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MATT DILLON: It’s really a pleasure for me to be here with you, Bruce. The first time I met Bruce was I think in 1985 or ’86 and he was nice enough to have me up to his apartment to look at some of his work and talk about his work, because it had a deep effect on me. That was interesting, Paul, the same for a quarter of a century, I’ve been a fan of your work and especially, especially the stuff here in New York had an impact on me, the visceral work that you did with the gang series and the East Harlem series and the subway photographs, and you were so gracious to take me through all of that work when we first met, and that work, really, there were two photographers for me as a young man, you know, as a young actor, really, and photography influenced me as an actor. I don’t think Howard Greenberg would like this too much, but I Xeroxed pictures from one of your books and put them on my wall when I was doing Drugstore Cowboy, you know, some of the pictures of the gang series and those images have been with me for a while. In fact, I have some friends here, a friend of mine that’s an artist and she was telling me about how this photography has been with her in that same way for all these years.

And so I guess, you know, I want to turn this over to you, I don’t want to make this—you know—I really want to hear about. Okay, I have this remote here which we can run through your photographs, and I have to be careful that I don’t get too swept up in the images, and then I just become like everybody else looking at these wonderful pictures. But I think the first thing I’d like to start off is how you—how you—what was it that made you decide to become a photographer in the first place?
BRUCE DAVIDSON: It was because I was a lousy basketball player. (laughter) I was short and not that, well, kinetic, but I was fortunate, because while I was waiting to get back into a game, my friend Sammy Nichols came by and said, “Do you want to see developing in my basement?” I said, “What’s that? What’s developing?” “Come on.” You know, two kids, I was ten years old, Sammy was eleven. And went into this dark, dank Midwestern house, and I saw a red light and then I saw some what I thought was water in some of those enamel trays.
MATT DILLON: Good you didn’t drink any of it.

BRUCE DAVIDSON: No, I didn’t drink of it, but what I did was I waited till light hit a piece of paper and it was put into a solution and an image came out, so out of nothing everything was coming out, so I ran home and my mother agreed to empty Grandmother’s jelly closet and make a darkroom for me, and that was the beginning.

MATT DILLON: Wonderful. Let’s, can we, there we go. Oh my God, well, this is the picture that I remember most from when we had met back then and where was this photograph taken? It was in New Jersey, right?

BRUCE DAVIDSON: It was at the Palisades amusement park in New Jersey and Magnum had one one of its editors who was an amateur trapeze artist and knew about the circus coming to New Jersey and knew that I would like to see it. Because it had a white tent, and you could photograph inside, it wasn’t dark. So I went there on the bus and I stood there, it was slightly raining and met, had a confrontation with Jimmy Armstrong, the dwarf. I didn’t want him to dwarf, I didn’t want him to clown, I just wanted him to be there in the moment, so I didn’t do anything except point the camera slightly towards him. So that—that had that rhythm and that meaning.

MATT DILLON: There’s Jimmy. Wow, that’s a great photograph.

BRUCE DAVIDSON: What’s important to me is going on and the dwarf photographs were made in ’58, later I had, in ’67, after I finished East 100th Street, I wanted to go to the Duffy circus in Ireland. My wife and I were newly married, and they allowed me to climb to the top of the tent and look down. And Emily, my wife at the time, and still is, (laughter) she held the strobe down below and I ran a cord down but she turned the strobe the opposite direction that it needed to be turned. So I wrote a note, “please turn strobe to the left,” and I tore a piece of paper off and it fluttered down, and she looked at this fluttering piece of paper with an instruction like it was a religious entity.

(laughter)

MATT DILLON: She had no idea where it was coming from.

BRUCE DAVIDSON: Right, right, right.

MATT DILLON: From the heavens above.

BRUCE DAVIDSON: She just knew that we were on our honeymoon. Of course even the fact that I took a young bride to Ireland to travel with the circus, it doesn’t sound too romantic.

(laughter)

MATT DILLON: How long was the honeymoon and how long was the—

BRUCE DAVIDSON: The marriage is still working.

(laughter)

MATT DILLON: The marriage is great. But so you know that’s one of the things really that’s interesting. A lot of people go out, you know, photographers, and those of us who are amateur or photo takers, and go out and take pictures, but you go out often with a game plan, and you’ll start—you look at something more conceptually, like, and I wanted to talk a little bit about that. Like, I mean, for example, the circus thing that you did here, that was—how much time did you spend?

BRUCE DAVIDSON: I traveled a couple months with the Clyde Beatty Circus. I sat. Hugo Zacchini, the cannon man, allowed me to ride in his truck with the cannon.
MATT DILLON: Oh, wow.

BRUCE DAVIDSON: So I focused mostly on Jimmy Armstrong, because I had a relationship with him, and things take time with me, usually. I mean, that project was a couple of months, but I worked on things that took a couple years.

MATT DILLON: I think here we’re going into the gang series, which is a personal favorite of mine. I actually met—I met Bengie, who was—

BRUCE DAVIDSON: Leader.

MATT DILLON: He was the leader of the gang, and he recently passed away, but I know Emily had written a book about him.

BRUCE DAVIDSON: Yeah, Emily did something that was interesting. I photographed the gang, although they were just fifteen-year-old, sixteen-year-old kids. Lonely.

MATT DILLON: Can I ask what the age difference was between you and them?

BRUCE DAVIDSON: I was twenty-six at the time, and I felt that their feeling, their mood, their despair. Years later, years and years later, the leader of the game, Bengie, called me and wanted to get together, and Emmy said, “No, not without me,” and then they struck up a relationship that lasted about eight or nine years. And then her book was about the fact that Bengie’s mother was an alcoholic, and sometimes the father, who was also a drunk half the time, hard-working but drinking, she really gave information, gave information and reasoning, whereas my photographs were beautiful and sexy, maybe.

MATT DILLON: Mysterious.

BRUCE DAVIDSON: And mysterious and all that. But I didn’t know exactly how poor everybody was.

MATT DILLON: And how tough it was.

BRUCE DAVIDSON: And how tough it was. That came in her book.

MATT DILLON: This was Bengie later. When did you do this picture of Bengie?

BRUCE DAVIDSON: That was soon after we met each other again, and she and Emily. Every Saturday he would come over and she would talk to him. I was a little worried that I shouldn’t leave a gang, a notorious gang leader just out of prison, to my wife.

MATT DILLON: There he is back in the day.

BRUCE DAVIDSON: I have a darkroom in the apartment, so every Saturday I was printing.

MATT DILLON: You made sure of that, wow.

BRUCE DAVIDSON: Yeah. He was an amazing guy, really amazing.

MATT DILLON: Well here you are with them, you’re only, you’re about ten years older than them.

BRUCE DAVIDSON: But I felt them.

