
Christopher Marlowe, Nancy 
LaMott’s Musical Director, said: 
‘“Nancy had a great way of going on 
stage. She would say to me - “Don’t stop 
until we get to the end.”’ Prior to meeting 
Marlowe, LaMott had been performing 
in piano bars and clubs in San Francisco, 
having moved there from Midland, 
Michigan where she performed with her 
father’s dance band.  

LaMott became one of the most 
popular cabaret singers in San Francisco, 
although her bookings were often 
interrupted by hospital stays due to an 
illness, Crohn’s Disease, an inflammation 
of the intestines that has no known cause 
or cure.  In-spite of long periods in which 
she was on cortisone and prescription 
pain killers, LaMott became well-known 
in the local world of cabaret. 

Having built a solid resume and 
reputation in California, she relocated to 
New York where cabaret was in the-
midst of a surge in popularity. LaMott 
found work at the Duplex as a 
singer/waitress, followed by an extended 
period at Don’t Tell Mama, where, along 
with Karen Mason, she was the first 
singer to be booked for a long-term 
residency.  

LaMott drew a large following after 
performing at Eighty Eights in 
Greenwich Village, accompanied by 
Marlowe. Lyricist David Zippel, who 
achieved fame for the Tony Award 
winning City of Angels, heard her in a 
piano bar on Columbus Avenue. He 
remembered: “I heard this great voice 
and I flipped.” Zippel introduced himself 
and they soon became friends. He 
learned about her chronic pain, noting 
that she always hid it from her audience. 
“Her music meant so much to her that it 
pulled her through the pain.” 

LaMott appeared in an off-Broadway 

revue of Zippel’s songs in 1983, It’s 
Better With a Band. Later, the show 
traveled to London’s West End with 
LaMott. Zippel raved about her to his 
friend, the composer David Friedman, 

who went to see LaMott at Eighty Eights. 
Friedman approached her and said: “You 
are going to be a star.” He told her that 
he would produce her recordings. True to 
his word, Friedman formed a publishing 
company, Midder Music, with Zippel, 
and invited Scott Barnes, to become her 
director and manager. LaMott wrote a 
note to Friedman: “Thank you. I’ve 
waited so many years for this day. I must 
have been waiting for you.” 

Beautiful Baby was the first album to 
be released. As with her subsequent 
recordings, the songs are a collection of 
standards from Rodgers & Hammerstein, 
Irving Berlin, etc. and tunes by up and-
coming writers. Come Rain or Come 
Shine features only Johnny Mercer 
classics; My Foolish Heart, contains two 
inspired pairings, one of them Stephen 
Sondheim’s “Good Thing Going” and 

“Not a Day Goes By,” an exceptional 
arrangement, the instrumentation 
consisting of just piano and cello.  

LaMott suffered two decades of pain 
and weakness with Crohn’s Disease, but 
after having an ileostomy in 1993, she 
never felt better in her life. She was 
stronger, sang more consistently and 
began to achieve stardom. LaMott won 
awards as the best cabaret singer of the 
year, performed twice at the White 
House, and recorded a movie soundtrack. 
Her popularity spread to a wider 
following and she began breaking 
attendance records at some of the most 
prestigious clubs in New York including 
Tavern on the Green and the Algonquin. 
LaMott made her Broadway debut in the 
Best Little Whore House Goes Public, 
appeared in an ASCAP production at 
New York’s 92nd Street Y, and made her 
Carnegie Hall debut. 

All seemed to be going well, until 
March of 1995, when LaMott was 
diagnosed with uterine cancer.  She chose 
to do hormone therapy as opposed to 
surgery to complete the most important 
album of her career, Listen to My Heart, 
orchestrated by the legendary Peter Matz. 
LaMott flew to San Francisco for a 
benefit concert, where she met the actor, 
Peter Zapp. They fell in love and began 
a bicoastal romance. LaMott was told 
that the hormone therapy had not 
succeeded, and she would need a 
hysterectomy. By the time LaMott had 
the surgery, the cancer had spread, 
leaving chemotherapy as the only option.  

