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The music industry in 1962 reflected the political turmoil of the times. Dinner and 

dancing was a popular pastime. The music Americans heard and enjoyed over the 

airways was limited, however, by payola. 

Program directors adhered to criteria that supported the corporate fiscal model of 

their radio stations. Songs needed to attract listeners and major advertisers. Payola 

typically involved direct payments from major record labels to disc jockeys and the 

rewards were lucrative. Record labels fed them songs to play and disc jockeys became 

loyal to the payments. Thus, payola became a bottleneck to broader distribution of other 

artists, which hurt musicians, small record labels, and the public, and increased the price 

of music. 

Entertainment managers were ambitious band managers who took on additional 

roles due to the high costs of producing and promoting songs. The case of Robby and the 

Troubadours is shared through a historical simulated marketing plan.
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CHAPTER 1. THE MUSIC INDUSTRY IN 1962 

Introduction 

 The music industry in 1962 reflected the political turmoil of the early 1960s. It 

was a prosperous time in the United States, yet not without challenges. The country was 

recovering from a brief economic recession in 1960-1961 and while President Kennedy 

remained optimistic, he acknowledged the slow recovery process (“Economy Improves,” 

1963). The unemployment rate was between 5.3% and 5.8% in 1962 and while many 

people’s economic conditions were generally stable, President Kennedy initiated 

investment tax credits, extensions to unemployment benefits, a minimum wage increase, 

trade expansion, a reduction in federal housing loan interest, and increased public works 

projects and spending (“Economy Improves,” 1963). 

Poverty existed, and life was hard for minorities, the disabled, and families 

parented by single mothers, but hope and aspiration was still in the air. Many White 

middle-class Americans looking for something to do after a long day of work had enough 

disposable income to afford to enjoy a night out on the town. Dinner and dancing was a 

popular pastime. Some African Americans and other minority groups with enough 

resources could be similarly entertained, so long as the nightclub would let them in, as 

this was still the Jim Crow Era (History.com, 2018a). “Jim Crow laws were a collection 

of state and local statutes that legalized racial segregation” (History.com, 2018a, para. 1). 

 Music was an important part of American culture, as it remains, and reflected the 

philosophical conflicts and tension of the times. Americans enjoyed playful pop music,  
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and meaningful folk music, motown and soul, and several other genres that entertained 

and provided a form of escape from racial tension, the space war, and impending war 

with another superpower. In the 1960s, rock and roll came of age and dominated the 

charts. 

The music Americans heard and enjoyed over the airways was limited, however, 

by the rampant payola system that still exists today. In 1962, payola was usually in the 

form of direct payments to disc jockeys from major record labels. While there were other 

players in the payola system, the disc jockey took the money and their airplay song 

choices had tremendous influence on the music industry. As record labels promoted 

songs to play, disc jockeys became loyal to the illicit payments and payola became a 

bottleneck that prevented broader distribution of alternate artists’ talents. For an artist to 

be considered for airtime by a program director at their station, there would have to be a 

lot of “buzz” (talk) about the artist in the industry to make sure it was worth the risk to 

play an artist’s music, but this could be negotiated through the use of payola. 

The primary music technology in 1962 was the vinyl record, as opposed to its 

predecessor, the shellac (wax) record, which was more susceptible to damage and 

“noise.” The primary audio product was “singles,” or individual songs, and albums that 

were a collection of singles recorded onto a single disc. LPs became the dominant format 

for albums with about 30 minutes of play time on each side, and the EPs became the 

dominant format for “singles.” Pricing of 45s and LPs was market driven. In 1962, prices 

for 45s and LPs were $1.00 and $3.00, respectively (Baby Boomer Headquarters, 2018). 

In 1962, getting airplay was no longer as easy as calling in a favorite song to your 

local disc jockey. Program directors followed a set of criteria that supported the corporate 
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fiscal model of their radio station. Songs needed to attract listeners and major advertising 

companies. Payola was particularly significant in major radio where corporate budgets 

included discretionary funds for such activity. The term “payola” was derived from a 

combination of “payoff” and the suffix, “ola,” such was a common diminutive suffix 

used in the late 19th and early 20th centuries (e.g., pianola) (Online Etymology 

Dictionary, 2018a, 2018b). 

Payola arrived on the music scene with commercial radio but became a household 

term in the early 1950s when the first major payola scandal hit national news outlets. As 

payola escalated, music industry publications, such as Billboard and Variety, published 

lengthy feature stories calling for reform and government intervention (Bundy, 1959; 

Guider, 2005). A breakthrough came just after the quiz show scandal that broke in 1958. 

It was then that payola was criminalized, and it remains illegal since to induce a station to 

play a song in exchange for goods or money, without disclosing that such exchanged 

hands.  There were several players involved in payola: band managers (entertainment 

managers), radio station program managers, major record label marketing staff, and 

independent promoters. Payola was expensive, so only players who had or could raise the 

appropriate funds for this activity could participate. 

The rewards for payola were lucrative. For a major label, and in turn, their 

promoted recording artists, airplay helped sell records, which resulted in millions of 

dollars in revenue. Indies, program managers, and disc jockeys made money on the side 

from the payments they received in payola transactions, and this money was unreported, 

and therefore, not taxed. When payola occurred in the past, fines were paid, and for some, 

jail time was mandated. Financial penalties determined by the courts could be in the 
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thousands of dollars (in 1962) to millions of dollars (today). Yet, such penalties are minor 

compared to the revenue generated in record sales and are inadequate deterrents to 

payola. Today, fines are the primary legal consequence, and this is because the legislation 

regarding payola is outdated, and current rules are vague and permit some sort of payola 

with disclosure of the activity. Unobscured payola is effectively endorsed, thus its 

continued prominence in the music industry today. When payola was reduced to a 

misdemeanor, it made it possible to easily continue, only through the program director, 

not the radio disc jockey. Major labels began to work with independent promoters to 

avoid being seen as directly paying radio stations for airtime. Basically, payola hurts the 

artist, especially independent artists and small record labels but it also hurts the public as 

the public is unaware of the variety of artists and music available to them. Payola also 

increases the price of music. 

Entertainment managers were ambitious band managers in the 1960s who took on 

additional roles that contemporary band managers might not. These roles were taken on 

out of necessity due to the cost of producing and promoting songs onto 45 and 33 RPM 

records and the promoting of those records to win a contract with a major record label. 

Promoting an LP in 1962 required little start-up financing due to the nature of the rock 

and roll industry in that decade. 

Robby and the Troubadours was a hard-rocking blues rock and roll dance band 

that began in 1961 as Bob Vidone and The Rhythm Rockers (Medina, 2016) in Byram, 

Connecticut, a neighborhood of about 4,000 people within the town of Greenwich in the 

southwest corner of the state bordering Westchester County, New York. The band was 

compared with Louis Jordan of the Swing Era and other show bands. In full period 
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costume and dyed pompadours that changes color weekly (Medina, 2017), Robby and the 

Troubadours was both a nightclub act and a rowdy band of minstrels of King Arthur’s 

Court, a legendary myth of medieval times that evoked a sense of romantic wild abandon. 

“The Lemon Twist” was the lead off 45 cut to help promote the band’s LP.  It was the 

middle of the Twist Craze (1959-1964) that began with Dick Clark’s promotion of 

Chubby Checker’s 1960 cover of the Hank Ballard and The Midnighters’ 1959 single, 

“The Twist.” 

Robby and the Troubadours had a three-year boom or bust plan to reach a long-

term goal of signing with a major record label: increase the band’s regional hit popularity 

and expanding its range from NY/NJ/CT, Florida, Chicago, and Las Vegas to other major 

metropolitan areas; sell 5,000 45s of “The Lemon Twist” and achieve Top 200 status on 

the Billboard rock and roll singles chart; and sign a contract with a major record label and 

become television and movie entertainers. Several strategies were developed to help 

Robby and the Troubadours strive to meet their goals: produce a 45 of their locally 

popular hit, “The Lemon Twist;” establish residencies in nightclubs in several major 

music markets; promote the band through bookings, press kits, hosting press and record 

label executives at performances, hiring a distributor to pitch and sell records, and 

networking; and build and maintain their reputation as a hard-rocking, long-set playing, 

rockabilly, bluesy, wild and fun rock and roll band for the masses and upper class. The 

marketing strategy was tailored to the middle and upper classes and their nightclub 

attendance, as this was where most of the money was to be made by the band until they 

could reach national popularity and a major record label contract. 
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Historical Climate of the United States in 1962 

Politics. Politics in 1962 in the United States were marked by the space race, 

racial tension, and tensions between the United States, Cuba, and the then U.S.S.R. 

A half-century ago, the space race was heating up and the Cold War was freezing 

over. Soviet missile bases discovered in Cuba triggered a crisis that brought the 

U.S. to the brink of war with the U.S.S.R. Civil rights activists won hard-earned 

victories against segregationists in the American South, and John Glenn became 

the first American to orbit the Earth. Algeria gained independence from France 

and the U.S. slowly escalated its involvement in Vietnam. (Taylor, 2012, para. 1) 

It was a time of mistrust among Blacks and Whites, Americans and Russians, and 

Americans and Vietnamese. 1962 was in the midst of the African American civil rights 

movement. “Resistance to racial segregation and discrimination with strategies such as 

civil disobedience, nonviolent resistance, marches, protests, boycotts, ‘freedom rides,’ 

and rallies received national attention as newspaper, radio, and television reporters and 

cameramen documented the struggle to end racial inequality” (The Library of Congress, 

2002, para. 1). The Civil Rights Act of 1960 was recently enacted to enforce minorities 

constitutional right to vote, among other initiatives (Ashbrook Center at Ashland 

University, n.d.). 

