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LOGLINE 

An aging jockey is determined to win one last championship, but his dream is 

complicated when a young rookie shows up claiming to be his son. 

 

 

SYNOPSIS 

An aging jockey (Clifton Collins Jr.), hopes to win one last title for his longtime 

trainer (Molly Parker), who has acquired what appears to be a championship 

horse.  But the years – and injuries – have taken a toll on his body, throwing into 

question his ability to continue his lifelong passion.  And the arrival of a young 

rookie rider (Moises Arias), who claims to be his son, and whom he takes under his 

wing, further complicates the path to fulfilling his dream. 

 

Instilled with an immediately engaging realism by filmmakers Clint Bentley and 

Greg Kwedar, JOCKEY takes audiences inside the “backside” of racetrack life in a 

way no other film has.  Filmed at a live racetrack in Arizona, and featuring real 

jockeys, JOCKEY reveals the true rider experience – real life, behind the track. 

 

 

ABOUT JOCKEY 

Filmmakers CLINT BENTLEY and GREG KWEDAR began their careers together 

in the early 2010s, having met after graduating from college and finding they had 

similar interests in telling stories.  They began making shorts and documentaries, 

always having the goal of one day making narrative features together.  

 

Their first would be Transpecos, a thriller starring actor CLIFTON COLLINS JR.  

By then, the two had a strong, bilateral working understanding.  “We’re both 

writer-director-producers,” Bentley states.  “So we both write together, and then 
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one of us directs and the other produces.  Transpecos was helmed by Kwedar, so 

now it was Bentley’s turn. 

 

Bentley’s father was a jockey.  While he was born and raised in Florida, his 

father raced all over.  “So I was raised behind the barns at horse tracks.”  After his 

father’s passing, countless colleagues told Bentley stories of his dad’s career – how 

he had been kicked out of the house at age 17 and, with no money, became a jockey, 

living in barrack-like dorms on the backside of racetracks.  Bentley himself 

recalled, while in college, helping his father, who by that time had become a 

trainer.  “I remember, even then, thinking, ‘This world of horse racing is so 

interesting, behind these barns.’  It was fascinating – and nothing like the way I 

had seen it ever portrayed in movies.” 

 

He took his creative partner, Kwedar, who knew nothing about horse racing, 

to a track in Houston.  The two slept in a tack room, with all of the horse 

equipment, and spent time behind the barns.  The little details began to come out – 

like the cheap coffee makers “full of some weird tar-like substance, that was like 

their homemade recipe for some way to win a race,” Kwedar laughs.  And hearing 

the loudspeakers throughout the barns kick in as the sun rises, a morning prayer, 

walking to the rails on the track and hearing horses and jockeys, the whole place 

coming to life.  “It’s just magic.” 

 

Kwedar saw what his colleague had in mind.  “In that moment, I looked to 

Clint and said, ‘You’re absolutely right.  This is a film.  We have to do this.’  And 

something that comes from a much deeper place than just watching races – we’ve 

seen that already.  But it was in watching these morning exercises, with horses 

going in all different directions, the personalities, the people that make all this 

happen, that was the untapped potential.” 

 

From that moment on, that was indeed their approach – experiencing 

racetrack life from the inside out.  “Races themselves,” notes Bentley, “account for 
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a very small time in jockeys’ lives,” with races typically lasting just a little over a 

minute.  “And, on an indie budget, you can’t generate races or get all the shots you 

need.” 

 

The races themselves, in fact, are barely seen in the film.  “It’s not about the 

race.”  Adds Kwedar, “We’re pulling back the curtain on this world and asking, who 

are the people who inhabit it?  What are their relationships with each other?  Are 

they in harmony or conflict with their place?  First, it’s this environment that has 

pulled us in.  Then it’s these human beings and their lives, stories, hopes and 

dreams.  We tell stories from the dirt up.”   

 

The “backside,” as it is known, and what they experienced, “has a thousand 

horses and almost as many people working it,” the producer continues.  “And it’s 

this community that’s still really vibrant, really passionate.  And yet you then 

travel to the track, and you see something that’s slipping away – and these people 

on the backside are still trying to hold it, like sand passing through their fingers.” 

 

In the summer of 2017, the two shot a short proof-of-concept short film at a 

live racetrack, to figure out if their approach could work – embedding themselves 

in a live track environment, and doing it safely.  But also, and equally important, 

how to make both Hollywood actors and first-time actors – real jockeys at the track 

– all feel real, and on the same plane of reality.  “So often,” says Bentley, “you see 

a movie that tries to do that, and as a viewer, you’re thinking, ‘Oh, there’s a 

Hollywood actor talking to a real person.’  You can feel the unreality of the movie, 

bumping into reality.”  With both talented, skilled actors, and the pair’s own 

experience coming from the documentary world, they indeed achieve both.  The 

audience is embedded in real jockey life, and watching people, not actors, living in 

that life. 
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CAST AND CHARACTERS 

Bentley and Kwedar cast union actors in the three major roles, all of whom 

were excited to work in such an intimate production, away from the bureaucracy of 

Hollywood studio productions, even to the point of doing their own hair and 

makeup.  “There were no cast trailers, no cast chairs,” describes Bentley.  “They 

came to this movie completely without ego, and in complete service to the 

characters.  They just folded themselves into the crew and into the world, as much 

as anybody else.” 

 

The duo had worked with CLIFTON COLLINS JR. on their last feature, 

Transpecos, and, as Bentley says, “We realized his immense talent and range, 

which we realized is not being utilized by other filmmakers right now.”  The three 

became close friends, and once Bentley and Kwedar began developing JOCKEY, 

knew they had only one actor in mind for the part, even while they were writing.  

“We just felt we’ve got this incredible gift in Clifton that the world doesn’t know 

about yet, and we can really mine it for everything.” 

 

“When they pitched me this story,” the veteran actor recalls, “the roles were 

actually reversed.  It was more about the mentor finding this young kid, and it was 

really the kid’s story.  It was a good, airtight script.  But then they told me they had 

come up with the idea to make it more about Jackson, and I would then be the lead.  

And then they went and wrote another version.”  Either way, Collins was keen to 

dive in head first, no matter what.  “I wasn’t looking to make a film about a jockey, 

but this is one of those creative collaborations that any artist longs for.  I trust 

them with so much.  I go on any journey they call me for.” 

 

The presence of a strong personal friendship between the filmmakers and the 

actor, as well as Collins’s penchant for reaching deeply to connect with experiences 

from his own life, make his Jackson immediately believable and accessible.  “He’s a 

brilliant actor, incredibly talented and in control of his craft,” notes his director.  

“But he’s also a very deep individual, and has been through a lot and seen a lot.”  
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Adds his co-star, MOLLY PARKER, “He has an old fashioned Hollywood part of him, 

combined with an Actor’s Studio part of him.  You can see, it’s the only place he 

wants to be.” 

 

Collins’s grandfather, Pedro Gonzalez Gonzalez, who died in 2006, was a 

Hollywood actor, who appeared in countless westerns, including John Wayne’s Rio 

Bravo.  His relationship with his father, an alcoholic and track gambler who lived 

in a trailer across from L.A.’s Hollywood Park as Collins grew up, was far more 

complicated.  “So there’s a weird merge between the three of us,” notes Kwedar, 

“where the reason we’re all here is Clint’s family.  But many of the scenes with 

Clifton are rooted in Clifton’s personal experience, which we crafted into the 

script.  So it’s not hard to put some of those lines in Clifton’s mouth.  With Clifton, 

you can give him anything, and he just makes it sing.”   

 

Adds Bentley, “With our budget, we might worry about not having as many 

crew members or equipment we would need.  But Greg would always say, ‘You just 

put Clifton’s face in the frame, and it’s all gonna be okay.” 