MATT DILLON: It’s clear that they trust you. They’ve developed a trust, and I wanted to talk about how you garner that, how you develop a rapport with a subject.

BRUCE DAVIDSON: It takes time, you have to go slow.

MATT DILLON: Well, your pictures have a real intimacy. Here, this is one of the pictures that I had—sorry, Howard—this is one of the ones I Xerox copied and put it on my wall.

BRUCE DAVIDSON: You can make a movie any time you want. (laughter) You can direct it now and—

MATT DILLON: It’s a great photograph. You were telling me when I went over to your place the other day, we were talking about how this series. How long did it take, how much time did you spend?

BRUCE DAVIDSON: With the gang?

MATT DILLON: Yeah.

BRUCE DAVIDSON: It was done over eleven months.

MATT DILLON: But you said it really started to cook. 

BRUCE DAVIDSON: In the beginning I met them because they had a rumble and the newspaper, Daily News, gave the address of where the gang hung out, so I went down there and looking at them, and I told them I’d take pictures of their injuries. So I took pictures in color of bandages, and they were very proud of their bandage bump, and then I just sort of hung out with them, I didn’t talk to them much, I watched, I listened, you know. But I didn’t want to become a gang member, I wanted to become an observer.
MATT DILLON: Right, right, sure. These are great and you were telling me about how these pictures were taken with the strobe. No, the bare lightbulb.

BRUCE DAVIDSON: Bare lightbulb, yeah. This photograph was made with a sixty-watt lightbulb. And the way I—They told me they were going to go down to Coney Island, okay, so I said, “Where are you going to hang out? They told me, so I took the day before that, I went down there to look at their place, and I saw that there were light sockets underneath the boardwalk, but no lights, no bulbs, they were all broken, taken away, so when we photographed at night, that next night, I had my little sixty-watt bulbs I’d screw in and it lit up. Without that I wouldn’t be sitting here.

(laughter)

MATT DILLON: So this is a sixty-watt. Again that guy up on the right-hand corner, I don’t know, I feel like I connected with that guy in one of the characters I did somewhere along the line, and this was another one of those pictures, sorry Howard that I Xerox copied, but it’s so great, and it’s that shucking and jiving, hanging out, and that’s Bengie deep, right?
BRUCE DAVIDSON: Yes, in the middle. And Junior on the left, he was an avid reader, he was an avid reader, whereas Lefty on the right, tattooed Mom and Dad, ended up in prison and died. The gang leader on the left rolling up his sleeves, Artie Giammarino is his name, he is a retired subway detective, undercover detective, today. Cathy died. 

MATT DILLON: That’s Cathy.

BRUCE DAVIDSON: She’s absolutely the Brigitte Bardot of Brooklyn.

MATT DILLON: Of the gang for sure.

BRUCE DAVIDSON: Yeah, she was the Brigitte Bardot of the gang.

MATT DILLON: This is another iconic photograph. These two groups they don’t look too happy to be together here.

BRUCE DAVIDSON: Yeah, coming back on a hot summer night from Coney Island you know you’re exhausted, and you know you’re going back to the neighborhood, back to the same life, you may not be able to articulate it in words, but you become very glum. I mean, back into the neighborhood, which I mean there were no facilities for these kids whatsoever.

MATT DILLON: Okay, here this—

BRUCE DAVIDSON: The Civil Rights Movement. I received a fellowship from the Guggenheim Foundation to photograph youth in America fashioned after my gang photographs. Someone told me there was a bunch of young college students challenging segregational law, so I went down there, not really knowing what it was all about, but I soon learned what it was all about, because I traveled on the bus, I was a bus rider, and from that moment on, for the next five years, I photographed many demonstrations, marches, people, whatever, over a period of five years.

MATT DILLON: Can I ask you what’s playing on that jukebox, do you remember?

BRUCE DAVIDSON: Well, that was something soul, soul music.

MATT DILLON: And this would have been—this is down in the South, you were on that trip.

BRUCE DAVIDSON: No, this is actually Chicago, which is the South for all intents and purposes.

MATT DILLON: So you’re from the South!

BRUCE DAVIDSON: Well, no, I’m from the White West, you know, but if you go to South Side Chicago, I went with a blues poet, we went to places that were absolutely gorgeous and this was one of them. 

MATT DILLON: Now, this is America.

BRUCE DAVIDSON: Selma, now we’re in Selma in 1965. And this family I photographed during the march, Malcolm march, and I went back, I have photographs of all these children twenty-five years later, and because of the law changing, the kids could be in good schools, and they grew up being, one is an agent for an insurance company, helping the farmers survive that way. All the stories that went back, which was very interesting thing to do. I found the same family.
MATT DILLON: Okay, you were telling me earlier there was a story you said about the KKK when you were photographing a KKK rally. Because I was asking you did you ever get in a situation where you felt like, “maybe I better get out of here.”
BRUCE DAVIDSON: Oh, yeah, with the Klan. The Klan was in town in Atlanta, and they were handing out leaflets. Meet, so-and-so farm on route so-and-so and be there by eight o’clock, so I went there. My Volkswagen bus with New York license plates. 

(laughter)

MATT DILLON: Not good.

BRUCE DAVIDSON: I’m one of those people that want to be really up close so I drove to almost where the cross was going to be ignited, but then there was a PA, over the PA, “New York license so and so, you’re too close to the fire.” With that I jumped in my little car and sped off and I just made it.

MATT DILLON: Any New York license plate, I’m sure that’s going to be a major red flag in one of those places.

BRUCE DAVIDSON: That’s an agitator, it’s what they called an agitator.

MATT DILLON: Can I ask you, did you ever, did you have any dialogue with him or were you observing.

BRUCE DAVIDSON: I wanted to stay kind of open, not in, and not Dr. King’s friend but his friend, but not without being close to him for any reason. A lot of people used that Washington March, exactly when he was making his famous speech. Viola Liuzzo, she was a white mother who lived in Detroit, drove her Oldsmobile all the way down south and was ferrying students that were on the march back to the dorm. 

MATT DILLON: And this is Viola.

BRUCE DAVIDSON: And the next picture, she—the Klan got wind that she was doing that and drove up alongside her and shot her through the windshield. As far as I know, this is the only picture of the car. I got up around four thirty in the morning, it was just getting light, and I one or two frames, and then the cops, the police walked, and they were walking toward me with their holster, or their pistol up halfway out of the holster. But you can see the bloodstains even though it’s in black and white.

MATT DILLON: The photograph you did of Viola on the TV set, that was done after—

BRUCE DAVIDSON: Yeah, that was done as a news item.

MATT DILLON: Wow, wow, incredible. This is really topical today, with everything that’s going on here.

BRUCE DAVIDSON: Mother Brown, I met her in Harlem. She had been born a slave, she was over a hundred and ten years old at the time I photographed her. She was on an outing.

