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The Production of
George Stoney’s Film
ALL MY BABIES: A MIDWIFE’S
OWN STORY (1952)

by Lynne Jackson

Abstract This production history records
the planning, filming, and initial distribution of
ALL MY BABIES, a 1952 documentary film
designed as “an educational tool to improve the
services of midwives.” The paper describes the
conditions of filming in rural Georgia and rela-
tions between the white film crew and black cast
members. Sources include extensive interviews
with surviving members of the production crew.

t was a time that our nation—particularly the

South—would gladly forget. The Talmadges and
other racists had created an atmosphere in which
Southern blacks often lived in near terror. Such was
the climate in 1952 when ALL MY BABIES was con-
ceived and filmed in a small rural area of the “Old
South.” A film about childbirth and the work of black
midwives in the deep South, ALL MY BABIES is
generally considered one of the “outstanding hu-
manist works of the American cinema.”!

Dr. William Mason, a black physician working for
the Georgia Health Department at the time, served
as the liaison between film director George Stoney,
his all-white production crew, and the black commu-
nity. Mason describes the tone of the times: “Al-
though their bite was never as terrible as their bark,
nevertheless [the racists) abetted their followers to an
almost reign of terror inimical to the emotional and
to some extent the physical health of blacks pri-
marily, but also to the white population in this re-
gion."?

As a boy, George Stonev. the director and writer
of the film, had watched the “mysterious midwives
moving along the back streets. their starched white
aprons standing out in the morning light.”® Years
later, as a Southern field representauve for the De-
partment of Agriculture. he had seen them swinging
their black leather bags along the highways and had
stopped to give them lifts. gradually learning some-
thing of their life.* For vears. he toved with the idea
of writing a play or a novel about the midwives, but it
was six years into his career in filmmaking before
Stoney found people who had any interest in putting
money into a film about them.® His sponsor was the
State of Georgia's Health Department: funds were
provided by the Federal Government through its
Children’s Bureau. The film was designed as “an ed-
ucational tool to improve the services of midwives,”®
with the understanding that the film would also meet
the training needs of midwives in other southern
states.” Initially funded for a sum of $20.000, the
final budget was in the vicinity of $45,000; the entire
production, from the first meeting of the script com-
mittee in early August 1951 to the completion of the
answer print in late fall 1952, consumed just over a -
year.8

SPONSORSHIP AND FINANCING

ALL MY BABIES was made on a contract drawn up
in the latter half of 1951 between the State of
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Figure 1. Film divector George
Stoney behind camera and cam-
eraman Peaslee Bond peering
through filter during production
of ALL MY BABIES (1952).
All photos © 1987 Robert Gal-
braith, all rights reserved.

Georgia’s Department of Public Health and the
Audio-Visual Division of the Association of Amer-
ican Medical Colleges. Stoney worked as an emplovee
of the Association from January 1950 through the
end of 1953, working on three other films for
Georgia under similar contracts. All rights of owner-
ship rested with the State of Georgia and still do.®
The State of Georgia had been given some money for
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mental health work at that ume. The Federal govern-
ment was then giving the states some money to try to
get them to go into mental health work; it had set up
the National Institute of Mental Health and began
putting out money for films. The sponsor’s represen-
tative, Nell McLochlain, was a great friend of
Stoney’s. She found out that she had an extra
$20,000 left over in her budget, so she and Stoney
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discussed doing a film for black families. This film
became PALMOUR STREET, which Stonev wrote
and directed.!® As one of the “earliest” films on
mental health, this was Stoney's first try as a director
and the Georgia Public Health Department’s first at-
tempt to act as film sponsor. PALMOUR STREET
was well-received by the target audience of black
parents and had even been praised by psychologists
and members of other health departments
throughout the country—*"even up North!".!! Be-
sides beginning a fruitful relationship between
Stoney and the Georgia Public Health Department,
this first film taught Stoney many of the practices
that he utilized two years later, in the production of
ALL MY BABIES.

After the completion of PALMOUR STREET,
Stoney spent six months working with one of the
country's leading obstetrician - pediatrician teams at a
famous hospital making a medical teaching film, A
CONCEPT OF MATERNAL AND NEONATAL
CARE.!? The George Washington University School
of Medicine and the University Hospital with the
Medical Film Institute and the Association of Amer-
ican Medical Colleges produced the film.!3 It is a “re-
port to the profession based on experience with a
concept which provides a continuity of care to meet
the individual needs of mothers and their newborn
infants. Some of the advantages inherent in having a
baby at home are combined with an environment of
hospital safety.”! This film indicated that Stoney was
able to handle the scientific details of the subject, and
received a highly satisfactory review from the Amer-
ican Medical Association journal.’> A CONCEPT OF
MATERNAL AND NEONATAL CARE influenced
the development of his next film ALL MY BABIES.
Not only did it help to convince the Georgia Public
Health Department that he was qualified to direct a
film on midwife practices, it also helped him in
casting one of the major roles in the film, that of the
mother Ida. But most importantly, these two films he
had directed for the Association of American Med-
ical Colleges had reassured its Director of Audio-Vi-
suals, Dr. David Ruhe, that Stoney was to be trusted.
It was this overwhelming trust that encouraged
Stoney to follow his instincts and produce ALL MY
BABIES, a film much more complex dramatically,
even though he knew it would cost a great deal more
for film, equipment, laboratory work, and fin-
ishing.'® “In time we did get some supplemental
funds, but not nearly enough to cover the extra costs.
These I covered personally by selling a piece of prop-
erty I had bought from my army savings as a place to
retire and by having the Association of American

Medical Colleges advance several thousand dollars (I
think it was $9.000 in total), which I paid oft on a
monthiv basis for the next two or three vears.”!
Stonev pointed out that the money came in incre-
ments: and during the production of the film, he
avoided doing careful bookkeeping (I didn't book-
keep ahead!").!® “I knew at the time 1 spent this
money that I would not be able to earn it back from
income from the film, for the full ownership sull re-
mained with the State of Georgia. I did it because 1
realized this was an opportunity to make a great film.
one that would celebrate Mrs. Coley. (the midwite in
the film—"Miss Mary"), and one that might help mv
own career as a young filmmaker. Both things came
true.”!9 This opinion is supported by Ms. Dorothy
Olson, former manager of the Center for Mass Com-
munication at Columbia University. She stated that
ALL MY BABIES was a “turning point in his career.
The film broke new ground, pioneering the attitude
of health physicians treating midwives as professional
women."?® In this sense, Stoney gambled financially
and won. Olson added that Dr. William Mason, a
black physician and employee of the Georgia Public
Health Department, who was Stoney’s traveling com-
panion at the time, also fought for money for the
film at the state level.2!

HISTORICAL BACKGROUND

Describing his assignment to work with Stoney as
“serving as a bridge over troubled waters,” Mason’s
Job was to “land confidence in the black community,
even as Stoney's was, with the aid of the health de-
partment, to assure the white community that there
was no sabotage intended of the white South, and no
intention of even suggesting an unhappy relationship
between whites and blacks existed, nor in any way
promoting a change in black-white relationships.”??
The sponsors felt the film would be good if it mani-
fested interest in the health of blacks and indicated
what might be done to improve their health in the
South’s traditional way of life.?* Having worked with
Mason on PALMOUR STREET, Stoney recounts
how patiently Mason had waited through this first
theatrical phase, while Stoney himself learned to see
the black community as they were and not as he had
imagined they ought to be.2® Bringing the lessons
with him that he learned during the production of
PALMOUR STREET, Stoney was better prepared to
approach the members of the community he would
work with in shooting ALL. MY BABIES.