 

Jackson is in his mid-40s, and, as Bentley notes, “Most jockeys are washed up 

and done by the time they’re in their mid-30s,” though one of the real-life jockeys 

in the film, Aki Kato, is actually 71.  “If you can make it to your 40s or 50s, the 

beating that you put on your body not only from injuries, but also from the weight 

loss, over decades, is just punishing.  He's somebody who is at the end of a career, 

and is not really ready to let it go – but it’s letting him go, and this is where we 

meet him in the beginning of the movie.  This is all he’s done his whole life, 

probably since 18 or 19 years old.” 

 

“Life is just tearing him down,” Collins explains.  “But at what point do you 

throw in the towel?  He’s almost at the end of his road.  He has a chance at a 

possible comeback, really close to almost being somebody.”  Horse racing, though, 
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is unlike any other sport – far more dangerous, and, sometimes, deadly.  

“Basketball players and boxers don’t break bones the way you do in horse racing.” 

 

To prepare for the role, Collins did what he did on Transpecos, where he took 

the first week prior to his shooting days to embed himself in the world he was 

portraying, in this case, spending an immense amount of close time with the 

jockeys at the track at which the film was shot, Turf Paradise.  “Clint and Greg 

knew I wanted to spend my time with them, and not have any special treatment,” 

he explains.  “Because, then you’re putting a light on me, and I’m a fraud – I’m a 

non-jockey.  I wanted to be treated like the jockeys.  So I spent every day with 

them,” offering to do grunt labor, whatever it took, and let himself essentially be 

their apprentice.  “I would hang out with them and do all the stuff they do.”  He 

made sure that as few people knew his actor identity as possible, the better.  “That 

gave me a level of anonymity, so I could blend in and acclimate to my 

environment,” even to the point of allowing people to begin calling him “Jackson.”  

“That was fine.  The quicker I forget who Cliff is, the better.” 

 

He would watch the jocks while training horses, or doing anything else, for 

that matter, and “If I knew there were certain scenes ahead that we needed to 

shoot, I would just put myself in a similar situation with the fellas, and let them 

talk about it,” often quietly hitting “Record” on his phone and keeping it tucked in 

his shirt pocket, to refer to their descriptions later.  “We’re living these moments, 

every day, and we’re expanding on them and polishing them.  And then, we get into 

the scenes, after taking in the world and being a part of it, I’m just doing what 

everybody else does.  It was almost effortless.” 

 

There was one jockey in particular whom Collins spent time with, LOGAN 

CORMIER, who also plays Jackson’s best friend in the film, a jockey named Leo.  

“Clint and Greg were great at finding the right jockeys to be loose enough to talk 

and interact with me,” the actor says. 
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Cormier himself was about Collins’s – and Jackson’s – age, and, in a sense, like 

Jackson, was making a comeback, after having just spent nine years in a 

penitentiary.  The two found an immediate connection, having both lived through 

some rough times.  “I went to his motel, and he was telling me about the things 

that went on in his life, and then I started telling him about things that I was going 

through,” the jockey states.  “We was just kinda both on the same page.”  Doing so 

not only gave Collins an education about jockeying, but about the very person with 

whom he would be doing scenes.  “I can do a character assessment through that, 

because I know what his values are.  I’m asking him questions, and he’s sharing his 

story with me.  So when it came time for these emotional moments in the scenes 

we had together, I knew what was important to him, what mattered.” 

 

“I clicked with him right away,” the actor adds.  “I just started hanging out 

with him, picking his brain.  ‘Hey, I saw you do this with the stick, that cool spin 

thing,’” he says of the jockeys’ riding stick (never called a “crop,” as non-racing 

riders refer to it).  “‘Show me how you do that.’"  Cormier would always respond in 

an appropriate manner.  “I tried to make him feel like a jockey,” he says of his 

interactions with Collins.  “I had to talk to him like he was another rider, so he 

would have an understanding of what we went through.”  The two have remained 

friends to this day, speaking at least once a week since working on the film. 

 

Key to the incredible naturalism of JOCKEY is, in fact, the authentic portrayal 

of even gestures and language used by the jockeys.  “I would pick some of the 

jockeys’ brains, to help with rewrites or some of the verbiage that jockeys would 

use.  Cause I didn’t use L.A. verbiage – it’s specific to jockey in Phoenix.  So I’d 

watch them train, and I’d watch them do gestures and ask, ‘What does that mean?’ 

and ‘What does that mean?’ ‘When you do that, why’d you do that?’”   

 

Collins also spent time on an “Equicizer.”  “That’s a device you sit on to train, 

which mechanically moves like a racehorse,” says veteran jockey Scott Stevens, 

who not only appears in the film, but acted as a technical adviser to the 
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filmmakers.  “You use it to learn how to keep your balance – and you don’t have to 

worry about it jumping out from under you.”  Says Collins, “I would ride the fake 

horse, just to get the rhythms.  You have to be like a dancer, to be in sync with the 

horse.”  Even the grip of the reins is specific, and often varies from jockey to 

jockey, as he learned. 

 

Playing Ruth, the trainer under whom Jackson rides, is MOLLY PARKER, who, 

at the time, had not long before finished filming her second season as Maureen 

Robinson on Netflix’s Lost in Space.  Bentley and Kwedar had always loved her 

work on other series, as well, such as Deadwood and House of Cards, and, while 

writing the script for JOCKEY, with Collins already aboard, wrote the part of Ruth 

solely with her in mind.  “There were no backups,” says Bentley.  “We were always 

going to start there and hope she said ‘Yes.’” 

 

“They sent me a really beautiful letter, explaining the kind of movie they 

wanted to make,” the actress recalls.  “I hadn’t done a really small film in a long 

time,” something that had great appeal after working so often on big sets.  “I 

talked to them on the phone, and got a sense of how they wanted to make the film, 

and that was really exciting to me.”  Notes Kwedar, “She was drawn to the process 

of this kind of band of artists on a live track, where she could really build Ruth.” 

 

She was sent not only the script, but also the proof-of-concept short, as well 

as a Look Book for her character, made up of images which represented how 

Bentley viewed Ruth.  “The short was so subjective, from the point of view of the 

jockey – it was like being up there on the horse.  It was so visceral – you could just 

feel it.  And the Look Book – it just made me think, ‘These guys are the real deal.  

They’re artists, filmmakers, visual storytellers.’  I was excited for the first time in 

a very long time.” 

 

Parker was immediately keen to find out more, even in their first 

conversation.  “Even across the phone,” says Kwedar, “there is a presence she has.  
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You find her joy in the work, in the process.  Her curiosity is so alive.  She 

immediately had all the questions of things she perceived about what it meant to 

be Ruth in this world, the contradictions at play – of pain, the beauty, the sorrow 

and the triumph.  She perceives things that most people just can’t touch.”  Says 

Collins of his co-star, “When she’s doing a scene with you, she just turns it on, and 

she just pulls you in.  The tractor beam’s on.  She’s literally magnetic.” 

 

Most fascinating to the actress was the complex relationship Ruth has with 

Jackson.  “She’s this great woman who is his friend – but also his boss.  I liked the 

complications of that.”  An image in Bentley’s Ruth Look Book really stood out to 

her, one of a woman hugging a cougar asleep on her shoulder.  “I wanted this 

woman to be like the lead mare,” she explains.  “If you look at wild horses, there’s 

a female that is the Alpha of the group.  She leads with a strength.  I wanted Ruth 

to have that, but also have a command that was feminine.  I feel like we tell stories 

these days about women who are bosses, who are wielding that power in a way 

that is heavy or tough.  I think there’s a new generation of women coming into jobs 

like that that don’t necessarily feel like they have to be like men to do them.  They 

can still be women.  And that’s who Ruth is.  She’s receptive and compassionate.  

