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Abstract 
 

 

This thesis examines the multifaceted and interdisciplinary means through which the “rebel” trope 

is used as a groundwork for complex characterization in Laurence O’Keefe and Kevin Murphy’s 

Heathers the Musical (2018). Using Jamie Muscato’s performance as Jason Dean (“JD”) as an 

exemplar, I employ a three-stage analytic process through which nuanced, embodied subjectivity 

is realized, and the performer is highlighted as a vector for intersectional interpretation. The first 

stage examines the narrative impacts of the text and music written for JD and explores how they 

serve to individualize him. The second considers the musical mechanics and rock informed 

stylization of the character using an analytic model for embodied subjectivity, which I extend to 

account for theatrical elements of performance. The third considers the analytic findings of the 

first two chapters through an intersectional lens, highlighting the musical and theatrical 

interpretation of the text posited by the performer as being the main vehicle through which the 

“rebel” trope is expanded upon. 
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Introduction 
 

 

 While the study of the musical has only recently departed from the notion of musical theatre 

works purely as entertainment, the analysis of characterization has remained steady in its 

inclusion within musical theatre literature. As works under the teen musical subgenre have 

increasingly turned inward, presenting a renewed interest in the inner experiences of teenagers, 

the “rebel” character type can be interpreted to have a more involved and individualized 

subjectivity, encompassing social identity, depth, complexity, salient traits, individuality, and 

emotional or psychological development. 

 

Objectives 
 

By using a case study to investigate this phenomenon, I aim to shed light on the interplay 

between the teen musical as a subgenre of musical theatre and character portrayal, 

individualization, strengthened by nuanced, complex characterizations and intersectional 

subjectivities. 

In embarking on this thesis, I aim to examine the extension and eventual dissolution of 

the “rebel” character type and narrative trope as musical space is afforded to development of 

character. I will investigate a work which contains a character of this nature and consider how 

the unique interplay between music, text, and theatricality forge deeper characterizations.  This 

work will contribute to the study of character in musical theatre study, as well as contribute to the 

more specific discussion of character and representation. This will aid in the further 
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understanding of the music and assist in the examination of the music as a vehicle for character 

portrayal in stereotypical and individualized instances. 

I will examine a character falling underneath the “rebel” type; JD (Jason Dean) from 

Heathers the Musical, with the end goal of adopting and expanding upon established dramatic 

and musical frameworks under which to consider the way in which character stereotypes and 

narrative tropes are presented musically in works of musical theatre, and how these are deepened 

and more fully realized by performer interpretation. The connection between written text, 

performer interpretation, and character subjectivity in this particular context is absent from 

written literature, and sources that do suggest this connection do not consider recent 

developments in society that inform the context through which works are performed.1 In 

investigating this I aim to examine the present patterns of developing character, as well as the 

further connection between the character subjectivity and the music written to impart that 

subjectivity. The music written JD in Heathers the Musical engages with and is transformed by 

music written for other characters; and, with that written for more general use throughout the 

score, and furthermore deepens the established musical ecosystem in the work. The nature of this 

musical, textual, and theatrical interaction will be illuminated in answering the research 

questions that I aim to answer in the thesis. 

  

 
1 Alyson McLamore. Musical Theater: An Appreciation (Upper Saddle River, NJ: Pearson Education, 2004), 102. 
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Research Questions 
 

1. How is the subjectivity expressed in a teen musical setting? What effect do character 

stereotypes and narrative tropes have in the process of expression? 

2. How is this type shaped musically? In what way do performers deepen this? 

 

 

Contexts 

 

With research questions now organized, I will now elaborate on several guiding contexts through 

which my analysis will be conducted. While broad, these elaborate on the historical and social 

context of the musical work that I examine. 

 

The Teen Musical Since 2000 
 

Teen musicals in the 2000s began to incorporate a wider range of themes and characters, 

reflecting the diversity of teenage experiences, further reflecting a desire for an increased 

authenticity depicted on stage. Among those using rock and contemporary music contexts, some 

of the most notable are Spring Awakening (2006) and Next To Normal (2009), which tackled 

subjects considered to be taboo such as sexuality, mental health and turbulent family dynamics. 

Since 2010, genre blending; including rock, pop, hip-hop, and contemporary styles blended with 

the structural conventions of musical theatre. As online spaces devoted to fan discussion of these 

works emerged on platforms such as Tumblr, a deep interest in social commentary as it applied 

to young people became a common theme of the subgenre. While blending musical genre 

styling, works continue to explore internal experiences in a variety of hybrid styles, such as 
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isolation, mental health, or the impact of social media on young people.2 Additionally, an 

increase in film adaptations becoming teen musicals emerges, with several of the most notable 

teen musicals of this period being adapted from films, such as Heathers the Musical (2014, 

2018), Mean Girls (2017), and Beetlejuice (2019). Several other notable works of this period 

highlight the described trends, including Dear Evan Hansen (2016), Be More Chill (2015), and 

The Prom (2017). These works have provided a platform for addressing serious issues, 

celebrating the energy of youth, and offering entertainment that resonates with teenagers' 

experiences.3 As the cultural landscape continues to shift, the themes and styles of teen musicals 

will likely continue to evolve to reflect the current realities of young people's lives. 

 

Usage of Rock Music in Theatre and Teen Musicals 

The usage of rock music in musical theatre stems back to the 1970s and 1980s, with a rise in 

rock musicals exploring themes of rebellion, self-expression, and the challenges faced by 

teenagers. Musicals such as Hair (1967) and The Rocky Horror Show (1973) addressed 

counterculture and self-discovery, resonating with young audiences seeking to challenge societal 

norms. Rock music's energy, rebelliousness, or relatability make it a perfect fit for portraying the 

emotional turmoil, self-discovery, and coming-of-age experiences that are often central to teen-

oriented narratives. The use of rock music in musical theatre has evolved over the last fifty years, 

reflecting changes in popular music trends, societal attitudes, demonstrative of an overall desire 

to create a contemporary image of storytelling in theatrical spaces. Additionally, the use of 

 
2 Jack Viertel. The Secret Life of the American Musical: How Broadway Shows Are Built (New York, NY: Sarah Crichton 

Books, 2016), 19. 
3 For a discussion of these themes as a vehicle for identity, see: Raymond Knapp. The American Musical and the 

Performance of Personal Identity (Princeton, NJ: Princeton University Press, 2009). 
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popular music in musical theatre became an effective manner through which to attract younger 

audiences.4 

Many composers began to experiment with rock-inspired sounds, with shows like Hair 

(1967) being amongst the earliest examples. Hair very thoroughly embraced the counterculture 

movement of the time, featuring rock-style songs that dealt with relevant sociopolitical issues.5 

This boundary pushing continued into the 1970s, with the introduction of concept albums and 

rock-operas. Andrew Lloyd Webber and Tim Rice's Jesus Christ Superstar (1970) and The 

Who's Tommy (1969, adapted into a stage musical later) incorporated rock music elements into 

sweeping, epic narratives, further showcasing the storytelling potential of rock in theatre.6 

However, it was not until the 1980s and 1990s that rock was integrated as a mainstream 

feature of musical theatre. Andrew Lloyd Webber’s Starlight Express (1984) used rock 

influences to create a high energy feel, while Johnathon Larson’s Rent (1996), influenced by the 

rock musical movement, gained popularity for its contemporary and edgy approach to 

storytelling. The 1990s and 2000s brought pop-rock and jukebox musicals that relied on existing 

rock songs. Musicals like American Idiot (2009), based on the Green Day album of the same 

name, showcased the emotional depth and social commentary that rock music provided. Since 

the 2000s, musical theatre continued to explore a diverse range of rock styles. Shows like Spring 

Awakening (2006) and Next to Normal (2008) combined rock music with coming-of-age and 

mental health themes, while Hedwig and the Angry Inch (1998, adapted into a musical) 

 
4 Michael Hann. “Everybody’s Talking About Jamie and the Return of the Rock Musical,” Accessed June 16, 2022. 

https://www.ft.com/content/0657045c-e210-443f-82d7-58208ebd244d. 
5 Elizabeth Wollman. The Theater Will Rock: a History of the Rock Musical from Hair to Hedwig (Ann Arbor, MI: 

University of Michigan Press, 2009), 67. 
6 John Kenrick. Musical Theatre: A History (New York, NY: Continuum, 2008), 88-91. 

https://www.ft.com/content/0657045c-e210-443f-82d7-58208ebd244d
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embraced a heavy glam rock influence. Contemporary musical theatre often blends rock with 

other genres, creating hybrid styles that appeal to a broader audience. Rock elements are also 

integrated into adaptations of popular films and literature.7 

Recognizable themes of justice seeking, rebellion, identity, and self-expression align well 

with the resonant issues faced by teenagers. By using rock music, teen musicals create an 

effective lends through which to consider the feelings of empowerment, frustration, and 

excitement that come with growing up or living as a teenager.8 Further, it is recognizable for its 

high-energy sound and electrifying performances. In a musical theatre setting, this energy can be 

harnessed to create engaging scenes that mirror the intensity of the characters' emotional 

experiences. Raw, emotive qualities within the rock genre allows characters to express their 

feelings in a way that resonates with audiences. The music becomes a useful tool for conveying 

the inner struggles and triumphs of characters of all types. The nonconformist spirit often 

associated with rock music aligns with themes of discovering identity or asserting individuality. 

Rock music is also frequently used to depict characters breaking free from societal expectations 

and finding their unique voices. 

Messages in rock music frequently champion empowerment and rallying against 

adversity, lending well to the teen musical themes of overcoming challenges, standing up to 

bullies, and taking control of their lives and emerging as adults. Additionally, some teen 

 
7 Wollman, The Theater Will Rock: a History of the Rock Musical from Hair to Hedwig, 100-102. 
8 The idea of the musical reflecting social identity or cultural mindsets is explored at length in: John Bush Jones. Our 

Musicals, Ourselves: A Social History of the American Musical Theatre (Hanover: Brandeis University Press, 2003). Jones 

does not specifically discuss the teen musical as its own subgenre, though he does present a fascinating discussion of major 

life events as being portrayed differently depending on the targeted audience, which speaks to the specificity of the teen 

musical’s target group. 
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musicals adapt classic stories or literature and infuse them with rock music to create a 

contemporary spin. This approach bridges the gap between traditional narratives and the tastes of 

modern audiences, widening the audience reach of the show. Overall, rock as a genre's vitality, 

emotional resonance, and thematic alignment make it a powerful tool for exploring the 

complexities of teenage years on the stage, while staying relevant in an ever-changing cultural 

landscape. 

 

“Rebel” Character Type 

The “rebel” is a recurring character type in musical theatre that centers around characters who 

challenge the norms of the story’s social world, authority figures, or otherwise established 

conventions. The trope evolved from the 1955 film Rebel Without A Cause, over time becoming 

associated with the image, attitude, and aesthetic of James Dean. Typically, the “rebel” is a male 

character who is charming, edgy, and often exhibits behaviors that deviate from societal norms. 

This character type adds a layer of intrigue and complexity to musical narratives, often serving as 

a source of tension. It is common for characters who adhere to this trope to possess a strong 

sense of individuality as well as a desire for personal freedom, leading them to question the 

status quo. This type is typically portrayed as outsiders who challenge authority, defy rules, and 

possess a certain allure that attracts attention and curiosity. Their behavior can range from 

defiance to complete nonconformity. This contrast between their rough exterior and underlying 
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vulnerabilities contributes to their appeal, allowing for character development throughout the 

course of the story.9 

The rebel trope has been a popular tool for creating engaging narratives and relatable 

characters within musicals of all kinds. In the musical setting the rebel is often portrayed as a 

socially outcasted individual or outsider who does not follow the prescribed path of the other 

characters, be it in life or in a specific situation. They can come from various backgrounds, such 

as social outcasts, marginalized groups, or simply individuals who reject the need to conform to 

standards or rules. This trope allows for exploration of themes like rebellion against oppression, 

the pursuit of self-discovery, and the tension between tradition and progress. These characters 

may clash with authority figures and antagonistic forces. Their journey towards self-discovery 

and empowerment can serve as a deeply characterizing emotional and narrative arc and may be a 

resonant force with audiences. Furthermore, this trope provides a platform to explore themes of 

individuality, social change, and the wider human quest for freedom from oppression or other 

societal expectations.10 

 

 

 

 
9 Michael Dover. “Archetypes and Stereotypes,” Valley Men, 1998, 14. 
10 Dover, “Archetypes and Stereotypes,” 15. Other informative discussions of the “rebel” trope can be found in: 

Kathryn Hill. “S/He’s a Rebel: The James Dean Trope in Buffy the Vampire Slayer,” Continuum 27, no. 1 (2013): 

124–40, https://doi.org/10.1080/10304312.2012.664117. Another source is: Maddalena Fedele and Maria-Jose 

Masanet. “The ‘Troubled Rebel Girl’ and the ‘Boy-Next-Door’: The Apparent Inversion of Gender and Love 

Archetypes in 13 Reasons Why, Elite and Sex Education” Journal of Popular Television 9, no. 3 (2021): 335–53, 

https://doi.org/10.1386/jptv_00061_1. 

https://doi.org/10.1080/10304312.2012.664117
https://doi.org/10.1386/jptv_00061_1
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Subjectivity 
 

In centering my study around subjectivity in musical theatre, I make use of a definition provided 

by Dominique Chateau. In discussing subjectivity, I refer to it in this manner. Being multifaceted 

by nature, subjectivity as a main point of analysis becomes integral to my consideration of 

character and external development of my project. Chateau names three contexts through which 

to consider subjectivity, which I also adopt. These are: 

Subjectivity as consciousness: The ability to connect our mind to the environment, to be 

aware of our feelings or ideas and be aware of our own existence. Subjectivity as internal 

representations of various kinds: sensations, perceptions, feelings, mental images, 

dreams, ideas. Subjectivity as the position of the subject: the identity of the human being 

as a unified source of external and internal representations, and as a source of self-

representation (and self consciousness).11 

 

In this thesis I will adhere to this explanation of subjectivity and examine the ways in which each 

of these subjective contexts are applied within musical theatre characterization. Chateau’s 

emphasis on consciousness, internal representations, and positionality provides the analyst with 

clear markers for the interpretation of character subjectivity. I will be able to examine the 

material content and performance expression of individual characters according to these inherent 

values.  I shall examine subjectivity of character to interpret creative theatrical expressions of 

individualization, agency, complexity, and depth. This understanding fits into Chateau’s 

definition.   Additionally, I extensively use a model of cultural subjectivity developed by Lori 

Burns, Mark Lafrance, and Laura Hawley. This model applies to the music that I centre my 

discussion around. 

 
11 Dominique Chateau. Subjectivity: Filmic Representations and the Spectator’s Experience (Amsterdam: 

Amsterdam University Press, 2007), 7, https://directory.doabooks.org/handle/20.500.12854/35873. 

https://directory.doabooks.org/handle/20.500.12854/35873
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Intersectionality 
 

In keeping with the multi-faceted nature of this research, I adopt a definition of intersectionality 

from Patricia Hill Collins and Sirma Bilge, which includes six pillars to an overall consideration 

of intersectionality in cultural materials, including musical theatre and other performance arts. 

Their six pillars are: relationality, social context, power, inequality, social justice, and 

complexity.12 The application of this definition and considering it alongside my musical analysis 

will inform my interpretation of the character in the third chapter. Their complete definition is as 

follows: 

Intersectionality is a way of understanding and analyzing the complexity in the world, in 

people, and in human experiences. The events and conditions of social and political life 

and the self can seldom be understood as shaped by one factor. They are generally shaped 

by many factors in diverse and mutually influencing ways. When it comes to social 

inequality, people’s lives, and the organization of power in a given society are better 

understood as being shaped not by a single axis of social division, be it race or gender or 

class, but by many axes that work together and influence each other. 

Intersectionality…gives people better access to the complexity of the world and of 

themselves.13 

 

The third chapter of my thesis applies each of these pillars — relationality, social context, power, 

inequality, social justice, and complexity— to the analytic findings of my first two chapters, and 

further considers the multifaceted nature of performance through these lenses. 

 

 

 

 
12 Patricia Hill Collins and Sirma Bilge. Intersectionality (Cambridge, UK: Polity Press, 2016), 142. 
13 Hill Collins and Bilge, Intersectionality, 2. 
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Heathers the Musical: Production and Reception History 
 

A teen musical that has reached a cult-following status is Heathers the Musical (2014) by 

Laurence O'Keefe and Kevin Murphy. Adapted from the 1989 film, this is a quintessential teen 

musical. Heathers tells the story of Veronica Sawyer, “a brainy, beautiful teenage misfit who 

hustles her way into the most powerful and ruthless clique at Westerberg High: the Heathers. But 

before she can get comfortable atop the high school food chain, Veronica falls in love with the 

dangerous and handsome new kid J.D. When Heather Chandler, the queen bee, kicks her out of 

the group, she joins forces with JD to take down the Heathers once and for all, though she later 

learns that JD’s intentions are far more extreme than hers.”14 

The musical uses many of the themes and topics that are frequently depicted in teen 

musicals of this era, and arguably exists as one of the first shows to champion the wishes of its 

internet fans. The Off-Broadway production was well received by critics and audiences and was 

lauded for its truthfulness regarding its source film, though it was equally criticized for sanitizing 

the dark themes that the original film leaned into.15 The London production was less well 

received, with critics feeling the material was too sanitized as well. However, the performances 

of the cast, most notably the two leads, Carrie Hope Fletcher (Veronica) and Jamie Muscato (JD) 

were praised.16  

 
14 “Heathers The Musical – Licensing,” Concord Theatricals. https://www.concordtheatricals.com/p/56725/heathers-

the-musical. 
15 Ben Brantley. “‘Heathers: The Musical’ Brings Back Guilt-Free Mayhem,” The New York Times, April 2, 2014, 

https://www.nytimes.com/2014/04/02/theater/heathers-the-musical-brings-back-guilt-free-mayhem.html. 

Jesse Green. “Theater Review: What’s Your Damage, Heathers: The Musical,” Vulture, March 31, 2014, 

https://www.vulture.com/2014/03/theater-review-heathers-the-musical.html. 

Steven Suskin. “Aisle View: New High School Musical,” Huffpost, March 31, 2014,  

https://www.huffpost.com/entry/aisle-view-new-high-schoo1. 
16 Dominic Cavendish. “Heathers, Theatre Royal Haymarket, Review: Wicked, Rebellious Musical Isn't Just for 

Fans of the Film,” The Telegraph, September 14, 2018, https://www.telegraph.co.uk/theatre/what-to-see/heathers-

theatre-royal-haymarket-review-wicked-rebellious-musical/. 

https://www.concordtheatricals.com/p/56725/heathers-the-musical
https://www.concordtheatricals.com/p/56725/heathers-the-musical
https://www.nytimes.com/2014/04/02/theater/heathers-the-musical-brings-back-guilt-free-mayhem.html
https://www.nytimes.com/2014/04/02/theater/heathers-the-musical-brings-back-guilt-free-mayhem.html
https://www.vulture.com/2014/03/theater-review-heathers-the-musical.html
https://www.telegraph.co.uk/theatre/what-to-see/heathers-theatre-royal-haymarket-review-wicked-rebellious-musical/
https://www.telegraph.co.uk/theatre/what-to-see/heathers-theatre-royal-haymarket-review-wicked-rebellious-musical/
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As one of the first musical theatre works to achieve a high degree of internet virality and 

social media fueled fandom commitment, Heathers the Musical has had a lengthy run in 

professional theatrical spaces. It premiered in Los Angeles in 2013, and moved to New York in 

2014, where it played Off-Broadway at New World Stages from March through August. Between 

2014 and 2018 the book and score underwent significant revisions prior to its re-release Off-

West End at The Other Palace in 2018. This limited run was a critical and box office success, and 

the show quickly transferred to the Theatre Royal Haymarket on the West End, where it closed in 

November of 2018. Following the Covid-19 related theatre closures, Heathers was revived on 

the West End for a limited run in the summer of 2021. Finally, it transferred back to The Other 

Palace in November of 2021, and will play its final performance there on September 3, 2023.17 

In addition to this, there have been two tours, as well as a professional filming of the 2022 cast at 

The Other Palace, released on the Roku Channel. Two recorded albums exist; of these is the 

World Premiere Cast Recording, featuring the Off-Broadway version of the show, and the other 

of the West End cast, featuring the London version. The London version has been deemed by the 

authors as the “complete and definitive”18 version of Heathers the Musical, and it is this version 

that my work in this thesis considers. Additionally, a large part of what has made Heathers so 

popular amongst online fan communities is the circulation of video and audio recordings of live 

performances. 