At the same time, the Cold War, including the Cuban missile crisis, with its roots 

in post-World War II foreign policy and politics, was at its height. “On May 1, 1960, the 

Soviets shot down an American U-2 reconnaissance jet flying over Soviet territory” 

(Office of the Historian, n.d.b, para. 32). Then, “After receiving intelligence that the 

Soviet Union was placing medium-range ballistic nuclear missiles in Cuba, on October 
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14, 1962, President Kennedy announced a naval quarantine of Cuba to block further 

Soviet missile deliveries, and demanded the removal or dismantling of the missiles 

already in Cuba” (Office of the Historian, n.d.b, para. 37). The United States also 

attempted to instigate a revolt in Cuba (Office of the Historian, n.d.a). 

Tensions between the United States and Vietnam increase after the Truman 

Doctrine of 1947 declared that America would fight communist nationalism abroad. By 

1961, tension escalates to military action under President Kennedy and in 1962 the 

United States is embroiled in the Vietnam War, making use of Agent Orange to destroy 

cover to better fight guerrilla tactics of the National Liberation Front of Vietnam (A&E 

Television Networks, LLC, 2018). Further, the environmental movement was born in 

1962. “A key factor was the 1962 publication of Rachel Carson’s book Silent Spring, 

which warned that many forms of life on Earth would die because of pollution and lethal 

chemicals released by human beings and their industries” (Walsh, 2010, para. 7). It was a 

time of high tension and stress and Americans looked to popular music to help them 

alleviate the anxiety and uncertainty they were feeling as a result of the dramatic political 

climate of the day. 

Economics.  As submitted to Congress by President John F. Kennedy in 1962: 

Last January the economy was in the grip of recession. Nearly 7 percent of the 

labor force was unemployed. Almost one-fifth of manufacturing capacity lay idle. 

Actual output was running $50 billion (annual rate) short of the economy’s great 

potential. These figures reflected not only the setback of 1960-61 but the 

incomplete recovery from the recession of 1957-58. The task before us was to 
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recover not from one but from two recessions. (U.S. Government Printing Office, 

1962, p. 4) 

According to the CQ Almanac 1962, “The condition of the U.S. economy in 1962 was a 

source of both encouragement and disappointment” (“Economy Improves,” 1963, p. 

10,525). A Joint Economic Committee report in 1962 declared that the nation’s economy 

“had achieved ‘a rapid recovery’” (“Economy Improves,” 1963, p. 10,527); however, 

economic indicators of recovery at the time were somewhat weak. Unemployment was 

stagnant, but did not worsen; manufacturing production saw moderate gains; new housing 

construction, gross national product, capital investment, and disposable income had 

slightly increased; and the cost of living increased, but halted with inflation due to the 

increasing cost of services. There was also a mid-year stock market slump (“Economy 

Improves,” 1963). 

President Kennedy’s (U.S. Government Printing Office, 1962) Economic Report 

of the President outlined goals for the U.S. economy in 1962 that included: achieving full 

employment without inflation; accelerating economic growth; extending the economic 

opportunity to the poorest families in America including “those headed by women, the 

elderly, nonwhites, migratory workers, and the physically or mentally handicapped—

people who are shortchanged even in time of prosperity” (p. 10), and; and restoring the 

international balance of payments equilibrium. 

 “The average (median) family income in the United States was estimated at 

$6,000 1962” (U.S. Census Bureau, 1963, p. 1). Gas was $0.31 per gallon, equivalent to 

$2.55 in 2018 (H Brothers, Inc., n.d.b). The average price for a movie ticket was $0.70 

(IMDb.com, Inc., n.d.). There were no major recessions in the early 1960s and income 
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was rising with low interest rates. Housing prices were on the rise as were taxes. The 

early 1960s was still a comfortable one for average White Americans; African Americans 

continued to struggle in poverty or near poverty (Levy & Michel, 1991). 

Culture. In 1962, “Seattle held a World’s Fair called the Century 21 Exposition, 

celebrating the themes of space, science, and the future” (Taylor, 2012, para. 1). It was 

also the year that Marylin Monroe died and the first James Bond film was released 

worldwide, which was a huge hit in the United States (“1962,” 2012). Americans were 

looking for escape: the top five television shows were comedy/variety: “Beverly 

Hillbillies,” “Candid Camera,” “The Red Skelton Show,” “Bonanza,” and “The Lucy 

Show” (Pop Culture Madness, n.d.). Popular film was a bit more dramatic, with 

moviegoers enjoying Birdman of Alcatraz, Cape Fear, Lawrence of Arabia, The 

Manchurian Candidate, The Miracle Worker, To Kill a Mockingbird, and Whatever 

Happened to Baby Jane? (Pop Culture Madness, n.d.). Popular books included, A 

Clockwork Orange, A Wrinkle in Time, One Flew Over the Cuckoo’s Nest, and Who’s 

Afraid of Virginia Woolf (Goodreads, Inc., 2018). Thus, American popular culture was 

both upbeat and dramatic, with music allowing people to relax, let loose and have fun, 

and books and film providing a more intellectual escape. 

Musical tastes. Until about 1950, there was not a name for rock and roll music, 

although there were artists making such music, primarily African American musicians 

with blues and jazz backgrounds. Music historians have stated that Alan Freed, a disc 

jockey, coined the term “rock and roll,” (Bordowitz, 2004; Case Western Reserve 

University, 2007; Furek, 1986), although this has been debated from the African 

American music community. Little Richard and Elvis Presley helped define rock and roll 



	 10 

and much of the rock music heard in the 1960s was an extension of their work. Their 

stage presence and personalities, along with their talent, propelled them to national fame 

and they became role models for young musicians of the era. Top pop artists of 1962 

included: Bobby Darin, Brenda Lee, Chubby Checker, The Crystals, Connie Francis, 

Dion, Elvis Presley, The 4 Seasons, Jackie Wilson, Joey Dee & the Starliters, Ray 

Charles, Sam Cooke, Neil Sedaka, and The Shirelles, among others (Pop Culture 

Madness, n.d.). From January 27, 1962 to February 16, 1962, Joey Dee and the Starliters, 

“Peppermint Twist - Part 1” was the number one hit (Pop Culture Madness, n.d.). 

Naturally, the twist was the dance craze of the year. Other top hits included: Ray Charles’ 

“I Can’t Stop Loving You,” Neil Sedaka’s “Breaking up Is Hard to Do,” and Little Eva’s 

“The Loco-Motion” (Kagan, 2014). 

The Music Industry Market in 1962 

Radio was a key aspect of the music industry in the early 1960s. Radio music 

included various formats, such as country, easy listening, gospel, jazz, and rhythm and 

blues. Other smaller formats include bossa nova and waltz, which operate similarly to 

other radio formats, but with a smaller impact and, therefore, smaller market share of 

listeners and sales. In the smaller radio markets in 1962, program directors would try to 

select music that their radio station listeners would enjoy. Interaction with listeners was 

an important aspect of the business. Listeners would call in song requests and program 

directors would play songs that were popular among their local listeners based on their 

requests. But by 1962, major radio no longer operated completely in this way. 

For an artist to be considered for airtime by a program director at their station, 

there would have to be a lot of “buzz” (talk) about the artist in the industry. For example, 
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the artist would be getting airplay at several college radio stations, or the artist may have 

had a television breakthrough with a song in a commercial or even a film. Generally, the 

program director needed the “buzz” to make sure it was worth the risk to play an artist’s 

music, but this could be negotiated through the use of payola. 

Major records labels were important to the industry. Record labels were 

companies with established branding that produced, marketed, and sold music recordings. 

Record labels were often publishing companies that managed artists brands, but their 

main function was to manufacture, market, and distribute music they produced. They also 

scouted and recruited for new talent. Their role and influence in the music industry is 

similar today as it was in the 1960s, although the technology used has changed 

tremendously. 

Product. The primary music technology in 1962 was the vinyl record, as opposed 

to its predecessor, the shellac (wax) record, which was more susceptible to damage and 

“noise.” “Stereo, which had barely begun in the late 50s, became the dominant 

reproduction method in the 60s thanks in large part to the one-two punch of stereo long 

playing records and FM radio” (Stone, 2011, para. 22).  The popular reel-to-reel tape 

recorders of the late 1950s gave way in the 1960s to turntables (Stone, 2011). The 

primary audio product was “singles,” or individual songs, and albums that were a 

collection of singles recorded onto a single disc. 

Format (45 RPM album, 33 RPM LP album). “In 1930, RCA Victor launched 

the first commercially-available vinyl long-playing record….These revolutionary discs 

were designed for playback at 33⅓ rpm and pressed on a 12” diameter flexible plastic 

disc” (Record Collectors Guild, n.d., para. 9). While not initially commercially viable, 
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during and after World War II when shellac supplies were limited, 78 rpm records were 

cut in vinyl. Then, “in 1948, the 12” (30 cm) Long Play (LP) 33⅓ rpm microgroove 

record was introduced by Columbia Records” (Record Collectors Guild, n.d., para. 11). 