Strength doesn’t have to operate in the same way as a masculine strength.” 

 

Like Collins, Parker also spent time with a professional in Ruth’s world, first 

with a trainer in L.A. the producers connected her with, and then, after driving 

herself to Phoenix, with one at Turf Paradise, Stacy Campo, one of the only female 

trainers at the track, whom she spent 10 days shadowing, studying and working 

closely with.  “About 15% of trainers are women now,” informs Scott Stevens.  

“Some of the most successful relationships I’ve had with trainers have been female 

trainers.”   

 

“She is really an awesome woman,” says Parker, “smart, funny, generous and 

passionate.  And this is her life.  There’s no days off, this is what she does every 

day.  She’s there at 4 a.m., feeding the horses, and she’s got a few guys who work 
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for her.”  As Collins did, she absorbed most by doing whatever Campo did – doing 

the job of a trainer, even to the point of, between setups on set, ducking over to 

Campo’s barn and taking care of the animals.  “I would go and meet her at 5 a.m. – 

because that’s when it was happening – and just watch her do what she does.  She 

taught me everything, and she was open.  ‘Oh, don’t do this – always do it like this.’  

Mostly, it was her relationship to these animals – it was personal.  And I tried to 

bring that relationship with the horses into the character and the film.” 

 

Most of Ruth’s scenes, in fact, were shot at Campo’s own barn, where Parker 

had been studying the role.  “It became Molly’s barn,” notes Kwedar.  “So by the 

time we started shooting, she literally knew where everything was,” resulting in, 

like Collins’s, a truly natural portrayal of the activities of her character. 

 

The relationship between trainer and jockey is a unique one.  “A trainer is like 

a producer, in a lot of ways,” Kwedar explains.  “They have owners who own the 

horses, and then the trainers are managing the horse and the owners’ expectations, 

track expectations, and following rules.  And also trying to get a performance out 

of the horses – and managing the jockeys on top of that.  It’s like managing talent.”   

 

 “We [jockeys] are usually the first ones to get blamed if a horse doesn’t win,” 

Stevens explains.  “And they’re in the same boat.  If they’re not winning races, the 

owners aren’t happy.”  Key, says Cormier, is to work with a trainer who will listen 

to their riders.  “You have to have a trainer that’s willing to work with you.  A good 

trainer listens to the rider.  If I come back and say, ‘Your horse needs a certain 

piece of equipment or a different bit,’ a good trainer will try it, instead of blaming 

you for not winning.”  Says Bentley, “It’s an interesting dynamic.  One can’t do the 

job well without the other doing the job well.” 

 

“I have one trainer here I trust so much I’d go anywhere in the world with, if 

he asked me,” says Cormier.  Ruth and Jackson’s is such a relationship.  “Jackson is 

Ruth’s friend,” says Parker.  “They’ve known each other probably since they were 
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22.  They’ve come up together and seen it all.  She has investment in him.  She 

needs him.”  Adds Bentley, “They bring all that history and depth of their 

relationship, which is unsaid.  That’s supposed to be there, and these two actors 

brought it so beautifully.” 

 

“It’s complicated,” the actress notes, “but at the end of the day, she loves 

him.” 

 

The third character in the puzzle is the young jockey, Gabriel, played by 

MOISES ARIAS.  While the role was actually written by Bentley and Kwedar for a 

real jockey to play, at the suggestion of Collins’s manager, they had a look at Arias 

and found in him their perfect Gabriel.  “I was actually nervous to have that 

character played by an actor,” Bentley admits.  “But we presented it to him, and he 

really wanted to do it, and he did such a beautiful job.” 

 

“As soon as I got on the phone with Clint and Greg, I saw how special the story 

was to them,” the actor tells.  “Clint told me about his dad, and that got me really 

excited about it.”  Arias also had a history with one of his co-stars – Collins.  The 

two had appeared together in The Perfect Game in 2009, with Collins managing a 

team of young baseball players, Arias among them.  “I hadn’t seen him since I was 

11 – 14 or 15 years earlier.” 

 

Like Collins, Arias pulled from some of his own experiences in life.  “I’ve had 

my fair share of being by myself, away from my parents and my brother,” he notes.  

“I just pulled from those moments in my life, to add to Gabriel’s experience, going 

from track to track, in search of somebody he hopes is his father.” 

 

If you watch the film and still swear Gabriel is played by a first time actor, 

real jockey, you wouldn’t be alone.  His skillfully-played, understated, naturalistic 

performance is one of the things that helps the film’s sense of a true reality, of a 

view into the lives of real people.  “If you look at his body of work, Moises actually 
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has an immense range, oftentimes playing at polar extremes,” states Kwedar.  

“There’s something exciting in his performance, to show the restraint he showed, 

to let so much happen in quiet.  The way he was able to play with that level of 

nuance, knowing the emotional interior of that character, is something that came 

with him just opening up through his craft.”  Notes Arias, “I wanted to make sure 

that when I came on, you didn’t go, ‘Oh – here comes the trained actor, the person 

who knows their lines.’  It had to be seamless.  It had to be subtle, but with depth,” 

which he ably achieves. 

 

Arias, too, did his research “in the field,” first working with a trainer who 

brought him to his horse farm to learn how young horses are trained.  “I’m 

comfortable around animals, even dangerous ones,” he notes.  He then, like Collins, 

worked with jockeys and trainers at Turf Paradise.  “He was pure experiential,” 

Kwedar says.  “He just wanted to live it.  But, more importantly, he wanted to earn 

the job as someone who could put on the silks, the jockey jersey.  That was really 

important both in Clint’s prep with him and his own prep.”  Says Arias, “These are 

people who know the hurt of a real fall, who know people that have gotten badly 

injured and have experienced what racing horses is really about.  So I can’t come in 

there and think I’m acting like them, without learning first, and absorbing what I 

can.” 

 

He, too, spent time on the Equicizer, which Cormier kindly loaned him during 

the shoot, which Arias set up in the living room of his room at the motel at which 

the cast and crew stayed, a half mile from the track.  “Moises is really built like a 

rider,” the jockey states.  “The first time he got on the Equicizer, it was like he 

belonged on one.” 

 

Where he didn’t belong, as he soon learned, was on a real racehorse.  “I told 

Clint and Greg that I wanted to be shown on a horse, whenever there was an 

opportunity to do,” the actor recalls.  “That sounds amazing, but it’s incredibly 

dangerous.”  One day, an opportunity arose, and Arias was put on one of the 
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thoroughbreds – who quickly disposed of him and took off, thankfully, without 

injuring the young actor. 

 

“Thoroughbreds are the dragsters of the horse world,” Collins explains.  

“They’re not the same as the horses I’ve worked with on Westworld, which are 

well-trained rodeo horses and stunt horses, who you can get to move wherever you 

want them to.  Thoroughbreds, trained or untrained, you better hang on for dear 

life.” 

 

“I hope they got the take where I fell off,” Arias declares.  “I want it!” 

 

Part of what places audiences into the backside world is not just the 

naturalistic performances of top actors, but also the presence of real jockey first 

time actors, particularly those given speaking roles in the film, be they lines or just 

natural banter.  “It was something that was baked into the DNA of how we were 

going to make the movie,” Bentley explains.  “So we started out with the roles of 

the surrounding characters being written in such a way that they could shift, based 

on who we met at the track.” 

 

During pre-production, he and Kwedar would ride around the barns and 

simply meet people – jockeys and otherwise, just looking for anybody interesting 

and finding a way, then, to put them in the movie.  “We would either create a role, 

or else we would match them up with a character we already had written and 

tailor it to their personality.” 