MATT DILLON: And we’ve got the Statue of Liberty there, and here we seem to, that building’s still there at LAX.

BRUCE DAVIDSON: Oh, is it, that’s right.

MATT DILLON: You spent some time out there—what years did you do, you did a series of photographs.

BRUCE DAVIDSON: In 1964, Esquire magazine assigned me to photograph whatever I wanted in LA, in ’64.

MATT DILLON: You spent a lot of time with this lady here in the polka dots.

BRUCE DAVIDSON: Just walking around. But I hated the place.

(laughter)

MATT DILLON: Well, you’re a real New Yorker, of course!

BRUCE DAVIDSON: Well, because I don’t drive, so I was kind of trapped. But years later, I went back to LA, and that’s my new book, on LA, on the mountains, the foothills and mountains behind LA really intrigued me and I was able to photograph the back of the Hollywood sign. What the Hollywood sign sees is basically desert, scrub desert. 

MATT DILLON: Wow.

BRUCE DAVIDSON: See. So I was just in love with the idea of with an assistant going up the hills, and at one point I had to go down a rope to get to a spot to photograph. So that was another—I felt, oh, my God—

MATT DILLON: Another adventure.

BRUCE DAVIDSON: Another Ansel Adams.

MATT DILLON: Now, I want to take us back, we’re in Los Angeles, which is great, but I want to go back, this is the series that I just love, I think this is I believe East Harlem, 100th Street, and we got to talk a little bit about that, and I wanted to ask you what was it that made you, I mean, this may be one of your longer projects, right? Can you talk a little bit about that? Let’s go back to the street action.

BRUCE DAVIDSON: I was told that East 100th Street was in really bad shape, that was one of the worst blocks in the city in terms of living space, not in terms of spirit, but in terms of the physical, you know, run-down tenements. And one of the editors at Magnum had a relative that lived on the block, was a minister, so he set me up with and I met with the Citizens’ Committee, which was storefront, and they said, “Well, photographers come in here all the time, they take pictures, we never see the pictures, and also nothing ever changes.” And I said, “Well, I work a little differently. If you allow me to take a picture of a family of ten, I will show you beautiful a photograph can be.” And that’s what I did. And they allowed me. They gave me an escort at first, José Rosa, a young seventeen-year-old activist in the neighborhood, until I felt comfortable to go off by myself, which I did. It took two years.

MATT DILLON: Wow. And did you know it was going to be this kind of undertaking, or is it just something that evolved?

BRUCE DAVIDSON: No, I was just happy to explore. I didn’t have an agenda of any kind, to see the people, to try to come close to their pain and their passion.

MATT DILLON: I don’t know if that’s ten. Is that the family of ten?

BRUCE DAVIDSON: It’s a simple picture, it’s not going to win any prizes. But it means a lot to them. And word gets around. This photographer actually took all of us.

MATT DILLON: It’s interesting because you can see some of the people are very, very, they seem to have developed a trust of you. I mean, it’s an interesting thing, because I look at these pictures now, and I think about you were taking these pictures when people weren’t taking pictures. I mean, now, everybody who has a phone has a camera, right? And you know, these people seem to be really interested in having photographs.

BRUCE DAVIDSON: Yeah, they’re open. You see, word got around. Word got around that I was okay and I didn’t try to judge them, I tried to come close to them, and the large-format, 4 x 5 camera, allowed me to have a sense of being eye-to-eye with my subjects. There wasn’t any glib shooting, you know, there wasn’t any Leica or Nikons running around in there.

MATT DILLON: You see two people on the walls of many of these photographs, John Kennedy and Jesus at that time. 

BRUCE DAVIDSON: Yeah, that’s right. And Bruce. I kind of had a vision, also. But it was fun and it was even fun later years when some of the children became bankers and teachers, and 100th Street was renovated, but they also built in a large housing, so I don’t know exactly—

MATT DILLON: You talked about how you went back some time later. I liked the term you used, you said there wasn’t the tension that existed there, visually, that you had when you were there in ’66.

BRUCE DAVIDSON: One thing I did was I went to tutorial programs, I went to Women’s Health building on 106th Street, a dance studio, in other words, there’s many positive things that had grew out of the original East 100th Street manifest, and things changed. Things change anyway but I was able to photograph, come back because of the early work, and photograph a new school, a private school, all that. Those photographs I donated to the Union Settlement, they have all the prints. And the project was made under the auspices of one of the foundation places.

MATT DILLON: But it’s funny because you were talking about—you know, you were happy to see the progress that had taken place, but the photographs were almost too nice, right? It had changed so much.
BRUCE DAVIDSON: Yeah, I mean, the photographs I made later were beautiful little photographs but they didn’t have the sex appeal of the poverty, of a building falling apart.

MATT DILLON: But I love this picture, the layers and the depth here, you know, looking down, there’s a man behind the barrier, and there’s some street activity, and the couple here.

BRUCE DAVIDSON: I didn’t have an agenda, so I could photograph any way, I didn’t want to be just one thing, so every day was a new day, and I gave prints to people. That was important.

MATT DILLON: So you presented them with a print of this.

BRUCE DAVIDSON: Later, yeah.

MATT DILLON: Did they like it? What was the response?

BRUCE DAVIDSON: Yeah, yeah, I don’t think anyone did—

MATT DILLON: No one gave it back.

BRUCE DAVIDSON: I wouldn’t be here.

(laughter)

MATT DILLON: If they didn’t like it.

BRUCE DAVIDSON: I really was clumsy, I had a camera and a tripod and a little portfolio and a strobe, you know, I mean, what harm can this guy do?

MATT DILLON: So I mean what is the, I mean, I guess with a series like this, I want to ask you, you know, was there any, what about the photographs that maybe you didn’t take, that maybe I don’t know, that maybe there was, I don’t know, do you fee like maybe that was a photograph that I just didn’t feel was right to take?
BRUCE DAVIDSON: After a year I compiled quite a few photographs, and the Citizens’ Committee used those photographs to show the mayor and businesspeople that those people are really okay. They’re not going to run away from the money, they’re going to build, they’re serious. So the photographs became like a calling card for the community.

MATT DILLON: And this is one of the photographs that always stays with me and it must have been. I guess I want to talk about how you get to a point where people trust you to a point where they would allow you to take a picture this intimate of them.

BRUCE DAVIDSON: Well, José Rosa says he has a nephew or niece that would like to be a fashion model. So I said, let me make a fashion picture for your cousin, and I did, and I submitted that picture to Vogue, and I knew the people at Vogue, because in my early days, before I knew anything, I did quite a bit of fashion photography, (laughter) before I knew better. And so she ended up full page in Vogue.

MATT DILLON: Wow.

BRUCE DAVIDSON: I don’t know what happened to her, and I’ve asked José, and lives are fragile things, drugs come in, you know, things change.