 

 
Hadley Freeman. “Heathers the Musical Review – Teenagers Safely on the Rampage,” The Guardian, September 

14, 2018, https://www.theguardian.com/stage/2018/sep/14/heathers-the-musical-review-teenagers-revenge. 

Henry Hitchings. “Heathers Review: A Colourful Slice of Teenage Cruelty and Humour,” Evening Standard, 

September 17, 2018. 
17 “About,” Heathers the Musical, www.heathersthemusical.com/about. 
18 Laurence O’Keefe and Kevin Murphy. Heathers the Musical (New York, NY: Concord Theatricals, 2020), 151. 

https://www.theguardian.com/stage/2018/sep/14/heathers-the-musical-review-teenagers-revenge
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Heathers Adaptational Considerations: “Positivity Doctrine” 

 

The writers of Heathers; Laurence O’Keefe and Kevin Murphy have acknowledged that one of 

the greatest challenges in adapting Heathers for a 2010s audience was deciding how to handle 

the subject matter, with much of the morally grey content in the original Heathers written to be 

over the top and satirical.19 In an effort to combat this, they invented what they refer to as “the 

positivity doctrine.”20 The positivity doctrine is a vague concept that is applied widely 

throughout the work.21 While not overly defined by the creators, it does have overarching 

guidelines. The most prominent of these being that all action, be it musical, dramatic, implied, 

visual, and so on, must come from a place of positivity, and “seek to be aspirational.”22 

 This seems like an incredibly difficult to follow and somewhat strange adaptational 

process to get on board with; however, when you place the original film next to this musical 

adaptation, the influence of this perspective is clear as day. Furthermore, much of the 

“sanitization” criticism that the musical has received can quite likely be attributed to the creator’s 

choice to enact this adaptational ideology in their work. 

The realization of some of this is most fully realized in the perspective of the characters, 

though there are also several relevant changes to the plot of the film to “positivize” it. Notably, 

some of the adaptational changes to Heathers that seek to make the characters more 

“redeemable” instead dimmish their presence in the story world, and have horrible things happen 

 
19 O’Keefe and Murphy, Heathers the Musical, 151. 
20O’Keefe and Murphy, Heathers the Musical, 152-153. 
21 As social attitudes around the musical’s subject matter change, so too must the positivity doctrine to keep the 

characters positive and likeable. For example, in the original film JD pulls a gun on some other students in the 

lunchroom, but since gun violence is a profoundly serious issue in the 2010s, this is changed, and JD instead hits 

them with a book. The doctrine can impact all aspects of production, including content like this, as well as 

behaviour. 
22O’Keefe and Murphy, Heathers the Musical, 153. 
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to them as a means of explanation for the musical’s darker subject matter. While not confirmed to 

be the intentions of the creators, the positivity doctrine acts as an artificially sweet layer, 

reminiscent of Sarah Ahmed’s discussion of the “intentionality of happiness”23 where she 

suggests that: 

To be affected “in a good way” thus involves an orientation toward something as being 

good. Orientations register the proximity of objects, as well as shape what is proximate to 

the body. Happiness can be described as intentional in the phenomenological sense 

(directed toward objects), as well as being affective (having contact with objects).24 

 

The requirement of object of attention in context then having goodness required of it, can be 

further considered against the vague guidelines of O’Keefe and Murphy’s positivity doctrine, and 

when the adaptational changes to between the film and musical versions of Heathers are 

considered in the manner alluded to by the creators and further explained by Ahmed. 

Furthermore, the positivity doctrine becomes an essential feature of characterization, both 

through text, theatricality, and music. 

 

Jason Dean (“JD”) 
 

Jason Dean (“JD”) is the antagonist of Heathers the Musical. While this is a film adaptation of a 

film, the musical version of JD exists as a distinct entity from the original film JD, with the most 

notable points of departure for his character being the treatment of his relationship with his 

father, and his means of facilitating his relationship with Veronica. Furthermore, JD’s character is 

 
23 Sara Ahmed. “Happy Objects,” in The Promise of Happiness (Durham, NC: Duke University Press, 2010), 20. 
24Ahmed, “Happy Objects,” 24. 
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heavily steeped in “Rebel” nomenclature, and he both musically, textually, and visually fulfills 

the expectations of this type. 

 However, the musicalized version of this character is rewritten in a manner that reflects 

an embodied experience that is recognized musically. In seeking to deepen JD for the musical, 

authors Laurence O’Keefe and Kevin Murphy depart from the type-based portrayal of the 

character in the source film and instead develop a richly nuanced subjectivity that is then taken 

farther by the performer of the role. 

 There have been several iterations of Heathers the Musical, and as such JD has been 

portrayed by many performers. However, there are three prominent versions of the work, and 

therefore three notable performances of the character. These are: American tenor Ryan McCartan 

in the 2014 Off-Broadway production, English Canadian tenor Jamie Muscato in the 2018 West 

End production, and English tenor Simon Gordon in the filmed release of the 2022 Off-West End 

production. This thesis will examine Jamie Muscato’s performance of the role, and I have 

decided this for two reasons. Firstly, Muscato is the recorded JD in the “complete and 

definitive”25 version of Heathers the Musical. Secondly, he is perhaps the most influential 

performer of the role. Muscato is cited by several actors to play JD in the currently running Off-

West End production and the UK tour as being of great influence on their own interpretations.26 

 

 

 
25 Ibid. 
26This also appears to be the case in the internet fandom communities that discuss Heathers and other teen works, 

with Muscato and McCartan being the front running fan favorites. Look no further than the comment sections on the 

YouTube videos I have cited as my performance reference points to see the degree of fan enthusiasm regarding 

Muscato in this role. 
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Literature Review 
 

As the project I embark on in this thesis works extensively with a select few scholarly works, it 

is integral to provide a brief overview of the other existing scholarly literature as it pertains to the 

research conducted herein. Within these I will include literature from the two major areas within 

my thesis. These are subjectivity in musicology and characterization in musical theatre and 

opera. 

 

Characterization in Musical Theatre and Opera 
 

In musical theatre study, character is largely analyzed as a smaller facet of a greater analysis, as 

described by writers Stacey Wolf and Sarah Whitfield, who both centre their works on the 

interaction of character and either a singular point of subjectivity, or the wider cultural 

ramifications of a nuanced portrayal.27 These authors consider the role that character fulfills 

within the greater thematic context of the musical in question, and the role that individualized 

subjectivities and representations play in that process.  They notably lack a discussion of 

character informed evolution, which this thesis aims to provide. As these authors address 

interplay between character portrayal and the singular representation of a given cultural group; 

they leave open questions surrounding the role archetype plays in the portrayal of characters who 

provide multiple points of representation, and the balance between archetypal or stereotypical 

recognition and complex characterization. 

 
27 Sarah Whitfield, ed. Reframing the Musical: Race, Culture, and Practice (London, UK: Red Globe Press, 2019). 
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Literature discussing the teen musical tends to focus on film and cinema considerations, 

and the stage presence of these works has largely been ignored, or considered in non-scholarly 

settings, such as YouTube video essays or personal blogs. However, there are several notable 

works in musical theatre studies more widely that examine the American musical as a cultural 

phenomenon, which could be interpreted to include the American teenager experience so 

frequently depicted in works of this nature. In The American Musical and the Formation of 

National Identity (2005), author Raymond Knapp considers the manner through which musical 

narratives reflect societal values, beginning in the golden age of Broadway and extending 

through to the early twenty first century, and while not explicit, it can be considered inclusive of 

the described themes relevant to teenagers and young people. Furthermore, several works 

examine the themes that teen musicals frequently depict, though they do not make mention of 

this specific subgenre. 

English scholars Millie Taylor and Dominic Symonds are among the most influential 

writers in musical theatre studies. In their work Studying Musical Theatre: Theory and Practice 

(2014), Taylor and Symonds delve into the different contexts and theories under which the genre 

can be considered. The overarching theoretical structures within this are: semiotics, identity and 

its performance, sexuality and queer theory, narrative theory, and intertextuality.28 Considering 

the genre in this way is integral to the study of musical theatre character. As character is 

frequently considered to be a facet of the drama, it becomes a collection of salient traits that 

become influential in the examination of these subjectivities. Many works of musical theatre 

centre character and/or character story arcs as their main point of contention, exploring facets of 

 
28Dominic Symonds and Millie Taylor. Studying Musical Theatre: Theory and Practice (New York, NY: Palgrave 

Macmillan, 2014), 4-5. 
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personality in lieu of event driven plot. In working to define the types at play, Taylor and 

Symonds together establish frameworks upon which to analyze musicals. Notably, character is 

not the central focus of any of their frameworks, though it is discussed in each of them. 

The existing scholarly discourse surrounding character in musical theatre also largely 

aims to answer similar clusters of questions. These questions include: 

1. How is character defined? How does that definition change when asked of different 

mediums? Different genres? 

2. What do specific characters portray to audiences about the communities and groups 

that they aim to represent?29 

3. Who or what is being represented? Who or what is not? 

4. How does the character in question shape the cultural conscience? 

Within these questions, there is at present a dominant discussion surrounding the 

portrayal of diversity, prejudice, and the reception of these portrayals. The identification of 

archetype within the portrayal of a given group has directed discussion into characterization in 

recent years. In early works, such as analyses of Shakespeare, discussion of characterization 

focusses less on “rugged individualism”30 and more on collective purpose within the work as a 

whole.31 These authors frequently suggest character as a vehicle for subthemes within larger 

contexts. However, in modern drama (and further, musicals) the centre of character based 

analytical works asks the questions. In answering these, most use a single production as their 

 
29 For example, “how does character x affect the representation of y?” 
30 William E. Gruber. Missing Persons: Character and Characterization in Modern Drama (Athens, GA: University 

of Georgia Press, 1994), 144. 
31 Earlier scholars do this in a similar fashion to those of today. The role of character plays in thematic interpretation 

of a given work is the dominant research focus in the study of characterization. 
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guidepost, highlighting the correlation between certain archetypes and the real-life cultural 

groups to which they are most frequently attributed.32 

Literature on operatic characterization offers some answers to the questions posited by 

the musical theatre literature. As a more established academic field, operatic characterization is a 

rich and complex area of study, focusing on how composers use music to develop and convey 

the personalities, emotions, and motivations of characters in operatic settings. 

In the chapter “Staging Mozart's Women” Wye Jamison Allanbrook, Mary Hunter, and 

Gretchen A. Wheelock, focus on the portrayal and staging of female characters in the operatic 

works of Mozart. The chapter delves into how these characters are presented through a 

combination of music, libretto, and staging choices. It explores how Mozart challenges 

traditional gender roles and norms, giving his female characters depth and complexity. The 

authors then further analyze the music’s interactions with the portrayal of women, highlighting 

emotional nuances and dimension that Mozart places on them. They also examine the connection 

between staging choices and character development, considering how visual elements enhance 

the audience's understanding of the female roles.33 

Carolyn Abbate and Roger Parker’s comprehensive history of opera, entitled A History of 

Opera: The Last Four Hundred Years (2012), which provides a contextualized exploration of 

operatic characterization over time, though its discussion of characterization is more general. The 

book emphasizes how changing musical styles, social norms, and cultural contexts have 

 
32 Some other notable works that discuss this include Millie Taylor. Musical Theatre, Realism and Entertainment (London, 

UK: Routledge, 2016), https://doi.org/10.4324/9781315596990; and, Ishmael Reed and Carla Blank, eds. Bigotry on 

Broadway: An Anthology (Montreal, QC: Baraka Books of Montreal, 2020). 
33 Wye Allanbrook and Mary Hunter. “Staging Mozart’s Women.” In Siren Songs: Representations of Gender and 

Sexuality in Opera, edited by Mary Ann Smart (Princeton, NJ: Princeton University Press, 2000), 47-66. 

https://doi.org/10.4324/9781315596990
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influenced the portrayal of characters. This work further highlights the importance of 

interdisciplinary perspectives in understanding operatic characterization.34 

 It wasn’t until recently35 in dramatic scholarship that character has become synonymous 

with individual, fictionalized beings. In many works published prior to this period, character was 

construed as a facet of the larger play or musical.36 In the recent history of written drama, Gruber 

notes that the “commitment to the representation of the human figure as character”37 has evolved 

into the current standard of character presentation. Prior to this, it was common for “character” to 

be considered in a widely conceptual manner, with individual actors serving to represent a larger 

theme rather than depict “true to life”38 people or objects.39 

A final contribution comes from The Musical as Drama (2006) by Scott McMillan. This 

work takes the musical from several angles, the chapter on character demonstrating how the 

archetypes present in musical theatre works function in a musical capacity. McMillan uses 

character and ensemble to describe the functioning of character as a storytelling device, asking 

the central question: “…are their real people in musicals?”40 McMillan concludes that the 

development of the book and “the dialectic”41 are what gives the musical theatre genre an edge in 

character exploration. In dramaturgy, the characters are bound to the dialectic capacity to change 

and convey meaning, whereas in the musical they are afforded an additional “lyrical”42 

 
34Abbate and Parker. The History of Opera: The Last Four Hundred Years (London, UK: Penguin Books, 2015). 
35 In terms of the history of drama. 
36 Gruber, Missing Persons: Character and Characterization in Modern Drama 1-3. 
37 Gruber, Missing Persons: Character and Characterization in Modern Drama 14. 
38 Gruber, Missing Persons: Character and Characterization in Modern Drama 66 
39 For example, not playing a person, but personifying an idea, or acting in an otherwise interpretive manner 

(interpretive dance, etc.). 
40 Scott McMillan. “Character and the Voice of the Musical” in The Musical as Drama (Princeton, NJ: Princeton 

University Press, 2006), 54. 
41 McMillan, “Character and the Voice of the Musical,” 55. 
42 Ibid. 
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intensification. The use of lyrics and music to remove the “noise”43 from the dialectic functions 

to intensify developmental occurrences in the lyric. McMillan separates “song character”44 and 

“book character”45 into separate entities that are joined in the musical form. In seeking to define 

character he states: 

Character in a musical, then, is an effect of song character as well as book 

character…The heart of the musical is the projection of musical ability, which takes the 

performers into the second order of time, lyric time, and lets them extend their characters 

musically. Those who do not sing and dance are lesser characters. They stand out because 

they have no music…The larger characters are capable of living in two worlds, as though 

were real and normal, and as though characters able to switch from the book mode to the 

number mode were real and normal, too.46 

 

In conclusion, the study of characterization in musical theatre and opera has expanded to include 

varying perspectives. The perspective of this thesis additionally requires a survey of the literature 

on subjectivity and musicology. 

 

Subjectivity and Music 
 

This extensive body of research that explores the multifaceted relationship between subjectivity 

and music, encompassing topics such as emotional responses, cultural influences, perception, 

and the challenges posed to traditional musicological analysis. 

 Musicology has deeply explored the connection between subjectivity and music, and 

furthermore the even stronger connection between music and emotional meaning. Tia DeNora’s 

 
43 McMillan says that the speech of real people is full of “noise” or “purposeless chatter, filler.” He further notes that 

written characters notably do not speak in this manner. 
44 McMillan, “Character and the Voice of the Musical,” 56. 
45 Ibid. 
46 McMillan, “Character and the Voice of the Musical,” 67. 
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Music in Everyday Life (2000) investigates how music can shape personal identities, emotions, 

and even social interactions. She argues that music is a source of meaning and agency, impacting 

individuals' subjectivities and sense of self. DeNora highlights affective qualities of music, and 

the social contexts in which it is experienced contribute to the development of personal 

subjectivities, highlighting the reciprocal relationship between music and individuals.47 

 There are several important works in musicology that relate to specific facets of an 

individual subjectivity, such as age or gender. In her work “Popular Music and Youth Culture: 

Music, Identity, and Place,” Bennett (2000) explores the intricate relationship between popular 

music, identity formation, and youth culture. The study focuses on how young people engage 

with music as a means of constructing personal and collective identities within the context of 

various youth subcultures. Bennett's research emphasizes the role of popular music as a site of 

cultural production where youth negotiate their identities, affiliations, and expressions. Popular 

music is deeply intertwined with the process of self-determination and belonging among young 

people. Additionally, Bennett also examines how gender, ethnicity, and social class intersect 

with musical engagement, contributing to the diverse ways in which identity is constructed 

through music.   

Other applicable works in subjectivity include Erving Goffman’s The Presentation of the 

Self in Everyday Life (1959), which offers an exploration of how individuals construct and 

manage their identities in social interactions. Goffman uses theater as a metaphor to analyze how 

people with the management of impressions, adapting their behavior and self-presentation to 

navigate various situations. He also introduces the concept of the “dramaturgical perspective,” 

 
47 Tia DeNora. Music in Everyday Life (Cambridge: Cambridge University Press, 2000). 
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suggesting that individuals play roles in a social performance. Just as actors have frontstage and 

backstage areas in a theater, people have public and private spheres where they present 

themselves differently. He discusses how individuals engage in “impression management” by 

carefully selecting what aspects of themselves to reveal and how to present them, aiming to 

influence how others perceive them.48 

In concluding current work in subjectivity and characterization, I have highlighted the 

dominant scholarly discussion surrounding character and singular representations. However, I 

have found that there are present limitations to the exploration and discussion of intersectional 

identities as a tool to understand character subjectivity. Additionally, what remains to be 

accomplished is a greater understanding of stereotype’s role in complex characterizations, and an 

examination of intersectional identities in this context. 

 

Methodology and Outline 
 

As this thesis aims to explore character subjectivity within the teen musical, and further examine 

the means through which complex characterizations depart from their base tropes, I will adopt a 

series of two analytic frameworks through which to consider my character case study. Following 

this, I interpret discuss my analytic findings through an intersectional lens and draw upon the 

base “rebel” trope as a point of departure for the crafting of individualized subjective 

characterization. 

 
48 Erving Goffman. The Presentation of Self in Everyday Life (Harmondsworth: Penguin Books, 1990). 
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 In Chapter One I use a theoretical framework informed by theater scholar Patricia 

McIlrath (1955) and musicologist Phillip Auslander (2016) to inform a narrative reading of 

Heathers the Musical, in which I determine the presence of character individualization and 

consider the role music plays in the narrative realization of character as it applies to my case 

study, JD. 

 In Chapter Two I take three musical instances that further characterize JD, these are the 

songs “Freeze Your Brain,” “Our Love is God,” and “Meant To Be Yours.” To each of these I 

apply an analytical model developed by Lori Burns, Mark Lafrance, and Laura Hawley that 

considers embodied subjectivities in the music and lyrical domain. I further extend this to the 

domain of theatricality, informing the analysis with literature from theater semiotics and 

performance studies. 