 

Such was the case with Cormier, whom the producers met on opening day at 

the track.  “I knew they were making a movie – I was riding for a man who said 

they had come by the barn and talked to him about it,” the jockey remembers.  “I’d 

just won a race, and I went into the kitchen, and Clint was standing there at the 

counter.  I said, ‘Hey, ain’t you the one making the movie?  Man, you want to hear a 

story – listen to this.  Lemme tell you a little about what I’ve been through.’  Their 
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movie was about a rider who’s making a comeback, fighting his weight, which was 

exactly what I was going through.” 

 

Hearing how he had been away from the sport for 16 years, having started at 

age 16 – he’s now 41 – and finding his spirited personality engaging, they asked 

him to read some lines.  “They came back after that and had actually rewritten the 

script and added some things.  I was pretty amazed.” 

 

Being a first time actor, and full of soul, Cormier found himself essentially 

creating his own lines, when it came to work in front of the camera.  “When we 

would do a scene, I wasn’t reading off the script,” he explains.  “They’d say, ‘Hey, 

we’d like you to say something like this’ or ‘Hey, we want you touch on this and 

touch on that.’  I was just kind of freestyling.  I already knew what to say.  Because 

I live that life every day.” 

 

Stevens, who came to Turf Paradise in 1992, and now, at age 60, is one of the 

winningest jockeys of all time (he won his 5000th career race in early 2020), has 

been racing since age 15, and soon found himself not only with a few lines here and 

there, but also helping the producers out as a technical adviser.  “I heard they were 

making the movie here, and the more I was around Clint and Greg, as they asked 

me questions, the more I liked them.  We just hit it off great.”  His brother, Gary 

Stevens had acted in Seabiscuit, in a major jockey role. 

 

He and Cormier helped recruit some of their fellow jockeys to help and appear 

in the film.  In one scene, the jockeys are in the “Jock’s Room” locker room, 

watching the race happening on the track on a TV monitor, and see one of their 

own, Leo, fall off a horse and get injured.  “The kid that says, ‘No, that’s Leo’ is 

actually the jock that we’re seeing on the screen, Jorge Martin Bourdieu,” Stevens 

reveals.  “That clip was from two years earlier.  He actually broke his femur in that 

fall.  And then, six or seven months later, he went through the rail and broke the 

other femur!  Within 12 months, he broke both femurs.  And then, I rode with him 
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this summer in Denver, and he fell and broke his back, had to have five vertebrae 

fused.  All this within an 18 month period.” 

 

Such is jockey life. 

 
 

MAKING JOCKEY 

JOCKEY was filmed in 20 days, over four weeks from mid-October to mid-

November 2019. 

 

For their filming location, Bentley and Kwedar looked at a number of 

racetracks around the country, searching for one that appropriately fit the bill.  

“We weren’t looking for a Triple Crown spot that was the pinnacle of racing,” 

Kwedar describes.  “That’s really an anomaly of the sport today.  We really wanted 

one which was a circuit track – like the circus moving through.  People living out of 

their trucks, moving from track to track – this band of trainers and horses and 

jockeys.” 

 

After reviewing several, they settled on Turf Paradise, a track in Phoenix.  “A 

lot of them have a fairly standard look.  We wanted something that felt timeless, 

but also spoke to the sport today.  Turf Paradise is very iconic looking, with the 

desert, mountains in the background, a green infield and ponds.  But it also was 

well past its heyday.”  In the 50s and 60s, stars like Frank Sinatra, Marilyn Monroe 

and Jackie Gleason would fly out from L.A., party and watch the races, and then fly 

back.  “Today, it’s sparsely attended, and feels like this pastime is fading away on 

the front side of the track, where the racing’s happening, but on the backside, the 

barns, this community is so full of life.”   

 

The team shot with a very small crew, with often no more than nine crew 

members in place gathering shots.  And that’s really all that was needed, notes 

Parker.  “We’ve gotten stuck in a place in TV and filmmaking in a way of doing 
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things – it takes this much money and this many people.  But Clint and Greg, 

because they come from the documentary side, they can see how you can tell a 

story without all that stuff.  They carve out the time for just what’s going onto 

film, without having long gaps between setups to change lighting.”  Adds Arias, 

“You’re not worried about eyelines or turning, etc.  You’re just in the scene, in the 

situation, and there’s someone documenting it.” 

 

There was no 1st AD, no craft service and no trailers.  The actors did their own 

hair and makeup, and Parker did her costuming herself, working with costume 

designer Jessica Wenger.  “I went out and bought a whole bunch of stuff, and she 

brought stuff, and we just went through it.  It was that simple.” 

 

The small crew easily slipped into bustling race activity, getting what they 

needed and slipping back out.  “We didn’t have to hide,” the actress continues.  

“Everybody knew these people who were there making the movie.  And Clint and 

Greg are so affable.  It seemed like they could just walk in anywhere and have 

people just happy to have them there.  ‘Sure, you can shoot here!’  We were never 

in people’s way.” 

 

“The hardest thing you can do is catch poetry on camera,” Bentley describes.  

“If you have to schedule everything, and then take a big crew around, you might 

get some, but catching birds crossing frame or turning around and catching wild 

horses coming across a river, that’s really hard to do, unless you can be nimble.” 

 

The producers found such a nimble partner in director of photography 

ADOLPHO VELOSO.  None of the DPs the two had worked with previously were 

available, so they began a search, Bentley remembering having seen a 2017 

documentary, On Yoga – The Architecture of Peace, whose look had struck him.  

“Adolpho had just gone around with the camera and a focus puller into some super 

harsh environments.  The shots he got in that film look like Caravaggio paintings.  

Knowing he could do that, we knew he could do anything.” 
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Veloso’s experience in doc filmmaking enabled them to, again, put the 

audience in a scene, observing “people,” rather than “actors,” completing the sense 

of naturalism that’s throughout JOCKEY.  “We’re blending vérité doc footage – not 

just the races going by, but, say, with the Jockey Church scene – with straight-up 

dialogue scenes,” Bentley describes.  “Some directors that I love can do wonderful 

vérité camera work, mixed with some very expressive camera work that just pulls 

out emotion, in the way the camera moves onto an actor’s face.  And Adolpho just 

seemed to do that so well.” 

 

That vérité style reveals, through personal experience, the everyday elements 

of jockey life on the backside, one that is very much a “carny” life, one that moves, 

but with a sense of community.  “There are an incredible number of people who 

live there,” describes Parker.  “Just rows and rows of barns and stalls for horses, 

that a trainer will rent and keep an office in.  And the jockeys and grooms and 

countless others.  There’s money at stake, but they’re not the ones really making 

any money.” 

 

“They all live behind the course,” says Collins.  “They all have these little 

mobile homes.  And they’re just filled with joy.  The poverty doesn’t really affect 

their personal well-being.  They’re much happier than the people I see around in 

my fancy neighborhood in L.A.”  Though, Kwedar notes, “They’re so itinerant.  The 

idea of ‘home’ is really fluid.  There’s this undertone of loneliness.  Not that there’s 

a huge desire to settle down.  They are committed to and love their chosen life.” 

 

Most apparent in the film is the sense of camaraderie amongst the jockeys, 

seen in the Jock’s Room, the Jockey Church and elsewhere.  It is indeed 

competitive, but they’re in it together.  “It’s different than any other sport,” says 

Scott Stevens.  “We’re in a locker room with each other, before we go out.  I’m 

talking to the guy next to me – he’s my friend.  But the second the gate opens, we 

become complete competitors.  That’s how we make our living.  Some of my fellow 

jockeys are my best friends.  I’d do anything for them off the track, and they’d do 
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anything for me.  But when it comes down to it in a race, we’re paid to try to win.  