MATT DILLON: Sure at that time especially. Well, they’re just such great, I mean for me, how much of the street has changed. I imagine some of those buildings have been leveled and made way for—
BRUCE DAVIDSON: A lot of them were leveled, they built some middle-class housing as I understand it. East 100th Street on the south side has been renovated completely, kitchens, everything, it’s very nice, but that is only one side. There was a vacant lot, a large one, and then they made it into a ball field, then they made it into a middle-class housing, so things change in East 100th Street.

MATT DILLON: Well, again, for me the composition is so great, here. This is Emily’s—

BRUCE DAVIDSON: Emily’s favorite picture.

MATT DILLON: Well, she said not her favorite picture, but—

BRUCE DAVIDSON: But one of her—the dog—

MATT DILLON: Because the dog really comes alive.

BRUCE DAVIDSON: In a large print, you see the dog very clearly and I wasn’t going to stick my hand under that bed and take that picture away.

MATT DILLON: Poor guy. Well, yeah, I guess, you know, I mean, for me, I look at this. What was the defining moment for this series? I mean, you know, that made you say I want to do this? Was it the comparison to Calif—
BRUCE DAVIDSON: Almost immediately because I was interested in the sense of space, scale, you know, I was interested in being able to see out a window and find out what the window has, all kinds of things that could hold still. Remember, I was working with a 4 x 5 Linhof with film holders. And that sustained me, I didn’t know what I was going to find the next day, you see, I didn’t plan anything. The only thing I planned was I wanted to photograph rats. Now a 4 x 5 view camera is not made for photographing rats, it just isn’t.

(laughter)

MATT DILLON: They’re moving around quite a bit.

BRUCE DAVIDSON: Yeah. Some of the little kids, these man-childs, they said, “if you want to get a picture of a rat, you have to give them Sara Lee peanut butter.”
(laughter)

MATT DILLON: You have to give them what?

BRUCE DAVIDSON: Peanut butter on a Sara Lee cracker or a piece of bread. So I took that to be true.

MATT DILLON: So did you make some peanut butter sandwiches?

BRUCE DAVIDSON: And put them down and then I rigged the camera, I have to do that, I have to turn myself upside down under a black focusing cloth. You know, it’s not for rat photography, I tell you that.

(laughter)

MATT DILLON: No, and I don’t imagine you had a lot of volunteers to assist you on those shoots.

BRUCE DAVIDSON: No, and what happened there is I was under the cloth and the kids were leaning out the window waiting for the rat, and one of the kids said, “Hey, Mister, a rat’s going to bite your ass,” (laughter) and that did it, but I finally got the picture. I finally got the picture.

MATT DILLON: This is a great photograph. I’m sorry, I get drawn into these pictures as well. So here we get to the subway series.

BRUCE DAVIDSON: What year was that? Let’s see.

MATT DILLON: This one? What years was this?

BRUCE DAVIDSON: The city was almost in default and the train was terrible.

MATT DILLON: Mid-seventies?

BRUCE DAVIDSON: I think so.

MATT DILLON: So when did the city go bankrupt—when did it go into default? Is it like ’76, ’77, around that time? Seventy-four? This is 1980, who’s doing their homework over there, who knew that? (laughter) Of course, your lovely assistant. And this is 1980.

BRUCE DAVIDSON: I just roamed around the subway system.

MATT DILLON: Well, consistently one thing I see often is you interested in what’s going on out in the city. 

BRUCE DAVIDSON: Out the window.

MATT DILLON: Which is terrific. It reminds you that you’re in New York City. Is this kid high or what’s going on here?
BRUCE DAVIDSON: I didn’t ask him.

(laughter)

MATT DILLON: It’s funny, because I know this series as being color pictures, and here we’re looking at them in black and white.

BRUCE DAVIDSON: Well, I started in black and white and eventually, not eventually but soon after I started, I felt, and saw and perceived color in the subway because it was a color subject as far as I was concerned. So not to pooh-pooh the black and whites, they were okay in their entity, but I needed to expand the horizon, and then I switched to color.
MATT DILLON: Hmm. I’m trying to get—oh, here we go, now we’re into some color. Yeah.

BRUCE DAVIDSON: And it was all Kodachrome 64 and the prints that were made from them were mostly dye-transfer.

MATT DILLON: And what year is this, 1980 again?

BRUCE DAVIDSON: Yeah.

MATT DILLON: Are most of them in ’80? How long a series was it?

BRUCE DAVIDSON: How long did it take?

MATT DILLON: Yeah.

BRUCE DAVIDSON: A little over a year, maybe. I became like a werewolf, I’d hear these sounds and jump out of bed and get dressed and go down into the subway and drawn, you know. 

MATT DILLON: And you used to take—you took your daughter sometimes on the trips.

BRUCE DAVIDSON: Our two daughters, I took turns having dates with them. I don’t know too many photographers who take their daughters on the subway on dates, but these kids are pretty tough.

MATT DILLON: Well, this one is striking because two things stand out to me is in the distance of course we have the World Trade Center, but we’re reminded, this woman looks like she’s at sort of, she doesn’t quite blend in with the scenery.

BRUCE DAVIDSON: She may not quite trust me.

MATT DILLON: But it’s New York City.

BRUCE DAVIDSON: As a matter of fact, she became a kind of friend, and was a maître-d at one of the restaurants, that was her job, but she wore this, Emily calls, she has the eyes of the animals she’s wearing. 
(laughter)

MATT DILLON: Aaaah!

BRUCE DAVIDSON: That’s from my wife. 

MATT DILLON: She kind of does. That coat looks like it’s about to run off into Central Park. (laughter) Okay, this kid, he’s got the same color outfit as the doors there. That’s great.

BRUCE DAVIDSON: She, I took her phone number down.

MATT DILLON: Emily! Emily!

(laughter)

BRUCE DAVIDSON: And but I lost track until Hermès had a show on the subway, Hermès on Madison Avenue, and they made a diorama of this woman so I called her and I said, “Is it all right that your picture, life-size in the window of Hermès, and she said, “That’s okay,” and she came, and it was like, I was really nervous, it was like a first date, you know, it was like. I was very nervous I hadn’t seen this woman in twenty years, and she’s agreeing—but she turned out to be a banker, investment banker.
MATT DILLON: She had a lot of money.

BRUCE DAVIDSON: A lot of money. She bought ten copies of the book.

(laughter)

MATT DILLON: I mean, is that—is there any indication that she’s wearing Hermès? I mean, I wouldn’t know. I mean, I wouldn’t know. Or did Hermès simply like this picture? It’s a beautiful photograph, but I’m wondering—Is she wearing Hermès?

BRUCE DAVIDSON: Is she wearing Hermès?

MATT DILLON: Hermès?

BRUCE DAVIDSON: Yeah, she won’t pass it by, she was Hermès material.