RCA Victor introduced “a competing vinyl format, the 7” (17.5 cm) / 45 rpm Extended 

Play (EP)” (Record Collectors Guild, n.d., para. 12). The competition between RCA and 

Columbia resulted the “War of the Speeds,” but eventually LPs became the dominant 

format for albums with about 30 minutes of play time on each side, and the EPs became 

the dominant format for “singles” (Record Collectors Guild, n.d.). 

Genres. In the 1960s, rock and roll came of age and dominated the charts (Rock 

Music Timeline, n.d.). Popular music genres of the 1960s included: British invasion, 

motown/R&B, soul, surf rock, psychedelic rock, roots rock, hard rock, folk rock/revival 

and protest music, and a cappella (The People History, 2018; Rock Music Timeline, 

n.d.). While much of the music in 1962 was fun, party music or romantic ballads, a trend 

was growing toward socially conscious lyrics and experimental styles that were wild and 

hard and that crossed racial barriers in terms both of borrowing musical styles and being 

enjoyed by a more diverse population. 

Pricing. Pricing of 45s and LPs was market driven. In 1962, prices for 45s and 

LPs were $1.00 and $3.00, respectively (Baby Boomer Headquarters, 2018). That is the 

equivalent of about $8.00 for the single and $25 for the album in 2018 (H Brothers, Inc., 

n.d.a), a bit steep for music in today’s dollars. Still, most middle and upper class White 

Americans could afford to buy records in 1962. 
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What was Popular? Gilmore (1990) offered in a Rolling Stone story, that: 

Sixties rock had given young people a sense that they possessed not just a new 

identity, but a new empowerment. Now Vietnam began to teach that same 

audience that it was at risk….The contrast between those two realizations—

between power and peril, between joy and fear—became the central tension that 

defined the late-960s youth culture, and as rock increasingly reflected that 

tension, it also began forming oppositions to the jeopardy. (para. 20) 

Popular music in 1962 enabled some young adults the opportunity to embrace the 

changing times and participate in political activism through music, or to step away from 

the trauma of life stressors due to the political climate and try to enjoy themselves. Bob 

Dylan and The Beatles, until the latter’s music shifted in focus, offered two ends of a 

spectrum that youth could relate to. What the public did not realize, however, was how 

limited their musical choices really were, thanks to payola and the business of getting 

airplay. 
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CHAPTER 2. GETTING AIRPLAY IN 1962 

Promotional Strategies 

 In the 1940s, music was popularized in juke boxes. In the 1950s, commercial 

radio became the primary method for record promotion. In 1962, getting airplay was no 

longer as easy as calling in a favorite song to your local disc jockey. Program directors 

followed a set of criteria that supported the corporate fiscal model of their radio station. 

Songs needed to attract listeners and major advertising companies. These criteria 

included: 

• Media “buzz” about an artist. 

• Significant play on college radio stations. 

• Some artists’ success with television, such as a commercial, or film song or 

music. 

• Live concerts at local and regional venues, particularly in several cities. 

• Payola. 

Payola was particularly significant in major radio where corporate budgets included 

discretionary funds for such activity. The term “payola” was derived from a combination 

of “payoff” and the suffix, “ola,” such was a common diminutive suffix used in the late 

19th and early 20th centuries (e.g., pianola) (Online Etymology Dictionary, 2018a, 

2018b). 
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Payola arrived on the music scene with commercial radio but became a household 

term in the early 1950s when the first major payola scandal hit national news outlets. In 

1950, there were about 250 disc jockeys in commercial radio; by 1957 this number rose 

to over 5,000 (Hutchinson, 2015). Disc jockeys were popular personalities and became 

celebrities in their own right. They used this opportunity to make weekly flat fee deals 

with record labels to play songs during primetime hours (Cowan, 2000). The more 

influential disc jockeys could command percentages for gross concert ticket sales, lavish 

trips, and free records and other material goods. 

As payola escalated, music industry publications, such as Billboard and Variety, 

published lengthy feature stories calling for reform and government intervention (Bundy, 

1959; Guider, 2005). The American Society of Composers, Authors, and Publishers 

(ASCAP), a performing arts association that licenses and collects royalties for its 

members, was also vocal in its opposition to payola. ASCAP tried to use its influence to 

lambaste its competitor, Broadcast Music, Inc. (BMI), for being more successful than it 

was due to participation in payola (Hutchinson, 2015). 

A breakthrough came just after the quiz show scandal that broke in 1958. Lyons 

(1999) reported that “Charles Van Doren became a national celebrity after repeatedly 

winning on the popular 1950s quiz show ‘Twenty-One,’ and taking home record amounts 

of cash” (para. 2). Another contestant decried fraud after a defeat by Van Doren and 

exposed the game show’s trickery; Van Doren had been fed the answers prior to 

competing. This led to a New York grand jury investigation followed by a 1959 

congressional probe (Lyons, 1999). The federal government then sought to investigate 

and prosecute radio payola. In 1959, the U.S. House of representatives Oversight 
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Committee heard from 335 disc jockeys who testified to accepting $263,000 in 

“consulting fees” from record labels (Hutchinson, 2015). 

In 2005, Sony BMG was found guilty of payola in the State of New York and had 

to pay a $10 million fine for enticing DJs in cash and goods for playing Sony artists, 

particularly Jessica Simpson’s new album at the time. Sony BMG tried to hide the payola 

by running fake promotional competitions giving all the prize money and material goods 

to DJs rather than the public (McDonald, 2017). 

Payola.  Payola emerged as the radio industry came into being. It was ignored for 

a long time, and it was not until the 1950s that anyone paid it much mind. It was then that 

payola was criminalized, and it remains illegal since to induce a station to play a song in 

exchange for goods or money, without disclosing that such exchanged hands. Overtime, 

the methods have changed, but the labels work to stay one step ahead of government 

agencies that track the criminal activity and seek to prosecute it. 

Definition. Simply defined, payola is “the paying of cash or gifts in exchange for 

airplay” (Peneny, 2017, para. 1). More explicitly: 

Payola is a big no-no in the music business, and yet it is a persistent problem. 

Payola is the word used to describe the act of a record label or other interested 

party paying a radio station to play a certain artist (either in cash or in goods). 

(McDonald, 2017, para. 1) 

A record label’s sole purpose is to make money by creating and selling audio products; 

the priority is on creating revenue, not talent development, which can be costly 

(Rudsenske & Denk, 2005). Given record labels’ main function, it is should be of no 

surprise that payola has been used by labels to increase their revenue. 
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Players. There were several players involved in payola: band managers 

(entertainment managers), radio station program managers, major record label marketing 

staff, and independent promoters. Some of these players were on the giving end of the 

payola equation, others on the taking end. Payola was expensive, so only players who had 

or could raise the appropriate funds for this activity could participate. 

 Individual bands seeking to gain influence with radio station program directors 

found it difficult to achieve and often used of payola. Such arrangements often resulted in 

late night or early morning play (e.g., 3 a.m.) when most listeners were asleep. 

Independent promoters, or “indies,” as they were called, were influential in getting a song 

added to a station’s playlist and getting a certain amount of plays throughout the week. 

Indies were first paid by major record labels. It is important to note that the money that 

the indies received wasn’t necessarily compensation paid directly to them for getting 

program directors to play a song. Rather, they worked more like an intermediary to pass 

the label’s money to the radio station. The indies, with the money paid to them from the 

labels, paid the radio station for various listener giveaways, such as bumper stickers. The 

indies were then paid a second time by the radio stations they solicited as consultants to 

advise the stations on what music should be played. The process was deliberately 

confusing. The object was to obfuscate the transactions so that the record labels were not 

seen engaging in direct payments to a radio station in exchange for airplay. 

Interestingly, independent record labels (not to be confused with indies, who were 

the independent promotors), were not as successful using payola, as they did not have the 

resources. Smaller record labels did not see the same airplay; they received less time and 

overnight airplay when few were listening because indies know that independent labels 
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would eventually run out of funds and could not compete against the major labels. While 

indies tended to behave in a manner that trended toward loyalty to major labels because 

they received consistent payoffs over longer periods of time, contrarily, they also took 

advantage of smaller labels because they knew those labels had no financial or legal 

recourse once their money ran dry for payola activities. There were rare exceptions to 

payola where a song was so good that a station would still play it and from helping to 

promote the song, for example by marketing that they helped launch a band, the station 

would gain notoriety and, in turn, advertising dollars. Occasionally nepotism could help 

get a song played as well. 

Rewards. The rewards for payola were lucrative. For a major label, and in turn, 

their promoted recording artists, airplay helped sell records, which resulted in millions of 

dollars in revenue. Indies, program managers, and disc jockeys made money on the side 

from the payments they received in payola transactions, and this money was unreported, 

and therefore, not taxed. “‘In those days, you could learn to love a record that had a $100 

bill on it…If it had a $200 bill on it…the disc jockey says, ‘So nice, I'll play it twice’” 

(Del Coliano as cited in “Is it Pay for Play,” 2002, para. 11). Today, disclosure of 

payments is required by law, but that essentially makes payola a legal enterprise and a 

revenue stream for major record labels. 

Violations. When payola occurred in the past, fines were paid, and for some, jail 

time was mandated. Today, fines are the primary legal consequence, and this is because 

the legislation regarding payola is outdated, and current rules are vague and permit some 

sort of payola with disclosure of the activity.  