There’s a big difference between running 4th in a race and winning a race.” 

 

That camaraderie is rooted in not only shared experience and respect, but in 

the shared understanding of the danger each is in, daily.  “This is one of the most 

dangerous jobs in the world,” says Cormier.  “We have an ambulance following us 

around.  You can just look at another jockey and you have a connection with them.  

They know what we all go through.  And when you’re out there on the track, you’re 

being competitive, but not so competitive that you would put somebody in danger.  

If I’m mad at a guy and make him fall, it’s not just him but somebody else behind 

him and somebody behind them.  Everybody’s got a family out there.” 

 

Nowhere is that brotherhood more evident than when a jockey is seriously 

injured.  “When somebody gets hurt, the first thing we do is hang a list up on the 

wall, to donate a Jock Mount,” the basic fee paid to jockeys to ride in any race, “to 

that person,” he adds.  “He’s not getting paid anymore, and here, you get just $65 

to ride in a race.  So that helps a little bit, until the person’s disability starts.” 

 

Those kinds of injuries are recounted in the “Jockey Church” scene, where the 

jockeys are seen gathered in a circle, recounting tales of their injuries (it is 

Stevens seen admonishing Jackson, when he arrives late).  Bentley and Kwedar had 

discovered a double-wide trailer during their scout, which serves the jockeys as 

their church, led by the real track chaplain, Chaplain John Schumaker.  “There 

were faux wood-paneled walls and chairs set in a circle,” Kwedar recalls.  “We just 

went, ‘We need to do something here.’” 

 

The idea became one of gathering real jockeys together, talking about their 

experiences, often of horrific, shocking stories.  “It’s really special, because you get 

to hear and share and identify,” says Collins.  “You have a sense of a community.  

It’s a sacred place, like an AA meeting would be, but with horses.  I was privileged 
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to be welcomed into the family.  Nobody’s pulling any punches, and nobody’s 

hiding anything.  And when I was there, I was a jockey, not an actor.” 

 

The script just said, “Jockey Church – Get some jockeys together and see what 

happens.”  “We just told them, ‘You guys just talk, tell stories,’” says Bentley.  

“They were a little confused at first, but after two minutes, they were rolling.  And 

Adolpho would just roam around, catch people as they talked, then catch reactions.  

And catch little details, like a jockey fidgeting with his ring while telling a story.”  

Bentley would walk around with him, throwing out an occasional, “Hey, talk about 

the first time you took Lasix,” prompting three great stories. 

 

Interestingly, as Collins learned, the term “getting hurt” has a far different 

meaning to jockeys than it does to the rest of us.  “They break bones all the time,” 

he says.  “It’s not a big deal – that’s not considered ‘getting hurt.’  This was 

something very important I brought up to Clint and made sure he understood.  In 

jockey culture, ‘hurt’ means not being able to walk or ride or being paralyzed.  

THAT is when you’re hurt.  I’d talk to one of them and ask, ‘You ever been hurt 

before?’ and he’d answer, ‘Oh, mister, not me, I ain’t never been hurt.  Nooo, sir.’ 

‘But you broke a couple of bones right?’  He goes, ‘Ohh, yeah, I broke a lot of 

bones,’ including one where he had an air breakage – the bone sticking out of the 

skin.  ‘Oh, yeah.  But I ain’t never been really hurt, no.’” 

 

One example of a jockey getting “hurt,” which has a profound effect on 

Jackson, is when his buddy, Leo, is hospitalized after the fall mentioned above.  

“It’s very life and death for them,” Bentley explains.  “Jockeys are injured and 

killed far and away more than any other sport.  You’ve got 10 people on horses, 

riding in a very small space, 40 mph down a track on their tip toes, and they all 

weigh 125 pounds.  That’s a recipe for disaster.” 

 

As Cormier and Collins mentioned, shooting scenes such as this one allowed 

the two to make full use of what they knew of each other from spending time 
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together.  As the two talk about Leo’s injury, Jackson tries to comfort him with 

hopeful thoughts, but Leo is truly questioning whether this will spell the end for 

him.  It wasn’t far off from the thoughts Cormier had going through his own head 

while filming the scene, shot earlier in the day before he was due to race. 

 

“Jockeys are very superstitious,” Collins explains.  “You don’t really talk about 

that kind of stuff before you race.  I could see Logan was uncomfortable.  He was 

going, ‘How many takes you gotta do of this?’  He’s questioning himself, 

wondering, ‘Am I gonna get really hurt when I run this next race?’” 

 

Their offscreen friendship carried through to onscreen, in one of the most 

emotional sequences in the movie.  “Those are real tears,” Collins admits.  “I’m 

talking to my buddy, who might have gotten hurt bad, and I’m trying to keep hope 

alive.  But it was really beautiful being present with Logan, just talking about his 

life.”  Adds Cormier, “They came out from behind the curtain there, and they were 

all crying.” 

 

Collins, fortunately, was himself spared the risk of injury while filming the 

few – but effective – horse racing scenes.  

 

Though, as explained earlier, the film doesn’t really focus on the races 

themselves, no movie about jockeys can avoid them.  So, on an indie budget, how 

do you shoot a horse race?  “With necessity being the mother of invention,” 

Kwedar explains, “our action pieces become more specific and original because of 

the limitation of the resources.  If we had every toy and tool, it might have been 

more generic.  But the way Clint and Adolpho shot it, it becomes more attuned to 

the recipe and what’s unique about this film – which is about the person, rather 

than the race.  So it just pushed everything closer and more intimate, while still 

getting a ‘race moment,’” still capturing the real rails and leaderboard going by, 

without giving away the “movie magic” secret.   
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Shots at the starting gates, filmed after a race one night, also took advantage 

of the right angle and the right skills.  Collins and Arias were slipped into a couple 

of empty stalls, simply standing upright, but moving using the skills they had 

learned aboard the Equicizer, about real motion atop a racehorse.  The jockeys 

themselves, beside them, in one scene are doing the same – simply standing, but 

moving authentically, or are aboard their horses, generously supplied by the 

trainers, Stevens notes.  “The owners and trainers were really generous with their 

horses.  It just shows how much people liked Clint and Greg.  They were welcome 

here.” 

 

The horse Jackson was “riding” is named Dido’s Lament – a horse which has 

great import to both Ruth and to Jackson in the story.  “She bought this horse – she 

owns it,” Parker explains.  “The other horses she races are ones she trains for 

owners.  But this one is hers.  She saw something in this horse, and it lights up 

something in her that’s been dead for a while.”  

  

Trainers relationships with their horses are unique.  To trainers, says Stevens, 

“Their horses are like their kids.  They treat them like their kids.  They’re very well 

taken care of.  And Molly did a good job portraying that.” 

 

A jockey’s relationship to such a horse is also special, something that Bentley 

says, “defies vocabulary.”  Notes Collins, “They say 10% of jockeys can lock their 

eyes with a horse and know right away and say, ‘That’s the winner.’  They just 

know it.  You hope for a great horse.  We hope, at some point, she’ll have a horse 

that is really worthy of all the time she and Jackson have put in together.  Jackson 

is almost at the end of his road.  Here, he has a chance at possibly making a 

comeback, with this horse, Dido” (which was played, in case you’re interested, by a 

mare named Above The Law). 

 

Jackson wins his first run on Dido, and the whole jockey/trainer clan 

celebrate, drinking and partying that night, as they often would do, at a bar which 
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happens to feature a bull ring outside, along with a nice campfire.  “We had heard 

about this bar that a lot of the jockeys and grooms went to,” the Road Runner 

Saloon, “that had an outdoor bar with a rodeo in it, where you pay $40 and ride a 

bull,” says Kwedar.  “We just said, ‘We gotta do something here.’” 