In researching material for PALMOUR STREET,
Stoney had relied on information based primarily on
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books and from talking with experts, and based al-
most nothing on talking with black families (which is
what the film centers on). Once in the field. however.
he found that much of the research he had gathered
was “just hogwash.”?® One of the criteria he had set
up for choosing a location for this film was that the
clinic be sympathetic to his project and that it have
some black employees. It turned out that the black
nurse who worked at the clinic was “contemptuously
middle class,”?® and, because of her misguidance.
Stoney was forced to reshoot a number of sequences.
One scene that was reshot was of the mother bathing
the baby. The nurse insisted that it be shot in a bas-
inet with all the bottles and other “unnecessary para-
phernalia.” The baby proceeded to knock off all the
botues, etc. Consequently, the scene was reshot with
the baby's mother bathing him in her normal way. in
a galvanized tub. It is a lovely sequence, and Stoney
stated that, from then on, they just kept changing the
script, adapting it as he learned on location.?’
Learning from this experience, Stoney did his
field work beforehand on ALL MY BABIES. After
«choosing Mary Coley in late September as the mid-
wife for the film, he became, in effect, her pupil until
a few days before Christmas, “traveling together,” as
she called it, while visiting her pauents. In the mean-
time, Stoney was also working “on his side of town.”
explaining his mission to the (white) hotel manager
and desk clerk as well as several elderly gossips that
hung around the hotel where he was staying. He also
made a point to talk to the taxi driver, and he gave a
brief story to the local newspaper, gradually be-
coming a familiar figure around Albany.?8
In mentioning the touchiness of the situation that
the black-white relationship created for Stoney
during this period, Erik Barnouw pointed out that
Stoney had one important factor going for him: “He
~ had a southern accent which he could escalate as
needed, which gave him some ability to mediate."?®
Stoney was, of course, aware of this advantage. In
choosing a location for PALMOUR STREET, he had
decided that “the community had to have some
people in it who could protect the people he would
be working with.”*® He knew that the blacks he
would be working with could get into trouble; he
wasn’t afraid for himself. He explained: “I'm a
middle class Southerner, you know; that’s an assur-
ance.”®" For the PALMOUR STREET location, one
of the reasons he chose Gainesville, Georgia, was that
Silva Meyer, a man he had been with in Atlanta in the
American Veterans Committee (which was a bi-racial
veterans organization, “very radical at the time”), had
become managing editor of the paper there. He and
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Stonev were still good friends. Stonev felt that this
friendship would at least guarantee the endorsement
of the project bv the local paper: he felt he could
count on some protection from that end > These
were the tvpes of considerations that went into the
preliminary decisions concerning ALL MY BABIES.
Another indication of the tone of the times is in

the background of some of the major characters
in both PALMOUR STREET and ALL MY BABIES.
Although he didnt find out until after thev had fin-
ished the film, Stoney menuoned rthat the mother
and father in PALMOUR STREET were clandes-
tinely involved in the local NAACP. He recounted a
story in which Mrs. Mary (the mother in the film)
told him that, in the past, she had had to hold her
husband down in bed when he had become so angry
by the way white people had treated him. making tun
of him and so forth. He ran the shoeshine concession
in the local barber shop. He had to fight through all
of that anger, and becoming head of the local
NAACP provided an outlet for at least some of his
rage.3?

At the same time, Mary Colev (Miss Mary) was
deeply religious and the church to which she be-
longed (The Church of the Kingdom of God)
preached a doctrine of “social advancement that
would have caused no littde consternation if its full
import had been understood by those loiterers
around the court house square that so often spark
trouble in a2 Southern town.”™* The head of the
church, Bishop Noah, preached simply “not to be
afraid of white people.” A few vears after ALL MY
BABIES was produced. Ms. Helen Hatner, a pro-
fessor of mental health and child development at
Brooklyn College, went to meet Miss Mary. She was
invited to the Easter morning service by Miss Mary
and Prince Daniel (Bishop Noah's son) who was then
head of the church. When Hafner indicated that she
was afraid that she might offend someone there be-
cause she is white, they both assured her that the en-
tire congregation was aware that we are “all brothers
and sisters.” Indeed, Hafner felt no resistance to her
presence at the Easter service.%

Although Hafner's visit was only a few years after
ALL MY BABIES was produced, the temperament
of the community may have changed somewhat by
that time. Robert Galbraith, who worked as the assis-

‘tant cameraman on ALL MY BABIES, remembered

an incident when he was walking through the streets
of Albany one weekend while working on the film.
Two white men drove up to him and asked him what
he was doing with his camera: “I'm sure they were
deputy sheriffs, and they scared the life out of me."36
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He stated that the white people in the clinic wouldn't
" associate with the members of the film crew socially
(after working hours). “We were outsiders or inter-
lopers. It was a tough thing to deal with ... I didn’t
want to jeopardize the film by getting into any
problems.”” He also told of a dinner at Miss Mary’s
one Sundav: “We ate in shifts: the black people ate in
one shift, and the white people ate in another shift in
the same house. That wav we didn't break their color
line.”®® Stoney also pointed out that he and Dr.
Mason had to eat in separate restaurants.®® However,
when Hafner was there. she took her meals at Miss
Mary’s home and did not mention that thev had sep-
arate shifts. She did mention, though, that she was
advised by Miss Mary that the cab driver (who had
brought her to the “colored section of town” after
considerable persuasion on Hafner's part and not
until after she had explained her mission) might get
in trouble if she were to stay overnight. Miss Mary
did not want to jeopardize him, Hafner, or herself
and the neighbors by inviting her over.?® Hafner, like
Stoney and the rest of his crew, staved in the “white”
hotel in town.

There were indications, though, that the mood of
the people, both blacks and whites, was changing.
Stoney mentioned how some of the members in the
community drove 180 miles to Atlanta to bring back
bulbs for the project when theirs had blown and how
the druggist’s wife emptied her drawers and donated
a lot of baby clothes for the film.4! Also, Hafner told
of the free breakfast that the hotel gave her at the
end of her stay (and the end of her money) and also
how the cab driver had conceded and brought her all
the way into the black community to Miss Mary's (807
Cotton Avenue), even though he had initally re-
fused. Hafner stated that, in these small wavs. she felt
that the whites were somehow “validating™ her mis-
sion. 42
Calling the film a kind of “epic project,” Barnouw

stated that not only were they dealing with sub-
ject matter that involved interracial taboos, but the
film also involved the “glorification of a figure [the
midwife}] ... whom the southern medical establish-
ment wasn't at all anxious to glorify, although it was
highly dependent upon her.”*® The film involved
North-South tensions as well (a largely Northern film
crew at work on a mainly Southern subject). Bar-
nouw pointed out that Stoney knew he could not
“dare to arrive with a crew without a long process of
preparation.” He recalled how Stoney spent “weeks
discussing the project with all sorts of key people in
the community, so that people who could influence
public opinion knew about the project and the

reasons for it. The idea was to prevent anv backlash
from gaining momentum." ¥

RESEARCHING AND SCRIPTWRITING

Having landed the contidence of the Georgia Public
Health Department with his film PALMOUR
STREET. Stonev suggested that he “go traveling. go
talk with the nurses and doctors in the county health
departments. ohserve the midwives in training and n
action betore deciding on the shape and the nature
of the film.™® Dr. Guv Rice. Director of the Division
of Maternal and Child Health. headed the committee
the state set up to supervise the making of ALL MY
BABIES. The committee granted Stoney the permis-
sion to conduct the field work he proposed. Stoney
emphasized that “they left me preuy much alone
with the project: thev weren't on my back.™” The
committee did prepare a list of 118 points they
wanted incorporated into the film. but they didn't
specify how he should convey the points, what the
story line should be, where he should shoot, or whom
he should cast.*8 Stoney pointed out that this type of
freedom is very rare for any director. So, even
though he had to include the 118 points, he was not
discouraged. Having learned his lesson in PAL-
MOUR STREET about the “pitfalls of book re-
search,” he set out into the field.

The first meeting with the script committee in At-
lanta was in earlv August. “Six davs and four counties
after we {Stonev and Mason] left Atlanta we met Mrs.
Mary Colev.™ Stoney goes into great detail in his
chapter in Robert Hughes' book Film: Book I, about
how he met Miss Mary.5% He did not recognize her
merits at first sight and went on to interview several
dozen more midwives. It was two weeks and fourteen
counties later before Stonev returned to Albany and
Miss Mary. Before revisiting Miss Mary, he paid the
ritual call on the local (white) health officer, who,
even though he was not overly supportive of the
project, did recommend Miss Mary. He simply
stated, “Marv Coley knows her business."!

Once faced with the proposal from Stoney, Miss
Mary was hesitant and stated that she had to think
the matter over. Later Stoney learned that she had
talked things over with her “one trusted advisor,
Bishop Noah, the leader of her church.” It should be
pointed out that Miss Mary’s religious belief had an
influence on the film. When Stoney began attending
church with Miss Mary, he found, as Hafner had,
“little of the suspicious reserve that so often bars
white southerners from the companionship of blacks.
Soon everyone on Miss Mary’s side of town knew who
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I was, what [ was doing traveling with her. and—
perhaps most importantly—theyv knew that Bishop
Noah had approved of my project.”?

tonev's research with Miss Mary lasted from late

September until a few dayvs before Christmas.
During this time, they made the rounds together.
often staying six to eight hours in the home betore
the baby was born. There was plenty of time and oc-
casion for talk, and here is where Stonev conducted a
good deal of his research for the script.>?

In discussing the narrative structure of the film.
Stoney thought at first that the climax of the film
would naturally occur at the moment of birth. How-
ever, within the guidelines set up by the Public
Health Deparument, there were many important
factors that had to be included concerning aftercare.
At first, he thought he would have a problem con-
structing the narrative around these points. While he
was out in the field, he found that, more often than
not, the midwife and the mother had too many
things to be concerned with immediately after the
birth to pause for more than a moment (for example,
the delivery of the placenta). Stoney found that it was
a rare husband who stuck around during the birth
.and realized that it would be an excellent climax to
show the father the baby for the first time, as well as a
more true-to-life representation.