A few days after her last 
performance, LaMott was rushed to St. 
Luke’s – Roosevelt Hospital. Zapp came 
in from Los Angeles and joined her at the 
bedside. When they were briefly alone, 
Zapp proposed. Friends called for a 
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Hi Members, Family, Friends & Fans of APSS, 
     Hope you are all well, staying safe and warm, and 
surviving the cold winter weather in the city.  

     After losing our space at Local 802, we wound up having a terrific year 
holding our meetings at The Green Room. Then Covid came along, but we 
were able to continue on Zoom without missing a beat. It was thrilling to 
begin this season with live performances at Don't Tell Mama, our new 
home. However, when 2022 began there was a major spike in the 
pandemic. I conferred with our Board of Directors and it was decided to 
cancel the January meeting for everyone's safety. Since New Yorkers 
have been careful and cooperative, the numbers have decreased 
significantly, and we are now able to return to our monthly live Programs 
at DTM.  
     A while back we had planned to celebrate Peggy Lee's Centennial but 
had to cancel several times.  Now we are pleased to announce that the 
great James Gavin will finally host our Saturday, February 12th gathering 
from 12-2, discussing his brilliant Peggy Lee book enhanced with fabulous 
and rare clips of Miss Lee provided by Will Friedwald. Of course, we 
require all attendees to be vaccinated and wear masks during the show. 
     I have been thinking about the financial toll that the pandemic has 
taken on charities, organizations, and clubs. The American Popular Song 
Society is no exception and we are very grateful to long-time Board 
Member and world renowned sheet music expert and collector Sandy 
Marrone for her exceptionally generous donation. As Sandy told me, she 
and her husband have seen the struggle to keep this Society alive and 
thriving over the years, and they hoped to inspire others to consider 
contributing as well. Our heartfelt thanks to Sandy for her belief in us, 
and our shared mission.  
     We are planning to hold our very 
first fund raising Gala in June and 
will let you all know more about it 
soon. Remember you don't have to 
wait until then to donate and support 
APSS, and we would appreciate any 
help you can give us at this time. 
     Looking forward to seeing you all 
in person on February 12th for this 
exciting Peggy Lee Program! 
❤Linda
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My father was the first Peace 
Corps Director in Malaysia. I am the 
“love child” born in the Philippines. 
We did not have a television and radio 
stations were scarce, but we had 
ORIGINAL CAST RECORDINGS 
OF BROADWAY SHOWS! These 
albums would become my close 
companions. Apparently, my mother 
had to bribe me to take my naps by 
blasting the songs of Jerry Herman, 
Lerner & Loewe, Styne & Sondheim, 
and Rodgers & Hammerstein.  

When we returned to the States, 
these “companions” helped me 
navigate the culture shock of 
adjusting to suburban Massachusetts. 
I was a stranger in a strange land who 
remedied this by practicing never- to-
be performed back yard musicals 
every day after school. My path 
became clear; lessons, lessons, 
lessons and participating in every 
school, camp, church, and community 
theater production my mother and I 
could find. When we moved to NYC, 
I attended The High School of Music 
& Art, NYU Drama, performed in 
summer stock and regional theater as 
a proud acting union member.  

But in my early 20’s, I began to 
look for any excuse not to audition. I 
felt I did not have the vocal and 
physical athleticism to compete in the 

Broadway of the 1980’s. I was a 
“Rodgers & Hammerstein girl” in a 
sea of “Cats”. Soon I gave all my 
“companions” away and dumped my 
music, pictures and resumes into the 
recycling bin of my building, sending 
a strong message to the universe to 
guide me where I was supposed to go. 
Thankfully the universe listened, and 
I discovered the art form of cabaret, 
which ultimately lead to my writing 
and performing my own songs in the 
folk rooms of the East Village. One 

night after a set, a friend observed that 
my theatrical side “was showing” and 
that I should return to cabaret to 
combine all my pieces once and for 
all! In 2008, I returned to the cabaret 
community, joined MAC and never 
looked back.  