 

It is there that we get to hear what drives Ruth, what opportunity Dido 

potentially offers her.  “We were driving up to this location with Molly, and she 

just started saying everything she thought Ruth was feeling in that moment,” 

Bentley recalls.  “She kind of jumped from one thought to another, so I just pulled 

out my phone and recorded her saying it.”  He later wrote out and organized 

Parker’s thoughts, who did her own edit during setup, before delivering it before 

the camera.   

 

“I realized there was a parallel story to tell,” the actress explains.  “Jackson is 

a broken person – but she was also, in a way.  She’s not racing horses at the Triple 

Crown – she’s at fucking Turf Paradise!  It’s probably not what they were thinking 

about, when they were 22 and getting drunk and talking about what they wanted to 

do.  And now, 25 years later, she has this one opportunity.” 

 

"That beautiful monologue,” Bentley notes, “gets so much aching and longing, 

that really came from her.”  The scene is one of the most endearing in the film, as 

is the one that follows it. 

 

Ruth and Jackson return to his trailer to continue their party, in another 

example of wonderful, natural performances by the two actors that just helps the 

audience see what great friends they truly are.  “That was completely improvised,” 

Bentley notes.  “We just would do take after take, Adolpho just dancing with them, 

with different variations.  Molly would grab a book and just be, like, ‘Is this your 

reading, man?  What the hell is this?’  It was something none of us wanted to end.” 
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“I generally don’t love improvisation on film,” the actress admits.  “Because I 

feel like I can always see it.  It always looks like people trying to be natural.  But 

here, Clifton and I would typically get together the night before and go through 

scenes for the next day and just hone them.  If we wanted to change any lines, we’d 

get Clint and Greg over – we are all staying at the same motel – and would meet in 

one place, go through it, talk it through, and get it to where it felt right.  They were 

so incredibly collaborative.” 

 

Besides Bentley and Veloso, who were in the back of the trailer, the two actors 

were accompanied by another contributor – one of the Turf Paradise barn cats.  

“There were two of them, which I think were born not long before we were there, 

and we would see them playing,” Parker explains.  While shooting a scene at Ruth’s 

barn, where she hires Gabriel, “Moises was sitting up on the horse, and there was 

one playing around, and I was getting distracted by her.  So I just picked her up – 

and so she was in the scene.”  Jackson’s trailer was not far away, so when it came 

time to shoot that scene, there she was, as well.  A star is born. 

 

While cavorting around in his trailer, Jackson is struck with an attack of his 

illness and falls, which Ruth witnesses, comforting her old friend – but also having 

a realization, as they both do in that moment. 

 

“She’s already confronted him about it a couple of times, and he responds, ‘I’m 

fine,’” Parker explains.  “He can’t be honest with her – he knows he can’t, because 

then he won’t be able to race anymore.  But what’s beautiful in that scene is, 

there’s a vulnerability in him that he never shows anywhere else.  It’s more 

intimate than if it had been a love scene.  They both know, in that minute, that it 

means she’s not going to let him race for her anymore.  She can’t ignore it.  They 

both have to confront the truth.  It’s a beautiful way, which Clint and Greg crafted, 

to tell that story of this man, finally having to face his limits.” 

 



25 
 

Collins agrees.  “There’s a lot of pressure there.  And when you start to win 

and get these moments of celebration, your guard comes down, and you have 

moments like that one, which are really special and endearing.” 

 

The thing he reveals, most importantly, is his fear about it.  “That’s the thing a 

jockey can’t have,” Kwedar explains.  “They have to protect themselves from all 

these injuries, but it’s really about being able to run down that track with no fear.  

Once you get the fear, it’s over.”  Adds Cormier, “If somebody’s scared out there, 

they’ll hurt somebody or hurt themselves.  There’s not much margin for error.  If 

you’re skittish, you could put somebody else in danger.  So if you start having fear, 

it’s time to quit.  It’s that simple.” 

 

One thing that Jackson fears most is that he will not have his chance to have 

the comeback he has always wanted, and hoped for, with Dido’s Lament – 

especially if it means his place being taken by the newcomer, Gabriel, whom he has 

taken under his wing. 

 

In the very first scene in the film, Jackson and Leo are seen leaning on the rail, 

chatting about “the new kid training in Jerry’s barn” (Jerry being Jerry Meyer, 

another trainer).  He becomes suspicious of “the kid,” and finally sits down to have 

a chat with him in the Track Kitchen, the track diner which feeds the hundreds of 

people who work on the backside at Turf Paradise. 

 

When Jackson confronts Gabriel about having noticed him at every track at 

which he races, apparently following him, Gabriel reveals that Jackson is, in fact, 

his father, born to a former girlfriend 20+ years ago, named Ana Boullait.  [Though 

Gabriel’s original last name in the script was Bonilla, an improvised line in an 

unused scene which introduced him left him with the name Boullait, as a Creole 

from Louisiana, an interesting subculture in the jockey world.] 
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Jackson quickly denies even the possibility of this being true.  “He’s, like, ‘I 

came over here to help you, and you’re telling me WHAT?’” remarks Collins.  “In 

that moment, Jackson is thinking, ‘Have I been a vacant father this whole time?  

Was I so consumed, narcissistically with my own life that I didn’t take time to help 

this child?’” something to which he related, personally.  “My own dad wasn’t a 

present father.  He would take me to the horse tracks, but he would get drunk with 

his friends.  I was doing the gambling for him when I was 9.  I was reading the 

racing forms.  And that was my weekend with him.  So to have somebody show up 

and let you know you haven’t paid a bill for 25 years – it’s a life bill, a bill that 

taxes your soul and not your credit.  It’s a painful realization.  And I drew from my 

own experience with my dad there.” 

 

“It’s the thing that’s one of Jackson’s biggest fears, when he hears it,” says 

Bentley.  “But then it becomes the thing he wants most in the world.” 

 

He eventually thaws to Gabriel, and invites him to work out together.  The 

exercises were ones the actors suggested, when prompted by Bentley and Kwedar.  

Jackson dons a “sauna suit” loaned to him by Leo, to lose some pounds, something 

jockeys often use to shed water before weigh-ins (which occur before each race, 

not simply once a day).  “I’ll get in my car with the sauna suit under my clothes 

and drive around in the summertime with the heat on,” Cormier notes.  “It does 

work.” 

 

Among the exercises the two do is “52 Card Pickup,” one suggested by 

Cormier, in which cards are tossed onto the ground, and the one doing the exercise 

must crouch and pick each card up, one at a time.  “It’s actually perfect, because 

that’s exactly what you’re doing as a horse rider,” Arias explains.  “During a race, 

you’re holding that position, standing on the balls of your feet.  You need to be able 

to do that for the minute or minute and a half of a race.” 
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Jackson also introduces him to the Equicizer, Collins quite authentically 

offering his protégé tips on holding reins and proper ways to hold himself on the 

“horse.”  The exercises were ones the actors suggested, when prompted by Bentley 

and Kwedar.  “I didn’t want to do elementary things with Gabriel,” Collins 

explains.  “He’s not an elementary jockey, he’s already winning and has an 

expertise he’s been developing.  So I was able to portray some of the things I had 

learned myself from the jockeys, just as finesse, to correct bad habits, while he’s 

still young.” 

 

As he begins to accept the possibility that he is indeed Gabriel’s father, 

Jackson takes a secret trip to see Ana, Gabriel’s mother, whom he hasn’t seen in 

over 20 years.  He pays her a surprise visit, all ready to begin thinking of the idea 

of a family – when she breaks the news that Gabriel is, in fact, not his son, but was 

fathered by another man. 

 

Stunned, he drives back, pulling over by a river to think things over.  The 

location was by the Salt River, in the Tonto National Forest, 50 miles from Turf 

Paradise.   