The Communications Act and the FCC’s rules require that: 
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• When a broadcast licensee has received or been promised payment for airing 

program material, then the station must disclose that fact at the time material is 

aired and identify who is paying for it; 

• All sponsored material must be explicitly identified except when it is clear that 

the mention of a product or service constitutes sponsorship identification; 

• Any broadcast station employee who has accepted or agreed to accept payment 

for the airing of program material, and the person making or promising to make 

the payment, must disclose this information to the station prior to airing; 

• Any person involved in the supply, production or preparation of a program who is 

receiving or making payment for its airing, or knows of such arrangements, must 

disclose this information prior to the airing; 

• Broadcast licensees must make reasonable efforts to obtain from their employees 

and program suppliers information necessary to make required sponsorship 

announcements; 

• The information must be provided up the chain of production and distribution 

before the time of broadcast. (Federal Communications Commission, 2017, para. 

2) 

As can be seen, unobscured payola is effectively endorsed, thus its continued prominence 

in the music industry today. 

Consequences. “President Eisenhower called it an issue of public morality” 

(History.com, 2018b, para. 1). Payola had, and still has, legal, financial, and social 

consequences. There were legal consequences, but only for public scapegoats, such as DJ 



	 20 

Alan Freed whose payola activity erupted in the late 1950s and resulted in him being 

fined and imprisoned. 

Financial penalties determined by the courts could be in the thousands of dollars 

(in 1962) to millions of dollars (today). These fines were assessed to the major record 

labels that practiced payola and who were investigated, caught, tried, and found guilty of 

the practice in 2007 (The Associated Press, 2007). Yet, such penalties are minor 

compared to the revenue generated in record sales and are inadequate deterrents to 

payola, so the practice continues. 

From the perspective of the listener, a song list that is mainly a stream of pay to 

play music gets boring. Listeners are fickle and when their interest fades they redirect 

their attention elsewhere. 

American broadcasters…forever fearful of listener attrition, favored always-on, 

continuous programming streams designed to hold their audiences….To corral the 

attention of the fickle radio audience, continually lured by the promise of 

something better, demanded back-to-back programming that offered a constant 

stream of successive stimuli” (VanCour, 2018, p. 28). 

While today, people have alternatives to traditional commercial radio, such as 

Internet radio, satellite radio, subscription services, YouTube, and individual playlists on 

personal listening devices, in 1962, listeners would change radio stations, attend live 

concerts and smaller night club gigs, and patronize dancehalls. Further: 

While the current form of the practice is legal, it shuts out artists who cannot 

afford to get their songs played and defeats the spirit of what radio is supposed to 
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represent, which is music that is objectively placed on the radio and subjectively 

brought to popularity through the listeners. (Shinn, 2014, p. 4) 

Local musicians cannot even get their music played on stations in their hometown (“Is it 

Pay for Play,” 2002). 

Work-arounds. 

In 1960, Congress amended the Federal Communications Act to require that pay-

for-play arrangements be disclosed on the air. But record labels quickly found 

workarounds, using independent radio promoters as middlemen to covertly fund 

airplay, contests, and giveaways. (McCabe, 2017, para. 6) 

When payola was reduced to a misdemeanor, it made it possible to easily 

continue, only through the program director, not the radio disc jockey. Major labels 

began to work with independent promoters to avoid being seen as directly paying radio 

stations for airtime. Further, “‘There's this sort of implied fear that if you don’t play the 

game with them, you’re not going to be able to be at the table….Maybe the next time 

you’ve got a record you want the stations to consider, they won’t.’” (Is it Pay for Play, 

2002, para. 18) 

Effect on the music industry. Payola enjoyed rampant expansion in the 1950s, 

and even after the first major scandal in the late 1950s, continued to be a part of the 

music industry through the 1960s and continues today. With the advent of Napster and 

other music sharing sites, now themselves illegal, the power of the independent promoter 

diminished, and record labels returned to direct payments to radio station program 

directors. In 2002, New York District Attorney, Elliot Spitzer, uncovered Sony BMG’s 

record labels’ deals with several large radio chains. Sony BMG settled for $10 million. 
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Warner Music Group was investigated and settled for $5 million. Then Universal Music 

Group settled to close a payola case for $12 million (Leeds, 2006). A few years later, 

Clear Channel Communications Inc., CBS Radio, Entercom Communications Corp. and 

Citadel Broadcasting Corp. would also settle for $12.5 million to close a payola 

investigation (The Associated Press, 2007). 

Payola has obvious repercussions: 

when money changes hands in exchange for radio play, certain artists get more 

exposure than others. Exposure is key to making it big in the music business, and 

in an ideal world, the public’s response to artists and songs should drive who 

receives the bulk of the media exposure. When payola enters the picture, the 

record label is deciding which artists will fail and which will succeed. In other 

words, the playing field is no longer level. (McDonald, 2017, paras. 1-2) 

Basically, payola hurts the artist, especially independent artists and small record labels 

but it also hurts the public (McDonald, 2017) as the public is unaware of the variety of 

artists and music available to them. Payola also increases the price of music (McDonald, 

2017). Independent radio stations are more immune to payola, though their market share 

is considerably less than that of major top 40 stations. As Kelly (2016) asserted: 

Take a second to think about the brutal irony of a white Australian hip-hop artist 

benefitting from the same system that destroyed the life of a rock’n’roll DJ who 

spent his career supporting the work of black artists, and of the way major labels 

used payola to ensure their white clients dominated the radio for decades, 

marginalizing black R&B, soul, and rock’n’roll artists and clogging the airwaves 

with throwaway singles. Think about the soul-crushing homogeneity that is Top 
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40 radio, and the untold number of artists who can never hope to hear their songs 

played outside a college station because they don’t have the money to buy into the 

machine. Think of the fans who miss out on all kinds of incredible music as a 

result. (p 19) 

That said, payola has helped shape the culture of the independent radio station. As 

explained by Morley, 2016: 

it essentially paved the way for the advent of independent radio station culture, 

how they would operate and generate their playlists.  Labels couldn’t just pull 

their music from these stations, and stations didn't have to play what they didn’t 

want to play at all, so it eventually became a nightmare for labels who realized 

that their efforts to put music on airwaves really turned out to be net losses for 

them overall. (para. 3) 

Entertainment Managers 

 Entertainment managers were ambitious band managers in the 1960s who took on 

additional roles that contemporary band managers might not. These roles were taken on 

out of necessity due to the cost of producing and promoting songs onto 45 and 33 RPM 

records and the promoting of those records to win a contract with a major record label. 

Entertainment managers were relationship builders and networkers “par excellence.” The 

entertainment manager built relationships and networks with local and regional fans, the 

press, nightclub owners, record labels, distributors, disc jockeys, and other band 

managers. 

Entertainment managers doubled as press agents, and built rapport with local 

music reporters, drafted and distributed press releases, created press kits and personally 
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delivered them to newspaper offices and local offices of major music industry journals, 

such as Billboard, Chartbox, and others. The entertainment manager would speak with 

reporters and invite them to local gigs their band was playing that week, which when 

applicable, included covering the reporters tab at the bar, club, or dancehall where the 

band was playing. Occasionally, the entertainment manager would write a “plug,” 

“blurb,” or “puff piece” (all forms of promotion copy) and deliver it to a newspaper in 

lieu of a reporter viewing a show in person. 

Bands with deep pockets, thanks to generous family members or consistent and 

adequately lucrative gigs, would hire an artists and repertoire (A&R) agent who would 

book a recording studio, arrange union contracts for the musicians, pick the songs 

(repertoire), and might have played a role as music engineer, or would hire one. Bands 

that could not afford to hire an A&R agent would need to perform these tasks themselves 

and so depended upon their entertainment manager to fulfill these tasks. 

Entertainment managers would also invite major record labels' A&R agents and 

other executives, also known in the music business as “brown shoes,” to watch a band 

play live. Executive producers, the record label executive “brown shoes” who don’t have 

skills in developing artists or engineering albums highly music industry savvy and knew 

how to sell records. Marketing was one of their specialties. The executive would be 

invited to a band’s performance, along with an A&R agent who had musical production 

knowledge to help building relationships that could garner a major record label contract. 

Distributors were companies that produced, warehoused, pitched, and sold 

records. These companies had chain locations in most major cities. Managers were 

responsible for distributing dubs and getting more copies to chain locations at the 
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distributor’s request. Their pitchmen (and in rare instances, women) approached radio 

stations so that the band manager did not need to do so. Disc jockeys (DJs) were 

somewhat approachable and open to pitch meetings, but due to payola they were also 

expected to be “greased.”1 Managers, would go to local radio stations, walk in, and hand 

DJs a record to play. The record might not be played, but one could get in the door to ask. 

Distributor pitchmen saved managers a lot of time. Entertainment managers would 

attempt to publicize bands on a local television news or variety shows, but this was rarely 

successful due to high competition in the industry. Overall, an entertainment manager’s 

responsibilities included: 

• Scheduling band rehearsals and securing rehearsal space. 

• Helping band manage and maintain instruments and equipment. 

• Arrange for transportation and storage. 

• Creating band’s brand including costumes, hair, make-up (if applicable), and 

props and signage. 

• Hiring a booking agency. 

• Booking performances and regional tours when a booking agency wasn’t 

available. 