 Chapter Three contains a discussion of the findings from both these narrative and musical 

models that considers an intersectional approach through which to understand characterization in 

this case. I centre my discussion on the performance of the singer in the role, who actively 

engages with each of the musical, lyrical, narrative, and theatrical elements of characterization to 

present an image of the character to the audience, and further differentiates the character in 

question form the ground level “rebel” trope. In considering this in an intersectional and 

subjectivity minded manner, it is my aim to further understand the dynamic lens the performer 

brings to the written character, and how performative assets can be more fully realized. 
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Chapter One: Narrative Reading 
 

 

Introduction 
 

This chapter presents an interpretive framework for the analysis of characterization and persona 

that is grounded in the work of authors Patricia McIlrath (1955) and Philip Auslander (2016). 

The purpose of this framework is to determine instances of what McIlrath refers to as character 

“individualization”49 from those that fully embody stereotypes (the “typified”50). This framework 

provides a baseline of individualization for the analyst to further investigate. I then apply these 

models to a case study in Heathers the Musical (the character JD), to craft a presentation of 

individualization that sets groundwork for interpretive consideration in subjectivity and 

intersectionality. This chapter seeks to answer two of my research questions, the first being 

“what facets of individualization are represented in JD’s character?” and secondly “how is this 

individualization presented?” I open this chapter with a dialogue on these questions and build 

upon them. I will first summarize the work of McIlrath and Auslander and then I will elaborate 

on my adaptations to their respective theoretical models. 

I then discuss the application of these ideas as they are presented in the characterization 

of JD. My method for illuminating the character individualization through analysis is to review 

the plot and character narrative of the musical, scene by scene, exploring the dynamics of the 

scene in terms of character and plot development, and analyzing the musical moments in the 

scene that support and contribute to the individualization of this fascinating character. My aim is 

 
49 Patricia McIlrath. “Stereotypes, Types, and Characters in Drama.” Educational Theatre Journal no. 7 (1955): 8. 
50 Ibid. 
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to demonstrate the significance of musical style and genre in the creation and complications of 

character and plot developments. 

 

Patricia McIlrath – Typification and Individualization 
 

Theatre and drama scholar Patricia McIlrath studies patterns in characterization and examines the 

means through which character can be developed. Her 1955 article ‘stereotypes, Types, and 

Characterization in Drama,”51 critiques the definition of stereotype in sociology, proposing a new 

means through which to apply it to drama. She posits that stereotypes are recognized in and 

based upon the appearance of ‘salient traits”52 gathered in recognizable collections, and that 

therefore characters in popular dramas can be recognized through the very stereotypes that define 

their being. McIlrath concludes that in sociology stereotypes can be positive or negative, they 

can additionally serve as a judgement towards the character of a human being, be it welcome or 

unwelcome. Even though these stereotypes are signifiers of a positive or negative trait in a 

group, they are often presented as an exaggeration of one or more traits. This is rather reductive 

in the description of real life, human persons; but in the context of drama these become an 

integral component of the art’s symbolic nature. The agents present in dramas enact some larger 

truth53 or symbolize elements of that truth to the realized agent. 

McIlrath notes that many agents remain undeveloped throughout the drama’s progression 

simply because they need not be explored in the first place, these stereotypes sufficing to convey 

 
51 While this work is nearly seventy years old, it is a foundational work in character analysis and holds great 

relevance in the work of later scholars. 
52 McIlrath, “Stereotypes, Types, and Characters in Drama,” 8. 
53 In this case, a truth is defined as a conclusion about either the story world’s society or its individuals, or a 

commentary on society or people in reality. Important to note is that the “truth” is not the stereotype itself, but the 

consciousness and opinions surrounding said stereotype. 



 27 
 

the necessary symbolic undercurrent of its assigned truth. This is very obviously affected by the 

association that the stereotype holds in public consciousness. A positive stereotype enacted on an 

agent who represents something other than the stereotype’s general association can lead to the 

stereotype’s intended symbolic “truth” being applied to the other facets of the agent’s 

representation. For example, the “dumb blonde” stereotype implies both a joke about the 

intelligence of people with blonde hair but is further associated with blonde women. Hence, the 

stereotype’s representation applies to both blonde people and to women. When the stereotype is 

positive, McIlrath suggests that this can be a good thing for the group involved.54 When it is 

negative, existing societal beliefs about the group being represented are further perpetuated, and 

the stereotypes association is further entrenched. 

In crafting characters for drama, the dramatist must evolve the characters through stages 

before they can become realized as unique individuals.55 As stereotyping is a prominent feature 

of characterization in drama, the two stages are comprised of the degrees of stereotype embraced 

by a character agent. The first, called typification56, lends itself most to this embrace of 

stereotype. A typified character has several qualities that make them that way. Firstly, the 

character will be based in or around one or more stereotypes (these can be positive or negative), 

 
54 McIlrath is among the limited voices who discuss the positives of stereotyping. An excellent discussion of stereotypes 

and bigotry and their potent presence in the American musical can be found in Sarah Whitfield, ed. Reframing the Musical: 

Race, Culture, and Identity (London, UK: Red Globe Press, 2019). Where she presents the idea of the “Cool White Guy 

Narrative.” 
55 McIlrath, “Stereotypes, Types, and Characters in Drama,” 5. McIlrath loosely refers to the writing process in character 

development and expands upon it. This can be seen in two ways: (1) As in, editing and re-editing the written materials for a 

dramatic work until the creators of a work are satisfied, and/or (2) the narrative affect on the character in question, how 

they overcome stereotyping, and whether this serves their narrative function. She posits that characters who are typified 

serve a narrative function that is different than those which are individualized. For a deeper discussion of the character 

creation process, see: James Olm. Musical Theatre Script and Song Analysis Through the Ages (London, UK. Methuen 

Drama, 2022). 
56 McIlrath, “Stereotypes, Types, and Characters in Drama,” 7. 



 28 
 

reflection and adhere to basic culture patterns,57 and they are usually symbolic of a larger idea or 

theme. These characters are sometimes referred to in other media as flat or underdeveloped 

characters. 

The second stage is individualization.58 Individualization requires all the facets named in 

typification plus the following: “a recognizable pattern of deviation from culture patterns,”59 and 

“the burden of weight in developing organic ideas.”60 This means that the character must evolve 

as the story progresses; they affect and are affected by the story’s plot and the other agents 

around them. Individualized agents are also referred to as round or developed characters. Both 

character types are integral to the structure of the teen musical.   

 

Philip Auslander – Musical Persona 
 

The way that stereotypical characters are pursued by writers and interact with each other can be 

examined dramatically and musically. It is interesting to put the concept of stereotype into 

dialogue with Philip Auslander’s interpretation of persona in popular music. In his article 

“Musical Persona: The Physical Performance of Popular Music,”61 Auslander “provides an 

 
57 A culture pattern is defined by McIlrath as “a socially acceptable pattern of behaviour.” When considered more 

widely, a culture pattern can be applied to groups of similar individuals. They can be considered on a large scale, 

such as “white people” or “women,” as well as on a small scale, such as “people who live in this house” or ‘students 

at a particular school.” Within this there are of course nuances, such as patterns that will be reflected based on a 

character’s backstory, culture, religion, and so on. As far as dramatic characters are concerned, the culture pattern 

would, for the purposes of this writing, reflect the behaviour standards of the named characters within the story, 

compared against the conventions in the story world. 
58McIlrath, “Stereotypes, Types, and Characters in Drama,” 9. 
59A culture pattern deviation is a repetitive behaviour or identifiable trait that makes the agent in question different 

from those around them. It could be something as simple as speaking in a different accent or being from a different 

culture than the other characters (such as a foreign exchange student), or a noticeable differentiation in the way a 

character conducts themselves as compared to others.   
60McIlrath, “Stereotypes, Types, and Characters in Drama,” 10. 
61Phillip Auslander. “Musical Persona: The Physical Performance of Popular Music.” In The Ashgate Research 

Companion to Popular Musicology, edited by Derek Scott (London: Routledge, 2016), 303-315. 



 29 
 

important empirical grounding for seeing physical performance as an essential part of the 

production of music.”62 In performances of popular music, the performers create “an impression 

on the audience…an impression that of who they are, their relationship to the music, the nature 

of the interrelations among themselves, and the kind of interaction they are offering to the 

audience.”63 With this impression in mind, Auslander describes what he refers to as “a new 

schema” under which to consider the application of persona to performance practice in popular 

music. He proposes that there are three layers of persona in the performance of popular music: 

the real person (being the singer), the performance persona (being the acted way in which the 

singer performs the song), and the song’s character (the character being portrayed by the 

performer in the specific instance of song). To arrive at these layers, Auslander draws primarily 

on the work of Simon Frith. Auslander’s primary argument is that the physical, visual aspects of 

the performance of popular music can be interpreted with sociocultural emphasis that informs the 

portrayal of song character and genre convention. This emphasis is what aids in the presentation 

of authenticity and ownership in each performance. 

     Auslander’s position in this article emphasizes the crucial role that social and cultural 

situations play in the interpretation of performance on the part of the performer and audience. He 

highlights the ways in which the sociocultural elements in the music can only exist on the level 

upon which they are introduced. For example, if a musician performs a song composed for a 

musician of another culture, where that context and culture in the work is noted to be of 

importance to the work’s interpretation. In addition, the sociocultural conventions that the real 

 
62 Auslander, “Musical Persona: The Physical Performance of Popular Music,” 304. 
63 Auslander, “Musical Persona: The Physical Performance of Popular Music,” 305. 



 30 
 

person and furthermore the performance persona are placed under through gender, ethnicity, 

sexual identity, or other identifier known to the audience. 

Auslander’s persona model contains three levels that he uses as a model to apply popular 

music performance.64 Within each individual performance, there are three levels at work at any 

time: the “real person”65 being the performer themselves, as a human being. The second being 

the “performance persona,”66 the personality and likeness of their public image that the 

performer takes on when present in public performance settings. The third is the ‘song 

character,”67 the persona being enacted in the musical work. He notes that the song character is 

first and foremost affected by “genre constraints”68 which give visual indicators of the music 

being performed. For example, a rock musician may dress in a leather jacket and a classical 

musician in a tuxedo or otherwise formal attire. Additionally, these indicators stretch into 

behaviour, further informing the descriptors used to convey the song character. Auslander posits 

that “genres can and do overlap”69 suggesting that a secondary set of constraints is found in the 

existing ‘sociocultural conventions of the societies in which these works appear—conventions 

that popular music both reflects and contests.”70 

He further elaborates best when he expands upon a brief exemplar of the rock artist Suzi 

Quatro, positing that ‘social conventions and those of her musical genre – and that the 

performance persona she created thorough such means as costume, movement, facial expression 

 
64Ibid. 
65Ibid. 
66Ibid. 
67Auslander, “Musical Persona: The Physical Performance of Popular Music,” 306. 
68Ibid. 
69Auslander, “Musical Persona: The Physical Performance of Popular Music,” 307. 
70Ibid. Auslander uses an example of glam rock having the glam aesthetic, while not necessarily adhering to the 

expected behaviours within rock music. Glam rock in the 1970s was a “cultural space” in which to experiment with 

masculinity. It challenged gender norms, but also adhered to the male-dominated visuals of rock music, only 

performed by women. 
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and the on-stage manipulation of a musical instrument can be defined explicitly as an entity 

distinct from the characters she portrayed in the song’s narrative.”71 The popular musician would 

also inhabit this persona in their public appearances. He further notes that part of the appeal of 

this performance persona is the audience’s ability to consume it in instances outside of the 

musical performance. The performer becomes a caricature of themselves in a way (or an 

imagined personality). 

Auslander then turns to discuss the song character, which he claims is an “optional 

element that comes in primarily when the musician is a singer performing a song that defines a 

character textually.”72 From this he concludes that the performance persona becomes the central 

facet of his trio, since this is the layer to which the audience has the greatest concentration of 

consistent access. Outside of a live performance, performer materials (recordings, images, 

quotes, and so on) become integrated into a tapestry of audience member’s and performers 

everyday lives, and further inform the performers” representations of their persona, their more 

individual, momentary song character, and themselves. 

 

Analytic Framework 
 

Though Auslander focusses on applying his model to popular music performers, and McIlrath 

focusses on drama, the same logic can reasonably be considered in the context of a musical 

theatre work. I propose that this model’s persona interplay considered in tandem with McIlrath’s 

two stage characterization model can be informative to the examination of character portrayals in 

 
71 Auslander, “Musical Persona: The Physical Performance of Popular Music,” 308. 
72 Ibid. 
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the teen musical, and in other musical theatre works. This model provides solidity in 

categorization, from which individualized instances can be more fully investigated. 

Example 1-1 contains a visual representation of the original Auslander model and my 

interpretation of, informed by McIlrath’s characterization schema. This adapted model reflects 

the changes that are entirely sensical for a musical theatre setting. Since musical theatre works 

rely heavily on different actors performing the same role, with the same lines, with the same 

costumes, staging, and so on; the Auslander concept of the “real person”73 becomes less 

prominent a category. Rather, the performance persona and the song character meld into one 

developing category. The performance persona represents the character in the work as a whole 

and the song character the persona at a specific moment in time. It is between these two layers 

that stereotypical traits are either enhanced in favor of typification or suppressed in favor of 

individualization. When the character in question is typified, adding music to the picture (as is 

the case in a musical adaptation) will only highlight the salient traits the typified character enacts 

and is symbolic of. Typification prevents deviation from culture patterns, and so music for these 

types of characters will not develop into anything new for the character, or further the story in 

any way. Since these characters do not have plot agency, their music can only repeat what has 

already been presented, so these two categories just bounce back and forth between each other 

reinforcing the same ideas. They can express only sameness. 

In instances of individualization, the music can absorb some of what McIlrath refers to as 

the “burden of weight,”74 and the character can then be developed more through music written 

for them. This promotes expression and expansion of the role. As seen in the model, the feedback 

 
73 Ibid. 
74 McIlrath, “Stereotypes, Types, and Characters in Drama,” 7. 
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loop between the arrows exemplifies growth and development of the original idea. 

Individualized characters develop cyclically, evolving as the story progresses. 

In using this model, I apply McIlrath’s typification and individualization ideas to music 

and text, and Auslander’s musical persona ideas to the narrative themes of the music, and where 

the music is placed in the plot. 

 

Positivity Doctrine and Interpretive Influence in Heathers the Musical   

 

My investigation here focusses on JD as a character in the musical version of Heathers, and it is 

important to note that the veneer of a “positivity” mindset lends a particular interpretive 

influence that is clearly observed in the adaptation of the work for the musical format. While this 

does not entirely fit within the context of my theoretical model in this chapter, I find it relevant 

and necessary to point out instances in which this becomes an important adaptational 

consideration. Keeping a positivity focussed mindset fundamentally alters the way that 

characters are adapted, and changes their actions, perspectives, motivations, and subsequent 

subjectivities. This includes their typification and individualization, and the facets of their 

character affected by persona theories. In the following section, I provide commentary on 

specific instances of the positivity doctrine at work and provide context about why the change 

may be considered in this manner.   
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Analysis 
 

In this section I discuss the application of these three facets: stereotyping, persona theory, and the 

positivity doctrine, and elaborate on the way they are manifest in JD’s characterization. In each 

scene, I provide a summary of the scene, and then discuss each point of the model where they are 

necessary.75 I have included every scene in Heathers the Musical in which JD either appears or is 

referred to. 

For reference, the entirety of both the West End and the Off-Broadway versions of the 

musical are available on YouTube. Where I cite the script, I refer to the Samuel French acting 

edition of the libretto. This is in line with the 2019 West End version of the musical, which has 

been deemed by the authors as the “complete and definitive”76 Heathers the Musical. 

The list of scenes to be discussed, as well as the songs and relevant musical cues that are 

featured in those scenes, are listed in Example 1-2, while Example 1-3 contains a more detailed 

summary of the analysis in a table format. 

 

Act One, Scene Two: “Fight for Me” 

 

For most of the scene, JD sits in the back with his head down and reads a copy of Baudelaire’s 

The Flowers of Evil. He overhears as the Heathers, Veronica, and the Jocks (Kurt and Ram) draft 

a fraudulent love note from Ram that is given to Veronica’s former friend, the unpopular Martha 

 
75 Meaning, if there is no music, the Auslander portion of the model will not be relevant, and so I only discuss 

McIlrath, and vice versa. 
76 The Off-Broadway production featured several different songs that were cut or replaced, as well as several script 

changes. Some of these which I note in subsequent footnotes where they are relevant to characterization. Notably, 

JD's dialogue is changed substantially between the two versions, as are some entire plot sequences, such as the way 

his relationship with his father is depicted. I note these changes where they are relevant. Also notable is that while 

the dialogue was changed substantially, the solo music was left alone. 
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Dunstock (called in a derogatory manner “Martha Dumptruck” by everyone except Veronica). 

Veronica protests the note. In response to this, the Heathers sing “Candy Store” prompting 

Veronica to fully commit to treating others the way that the Heathers do. Following the song’s 

conclusion, the Heathers leave, and JD and Veronica are left alone. Their first interaction is as 

follows: 

(The song ends and the Heathers flounce off. Veronica starts to exit, passing JD. He 

speaks to her without looking up from his book) 

JD: You shouldn’t have bowed down to the Swatch-dogs and Diet Cokeheads. 

They’re gonna crush that girl. 
Veronica: I’m sorry, what? 
JD: You’ve clearly got a soul. You just need to work harder keeping it clean. We are 

all born marked for evil.77 
 

Following this there is a brief confrontation with Kurt and Ram in which they call him several 

homophobic slurs. This prompts a fight to break out, in which JD beats Kurt and Ram off him 

with his book. Time stands still for everyone except Veronica, who sings the song “Fight For 

Me” in which she wanders through the fight scene and admires JD as he beats Kurt and Ram (in 

slow motion), she also asks questions about her own ethics for enjoying watching the fight and 

questions a romantic future between them. 

The scene, the song, and its focus on JD as a potential romantic interest for Veronica is 

telling of two important features of characterization. Firstly, while insecure, JD pretends not to 

be. We can use the scene itself, and furthermore elements of mise-en-scène to place JD where he 

believes himself to exist most naturally, at the back, hidden, present for the events but in no way 

 
77Laurence O’Keefe and Kevin Murphy. Heathers the Musical (New York, Samuel French, 2020), 156. This is a 

Baudelaire quote, but it is not from the poetry book featured in the scene (The Flowers of Evil). Rather, it is from a 

separate essay, Notes Nouvelles sur Edgar Poe, part IV, from 1859. When adapting JD for the theatre, Kevin 

Murphy claims that a translation from one of Baudelaire's poems in The Flowers of Evil which reads ‘so as not to 

feel the horrible burden of time that breaks your back and bends you to the earth, You have to continually be drunk” 

was an inspiration in writing “Freeze Your Brain,” he notes that they way they adapt this suggests a more general 

self harm or destructive behaviour, not alcoholism. 
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a meaningful part of them. However, he does stick out in a sore thumb kind of way, he is the only 

character who is sitting, and the only one who is largely devoid of colour, wearing all black and 

obscuring himself, diminished when compared against the Heathers, who are dressed in colour 

blocked outfits. Notably, he does not look up from the book, as if stuck in his own world. It 

further suggests that JD does not ever come out of his own head, unless he is quite literally 

forced to do so, for example, when threatened by the football players. Otherwise, he stays where 

he is and others engaging with him come and go. It expresses his preference for solitude. In 

summary, the characterizing elements at play that serve to typify in this scene are the usage of 

colour, actions, setting, and interactions. Presenting these elements in this order, and in this 

manner visually suggests likeability to the viewer, and further inform us both of the protagonist 

of the story (Veronica) and the focus of her attentions (JD). 

Second, we can use this song as a context clue to place JD temporally in Veronica’s 

perspective of the Heathers world, and how he fits within that more concise image. This is 

alluded to visually by the wash over blue lighting, matching Veronica’s signature Heathers 

uniform, that surrounds JD and the others as he moves. At the end of the number, it is Veronica 

who is washed in the blue lighting, and JD who is under the single spotlight. This places JD as 

being perceived only through Veronica’s perspective, with each of the previously described 

elements supporting a performed state of nonreality or introspection, introducing the audience to 

JD’s typifying traits, and aligning him with the “rebel” type: charming, against the system, etc. 