Another example of information learned in the
field was showing the midwife giving equally good
care 10 mothers who are uncooperative and or un-
prepared. This, then, became a problem to be incor-
porated into the dramatic structure of the film. Bar-
nouw pointed out that the racial “touchiness” af-
fected the structure of the film. “The main delivery
takes place in a home that is modest but spotless, and
where everything is ready for the midwife. If mid-
wives had only such homes to contend with, the
training film might not have been needed. But any
feeling that the northerners were trying to bolster
northern stereotypes of how blacks lived had to be
avoided. At the same time, to make the film mean-
ingful as a training film, a2 more miserable home had
to be included among the midwives' problems. So
there was the ‘other home.” "33

Stoney recalled the incident from which he took a
major part of the story of the “other home.” “Miss
Mary was very proud of her race and very self-con-
scious about it, particularly with white people.”%®
They had set it up so that Miss Mary would call him
whenever she was going to go on a delivery. When
she called him for this one, she said, “Mr. Stoney, I'm
so ashamed for my people on this one.” Nevertheless,
she knew that the whole idea was that any midwife
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“would do well with the mothers who were prepared.
but who would do well with the ones who were atraid
and uncooperatver 1t is these mothers that vou want
to help. So here is one as tough as vou'll ever have o
handle: let’s see how vou do."®” Miss Marv was called
to aid a voung mentaliv retarded girl who was 16 or
17: she was having her second “illegitmate™ babv.
She was living with her aunt and uncle. but thev
didn't reallv want her there. When Miss Marv and
Stonev arrived, "the poor girl was back in the coal
bin. hiding from Miss Mary and crving. The aum
and uncle were sitting on the porch, having nothing
to do with her. Miss Mary got right to work. even
though there was nothing prepared for her and
nothing to work with. She began corralling every-
thing she could out of the house. talking evervthing
up. coaxing the girl out of the coal bin. washing her
down. and building up such an atmosphere that they
were all excited by the time the baby arrived. in-
cluding the aunt and uncle."®® When Stoney incorpo-
rated this into the script. he obviously made it a bit
better that it indeed was: as Barnouw pointed out,
“any feeling that southern povertv was being ex-
ploited was avoided.">®
Another factor that developed as a result of the
above experience was a bonding between Miss
Mary and Ms. Hannah Mitchell. one of the technical
advisors for the film from the Public Health Depart-
ment in Atlanta. Mitchell was a white, medicaliy
trained nurse-midwife. She had spent ten vears in
the Kenwucky mountains as midwife-on-horseback
with the Frontuer Nursing Service. “Now she had the
far more difficult job of trving to do something about
the standard of care received by the approximately
25,000 Georgia mothers who were delivered by the
midwives annually. The film 1o be made was largely .
her responsibility.”8® It was Mitchell's committee,
along with Dr. Rice who had agreed on the list of 118
points they felt should be included in the film. There
was also another medically trained nurse-midwife as-
signed to work on the film, Ms. Marian Cadwaller.®!
Once Mitchell arrived in Atlanta, Stoney noticed
that “quite suddenly Miss Mary wasn’t having as
many births as she usuallv had. She didn't call us. I
spoke to her, in fact fairly sharply. So, she called
us.”®2 Mitchell was there for the delivery of the
young lady's baby, mentioned above. “Miss Mitchell
noticed the fact that Miss Mary was a professional
and rather than taking over, she became Miss Mary's
assistant. When the knee-baby (the first illegitimate
child) who was wandering around all over the floor
with no diapers on had a bowel movement on the
floor directly below us, Miss Mitchell was right down
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Figure 2. Nurse-midwife Marian Caldwallader, technical adviser, on hand during the filming.

there cleaning it up. Miss Mary had never seen a
white nurse just automatically do something like that.
I can tell you that after that, those two were just two-
and-two. That had made a real bond between
them.”®® It is this kind of sensitivity and humanity
that gives the film its underlying strength and
beauty.

Of course, those situations were modified a great
deal for the scenes in the movies, just as the birth of
the “responsible and prepared” mother was a bit
glorified and made (perhaps a bit) “too nice, too or-
ganized.”64 Stoney admits, “I would say that the 1da
sequence [the well-prepared mother] was obviously a
glorification of what was there, though the bed was in
the room and nearly everything else was in the room.
I did see mothers that were as ready as Ida; I seldom
saw fathers who were as cooperative as Will [the fa-
ther in the film]. That father was an ‘ideal,’ though
there were some. So, it was a combination of all the
good things I had seen.”®

There were also sequences that were planned and
not used because Stoney realized that they were

“false.” One sequence cut was in the original scripe,
and the other one cut was one he had added later,
during production. The scene that he cut onginally
came right after the first birth, when Mary returns
home. “Instead of having her just leave the birth and
coming home, I had her walking through a grave-
vard early in the morning and seeing one of these
little cribs that I had seen on graves in the South,
with flowers on it that had been left over from the
funeral. 1 had her thinking that something wasn't
clean, the knives and so forth ... "% But he dropped
the sequence because he couldn't find a “legitimate”
site. “I couldn’t find a black gravevard that had any-
thing like that in it. I found out that the blacks had
great celebrations at the funeral but the graveyards
themselves weren’t anything as important as they
were in the white community, so I realized it was
false.”®” Stoney went on to say that it is this kind of
thing that he keeps asking documentarians to do.
“You develop a script out of your ideas, vou have
hunches and you put them down. Once you get on
location, if they seem false, if they feel false, drop
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them."%® He stated that the gravevard sequence was a
very good example of a fancy idea that obviously
didn’t work with Miss Marv's pracucaht\

The other sequence dropped was one he had de-
veloped while on location. He had been to church
with Miss Mary, The Church of the Kingdom of God.
and had seen a christening there. “It was verv ex-
citing; the Bishop blessed the child, and then the
child was passed from hand to hand., and each
person in the congregation sang to it and kissed it. I
thought, wouldn't it be a marvelous way to end the
film?"6% They did film the entire sequence, after all
the others had been completed. But the sequence was
dropped in the rough edit stage. The decisions made
in cutting will be discussed in greater detail.

ecause the film was conceived and written in

1951, it seemed reasonable that there might be
some influences from other filmmakers (such as the
Italian Neo-realists), in the use of non-actors and on-
location filming, as well as in the social content.
When asked, Stoney replied that the had been seeing
the Italian Neo-realist material and that he had seen
De Sica's 1946 film SHOESHINE a number of times,
it being one of his favorite films. But as far as actually
thinking “we are going to do this sequence this way
because of ... and this sequence this way because
of ...,"” he has no recollection of anything of that
sort.”® It also seemed possible that he may have been
influenced by some of the American 1930s photogra-
phers such as Walker Evans. Stoney had worked for
the Farm Security Administration; “I was very much
influenced by their photography, no doubt about
that.””! But as far as filmmaking went, he was much
more influenced by the examples he had been seeing
from the National Film Board of Canada, such as the
“Mental Mechanism” series, a group of films de-
signed to teach lay people about mental health (Bob
Anderson’s series of films: FEELINGS OF REJEC-
TION, FEELINGS OF OVERDEPENDENCE, SHY-
NESS). “When I did PALMOUR STREET, it was in
direct response to the Mental Mechanism series . . . It
wouldn’t have been made if Anderson hadn’t made
his films. You can see the parallels very clearly.””?

