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Directed and choreographed by 
the Tony-winning Hamilton 
choreographer Andy Blanken-
buehler, the new musical Band-

stand has evolved from its pre-Broadway run 
at New Jersey’s Papermill Playhouse in 2015. 
Now on Broadway at the Bernard B. Jacobs 
Theatre, the show has become a more pas-
sionate, intimate production. Set in 1945, the 
musical follows Private Donny Novitski, who 
has just returned home to Cleveland after the 
war. He and a group of veterans form a band, 
determined to win a national competition 
and find their places in a new America. 

SPACE REVELATION
Set designer David Korins approached the 
original production of Bandstand (then 
called The Bandstand) with an eye towards 
creating a world that developed with the lives 
of the characters. The first 85% of the show 
happens primarily in Cleveland just after 
World War II. Korins began his process with 
exhaustive research. “It’s an interesting time 
period architecturally, and Cleveland was an 
interesting small town,” he says. The action 
moves between a number of nightclubs, bars, 
private homes, and public spaces. “We did a 
lot of work to individually define these var-
ious locations,” Korins explains. “We used 
curtains of various colors. It was essentially a 
unit set with elements that flew in.” As Don-

ny and the band become increasingly suc-
cessful, “the clubs get fancier,” he adds. 

In retrospect, though, Korins doesn’t feel 
like that design was particularly successful. 
“Papermill is a huge stage; it’s a barn,” he ex-
plains. “You really have to fill it up with a 
lot of scenery.” At Papermill, Korins’ design 
tried to show the band’s journey in the scen-
ery. The piano, for example, changed from 
a spinet to an upright to a grand, and in the 
huge journey to New York, Korins says, “We 
wanted to have a large cathartic revelation 
of space, an explosion. We flew in lots of 
shiny material legs and borders and flying 
scenery. Cleveland stayed, and there was a 
New York veneer over it.”

In the move to Broadway, the show un-
derwent some dramaturgical and staging 
evolutions. Korins explains, “A lot of what 
has happened is that the characters have 
gotten richer and deeper, and the story 
has gotten more nuanced, especially look-
ing at the soldiers’ lives.” And so the set 
design changed, as well. Rather than try-
ing to differentiate between all of the clubs 
and bars, “We went for a much more spe-
cific nuanced set for Cleveland that really 
felt like one big bar down to the dust in the 
corners, portraits and pictures, pipes, and 
sprinklers,” Korins says. All of the walls are 
made of scrim, which allows the action to 
move between the real world and memories. 
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With the shift to Broadway, the depth of 
Bandstand’s characters became richer, 

and so the set design evolved to match.
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NEW YORK IS THIS 
MASSIVE ART DECO-INSPIRED 

SET, WITH BLUE TOPOGRAPHICAL 
LEGS AND BORDERS AND 
A LARGE LED-EMBEDDED 

MEDALLION CITYSCAPE 
UPSTAGE. IT’S A WILD FEVER 

DREAM OF AN ASPIRATIONAL 
SKYSCRAPER-INHABITED WORLD.

David Korins



Through modulations in the lighting, de-
tails of the space would come and go, “like 
sand slipping through the fingers of the sol-
diers,” he adds.

But this new conceptualization didn’t 
make the transition into New York any 
easier. Korins explains that the Cleveland 
production was set on “two huge wagons 
that jackknife offstage and split apart and 
disappear,” revealing a very abstract version 
of the train. “New York is this massive Art 
Deco-inspired set, with blue topographical 
legs and borders and a large LED-embed-
ded medallion cityscape upstage. It’s a wild 
fever dream of an aspirational skyscrap-
er-inhabited world.” The New York set is all 
based on the style of the ‘20s and ‘30s and 
is tilted at an angle to skew the audience’s 
perspective. The Broadway set “pushes the 
abstraction level of the design even further 

and gives way to the balletic moves of the 
choreography,” Korins explains.

Transforming the design so signifi-
cantly created a number of challenges. 
First and foremost was the conceptual 
challenge. Korins knew that the design 
had to change but he had to get Blanken-
buehler on board with letting go of the 
specific details of each Cleveland club 
and bar. “In the end, we aren’t telling the 
story of these little places,” says Korins. 
“We are telling the story of people in Cleve-
land getting behind this band and pushing 
them into the world.” Korins wanted to help 
the audience live in the world of these richly 
drawn characters. “It was, to me, very ob-
vious that the audience wasn’t tracking the 
journey of the piano, the tiny eyelashes of 
the design,” he states. “They were tracking 
the jawbones.”
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The New York set is all based on the style 
of the ‘20s and ‘30s and is tilted at an 

angle to skew the audience’s perspective.