I went on to partner my songs with 
covers of the contemporary 
songwriters I admired. I rarely tapped 
my musical theater past until Ricky 
Ritzel cast me to sing “The Sound of 
Music” for his “Ricky Ritzel’s 
Broadway” series; reuniting me with 
my old “companions.” Surprisingly I 
was not haunted by my audition 
ghosts, but instead heard this beloved 
music through the ears of a 
contemporary, female, singer-
songwriter, and I was taken by how 
relevant it was.  

The 2016 election hit me hard, and 
their music now served as musical 
“comfort food” and I needed a 
reminder of the values I was raised to 
live by. Rodgers & Hammerstein 
tackled discrimination, domestic 
violence and questioned the fairness 
of the American Dream. They told 
true war stories, exposed audiences to 
other cultures around the world and 
had great respect for the environment. 
I realized that they tell our story 
today. 

Soon I got the idea for “Rodgers 
& Hammerstein 2020” and pitched it 
to my teacher and director, Lennie 
Watts. Lennie wisely suggested I 
explore the “misses” as well as the 
“hits” when researching and 
revisiting the song catalogue. When I 
had a set list and script outline, my 
trusted musical director, Tracy Stark, 
joined us for one rehearsal in person 
on March 9, 2020. Two days later 
Broadway shut down and we all went 
inside. Covid was here, and just like 
in my youth, I held on to Rodgers & 
Hammerstein for dear life.  

The three of us put the show 
together Via Zoom and by the 

Rodgers & Hammerstein – Full Circle
By Meg Flather

Continued on page 5
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By Marilyn Lester
The highly anticipated January APSS 

program of cut musical theater songs, to 
be presented by Board member, Michael 
Lavine, was, well… cut, thanks to the 
omicron variant of the covid pandemic 
virus. This article can’t replace that show, 
but is at least a window into the subject. 
And what better way to kick these 
paragraphs off than by an introduction 
from Maestro Lavine himself on what 
would have been. 

“I’ve been collecting sheet music 
since I was a teenager. I’ve inherited a 

number of collections, notably Arthur 
Siegel’s, Peter Howard’s and Elise 
Bretton’s. Peter was the dance arranger 
for Hello, Dolly! originally, and he had a 
number of cut Dolly songs in his files.  I 
found them fascinating and sing them for 
anyone who comes over here. I realized 
I had many songs in my collection that 
were cut from Broadway musicals. In 
many cases, they were not cut for quality 
but for lots of other reasons.  And often, 
they’re terrific. I thought putting them 
together into a revue would make for an 
entertaining show.” 

Why do songs get cut? Many songs 
are eliminated either in the 
creative/workshop stages of a musical or 

in previews, not because of lack of 
quality, but most often because they just 
don’t serve the purpose initially intended. 
A great example of this decision-making 
is “Flag Song” from Stephen Sondheim’s 
Assassins. The tune was originally 
conceived as an opening number and 
dropped because it didn’t work as such. 
But it’s a brilliant song that is now 
sometimes used as a coda to Assassins, 
as in the much-lauded 2019 production 
of the musical at Washington DC’s 
Signature Theater. In that placement, it 
turns out “Flag Song” is perfect. The 
number has also been a strong part of 
Brian Stokes Mitchell’s repertoire for 
many years.  

Some cut songs are recycled into 
other musicals by their creators. 
Sondheim again: songs cut from Follies, 
such as “Can That Boy Foxtrot!” found 
their way into Marry Me a Little. At 
Oklahoma!’s tryout in Boston in 1943, 
when the show was called Away We Go, 
Richard Rodgers and Oscar 
Hammerstein’s number “Boys and Girls 
Like You and Me” was cut, but later 
found its home in State Fair. Others have 
an unusual, and in this case, reverse 
trajectory: Alan Menken and  Howard 
Ashman’s “Proud of Your Boy” for 
Disney’s Aladdin movie (1992) was cut 
from the film, but became part of the 
score for the 2014 Broadway version. 
Andrew Lippa’s Big Fish flopped on 
Broadway, but the cut “This River 
Between Us” was reinstated in the West 
End production in London. 