In considering other examples of things that in-
fluenced him, Stoney mentioned Pare Lorentz's 1939
script THE FIGHT FOR LIFE. He had not seen the
film ar the time, but he had read the script, published
in Twenty Best Film Plays.” It is the only documentary
script in the volume, with a long preamble written by
Lorentz to his composer. Stoney said that this was not
a big influence on him, but that it did influence him.
“I remember saying to myself, ‘I don’t want to make a
film that says the pain of childbirth is the expiation
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for original sin. I want to celebrate childbirth.” And
then 1 started traveling with Miss Marv and that
seemed to be the right thing to do.””* The idea of
having an actual live birth shown wmp]e{e v m the
film was something that Stonev said he “just assumed
since it was for midwives: of course we d do it."73
During the planning stages of the film. Stonev

had written to Louis Applebaum concerning the mu-
sical score. Thev had worked together on the music
for PALMOUR STREET. "Lou and I had often
talked about the need for the composer to get in
early and help plan the thing. so [ wrote to him. 1
had heard the midwives singing. so I said I'd like to
collect some of the songs, and I did."’® Applebaum
stated that he had been down to Georgia and met the
people, getting a feeling for the environment, “so
there would be a true sense to the music.”’” He had
heard the midwives singing. which had a great influ-
ence on him. He also had attended one of the area’s
small Southern Baptist church services. “My contact
with that kind of community was limited. so I went
there to get a sense of the quality of life."”®

brief mention of how the guidelines recom-

mended by the Public Health Department were
integrated into the script is called for here. Stoney
mentioned that “Miss Mary, without knowing 1, had
shown me how to translate almost every one of the
committee’'s 118 teaching points into dramatic ac-
tion.””® He had seen the teaching substance of the
film in the daily practice of the midwife.®® However,
to transfer those points from life to script and then to
film took very careful observing and tight scripting.
“Things I had once regarded as ‘merely technical’
became fascinating, alive with dramatic meaning and
rich in possibilities for visual patern.”®! Miss Mary
was not only carrying on a tradition of successful
midwifery, she was also creating a tradition. “You
see, she worked very strictly to her instructions. You
remember that wonderful little dance that her hands
do when she is waiting for her birth? Now, a physi-
cian who was wearing sterile gloves could have held
back the head between contractions, saving the
mother a good deal of pain. But because Miss Mary
wasn’t sterile, she couldn’t touch the mother.”8%
Stoney pointed out that “techniques that had been
given so much attention [about 1959-60] by advo-
cates of natural childbirth had been part of Miss
Mary’s stock-in-trade for vears. There is something
akin to hypnosis in the way she uses song and a kind
of crooning whisper when the time of birth ap-
proaches.”8® In the film, Miss Mary tells Ida, “Bear to
when you feel one coming, honey . . . But pretty soon
now I want you to pant like a dog, ahSas, ahSas,
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. Remember now. that's so’s the bab\ s head
B4

ahSas .
won't come down too fast .

Other points that were mcorporaled into the
script were quite progressive for the tume (as far as
“modern medical practice” was concerned). ac-
cording to both Stoney and Helen Hafner. Hafner
had seen the film and began showing it in her classes.
“It is outstandinglv fine in what I consider to be the
most important aspects of bringing children into the
world.”8 Stonev mentioned that “the attitude toward
birth. it being a natural thing ... rather than the
‘trauma of birth," was just begmnmg to be proposed.
They had to deal with the fact that cleanliness was
fundamental to the improvement of childbirth. The
assumption was that the onlyv place that vou could
keep clean was in the hospital. The second point was
that obstetricians were almost all male, and every-
thing was done for his [sic] convenience, putting the
woman in that position, etc. But the whole psvcholog-
ical approach (that was presented in ALL MY
BABIES) was something that was verv new. Your
were getting a little of it here or there, with the Gesell
people, at Yale, a little of it in a few other places, but
not many. So Miss Mary was reallv carrying on a tra-
dition.”8® Hafner had found some of the new ideas at
_ the University of Michigan, but when she went to
teach in New York, the ideas were “barbaric” 1o her
students. One of the points that was so very different
was that the woman in the film breast-fed her baby
shortly after birth. That wasn't even allowed in New
York at that time, and even in Michigan the doctors
felt that, for the first 24 hours, the mother’s milk
would make the baby sick. Other differences were
the beliefs that the women would go through child-
birth with absolutely no anesthesia and didn't scream
in pain during childbirth and that the placenta came
out shortly after the child. (Hafner pointed out that
the doctors didn’t seem to make the connections that
the women they dealt with so often were very
drugged up, which is why the milk may have made
the babies sick and why the placentas may have come
out so much later). Hafner also thought that it was
very progressive of the state of Georgia to insist that
the film stress paying attention to the other children,
making sure that they know another baby is coming,
stressing the importance of the family unit at a time
like that and involving the husband (chopping wood
within earshot; getting the incubator; etc.).?’

All of these points, as well as the dramatic element
in the narrative, were written and worked out by
Stoney before the end of December. “In terms of the
narration, I wrote it around what I had heard Miss
Mary say, and then, when I had her say the lines, if

thev sounded false. we would change 1. Stoner
was home i time for Christmas and the arrival ot his
own first child.

As Barnouw pointed out. "Stonev wouldn't have
dared to arrive with a crew without a long process of
preparations.”™® After finishing his research and
field work. Stonev headed for New York 1o find his
crew.

CAST AND CREW

Stonev stated that he first wried to reach Ricky Lea-
cock and ask him to take the position of cameraman,
but Leacock was unavailable at the time.% Not re-
membering who recommended Peaslee Bond. Stoney
said that he hadn't seen his work. but he got along
with him. He was also impressed by the fact that
Bond's wife was a nurse and planned to accompany
them on the trip South. So, Stoney took a chance on
Bond.%! Bond had been doing some documentary
work, but most of the jobs he had filmed were indus-
trials for commercial use.® Robert Galbraith, the as-
sistant cameraman, had been working with Bond and
got the job with Stoney through Bond.% Because of a
lack of professionally trained personnel in the South.
Stoney went to New York for the members of his
crew. But there were a few exceptions; in Atlanta, he
hired Svivia Betts as his editor. She and Stoney had
worked together before. She edited all but two or
three of his films for the next 17 vears. Betts was
originally from England and had worked in the fea-
ture mdustry there. Having married a G.1.. she came
to the states after the war and settled in Georgia.%
She began working in one of the only places in the
area that dealt with film. the Center for Communi-
cable Disease Control of the U.S. Public Health Ser-
vice. It had a large film production center just out-
side Atlanta. Except for a couple of small industrial
film places and one (Strickland) making trailers for
theatres advertising local stores. it was the only place
in the southeast offering employment in film produc-
tion. Betts worked at CDC as a staff editor but often
did free-lance editing jobs on the outside. She had
edited A CONCEPT . .. for Stoney before working’
on ALL MY BABIES.®5> Her name was Sylvia K.
Cummings at the tume of the film.

Two other crew members came from Atlanta: the

sound engineer Walter Winn and his assistant, Jack

Brown. Both Winn and Brown, like Betts, worked on
the staff at CDC but free-lanced when they could.
They arranged for Stoney to rent the sound truck
and equipment through their department.?® The
chief electrician, Robert Downey, had come, together
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with a “lighting package” and a truck. from a large
industrial and commercial filmmaking outfit head-
quartered in New York City. Stoneyv did a number of
directing jobs for this firm (see THE AMERICAN
ROAD. etc.). and he had many friends there. “Thev
gave me a verv good ‘deal’ which enabled me to do a
much more careful lighting job than would have
been possible otherwise . . . One more example of the
number of ‘helping hands’ (to use a favorite phrase
of Miss Mary's) it took to make this film."%7

Once Stoney had cast Miss Mary as the midwife.
and Bishop Noah had approved of the project. there
seems to have been little trouble in filling in the rest
of the cast. Miss Mary had lined up about six
mothers-to-be for him. Apparently though. most of
them had their babies and “flattened out”™ on him
over the Christmas holidayv.®® The woman that
Stoney had decided upon as his first choice for “Ida”™
was a “pretty girl,” according to Galbraith. He felt
that the woman who became the Ida in the film,
Martha Sapp. came across better.?® On the first dav
of the shoot, the woman who was to play Ida had her
baby. “You see about 22 feet of her in the prologue

" of the film as a babyv is put in her arms and she smiles
down at it, this from about 2,000 feet of 35mm film
shot at the birth. We couldn't use her then for the
main story because we had not done any of the pre-
liminary work, except for a few scenes from the ‘ev-
erything is ready for the baby' sequence which had
been shot that morning.”'% So, Stoney was forced to
find another mother.

In discussing the role with Martha Sapp and her
husband, Stoney showed them the film he had just
made, A CONCEPT OF MATERNAL AND NEO-
NATAL CARE. He mentioned the importance of
being able to show the Sapps that the film was not
something they were just coming into the black com-
munity to do, but that “white women were doing it
also.”101
Hafner had mentioned that one of the things

that Miss Mary did so well, in her practice as a
midwife, was to ease the fears of the black women in
being examined by a white doctor. Hafner stated that
the women were even reluctant to have their mouths
examined, never mind have blood drawn.!%? There-
fore, in this context, it is extremely impressive that
Stoney was able to coordinate this project at all. It
took a lot of skillful and sensitive handling of the
people involved. To further convince Sapp to be in
the film, Stoney offered to cover the cost of her de-
livery (at the time, Miss Mary was charging about
$30), to furnish whatever clothing and supplies she
required, and a per diem to cover food, baby sitters,
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and travel expenses.'% In the end. she received other
things. including a refrigerator.!®! This was exacth
the agreement that Stonev (acting on behalf of
the Association for American Medical Colieges)
made with the white woman featured in A CON-
CEPT .. 103
Barnouw pointed out that the “communitv-rela-
tions” problem (the black-white issue and the
fact that the “southern povertv must not be ex-
ploited™) also affected the casting. "The midwives
were, of course. midwives. the doctors doctors, and
the nurses nurses. Most of the characters were plaved
by people of like social identity. But not the voung
woman (Marvbelle) who had her baby in the squalid
hut.”1% This woman was very definitelv chosen as
the “actress” to plav this role. Stoney states that she
was a student at Albany State College. a black, State
teacher-training institute on the edge of Albanv: he
found her on campus.!®” “Her husband was a Ser-
geant at the local airfield. Both were natives of the
North and moved back soon after the film was fin-
ished. She had given birth to a girl five vears before
we filmed (the child appears in one scene. late in the
film, when Marvbelle looks up at the incubator and a
child passes through the frame). At the birth, she was
so sedated that she remembered almost nothing, and
Miss Mary and I had to 'show her evervthing.’ Once
she got the basic idea of the character, however, she
was wonderful to work with."1% As Barnouw pointed
out, “At any rate, the point is that she was obviously
‘inventing her role.” whereas most or all of the others
were re-enacting their own roles in life."1% She had
the most dramatic role in the film. and it is impor-
tant, even though obvious, to remember that she is
not plaving herself in that role.