Because scenery is often the first design 
element to find its footing, Korins used the 
lessons of the Papermill design to help ev-
eryone move forward. “There is no better 
way to refine a process than to look at the 
full-scale model,” Korins says. “The old pro-
duction had these 
huge clunky wagons. 
It was so much ef-
fort for no visual or 
storytelling reward. 
In trying to serve 
multiple masters, we 
were really serving 
no masters.” And 
the set could become 
more dreamlike 
because of Korins’ 
incredible, collabo-
rative team. “It was 
scary and freeing 
because Andy has 
this amazing talent 
in being able to build 
architectural speci-
ficity and place with 
people,” he remarks. 
“His storytelling 
with choreography 
is out of this world. 
Jeff [Croiter] is one of 
the greats at making 
space through light.” 

  Once the whole 
team was on board with the new direction 
of the design, Korins and his team had to 
fit it into the theatre. The Papermill may 
be a barn, but Broadway houses are often 
much too small. PRG and Daedalus built 
the Broadway set, which includes both the 

specificity of Cleveland and the grandeur of 
New York City. Korins explains, “When you 
have a full stage set that is as big and specific 
as the Cleveland set, making it go away at 
the Jacobs is really hard. If you look at the 
footprint offstage of how much space there 

is, that is exactly the size 
of the Cleveland set.” In 
the big transition, the 
New York set closed 
down the space to al-
low them to mask what 
was left of Cleveland. 

Korins really em-
braces the role of de-
sign in storytelling. “In 
this particular case, the 
kind of dramaturgical 
details that we have 
added to all the looks of 
the set are really specific 
and genuinely on point 
to the storytelling,” he 
says. “I feel really proud 
that we are supporting 
the story at every turn, 
but we are not dumb-
ing it down for the au-
dience, and they are 
allowed to breathe and 
imagine. I feel really 
proud of how we struck 
that storytelling chord.”

Korins is one of the 
most sought-after set designers in New York. 
He was nominated for a Tony Award for his 
design for War Paint. He’s also about to open 
Bond 45, the restaurant he is designing and 
is really excited about. And, of course, in the 
fall, Hamilton will open in London. 
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I FEEL REALLY 
PROUD THAT WE ARE 

SUPPORTING THE 
STORY AT EVERY TURN, 

BUT WE ARE NOT 
DUMBING IT DOWN 
FOR THE AUDIENCE, 

AND THEY ARE 
ALLOWED TO BREATHE 

AND IMAGINE. I FEEL 
REALLY PROUD OF 

HOW WE STRUCK THAT 
STORYTELLING CHORD.

David Korins



A NEW LIGHT

Jeff Croiter is known for his shape-chang-
ing designs and musical sensitivity. His 
work on Bandstand has both, and he 
loved doing it. “I am more proud of this 
than I have been of lots of other things I 
have done,” he admits.

The Broadway transfer didn’t just 
involve new scenery; the show itself 
changed. “They wrote new numbers, 
major story elements changed, and per-
haps all of the staging changed,” Croiter 
explains. “It really was like starting over 
or starting a project having done a work-
shop of it rather than having done a big 
Broadway-ready production. We learned 
so much about the show and the language 
and the rules at Papermill, and those 
all still applied.” And each storytelling 
change and new staging idea drove the 
design further in a new direction.

Like Korins, Croiter thinks that the 
new set design better serves the story. The 
intimacy and specificity push the story of 
the characters forward for the audience. 
Croiter agrees that ultimately everyone 
was on board with the evolution of the 
set. “The reason the [Papermill] set was 
what it was is because we thought that 
was the perfect set,” he says. “We learned 
things and realized there was another 
perfect set. I think it’s more right. I don’t 
want to take anything away from that Pa-
permill production. It looked great, but 
this is more correct and more right for the 
version we are doing now.”

The redesign of the set necessitated a 
rethinking of the lighting design. “I don’t 
think I would have started over if they 
hadn’t redesigned the set,” Croiter states. 
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Jeff Croiter’s lighting color 
palette shifted from cool 
grays to a warm, sepia tone 
in the transition to Broadway.
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In the original production, Croiter shifted 
the lighting color on the hanging curtains 
in each scene to indicate the journey from 
nightclub to nightclub. The color palette of 
the set began in cool grays, but the Broadway 
production has a much warmer, sepia-toned 
palette. In addition, the new scrim panels 
and more specific scenery need a different 
kind of lighting vocabulary. “The storytell-
ing part was the same, but the implementa-
tion was different,” he adds.