Additionally, presenting these traits in a manner that Veronica views favorably farther establish 

him as a central focus of the narrative, and (perhaps somewhat naively) set him up as a character 

that the audience can and should trust, since he appears to agree with Veronica’s perspective. 
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McIlrath’s typification criteria are all met by placing JD in this scene: Stereotypes and 

salient traits would include the “rebel without a cause” or “the loner” at this point in the story, 

and his embodiment of these would reflect his deviation from the accepted culture in the story 

world. He is a “dreamy rebel”78 because he goes against the grain. Furthermore, he is symbolic 

of a larger idea or theme (at this point we only see him as representative of a larger idea for 

Veronica, who sees him as a personification of the rebellion she herself wants to do against a 

system she despises). The scene provides the foundation upon which to individualize. 

Musically, there is also a case to be made for a solo of Veronica’s (“Fight For Me”) serving to 

characterize JD. The way the scene is blocked suggests an interesting dichotomy, where first 

presenting JD through the lens of Veronica’s romantic interest compels the audience to take 

notice and see him in a positive light, thus introducing him as a “positive” character. 

Furthermore, the McIlrath-Auslander framework also comes into play, as we see the idealism 

promoted in the song used to strengthen Veronica’s narrative connection to JD, and thus 

introduce and entrench his position in the larger story before he can be deepened any further. 

 

Act One, Scene Four: “Freeze Your Brain” 

 

In this scene and subsequent scenes, I provide brief summaries of the scene and their 

interactions. From this I will structure my analysis by pulling characterizing elements and issues. 

An understanding of the dynamics of each scene and what previous plot interactions they ride 

upon is crucial to interpret the function of the music in each scene. Once these are established, I 

will bring the characterization model into the discussion. Following a scene between Veronica, 

 
78 O’Keefe and Murphy, Heathers the Musical, 38. 
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the Heathers, and Veronica’s parents in their backyard, during which the Heathers poke fun at 

Veronica for her obvious crush on JD, her parents scold her for spending time with someone with 

as bad manners as the Heathers. 

In this next scene, Veronica enters a convenience store where she runs into JD, and the 

two discuss the circumstances leading to JD’s arrival in Sherwood, Ohio, and his father. Veronica 

tells JD that she doesn’t like her friends, and JD agrees. Following this he suggests that Veronica 

skip the party and hang out with him in the store. Veronica thinks this is strange, and asks why he 

spends so much time there, he responds in song with “Freeze Your Brain.” 

The lyrics of the song, in which JD describes to her how the store is a rare point of 

consistency in his life, which to this point has been turbulent, leads him to seek comfort in self 

harm, specifically the pain of a Slurpee-induced brain freeze. He reveals that his mother died 

when he was young, and that he has lived around the country with his father, essentially raising 

himself. He uses relatively cryptic and vague language that foreshadows coming events in the 

story. For example, at one point in the scene, he refers to his own actions by saying that “the 

extreme always seems to make an impression.”79 

The scene then turns to his father’s construction company and it is further suggested that 

JD’s father is “toxic” and that he has caused a lot of damage for him emotionally. The song is a 

solo sung by JD, over which he slowly reveals the depth of his despair, and the length he goes to 

cope with it, ending the song in a rock tone. Heather Chandler comes into the store to call 

Veronica out, and the scene ends as she leaves. 

 
79O’Keefe and Murphy, Heathers the Musical, 44. 
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McIlrath’s characterization typology becomes especially potent in this scene, since this is 

where we first see an unfiltered version of JD, or one where he isn’t exclusively being perceived 

to us through Veronica. 

Right away in this scene, the criteria for individualization are present. Deviation from 

culture patterns: he does not attend the party, he hangs out somewhere viewed by most as a 

transient, liminal space, he is visibly different, wearing all black, behaving in a manner (that is, 

standing up to the jocks) that Veronica (who firmly adheres to the accepted culture pattern at this 

point) deems “pretty severe,” and further engaging in self harm. With respect to the concept of 

the burden of weight, he establishes this by sharing his interest in Veronica, and his presentation 

of his backstory, alluding to the eventual appearance of his father in a later scene, and the subplot 

associated with it. Furthermore, Veronica accepts the idea of going against the Heathers, because 

JD backs her decision,80 paving the way for a subsequent narrative event (Veronica standing up 

to Heather Chandler at the party). Additionally, this scene (when taken in context with scene 

two) achieves the first indications of JD’s individualization. 

Auslander’s layered personae also comes into relevance. JD’s performance persona 

becomes who he is as a person, as he slowly reveals himself more within the cultural context of 

the story world, and further individualizes himself. Furthermore, his song character conveys his 

experience and gives him space to relive his past hurts. This largely comes to fruition through the 

music in the scene. The song, which highlights JD’s backstory, establishes a song character with 

which JD can evolve musically. A musical timbre is established in the performer’s voice, and the 

performer’s pattern of singing, and how they choose to express certain aspects of the song. For 

 
80 He does this by saying “I don't really like your friends either.” 
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example, Jamie Muscato (the West End JD), uses an angry, rough tone to deliver the second half 

of the song, depicting a veneer disintegrating or a mask dropping, as opposed to Ryan McCartan 

(the Off-Broadway JD) who keeps it even tempered throughout, very intentionally hiding the 

coming betrayal that Muscato alludes to. 81 The song’s fourth verse and final two choruses, which 

feature the densest musical texture in the song, and the heaviest lyrics in terms of 

characterization, are delivered by Muscato without the vibrato he used in the first half, and 

furthermore with an increasing vocal fry, eventually becoming very harsh. While Muscato’s 

musical interpretation may be seen as giving the score’s rock inspired numbers a deeper sense of 

thematic meaning and further sonically characterizing JD in a manner distinct from other 

characters, keeping the Broadway-esque tone of voice could suggest a performed interest on JD’s 

part in keeping with the accepted culture patterns of the story world in any way he can, or 

otherwise trying to fit in. In McCartan’s performance Off-Broadway, the later reveal that JD is a 

murderer is shocking because it comes out of left field, with Muscato’s it is intense, but not at all 

a surprise, as we see and hear the beginnings of the character’s darkness in his performance of 

this song. Additionally striking is the lack of reprisal of the material in this song later, implying 

its hyper specificity to characterization in a given moment. 

 

 

 

 
81My analysis in Chapter 2 considers Jamie Muscato's, though some knowledge of the performances of the role prior 

to his are helpful to consider his alongside, if only informatively. Muscato is an outlier amongst other performers, he 

is noted for his very intense take on the role, leaning farther into the character's anger and expressing it in a much 

more rock/metal informed manner musically than others, who (with a few exceptions) largely keep the “Broadway” 

type sound used in the original production. 
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Act One, Scene Six: “Dead Girl Walking” 

 

Following a confrontation with Heather Chandler in which Veronica quits or is expelled from the 

Heathers, she uses her final hours of being a “Heather” to enjoy herself and get what she wants, 

and in this scene, she breaks into JD’s house to confess her feelings and seduce him. They 

consummate their relationship and fall asleep while the song “Dead Girl Walking” covers the 

scene. Veronica has a nightmare in which Heather Chandler, wearing devil horns, threatens to 

“crucify”82 her for sleeping with JD, who she judges to be a weird loner. Veronica screams and 

JD wakes her up. She realizes that she has had a nightmare and prepares to leave to apologize to 

Heather for the incident at the party. JD offers to come with her, and they leave the house 

together. It is an intentional, stark contrast between the dream sequence and the subsequent 

dialogue between Veronica and JD after she wakes up. 

The scene largely focusses on Veronica’s handling of what happens around her, and the 

extent of JD’s involvement becomes how he exists in the scene as a sort of safe place for 

Veronica’s rebellion from the Heathers and all they represent. She feels empowered to do it 

because she is no longer alone in her beliefs, and therefore feels further empowered to dominate 

him sexually. She is very direct and specific with her language, leaving no room for ambiguity. 

For example, she sings: “Tonight, I’m yours / I’m a dead girl walking / get on all fours / kiss this 

dead girl walking / let’s go you know the drill / I’m hot and pissed and on the pill / bow down to 

the will / of a dead girl walking.”83 

Like scene two, this scene focusses on JD through Veronica’s lens, further entrenching 

his typified characteristics. For example, in most of the blocking he faces away from the 

 
82 O’Keefe and Murphy, Heathers the Musical, 60-61. 
83Ibid. 
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audience, looking directly at Veronica. Once they fall asleep, he still faces away, and does not 

turn back to the audience until the end of the scene, prior to their leaving to visit Heather 

Chandler, and even at this point, it is only a partial audience address. Additionally, this is the 

only scene in the entire musical in which he does not wear the trench coat (they are inside so this 

checks out), however it diminishes how much space in the audience’s eye that he takes up,84 and 

further places him as important to the story because of his connectedness and intimacy with 

Veronica. Removing the trench coat acts as a visual indicator of peeling back a layer or 

introducing a new lens of vulnerability and intimacy. 

Musically, the song “Dead Girl Walking” represents the exertion of JD’s influence on 

Veronica as a musical persona within Heathers. The song uses a classic rock timbre, electric 

guitar, and drum patterns to highlight this, and it gives Veronica’s voice the same rock-influenced 

tone that JD had previously used in “Freeze Your Brain.” The rock sound for Veronica becomes a 

space to exercise deep emotional truths (this one being her distaste for the Heathers and her 

unapologetic feelings for JD), as “Freeze Your Brain” does. It takes a tonality only meaningfully 

used by him in the rest of the score and uses it not only to characterize Veronica but to further 

connect her with JD, though it relies on what he has been typified as (rebel, loner, etc.) to draw 

the connection for Veronica’s departure from the acceptable culture patterns in Heathers. In all, it 

doesn’t do much for JD developmentally speaking, but it does deepen his dramatic influence 

over Veronica.85 

 
84 Comparably, Veronica is in a similar position, though in her case it appears to suggest vulnerability rather than a 

reduction in her presence on the stage. 
85 There are notable performative differences between the Off-Broadway and West End versions of this ending to 

the scene. The Off-Broadway plays the scene as deeply sincere, where JD and Veronica speak to each other very 

gently before going to Heather's house, whereas in the West End version, it is played off as a joke. 
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Additionally, JD faces away from the audience while Veronica straddles him, showing 

him as a positive influence on Veronica, realizing her empowerment against Heather Chandler. 

 

Act One, Scene Seven: “Death at Dawn,” “Pain in my Path,” and “The Me Inside of Me” 

 

Veronica and JD arrive to Heather Chandler’s house, Veronica’s attempt to apologize for the 

previous night to Heather, and Heather drinking a glass of drain cleaner, mistaking it for a 

hangover cure.  Following Heather’s death, JD convinces Veronica to fake Heather’s 

handwriting, making the death look like a suicide. Veronica does it, and the school mourns the 

loss of Heather the following Monday at school. The song, “The Me Inside of Me” is sung as 

Veronica reads the suicide note she is writing, and Heather takes over at the chorus, “her” words 

read aloud to the students at the high school. The song morphs, and the school reads her note, 

teachers at the school react to the note and discuss how they should respond as a school. Heather 

Chandler, now appearing as her dead self, reacts with glee to her newfound fame in death. 

Additionally, in an earlier musical cue, JD attempts to start the song, egging Veronica on to write 

the note. 

Perhaps the most notable section of dialogue in the scene is this exchange:  

JD: Unless… (he picks up a book) Oh look, she was reading The Bell Jar. 

[MUSIC 6C “PAIN IN MY PATH”] 
Veronica: Oh No. 

JD: Oh yes. You can fake her handwriting. (He offers Veronica a pen) 
Make her sound deep. Like this – 

I HAD PAIN IN MY PATH 
LIKE SYLVIA PLATH 
MY PROBLEMS WERE MYRIAD - 
Veronica: (Sing-songy) I was having my period. 
(She giggles hysterically, more from panic than from mirth. Her eyes return to 

Chandler and back to reality.) 

Oh my god! 
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JD: This isn’t funny! You could go to jail! Get your head straight. Now! 
Veronica: Heather would never use the word “myriad,” okay?! She missed it on her 

vocabulary quiz. 
JD: So, it’s a badge for her failures at school! Work with me. 
Veronica: Okay, okay. 
JD: Think long and hard. Conjure her up in your mind. 
(Veronica looks around, picks up a pad and pen, concentrates.) 

What would Heather say? What’s her final statement to a cold, uncaring planet?86 
 

The dialogue in the scene is a further exertion of JD’s influence over Veronica. He can 

effectively manipulate her, using their relationship and her trust in him to get her to go through 

with faking Heather’s suicide. JD’s decision to make Heather’s death a suicide is a further 

indicator of his character absorbing the burden of weight in the development of organic ideas. 

Prior to this, the exchange between he and Veronica indicates Veronica’s belief that she would be 

sent to prison for killing Heather, however it is JD that convinces her otherwise. Furthermore, 

this suggestion is a clear deviation from the acceptable culture patterns of the Heathers story 

world since Veronica is so shocked at the idea. 

Additionally, the positivity doctrine is another factor of consideration. While the basics of 

the plot are identical to the original film, the delivery is adapted to present JD as being more 

interested in helping Veronica get away with the murder, and in making sure she stays level-

headed than in an overall coverup operation. To the audience, this makes JD more likeable, if 

only because it reflects an awareness of acceptable culture patterns and lets him craft a narrative 

that would still fit in that mold. 

Musically, the song “Me Inside of Me” does nothing for JD in terms of character 

development, it is an essential number in establishing Veronica and JD’s newly minted romantic 

defiance against the systemic structures they deem artificial and cruel. It is notable that the 

 
86 O’Keefe and Murphy, Heathers the Musical, 64-65. 
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opening accompaniment and motif in the reeds is shared with musical cues 6B (“Death At 

Dawn”) and 6C (“Pain In My Path”), which accompany JD’s train of thought. The first musical 

cue, “Death at Dawn” begins at the point in the scene in which JD suggests that his father 

“taught me [him] to do all kinds of stuff”87 with reference to hangover cures. It ends following 

Heather Chandler’s death. The second musical cue begins when he points out Heather’s copy of 

The Bell Jar to Veronica and ends when Veronica laughs at the idea of faking the note. This is 

also the same musical idea that accompanies the dialogue sections of “Our Love is God,” in 

which he lies to Veronica about the bullets being real. Furthermore, this motif (or something very 

similar) is played whenever JD has a murderous idea. 

The way the school reacts to the suicide is for their own benefit, and they misconstrue the 

way Heather’s alleged suicide is handled in a manner that befits the adults at school, who use it 

as a way to further their own agendas. Veronica and JD see this for the self-serving sham that it 

is, and they watch from above the school and at one point Veronica laughs at the tributes to 

Heather, quickly masking it as a fake sob. The song furthers Veronica and JD’s stances outside 

the rest of the school’s society, and it places their characters defiantly against the rest of the 

established social system, allowing them to feel superior for it. 

 

Act One, Scene Eight: JD’s House, Big Bud Dean Entrance 

 

Set in JD’s house, Veronica and JD watch the news broadcast about Heather Chandler’s suicide 

and the school’s coverage of it. They turn off the TV because Veronica is disgusted with the way 

the teachers and students made Heathers death about them, trying to use it to gain social capital 

 
87 O’Keefe and Murphy, Heathers the Musical, 65. 



 46 
 

or notoriety. JD’s father (Big Bud Dean) arrives at the house, and calls to him from offstage. JD 

panics, and suggests that they he and Veronica leave, not wanting Veronica to meet his father. 

Veronica protests, and the father enters. There is a tense exchange in which JD’s father dismisses 

Veronica before suggesting that he would blow up her house. Veronica leaves, and is called by 

Heather McNamara and Heather Duke, who are stranded at a farm and need assistance. 

There is no music in this scene, however it presents an important point of dramatic force for 

JD’s character. In particular, the entrance of his father is of note. This is one of the shortest scenes 

in the entire show, but it presents several notable points of departure upon which the positivity 

doctrine comes into play. Firstly, JD’s father is so cartoonishly menacing that next to him JD looks 

incredibly innocent. The scene entirely departs from the established plot thus far, and exists 

exclusively to deepen JD, and set the positivity-minded ideals in motion for his later attempt to 

use exactly the demolition method described by his father to blow up the high school. This scene 

establishes to the audience where JD gets some of his soon to be revealed tendencies from, and 

garners sympathy before he does anything that could be considered too much (for example, two 

scenes ahead of this in scene ten, he murders Kurt and Ram). This way, the audience knows where 

it comes from and therefore on some level understands why he may have done what he does. This 

is the second meaningful character exploration in the show, the first being scene four, and the song 

“Freeze Your Brain.” The burden of weight is made heavier, with the realization of the details of 

JD’s life and relationships acting as its own subplot. Furthermore, the pattern deviation is not only 

recognized by both JD and his father and Veronica, but the gravity of it is felt by everyone except 

Big Bud Dean, who perhaps does not care. 

The difference then becomes the way presentation and narrative context affect our view of the 

character, and in this scene that image becomes more wholly realized. In scene two, we see 
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typification as JD is viewed exclusively through the rose-coloured lens Veronica places on him; in 

scene four we see individualization, as he is formally entrenched in the story world and given a 

past upon which to develop from, and then in scene five he is further connected to Veronica, this 

time the influence of his belief system over her becomes realized musically in “Dead Girl 

Walking.” Once all of that has been done, he abuses Veronica’s trust in him to get her to poison 

Heather Chandler, and then further abuses it to pressure her into penning the suicide note in 

Heather’s handwriting. And after all of that happens, this scene occurs, and we see JD for what the 

authors of the musical want us to view him through a lens of trauma and victimhood before the 

other shoe drops at the end of the act. 

Act One, Scene Ten: “JD Gets Beat,” “Our Love is God” 

 

Following her run in with Kurt and Ram at Lehmann’s farm the night before, Veronica arrives at 

school to find Heather Duke and Heather McNamara going through Heather Chandler’s locker. 

The dead Heather Chandler demands that Veronica tell Duke and McNamara to stop going through 

her things. Heather Duke leads the song “Never Shut Up Again” in which she humiliates Veronica. 

The entire school joins in on mocking her. JD sees what has happened and tries to fight Kurt, but 

he loses. The fight is accompanied by the musical cue “JD Gets Beat,” a brief reprise of the 

beginning of the show’s opening number, “Beautiful.” Following this, JD leads the duet “Our Love 

is God.” From this point, there is are two-time jumps. The first goes to later that evening, with 

Veronica and JD are now at JD’s house, and Veronica calls Kurt to invite he and Ram to have a 

threesome at midnight. They agree. JD shows Veronica the gun he will use to take down Kurt and 

Ram, telling her that the bullets will only knock them out long enough to make it look like a suicide 

pact, and that they will frame it as a forbidden homosexual love affair. The second is to midnight, 

Veronica meets Kurt and Ram at the cemetery, and JD shoots at them; fatally hitting Ram while 
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Veronica misses Kurt. JD chases after Kurt, eventually shooting him as well. Veronica realizes that 

JD has lied to her about the bullets, ending the scene and the first act. 

Further burden of weight falls to JD when he lies to Veronica about the bullets, leaving him 

with the narrative responsibility for the deaths. The plot twist becomes Veronica’s discovery of 

what he was planning the entire time, and not his decision to do it in the first place.88 For example, 

nearing the end of the song, as JD shoots Kurt, the libretto indicates the following: 

JD:  THEY’LL DIE BECAUSE WE SAY THEY MUST 

(He shoots Kurt, who crumples to the ground, dead. Veronica enters, horrified.) 
Veronica: What the fuck have you done?! 