• Creating and distributing press kits to local and regional media outlets. 

• Inviting music reporters and major record label executives to performances. 

• Coordinating radio and press interviews. 

																																																								
1 Payola refers to payments made to radio stations (originally directly to DJs who controlled what was 
played on the air) by independent record labels and music publishers to play their music product (Cowen, 
2000). By the late 1950s there were over 5,000 DJs and about $50-100 per week would be paid to ensure 
minimum spins of a 45-RPM dub on air. Payola was big business that still infiltrates the music market due 
to loopholes in legislation but is greatly diminished. Payola payoffs also came from band managers and 
entertainers themselves, but if they were not yet well established, this was a financial challenge. 
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• Booking recording studio and sound engineer. 

• Producing an acetate “dub” or master of a 45 RPM single being marketed. 

• Hiring a record distributor to pitch records to radio stations to get airplay and to 

retail outlets to get sales. 

• Creating or hiring an independent record label and producing record (full length 

LP). 

• Design artwork for LP cover. 

• Managing a band’s relationships with each other. 

• Expanding a band’s media network. 

• Managing a band’s relationships with fans. 
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CHAPTER 3. MARKETING PLAN: ROBBY AND THE TROUBADOURS LP, 1962 

Executive Summary 

 Promoting an LP in 1962 required little start-up financing due to the nature of the 

rock and roll industry in that decade, thus this marketing plan was created in lieu of a 

detailed business plan. Robby and the Troubadours’ revenue from regular weekly lounge 

performances and regional tour dates provided adequate funding for development and 

promotion of an LP on an independent record label with a long-term goal for national 

radio airplay and a major record label contract. In 1962, the band had been recently 

rebranded by its Entertainment Manager to appeal to a broader and wealthier audience, 

and was ready to begin to compile single original hits and covers into an LP for 

distribution. 

 Mission statement.  Robby and the Troubadours was a bluesy, hard-rocking band 

with working-class roots and a King Arthur’s Court image, a romantic and 

swashbuckling medieval style. These images enabled the band to shift from “dive bar” 

gigs (i.e., small and cheap bar contracts) where it got its start, to nightclubs, where a 

wealthier clientele could dance and party all night long (see Appendices A and B). The 

band, a group of five young men in their early to mid-20s, strove to give powerhouse 

performances each night that they played. From big city nightclubs in New York to 

beachside lounges in Florida, and glamorous rooms in Las Vegas and Chicago (see 

Appendix C), Robby and the Troubadours aimed to put on a show that appealed to the 

masses.
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 Goals.  Robby and the Troubadours had a three-year boom or bust plan to reach a 

long-term goal of signing with a major record label: 

• Short-term goal (1 year, by end of 1962): increase the band’s regional hit 

popularity, expanding its range from NY/NJ/CT, Florida, Chicago, and Las Vegas 

to other major metropolitan areas including Los Angeles, California, Nashville, 

Tennessee, and Austin, Texas. 

• Medium-term goals (2 years, by end of 1963): a) sell 5,000 45s of “The Lemon 

Twist;” and b) achieve Top 200 status on the Billboard rock and roll singles chart. 

• Long-term goals (3 years, by end of 1964): a) sign a contract with a major record 

label such as Atlantic Records (now part of Warner Music Group; Warner Music, 

Inc., 2018), Columbia Records (now part of Sony Music; Sony Music 

Entertainment, 2018), or Decca Records (now part of Universal Music Group; 

Decca Records, 2015); and b) become television and movie entertainers (see 

Appendices D and E). 

 Strategies.  Several strategies were developed to help Robby and the Troubadours 

strive to meet their goals: 

• Produce a 45 of their locally popular hit, “The Lemon Twist.” 

• Establish residencies in nightclubs in several major music markets. 

• Promote band through bookings, press kits, hosting press and record label 

executives at performances, hiring a distributor to pitch and sell records, and 

networking. 

• Build and maintain their reputation as a hard-rocking, long-set playing, 

rockabilly, bluesy, wild and fun rock and roll band for the masses and upper class. 
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 Budget requirements.  Expenses for costumes and hair, instruments and 

equipment, local and regional transportation, press kits and signage, 45 and LP recording, 

and hosting strategic press and record label guests at performances = $8,680 in 1962 

dollars over the length of the 3-year marketing plan for the band. In 2018 dollars, this 

equates to approximately $23,776 per year (H Brothers, Inc., n.d.a) in expenses for the 

band as a whole, which were divided equally among band members and their 

Entertainment Manager. They took in the equivalent of about $40,000 per year in revenue 

from their nightly performances making this venture well within their means at the time. 

 Measuring success.  Success markers included sales of “The Lemon Twist” 45 

following a build up of regional tours, newsprint stories and reviews, radio airplay in 

major urban markets, reviews listed in major music publications, as well as making the 

top 200 Billboard rock and role singles chart. All of these success markers would have 

guided the band toward recording of their LP and garnering national recognition. 

Business Overview 

 Product description.  Robby and the Troubadours was a hard-rocking blues rock 

and roll dance band that began in 1961 as Bob Vidone and The Rhythm Rockers 

(Medina, 2016) in Byram, Connecticut, a neighborhood of about 4,000 people within the 

town of Greenwich in the southwest corner of the state bordering Westchester County, 

New York (U.S. Census Bureau, 2011). These small town kids, however, were big 

rockers. The band consisted of lead singer, Robby Vidone; pianist and organist, Barry 

Goldberg; tenor saxophonist, Peter Strazza; percussionist, Tony Neri; and guitarist, 

Carmine Riale. After some local success in Connecticut, the band made its first move in 

search of fame in nearby New York City. 
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 The band’s long playing 33.3 RPM record (LP), The Bucket List, included 15 

tracks and was promoted off of it’s first 45 RPM cut, “The Lemon Twist” (Part 1 on Side 

A and Part 2 on Side B), a “frantic twist rave-up” (Medina, 2016, p. 141) recorded in 

1962 and written by Entertainment Manager, Kal Fagan, along with “madcap 

instrumentals…solid versions of well-known numbers…and nods to the band’s 

rockabilly roots” (Medina, 2016, p. 141). The LP song list with run times includes: 

1. All By Myself (1.59) 

2. Frankie And Johnnie (2:12) 

3. Going My Way (2:27) 

4. Long Tall Sally (1:57) 

5. Madness (2:37) 

6. The Train Kept Rollin (2:10) 

7. Untrue (2:13) 

8. What Makes Me Mad (1:47) 

9. Weird (2:15) 

10. You Went Away (2:23) 

11. Hallelujah I Love Hew So (2:16) 

12. The Lemon Twist (3:00) 

13. Wobble Wickie (2:39) 

Bonus Tracks: 

14. Don’t Fraternize (2:25) 

15. Little Puppy (2:14) 
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 Competitive positioning.  Robby and the Troubadours was a street rock band in 

costume and there was nothing like them in the nightclub scene in a major city in 1962. 

Robby Vidone was in a class by himself. He was an “electrifying showman” (Medina, 

2017, p. 61) leading a basic rock and roll band with solid musicianship. Robby’s early 

influences included James Brown and Jackie Wilson, and it showed in his stage presence 

and showmanship. The band could rock hard, and while the crowd danced the night 

away, Robby energized the band to play long sets for hours on end. 

The band was compared with Louis Jordan of the Swing Era and other show 

bands. In full period costume and dyed pompadours that changes color weekly (Medina, 

2017), Robby and the Troubadours was both a nightclub act and a rowdy band of 

minstrels of King Arthur’s Court, a legendary myth of medieval times that evoked a 

sense of romantic wild abandon. Even the band’s name and signage was reminiscent of 

ancient days of yore (see example in Appendix B). With such a unique stage presence, 

the band appealed to young and rebellious rock and roll fans and sophisticated nightclub 

goers alike. 

“The Lemon Twist” was the lead off 45 cut to help promote the band’s LP.  It was 

the middle of the Twist Craze (1959-1964) that began with Dick Clark’s promotion of 

Chubby Checker’s 1960 cover of the Hank Ballard and The Midnighters’ 1959 single, 

“The Twist.” In 1961, Joey Dee and the Starliters (also, Starlighters) came out with “The 

Peppermint Twist,” a nod to their residency at The Peppermint Lounge in New York 

City. Robby and the Troubadours also played The Peppermint Lounge, and it was their 

musical contemporary, Joey Dee’s manager, who connected the band with club 

developers in Florida who then invited the band to be the opening and resident band at a 
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new club, The Lemon Twist in Hallandale, Florida. “The Lemon Twist” was written and 

recorded for the new club at local Criteria Studios in Miami, itself only a few years old, 

having just opened in 1958 (Bieger, 2014). This gave Robby and the Troubadours 

unusually early access to an otherwise inaccessible recording session.  The words to “The 

Lemon Twist” are simple, rhyming, and easy to sing along with. The beat was popular 

with teenagers and adults and it was easy to dance to. 

 SWOT analysis. 

 Competing businesses.  Direct competition was thin. Robby and the Troubadours 

were rock and roll street kids creating a storm in the nightclub scene. No one in the 

nightclub scene has seen a band like this before. Red carpet nightclubs did not play rock 

and roll music; they played big bands. Rock and rollers played cheap dive bars. The band 

successfully reached into new territory. 