MATT DILLON: This guy looks like a rough customer. How do you engage with a guy like him?

BRUCE DAVIDSON: Well, here see, what I did, there’s always a little trickery here, I carried with me a 5 x 7, white, gold-trimmed wedding album with my pictures in the subway of people. So when I looked at this guy, and he looked at me, he said, “Don’t take my picture, mister, I’m going to break your camera.” Those were his very words. So I said, “Wait a minute, I never take pictures of people without their permission. Let me show you my work.” So I sat next to him and he looked through, he said, “Oh, these are good pictures. You can take my picture now.”

(laughter)

MATT DILLON: Very good. I feel like I’ve been in that spot myself before. Is that the same Hermès?

BRUCE DAVIDSON: No, that’s a different color.

MATT DILLON: I was diagnosed as color-blind. I really was. I don’t think I am color-blind, but I was diagnosed as color-blind. They say like 30 percent of all boys are color-blind, I’m questioning that diagnosis, but now, maybe, I can see it’s a different color. All right. Here we go. I think I know some of them—I think I was hanging out with some of those guys. That’s a different gang, right?

BRUCE DAVIDSON: What happened with Hermès, the owner of Hermès in France took a liking to the subway pictures. 
MATT DILLON: Ah, I see.

BRUCE DAVIDSON: And actually they had an exhibition, they flew the people, display people over and put the prints on Velcro, industrial-strength Velcro, the exhibition was really exciting. And it was all because he liked those pictures, and you wouldn’t think he would, you know, being a store like that.

MATT DILLON: And what year was that? 
BRUCE DAVIDSON: Oh God.

MATT DILLON: Twenty years after the photos were taken, ’99, 2000. Same period. Yeah, this is a great— 
BRUCE DAVIDSON: So the main thing is to stay open when you’re—

MATT DILLON: Okay.

BRUCE DAVIDSON: Okay, now you’re in your—

MATT DILLON: Now, I remember we talked about this but I don’t remember the details of it. So what’s going on?
BRUCE DAVIDSON: This is toward the end. I was really finished photographing in the subway, you know, I just couldn’t do it anymore. And New York magazine called me and said there was a unit of police that dressed themselves and behaved in such a way to precipitate a robbery and then they grab the people. So I said, “I’ve been mugged a couple of times, and I’m used to it, could I be one of the suckers?” So in the car there was a rabbi, police rabbi with the gold chains. Well, no rabbi walks around with gold chains. (laughter) And then I had my camera motor drive flash out and also I had a subway map and I would always lift it up like I was lost—

MATT DILLON: A tourist—

BRUCE DAVIDSON: A tourist, exactly. After about the seventh or eighth night, we got hit, I mean, I got hit, but Billy, who’s the backup, he looks more like a criminal than the criminal, and he arrested this guy, this guy was going to take my camera from me, and that went on day—I wasn’t very good at pickpockets, they could see, and they had a unit, and these guys are trained to see pickpockets, the way they behave, the way they get into the train when the door’s closing you can’t get at them, and that kind of thing, so I was with these guys for about ten days.

MATT DILLON: So when you say you got hit, can you tell me what exactly—

BRUCE DAVIDSON: The guy saw this me with a subway map and his expensive camera. I mean, I would have robbed him myself.

(laughter)

MATT DILLON: Yeah, sure. And back then, men. 

BRUCE DAVIDSON: And they disbanded the unit after a while. Because it was too good. They enticed.

MATT DILLON: I wouldn’t have thought this guy was a cop, it doesn’t sort of look like they teach that at the police academy.
BRUCE DAVIDSON: Yeah, but he has a pistol out. And sometimes you have good things happen. Like this torso, I photographed this kid at Coney Island and didn’t think anything of it, but about twenty years or twenty-five years later, he turned out to be a bodybuilder, and told me that if I want to come to his gym he’d work with me.

(laughter)

MATT DILLON: He’d train you! Did you take him up on it?

BRUCE DAVIDSON: No, when he says “I’ll tighten you up a little bit,” that could kill me.

(laughter)

MATT DILLON: Okay, now, this is, you know, we were talking about the Central Park thing, and you know, that’s work that you’ve done in recent times, I don’t know when this photograph was taken, but I know you worked a lot in Central Park. 

BRUCE DAVIDSON: Yeah, a lot.

MATT DILLON: And again it goes back to the idea that you go out with kind of a game plan. Sometimes you go out and take pictures but sometimes you might just go out with an idea of what you were doing and I think, oh wow.

BRUCE DAVIDSON: Central Park was interesting to explore for me. There’s an area that’s rock fences, you know, you can’t get in it, it’s just for a bird sanctuary, but one day I saw someone go through the fence, so I checked it out, and he had slit a hole in this place, so I waited until next year, and I went in there at six in the morning looking around, but then I saw there were several people sleeping in there and they were still asleep and I said, “This is no place for me,” you know, but that shows you how crazy, I mean, that’s a bird sanctuary, no one’s supposed to go in there, and someone cuts the chain-link fence and makes a way to get in. So the subway was full of things like that that happened to me.
MATT DILLON: You mean in Central Park.

BRUCE DAVIDSON: In Central Park, yeah. 

MATT DILLON: Yeah.
BRUCE DAVIDSON: Central Park.

MATT DILLON: Wow.

BRUCE DAVIDSON: Now, this is an important picture, because it’s about trust. Her name is Lola, she was a hat designer in the forties, anyway she was a habitual feeder of the various birds, not just pigeons, but cardinal, whatever, and one day I took her to the Plaza Hotel for breakfast, and on her cart, all the seeds were falling out of the cart, so we had a long red carpet full of her seeds, and I think the rolls disappeared, too. But anyway she told me I can always photograph her but not her face, “Never will I allow you to photograph my face,” so I said, “Fine,” but then there was a storm and she turned suddenly, it was too good, there were icicles. So I took the picture and that was the end of our relationship. It was very sad.
MATT DILLON: Do you have that photograph here or no? No. So she really got upset about that.

BRUCE DAVIDSON: Go back one. You were talking about danger.

MATT DILLON: This is the Bethesda Fountain?

BRUCE DAVIDSON: This is the Bethesda Fountain.

MATT DILLON: Central Park.

BRUCE DAVIDSON: I felt I needed to photograph it with the moon, it was too dark, so I had my assistant hold the flash on the other side, so I’d say, “Jan, shutter open, flash!” And she’d flash. And I’d say, “Shutter open, Jan,” and she’d flash. Let’s see now, okay, another one. “Shutter open, Jan, flash,” and then behind me in the black bushes a man said, “Flash, Jan, flash,” and I said, “Jan, time to go home.”

(laughter)

MATT DILLON: Jan didn’t flash, did she?