Working with Tony Award-winning di-
rector and choreographer Blankenbuehler 
made the evolution of the design easier. 
Croiter and Blankenbuehler had worked 
together previously, but this is their first 

collaboration with Blankenbuehler as the 
director. He is a choreographer and a di-
rector with a distinct style, most familiar to 
current audiences in the iconic movement 
of Hamilton. His stylization of the move-
ment in Bandstand helped drive the light-
ing design in a very specific way, letting the 
lighting become an integral part of the sto-
rytelling. Now, with the more intimate and 
specific set for Cleveland “the only thing 
that changes is light,” Croiter says. “We are 
sometimes big, sometimes small, some-
times really small. It tracks the emotional 
journey of the characters. It becomes small-
er and more saturated as they are fighting 
harder and harder.” 
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WE LEARNED 
THINGS AND REALIZED 
THERE WAS ANOTHER 

PERFECT SET. I THINK 
IT’S MORE RIGHT.

Jeff Croiter
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But the design isn’t trying to be subtle, 
and the through-line of the design hasn’t 
changed. With his 640 light cues, Croiter ex-
plains, “Nothing that happens on the stage 
is small. I don’t mean lighting. I think the 
show creates a lot of interesting visual pic-
tures, and it is my job to support those.”

The light plot got a big upgrade in the 
move “uptown.” At Papermill, Croiter used 
the house inventory, which includes ellipsoi-
dals, scrollers, and PARs. According to Croi-
ter, “We did rent equipment, and it was sort 
of a hodgepodge of what [Papermill] owned 
and a bunch of movers that PRG had.” The 
older movers were used for backlight and 
gobo texture, with the Philips Vari-Lite 
VL3500 Spots as high sides and cross light. 
For Broadway, nearly all of the moving lights 
are VL3500s. “I love the light, and I love the 
way it mixes color, and I love how I can use 
it,” he says of the fixture. 

Croiter also uses a mix of ETC Source 
Four Series 2 Lustr units for high gobo side-
light and ETC Source Fours for area light, 
and ten Claypaky Sharpy Wash units. “The 
thing I love about the Sharpy wash is that it’s 
like two different kinds of fixtures, a beam 
of light and a wash light,” the designer states. 
Two Martin by Harman MAC Viper Perfor-
mances are on the balcony rail to light the 
scenery and were chosen primarily because 
of how quiet they are. 

The biggest lighting element in the Broad-
way production could be considered scenery. 
Seventy-five vintage 6'' Fresnels, collected 
from eBay and the corners of the PRG ware-
house, were converted to LED through the 
work of production electrician Eric Norris.
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Jeff Croiter

LIGHT TRACKS 
THE EMOTIONAL 

JOURNEY OF THE 
CHARACTERS. IT 

BECOMES SMALLER 
AND MORE SATURATED 
AS THEY ARE FIGHTING 
HARDER AND HARDER.
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In the Papermill production, there were 
ten 8'' Fresnels that didn’t change color. The 
idea of having 75 Fresnels scattered around 
the set emerged during the discussions of 
the transfer. Norris created a prototype that 
worked exactly as they needed. The Fres-
nels provided a new scenic element to help 
tell the story. Instead of curtains changing 
colors, as they did at Papermill, the Fres-
nels all shift color. They are hung on pipes 
below the main lighting grid, which moves 
throughout the show, bringing the fixtures 
in and out of the central image. The Fresnels 
were also a true collaboration between de-

partments. According to Croiter, they func-
tion like set electrics. “It was considered a 
carpentry idea, which is part of the set and 
automated and moves as though it is part of 
the set,” he explains.

In keeping with the old-style look of the 
Fresnels, Croiter worked with City Theat-
rical to do a retrofit of the front end of the 
Martin by Harman Rush PAR 2 units to 
make them look like vintage Fresnels but 
with a lot more punch. First, an insert went 
into the gel frame holder, which looks like 
a Fresnel gel frame holder. “We added con-
centric rings that mask the LED source,” 

F E A T U R E

Seventy-five vintage 6'' 
Fresnels converted to LED 
hang on pipes below the 
main lighting grid.
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Croiter says. “The audience never sees the 
lens, but the ring lights up, and it puts a great 
deal of light out.” These, along with the rest 
of the lighting rig, were provided by PRG. 