That being said, New York City was a very competitive market for rock and roll 

bands like Joey Dee and the Starliters and Robby and the Troubadours. Moving locations 

kept the band working, especially when lounges looked to book bigger and bigger bands. 

When the opportunity presented itself to tread new ground in a brand new club in 

Southeast Florida, the band knew they would be able to spread their wings and command 

the local market. Eventually the band made its way to Chicago by invitation, playing at 

the Rumpus Room, later renamed Tony Paris’ Show Lounge, on the corner Rush and 

Walton Streets in the Universal Recording Corporation building (Medina, 2017). Robby 

and the Troubadours continued to travel to gain exposure in new cities with their unique 

hard-rocking style and medieval flair. A SWOT analysis reveals that while local, and 

even international, competition threatened the band’s long term goals for a major record 
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label deal, among other challenges, the unique sound and style could be enough to propel 

them to a breakthrough if they could withstand the temptations of the nightclub lifestyle 

(see Figure 1). 

Strengths Weaknesses 

• The band as a unique sound: 
rockabilly, blues, and rock and roll 
that fans can dance to. 

• Band members are attractive and 
photograph well. 

• Stage performances are exciting. 
• Creative branding including name, 

costumes, hairdos, and signage 
presents a singular image. 

• The band has experience in multiple 
urban markets. 

• The lead singer’s voice is too gravelly 
for the taste of major record labels. 

• Payola is too expensive for the band to 
compete against independent record 
labels and music publishers. 

• The band needs some maturity and 
discipline to combat the temptations of 
the nightclub lifestyle. 

Opportunities Threats 

• The band can capitalize off of the 
Twist Craze 

• The band has an experienced 
manager who has been willing and 
able to take on roles as A&R man 
and publicist to cut outsourcing costs 
for production and booking services. 

• The band has achieved regular, long-
term bookings (residencies) in clubs 
in New York City, Hallandale, and 
Chicago. 

• The band has regional fan bases in 
New York City-New Jersey-
Connecticut, South Florida, 
Chicagoland, and Las Vegas. 

• There is some competition from other 
domestic bands for attention by major 
record labels, and even more 
accessible local independent record 
companies, from Joey Dee and the 
Starliters, Mitch Ryder and the Detroit 
Wheels, Johnny Winter, and The 
Treniers. 

• A major, indirect threat is the arrival 
of The Beatles to the United States 
band scene, as well as domestic acts 
such as Bill Hailey, Elvis Presley, 
Jackie Wilson, and Little Richard. 
Lounges that want bigger acts push 
new and less established bands aside. 

• Control of the local music scene by 
organized crime syndicates in certain 
major cities can hold the band back 
from being adequately promoted. 

 
Figure 1.  SWOT analysis of direct and indirect competition. 
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 Target market.  Potential customers of Robby and the Troubadours’ LP, The 

Bucket List, include: working, middle, and upper-class rock and roll fans, “blue bloods,” 

(upper class socialites; Cambridge University Press, 2018) who want to learn to dance the 

twist; and teenagers and individuals in their 20s to their 50s, both men and women. 

Robby and the Troubadours appealed to women because they were attractive, and to men 

because the band members were approachable and enjoyed putting on a great show for 

their fans who were looking to dance. 

 The marketing strategy was tailored to the middle and upper classes and their 

nightclub attendance, as this was where most of the money was to be made by the band 

until they could reach national popularity and a major record label contract. Record sales 

did not bring in much revenue, and working and middle class fans gravitated toward 

buying a record before they would spend an expensive night out on the town to see a 

band perform live. With records only costing $1.00 for a 45 and $3.00 for an LP (Baby 

Boomer Headquarters, 2018), and the prices of both being outside of the control of the 

band, their efforts to sustain themselves had to revolve around steady nightclub 

residencies. 

 The estimated of number of potential customers in the target market area, which is 

the national market, is in the hundreds of thousands among teenage and young adult fans 

in major urban markets for rock and roll records (An accurate number is not possible to 

calculate as data regarding specific music genres and age groups in 1962 is not available). 

As the band worked to meet its short and medium term goals, selling a modest 5,000 

copies of a 45 would garner them a local hit, a breakthrough that could gain the attention 

of a major record label, enabling them to record an LP for national distribution. The 
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target market would initially revolve around these initial 5,000 buyers: teenagers, young 

adults, and up and coming professionals who were looking to add “The Lemon Twist” to 

their personal collections and house party play lists. 

 Marketing goals.  The sales and market share goals of Robby and the 

Troubadours’ 45 and LP for a three-year period (1962-1964) that are aligned to the 

band’s overall goals for success are summarized below: 

• Short-term goal (1 year, by end of 1962): Produce and begin to distribute copies 

of “The Lemon Twist” to major metropolitan areas. 

• Medium-term goals (2 years, by end of 1963): a) reach sales goal of 5,000 45s of 

“The Lemon Twist.” 

• Long-term goals (3 years, by end of 1964): a) sign a contract with a major record 

label; and b) become television and movie entertainers. 

Marketing strategies. 

Product strategy.  The first strategy was to produce a 45 of “The Lemon Twist” 

with Parts 1 and 2 on Sides A and B that banked on the song’s regional popularity in 

South Florida and Chicagoland. Robby and the Troubadours local popularity already 

indicated what fans were looking for: a chance to relax, have fun, and dance while 

enjoying a night out on the town. The records bring the desired fun to their homes. If a 

band could afford to hire one, an A&R agent would book the recording studio, arrange 

union contracts for the musicians, pick the songs (repertoire), and might have played a 

role as music engineer. Robby and the Troubadours did not have enough revenue 

generated to hire an A&R agent in the first year of their marketing plan, so their manager 

stepped into this role to cut expenses and help get the 45 record produced. 
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Production and distribution of the 45 records would be accomplished 

simultaneously with an increase in tour dates in strategic locations, notably Los Angeles, 

Nashville, and Austin. Once the 45 record’s sales goal was met and tour dates garnered 

adequate attention for a major record deal, an LP record would be recorded, initially 

under an independent record label for resale to a major label after shopping the band 

around. Independent labels were more affordable and accessible at this stage in Robby 

and the Troubadours’ career. This would be accomplished by regular invitations to major 

labels’ A&R agents and other “brown shoes” to the band’s nightclub gigs so that they 

could see their dynamism in action and how the crowd responds: an indication of 

potential future sales for the major label. 

Pricing strategy.  Pricing of 45s and LPs is market driven and not within the 

control of the band. 1962 prices for 45s and LPs were $1.00 and $3.00, respectively 

(Baby Boomer Headquarters, 2018). Also outside of the control of the band were the 

prices of entry, meals, and beverages at nightclub shows. While the records were 

affordable to all, only the middle and upper classes would be able to afford to pay about 

$40 for a steak dinner and a few drinks, and a cover charge at some clubs. Given that 

people who could afford to enjoy such nightclub shows had disposable income, that 

should only have helped increase sales volume of records. 

Place/location strategy.  Rock and roll bands that were just getting started needed 

to contract a residency at a club to help build their fan base. After a while, the public’s 

taste shifts, so it was an important strategy for bands to move locations as the market 

pushed them to do so. One strategy was for the band’s manager to build relationships 

with clubs in other cities so that when the need to move on approached, the band would 
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be ready to go and would have a new place to set up. This movement helped expand 

Robby and the Troubadours’ base in number and by region, giving the band a 

competitive edge over other bands that did not travel. These moves had to be strategic, 

that is, with the band’s goals in mind. Travel and movement had to be to cities that 

included the target market of fans with the appropriate disposable income to attend the 

band’s performances. 

Promotional strategy.  Promotion of the band involved booking performances, 

creating and distributing press kits, inviting the press and record label executives to 

performances, and hiring a record distributor to pitch records to radio stations and retail 

outlets.  Beginning with a booking agency, such as William Morris Agency, the band’s 

manager would write to invite an agent to one of the band’s performances. An office visit 

could have been made in person if the letter was not responded to. If the agent was 

impressed by the band after seeing a performance, it is likely they would sign on as the 

booking agent for the band, taking about 10% of performance revenue, thus requiring no 

up front capital from the band to sign with them. While most gigs would be over-age 

evening performances, the band would book a small number of under-age gigs for 

weekend afternoons for teenyboppers to help build record sales. Occasionally a benefit 

concert or gig would be booked, which did not garner revenue, airplay, or sales, but did 

help build good will among power brokers in the local music scene. 

Hiring a press agent or publicist could be unaffordable, so the band’s manager 

stepped in to this role to help cut expenses. Managers who act as press agents needed to 

be able to build relationships with local music reporters and be able to craft press releases 

with a “hook,” or attention getting storyline. Press kits would be created that included 



	 38 

musician biographies, professional promotional photographs, scheduling dates, and prior 

press clippings from recent venues (see Appendix G). The manager would personally 

deliver press kits to local newspapers and local offices of Billboard, Chartbox, Night Life 

Magazine, or Variety music publications. A locally popular band like Robby and the 

Troubadours enabled the manager to get a moment to speak with a reporter or music 

reviewer and share materials for potential publication. Invitations to see a performance 

and have the tab covered by the band were also offered in the walk-in meetings. This was 

a routine business expense and was considered a host responsibility on the part of the 

manager and band. Band members prepared by not only looking and sounding their best, 

but also by rehearsing interview responses for after their performances. Occasionally, 

planting a story by writing a “plug,” “blurb,” or “puff piece” and delivering it to a media 

outlet could replace a media viewing of the band. “A puff piece is a relatively shallow, 

inconsequential article that calls attention to personal achievements of a news source” 

(McIntyre, 1996, p. 21). 