 

The nine-person crew parked and walked in more than a mile, and the 

producer spotted five mustangs, including a large, dominant white mare.  They 

tried to get close, Veloso getting a distant shot of a couple of young stallions, while 

Collins went in closer, waiting for some activity.  But it didn’t seem to be 

happening, so he alerted his colleagues that he was going to go back to the car.   

 

As he began walking back, he squatted down, alone, a few hundred feet from 

the others.  “I just sat there, and then I heard this ‘clop clop clop,’ and slowly 

looked up, and there was this big, beautiful dominant white mare staring me down, 

looking right into my eyes, and me into hers.”  The horse stomped, becoming 

aggressive, “But I looked at her, and it was one of the most peaceful moments I had 

all year.”  He put his hand up, and then squatted down below her eye level, a shot 
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seen in the movie.  “She eventually started walking away, and then the other four 

horses came, and I just stayed with her.  I just stayed in the moment, only hoping 

somebody caught it.  And as soon as the horses left, I looked over my shoulder, and 

there was Adolpho, just 30 feet behind me on the ground, with his stripped down 

Arri Alexa Mini – he got it,” the crew running up in tears, shouting, “Oh, my God, 

did we get that?”  They had. 

 

Jackson returns, and, in a drunken stupor, tells Gabriel off for lying to him.  

“It was a heavy scene to shoot,” says Collins, “because I had been in Moises’s 

position, personally, trying to talk to my dad, when he was drunk.  I had to be 

careful, with my own rage, as Jackson’s rage, talking to this kid.” 

 

Realizing that Ruth has supplanted him, out of necessity, with another rider – 

Gabriel – he returns to her barn late at night and collects his things, telling her off, 

too, bitterly.  “That’s a big mix of emotions,” Collins says.  “It’s easy to fall into 

martyrdom – ‘I’m getting older, I know.  You and I both know you have a winning 

horse.  My kid is good, is gonna be a little better, lighter, you might be able to get a 

few titles.’  But Jackson is still conflicted.  I feel betrayed.  The logical part of me 

understands, but emotionally, it hurts.”  Notes Parker, “She knows that for him, to 

not race is devastating.  But she also can’t risk putting a jockey on a horse that is 

going to lose or will get hurt.  She specifically doesn’t want to risk it with this one 

horse – the one shot she has.” 

 

He goes to ride for Jerry Meyer, who is happy to have him, unaware of the risk 

he is taking on, nor of Jackson’s condition.  After antagonizing Gabriel in the Track 

Kitchen, the two later come to an understanding, before the big race, when the 

young rider produces a newspaper clipping he has been carrying around with him 

for many years, found in a box in Ana’s home, detailing a big win by Jackson.  “By 

the end of the film, we have an understanding,” Arias states.  “It doesn’t matter if 

it’s true or not – we can still be father and son.  It’s a passing of the torch, but also 

thanking him for what he’s taught him and passed on in other ways.” 



29 
 

“I love movies where two lost souls find each other,” says Bentley.  “Halfway 

through the movie, the audience is thinking, ‘You need each other, I hope it can 

work out.’  We pull the rug out from under them, but then we let them earn it back.  

And the words Clifton delivers in his monologue back to Gabriel, about creating a 

better world, those are things directly inspired by Clifton’s personal experience 

and Greg’s experience adopting a child,” says Bentley.  “That’s the heartbeat of that 

monologue.” 

 

They indeed race, and, aboard Dido’s Lament, Gabriel wins.  We see Jackson 

walk back to the Jock’s Room, observing Ruth celebrating with Gabriel in the 

Winner’s Circle in the distance, she and him exchanging glances as a dozen 

different expressions roll across his face.  “Clifton didn’t need much direction,” 

says Bentley.  “We only did a few takes of that.  The three of us had talked a lot 

about that scene, leading into it.  And Clifton had now lived that character for a 

long time, and just everything he does on his face is amazing.”  Adds Kwedar, 

“There are 15 things happening, that become the fullness of the human experience.  

He has the ability to present the turmoil, love, life, laughter and beauty and 

sadness, that we all feel on the inside, all in just a moment.  He is truly an 

incredible actor.” 

 

So what is happening within him?  On the day of shooting, Collins said, ‘Clint, 

I’m gonna be feeling some stuff.  Let’s just go.’  And in that moment, I just want to 

keep walking.  ‘I’m done.  I’m done with this.  I’m tired.  I’m tired of my broken 

body.  The way I’ve been hiding my ailments, my pain, to walk normal, pretend like 

I’m totally healthy.  I’m done.  I’m taking everything off.  Cause this kid earned it, 

he deserved it – he worked hard, and I’m proud.  And I don’t have to pretend 

anymore.’” 

 

As Ruth tells Jackson during his firing at her barn, “These horses will run ‘til 

they... You gotta tell a horse when it’s time to stop.”  “It’s about Jackson’s 
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identity,” she says.  “It’s who he is.  You see it with Leo in the hospital.  They will 

do it until they can’t anymore.  This is their life.  It’s what they do.” 

 

 

MUSIC 

The music for JOCKEY was crafted by The National’s Aaron and Bryce Dessner, 

who also scored Bentley and Kwedar’s previous film, Transpecos.  “Aaron and Bryce 

can do anything,” says Bentley.  “They can write rock songs, pop songs, classical 

pieces and everything in between.  They are able to write music that is understated 

and simple in its orchestration, but still conveys really big emotions that felt right 

for this movie.” 

 

It doesn’t hurt that The National is Greg Kwedar’s favorite band.  “Their music 

has been an inspiration to me since I first became a filmmaker.  My very first short 

film was named after the song, ‘Guest Room,’ from the Boxer album.”  He and 

Bentley would drive seven hours across Texas while making Transpecos, listening 

to the band’s music all the way in each direction.  “While we were on the road, 

we’d muse how amazing it would be to one day collaborate with Aaron and Bryce 

on the score of one of our movies.  We’re now two for two and don’t have any plans 

of stopping.” 

 

The brothers’ score is both mesmerizing, with magical synth cues carrying the 

audience across sequences, but also includes string instruments for other scenes.  

“There’s a dreamlike quality to the music they wrote for the movie that works in 

harmony with the cinematography,” says Bentley.  “I love the music they wrote for 

the opening, which comes in quietly, almost like it’s coming in on the wind, just 

pulls us through this day in the life of Jackson, as the audience gets introduced to 

the track.” 
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CAST 

Clifton Collins Jr. as Jackson Silva 

 

Molly Parker as Ruth Wilkes 

 

Moises Arias as Gabriel Boullait 

 

Logan Cormier as Leo Brock 

 

Colleen Hartnett as Ana Boullait 

 

Vincent Francia as Ronnie Langford 

 

Marlon St. Julien as Himself 

 

Danny Garcia as Benny Hernandez IV 

 

Ryan Barber, Martin Bourdieu, Aki Kato, Richard Lull, 

Scott Stevens, Carl "The Truth" Williams, Michael 

Ybarra as Jockeys 

 

Joe Johnson, Daillon Luker, Oscar Quiroz as Grooms 

 

John Shumaker as Pastor John 

 

Willie Whitehouse as Willie Buchanan 

 

Stacey Nottingham as Dr. Stacey Carter 

 

Bryne Donaldson as Mr. Sax 

 

Daniel Adams as Jerry Meyer 
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FILMMAKERS 

Directed by 

Clint Bentley 

 
Written by  

Clint Bentley & Greg Kwedar 

 
Produced by 

Clint Bentley & Greg Kwedar, Nancy Schafer 

 
Co-Producer 

Linda Halbert 

 
Executive Producers 

Larry Kalas, Larry Kelly, Linda & Jon Halbert, Cheryl & Walt Penn, 
Genevieve & Mark Crozier, Cindy & John Greenwood, Ann Grimes 

& Jay Old, Benjamin Fuqua & Jordy Wax, Clifton Collins Jr. 