Bandstand was programmed by Jay Pen-
field on an ETC Eos Ti and is being run on 
a rack-mounted Ion RPU. Croiter and Pen-
field spent significant time mixing LED 
and moving light colors to build a cohesive 
color palette for the production. “We cre-
ated a color array in the Eos that was ‘our’ 
lavender and ‘our’ blue that was right for 
our production,” he explains. “We made six 
lavenders, rather than a million, so we had 

a starting point.” When working with a rig 
this flexible, decisions have to made very 
quickly, because “instead of turning on the 
blue side-light, you turn on the side-light 
and then you decide on the color,” Croiter 
adds. “When the choice is literally infinite, 
it is just harder.”

The biggest artistic challenge for Croiter 
in the redesign for the Broadway transfer was 
getting the previous version out of his head. 
“What I did before just didn’t apply,” he says. 
“There were things I was happy with that just 
wouldn’t work this time.” So he had to find 
new solutions and come up with new ideas. 
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Croiter worked with City Theatrical 
to retrofit the front end of the 

Martin by Harman Rush PAR 2 to 
look like vintage Fresnels.
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To do that, he tried to focus on the new set 
and the new staging, and let the new ideas 
come from there. 

As in many Broadway shows, the largest 
physical challenge was that, with the new 
intimacy of the set, there was less room for 

the lights. “All of the 75 Fresnels are under 
the entire lighting rig,” he states. Croiter 
embraced the shadows made by the obstruc-
tions but also had to do a lot of reallocating 
of equipment to figure out what could make 
a clean shot around the Fresnels and scenery. 

Croiter uses a mix of ETC Source 
Four Series 2 Lustr units for high 
gobo side-light and ETC Source 
Fours for area light.
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SELECTED LIGHTING GEAR
35 Philips Vari-Lite VL3500Q Spot
10 Martin by Harman MAC Aura
2 Martin by Harman MAC Viper Performance
10 Claypaky Sharpy Wash
4 Claypaky Alpha Spot 700
4 GLP impression120 RZ
24 Martin by Harman Rush PAR 2
14 Chroma-Q Color Force 72
24 Philips Color Kinetics ColorBlast 12
7 Philips Color Kinetics ColorBlaze TR4
10 Elation Professional ELAR 108 PAR
34 ETC Source Four LED Series 2 Lustr
140 ETC Source Four 750W Ellipsoidal
45 ETC Source Four PAR 
2 Martin by Harman Atomic 3000 DMX Strobe
14 Wybron CXI IT 4'' Scrolling Color Changer
18 Wybron Coloram 4'' Scrolling Color Changer
21 Wybron Coloram 7'' Scrolling Color Changer

3 City Theatrical AutoYoke
1 City Theatrical ShoW DMX Transmitter
5 City Theatrical ShoW DMX Receiver
Environmental Lights RBGW LED Tape
2 ETC Sensor Touring Dimmer Rack
102 Event Systems MiniDim 4/15
8 Event Systems Dim-12
8 Leprecon ULD-360 Dimmer
3 Motion Labs 48-way Distro
2 MDG Atmosphere Hazer
1 ETC Eos TI console
1 ETC Ion console

SCENIC GROUND PLAN
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The other space-related challenge came 
in the lack of side-light positions. Croiter 
says, “Even though it’s a dance-focused 
musical, the new set pieces prevented tra-
ditional side-light positions.” Croiter had to 
be very specific about where lights could go 
to provide definition to the dancers’ move-
ments. In this case, light couldn’t just shoot 
across the expanse. Instead, the cueing had 
to follow the movement and avoid lighting 
up the scrim walls. “A show on a more emp-
ty stage could have been lit more simply,” 
he adds. “It’s part of why there are so many 
cues.” But this was also part of the collab-
oration around the new set design, and, as 
always, teamwork has led to really beautiful 
moments. 

Jeff Croiter is really proud of his work 
on Bandstand and the work of the whole 
creative team. In fact, he says, “I have done 
16 Broadway shows, and this is the first 
time I was disappointed not to get nomi-
nated for a Tony.” 
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Jeff Croiter

I HAVE DONE 16 
BROADWAY SHOWS,  

AND THIS IS THE FIRST 
TIME I WAS DISAPPOINTED 
NOT TO GET NOMINATED 

FOR A TONY.