Hafner pointed out that 1da’s husband in the film
was not Martha Sapp’s husband."? Ida’s husband
was played by Will Colev, Miss Mary's oldest son, in
whose house they filmed the first birth. Ida's two
‘children’ were also Will Colev's. “Martha had wwo
bovs of her own which we decided not to use because
thev would have ved her down during the shooting
and fragmented her attention. We chose Will over
Martha's real husband because he was more immedi- -
ately available and we liked his appearance. Also, he
could get a more natural response from the children,
we thought. Finally, Miss Mary recommended this.
Martha seemed content with the arrangement. 1 do
not recall her ever mentioning her husband during
the filming. At the time of the birth he was at home
(across town) with his two voung boys. I do not re-
member his appearing at any time during the
filming.”!! That Martha's husband was not on hand
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Figure 3. People of like social
identity were chosen as members of
the cast; actual clinic patients and
‘staff members played themselves.

during the birth was not unusual. Hafner stated that
often the men were down at the bar with their
buddies when a woman was having her baby.!12
Stoney also recounted that it was the unusual hus-
band who hung around: “Most would walk out into
the fields a mile or so, or down the road to the store
where they would wait for word.”!!3

Most of the other members of the cast are clearly
“playing themselves.” There were, however, a few in-
stances in which it was necessary to cast a person in a
role. The man playing the clinic doctor was actually
the health officer in Albany. The reason he was cast
in a different role was that Stoney had originally
wanted a black doctor to plav that role of the clinic
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doctor. The health officer said that there was onlv
one black phvsician in town. and he didnt have a
good reputation. So the midwives. “being traditional,
would have thought that they were getting a second-
rate doctor. Or. ‘What's the matter: aren’'t we good
enough to get a white doctor:” "t!* This is just an-
other example of how wwisted the racial problems
could be. “We had someone else give the health of-
ficer's speech. someone from the city hall. the citv
treasurer, someone like that.”!'!® The clinic scenes
were all re-enacted. but the “same people, mothers
who were coming to the clinic. were in the film. !¢
Stoney had learned not to try and combine two
things at one time, such as clinics and filmmaking,
during the production of PALMOUR STREET. The
nurse had been having a hard time getting the
mothers to bring their children in for inoculations. so
she thought that the fact that they would be able to
be in a film might be a drawing card. Consequently,
there was bedlam, and neither the clinic nor the film-
makers were able to function properly, each shot
someumes taking two or three hours to set up.
Stoney was forced to reshoot the entire sequence
with a completely different group.!!7 In spite of the
re-enactments, Galbraith stated that he felt the film
was true to the sense of community at that time.'!8

SHOOTING AND EDITING

The shoot lasted about ten weeks, beginning a week
after New Year's and ending in March. As men-
tioned above, the first sequence shot was the birth of
the baby of the woman who was originally intended
to play Ida. Even though they were unable to use
most of the footage shot that da\ in a sense, it was a
lucky break for the crew in that thev had a “dry run,”
s0 to say, and were better able to set up the cameras
and lights for the second go round.!'® When looking
at the rushes of this first birth, “we realized we would
have to modify our design to compensate for the dif-
ferent shutters in the two cameras [one a Mitchell
NC, the other an Arriflex]. We also had to avoid
harsh shadows which tended to make the delivery
area look untidy and not as spick-and-span as we
wanted.”"120

Stoney also found that he was not getting the
exact type of footage that he would have liked to get
from Peaslee Bond’s work. Stoney wanted low-key
lighting, but Bond was very afraid of under-expo-
sure. “He was a very persnickety cameraman. He
never knew whether he got the shot. He would test
and test: a head test, an end test, and a scratch
test.”!2! It was the assistant cameraman’s job to do all
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of these tests and to load the film in the magazines, as
well as check for scraiches and dirt. Galbraith also
mentioned how fussv Bond was but did sav that the
tests were worth it. If there was something wrong
with the film. the lab would know it right awav and
process the film differentv.'** Thev were using
1.000-foot roles of film at the ume. Galbraith saved
the short ends of the unexposed film instead of
sending them in to be processed. This saved a hude
bit of monev in the processing and enabled Galbraith
to use the {ilm to document the entire production
process in still photographs.!#

At anv rate. Stoney discussed the camera work
with Bond but was still not getting the results he
wanted. He wanted overcast davs. but Bond wouldn't
shoot on overcast davs. Stonev remembered going to
see a film with Bond in which there was a verv fow-
key sequence (the film almost certainly was A PLACE
IN THE SUN.'"?* released in 1951, directed by
George Stevens, photography by William C. Mellor),
Stoney told Bond what he wanted. but Bond was still
skeptical because he had been working for vears
doing commercials and industrials. Stonev stated that
he didn’t want to take the chance and lose the film. so
he deliberately called another cameraman in New
York, making sure that Bond could overhear him.
The next morning, “l woke Bond up and said,
‘Here's George with an overcast dav.” That day we
went out and got the plowing sequence. After I had
showed him how much I liked the low-kev stuff, he
couldn’t stop.”'®® But it took that kind of urging on
Stoney’s part to get what he wanted.

The entire film was shot on Dupont Superior #2
film, which is comparable to Panatomic X, with an
ASA of 25.1% “Bond tried o be faithful to what the
situation was when he was shooting. In many of his
other films, he tried to make them a litte too pretty.
He was not as dramatic in his hghting on this film.
He shot on more of a one-to-two ratio, with a trans-
parency in his shadows. than say a one-to-four ration.
In his other films, he tried to show more of a softness
than in this one.™#’

The slow speed of the film is the reason that many
of the scenes required augmented lighting. “We had
only one ‘5K (5,000 watt light), which we used mostly
to simulate sunlight shining in windows, etc. Other-
wise, it was too cumbersome to use except in the
bigger sets, such as in the Health Department scenes.
What we did use were lots of Mole—Richardson 750’s
which are far more controllable and enabled Bond to
do the subtle lighting he did."'?® Galbraith men-
tioned that they used Bardwell McAllisters, smaller
“inkys” (100—-200 watts) for highlights in the eyes.!?®
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Figure 4. Actual clinic nurse and health official who is plaving clinic doctor stand by as lights necessary for
the slow Dupont Superior 2 film (ASA 25) ave arranged.

The cameras used were a Mitchell NC (Noiseless
Camera) and an unblimped Arriflex. When the
sound truck (which was rented for “almost nothing”
from the Center for Communicable Disease Control
in Atlanta) was used, the Mitchell was connected to-a
sync generator, and the audio was taped on two-inch
tape.'3® The sound truck came with a two-man crew
{Brown and Winn) and was on location for about two
weeks. “We had planned 1o shoot some of the birth
sequence in sync, as much as possible. But, since the
first ‘Ida’ had her baby right away, the sound truck
wasn’t even down yet. Of course, right away we knew
we couldn’t shoot the actual birth itself in sync be-
cause the Arriflex made too much noise.”!3! It would
simply have been too much of an intrusion. So, the
first Ida’s having her baby right away changed the
whole arrangement Stoney had set up for shooting
the different scenes. It was then decided to film one
of the clinic scenes, the Marybelle cabin sequence,
and the scene when Marybelle and her husband visit
Miss Mary for the first time in sync.

Everytime they set up for a scene, they had to

have the Rural Electrical Adminmistration” put in an
extra transformer (or “pot”) outside the house, or
site, to get extra light. It was the kind of thing that
any construction company does when it is construct-
ing a house or needs extra power. "It was very rou-
tine, and we didn’t have anv trouble finding someone
to do it. 1t cost 850 at the time. | think it costs about
$300 now."32 It meant that thev were able to run
their lines independently of the domestic connections
and. therefore, not run the risk of blowing fuses.
They had to pav for the installation of the pots and
the electrical fees.