Many cut songs live on and have 
success in their own right. “When 
Messiah Comes,” was cut from Fiddler 
on the Roof, but Broadway’s third Tevye, 
Herschel Bernardi, recorded the song on 
his 1966 album Herschel Bernardi Sings 
Fiddler on the Roof—and composers 
Jerry Bock and Sheldon Harnick also 
performed it in concert, which can be 
heard as a bonus track on the Deluxe 
Collector’s Edition of the original 
Broadway cast album. Another cut song 
that made it to a bonus track is “We’ll 

Have Tomorrow,” from Little Shop of 
Horrors (Alan Menken, Howard 
Ashman). It survived as a tiny snippet as 
Audrey and Seymour sing “Don’t Feed 
the Plants” in the show’s finale, and was 
included in full as a bonus track on the 
2003 Broadway cast album.  

Others that have found life outside 
their musical origins include “Come 
Down From the Tree,” cut from Once On 
This Island (Lynn Ahrens, Stephen 
Flaherty). It emerged as part of Audra 
McDonald’s recording on her album 
How Glory Goes. Cut from Gypsy (Jule 
Styne, Stephen Sondheim), “Mama’s 
Feeling Fine” was recorded with success 
by Petula Clark in 1959. “There Won’t 
Be Trumpets,” cut from Stephen 
Sondheim’s Anyone Can Whistle has 
since become a favorite selection for 
performers, with recordings by 
Bernadette Peters, Geraldine Turner and 
Barbra Streisand. YouTube can also be an 

interesting source of cut songs. 
“Congratulations,” cut from  Lin-Manuel 
Miranda’s Hamilton can be heard sung 
by Tony-winning Renée Elise Goldsberry 
on YouTube at #Ham4Ham. 

About a Cut Show of Cut Songs

Continued on page 5
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The number of songs cut from 
musicals is legion—extending as far back 
as one can imagine. Way back when, for 
instance, the genius operetta team of 
William S. Gilbert and Sir Arthur 
Sullivan cut songs as necessary. One 
example of how the G&S collaboration 
worked can be found in this amusing 
anecdote about a cut song from the 
premier of 1888’s The Yeoman of the 
Guard. Just prior to the opening, Gilbert 
sent a letter to Sullivan by messenger, 
which read: “I desire before the 
production of our piece to place upon 
record the conviction that I have so 
frequently expressed to you in the course 
of rehearsal, that unless Meryll’s 

introduced and wholly irrelevant song is 
withdrawn, the success of the first act 
will be most seriously imperilled.” Of 

course, it was cut, and in this case, exists 
in a heavenly afterlife where cut songs go 
to die. 

priest, who, assuming he was being 
called to administer last rites, brought the 
wrong book. Drugged and in pain, 
LaMott failed at first to respond to her 
cue in the marriage ceremony. Then, as if 
coming back from a great distance, she 
gasped “Yes, yes, yes!” She died an hour 
later at the age of 43. 

Those who were lucky enough to be 
present at a Nancy LaMott concert may 
not have known about her untimely 
death. It’s all-the- more impressive that 
her extraordinary performances were 
underlined with pain and yet she gave her 
best self to the audience. Perhaps the 
words of “Listen to My Heart” reflect her 
joy in finally finding happiness and 
success: “Every dream I’ve dreamed 

have come to pass. Listen to my heart. 
Listen to it sing.” 

Cut Songs... cont...

summer of 2020, I began to perform 
the show weekly for friends and 
family. Approaching each online 
performance like a live show was 
essential to overcoming my nerves 
and applying Lennie’s sage 
instruction: sing the songs as I sing 
my own.  

Cabaret was opening again by the 
time I had my second Pzifer shot, 
another angel in the story, Sidney 

Myer, eagerly found show dates for 
“Rodgers & Hammerstein 2021” on 
the Don’t Tell Mama schedule. As I 
ended the first performance singing, 
“My heart will be blessed with the 
sound of music and I’ll sing once 
more,” it occurred to me that just like 
when Rodgers & Hammerstein was 
there for America through WW2, they 
were there for us now, as they had 
always been for me, and are again. I 
am so grateful for this Rodgers & 

Hammerstein full circle.  
Editor’s Note:  
Meg will be back at DTM on 2-26 & 3-20.    

Rodgers & Hammerstein... cont...

Nancy LaMott... cont...