BRUCE DAVIDSON: No, no, she didn’t flash. But I went back the next night all by myself with very high speed. Kodak had just come out with a very high-speed film, and I didn’t need lights. So—I got the picture.

MATT DILLON: Was that 3200?

BRUCE DAVIDSON: Yeah, the Kodak 3200 was amazing.

MATT DILLON: Now, you like to work, you like to work alone a lot. I mean, you don’t usually use assistants. I mean, the 100th Street series for example.
BRUCE DAVIDSON: No, not in the beginning, but no, I like to be by myself.

MATT DILLON: Why do you feel, what is the reasoning behind that?

BRUCE DAVIDSON: When you have someone there, there’s a tension, there’s always something. I trained my assistants not to talk to me in the Central Park.

MATT DILLON: Really. Now, if they break that—

BRUCE DAVIDSON: We can talk up until we get to the park, but once we get to the park, our sense organs are focused on what might be an interesting picture. Maybe someone sleeping under a tree or something like that, or someone with dogs. So, you know, I like to work sort of by myself.
MATT DILLON: And what were the earliest—I mean, what was it that made you came to New York from Chicago? Was it—had you already established yourself as a professional?

BRUCE DAVIDSON: My mother was a single parent, and then eventually married, remarried, and her husband moved his business to New York, so good-bye, Chicago.

MATT DILLON: Yeah. Well, I mean, this work, the Central Park stuff, I guess, you know, you don’t live far from the park—you live a few blocks.
BRUCE DAVIDSON: Two blocks, yeah.

MATT DILLON: You live two blocks from the park, but is this over a certain period of time, or okay—
BRUCE DAVIDSON: This is when I—my assistant.

MATT DILLON: That’s your assistant?

(laughter)

BRUCE DAVIDSON: No, no—

MATT DILLON: That’s Jan. She’s flashing.

BRUCE DAVIDSON: No, we got to the—I saw that, and I said to Jan, we were talking about—sort of jokingly about the difference between an assistant and a slave, you know, and then we came upon this guy and I said, “Jan, can you fix his underwear there? There’s something sticking out.” (laughter) And she said, “Now I know the difference between a slave and an assistant.” But obviously we didn’t touch him.

(laughter)

MATT DILLON: Now, I didn’t even notice until now. Okay, let’s change pictures. Do we have a license to show this stuff? I mean again, it goes back to—I’d like to just talk to you a little bit more about how you develop a rapport. I mean, it’s interesting, you engage with the one guy, you don’t take their picture without permission, except for the hat designer, destroyed the relationship, but I mean these people, they obviously trust you, they feel comfortable with you taking their picture.
BRUCE DAVIDSON: Yeah, and I have my little portfolio, but most of the time there are people who like to be seen, and I have my camera, my big camera, and I have a tripod, and I look like a photographer.

MATT DILLON: There’s one picture in there of a woman wearing a hundred-thousand-dollar mink coat with two white dogs, little fluffy dogs, you know, and I went up to her and I said, “What kind of dogs are those? They’re beautiful dogs,” and I didn’t come up to her and say, “May I take your picture?” I said, we were talking about her dog, and I said, “Would you mind if I took a picture of your dogs?” And I did. I said, “Would you mind being in the picture with the dogs?” “Oh, sure that would be great.” So in other words, you may be a little bit of a con artist, and we’ve learned a lot in the last few years about con artists. So—

MATT DILLON: Yeah.

BRUCE DAVIDSON: It’s just sort of—it doesn’t always happen for the best because one of our daughters, who turns out to be a photographer, when she was ten, eleven or twelve years old, we would go on photo dates, and I said, “When you photograph someone, you have to ask their permission.” 
MATT DILLON: So when you would go on photo dates, she would actually take photographs as well?
BRUCE DAVIDSON: Yeah.

MATT DILLON: Oh, great.

BRUCE DAVIDSON: I had a little half-frame 35 mm camera that she had, my daughter would have. So we see this guy sitting on the stoop with a white hat, he’s gorgeous, you know, and I said, “Anna, this is Daddy’s picture.”

(laughter)

MATT DILLON: Well, Anna’s doing quite well herself.

BRUCE DAVIDSON: Yeah, I know. She said, “But you promised me,” and I said, “Okay, but remember the protocol,” and she went up there and she asked him, he looked at her, and, “Okay,” so she took the picture and came back. So I said, “Now it’s Daddy’s turn,” and I walk up tot his guy and he said, “Her, not you.” (laughter) So the dynamic can change.

MATT DILLON: He didn’t mind the kid taking the picture.

BRUCE DAVIDSON: Yeah, he knew about, “May I take your picture?”

MATT DILLON: Now these are in Paris, aren’t they?

BRUCE DAVIDSON: Landscape. Paris landscapes. An assistant there, very good on the computer, found different parks that were in Paris and we would scout them, and have a place that we would like. And now you’re in Los Angeles, the new work. I sort of fell in love with tall palms. I thought they were very noble, very lyrical, very beautiful.

MATT DILLON: Now, I would think that doing photographs in Los Angeles a little different than East 100th Street, compositionally, though, probably interesting because of everything being spread out, you know.

BRUCE DAVIDSON: I’m the kind of person that has to go on, you know. I’m a really lucky kid to play with a toy for a while and then discard it for another toy.

MATT DILLON: And so this is recent work. When were these photographs?

BRUCE DAVIDSON: In the last three years, maybe. Someone I know, a landscape architect, told me about ivy growing underneath the 405. Frame it just so. That’s ivy growing along the underneath where there isn’t any real light. So that was a lot of fun for me to explore LA without a grudge. (laughter) And here’s where I was able to get behind it, and my assistant helped me get here, I had to pull on a rope, there’s rope on a stake.
MATT DILLON: Now, this work you’re doing is film, I think. It’s film, right? Everything’s film.

BRUCE DAVIDSON: Oh, yeah, film.

MATT DILLON: Digital. Have you embraced the digital?

BRUCE DAVIDSON: I try to stay away from it.

MATT DILLON: Why is that? Why is that?

BRUCE DAVIDSON: It’s too good. It’s almost too much. However, I say that, a project I’m working on now could only be done with a digital camera, because analogue cameras, the film is not sensitive. I’m talking about 4000 ASA, you know, OSI, you know, really, I can photograph in any darkness, and sometimes I use the camera to look into the darkness. But—and the pictures are really good, but I don’t like them.

(laughter)

MATT DILLON: Didn’t you tell me that you were doing—yeah, it’s interesting. I think you told me that you went back and did a whole series of your photographs, redid them.

BRUCE DAVIDSON: I got so pissed off at digital that I started all over again the project that I’m working on doesn’t move, so I’m working now with Tri-X and Hasselblad and a small tripod, maybe.

MATT DILLON: I flew right through these, I thought, “Oh, these are a lot of photographs, and we just kind of whipped through them.” Now, what do you think, Bruce, do you think we should take some questions maybe from anybody.