The film was very carefullv scripted and was shot
to the script, in terms of sequences. “Very often it was
shot in the actual wav the sequence developed —for
example, the morning sequence when Mary began
worrying that something wasn't clean.”'** They did
the master shots and then the inner-cuts for close-
ness. “We decided only after we had done the bed
shot to do the shot where Miss Mary goes all the way
into the kitchen, turning each light on as she passes,
one after another. It took hours to line up the lights
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and then to have them go on exacty as she hit the
switch: we were velling. ‘Lights. lights!" "13¢ Peaselee
Bond was responsibie for the lighting and Robert
Downey, as the electrician, responsible for the
wiring.!3?

Except for the sequences mentioned above. all
other scenes were post-synced. live in the studio. in-
cluding Dr. Mason's narration.!3¢ »

The crew was on location at Marvbelle’s cabin for
at least one week. Stonev had located the cabin when
he went on a deliverv there with Miss Marv. about six
weeks before. He had assisted in that birth by
holding two oil lamps at the end of the bed. The
cabin was very much the same as was shown in the
film. “It was rough, and five people lived in it. The
family moved out every morning and moved back
every night during the time we were shooting."t%7
They had no electricity and had to have a line run in
from the road to film. “We put in that window so that
we could have a justifiable light source. They didn't
even have windows; they only had shutters.”!? Gal-
braith pointed out that the things in the cabin were
all probably already there but may have been rear-
ranged a bit to suit the cameraman or the director, so
that it would give a sense of “reality.”!3®

In spite of Stoney's “long and careful community-
preparation, he had his anxious moments."!4? Bar-
nouw recalled hearing of an incident about the time
that shooting was to begin: “Someone in the village
said to the expectant mother, ‘So you're the one who
is going to show her bottom to the cameras.’ or words
to that effect.”! Galbraith remembered the incident
as taking place in the clinic, when Martha was going
in for a regular check-up. “I believe the woman who
said something like that was named Nurse Slappy.
Martha walked out of there, and we almost lost the
film.” Galbraith went on to explain that it took a tre-
mendous amount of very careful, intense work on
Stoney’s part to smooth out the situation. Galbraith
also stated that he thought the clinic nurse may have
been participating in the film under protest; “There
was a certain bias there.”'*2 Somehow Stoney man-
aged to “salvage the situation.” Galbraith suggested
“it was the way he handled people on this thing; it
required great skill.” He stated that it was about then
that Stoney bought the refrigerator for Martha;
“That may have greased the situation, but I am sure
that he planned to give her a gift at the end anyway,
but she got it then, under the circumstances.”!4? Ac-
cording to Galbraith, Stoney said he “told the people
in the clinic, if they lost Martha Sapp, a $30,000 film
would be lost and that they would be the cause.”!44

There was another disagreement involved in the
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filming and post production. concerning the stll
photos Galbraith shot while on location. "1 shot this
stuff because 1 wanted to do it. George didn't object.
and I thought that mavbe I could make some monen.
extra moneyv. | didn't do that. but I got carried
awav.”1% Galbraith stated that he had a disagreement
with Stoney about compensation for the photo-
graphs, and looking back. he considers it a mistake
on his part. Considering that Stonev had to sell some
property to finish the film. it is understandable that
he didn't have anv monev left over 1o compensate
Galbraith for his extra work. Nevertheless. the pho-
tographs are an excellent document: with a good bit
of time and diligence, one could probably piece to-
gether a much more accurate reconstruction through
an analvsis of the nearly one hundred contact sheets.
However, Galbraith pointed out that he was “looking
at the situation as a photographer who was trving to
get the most pretty picture,” and not as an editor or a
documentarian.!*6

THE BIRTH SEQUENCE

The birth sequence. perhaps the most striking, vet
sensitively handled scene in the film. indicates
Stoney’s skill as a filmmaker as well as his ability to
work with and communicate with people. As dis-
cussed earlier, the crew had, in one sense, the good
fortune to have the opportunity to shoot a “practice”
birth, when the woman originally chosen as Ida had
her baby sooner than planned. Because of this expe-
rience, they were better able to set up for the next
birth. “I knew that we had to reduce the shock to the
midwife audience, because I knew that we were
showing something on the screen that they were used
to pulling down the shades on. That was their atti-
tude toward childbirth: it wasn't the open thing that I
showed in the film. in terms of most midwives. So this
was reflected in the way we changed the lighting. 1f
you look at it, vou'll notice that the first time you see
the vaginal area, it is in deep shadow. The second
time you see it, the light is up a litde bit, and then the
next time a little bit more.”!*” The way that this was
done was by plugging in one light after another. “It
was all planned. I'm not too sure how conscious it
was; it sounds almost too pat now, but I wanted the
feeling that 'we're seeing the vaginal area,” but you
don't really see it the first time. The next time, it's
something that you've already seen.”!8

Most of the shots concerning Ida and Aunt Mattie
getting ready for the birth were shot two weeks be-
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fore the birth.!* Thev had an extra pot installed out-
side of the house. and it staved there until after
Martha had her babv and thev completed the job.
Thev did most of the cutawavs. such as the table set
up for the midwife and the clothes and crib all ready
for the baby, beforehand. Galbraith stated that thev
spent almost a dav on the shots of the stove. alone. 13V

When asked about feeling intrusive. Galbraith
mentioned that they had been working with these
people for sometime before the birth. It had taken a

while. but soon each group began o trust the other.
Also. by the ume Martha had her baby. the crew had
been set up in the house for over a week, so they
were comfortable together. "We were all sensinve
about mtruding on the lives of people to begm with.
but after a while we began to know them and they
began to know us. After that. the sense of sensiivin
relaxed and we were no longer walking on egg-
shells. 131

The first part of the birth sequence—midwite,

Figure 5. Midwife Miss Mary
Coley preparing for the birth.
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Figure 6. Miss Mary coaches Martha Sapp during labor.

aunt, and mother all preparing for the birth—was
shot in the davs preceding the birth itself (including
Ida and Miss Mary patiently waiting, pacing). The
scenes with the father and children were also shot
during this period. One indication of the shots taken
on different days and then intercut is an insignificant
continuity error. Aunt Mattie’s hairdo is not the same
on the day of the birth as the shots taken beforehand.
It is important to point out that very few people
would ever notice this slight difference. and indeed
the filmmakers didn’t notice the problem until thev
were editing.!5?

As discussed earlier, two technical advisors were
on hand to supervise the filmmaking. Galbraith men-
tioned a conversation he overheard that indicates
some of the thought and preparation that went into
the decisions of the filmmaking concerning the actual
medical end of the birth. “There was a little debate
about whether to wash the vernix off the babv soon
after the birth or leave it on. It was a tinv point, but
very important for the film. The decision they made
was a medical decision. based on whether it was cor-
rect.”’3® Stoney clarified the dispute. “which was over
the practice bv most doctors, nurses and midwives—
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including Miss Mary—of washing the vernix off the
baby soon after birth. Miss Mitchell said this was not
onlv not necessary but that there were advantages in
leaving the vernix .. . better for the baby's skin, (‘'na-
ture's cold cream’ she called i1). and less risk of the
baby being exposed to chills from the hot water and
cold air. Miss Marv agreed there ‘'might be something
to that and so did not wash the new babyv immedi-
atelv. But before she put on the prepared clothing
and weighed it. etc. (as vou can see), she had bathed
the babv. And. I noted. she continued this practice
with other deliveries when Miss Mitchell was not
present.’ 13

The decisions of the technical advisors can also be
seen in the sequence after the birth when Aunt
Mattie brings a plate of food to Ida, and she actually
eats some of the chicken. as well as sharing it with her
“daughter.” in an attempt to point out that (1) it is
important to eat the correct toods and (2) 1t is also
important 1o include the other children. paving at-
tention to them and therebyv avoiding feelings of sib-
ling jealousy.!5®

The birth was shot with two cameras: Peaselee
Bond was on the Arriflex. located at the foot ot the
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Figure 7. Newborn baby moments after birth.

bed. looking into the vaginal area. Galbraith was on
the Mitchell, with its much greater magazine capacity
(1,000 feet verus 400) and smoothness of movement
(on a heavy Akeley wripod with a good O'Connor or
Warrel head) shooting “all those marvelous pans-
down from Ida’s face to the birth area.”1%®

As mentioned earlier, the birth was shot without
sound. “The idea of leaving the birth silent was sug-
gested by Sylvia Betts in the editing. At the time of
shooting, we assumed we would be post-syncing and/
or adding music. We didn't take svnc, partly because
of the noisy unblimped Arriflex, but also because we
couldn’t afford to keep the sound crew and truck on
location the full time.”'37 Stoney also pointed out that
the decision to have no sound became part of the
narrative structure of the film; to have the first

sound be that of the baby crving lent emphasis.!>%

Also, Applebaum mentioned that he thought it
would have been pretentious to have music
throughout the birth. He pointed out that, as this was
meant to be a teaching film, they may have consid-

ered that anv teacher would probably be talking and
pointing things out to the students throughout the
birth.13%