(Beat. JD looks at her and smiles with a gentle certainty.) 

JD:  I WORSHIP YOU 
I’D TRADE MY LIFE FOR YOURS 
WE’LL MAKE THEM DISAPPEAR 

WE’LL PLANT OUR GARDEN HERE 
(Veronica sinks to her knees, stricken. JD kneels behind her.) 

JD:  OUR LOVE IS GOD (x5) 
(JD gathers Veronica into his arms. Either he doesn’t notice her obvious horror, or he 

won’t acknowledge it. Veronica, overwhelmed by shock and dread, is powerless to break 

away.)89 
 

The idea of JD “gathering” Veronica comes across as an engulfment or a sort of narrative 

consumption of her agency. At this point not only does he become realized as the true antagonist 

of the story, but he also takes over for Veronica as the main driver of the second act’s plot. 

Furthermore, once Veronica realizes she’s been deceived, it becomes eminently clear that JD has 

been driving the plot this entire time, since the entire song sequence “Our Love is God” covered 

was a complete sham, they weren’t doing it together. She is acting out a plan he had already 

come up with, making him the one advancing the plot. 

 
88 The West End version adds the song “I Say No” in which she calls him out and breaks up with him, an attempt by 

the authors to have her take back her agency, but to some degree this fails because narratively speaking, it becomes 

the final thing that sets him off enough to go through with building the bomb. 
89 O’Keefe and Murphy, Heathers the Musical, 93. 
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The scene also reveals a deviation from culture patterns, with JD being beaten by the 

jocks, and going against social acceptability to carry out the two murders and by lying to 

Veronica to go along with it. It is at this point in the plot that JD becomes a fully realized agent, 

he now acts autonomously of Veronica. Furthermore, his actions, while autonomous, are 

informed by and (according to him) are a service to her, and furthermore a chance to realize his 

homicidal ideations in a manner justifiable to him. 

The musical persona is further developed through consistency. Each time that JD sings, 

he recites the same words, which take on different meanings when placed into context. In this 

setting, the repeat of “I worship you / I’d trade my life for yours” and so on becomes a sort of 

mantra that guides him through the two murders. When he repeats it a third time at the end of the 

song, it further informs the audience that he has not in fact evolved in over the course of the song 

and has instead revealed that he has had these ideas the entire time. Furthermore, Music 9A (“JD 

Gets Beat”) is a reprise of the opening, “Beautiful,” furthering showing the unchanged social 

violence at the school, JD and Veronica are still on the bottom, even with Heather Chandler dead. 

Music 10 (“Our Love Is God”) develops JD’s use of typified traits to hide his individualized ones 

and acts as a musical realization of that effort. The song character is deepened as it passes 

through darker contexts, demonstrating JD’s nefarious differentiation. Furthermore, JD can 

manipulate with music and dramatic force. 

The positivity doctrine acts upon JD in two situations here, placing him in a positive 

viewpoint for a teen audience. The first is when he fights Kurt before “Our Love is God” begins, 

and the second is when he explains the reasoning for his rage as being because the jocks had 
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made Veronica cry.90 It’s a final effort to get the audience to sympathize with Veronica and JD 

before Kurt and Ram die and Veronica is no longer on board. 

Act Two, Scene One: “Prom or Hell?” and “My Dead Gay Son” 

 

Veronica and JD attend Kurt and Ram’s funeral. Before everyone else arrives, JD corners 

Veronica and asks why she hasn’t been over to see him recently, Veronica says that she is angry 

at him for lying to her. He suggests that she is “lying to herself”91 and that she wanted Heather, 

Kurt, and Ram dead but didn’t want to admit it. He goes on to say that a lot of good will come 

from their deaths. Veronica does not believe him. Following this, the funeral begins, initially 

with Kurt’s father telling the mourners that he is embarrassed that his son “wasn’t who I thought 

he was.”92 He is quickly shut down by Ram’s father, who exclaims “It is ignorant, hateful talk 

like yours that made this world a place our boys could not live in!”93  Following this Ram’s 

father leads the song “My Dead Gay Son,” in which he and eventually Kurt’s father accept and 

celebrate their sons” sexual identities.   

The opening of the scene further exemplifies the features of typification that enforce the 

stereotypes and tropes that JD’s character is based in, however their use at this point further 

suggests a level of deep individualization that allows him to use the salient traits Veronica 

ascribed to him in act one to manipulate her. For example, despite what is quite likely genuine 

wondering on his part as to why he has not seen her, he comes across as detached, like it was 

 
90 This seems counterproductive, however in this situation it is not the action that is positive, but the intention of it. 

As stated earlier on, JD becomes intriguing and likeable (to Veronica and allegedly to the largely female, teenaged 

audience watching it) because he puts himself through the trouble of a fist fight for her. Furthermore, he sees this as 

a positive thing as well, this will help Veronica, and make her like him more, while also bringing the beginning of 

his later plan to kill Kurt and Ram to fruition, since there is now a deeper reasoning. 

 
91 O’Keefe and Murphy, Heathers the Musical, 95. 
92 O’Keefe and Murphy, Heathers the Musical, 96. 
93 Ibid. 
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only the sexual aspects of the relationship he was after, and not her. The opening exchange 

between them, which is: 

JD: There’s been a distinct lack of girls climbing in through my bedroom window lately. 
Veronica: Take the hint. 
JD: Okay, you’re mad. I get it. 

Veronica: No, I don’t think you do. “Ich luge” bullets?! You lied to me. 
JD: You were lying to yourself. You wanted them dead too.94 
And later:   
JD: Did they make you cry? 
Veronica: Yes. 

JD: Can they make you cry now? 

Veronica: No. But you can.95 
 

Demonstrates two points: (1) That his preference is to dismiss her concerns about his behaviour 

and (2) While he says it sarcastically, he does (on some level, be it controlling or romantic) care 

that they had upset her (this is his justification for the murders), meaning at least some small 

percentage of the detached exterior and sarcastic tone of voice is a façade. Using this typified 

strategy after all of the individualization that occurs in Act One further suggests that JD either 

knows that he is being disingenuous and is therefore deliberately trying to keep Veronica from 

wanting to stop the murders by playing them off as being of less importance than she believes 

them to be or, he is genuinely confused. 

Given that in the end of the previous scene, JD leads the not-at-all-subtly titled duet “Our 

Love is God” in which he sings passionately about his willingness to die for her, and further 

refers to her as “the only thing that’s right about this broken world.”96 It is likely that the 

detachment is wholly intentional, and that it is extremely plausible that at this point in the story, 

we can assume that he has at least some feeling toward Veronica, be it romantic, possessive, or 

 
94 O’Keefe and Murphy, Heathers the Musical, 95. 
95 O’Keefe and Murphy, Heathers the Musical, 96. 
96 O’Keefe and Murphy, Heathers the Musical, 89. 
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otherwise. Furthermore, later in the scene, when he refers to himself as “an optimist”97 he 

suggests that she is cynical, shifting blame for her upset to her, and further implying that she 

should not feel the way she does. His dismissal of her is only further fuelled by the hyped, upbeat 

acceptance of Kurt and Ram’s fake relationship in “My Dead Gay Son,” and this is demonstrated 

further in the next scene. JD’s musical persona here in 10B is a pastiche of Music 1, 1A, 9A, and 

a pre-prise of Music 12 (“Seventeen”). 

 

Act Two, Scene Two: “Seventeen” 

 

Following the funeral, JD and Veronica are back at school. JD takes credit for forging a tolerant 

culture in the town. He suggests that they kill Heather Duke next. Veronica tells him that they 

need to stop and threatens to end their relationship if he does not. He explains that they need to 

keep going because they cannot give a “free pass”98 to people who make their lives difficult. 

Veronica asks him how his mother died. He tells her the story, and then suggests that they 

continue the murders until “every asshole is dead.”99 Veronica responds with the opening of the 

duet “Seventeen,” in which she pleads with him to embrace being “normal.”100 He agrees, and 

the scene ends. 

The boundary between typified traits and individualization becomes blurred in this scene. 

Throughout the rest of the story up to this point, we know that JD is sad, and that he wants to be 

alone, he is okay with carrying out acts of incredible violence, but we do not know exactly why. 

Typification traits, such as the narrative trope usage in the previous scene is further realized here. 

 
97 O’Keefe and Murphy, Heathers the Musical, 96. 
98 O’Keefe and Murphy, Heathers the Musical, 102. 
99 Ibid. 
100 O’Keefe and Murphy, Heathers the Musical, 103. 
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However, JD appears to see his prior deceit as justified because Veronica no longer withholds 

affection. After Veronica begrudgingly agrees that he was right about good coming from the 

deaths (in this case, that good is LGBT+ acceptance), he kisses her, and she does not reject him 

as she did before. He appears to take this as her agreeing with him, reassured enough by her 

receipt of affection from him that he goes right back to doing what she was angry about in the 

first place. When she stands up to him again, reinforcing her “you have to stop committing 

murders” boundary, and then explaining to him that she will end the relationship if he does not, 

he becomes defensive: 

Veronica: …Or I’m breaking up with you. 
JD: Any war has casualties. Doesn’t mean its not worth fighting. But what, you’d 

rather go to jail? Give a free pass to the cannibals? The assholes who make this world 

so unbearable, you can’t stand to go on living?101 
 

His continued diminishment of Veronica’s feelings about the murders is directly followed by her 

coming to understand the implications of JD’s grief over his mother’s death. It is further implied 

that his mother having “left”102 is an obvious sore spot, further suggesting that the “cannibals”103 

and “assholes who make this world so unbearable”104 are representative in some manner of his 

feelings about his father and ultimately of the blame he places at the feet of his father for aiding 

his mother’s death, and the further blame he places on his mother for dying at all. It’s as if he 

believes that she killed herself without any regard for how he would feel, and this seems to fuel 

 
101 O’Keefe and Murphy, Heathers the Musical, 102. The last line is a change from the Off-Broadway version of the 

show, which appears to soften JD a little bit, and dramaturgically connect his vocabulary to that of the forthcoming 

“Meant to Be Yours.” In the off-Broadway production, JD's line is: “…Give a free pass to the thugs that hurt 

people? Evil fucks that make life so unbearable you can't stand to live in the world anymore?” It is a subtle change, 

but notable, given that the rest of the scene is the same. See: Gentlerob. “Heathers the Musical - Off-Broadway 

2014.” https://www.youtube.com/watch?v=s3CwFlb7rEs. This occurs at 01:13:54. 
102 Ibid. 
103 Ibid. 
104 Ibid. Furthermore, at no point does Veronica even imply that she is considering suicide or otherwise “can't stand 

to go on living.” This appears to be entirely an idea of JD's invention, or it is self-referential. 

https://www.youtube.com/watch?v=s3CwFlb7rEs
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his anger at the “cannibals” and “assholes” who terrorize himself and Veronica and transforms 

the idea of ridding the world of them a desperate attempt to keep her around. He describes the 

death and his current reaction to it as follows: 

JD: My father said it was an accident, but she knew what she was doing. I was nine. 

My father got hired to blow up this condemned library in Texas. Norwegian in the 

boiler room, the usual. But this day, my mom drives out to the demolition site, me in 

the back seat, reading a comic... She gets out of the car and walks into the building 

two minutes before Dad blows it up. She waved at me out the window and then… 

(with a graceful hand gesture) …. Kaboom. She left me.105 

Veronica: I’m really sorry. 

JD: It’s okay. The pain gives me clarity. You and I are special. We have a lot of work 

to do. 

Veronica: What work?  

JD: Making the world a decent place for people who are decent. 
Veronica: And when does it end?  

JD: When every asshole is dead.106 
 

Furthermore, “the pain gives me clarity” is a dead giveaway that part of the justification for the 

murders is a sort of vengeance for his mother’s death, and a misplaced sense of injustice as it 

pertains to the way the rest of his life has been handled by his father, and how he has been treated 

by the rest of the world because of that. 

The music in the scene, the duet “Seventeen” is an intense point as it highlights conflict 

Veronica and JD’s relationship and evolves both characters. Following JD’s line “when every 

asshole is dead,” Veronica begins the opening of the song, similar in structure to “Fight For Me” 

with its hardened introductory verse, and gradual softening as the song progresses, only to 

intensify again at the bridge.107 She begins the song out of frustration and moves through it with 

intensity. On the other hand, JD stays relatively static throughout. Through the first verse and 

 
105 Ibid. 
106 O’Keefe and Murphy, Heathers the Musical, 103. 
107 Notably, opening eighth notes followed by definitive, pounded quarter notes is the opposite of the opening to 

“Fight For Me”, where it ascends. In ‘seventeen” it descends. 
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chorus he is entirely stoic, listening. It isn’t until the second verse that he and Veronica exchange 

a call and response, then sing unison at the chorus. The call and response structure characterizes 

both; Veronica wants normalcy, echoing JD in “Freeze Your Brain,” while JD is no longer numb, 

wanting continued societal change. The song “Seventeen” is a rock inspired power ballad and 

features thirty-one beats in each verse instead of the expected thirty-two.108 Veronica takes the 

lead in this song, singing most of it on her own, however it reliably depicts the evolution of JD’s 

reluctance to denounce his beliefs and be a “normal teenager” as she requests. His first few lines, 

“or they vanish,” “take a deep breath,” “play some poker,” and “your eyes” are all delivered 

softly, and the intensity, while building, does not reach quite the level that Veronica does, further 

confirming a sense of reluctance. It’s almost a plea from her for him to stop deviating so much, 

and his acceptance of it seems to illustrate a further convergence from the base of established 

individualization, making his salient traits more mismatched and fully realized. 

 This scene is entirely new, added for the musical. As the positivity doctrine changes JD’s 

motivation to love, examinations and ramifications of his motivations change. 

 

Act Two, Scene Three 

 

Dead Heather Chandler tells Veronica that she needs to turn JD in and stop the murders. Martha 

suggests to Veronica that she doesn’t think Ram killed himself, and she does not believe that he 

was gay. She suspects JD had something to do with his death and wants Veronica to give her the 

combination to his locker so she can investigate. Veronica worries that JD will kill Martha if she 

does this and stops her by saying that there was no way Ram would ever reciprocate her feelings. 

 
108 O’Keefe and Murphy, Heathers the Musical, 160. 
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Ms. Fleming calls the students into the assembly (“Shine A Light.”) Heather McNamara laments 

the deaths of her friends (“Lifeboat”). Heather Duke chastises her for this and is given a 

detention. Veronica yells at Ms. Fleming and the students for making a spectacle of the deaths. 

Heather Duke laughs in her face, brushing it off as Veronica saying, “anything if she thinks it’ll 

make her popular.”109 An imaginary Heather Duke leads the song “Shine A Light (Reprise)” in 

which she encourages Heather McNamara to kill herself. Veronica intervenes just in time, and 

Heather spits out the pills she was going to swallow. 

 

Though he does not do much in this scene other than stand and watch, the presence onstage 

alone has an effect, since we see how the other students respond to JD and the idea of what he 

may or may not have done. Furthermore, it is also clear as day that JD has influenced Veronica to 

the point where she is willing to confess to three murders in front of a crowd only to clear her 

own conscience. JD’s burden of weight is severe, he has acted to a point in which Veronica is 

looking to escape. Veronica’s self-defensive dismissal of Martha’s concerns mirrors the 

Heathers’ cruelty, adhering to the social world’s expectations of her to protect her. Further, JD’s 

use of typified traits to fit in has now spread to Veronica, just like the other students in 

“Beautiful.” The result here becomes the realization of the effects of the plot elements his 

character supports, and further exemplifies his deviation from the established culture patterns. 

The entire scene is permeated with an unspoken knowing that JD caused all of this, and we are 

only watching the fallout. 

 

 
109 O’Keefe and Murphy, Heathers the Musical, 112. 
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Act Two, Scene Four: “I Say No” 

 

Set in JD’s living room, JD is confused about Veronica’s confession, he asks her why she would 

confess if she wanted them to be “normal.” He claims that he held up his end of the deal by 

joining to AV (audio-visual) Club, and that Heather Duke is the real monster, that if they want to 

really change the school, they should kill Heather Duke. Veronica protests this, but JD stops her, 

saying that she would “rather treat the Bubonic plague with Band-aids.”110 He further mocks her, 

claiming that this will make the world “slide into the trash,”111 and that she should not act 

surprised when everyone “smells as little bit like garbage.”112 Veronica tells him that he needs to 

honour the promise he made her. He agrees. 

JD’s father comes home and tells him that they have a job somewhere to get to. JD refuses 

and his father grabs him aggressively, telling him that he “can make another son anytime I [his 

father] want.”113 After he leaves, JD pulls a gun out and points it in the direction his father 

exited. At the last second, he instead shoots at the television. Veronica is shocked, and the only 

reason for the shooting that JD offers is “it pissed off my dad. It’s funny.” He then adds that 

“we’ve gotta stop pretending. This is who I am. If you don’t like it, take it up with him.”114 

Veronica breaks up with him (“I Say No”) and further calls him out for using her to justify his 

actions. She tells him that he is blaming everything but himself for the way he turned out and 

how he behaves, and that she won’t tolerate it any longer. She then leaves, and JD is alone with 

his gun on the stage as the scene ends. 

 
110 O’Keefe and Murphy, Heathers the Musical, 119. 
111 Ibid. 
112 Ibid. 
113 O’Keefe and Murphy, Heathers the Musical, 120. 
114 Ibid. 
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 The scene appears to build off Act One, Scene Eight, where JD’s father last appeared, and 

the results of the father’s influence are further seen here. Prior to the dad’s entrance, Veronica 

and JD have the following argument: 

JD: But no, you’d rather treat the bubonic plague with band-aids. We had the power 

to change things. But we gave that all up to be “normal teenagers.” (Mock waving in 

the distance) Good luck at school tomorrow, Heather Mac, hope you don’t die! 
Veronica: We are out of the change business. 

 

JD: If you want to give it all up and let 

the world slide into the trash, fine! But 

don’t act surprised when we all smell a 

little like garbage! 

Veronica: You made me a promise 

remember? I’m holding you to it! Are 

you even listening? Stop talking over 

me! Listen! Listen to me! 

 

Veronica: (Emphatic) You promised. 

JD: (Beat, softening.) Alright. I’m sorry. 115 

 

JD makes several statements that reflect the intentions of the positivity doctrine, which is 

unsurprising, since this is the scene where he must justify his actions. The statement “and let the 

world slide into the trash” with reference to whether they should go back to planning murders 

suggests that he genuinely believes that that is what their behaviour was preventing, and that by 

not proceeding they are actively making the world worse. Additionally, he very cynically 

discusses having “the power to change things” and notes that they chose not to, and while this 

seems negative, it strengthens the idea that his original plan was a “positive” thing. 

The individualization criteria continue to be met here as well. Deviation is demonstrated 

by both his position in the argument (that is, pro-murder) and further by his subsequent shooting 

of the television and lack of understanding as to why Veronica takes issue with it. Furthermore, 

he continually reintroduces the idea of picking up with murders again, and in each new 

environment where this is played out (be it the school or his home or Veronica’s) the audience is 

 
115 O’Keefe and Murphy, Heathers the Musical, 119. 
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further shown that JD is largely influenced by his father. His family’s culture norms set him 

against society’s culture norms. For example, the dialogue depicts a direct connection between 

he and his father and makes a very intentional point of showing it to the audience. This depiction 

is a matter of two things: firstly, the positivity doctrine, by removing some blame from JD (or 

attempting to), he becomes more of a victim. Secondly, it illustrates the cyclical and generational 

nature of his violence, further cementing him into a darker corner of the story world and making 

him a part of the hegemony he rails against. This also serves as a culture pattern deviation, since 

while the rest of the characters see the high school as being a bad place, JD views it as being 

better than his house. The father’s hand gesture matches that which JD uses to describe his 

mother’s death in Act Two, Scene Two, and pointing the pistol in his father’s direction, suggests 

to the audience that he feels his father’s influence and wants to remove it. Above all else, this 

scene removes any remaining shreds of the idea that JD’s beliefs and actions exist in a vacuum, 

thus cementing him deeper into the story world, despite his character’s nature being to rebel 

against it. Furthermore, he uses the traits which typify him as a veneer to attempt to smooth over 

the argument with Veronica. After she calls out his use of the pistol, the stage direction is “JD 

takes a breath and smiles, composing himself, his charming and persuasive mask back in 

place.”116 Meaning, while the typified traits are what he presents to the world and when 

necessary, to Veronica, what exists beneath that is much more fully realized than he is willing to 

let on. 

