.  Molly Barlow offered 
the following song, sung at the Rotherwas munitions factory: 

We’re only ammunition girls, 
working hard all day, 
wearing the roses on our cheeks 
for very little pay. 
Some people call us canaries, 
but we’re next to the lads upon the sea, 
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if it wasn’t for the ammunition girls, 
where would our country be? 
Across the sea in Germany, across the sea in Germany.141 

This bears a number of striking similarities with the following song which, Minns 
reports, was sung by women in munitions factories: 

I’m only a wartime working girl 
The machine shop makes me deaf, 
I have no prospects after the war 
And my young man is in the RAF 
K for Kitty calling P for Prue… 
Bomb Doors Open 
Over to you142 
 
Night after night passes by 
I wonder what he’d gone to bomb 
And I fancy in the jabber of the mad machines 
That I hear him talking on the intercom 
K is for Kitty calling P for Prue 
Bomb Doors Open 
Over to you 

Both songs clearly express a level of dissatisfaction with the immediate context of 
factory work – ‘working hard all day… for very little pay’, ‘the machine shop makes 
me deaf… the jabber of the mad machines’.  However, this hardship can be borne 
because of the crucial wider aims of the work being undertaken143 – it is the work that 
is being done that means that there is a bomb to be dropped when ‘Bomb Doors 
Open’, and without the work being done, we would be ‘across the sea in Germany’.  
In essence, the songs articulate, what Durkheim would call, an organic form of 
solidarity.144  Durkheim argued that industrial societies would not fall apart because 
jobs were being divided into narrower, and more deskilled, segments.  Rather he 
suggested, societies could (and ultimately would) cohere through people creating a 
sense that they were mutually dependent in their different specialised roles – this is 
organic solidarity.  This idea of mutual dependence is central to both songs.  In each 
song, the singers realise that they are in a lowly, specialised role – ‘we’re only 
ammunition girls’, ‘I’m only a wartime working girl’ – but this role is crucial because 
the whole of the war effort relies on this work being undertaken, i.e. there is mutual 
dependence in the war effort..  The hardship of the roles, therefore, can be borne, if 
not gladly, then at least, willingly.  Similarly inscribed within the songs is an overall 
acceptance of the gendered division of labour in wartime.  The gendered division of 
labour is legitimate because there is mutual dependence between the female munitions 
workers and the male soldiers.  The sadness as well as the legitimacy in this division 
of labour is captured beautifully in the lines: 

That I hear him talking on the intercom 
K is for Kitty calling P for Prue 
Bomb Doors Open 

There is a suggestion, however, that traditional divisions of labour may soon have to 
be rethought: ‘I have no prospects after the war’ intimates as much. 
 
As well as women’s own songs articulating and creating this ultimately supportive 
vision of their labour in the wartime economy, it is not hard to see how other forms of 
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music could act in a similar way.  This was because many of the popular songs of the 
war had clear connotations of the wider war effort – even if they only rarely explicitly 
mentioned the war.  One woman from Aycliffe remembered how the music on the 
tannoy could bring back in the wider war aims into the immediate factory context: 

And course we ‘ad, we had our own Vera Lynn, you know I mean she was she was lovely, her 
type of music, um, ‘Wishing Will Make It So’145, it appealed to everybody because the words 
were so beautiful and she could really put it over that um you thought of your loved ones, you 
know the soldiers and the airman and the sailors all fighting abroad and it sort of brought it all 
home to you.  When you heard her sing you, you really forgot about enjoying yourself, you was 
thinking about those – that’s what I, that’s how I felt anyway.146 

In the specific context of the wartime economy, therefore, music in factories came to 
act symbiotically with general control aims of management.  
 
 
Conclusion 
 
This paper has taken forward the important task of analysing historical pockets of 
musical workplace cultures by examining the musical communities created mainly by 
women on the shopfloor in world war two factories.  In this conclusion we reflect 
upon what the analysis suggests first for our understanding of women and the social 
relations within wartime factories, and then for our wider understanding of the role of 
music within the workplace.  
 
Bruley writes of the importance of ‘overturning the romantic, happy-go-lucky ‘Rosie’ 
image’, and to look for and investigate a ‘bleaker side to women’s war work’.147  Our 
analysis of the musical cultures among women on the shopfloor as well as adding 
colour to Bruley’s sketch has also added a crucial nuance.  For we have shown how 
both the happy-go-lucky image and a bleaker reality co-existed in the very way that 
women used music in factories.  There was a brightness, a vitality, a beautiful 
creativity in the musical communities but there was also an underlying tragedy, a 
sadness that the music had to be used for survival, and that the skill and engagement 
used in building these musical communities could not be directed towards more 
meaningful labour.  Our analysis has also shown that while there are important 
overlaps between the idea of the stoic woman factory worker and the factory music, 
particularly the lyrics of many of the contemporary songs that were sung on the 
shopfloor, there were also important elements of the musical cultures that were not 
adequately captured by the idea of stoicism.  A key motif in women’s musical 
cultures was autonomy – both in the process of the musical communities being self-
created and in the substantive ways in which the music was then used.  Autonomous 
shopfloor cultures have, of course, been seen by many as a key part of British 
manufacturing during the twentieth century.148  Our analysis suggests that women’s 
experience of war production, while having many unique elements to it, may also 
have had important continuities with other shopfloor cultures in Britain in the middle 
of the twentieth century.   
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As well as telling us important things about the women’s experience of wartime 
production, our analysis also casts light on wider issues regarding the presence and 
absence of music in the workplace more generally.  First, what do these musical 
cultures tell us about why musical cultures were not more common in industrialised 
Britain?  It has been noted by Lloyd, among others, that for many pre-industrialised 
occupations singing at work was common but that with industrialisation singing at 
work became rarer and rarer.149  Lloyd’s important contribution attributes the death of 
the British work song primarily to mechanisation – the fact that machines meant that 
the co-ordination of labour through song (e.g. in shanties) was no longer required.150  
But such a conclusion stands uneasily beside the clear evidence of widespread 
musical cultures among women in wartime, highly mechanised, factories.  What the 
data given in this paper suggest is that the absence of musical cultures in other British 
industrialised workplaces may have had more to do with employer policies 
prohibiting music in the workplace than with mechanisation per se.  Crucially, we 
have shown that the singing undertaken, mainly by women, was resistive in nature, 
and it is fair to surmise that only in the specific labour market conditions of the war 
could such resistance be successful on such a wide scale.  
 
Second, what do these musical cultures tell us about what musical absence meant to 
workers subject to the prohibition of musical expression in other periods of 
industrialised Britain?  As Korczynski notes, ‘one of the great gaps in our knowledge 
concerns how… [the absence of music in the workplace] informed the experience of 
work’.151  Methodologically, this is a perplexing question to address.  But it is 
possible to take the musical cultures of wartime factories as a ‘unique’ case, to see 
how the extraordinary casts light on the ordinary.152  The case shows that, at least for 
women, the presence of music was experienced in a profoundly positive way - it gave 
joy, consolation, community and beauty to them.  Further, the paper has shown that 
where musical communities were absent in factories, or in parts of factories, this 
absence could be experienced in a deeply negative way.  Both of these points suggest 
that by creating musically-silent workplaces British employers took away from 
workers, and especially women workers, a potentially profoundly important part of 
shopfloor culture.   
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