Executive producers, the record label executive “brown shoes” who don’t have 

skills in developing artists or engineering albums were; however, highly music industry 

savvy and knew how to sell records. Marketing was one of their specialties. The 

executive would also be invited to the band’s performances, along with A&R agents who 

had musical production knowledge. Again, the band split the tab for these guests, hosted 

by the manager as a part of building relationships that could garner a major record label 

contract. 

Distributors, companies that produced, warehoused, pitched, and sold records, had 

chain locations in most major cities. Managers were responsible for distributing dubs and 
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getting copies to chain locations at the distributor’s request. Their pitchmen and women 

approached radio stations so that the band or entertainment manager did not need to. 

Managers, and entertainers too, would go to local radio stations and hand DJs a record to 

play. The record might be thrown out and not played, but one could get in the door to ask; 

thus, distributor pitchmen saved entertainment managers a lot of time, and Robby and the 

Troubadours sought out a distributor for their 45 RPM record. 

Some bands were able to publicize themselves on a local television news or 

variety show, but this was a rare opportunity for up and coming bands, so it was not in 

Robby and the Troubadours’ marketing plan. Movies and film were out of budget and 

inaccessible for the band as well, but eventually they hoped to find success as they 

reached their long-term goal of national recognition. An underlying theme of all of their 

promotional strategies, regardless of medium, was relationship-building and networking. 

The manager and band members built relationships and networks with local and regional 

fans, the press, nightclub owners, record labels and distributors, and even other band 

managers and bands. 

Positioning strategy.  No band can be all things to all people. Robby and the 

Troubadours was a hard rocking dance band that got fans on their feet to dance in elegant 

nightclubs where such fervor was rarely found. The objective was to get fans to feel that 

having fun and going a little wild and crazy was ok, that it was a good part of life. The 

cathartic release that the band offered was also well planned. Not only did the band 

members plan their sets to work up to a frenzy, but they maintained that energy for 

several hours on end. They played a long set with few breaks and the dancing was non-
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stop. Covers and original music kept fans interested and twister girls were hired to teach 

new fans to dance and participate in the fun and energy of evening performances. 

Implementation Activities (Action Plan) 

In order to meet the band’s overall goals for success, as well as the marketing 

goals in this plan, several action steps that align to the band’s goals and strategies had to 

be accomplished. The band’s action plan is displayed in Table 1. 
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Table 1 

Action Plan for Implementation of Marketing Strategy 

Task Responsible 
Person 

Target Date for 
Completion 

Hire booking agency Manager Q1 1962 

Book and play local performances Booking agent 
and Band 

Weekly 

Create and distribute press kits to local media Manager Q1-Q2 1962 
Invite press and record executives to 
performances 

Manager Monthly 

Book and play regional tours Booking agent 
and Band 

Q2-Q4 1962 & 
1963 

Distribute press kits to regional media Manager Q2-Q4 1962 & 
1963 

Coordinate regional radio and press interviews Manager Q2-Q4 1962 & 
1963 

Book recording studio and sound engineer Manager Q4 1962 

Produce an acetate “dub” or master of 45 RPM 
single, “The Lemon Twist” 

Band and 
Manager 

Q4 1962 

Create and distribute press release of new 
recording release date 

Manager Q1 1963 

Hire record distributor to pitch records to radio 
stations for airplay and retail outlets to get sales 

Manager Q1 1963 

Produce an acetate “dub” or master of new 
original 45 RPM singles 

Band and 
Manager 

Q3 1963-Q2 1964 

Create and distribute press release of new 
recordings release dates 

Manager Q3 1963-Q2 1964 

As band accumulates singles, record LP: Create 
or hire and independent record label and 
produce record off of “mother” plate 

Band, Manager, 
Record Label 

Q3 1964 

Design artwork for LP cover Manager Q3 1964 

Create and distribute press release of LP release 
date 

Manager Q3 1964 

Book and play LP release concert dates and 
local and regional concert halls 

Booking agent 
and Band 

Q3 1964 

Pitch LP to major record labels Manager Q4 1964 
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Budget and Sales Forecasts 

The expense budget for the action plan and forecast of sales revenue expected as a 

result of the marketing plan is provided in Table 2. Most costs were assumed by the band 

and shared equally among all members and the manager. Costs for delivering press kits to 

the media, 45 buds to distributors, and invitations to reporters and record label executives 

were negligible and the responsibility of the manager. 
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Table 2 

Expense Budget 1962-1964 

Expense Item Description Cost (for band as a whole 
unless otherwise indicated) 

Sponsor 

Costumes and 
hair 

Design, materials, 
production, and hair 

grooming 

$500 per year ($1,500 over 
length of plan) 

Shared by band 
and manager 

Instruments and 
equipment 

Musicians instruments 
and basic amplifiers 

and mics 

Approximately $1,000 at 
start up, then club owners 

provide stage lighting, 
furniture, and acoustic 

enhancements for larger 
venues, then $150 per year 
for maintenance and repair 
($1,450 over length of plan) 

Shared by band, 
manager, and 
club owners 

Local 
transportation 

Vehicle maintenance 
and gas for getting to 

and from performances 

$5 per week ($780 over 
length of plan) 

Shared by band 
and manager 

Regional 
transportation 

Vehicle maintenance 
and gas for moving to 

new residency or shows 
out of state 

$100 per trip at 3 trips per 
year ($900 over length of 

plan) 

Shared by band 
and manager 

Press kits Use of own typewriter, 
stencils, and local 

photographer plus cost 
of stationery materials 

$20 per kit, new kits created 
each year ($60 over length 

of plan) 

Manager 

Hiring of booking 
agency 

 (No cash up front, agency 
receives 10% of club 

revenue from performances 
based on entry, food, and 

beverage sales = $200-$300 
per performance) 

N/A 

Recording a 45 
dub 

Acetate master of a 
single 

$50 per hour at 5 hours = 
$250 

Shared by band 
and manager 

Producing copies 
of 45 for sale 

Disc production for sale 
by distributer 

(No cash up front) Record 
distributor 

Recording an LP Full-length record $50 per hour at 40 hours = 
$2,000 

 

Performance tabs 
for guests 

Meals and drinks for 
press and record label 

executives 

$50 per show at one 
invitation per month on 

average ($1,800 over length 
of plan) 

Shared by band 
and manager 

Total  $8,680  
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Evaluation of Results 

Criteria for success of the marketing plan for a Robby and the Troubadours LP, 

beginning with the production of a 45 won through the success of regional tours in the 

Northeast, Southeast, and Midwest, and culminating in an LP for national distribution, 

included both ratings and sales figures. Ratings were measured by newsprint stories, 

radio airplay in major urban markets, reviews listed in Billboard, Cashbox, Night Life 

Magazine, and Variety (see Appendix F), as well as top hit chart ratings in Billboard, 

specifically within the top 200 rock and roll singles. Sales figures needed to reach 5,000 

45s of “The Lemon Twist” in order to claim success and move the band into readiness to 

record the LP. 

To gain the LP contract with a major recording studio, national popularity must be 

achieved. Newsprint stories were the primary media opportunity. Reporters were 

personally and individually invited to regional tour dates and local venues where Robby 

and the Troubadours were scheduled to play. As relationships were developed among 

those reporters in major cities that enjoyed the band’s performances, continuous coverage 

over a period several months up to three years demonstrated the lasting power of the 

band. Breakthrough bands achieving major record label contracts could find such success 

in months or years. The plan was moderately conservative with a three year schedule to 

make the top 200 Billboard rock and roll singles chart and assumed a three year build up 

of tour dates, media coverage, and growing radio air play before the opportunity to be 

recognized nationally was earned. 

Once the 45 was produced in modest quantity in a regional market, checking sales 

with distributors was also an important measure of success. Slow or modest sales may 
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indicate a shift in popular interest in the group, requiring a shift in the marketing plan; 

such as increased airplay by “greasing” radio DJ palms (a.k.a., payola – not legal directly, 

but a loophole in the law permits the hiring of an intermediary to work with a station’s 

program director at this time), hosting reporters and record label executives at 

performances, and booking new gigs for the group. 

Conclusion (Epilogue) 

The music industry in 1962 reflected the political turmoil of the early 1960s and 

while the country recovered from a brief economic recession, many Americans looking 

for something to do after a long day of work enjoyed a night out on the town that 

entertained and provided a form of escape from racial tension, the space war, and 

impending war with another superpower. In the 1960s, rock and roll came of age and 

dominated the charts, but the music Americans heard and enjoyed over the airways was 

limited, by the rampant payola system that still exists today. As record labels promoted 

songs to play, disc jockeys became loyal to the illicit payments and payola became a 

bottle neck that prevented broader distribution of alternate artists’ talents. For an artist to 

be considered for airtime by a program director at their station, there would have to be a 

lot of “buzz” (talk) about the artist in the industry to make sure it was worth the risk to 

play an artist’s music, but this could be negotiated through the use of payola. 