The music in the scene, which only occurs during a time freeze, uses a pop sound to 

contrast against the rock edge that Veronica used in “Dead Girl Walking,” the song in which she 

is most fully influenced and convinced by JD’s worldview. The song is effectively a rejection of 

 
116 Ibid. 
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him; both literally, as it is a break-up song, and figuratively, since the palette of influences on the 

song’s accompaniment and vocal styling relies heavily on the pop style (the fact that it is a pop-

influenced song seems less important than it not being of the same rock influence depicted in 

“Dead Girl Walking.”) This song is not present in the off-Broadway version, added here to give 

Veronica back some agency. This gives her a musical space to overtake JD as the main driver of 

the plot. It also frames Veronica in a much nicer light for the late 2010s audience.117 Also, it 

explicitly states her sympathy for JD, and where she sees his faults. 

 

Act Two, Scene Five: “Hey Yo Westerberg” 

 

The cheerleaders practice for the upcoming pep rally as JD stares off stage in the direction that 

Veronica exited. Martha notices him and watches him for a beat or two, and while he feels her 

gaze, he shrugs and leaves, believing Martha to be beneath his notice. He approaches Heather 

Duke and hands her an envelope with photos of her and Martha as childhood friends. He will use 

them to blackmail Heather Duke unless she gets everyone in school to sign a petition. Heather 

Duke suggests that “nobody cares about the past. Nobody cares about Martha Dumptruck.”118 

The lights go down, and Martha is alone on stage, she sings “Kindergarten Boyfriend,” depicting 

her brief romance with Ram in Kindergarten. She leans back and lets herself fall off the bridge as 

the scene ends. 

The conversation between Heather Duke and JD is a clear depiction of JD’s typified 

characteristics coming to light. Read as desperation, an attempt to realize his own needs, a 

 
117 The breakup scene in the original film contains both an assault and an attempt by JD to sexually assault her 

before she leaves. In the off-Broadway version, JD backs Veronica into a corner and she walks out, there is no 

music. 
118 O’Keefe and Murphy, Heathers the Musical, 124-125. 
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callback to his previous line “the pain gives me clarity.” Use of typified characteristics further 

individualizes, deepening narrative weight.  However, in the context of the previous scenes, and 

his noted usage of typified characteristics as a veneer, the scene becomes much darker. Now 

being read as a desperate attempt to hide internalized pain over losing the relationship with 

Veronica, he leans quite heavily into cool detachment, as if distancing himself from it. In the cold 

world of Heathers, where hiding your true self if the only way to survive and therefore everyone 

acts in an aggressively typified manner as a default, JD being written to act this way immediately 

following the breakup with Veronica demonstrates the dark falsehood that permeates the entire 

story, and furthermore manifests itself resolutely in JD. Furthermore, Heather Duke’s presence in 

the scene being identical to previous scenes and suggesting that nothing has changed for her 

makes JD’s flip back into typified cool detachment even more nefarious. In this case the 

depiction of typified traits becomes a further tool to individualize JD and deepen his narrative 

weight in the story. 

 Musically, Music 15A accompanying Heather Duke and JD adds another layer of 

darkness, as the melody is a slow, scary version of the previously used chase sequence from “Our 

Love is God.” This motif reminds the audience of JD’s menace, foreshadowing some dark 

intentions. 

 

Act Two, Scene Six: “Yo, Girl” and “Meant To Be Yours” 

 

Heather McNamara and Veronica worry about Martha. Heather Duke brings them a petition to 

have MTV host a party for suicide awareness. She tells them about how Martha had attempted 

suicide the night previous, but that she was alive and in the hospital. Dead Chandler tells 

Veronica that Martha was upset about how Veronica had spoken to her. Veronica runs home and 
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the song “Yo, Girl” begins. When she arrives home, her parents confront her, saying that JD told 

them that she was having suicidal thoughts. She runs up to her bedroom and hides. JD climbs 

into her room through the window. He explains his plans to blow up the school, carrying out a 

mass murder of all the students. When she does not respond, he kicks her closet door in and sees 

her hanging from an improvised noose, apparently dead. He collapses and decides to go ahead 

without her. He bolts from the house once Veronica’s mother comes into the room. Veronica, 

having tricked JD by faking the suicide, climbs down and leaves the house. She blames herself 

for awakening a monster in JD, and vows to try and get rid of him (This comprises the first half 

of “Dead Girl Walking (Reprise)”). She runs off into the boiler room and the scene ends. 

This is the pivotal scene for JD’s character arc, where everything that has been alluded to 

is laid out for everyone to see. He expresses distress over having been dumped by Veronica (even 

suggesting that he wanted to kill her), but claims that it was not her fault, and that the culture of 

the high school, and everyone in it led her to believe they were unable to be together and that his 

behaviour was unacceptable. In confirmation of this, he sings “Those assholes are the key! / 

They’re keeping you away from me / They made you blind / Messed up your mind / But I can set 

you free!”119 

His responses are mismatched and contradictory. He forgives her for leaving him, even as 

he blames her for making him angry enough to do what he speaks of. He appears to suggest that 

the school’s culture made Veronica the same way that his father “made”120 him, and that he can 

save her from it, if only she takes him back, and supports his beliefs. When she does not answer 

him, he becomes more desperate, resorting to begging her to forgive him. 

 

 
119 O’Keefe and Murphy, Heathers the Musical, 132. 
120 O’Keefe and Murphy, Heathers the Musical, 120. 
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When these attempts fail, threatens her before resorting to violence, kicking the door in. The 

entitlement that JD appears to feel regarding Veronica’s affection, and his further refusal to take 

any responsibility for what he feels or does, going so far as to blame her for it, further confirm 

his deviance from the acceptable culture pattern of the story, and his awareness of that deviance. 

Even so, the entire first two verses of the song suggest JD’s belief that the culture of the school is 

what broke them up in the first place, a further condemnation on his part of the system that 

exists. Not only does he condemn Veronica, and himself; but the entire school population, and on 

some metatextual level the story itself, and the structures it exists within. While disturbing and 

dark, it is the peak of JD’s individualization in the story, and the scene in which he most fully 

expresses his psyche in a manner no other song before this does. 

The Auslander song character is further at play here. While the song depicts JD in the 

moment and explains his train of thought contextually, placing amongst other events of the story, 

the way the song morphs into different musical images as JD’s emotions change further illustrate 

the growth and evolution that individualized characters go through musically, though this song is 

a sort of extreme exemplar. The opening the verses are backed with an aggressive electric guitar 

with heavy distortion, depicting unhinged anger, and the softer sound of the chorus the romantic 

emotion t.hat motivates the action in the verses, and the disjointed and forward driving bridge 

section representative of the chaotic and frantic mental state JD is in as he moves through the 

song and the few scenes preceding it. 
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Act Two, Scene Seven: “Dead Girl Walking (Reprise),” “Finale (Seventeen Reprise)” 

 

Veronica confronts JD in the boiler room as he is completing his set up of the bomb. He is 

surprised to see her, having believed that she was dead. She points out that he uses the same 

bomb setup that his Dad used. JD tells Veronica why blowing up the school is important, saying 

“People are gonna look at the ashes of Westerberg and say “now there’s a school that self 

destructed, not because society didn’t care! But because that school, was society.” You know that 

the only place where Heathers and Marthas can truly get along, is in Heaven.”121 Veronica 

laments how sad JD’s existence must be, she wishes she had met him before he was convinced 

that “life is war.”122 They get into a physical scramble over the gun. Veronica gets a hold of it and 

shoots him in the stomach. Veronica tries to diffuse the bomb but doesn’t know how. She calls to 

JD to help her, but he doesn’t respond (“he has passed out. Or died. We can’t tell.”123 the libretto 

reads). Veronica desperately calls out to the crowded gym above them that there is a bomb, but 

no one hears her. She gets the bomb off the wall and starts to get it far away enough so that it 

won’t trigger the thermals in the gym. JD startles her and demands that she let him take it out of 

the building, claiming “You were right about me, I destroy things just like my dad. I don’t want 

you turning into my mom.”124 He sings a reprise of ‘seventeen” and then blows himself up, and 

the scene ends. 

While obviously the end of JD’s character arc in the story, the scene also serves to 

reinforce the previous musical themes that had established his character and the story’s central 

relationship: ‘seventeen” and “Our Love is God.” 

 
121 O’Keefe and Murphy, Heathers the Musical, 138. 
122 O’Keefe and Murphy, Heathers the Musical, 139. 
123 Ibid. 
124 O’Keefe and Murphy, Heathers the Musical, 141. 
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In the first half, he confesses his beliefs, which were hinted at in the previous scene: 

Veronica: A Norwegian in the boiler room. Just like your dad. 
(JD whirls around, momentarily shocked to see her.) 

 JD: Huh. And here I thought you’d lost your taste for faking suicides. 
Veronica: Step away from the bomb. 
(JD engages the timer on his bomb.) 

JD: Oh, this little thing? I’d hardly call it a bomb. This is to trigger the packs of thermals 

upstairs in the gym. Now, those are bombs. 
(he pulls a gun on Veronica. She stands her ground.) 

People are going to look at the ashes of Westerberg and say there’s a school that self 

destructed, not because society didn’t care, but because that school was society. You 

know that the only place where Heathers and Marthas can truly get along is in heaven.125 

 

Two parts of the dialogue are of note. First is Veronica’s pointing out that he is like his father, 

and the second is his statement that the school holds a mirror to wider society. It confirms the 

realization that he has in “Meant To Be Yours,” where the school culture created Veronica the 

way that his father created him. The outward engagement with this idea on her part ignites 

something within him that causes him to reject his similarity with his father and take the bomb 

out of the building.   

JD’s recognition of his wrongdoing is a notable influence of the positivity doctrine, given 

that this confession is not present in the original film, rather it is added here. Ultimately the scene 

and the change serve as an attempt by the creators to give Veronica more agency in the story, and 

more so to give JD a redemption moment before he dies, and for the audience to realize that 

maybe he was not entirely bad. It also illustrates Veronica’s previously stated belief that “there’s 

good in everyone, even the worst of us.”126 The acknowledgement of contrast within JD’s 

character further confirms his individualization. 

 
125 O’Keefe and Murphy, Heathers the Musical, 138. 
126 O’Keefe and Murphy, Heathers the Musical, 140. 
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Song character is relevant here as well. Musically, there are two segments in this scene: 

the second half of “Dead Girl Walking (Reprise)” and “Finale (Seventeen Reprise).” While JD 

does not engage musically in the former, it is sung by Veronica to reject him and everything he 

stands for, reclaiming the original song to instead defeat JD, rather than unite with him. Later, he 

sings the reprise of ‘seventeen” which is melded into a mini reprise of “Our Love is God.” These 

two songs, which explored Veronica and JD’s relationship, are further morphed into an end-of-

life confession of his willingness to die for Veronica (though this time it becomes literal). 

Melding the ideas of the two songs into one is telling, because the main narrative goal of each of 

these (for ‘seventeen” it’s a craving of normalcy and for “Our Love is God” it’s a desire to get 

away from things in the world that go against you) further reinforce the original theme that JD 

presented in his first solo, “Freeze Your Brain,” which depicted an intense longing for normalcy 

in what had been up to that point an incredibly turbulent life, and a desire to “freeze” out the pain 

that that had caused him. This idea comes full circle here and depicting it without reprising 

“Freeze Your Brain” suggests an evolution of JD’s character from the beginning to this ending 

point.   

 

Conclusion 

 

Each of these described instances of characterization are relevant to the exploration of music, 

and to the establishment of context, tensions, as well as narrative and theatrical interactions that 

inform the depictions of the music. In Example 1-3 I provide a summary of all the musical cues 

and relevant characterizing songs, and I discuss my conclusions on the relevant major musical 

numbers below. 
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“Fight For Me;” a solo sung by Veronica, creates an airy ebb and flow of the verse, paired 

with the verse and choruses dream-like power ballad that introduces JD’s typified characteristics 

and salient traits to the audience, presenting them in a manner that is favorable to Veronica and 

therefore the audience, since this it is her perspective that is viewed. 

“Freeze Your Brain;” a solo sung by JD, removes the filter of Veronica and introduces the 

audience to JD as he perceives himself, furthering the image of individualized traits as they come 

to light.   

“Dead Girl Walking,” a duet for Veronica and JD, is the first depiction of a character’s 

narrative influence being musically realized. In this case, Veronica, who otherwise adopts a style 

that softens the edges of what the pop-laden style of the Heathers, fully entrenches herself in a 

rock influenced style. The electric guitar licks paired with the guttural accompanimental patterns. 

This can be read as an exertion of the rock timbre JD introduces at the end of “Freeze Your 

Brain,” which he recycles in his vocal parts within this song, musically connecting he and 

Veronica. 

“Our Love is God,” is a narrative-interspersed duet for Veronica and JD, featuring 

dialogue interjections by Kurt and Ram.  The song fully realizes JD as an agent and makes him 

the primary driver of the plot. Furthermore, the reveal that he had planned for the deaths to be 

realized the entire time, paired with the repetitions of the chorus lyrical material and the musical 

development of the motif introduced in “Death at Dawn,” altogether can be read as realizing JD 

as a complete agent within the story, who now acts autonomously of Veronica, giving him more 

influence on the plot than she has. 
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“Seventeen,” is in act two, a duet for Veronica and JD. Called a “sensitive emo ballad”127 

by the composers, the song uses several musical strategies to depict the twisty nature of Veronica 

and JD’s romance; namely, the use of thirty-one beats in the song form instead of thirty-two, and 

the usage of an unexpected V-minor chord in the chorus. He largely follows her lead in the 

music, and while there is a present dissonance in the mix between voice and accompaniment, 

overall, they achieve a balance of reluctance, angst, and vulnerability. The song presents JD as 

being conflicted about the remainder of the story but otherwise convinced of his feelings toward 

Veronica. The call and response exchange in which Veronica pleads with JD for normalcy in 

their relationship exists as a characterizing element for both; vaguely alluding back to JD's desire 

to numb himself to his lack of normalcy, an effort to achieve stasis (explored in “Freeze Your 

Brain”); and Veronica's new experience of this kind of unfamiliarity and concern for the future. It 

presents Veronica and JD as foils of each other, opposed on their desired directions to proceed, 

and further lays the way for their paths to diverge in a later scene. 

“Meant To Be Yours,” a solo sung by JD is the second half of a larger musical sequence 

titled “Yo, Girl/Meant To Be Yours.” The song presents a complete realization of what has been 

anticipated and serves as the narrative climax of the story. Presented in a very chaotic series of 

images, with each section of the song commanding its own frantic attention. The verses are 

aggressive and forward driving, the choruses starting in the dream-like space that “Fight For Me” 

used throughout, and the bridge section a disjointed vocal and band paring, it is a realization of 

the rhythm motif that JD sings that is of the most importance. This motif, when considered with 

the other location in which it has been used (“Our Love is God,” “Yo, Girl,” and the musical cues 

“Happily Ever After,” and “Hey Yo Westerberg”), becomes representative of JD and of 

 
127 O’Keefe and Murphy, Heathers the Musical, 161. 
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darkness/evil in the score, and the realization of it in this intense moment of the score only adds 

to the depth of individualization that is achieved.   

 Within these major numbers, there are three that stand out as being of greater influence 

on characterization and the realization of subjectivity. These are “Freeze Your Brain,” “Our Love 

is God,” and “Meant to Be Yours.” Each of these feature a higher amount of material devoted to 

exploring JD than the other music written for Heathers. In the next chapter I analyze these three 

music examples more fully and consider mechanisms through which character can become more 

fully fleshed out musically and theatrically. 
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Chapter Two: Model for Embodied Subjectivity 
 

 

Introduction 
 

In this chapter I build upon from the individualization framework established in Chapter One and 

use my findings from it to further explore performed musical subjectivity. The McIlrath-

Auslander framework that I presented in Chapter One determines the presence of 

individualization, and the analysis I present in this chapter further explores its depth in lyrical, 

musical, and theatrical contexts. In conducting my investigation this way, it is my aim to deepen 

the current understanding of archetypal representations in this setting, and to explore the depth of 

its potency. 

I adopt a framework first presented by Lori Burns, Mark LaFrance, and Laura Hawley in 

their 2008 article “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey 

and Bjork.”128 Most notably, my extension considers theatrical facets of musical theatre that 

build upon the analytic framework established by the authors, and further focusses it to this genre 

specific context. The article aims to examine and describe links between the embodied 

experiences developed in the song lyrics and the sonic and expressive elements in the music.” In 

considering the “lived body”129 and the physical experiences that are attached to it, I consider 

how instances of individualization may be applied and more thoroughly realized. 

 
128 Lori Burns, Marc Lafrance, and Laura Hawley. “Embodied Subjectivities in the Lyrical and Musical Expression 

of PJ Harvey and Björk.” Music Theory Online 14, no. 4 (2008). 
129 Burns et al, “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 2. 
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Further, I am informed by topic and genre theories.130 These approaches posit that 

musical works, while crossing genre boundaries, take on thematic and narrative challenges that 

are in part resolved through subjective means. In dissolving genre and topic constraints thought 

to be required by musical theatre, the presentation of character subjectivity becomes a cross-

stitched ecosystem of musical tradition and innovation and proves to be richly nuanced.  

Furthermore, in extending the model to include theatrical content, settings, and dynamic 

expressions, I am informed by performance analysis considerations and theater semiotics, 

including the works of Erika Fischer-Lichte and Patrice Pavis.131 

I present three major characterizing moments in this chapter; these are “Freeze Your 

Brain,” “Our Love is God,” and “Meant to be Yours” and apply this second framework to each of 

them. In each of these moments, characterization is informed by materials and strategies in three 

areas: lyrics, music, and theatricality.132 Within these categories I investigate the expansion of 

character and the deeper “embodiment”133 of realized subjectivity in JD's character within the 

wider context of Heathers the Musical. 

 

 

 
130 Mark Spicer. “Regatta de Blanc”: Analyzing Style in the Music of the Police. Edited by Mark Spicer and John 

Covach. Sounding Out Pop: Analytical Essays in Popular Music. (Ann Arbor, MI: University of Michigan Press. 

2009). Also see: John Charles Franceschina. Music Theory through Musical Theatre: Putting It Together (New 

York, NY: Oxford University Press, 2015), 225-227. For a more nuanced discussion of the applications of genre 

convention to musical theatre, see Nina Penner. Storytelling in Opera and Musical Theater (Bloomington, IN: 

Indiana University Press, 2020). 
131 Fischer-Lichte, Erika. The Semiotics of Theater (Bloomington: Indiana University Press, 1992); Patrice Pavis. 

