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“...an absolute joy on many levels ... I recommend it highly to everyone,
not only actors or those involved in theatre and film — everyone.”

— Academy Award winner Martin Landau



SO THEREFORE ...

Every scene or action or speech has a so therefore. It is the goal, the ulti-
mate statement of the character. You should know the so therefore as you
begin your scene ... The climax and the payoff is the so therefore.

from Al Ruscio’s preface

When working through a scene with a student, renowned actor and acting
teacher Al Ruscio will ask, “so therefore what?” to urge them to capture
the specific actions and desires that define their character at that moment.
So Therefore ... interweaves tried-and-tested practical exercises with sound
advice, and illustrative tales from Ruscio’s remarkable career, to form a
training handbook as uniquely pragmatic as his favourite phrase. Breaking
down his method into three broad focuses, Ruscio considers:

. Warming up — including relaxation, going “beneath the words” and
emotional recall;

e Scenme work — ranging from character analysis to an exploration of action;

e The play — discovering its spine, progressing through rehearsals, and
sustaining a performance.

But So Therefore ... also reflects wisely on such diverse subjects as “stage
versus film,” and “stamina, luck and chutzpah.” Enriching and generous,
it is the culmination of a career that has taken in dozens of major motion
pictures, and spans the entire history of television — as well as half a century
spent training actors.

Al Ruscio graduated from the famed Neighborhood Playhouse School of
the Theatre and has been teaching acting for five decades. He has served on
the Board of Directors of the Screen Actors Guild and is a current voting
member of the Academy of Motion Picture Arts and Sciences.
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FOREWORD

Martin Landau

I just had the pleasure of reading Al Ruscio’s So Zherefore ... I found it
an absolute joy on many levels. It’s not only a great primer on the art
of acting in theatre and film, but it allows the reader a close-up view
of the author, a devoted and talented man whose own life’s journey
has instilled knowledge and given incentive to so many others over
the years.

I have known Al Ruscio for over a half century, and I can honestly
say that his talent and zeal have not diminished even one iota in all
that time.

Al is an enlightened individual with a true and passionate love of
life and his craft — and it’s bursting from the pages of this book.

I recommend it highly to everyone, not only actors or those involved
in theatre and film — everyone — as it will give the reader insights and
stimulate him or her in ways which will improve how they look at and
experience the world around them. It’s a terrific read!



PREFACE
SO THEREFORE ... (A FEW
WORDS ABOUT MY TITLE)

I did not invent the phrase “so therefore”, but I used it so often in my
classes that my students would use the phrase whenever they would
call me or see me after a class.

I believe I first heard the phrase in Sandy Meisner’s class at the
Neighborhood Playhouse in New York. After you finished a scene or
a monologue or an exercise, he would say, “So therefore, what?” and
you had to be specific in your answer.

For example, in the play Golden Boy by Clifford Odets, the boy is
trying to explain to his family, especially his father, that he wants more
from life: “Poppa, I have to tell you,” he says, “I don’t like myself — past,
present and future. Do you know there are men who have wonderful
things from life? Do you think theyre better than me?” Then he
continues, “Tomorrow’s my birthday! I change my life.”* And, I would
say, “So therefore, what?” And the student would yell, “So therefore,
leave me alone: I'm going to be a fighter.” Or in the play Spoon River
Anthology by Edgar Lee Masters, when Lucinda Matlock talks about her
great life and then says, “What is this I hear of sorrow and weariness,
anger, discontent and drooping hopes? Degenerate sons and daughters,”
she says, “Life is too strong for you — it takes life to love Life.”

Her so therefore is something like, “Stop complaining, grow up, and
enjoy this wonderful gift called Life.”

Every scene or action or speech has a so therefore. It is the goal, the
ultimate statement of the character. You should know the so there-
fore as you begin your scene. That knowledge is the springboard that
drives the scene. It gives you the impetus and the confidence to play
your action fully. The climax and the payoft is the so therefore.
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