BRUCE DAVIDSON: Oh, sure.

MATT DILLON: If anybody has any questions about—because I’m interested to hear what other people have to—might have to say.

PAUL HOLDENGRÄBER: We’ll bring the mic up, and line up and ask your intelligent questions.
MATT DILLON: Or not intelligent, doesn’t matter, we’ll figure it out. Okay, I want to go back to this, because this is the series for me—
BRUCE DAVIDSON: Hundredth Street.

MATT DILLON: Hundredth Street. And it must have required a fair amount of patience, right? With that.

BRUCE DAVIDSON: Yeah.

MATT DILLON: And one of the things I just wanted to say, because Paul had mentioned it in the introduction about passion and it’s in the intro in your book. I’ve discovered that for me, you know, patience is a virtue in pursuing your passion and you really have to demonstrate patience, you know, and those two things go together for me, I mean, patience and passion. And anyway, so I wanted to ask you about that, you know, developing a rapport with these people, the amount of patience that that might have taken.
BRUCE DAVIDSON: Well, fortunately I had the Citizens’ Committee okay me and help me obtain inside, interior photographs so that was fine, I would just go there, and I was always safe, even at night, I went to a social club, you know, and someone would walk me to—I had a Volkswagen bus at that time.
MATT DILLON: This guy, I’m taken with this picture because of the guy’s sense of style, you know.

BRUCE DAVIDSON: He’s holding on as much of his humanity as he possibly can. He’s very high, you know.

MATT DILLON: He’s high.

BRUCE DAVIDSON: He’s king of the mountain, because he’s standing on a little hill of rubble and he wants to look good.

MATT DILLON: And he’s loaded on smack.

BRUCE DAVIDSON: Oh yeah. And in the next frame I even photographed, by accident, photographed the transition.

MATT DILLON: Yeah, I’ve seen that photo but it’s not here, I don’t believe. Him buying the drugs. And the family of ten. 

BRUCE DAVIDSON: The people there that live in East Harlem, each of them are connected. It’s their place, their home.

MATT DILLON: And you knew you wanted to do a large family.

BRUCE DAVIDSON: To begin with, because that’s unusual for me. Also, it’s something that would be pleasant to look at, you know, and necessary. So the Citizens’ Committee are trying to renovate those apartments, you know, that have holes in the walls.

MATT DILLON: Now, did the Citizens’ Committee think that your photography was going to help change their plight, the plight of the situation?

BRUCE DAVIDSON: I think they did at the end, after the first year, yeah, they saw that these photographs were consistent, and they were families, and they were environments, and they were people.
MATT DILLON: Oh, I think we have somebody steps up that has a question to ask.

Q: I don’t have a question, (laughter) I just have a comment. Sixteen years ago, my daughter and I moved into East 100th Street and I think talking to the old-timers you were extremely brave, because they tell me how bad their block is, it’s not that bad anymore. But there is yearly, they have an old-timers’ day in the summer to celebrate the block, and they always put up your pictures, and it’s really, really nice to see the changes. It has improved tremendously. Now they want us out because it’s gentrified, but I just wanted you to know that everybody remembers you and they put up your pictures every single year.

MATT DILLON: That’s wonderful.

BRUCE DAVIDSON: At the Union Settlement, I donated a whole exhibition, framed, and they hung it on the walls, but high, so no one can take it.

(laughter)

Q: But here they have a whole series of your pictures back then and the way it looks now, it is really nice, you are well remembered, I just wanted you to know.

BRUCE DAVIDSON: That’s what photography’s about, the power of the image.

Q: And I recognized some of what I believe is the building where I live in and it has, when I went to look at the apartment sixteen years ago they had a dog living in one of the bedrooms. But it has changed a lot.

BRUCE DAVIDSON: They had what in the bedroom.

Q: A dog, there was a dog. So sixteen years, it was still—it was a little rough, but it’s gentrified a tiny little bit.

MATT DILLON: So they said that Bruce was brave to be doing what he was doing at the time because the neighborhood was rough, was dangerous at that time?
Q: According to the old-timers, not even the police would go into the block because it was protected by the people that lived there and they were, obviously there were drugs, and there was stuff going on, so not even, the block was known for being so dangerous that not even the police would go in there, so you were extremely brave.
BRUCE DAVIDSON: So a big camera and a tripod. (laughter) You know, I mean, I think somehow or other.

MATT DILLON: Who was with you? You didn’t have the Jokers with you, that might have been a problem.

BRUCE DAVIDSON: Yeah, that might have been a problem. I was nice to everybody, you know? And Vinnie, the fence, gave me, sold me 15,000 feet of Ektachrome movie film, at the end of it I started wanting to make a movie, so I was really connected with the Mafia at the same time, you know. (laughter) Everybody wanted to have their picture taken.

Q: Excuse me, sir, when was the last time you went to 100th Street? 

BRUCE DAVIDSON: Well, I went there not too long, a couple, maybe a couple years ago, on the Open Society Fellowship, that took me all into Spanish Harlem again.

Q: Thank you very much for your work. It’s lovely.

BRUCE DAVIDSON: Thanks for that, proof of the pudding. Thank you.

(applause)

MATT DILLON: Okay. Another question.

Q: In the biography you mention bringing in photographers to teach other students, there was some mention of teaching, and I’m wondering who or perhaps if it wasn’t an individual who taught you directly, who were some of your mentors? Because when I look at the subway series, I think of Walker Evans, he worked very differently than you, but maybe taking pictures with the camera hidden, you know, in his coat or something like that. I am wondering if there were teachers who influenced you and also what your most dangerous situation was that you found yourself in when you were taking pictures.

MATT DILLON: That’s two questions.

(laughter)

BRUCE DAVIDSON: I wasn’t aware of Walker Evans’s subway pictures at the time I was doing that. Later, it was pointed out, but they had nothing to do with—I wouldn’t, I would never hide the camera.

MATT DILLON: No, that’s not your style, because you said earlier that you even taught your daughter the etiquette of the way you like to work, which is you always have to ask first, which I think is—
BRUCE DAVIDSON: Or afterwards.

(laughter)

MATT DILLON: Come on now, come on.

BRUCE DAVIDSON: Sometimes I took the picture and said, “I’m sorry. It went off.”

(laughter)

MATT DILLON: He’s worse than Walker Evans. I’m sorry, yeah, that’s better. Let them resent you rather than you resenting them for not allowing you to take the picture.

BRUCE DAVIDSON: There was—I remember one scene in there, in the subway, where there was a man, crowded rush hour, with a man with packed eggs, eyes that were droopy, you know, and a hat, a black hat, a homburg, and I was about eighteen inches from him and I took a picture at the one angle, and I said, “I hope I didn’t disturb you, but I just, you looked so great right there,” and he said, “You didn’t disturb me, I’m totally blind.” I said, “How do you know when to get off?” “I count the doors, so many doors on the left, so many on the right.” So, that is to say, you can’t always be right about your observation. 