Analyzing Performance: Theater, Dance, and Film. (Ann Arbor, MI: University of Michigan Press, 2003). 
132 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 1. I 

elaborate on my additions later. 
133 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 2. 
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Summary and Application: Burns, Lafrance, Hawley Framework 
 

 With their article on embodied subjectivity in lyrical and musical expression, Burns et al 

announce several goals. First, they aim to fill an analytic need for “social studies of music that 

‘deal with music’s specifically musical materials.’”134 In considering embodiment as a means of 

expression the authors are concerned with overarching social themes and ideas, and not the 

musical content and patterns alone. Further, their analytic framework to investigate subjectivity 

in popular music focusses on three facets of subjectivity: 

1) Intersubjectivity and intercorporeality (how we forge our own embodied subjectivities 

in relation to those around us) (2) Society, culture, and history (how embodied 

subjectivities are both produced by and productive of the world around us) and (3) time 

and space (how embodied subjectivities are constituted by and through ever-changing 

spatial and temporal situations).135 

The model (reproduced in Example 2-1) considers the “interpretive juncture between music and 

text”136 and furthermore the lyrical and musical materials and strategies therein.137 From here the 

authors present two case studies in which they apply their proposed model, concluding with a 

reiteration of their model’s goals and how they can be considered elsewhere. These goals are the 

exploration of the dimensions of meaning contained in recorded music, realization of the 

dynamic environment musical expression creates, highlighting of the body of the performer as a 

vessel for lyrical and musical effects, identification of boundary regarding the established 

 
134 Ibid. 
135 Burns et al, “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 6. 
136 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 10. 
137 Ibid.   
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groundwork for “expressive intensity and development,” and to create a space for the emergence 

of meaning through “gesture, interaction, and lyrical points of reference.” 138 

In the next section of this chapter, I expand the model by adding a Theatrical Materials 

and Strategies categorization, which would account for theatrically prescribed and performed 

action in a dramatic setting. I apply my expansion of the model to the performance of three songs 

performed by JD from Heathers the Musical, though this could also be considered in non-

musical, theatrical, or dramatic stage works, the analysis of music videos, and possibly the 

analysis of film. While there certainly exist analytic means to consider these materials, crafting 

an extension to this existing model allows for an even, across the board approach that considers 

the intertextual relationship between the music, text, and theatrical components.139 Additionally,  

it creates a means to analyze works which may utilize popular musical styles or topics 

(necessitating an approach catered to popular music), but contain entrenched non-musical 

components, such as elements of mise-en-scène and visuality.140 

 

Theatrical Extension 

In crafting this additional categorization, I have extended Burns’ criteria and made alterations to 

account for the inherent differences of the considered material. I will address each of the three 

headings from the original model and elaborate on how these can be applied. For reference, the 

model for visual settings is shown in Example 2-2. 

 
138 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 6-8. 
139 For a separate analytic consideration of visual materials in drama, see Taylor, Musical Theatre, Realism and 

Entertainment, 2016; and Bush-Jones, Our Musicals, Ourselves, 2004. 
140 Erika Fischer-Lichte. The Transformative Power of Performance: A New Aesthetics. (Routledge, 2008). This is also 

discussed in: M. Bleeker. “Introduction” in Visuality in the Theatre: The Locus of Looking (Springer, 2008), 2-6. 
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 My expansion of this model is greatly informed by theater semiotics and performance 

studies. In expanding these to consider a musical theatre work, I focus on the physical subject as 

the central point of my analyses, and account for the layered perspective this physicality adds to 

the existing musical and textual messaging, rather than considering the entire story world or 

theatrical environment. This is not to say that the rest of the theatrical space is not of importance, 

rather it further focusses the analytic parameter onto the object of focus and provides a greater 

insight to unique, embodied experiences. This is in line with the Burns et al model that examines 

embodied subjectivity and implied meanings through the lens of the subject or agent. 

 

Theatrical Content 

Burns et al. accounts for elements, context, and structure in both lyrics and music.141 For 

instance, the elements of lyrics comprise the vocabulary and symbols that emerge in the words of 

the song and the elements of music comprise the pitches and rhythms. Thus, at the level of 

elements, Burns et al. is referring to a very basic level of content. When the authors refer to the 

contexts of lyrics, they broadens the analytic consideration to the topics and thematic content that 

are explored in the words. In the musical domain, the contexts are understood as the timbres and 

textures that offer a sonic environment for the basic musical elements. The analytic concept of 

structure invokes the level of compositional design, which focuses attention on form and phrase 

in both words and music. 

As I extend this original framework for elements, contexts, and structures to the theatrical 

domain, the elements comprise the basic features of the mise-en-scène (Setting, Lighting, 

 
141 Burns et al. “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” Example 

1.   
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Costuming); the contexts allow for consideration of the topics and themes of the dramatic story; 

and the structure draws analytic attention to the design of a given scene in terms of characters 

present, the use of speech and song. 

 

Theatrical Settings 

The theatrical settings component of the model again covers the voice-story-address model as it 

does for the lyrical and musical settings. As Burns posits in her article, the voice-story-address 

model explains who, what, and how within the work being interpreted.142 Therefore, in the case 

of theatricality, these are explained dramaturgically, and account for the subject as a physical 

being, and their interaction with the established dramatic story and its themes. In the case of a 

musical theatre work, this would transfer as follows: (1) The voice becomes the implied central 

focus of a sequence and the physical manifestation of the voice in a theatrical and dramaturgical 

space. If the focus of the scene is Character A, a voice would also include the topic, theme, idea, 

or object that Character A engages with. Theatrically, this can be a prop, a part of themselves, or 

a textual, dramatic, or musical theme. (2) Story is represented by the way the subject interacts 

with the dramatic story and its themes and is further explained by their appearance within it. This 

may be a sense of alterity or otherness, or of belonging. (3) Address in this sense encompasses 

the subject’s interactions are framed in a theatrical environment, and how the interactions of the 

subject are shown to other agents within the work and the spectator. 

 

 
142 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 6. 
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Dynamic Theatrical Expression 

Burns et al present four central premises of dynamic musical and lyrical expression, which are 

understood to frame the concepts of “agency, movement, action, and interaction.”143 Informed by 

these categories, I extend the notion of “physical embodiment”144 to include character choices 

made by the performer regarding acting and other physical gestures, their interactions with other 

characters, and their appearance. As meaning, individuation, and subjectivity are implied through 

these elements, I believe it prudent that the consideration of dynamic theatrical expression 

additionally includes the connection of these elements to the musical and textual materials 

explored in the previous analyses, in addition to the new considerations provided by material that 

exists in the theatrical context. 

 The Burns et al analytic model refers to four categories within which to explore 

embodied subjectivity, this extension will include three facets of dynamic expression from 

theater semiology and performance studies. These are what theater scholar Erika Fischer-Lichte 

refers to as “kinesic signs,”145 which exist as part of the activities of the actor as a semiotic 

symbol.  to Fischer-Lichte encompasses all movements of the face and body. She further 

classifies these as mimic, gestural, and proxemic signs, a classification series which I will adopt 

here. Additionally, as my analysis considers the subject as the primary facet of interpretation, the 

manner through which the subject exists and interacts within their environment becomes crucial 

to the consideration, and with this is in mind I am further informed by Patrice Pavis’ discussion 

 
143 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 19. 
144 Ibid. 
145Fischer-Lichte, The Semiotics of Theater, 30. 
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of “spatial experience” and “objective, external space.”146 With this in mind, my discussion of 

dynamic theatrical expression will consider the following: 

“Mimic Signs”147 refers to all expressions and movements of the face. This does not 

include the entire head, only the face. While Fischer-Lichte refers to mimic signs as being 

dependant on a myriad of factors, including cultural context and the presence or absence of 

observers; this analysis will consider mimic signs as the facial performance of emotions as they 

pertain to western culture, and how that facial performance relays experiential meaning on the 

part of the subject. Furthermore, I will not explain every facial expression made by the 

performer, rather the analysis will point out those most relevant to characterization. 

“Gestural Signs”148 are divided into two categories by Fischer-Lichte. Either they can 

represent communication and interaction, or they can fulfill an intention. This analysis will 

consider gestural signs to be inclusive of both these and will include performed communications 

by the actor about the themes of the story or the character as themselves, and the depiction of the 

characters intentions in speech, song, and action. This also encompasses the implied meaning of 

the gesture. For example, the act of kissing or holding hands as a gesture of romantic interest. 

“Proxemic Signs”149 are also considered in two manners. The first being distance between 

the subject and others or between the subject and their environment. The second is the movement 

of the subject through space. This encompasses the large movements between gestures, or the 

physical nature through which the gesture may be delivered. Proxemic signs allude to the 

subject’s positionality in the story world and demonstrate it in a theatrical and physical sense. 

 
146 Pavis, Analyzing Performance: Theater, Dance, and Film, 150-151. 
147 Fischer-Lichte, The Semiotics of Theater, 30-39. 
148 Fischer-Lichte, The Semiotics of Theater, 39-58. 
149 Fischer-Lichte, The Semiotics of Theater, 58-63. 
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In the next section, I apply this extended model to the case study, and use three 

significant musical passages that pertain to JD’s characterization. I consider this three-pronged 

approach (content, settings, and expression in the lyrical, musical, and theatrical materials) to 

guide the investigation into character subjectivity.   

 
 

Analysis 

 

Guided by musical instances of character development, I focus on three major exemplars in 

Heathers the Musical that centre on JD. The first is “Freeze Your Brain” a “character defining 

soliloquy”150 that informs the audience of JD's backstory and initiates the central relationship 

between he and Veronica. The second, “Our Love is God,” which serves as the turning point in 

the plot and the act one finale, illuminates the narrative role of the character in the story, 

repositioning him as the antagonist, and “Meant To Be Yours,” which reveals to the spectator the 

depth of his experience. These three instances are deeply influential in presenting JD's 

subjectivity, and in positioning his character in its narrative role in accordance with the other 

characters in the work. In selecting these songs as points of further analysis, I do not imply that 

other music JD sings in are unimportant, rather that they do not centre him in the focussed 

manner that these do. The narrative relevance of other music JD appears in, which I discussed in 

Chapter One, musically characterizes JD to a lesser extent than these, rendering them out of the 

scope of this thesis. 

The bulk of my analysis is included in organized tables, to be discussed below. In doing 

this I deepen the previous discussion of individualization and further explore representative 

 
150 O’Keefe and Murphy, Heathers the Musical, 150.   
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implications. In each section I summarize data from the “Content” and “Settings” portions of the 

analyses, and then engage in a larger discussion in the “Dynamic Expression” sections. In 

closing, I highlight the central realizations of the analyses. 

As I stated in the introduction, this analysis considers the November 24, 2018, closing 

night performance of the West End cast of Heathers the Musical, in which JD is played by Jamie 

Muscato and Veronica is played by Carrie Hope Fletcher. The video footage I refer to is available 

on YouTube, and I have included the web address in my bibliography. 

 

Cross-Domain Analysis of “Freeze Your Brain”151 

 

The first major instance of musical characterization occurs in “Freeze Your Brain,” and the short 

scene that precedes it (Act One, Scene Four). The scene presents to the audience the first time in 

the work that JD is introduced in a manner that is not filtered through Veronica's impression of 

him, which was the case in his first appearance, Veronica's earlier solo “Fight for Me.” “Freeze 

Your Brain” is set inside of a 7-11 convenience store.152 

A refresher since the first chapter: Veronica runs into JD in the 7-11, and the two discuss 

the demolition company owned by JD's father. He refers to his father “in all his toxic glory,”153 

which prompts Veronica to confess her disdain for her friends, the Heathers. JD shares her dislike 

and suggests that Veronica skip the party she planned to attend and hang out in the store with him 

 
151 Heathers full musical. “Freeze Your Brain - Jamie Muscato - Heathers.” 

https://www.youtube.com/watch?v=D1UDBTIcjKQ: 01:47-05:12. 
152 O’Keefe and Murphy, Heathers the Musical, 45. 
153 O’Keefe and Murphy, Heathers the Musical, 46. 

https://www.youtube.com/watch?v=D1UDBTIcjKQ
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instead. She laughs at this idea, and when she inquires into his interest, he responds musically 

with the first verse and chorus of the song.154 

 Example 2-3 shows the analytic model applied to the song's lyrics and musical content, 

and I further discuss it here. Example 2-4 contains the theatrical content, which is also further 

discussed here. 

Beginning with lyrical materials and strategies, the lyrical content of the song can be 

attributed to the separation between the dialogue leading into the song, and the lyrics of the song 

itself. Lyrical content in the libretto does not include written stage directions or other visual 

markers or musical cues. Act one, scene four of Heathers contains the scene and song for 

“Freeze Your Brain.” The lyrical content, which as previously described is the “words, the 

vocabulary and the symbolic devices that are used, the topics and themes that are explored, the 

phrase design and form”155 is summarized below and further explored in Example 2-3. 

 

Verbal Content 

The vocabulary and symbols in the song depict a process of coping with the outside world and 

retell a personal history. The subject uses the Slurpee as a symbol of numbing himself to 

emotional pain, using the “brain freeze” as a method of self-harm or substance abuse. Topics and 

themes include self-harm as a coping mechanism for loneliness, hopelessness, and despair; 

suppression of emotional pain, and emotional detachment as a preferred state of being. The form 

and phrase structure are verse/chorus, and the verses are in rhyming couplets. JD uses direct and 

 
154 Ibid. 
155 Ibid. 
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simple statements that become more entrenched with meaning as the lyrics progress, slowly 

revealing the depth of his disdain for the world he lives in, and furthermore revealing his 

perspective on them. He detaches himself from his own experiences, using phrasing such as 

referring to himself as “you” toward the end of the second verse, before completely changing 

gears and instead describing his perceptions of Veronica's experience, generalizing about her 

before describing his perceived pain in detail. 

 

Lyrical Settings 

The subject is JD discusses his past and his coping mechanisms with Veronica. The story and 

narrative are the description of past hurts followed by a call to Veronica to take part. The delivery 

of this introduction occurs via direct, in person conversation with Veronica in a semiprivate 

corner of the store. 

 

Dynamic Lyrical Expression 

Set in September 1989 at a 7-11 convenience store in the fictional Sherwood, Ohio, “Freeze Your 

Brain” serves as the audience's musical and narrative introduction to JD. Here he is presented as 

a sincere, genuine agent who expresses his longing for stability in life and reflects upon the 

nature of his own perceptions in a rather jaded manner. The 7-11 store, having served as a 

physical constant in the subject's life, also presents an opportunity to engage in self-harm 

behaviours. He describes a feeling of safety in getting his supply of pseudo-pain management 

from the Slurpee, suggesting that he feels the forces in his life that are constant (for example, 

both the 7-11's supply of 'brain freeze' and his father) are those that hurt him the most. 
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Furthermore, he craves intimacy and companionship, but fears the pain that would come from 

what he perceives as an inevitable goodbye when he ends up moving away. Over the course of 

the song, he resolves this contradiction by encouraging Veronica to become as detached from life 

and hardship as he has. JD's stance is in the first person subjective. He encourages her to adopt 

his worldview and explains the perceived benefits. He initially treats himself as humbly 

enlightened, and later reveals that this is merely an attempt to manage his sadness. Contact can 

be viewed as between JD and his father, and his deceased mother, is distant and strained. In 

describing said contact to Veronica, the other subject in the song, JD is friendly and intimate, 

inviting her in. She there observes what he shuts out. Utterance here can be viewed as a subtle 

cry for help. This song, dubbed a “self-descriptive motif” by the writers, gets into JD's head, and 

deepens his backstory, he wants Veronica to hear and understand his past and continued 

experience. 

 

Sonic Content 

Beginning in Db major, moving to Eb major, and later to Ab major, the final chorus, where the 

rock sound is at its peak is in A major. The dominant is heavily implied in the endings of the 

bridge, and the song stays relatively diatonic in the other areas. Guitar change between acoustic 

and electric, as well as the reed switch over to baritone saxophone, and the addition of the drum 

kit in the later end of the song pair well with a straight edged voice that takes influence from 

rock styling and harsh delivery to create a reveal where the listener is given the sense that as the 

rock influence is introduced, some deeper secret is being revealed that Veronica and the listeners 

perhaps were not intended to be let in on. This is further realized through an interesting modal 

shift between A major and A minor near the end of the song, in which the use of the third of the 
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chord, be it C-sharp or C-natural, is used as a guidepost for this shift. An arpeggiated motif 

repeats itself in the guitar part and is played with in slight variations throughout the song, the 

singer never directly sings the guitar call, but does compliment it with a similar arpeggiation in 

the verses. 

 

Musical Settings 

The singer's voice primarily uses a style reminiscent of musical theatre sound, and as the song 

progresses and the narrative unfolds, he adds a rock edge, removing vibrato and using a harsh, 

straight tone on the longer held notes. Calm and reserved in the opening verse, growing in energy 

in the chorus and peaking in rock-esque tone the bridge and final chorus, only to die off suddenly 

in the closing bars of the song. 

The singer's initial calm and procedural growing intensity is paired with the equally calm 

acoustic guitar. As the tension builds, the acoustic guitar is switched to electric, and the 

heightened energy is conveyed on the electric guitar and the drum kit, paired with the rock 

texture added by the singer. Muscato very intentionally demonstrates the frayed edges of the 

character's fractured sense of self in his delivery. 

 

Dynamic Musical Expression 

Gestures are established through vertical dynamic motion and horizontal rhythmic and temporal 

direction. The motion being created by the dynamic swells and stresses in the acoustic guitar and 

voice, as well as the addition and subtraction of additional instruments, and the swapping of 
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acoustic for electric guitar in the second half of the song. The additions create a sense of 

anticipation, of something bubbling under the surface that has yet to come to light. The 

horizontal direction is created by the increased tempo as the song progresses and the increased 

edge in the voice, further complemented by the later use of the clean shimmer sound, as well as 

the distortion in the electric guitar part. 

The use of the harsher tone in the voice in the second and third choruses, as well as the 

thickening texture of the harmony in those same places highlight the darkened, lurking quality 

that the song puts forth. The interplay between the acoustic guitar and the voice and later the 

electric guitar and the voice creates a musical dialogue that the rest of musical components of the 

song build upon. 

Intensity is conveyed with dynamic changes, intentional and following the natural ebb 

and flow of the piece. Increases occur after textural thickening and an increase in the harmonic 

rhythm, highlighted in the vocal part (including the lyrics) and the instrumental accompaniment. 

The second chorus, where the electric guitar is introduced provides the greatest textural change 

in the song, with its introduction providing an intense timbral change, and a heightened energy 

that pervades the remainder of the song. The modal shift from A major to A minor further 

supports this, and furthermore hints at the characters darkness that Muscato leans into. Most of 

the tension occurs through the singer, who contrasts the relatively diatonic motion that occurs in 

the instrumental, done mostly through highlighting of the sections non chordal pitches.    
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Theatrical Content 

The elements of the mise-en-scène are consistent throughout the song and are as follows: Setting 

is the convenience store countertop. Props include Veronica’s candy and the drink cup that JD 

slurps on. The lighting is consistent throughout, a harsh over wash of imitation fluorescent 

lighting, shaped in a box indicating the entry point of the store.  There are no other lighting 

features. JD wears several layers. Black jeans and leather combat boots, a black t-shirt with a 

green plaid on top of it. Covering all of this is a long black duster jacket that flares out at his 

shoulders. His hair is short and pushed into his eyes, dishevelled. He carries a blue and purple 

Slurpee cup. 

 Contexts include the desire for normalcy after a nomadic lifestyle to that point. The 

introduction of a coping mechanism through substance abuse and self harm, and the use of that 

coping mechanism are demonstrated. An implication that Veronica would have a better outcome 

than he has if she also avoids her emotions. s 

 The structures of the song are also reminiscent of the consistency depicted in the mise-en-

scène and the contexts. Everything happening, right down to the character’s response is 

consistent and to some extent repeated. 