In 1962, getting airplay was no longer as easy as calling in a favorite song to your 

local disc jockey. Program directors followed a set of criteria that supported the corporate 

fiscal model of their radio station. Songs needed to attract listeners and major advertising 

companies. Payola was particularly significant in major radio where corporate budgets 

included discretionary funds for such activity. Payola arrived on the music scene with 
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commercial radio but became a household term in the early 1950s when the first major 

payola scandal hit national news outlets. A breakthrough came just after the quiz show 

scandal that broke in 1958. It was then that payola was criminalized, and it remains 

illegal since to induce a station to play a song in exchange for goods or money, without 

disclosing that such exchanged hands. 

There were several players involved in payola: band managers (entertainment 

managers), radio station program managers, major record label marketing staff, and 

independent promoters. Payola was expensive, so only players who had or could raise the 

appropriate funds for this activity could participate. The rewards for payola were 

lucrative. For a major label, and in turn, their promoted recording artists, airplay helped 

sell records, which resulted in millions of dollars in revenue. When payola occurred in 

the past, fines were paid, and for some, jail time was mandated. Financial penalties 

determined by the courts could be in the thousands of dollars (in 1962) to millions of 

dollars (today). Yet, such penalties are minor compared to the revenue generated in 

record sales and are inadequate deterrents to payola. 

Today, fines are the primary legal consequence, and this is because the legislation 

regarding payola is outdated, and current rules are vague and permit some sort of payola 

with disclosure of the activity. Unobscured payola is effectively endorsed, thus its 

continued prominence in the music industry today. When payola was reduced to a 

misdemeanor, it made it possible to easily continue, only through the program director, 

not the radio disc jockey. Major labels began to work with independent promoters to 

avoid being seen as directly paying radio stations for airtime. 
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Basically, payola hurts the artist, especially independent artists and small record 

labels but it also hurts the public as the public is unaware of the variety of artists and 

music available to them. Payola also increases the price of music. 

Entertainment managers were ambitious band managers in the 1960s who took on 

additional roles that contemporary band managers might not. These roles were taken on 

out of necessity due to the cost of producing and promoting songs onto 45 and 33 RPM 

records and the promoting of those records to win a contract with a major record label. 

Promoting an LP in 1962 required little start-up financing due to the nature of the rock 

and roll industry in that decade, but getting airplay requires funds to participate in payola. 

Robby and the Troubadours was a hard-rocking blues rock and roll dance band 

that began in 1961 as Bob Vidone and The Rhythm Rockers (Medina, 2016) in Byram, 

Connecticut, a neighborhood of about 4,000 people within the town of Greenwich in the 

southwest corner of the state bordering Westchester County, New York. The band was 

compared with Louis Jordan of the Swing Era and other show bands. In full period 

costume and dyed pompadours that changes color weekly (Medina, 2017), Robby and the 

Troubadours was both a nightclub act and a rowdy band of minstrels of King Arthur’s 

Court, a legendary myth of medieval times that evoked a sense of romantic wild abandon. 

“The Lemon Twist” was the lead off 45 cut to help promote the band’s LP.  It was the 

middle of the Twist Craze (1959-1964) that began with Dick Clark’s promotion of 

Chubby Checker’s 1960 cover of the Hank Ballard and The Midnighters’ 1959 single, 

“The Twist.” 

Robby and the Troubadours had a three-year boom or bust plan to reach a long-

term goal of signing with a major record label: increase the band’s regional hit popularity 
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and expanding its range from NY/NJ/CT, Florida, Chicago, and Las Vegas to other major 

metropolitan areas; sell 5,000 45s of “The Lemon Twist” and achieve Top 200 status on 

the Billboard rock and roll singles chart; and sign a contract with a major record label and 

become television and movie entertainers. Several strategies were developed to help 

Robby and the Troubadours strive to meet their goals: produce a 45 of their locally 

popular hit, “The Lemon Twist;” establish residencies in nightclubs in several major 

music markets; promote the band through bookings, press kits, hosting press and record 

label executives at performances, hiring a distributor to pitch and sell records, and 

networking; and build and maintain their reputation as a hard-rocking, long-set playing, 

rockabilly, bluesy, wild and fun rock and roll band for the masses and upper class. The 

marketing strategy was tailored to the middle and upper classes and their nightclub 

attendance, as this was where most of the money was to be made by the band until they 

could reach national popularity and a major record label contract. 

 In retrospect, fate would not be as kind to Robby and the Troubadours as the 

group and their fans would have liked. The group member’s rock n’ roll dreams were 

dashed as opportunity fell through the cracks for a variety of reasons including; lack of 

financial capital to compete in the era of radio air time payola, “ahead of its time” talent, 

and residency in a mob lounge limiting their ability to promote themselves 

geographically. The band recorded “The Lemon Twist” at the Hit Factory Criteria 

Studios in Miami just three years prior to James Brown recorded there in 1965 (Bieger, 

2014). Although “The Lemon Twist” never made the Billboard charts, a 

misunderstanding garnered the band an invitation they could not refuse and their Chicago 

residency at the Rumpus Room was born (see Appendix H). The band was simply in the 
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right place at the wrong time. Robby and the Troubadours hit four major markets: New 

York, Ft. Lauderdale-Miami, Chicago, and for a brief moment, Las Vegas. 45s were 

produced, but the group settled for independent labels to help stave off the inevitable.  

“The Lemon Twist” never sold well, and the band did not have enough revenue to 

participate in payola in any significant way to get more airplay. They sold approximately 

2,000-3,000 45s overall, not enough to breakthrough to signing with a major label. The 

band booked plenty of gigs, however, to keep them solvent and partying. 

One major challenge for the group was lead singer Robby Vidone’s deep, 

gravelly, pre-heavy metal/hard rock voice that radio and the major record labels of the 

day were not ready for. Program directors felt his voice would not be accepted by the 

major advertising companies of the day. Smooth and mellow was the vocal style of the 

times, and Robby gave the crowd a voice they could dance to, but with an unmatched 

animalistic spirit. It was fun music, party music, and Robby and the Troubadours could 

really “rock the house” and make the crowd go wild. 

 Today, Robby and the Troubadours’ independent label LP has been digitally re-

engineered from a collection of 45s and made available to the public once again via 

several Internet sites for musician self-promotion and retail music sales and downloads 

(Diaz, 2016; Pye, 2016). A new generation of fans is building through the Internet, yet 

too late, unfortunately, for the surviving group members to gain from financially. They 

do, however, have much to gain in terms of their pride and gratification (Diaz, 2106). 

Their music rocks on. 
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Appendix A. Robby and the Troubadours 

 
In this photo: Carmine Riale, top; Toni Neri, middle left; Peter Strazza, middle right; Barry Goldberg, 
bottom left; Kal Fagan, Manager, bottom middle; and Robby Vidone, bottom right. Photo courtesy of 
Kalman Fagan (1962). 

 In this photo commissioned by Robby and the Troubadour’s Manager, Kal Fagan, 

the band poses in King Arthur’s Court style costumes. To cut costs, costumes were 

designed by Kal Fagan with help from a seamstress who was a friend of Carole Fagan, 

Kal’s wife at the time. Colors were bold and bright to elicit a sense of bold and 

rambunctious energy on stage.  
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Appendix B. Robby and the Troubadours 1963 Stage Sign 

 
Photographer: Larry Leverett (1963). Available for download at 
https://www.flickr.com/photos/29821940@N00/32126940983/in/photostream/ 

 In this photo taken by publicist, Larry Leverett in 1963 at the Rumpus Room in 

Chicago, Illinois where Robby and the Troubadours had a residency, the King Arthur’s 

Court style is evident in the font type of the stage sign. This helped brand the band as a 

unique rock and roll group with the ability to appeal to middle to upper class night club 

patrons, thus establishing a regular income, as well as young teenagers and Black 

Americans who at the time might be able to afford a 45 of “The Lemon Twist,” but who 

could not afford to hear the band play at the club. The imagery of the legendary King 

Arthur, with its romanticized and mysterious roots, played well against the band’s hard 

rocking style in New York, South Florida, Chicago, and Las Vegas in the early 1960s. 
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Appendix C. Robby and the Troubadours with Sandra Dee, Chicago, 1962 

 

In this photo from left to right are: Peter Strazza, Robby Vidone, Barry Goldberg, Tony Neri, Sandra Dee, 
Carmine Riale, Toni Lee Scott, a big band singer who was very popular at the time (Chadbourde, 2018), 
and Larry Leverett, publicist and entertainment journalist (Variety Staff, 2008). Photo Courtesy of Kalman 
Fagan (1962). 

 While in Chicago, Robby and the Troubadours enjoyed local fame, particularly 

among celebrities who frequented the Rumpus Room on Rush Street. “The club was 

filled night after night with celebrities, sports figures (Bobby Hull was a frequent guest), 

off-shift Playboy Bunnies, and all the movers and shakers of Chicago’s society page” 

(Medina, 2017, p. 62). Larry Leverett, the Rumpus Room’s publicist, supported the 

band’s promotion locally until they disbanded in 1965.  
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Appendix D. Press Kit Biography Mock-up, 1962 
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Appendix E. Movie Audition Referrals for Carmine Riale and Robby Vidone, 1962 
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Appendix F. Press Kit Introduction Letter From the William Morris Agency, 1962 
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Appendix G. A Moderate Sales Potential Rating for “The Lemon Twist” (Billboard, 

1962, p. 38) 
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Appendix H. The Accidental Hit Record, “The Lemon Twist,” in Chicago, 1962 
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