 
Line Producer 

Kelly Bryant 

 
Associate Producer 

Stacey Davis 

 
Director of Photography 

Adolpho Veloso 

 
Production Designer 

Gui Marini 

 
Editor 

Parker Laramie 

 
Music by 

Bryce Dessner & Aaron Dessner 
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CAST BIOS 

CLIFTON COLLINS JR. (Jackson)  

Playing everything from policemen to boxers to serial killers, and working with 

illustrious industry vets including Guillermo del Toro, Terrence Malick, Quentin 

Tarantino and Steven Soderbergh, Clifton Collins Jr. can easily lose himself in the 

life of his film and television characters.  Collins, a native Angeleno, grew up 

destined to become a part of the entertainment industry.  His grandfather was a 

well-known character actor Pedro Gonzalez Gonzalez, most famous for his 

humorous sidekick roles in 1950s/1960s John Wayne westerns.  For Collins’s role 

as Lawrence in the blockbuster science-fiction drama series WESTWORLD for HBO, 

he added his own personal touch to the character, wearing his grandfather’s gun 

belt throughout the series. 

 

2020 was another fantastic year for the veteran actor.  With the highly anticipated 

AFTER YANG, from visionary director Kogonada, alongside Colin Farrell for A24; 

Tate Taylor’s BREAKING NEWS IN YUBA COUNTY opposite Allison Janney, 

Awkwafina, and Regina Hall; the Rob Prior film PAINTED BEAUTY, and the CBS All 

Access series THE STAND based on the Stephen King novel.  Clifton wrapped his 

year alongside the all-star cast of Bradley Cooper, Cate Blanchett, Rooney Mara, 

Toni Collette, Michael Shannon, Willem Dafoe, and Ron Perlman in Guillermo Del 

Toro’s NIGHTMARE ALLEY for Searchlight Pictures.   

 

Collins’ film credits include: ONCE UPON A TIME IN HOLLYWOOD, 

TRANSCENDENCE, HONEY BOY, WAVES, TRANSPECOS, SCOTT PILGRIM VS. THE 

WORLD, STAR TREK, BOONDOCK SAINTS 2, THE MULE, CAPOTE, KNIGHT OF CUPS, 

PACIFIC RIM, BABEL, TRAFFIC, and TIGERLAND. 

 

MOLLY PARKER (Ruth)  

Molly Parker stars as “Maureen Robinson” in the action-packed hit Netflix series 

LOST IN SPACE, which just finished shooting its third and final season.  Prior to 

this, she received an Emmy nomination for her role as House Whip “Jackie Sharp” 

in HOUSE OF CARDS.  

 

She can currently be seen as the accused midwife in Netflix Film’s PIECES OF A 

WOMAN, opposite Vanessa Kirby, which premiered at the Venice Film Festival to 

rave reviews and is currently a top 10 title on Netflix.   

 



34 
 

Recent films include WORDS ON BATHROOM WALLS opposite Charlie Plummer and 

Taylor Russell, DEADWOOD: THE MOVIE for HBO Films where she reprised her 

role as “Alma Garret,” Josephine Decker’s MADELINE’S MADELINE, Erroll Morris’s 

WORMWOOD opposite Peter Sarsgaard, Stephen King’s 1922, and Ewan McGregor’s 

directorial debut AMERICAN PASTORAL.  She also wrote & directed the short film 

BIRD, which premiered at multiple film festivals including Toronto and Telluride. 

 

MOISES ARIAS (Gabriel)  

Moises was born in New York, NY and his family soon after moved to Atlanta, GA.  

In Atlanta, Moises and his younger brother Mateo began taking acting classes at a 

local acting school.  Moises booked his first TV Guest Star on EVERYBODY HATES 

CHRIS.  This led to a series of jobs for this young actor.  He followed up with a 

strong supporting role opposite Jack Black in the Paramount film NACHO LIBRE 

and then became a series regular on the mega hit HANNAH MONTANA.  During the 

summer of 2006 Moises made his professional stage debut at the Mark Taper 

Forum in Los Angeles.  He performed in the world premiere of the Culture Clashes’ 

critically acclaimed production WATER AND POWER.  Moises’s career has 

flourished since his days as a Disney Channel Star.  You can find him in Sundance 

hits such as KINGS OF SUMMER, THE LAND, STANFORD PRISON EXPERIMENT, and 

Grand Jury winner MONOS.  He can also be seen in CBS Films hit FIVE FEET 

APART.  He voiced a lead character in the animated hit DESPICABLE ME 2.  Moises 

also starred opposite John-Claude Van Damme in the Amazon Series JOHN-CLAUDE 

VAN JOHNSON.  He currently lives in LA with his brother Mateo Arias. 

 

 

FILMMAKER BIOS 

CLINT BENTLEY (Writer, Director, Producer)  

Clint Bentley grew up on a cattle ranch in Florida.  He co-wrote and produced 

TRANSPECOS, which premiered at the 2016 SXSW Film Festival and won the 

Audience Award.  JOCKEY is his first feature as a director. 

 

GREG KWEDAR (Writer, Producer) 

Greg grew up in Fort Worth, TX.  His debut as a feature director was with 

TRANSPECOS.  It premiered in competition at the 2016 SXSW Film Festival where 

it won the Audience Award.  He also produced RISING FROM ASHES, RUNNING 

WITH BETO (SXSW 2019 audience award), and was co-producer on GHOST FLEET 
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(Telluride, Berlinale and Toronto film festivals 2018).  He was co-writer/producer 

on JOCKEY.  

 

NANCY SHAFER (Producer)  

Nancy Schafer is a film producer and consultant.  Her previous film, the 

documentary RUNNING WITH BETO, premiered at SXSW 2019 and is distributed by 

HBO.  Her last two narrative films, BARRACUDA and TRANSPECOS, premiered in 

Competition at SXSW, with TRANSPECOS winning the Audience Award.  Nancy is 

Executive Producer of THE BATTERED BASTARDS OF BASEBALL (Sundance 2014), 

Producer of 7 CHINESE BROTHERS (SXSW 2015) starring Jason Schwartzman, 

Executive Producer of FRAME BY FRAME (SXSW 2015), and COME DOWN MOLLY 

(Tribeca 2015).  She worked at and ran the Tribeca Film Festival from inception to 

July 2012, a period of 11 years, in which she was Executive Director of the festival 

and Executive Vice President of Tribeca Enterprises, and launched Tribeca Film, 

their film distribution company.  Prior to Tribeca, she created and ran the SXSW 

Film Festival for eight years.  She is a founder of Original Thinkers, an idea and 

story festival occurring in October each year in Telluride, Colorado. 

 

ADOLPHO VELOSO (Director of Photography)  

Born in São Paulo, Brazil, Adolpho Veloso has shot a variety of projects all over the 

world.  From the documentary, ON YOGA, THE ARCHITECTURE OF PEACE, which 

earned him the IMAGO award for Best Cinematography in a Documentary Feature 

and a Golden Frog nomination at Camerimage, to fiction films such as the 

Portuguese, MOSQUITO, which opened the International Film Festival Rotterdam in 

2020 and won the award for best cinematography at La Mostra de Valencia.  

Adolpho has collaborated with renowned directors such as Fernando Meirelles, 

Nicolas Winding Refn, and Justin Chadwick.  He has received 3 Camerimage 

nominations and won several other awards, including 3 trophies within the same 

year at the Brazilian Association of Cinematography awards.  

 
 
 
 

 