Hafner. going down to Albany 1o meet Miss Mary
and talk to her about childbirth. had one important
question to ask her. from the students at Brooklyn
College: “Why wasn't there anv sound during the
childbirth™> Hafner pointed out that the students
thought this was an important part of the documen-
tation, that most women cried and screamed a lot
during childbirth. in their opimon. and to leave this
part out was misleading.’® In looking at the film
carefully, vou can see Miss Marv talking o Ida, even
though there is no sound. Hafner's students had
pointed out that vou see Ida grnmucing in the film.
Hafner recalled Miss Mary explaining that the way
Ida was grimacing might be understood as something
similar to the way men who are rowing a boat may
grimace when thev are pulling back and straining
their muscles. But they are not necessarily screaming
in pain. Hatner quoted Miss Marv as saving, “When
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Figure 8 Miss Mawy bathes baby
m sequence shot a few day followmg
the bivth.

my ladies are having their babies, thev are rowing out  babv: when Miss Marv goes back to Ida's to check up
their babies. They are knowing what they are doing, on the babyv and mother and redress the umbilical
what muscles they are pulling, how they are doing it: cord. when Ida goes back to the clinic for her check
They are not going to waste a single bit of energy up. and at Miss Maryv's house at the end of the film.
screaming or hollering or checking on a muscle or  There was one other sequence that was shot after the
something.”'®1 Hafner did mention that had there birth. that of the baptism. Stonev described all the
been a sound track included in the segment. Miss extra effort the cast and crew put into this sequence,
Mary said a viewer would have heard Ida's breathing. only to have it dropped during the editing. The idea

Three sequences were shot after Martha had her was thought up at the very end of the shooting, and
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Figure 9. A still from the baptism sequence which was cut on vecommendation of
editor Sylvia Betts to avoid “a colorization which was a white pevception. It wasn't
teaching midwiveny.” The footage was donated to the Museum of Modeyn Art, New

York.

the crew had all agreed to work for nothing, to shoot
this last scene. Because Miss Mary's church did not
have enough light, another church offered to let
them use their building. They borrowed another
baby, because Martha's baby was too young. All the
people in the congregation showed up, filling the
hall, many “dressed in white and all the singing vou
can imagine; it was great.”!6? It was Sylvia Betts who
convinced Stoney not to use the sequence. “I do re-
gret not finding a use for the sequence, but have
never thought it should be used in this film, not since
_the decision was made to cut it.”'%®* He paid for the
storage of the outtakes for many years, and then do-
nated most of the material to the Museum of Modern
Art's Film Deparunent.!64 ‘
Sylvia Betts deserves a good bit of credit for the

wav in which the material was handled. Stonev men-
tioned a number of times when her fine eve made the
difference and the decisions. One of the main deci-
sions she helped make was the elimination of the
bapusm sequence. “We got it into rough assembly,
did one rough cut, and then Sylvia said to me,
‘George. it won't go. You have heightened these -
people. You have shown them so that I don’t think of
them as Negroes, but just people. But here you have
them, darkies patting their feet in church. "5
Stonev said she was right: “It was a coloration which
was a white perception. It didn't belong in the film. It
wasn't teaching midwifery."166

Betts also saw the continuityv error with Aunt
Mattie’s hair, but she pointed out that thev had to let
it go. She edited as though it wasn't even there, real-



izing that there was nothing thev could do. Stoney
worried and worried: then Svivia told him not to
mention it. saving, “It’s s0 exciting: no one is going to
notice.”1%” And. of course. that is true: Stonev’s stu-
dents never noticed it until after he mentioned it.'5®

Stonev also gives Betts credit for much of the
pacing in the editing. The film moves slowhl during
the birth. giving the feeling of waiting for the baby.
Because he had to include so much of the attercare
for the baby and so forth, Stonev had to pace the film
so that the birth was not the climax. "Svivia picked
that up and she was so sensitive. She took a verv long
time editing. and she warned me. saving. "This 1s the
first time that I have gotten mv hands on material
that is so special and ['m not sure how I should edit
it. but I'm sure that it is going to take me a long
time.” 169 Stoney emphasized that all of that silence
broken by the baby's cry was Sylvia's idea. “We didn't
want to put in a narration. | had seen the midwives
enough to know that they would be coaching the
mother, audibly, at the time. I was onlyv thinking of
them as an audience then. We decided that ending
the silence with the baby’s cryv was the most dramatic
thing we could do, and it would help force people to
concentrate on what was happening on the screen.
Otherwise we would have had to record all kinds of
post-sync stuff, and we had no facilities for post-
syncing.”'’® The post-synced scenes in the movie
were done live in the studio.

The exposed film was sent to the Precision labs in
New York for processing and then back to Albany,
where the crew would screen the rushes in the
morning at a local theatre in town. Stoney arranged
the material in rough assembly and then enlisted the
help of Betts to edit. Stoney and Betts edited at Stick-
land Lab in Atlanta, with only a cutting room. an
upright movieola and a portable projector. They had
finished the shooting by March. Betts began editing
in April; the first rough cut was ready that summer
and the answer print by late in the fall of 1952.171

MUSICAL SCORE

After the editing, Stoney had almost no money left.
“I had taken so many chances that I wanted to do just
a conventional score, with violins and so forth.”!72 He
had contacted Louis Applebaum earlier to work with
him on the score. When the film was ready for the
music, Stoney contacted Applebaum again, and they
met in Washington, D.C. After seeing the film, Ap-
plebaum told Stoney, “It’s the human voice or
nothing, You've become so close to these people that
I don’t dare use anything else.”!'”® Stoneyv plaved
some of the midwives’ songs he had collected, but,
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again. Applebaum said. "That's not going to work ei-
ther. You have heightened these people
stvlized them. If vou put that absolutelh naturahstc
music against it. it's going to be out of rhyvthm. Just
the wav that vou have lit all of this. so that things are
so bright and formal. What we need 15 a well-tramed
amateur choir.”!"* Stonev found the Musical Art
Chorus in Washington. made up of about 30 grad-
uates from a black high school outside the citv. Thev
had reformed after graduating. under the direction
of Othello Wilson. Thev sang semi-professionally,
each summer going on a tour of a number of Cana-
dian cities. making just enough monev for the gas.
“but it was certainly fun.” Stonev heard of the chorus
through a friend. and Applebaum agreed that they
would do the job. “Louis selected some of their
numbers and rearranged them and 1 rewrote the
Iyrics, such as ‘Evervthing's ready for the baby.” The
midwives had done that. taken hvmns and made up
words, so that was in their tradition.”!™ Applebaum
stated that when working with a “foreign idiom.” as
this certainly was for him. he would do research intwo
the folk music of the area. In this case. it was black
spiritual music. “The music is much more likely to
reflect me than them, however. I would sav it is more
abstract than documentarv, with the influences from
my character.”!76 Miss Mary does sing one of her
own songs, however: in the scene when she is walking
home at night. we hear. in a voice over. Miss Mary
singing:

All the way, all the way,

Lord, I'm willing to run all the way.

If I stumble on mv wav. don't be angry,

stav

Lord, I'm willing to run all the wav ...

One of the hardest thmqs in writing music to film,
according to Applebaum is deciding when to write
music, and when to stop. "It must be appropriate and
maintain the natural quality. You must remember
that vou are writung onlv for film and to please the
producer, not for prosperity and not for a concert
audience.”!”8 In his preface to the script of THE
FIGHT FOR LIFE. Lorentz wrote to Lous Gruen-
berg on this same point: “I feel strongly that there
must not be enough variation 10 interrupt the mood,
and where such unvaried music would be intolerable
on the concert stage, here it would be noticeable to
such a degree that you would think more of the pic-
tures than vou would of [mv] man thinking about
death ... we had to take one phrase of music and
repeat it because repetition was better than develop-
ment.”179

Applebaum stated that thev “tried to reproduce
that maximum human quality and warmth” that he

Jhvou hove

let me
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had heard in the church in Georgia.!'®" He had
written the music to the visuals. fitting it to the ume.
with a stop watch. “Louis is a very professional
person. We had given him the footage. feet. and time
and he wrote to that."!8!