MATT DILLON: Interesting. There was a second question, the dangerous situation, did you want to answer that? 
BRUCE DAVIDSON: What’s that? 

MATT DILLON: I thought the KKK one was pretty bad. He asked what the most dangerous situation that you had.

BRUCE DAVIDSON: You know, anything can be dangerous if you don’t do it right. Anything can be dangerous if the situation is in such a way. I was lucky with the Klan, I just went off.

MATT DILLON: We’ve got a few people here.

Q: Hi. I heard about you for maybe ten, fifteen years before I ever saw any of your pictures. I was married to Junior, and he had told us, you know, how this kind of older guy came and hung out with them at the beach one summer and just kind of followed them around, “but he was cool, so, you know, we let him hang,” and he took pictures, then when the book came out, I had gone up to the Museum of Photography in his place, because he just wasn’t able to make it. And I just think, you know, your photographs are great. I wish I had bought the book that night, I bought one for my brother-in-law, and I was going to get mine later, and I was going to get mine later, and I forgot all about it, and now I see it’s on Amazon for like $700 or something.

(laughter)

MATT DILLON: Which guy is Junior if I can ask, in the Jokers, here. We have a few pictures, is he in any of these photos?

Q: Yes, he was on the cover with the cigarette and the magazine under his arm.

MATT DILLON: Let’s get to Junior right here.

Q: Well, you just passed him.

MATT DILLON: That’s Junior?

Q: No, that’s him, with the cigarette, that was him.

MATT DILLON: That’s Junior.

Q: And on the cover photo, with Bob in the background and Lefty on the front. And they’re all gone now, but they’ll live forever through your work, so thank you.

(applause)

MATT DILLON: Which neighborhood, if you don’t mind me asking, what neighborhood were the guys from, the Jokers?

Q: Park Slope.

MATT DILLON: And what was the ethnic group? Irish, Italian.

Q: Irish Italian.

MATT DILLON: All right, great, thank you. Love these photos, man. Really.

Q: Hi, how are you? I just want to say I’ve been a fan of your work since I was maybe ten years old, and I guess my main question is I work in the photo industry right now and dealing with a lot of photographers who shoot digital and I get thousands and thousands of images to go through. I look at your photos and I’m suddenly put in this meditative state, it reminds me of a film still or something comforting like a warm blanket. And I guess my question is is what would be your message to young emerging photographers who have access to these digital cameras and almost in an ADD sort of way are just constantly clicking and not even thinking about the composition or the feeling behind the photograph? If there’s anything you had to say to these young photographers, what would it be?

BRUCE DAVIDSON: Always come back. Don’t just take one picture and then leave, come back the next day.

MATT DILLON: Great, great, that’s the patience.

BRUCE DAVIDSON: Immerse yourself.

Q: Your photos certainly teach us patience, and, you know, when I see contemporary photography I see a lot of repetition, and I just want to say thank you for reminding us about patience and the beauty of composition.

MATT DILLON: I think also for coming back. I think that’s really great.

BRUCE DAVIDSON: Coming back, yeah.

MATT DILLON: That’s where the magic is, right? Two years on East Harlem. Okay, Paul, wrapping us up here?

PAUL HOLDENGRÄBER: No, no, no, actually I want you to wrap it up.

MATT DILLON: Okay.

 PAUL HOLDENGRÄBER: But not yet, not yet, not yet. What was just said about patience is so extraordinary.

BRUCE DAVIDSON: I would also say that we don’t—I don’t know what your life is like, I’ve never been all alone. My wife has been an incredible editor and a writer, my anima, just makes everything sort of works for me.

PAUL HOLDENGRÄBER: You’re alone in the company of others.

BRUCE DAVIDSON: I’m no longer the loner. You know, I may be a loner, but I have a group of people behind me that make me, allow me to go on, you know? So that’s—that’s my new world. In my new world, I bring people in, because I can’t do it all by myself anymore.

PAUL HOLDENGRÄBER: So you’re alone in the company of others.

BRUCE DAVIDSON: And they can help me with all the kinds of things that I need, you know, to make a photograph.

PAUL HOLDENGRÄBER: It was once said that attention is a form of prayer, and, you know, the notion of coming back again and again and again is so important. Matt, when we spoke a little bit before you came on stage, you spoke about how those photographs that you then Xeroxed and put on the wall changed the way you looked at the world. They changed the way you looked at the world, you perceived it, and also changed the way you made films and you directed. If you could wrap up this evening by talking a little bit about how those ephemeral moments that Bruce took and that some other photographers took, because you have a passion for photography, changed your outlook on the world.

MATT DILLON: Well, I mean, it’s impossible for it to not, you know, when you’re looking at photographs like these photographs, the composition to not wash over you and have an effect on you, and, you know, I’m not a photographer per se, and when I was looking at these photographs, it was when I was, you know, it was, you know, I was looking at them in research as an actor, you know, but I think they affected me, and it was funny because I was, you know, talking to a friend the other day and I said, you know, these, Bruce’s pictures have been with me for a long time, you know, they really have been with me for a long time, I said there were two photographers at that time, there was William Klein, and it was Bruce Davidson’s photographs, you know, at that time that had that impact on me and that later carried over into my work as a director and I started to look at things photographically, so I mean the pictures are very cinematic, you know, and I can identify with a lot of the things because I have taken pictures in my work, whether I’ve done work as a filmmaker and I’ve also done work taking photographs myself, in for example last May I was Myanmar, Burma, I was in the Rakhine state, where there have these Rohingya, the Rohingya refugees are, it’s a horrible situation, they’re not refugees, but they’re internally displaced people, the most persecuted people in the world, and that’s a whole sad story in and of itself, but you know, people there, they wanted to have their picture taken, and I felt at times you could see how you know people trying to maintain that dignity, you know, their personal dignity, you know, in the difficult situation they were in. 
Your photographs are powerful, there’s a lot of empathy in the work and I think that’s important, I think, I think that like what you talked about having, you know, you know, taught your daughter about the etiquette how to take a picture, I think that’s really important, I mean, that there’s empathy there, that you’re not looking at your subject as something that is a freak, something like that, you know. I don’t know. I’ve always been an admirer, there’s a lot of—the work has, the photos have soul, that’s how I would define it, and that’s what I look for, heart, soul in the work, and that’s always been there, I mean these pictures of these guys from the gang, I feel—I feel in a funny way that I know them, you know.
PAUL HOLDENGRÄBER: And we come back to them. We come back to your photographs. Bruce has presigned some books for you and I just want to say, Matt Dillon, Bruce Davidson, thank you so very much.

(applause)
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