Julie Andrews
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This often forgotten and critically 
bashed series from Lucille Ball, her third, 
is arguably superior to “The Lucy 
Show.” Probably unjustly misaligned by 
critics due to a difficult and weak 
opening season, “Here’s Lucy” improved 
with every season and contains some of 
the best work of Lucille Ball’s career. 
The wonderfully abstract “Lucy Show” 
plays more as a variety show than 

sitcom, and certainly has its share of 
classic episodes. 

Missing from the Lucy Show, 
however, is the character development, 
focus and warmth that made “I Love 
Lucy” so successful. “Here’s Lucy” 
switches formats and focuses on 
widower Lucy Carter, a single-working 
Mom, and life with her two children 
(Ball’s own children with Desi Arnaz, 
Lucie & Desi) and their Uncle Harry. 

Played by Gale Gordon, 
Uncle Harry was also 
Lucy’s over-bearing boss. 
As the seasons pass, Uncle 
Harry softens and Lucy, 
Kim and Craig play more 
as a family unit. Like Lucy 
Ricardo, Lucy Carter loved 
to get into the show, and 
her work at the “Unique 
Employment Agency” 
often allowed her the 
chance to sing and dance 

with top guest stars. Carol Burnett, Jack 
Benny and Vivian Vance make 
numerous, nearly seasonal guest 
appearances, plus other famous guests 
included Liz Taylor & Richard Burton, 
Flip Wilson, Ann-Margret, Johnny 
Carson, Milton Berle, Helen Hayes and 
Ginger Rogers. 

Still featuring Lucille Ball’s amazing 
talents for physical comedy and turning 
a funny line, “Here’s Lucy” features 

dozens of iconic 
“Lucy” moments. 
Lucy as down-trodden 
Dirty Gertie, Lucy 
wielding a 
jackhammer on 
cement; Lucy sky-
diving through the 
roof of a lodge; the 
famous stuck-on-her-
finger Liz Taylor 
diamond ring; Lucy in 
a giant pickle outfit; 
and Lucy and Mannix 
tied to chairs, 
physically jumping, 
bouncing the chairs to 
comedic perfection, 
and of course, the 

moment zany Lucy Carter meets 
superstar actress Lucille Ball! 

Many episodes are written by her “I 
Love Lucy” writers, as well as other 
tops-in-their field scribes such as Bob 
O’Brien, the Fox-Jacob’s team and Lou 
Derman (many of whom were presenting 
their best work, simultaneously, to “All 
in the Family”). Even with numerous top 
directors at the helm - Herbert Kenwith, 
Jerry Paris, Jack Donohue, Jay Sandrich 

and Coby Ruskin - it is often repeated 
that Lucille Ball really directed the 
shows, but offered deference to the 
directors she most trusted and respected. 

This show is rarely seen in 
syndication despite relatively high 
ratings during the intital run. It had a 
daytime run on CBS in 1977. This was 
followed by it’s debut in off-network 
syndication in Fall of 1981 by 
Telepictures. Most stations aired the 

show in late-night after the first few 
months. Now the show is seen mostly in 
international markets or on independant 
stations. PAX-TV ran the series briefly 
in the late 90’s. A DVD with 24 episodes 
was released in 2005 and features lots of 
great bonus features. “Here’s Lucy” 
DVD’s have been available for a while 
now; Season One since August 2009, 
Season Two since November 2009, 
Season 3 since mid 2010 and continuing 
until 2011, where the entire series has 
come out on MPI video. The DVDs have 
a ton of special features.

By Glen Charlow

Lucy somehow manages to convince Flip Wilson to play the role of Prissy in a local 
production of Gone With the Wind. Episode #73; Season 4, Show #1; Aired Sep 
13,1971; “Lucy and Flip Go Legit.”

Chaos ensues when Lucy tries on Elizabeth Taylor's 
huge diamond ring and it gets stuck on her finger. 
Episode #49; Season 3, Show #1; Aired Sep. 14, 1970;   
“Lucy Meets the Burtons.”

This article 
originaly appeared 
in the Sept./Oct., 

2012 issue of 
TIMES SQUARE CHRONICLES. 

It is rewritten here with permission 
from the Publisher of that paper.