The choir had to come up to that professional
standard. and thev had never done that before.
“When Louis came back with the score. we found out
that the onlv person in the chorus who could read
music was the director, Othello Wilson. Wilson said
that he would have to sound out everv beat for them.
but Louis didn’t turn a hair. He knew that he was a
professional, and he treated them as though thev
were, and thev came right up to his level."!82

The chorus learned the music by rote. and they
recorded for two entire evenings. when it should
have taken onlv a4 few hours. “I remember one of the
solos recorded, about twelve o'clock at night, and the
woman who was singing, just standing there with her
baby sleeping over her shoulder. It was a great expe-
rience.”1® Applebaum stated that he thought the
music may have added an emotional dimension to
the film; “It could be called highlighting.” He added.
“As Stoney is a conscientious filmmaker, the film was
made with great love, "84

EPILOGUE

The film was distributed by the Center for Mass
Communication at Columbia, under Erik Barnouw;
Dorothy Oshlag Olson was the manager. Having
screened the film for a group of naval medical men,
and seeing them laugh and take the film out of con-
text, Stoney had the distribution limited to “restricted
audiences.” He didn’t want to take the chance that
these people he admired so much, and who had
trusted him, might be misunderstood by an insensi-
tive audience. '8

In asking if the Center for Mass Communication's
Board would approve the distribution of ALL MY
BABIES, Olson wrote in her memo of 4 February
1953 to the Board, “The distribution will be re-
stricted to professional use: doctors, midwives,
schools, health departments. Through a series of
showings, the Center for Mass Communication hopes
to enlist the interests of public health medical and
nursing groups in this country as well as the WHO,
UNESCO, MSA, the State Department and other
agencies who may be in a position to assist foreign
distribution. The distribution will be financed from
the Public Health Revolving Fund.”!8 The Board
approved distribution of ALL MY BABIES on 22
April 1953.187

In her February memo, Olson had pointed out

that “Medical men from India and Pakistan who have
seen the film feel it will have enormous value in these
and other foreign countries. ¥
Among the foreign sales were the following
Ministrv of Health. Bangkok. Thailand (per
L.S. Dept. of Commerce)
WHO Medical Office for Sevchelles. Indian
Ocean
Ministry of Health, Caracas. Venezuela (via
Pan American Santtary Bureau. WHO)
Medical College. Goteberg. Sweden
Ministry of Health, Panama (via UNICEF)
Ministry of Health, Rio de Janeiro. Brazil
American Embassv. Beirut, Lebanon (for
Point 4 Program)
American Embassv. Monrovia, Liberia (tor
Point 4 Program)
Ministry of Health. Guatemala (via UNICEF)
Ministry of Health, Costa Rica (via Pan Amer-
ican Sanitary Bureau. WHO)
Ministry of Health. Brinsh Honduras
Ministry of Health, Tanganika. East Africa
(via UNICEF)
In addition to these were health departments, med-
ical and nursing schools in the United States. and sev-
eral police departments. notably in Massachuseuts.!8?
It is interesting to note that the reasons the film
was so valuable in other countries mayv not be the
same reasons for which it was produced. As men-
tioned before, Olson considered the film a pioneer in
promoting healthy atutudes in the medical profes-
sionals toward the midwives. Indeed. Barnouw noted
that the “beautiful brochure designed by Dorothy
Oshlag (Olson) with Miss Marv’s picture on the front,
was very carefullv written to make clear that the med-
ical profession was not endorsing the existence of
midwives, who were considered a temporary and un-
fortunate necessitv."!%" The differences in the use of
the film were pointed out by Stonev. “The Minister
of Health in India had come 1 Georgia and wanted
the film for his country. I said surely he wanted to
translate it. but he assured me that all his doctors and
nurses spoke English.” Stoney pointed out that the
film is for midwives. The Minister of Health said,-
“No. it's for my doctors and nurses. My problem is
that the midwives are looked down upon by the
doctors and nurses. I want to show them that in the
United States, where theyv have very fine medicine,
the doctors are not ashamed to work with the mid-
wives."191 Stoney said that he didn't have the heart to
tell the Minister that here they are often held in con-
tempt by the U.S. medical establishment as well.
Barnouw also mentioned that many of the tech-
niques shown in the film were unavailable in the for-
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eign countries. such as saving newspapers. Also. cer-
tain segments of the film didn't applv to the wavs in
which children are born in those countries. such as
the scene in which Miss Marv tells Marvbelle to get
up off the floor. implving that the birth must not
take place on the floor. “I gathered that in a number
of countries, most babies are necessarily born on the
floor.” Problems like these prompted the decision
distribute the film abroad with a magnetic strip. so
that any country could add its own narration. not
only solving the language problem. but also making
further adaptation practical.’®?

One of the best things that ALL MY BABIES did.
according to Stonev, was to show the doctors in the
South that, if thev worked with the midwives, thev
could get a variety of chinical experience that thev
couldn’t have received otherwise. “They would be
working with people who could teach them some-

thing. and it was one of the best things 1o come trom
the film. that the group of doctors wilhing to take the
assignments in the clinics improved. A lot ot vounger
doctors began to take those assignments,” ™

Under the arrangements with the Center for
Mass Communicauon. all mcome from the sale or
rental of the prints was remvested v a revolving
fund. which was spent to promote thew wider use in
health education. None of the monev was returned
to anyv individual involved.'™ Untortunately, at least
one of the members of the cast was unaware of the
arrangement that the Georgia Department of Public
Health had made with the Center tor Mass Commu-
nication and, thinking that the film must have made
a good deal of moneyv for Stonev. contacted him on
that account. Martha Sapp. unaware that Stonev is
not the owner to the rights of the film. contacted him
shortly after receiving mv letter of inquirv about the

Figure 10. Martha Sapp, who played Ida, looks through the camera lens as her veal-life husband and director
George Stoney look on. Mary Coley’s son Will played 1da’s husband in the fibm.
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production historv. Apparently. the film has become
a source of contention within her familv. and she
asked Stonev if it were possible that she receive some
further income from the film. to help take her “out
of the slums.”% Of course. considering the arrange-
ments for distribution. there is no wav in which
Stoney can enable her to obtain anv monev from the
film. He did offer to help her out of her “financial
emergency” with a personal check. However. he
specified that he must receive a letter from her veri-
fving that it would be a gift from a friend and not
associated with anyv pavment for services. "It is not
unusual for people who have worked in documen-
tary or educational films to think that thev make the
kind of profits earned by Hollywood films. There
was just such a misunderstanding with some people
in Ireland a few vears ago when 1 was making a film.
But once they spoke to me about this, and once we
had a chance to talk it out, we renewed our friend-
ship and remain good friends to this day."19 It is
certainly hoped that once again, the martter will be
cleared up. as Stoney has maintained a friendship
with Martha Sapp over the vears, having been down
to visit her recently in Georgia.!%

“If the film is not as well known as it should be,
this is largely because the rules under which it was
made and distributed limited its use to ‘professional
training.” An exception was made after much
pleading, for the awarding of a Special Flaherty
Award, which was presented in New York at a
screening of the Cinema 16 film society.”!%8 The
award was given to the best film made in the “Fla-
herty tradition.”!*® In discussing the idea of docu-
mentary, Stoney pointed out that their idea of docu-
mentary was very different then it is now. “At that
time in documentary history, we never asked the
questions about re-enactment. It was just a movie. |
just assumed that everybody knew that a movie ‘was
made.” We never thought that re-enactment was
‘faking’; we were just making a movie. It just shows
how naive we were and how ready to, in effect, kid
people. We didn’t have the idea that we were ‘docu-
menting’ something. ALL MY BABIES was docu-
mentary in the way that Flaherty re-enacted the
building of the igloo and the way Grierson had de-
fined it, as the ‘interpretation of reality.” 200

The Flaherty Award (a City College award of that
period, 1960) that year went to a film about the
climbing of Mt. Everest. “I believe the committee
wanted to give it to ALL MY BABIES but couldn't
because it seemed at the time that the film could not
be shown at the award ceremony. So the Special Fla-
herty Award was invented, and a special dispensation

finallv arranged (after much pleading with the
(remqm Public Health Department) to permit s
screening.?’! Miss Mary came north. and at the re-
ception dflCI the screening. the crincs (Bosle
Crowther et al.) sat at her feet,

The film contnues to carrv on the wradition of
teaching the "most important qualities ot bringing
children into this world™ and “celebrating child-
birth.” “Since the Cemer for Mass Communication
closed down several vears ago. the State of Georgia
has continued to use the film from its own library of
prints for health-educational-related purposes.
There is also an agreement with the Museum of
Modern Art which circulates prints for purposes of
film study. If there is anv income trom either source.
it would be received bv the State of Georgia, the
film’s title holder.™#03

ALL MY BABIES mav be seeing another reju-
venation, by the parents of today who would like to
have their children born at home. Ms. Olson has
mentioned that she would like to show it 1o a group
of voung parents in Bratdeboro. Vermont which is
interested in the practice of midwifery 2™

So, Miss Mary's teaching carries on. ... @
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