 

Theatrical Settings 

Voice: All motion in the song refers the viewer back to JD, who is the central point of focus both 

in the song and the scene preceding it. Notably JD’s point of focus is both inside of himself and 

in the visual realm, this manifests in the Slurpee cup and his intermittent focus on it throughout 

the scene and the song. 
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Story: While there is very little about the scenography changes in Act One and Scene 

Four, there is thematic relevance to the sterility that comes with the sameness of the convenience 

store. The consistent lighting, and the centering of JD only through his movements and Veronica 

focusing her own attention on him, it is nevertheless crucial to consider the way JD interacts with 

this focus. His interactions with Veronica are seemingly casual, though when he faces away from 

her the lyrics of the song turn to its core themes. His discussion of the topics of the song requires 

him to move away from Veronica and by proxy his environment, as if drawing into himself. 

Address: Change within the scene occurs between the two characters, who move around, 

though this is entirely focused on JD, who is positioned ahead of Veronica, on the audience 

exposed side of the set. Veronica leans into the counter and observes him. He moves farther from 

the counter towards the center of the stage, demonstrates his use of the Slurpee, and then returns 

to his previous position standing at the counter. From here he alternates between facing Veronica 

and turning away. JD’s depiction of struggle between his reality and his inner experience, is 

realized visually through his turns in this scene. 

 

Dynamic Theatrical Expression 

Mimic Signs: A slowly disintegrating veneer is depicted here, indicating an underpinning of 

some inner truth being exposed. Muscato uses his face to allude to this throughout, having it 

reappear when he speaks to Veronica directly and slowly disappear when he speaks facing away 

from her. His face is his biggest indication of the character’s intention in the song. While the 

music suggests an upbeat tone, the lyrics, and Muscato’s face give away what is hidden. His 

primary vehicle for this is his eyes, eyebrows, and his jaw. His spoken line “I love this place” 
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shows his eyes widening with affection and recognition. Later in the verse he uses an eye roll 

and a quick eyebrow raise as he says the line “7-11 right there,” suggesting a known strangeness 

about his affection fo the store. As he drinks the Slurpee, he closes his eyes, and clenches his jaw, 

and when he finishes, and opens his eyes, he starts to relax. Later in the song, as the topics and 

themes come further to light, he furrows his brow and becomes visibly angrier, tensing his jaw 

and neck, depicting intense discomfort or anguish. Once he releases this, the initial relaxation he 

depicted in the opening now appears as sadness when put into the context. 

Gestural Signs: Muscato uses a clear visual delineation between when his gestures are 

toward Veronica and when they are to himself, suggesting a performed version of JD and a real 

version. In the beginning of the scene, when the discussion is casual, he makes several small 

gestures that indicate his perceived disdain and despair for the state of his life. This most clearly 

manifests in his handling of the straw on the Slurpee cup, which is pulled away from the drink 

when he is talking about a positive topic and placed into the drink when he talks about a negative 

topic, suggesting an interest in easy access to his drug of choice. A second recurring gesture in 

the song comes from Muscato’s intense usage of his shoulders and neck to suggest emotional 

discomfort. As the topic of the song becomes more realized in the final two choruses, Muscato 

twitches his shoulder and aggressively jolts his face to the left and right. While doing this he 

white knuckles the Slurpee cup and sings with an angry, rough tone, indicating an intense 

emotional anguish long held within. However, the closing section of the song brings a suggested 

acceptance of his emotional numbing, with his shoulder relaxing and his face dropping after he 

delivers the final line of the chorus; “don’t open a vein.” He delivers the final lines “Just freeze 

your brain / freeze your brain” with a starkly different tone than the rest of the song, moving 

slowly and keeping his head pointed downward and away from Veronica, suggesting lethargy or 
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some other emotional exhaustion. The final line, spoken “try it” shows him holding the Slurpee 

cup to Veronica with a straight arm, and relaxing his voice, shoulders, and neck. His sudden 

relaxation indicates a veneer of stability going back into place, as if his Slurpee has done the 

numbing he had hoped for. 

Proxemic Signs: JD moves through several states of distance to and from Veronica and 

his environment throughout the song; and these are states of distance are accompanying his 

general large movements. While in the first verse he sits on the counter and leans into speak to 

her, signifying closeness, once he reaches the second verse in which he discusses the relevance 

of the 7-11 store in his life, he quickly distances himself from her and the counter, moving 

toward the audience and redirecting his attention to his Slurpee cup. In the third verse he returns 

to where he was standing in the scene beforehand as he directly addresses Veronica, tapping and 

gently touching the counter, and then process repeats. Once the topic of emotional pain and self 

harm come up again, he distances himself. Throughout this process Veronica remains in the same 

place, leaning onto the counter and standing once, though not moving from where she stands. 

The closing section of the song, he turns back to Veronica and grips his cup harder, before 

holding his arm out very straight and offering her the Slurpee. 

 

Analytic Summary 
 

The potential is great for the analytic model to pursue all kinds of interactions between and 

among the domains, however, to do so would be out of the scope of this chapter. Instead, in this 

section I will illuminate what is now understood. When considered as a complete product, 

“Freeze Your Brain” gives the audience a very complex introductory image of JD, showing him 
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as possessing a hidden darkness that intrigues Veronica and adds a new musical and textual 

flavour for the story to build further upon. Presenting JD first to the audience as he grapples with 

the fine line between how he feels and how he attempts to cope with those feelings ultimately 

serves as the beginning of his individualization. There is an overarching mood shift depicted the 

song, which begins with a cool detachment, and then transforms to reveal despair, only to return 

to the opening detachment, now recontextualized to account for the character’s hidden emotional 

turmoil. It is a nuanced shift which is handled in each of the three analytic areas accordingly. 

Lyrically, this appears through the thematic discussion of the Slurpee and the 7-11 store 

as symbols of stability and consistency in an otherwise turbulent life, and the profession of 

intense emotions and dark thoughts, including grief over parental death, suicidal ideation, and 

self harm. Musically, this is realized most succinctly in the tonal shift between A major and A 

minor, which sonically characterize the two sides of JD, the major being what he presents to the 

world, and the minor symbolizing what he feels. Additionally, the tonal shift between these two 

keys, which happens on the third of the root chord, relates the internal struggle of the song, with 

the internal shift in the chord causing a drastic tonal shift in the music, and symbolically relaying 

a drastic emotional shift in the character. The switch between the acoustic and electric guitars are 

a further realization of this, as is the shift to rock-style of singing in the voice. Theatrically, the 

consistency suggested in the lyrics is supported in the lighting and setting. Furthermore, 

Muscato’s usage of bodily turns, tensing of the neck, slithering of the shoulders, and jolting of 

the head to the side also further characterize JD, with these more intense gestures occurring at 

times when he is turned away from Veronica. When he directly addresses her, he becomes 

relaxed and appears to hide the darkness, instead channeling it into his handling of the Slurpee 

straw. Adding several bodily throughout the song in addition to those suggested lyrically and 
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roughening up the inflection of the highest notes in the music add to the tension, and further 

intensify the character’s internal struggle. Overall, it becomes clear in this song that while 

Veroncia is intrigued by JD, he presents a jaded veneer of nonfeeling to hide a painfully cast 

aside emotional reality that is performed to the audience. 

 

Cross-Domain Analysis of “Our Love Is God”156 
 

The second instance I examine comes from the act one finale, “Our Love is God.” 

It is placed in act one, scene ten, and which depicts a large swath of the plot.157 Beginning 

after Heather Duke seizes control of the remaining Heathers, and upon interference from 

Veronica, Heather Duke falsely announces to the school that Veronica slept with Kurt and Ram 

the night before. JD fights Kurt and Ram in Veronica's defense and loses. The number begins 

with the two comforting each other. Later, they craft a plan for Veronica to meet Kurt and Ram in 

the cemetery at dawn, and upon doing so, JD murders them both. Veronica realizes that JD has 

lied to her about the authenticity of the bullets, and that he had intended to murder them both the 

entire time. 

 The song itself is split into three major narrative sections, separated by interjected 

dialogue. The first is a romantic and “sensitive emo ballad”158 that depicts JD and Veronica 

imagining getting away from high school and the world they reside in. The first dialogue 

interjection is the conversation in which they decide to lure Kurt and Ram to the woods. 

 
156 Heathers full musical. “Our Love Is God - Jamie Muscato & Carrie Hope Fletcher - Heathers.” 

https://www.youtube.com/watch?v=31Hm32j0XN0 
157 Scene Ten consists of Heather Duke's takeover as queen of the Heathers, the number “Never Shut Up Again,” 

followed by “Our Love Is God.”  
158 O’Keefe and Murphy, Heathers the Musical, 159. 

https://www.youtube.com/watch?v=31Hm32j0XN0
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Following this the emo ballad is reprised, with a different ending, and then follows a long 

dialogue overlay, in which the murder and the reveal of JD as the villain occur. The third musical 

section is a reprise of the same material; this time with notable sonic shifts, depicting JD and 

Veronica after the murder, responding to what has transpired. 

 Example 2-5 shows the lyrical and musical model applied to the content sections, and I 

will further discuss it here. Example 2-6 contains the theatrical content, which is also further 

discussed here.   

 

Verbal Content 

The vocabulary compares romantic feelings to major events and deities, such as God and war. 

Topics and themes include the experience of romantic connection, expressing a desire to remove 

and outside forces from tampering in their lives. The form and phrase structure are simple 

statements, though it flips between being literal and direct to being very metaphorical and 

somewhat abstract in description. The song is by and large a transitional, plot driving work 

within Heathers, intended to bring about the end of the first act and reveal JD as the story's 

antagonist. 

 

Lyrical Settings 

The subject is two sincere agents express romantic interest in each other, and the ramifications of 

said interest. The story/narrative depicts the use of romantic intent (and trust) to mislead, leading 

to two deaths. Once Veronica is aware that JD had lied about the bullets, she realizes the extent 

of his desires. The delivery is immediate and private and occurs over a larger period than the 
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length of the song.  JD and Veronica's relationship strengthens, and the plan to fake the suicides 

of Kurt and Ram is explained. The topics and themes include romantic love as a seismic and 

earth-shattering event, background descriptions of strife prior to relationship, and the deaths of 

two other students as a realization of love. 

 

Dynamic Lyrical Expression 

 Set at the high school, JD's house, and the cemetery, “Our Love is God” serves as the finale of 

act one and the critical moment in which the extent of JD's villainy. The song depicts four 

genuine agents (JD, Veronica, Kurt, Ram) acting in both romantic and self-interested manners to 

accomplish their ends. JD and Veronica, who re-express their romantic interest in each other, and 

Veronica later uncovers that JD has lied to her about the bullets being real, that Kurt and Ram 

were murdered, and not just rendered unconscious as he had previously convinced her of. The 

stance of the two main agents in this song is again first person, they are teenagers looking to 

establish the place of their relationship in the world the inhabit, feeling that the sheer force of 

their feelings for each other is enough to make the earth move and alter all life. This gives 

differing perspectives to the two leads, as opposed to the other two agents in the song, Kurt, and 

Ram, since they are firstly not a couple, and secondly, not the ones being developed by the song. 

Contact in this song can be established firstly between JD and Veronica, which is intimate, and 

between JD/Veronica and Kurt/Ram, which is less so. The utterance in this song is the experience 

of Veronica's relationship with JD, an epiphany for Veronica, where she realizes that JD is not 

who she had thought him to be. 
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Sonic Content 

The piano provides a sense of reassurance, with a consistent, strum like chordal repeat featuring 

the V chord, this returns with each repeat of the title line “Our Love is God” and again at the 

beginning of bridge #3. The open dominant starkly contrasts with the darker textures that occur 

underneath the dialogue sequences, which delve into the remote minor keys, and play with modal 

mixture. The voice is largely diatonic, with a few moments of dissonance in the final measures. 

Soft acoustic timbre in all band parts matches the voices until m. 70 when the 'Chase' sequence 

begins. After this point the voices take on a darker edge in what is spoken and in what is sung 

and allowing for the openness of the opening chords to forge a malicious suggestion of evil in 

the closing section. The aggressively driving baritone saxophone part and the guitar become 

essential players here, leading the momentum into the darker tonality. 

The largest phrase at work here is the accompaniment to the chorus vocals, which is 

contrasted with the thematic incidental music underneath the dialogue sections. Both these are 

further contrasted with the abrupt shift at m. 70. The overall structure of the song then becomes a 

sort of hybrid, meandering but plot driven number, contextually exploring two ideas: The chordal 

and open sounding chorus melody in verse one and chorus one, and the chase sequence at m. 70. 

A transcription of this is available in Example 2-5a. 

 

Musical Settings 

The contrast between the voices of JD/Veronica and Kurt/Ram (momentarily) reflects the overall 

compare/contrast of the song's plot focus. Vocals are matched and gentle in the beginning of the 

song, and towards the end they contrast with dissonant harmony, tension, and unease. 
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The introduction of the chase theme in m. 70 (presented here in the instrumental part and 

repeated in “Yo, Girl” in the voice (“Veronica's running on/running on fumes now…” and so on) 

and in “Meant To Be Yours” in the voice as well (“Veronica open the/ open the door please / 

Veronica open the door” and so on).The repeated refrain in “Our Love is God” between the two 

leads builds in significance, and uses the same tonality to imply different contexts narratively 

speaking. Additionally, the use of the even-tempered piano chords at the beginning of the song 

and each repeat of the phrase “Our love is God” adds to the ambience. Angst ridden interactions 

between the dialogue and the musicalized elements (voice, instruments), singers use expressive 

and emotional clear tones, with a murkier texture added by the percussion, strings, and reeds. 

 

Dynamic Musical Expression   

The overall direction of the song is incredibly forward (as opposed to “Freeze Your Brain” which 

feels like it moves upwards, the individual phrases all rise, peak, and then fall, however the 

driving energy underneath it propels the listener almost forcefully forward, which is striking, 

especially after the wander-like quality that the incidental music provides underneath the 

dialogue. 

There are two qualities at play, the first being an angsty romantic quality that manifests in 

the two voices and the opening orchestration and is reprised several times throughout the song. 

The second is a lurking, suspenseful quality that presents itself most clearly in the dialogue 

sequence's accompanimental parts. It is first heard in the underscoring to Act 1, Scene 6, in 

which Veronica and JD enter Heather Chandler's house before she is murdered and repeats 

underneath the scene until the point in which Veronica enters Heather's bedroom with the glass 
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of drain cleaner. This quality is later more fully realized after m. 70, when the chase theme is 

used, symbolizing loosely a kind of desperate pursuit, realized more fully in “Yo Girl” and 

“Meant to Be Yours.” See Example 2-5a for a transcription of this theme. 

The interaction between JD's voice and the piano, as well as with the electric guitar and 

bass further suggests the character association with the presented motifs and themes. Using the 

different qualities to inform the interactions contextually, it becomes clear that each of the 

described qualities carries with it the burden of weight in the creation of sonic worldbuilding 

unique to Heathers as a musical work. 

Tension and focus go hand in hand here, finding a working balance between centered and 

individualized and isolated moments (e.g., the solo piano that accompanies JD in the beginning 

and at the end), and in larger more plot driven instances, such as dialogue #2. The presence of 

balance between these two states is what crafts point of tension in the song, which only grows as 

the progression through the ascribed narrative occurs. 

 

Theatrical Content 

There are three large sections to the mise-en-scène in this song. The first spans from the 

beginning of the song until Dialogue #1 and is set at high school. Depicted with the stair set 

piece split in half on either side of the stage, two blue lockers on the insides of each piece. The 

rest of the area is open. Overhead lighting depicts fluorescent school hue. In terms of costuming, 

JD wears the same thing as he did in “Freeze Your Brain” only the plaid shirt has been removed 

and he is now in all black. The other students wear colourful 80s themed outfits, except Kurt and 

Ram, who wear blue jeans and letterman jackets. 
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 The second spans from Dialogue #1 through Bridge #2 and includes the following 

changes: The setting is now JD’s bedroom, where JD and Veronica sit on one half of the stairs set 

piece to stage left. They use a wired rotary phone. Kurt and Ram are stage right, answering a 

phone that looks like a football. No set change, all shown through lighting. The bedroom is 

depicted with a warm yellow toned spotlight on JD and Veronica, and a harsher white overhead 

light on Kurt and Ram. For Chorus #1 and Bridge #1, the warm light expands to a large square, 

and circular lights follow JD and Veronica. At the entrance of Fantasy Kurt/Ram, pink lighting 

shines in the square they took the phone call in earlier. After the line “hunt some jocks” the 

bedroom lighting is faded out, and a harsh white spotlight encircles JD and Veronica as they hold 

the pistols in the air. 

 The third covers Dialogue #3 through to the end. The final setting is the cemetery. The set 

up is the same as previous, this time with the lockers removed, and a fence placed at the upstage 

below the balcony. Several major lighting changes occur as well. Twilight blue lighting covers 

the front of the stage, and around the balcony and under it there is green lighting and thick fog. 

At JD’s line “Three,” the gunshots are two white flashes of light, and the green hue expands to 

the previously blue area. A white spotlight follows JD. Bridge #3 features a lighting transition 

from the green hue to a blue/green hue, and more fog spilling out from under the balcony, at this 

point the lights in the outer edges of the stage go out. The song ends with a blackout. 

 The overarching dramatic story in this song depicts the progression of JD and Veronica’s 

relationship and the unity they find in being separate from the rest of the high school. Topics and 

themes include the betrayal of trust, the overpowering experience of being in love, and the 

perceived specialness of the leading characters against the perceived homogenous school 

population. 
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 Structures throughout the song are represented mostly through physical distance. JD and 

Veronica move together in all sections of this sequence until the very end when they arrive at the 

cemetery. Everyone they interact with is kept at a distance from them. Initially Kurt and Ram are 

at a perceived distance as they talk through a phone call, but at the cemetery they are on opposite 

sides of the stage from Veronica. Until the ending, JD and Veronica are very close to each other, 

making some amount of physical contact for much of the song. Following the deaths of Kurt and 

Ram the contact takes on a new unwanted context. 

 

Theatrical Settings 

Voice: The subject of the song is both JD and Veronica, however by the end of the song, the 

subject is JD alone. 

Story: Throughout all three narrative sections, JD’s engagement with the “love” theme, 

and his deification of his relationship with Veronica becomes clear in several settings, and while 

these change behind them, his words do not, thus reflecting a realization of some of the desired 

consistency that he longs for in “Freeze Your Brain.” Veronica engages with the theme in a much 

more gradual and casual manner, whereas JD appears to lead her, taking the words and actions 

more seriously the beginning. 

Address: The consistency in language is contrasted with the changing backdrop upon 

which the romantic relationship is placed. When he discusses the relationship with Veronica, he 

faces her, but as was the case in the previous song, he stands up and faces away from her when 

he begins to describe his emotions. In “Our Love is God” this happens in the second verse. When 

the lyrics return to the relationship, with Veronica grabbing his hand and singing “you’re not 
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alone…” he turns back to face her again. From this point in the song the contact between 

Veronica and JD becomes a central point of focus upon which the thematic content of the 

dramatic story is depicted. 

 

Dynamic Theatrical Expression 

Mimic Signs: The use of the face in the scene is also consistent throughout. Despite the murder 

at the end of the song, JD never performs shock or concern about the behaviour or its action. 

Instead, he continually expresses emotion consistent with the tone of his voice. In instances with 

repeated gestural signs, such as the ending section of the son, Muscato uses the same wide-eyed 

expression to that he used to revel in his familiarity and love for the 7-11 store to look out at the 

murder scene with Veronica. His performed emotions take on a double meaning, where he is 

feeling and expressing the same thing and the context changes as she realizes what is going on. 

Gestural Signs: JD’s communication and intention throughout the song are depicted in a 

consistent manner, in which he expresses the same depth of emotion in each reiteration of the 

main musical ideas. 

In the first narrative section, he communicates his intention by touching Veronica’s face 

with his hand, suggesting emotional intimacy. Throughout the second narrative section, he does 

dance steps with Veronica, further suggesting their comfort with each other and signalling a 

degree of trust. Among the most notable usage of gestural signage in this song is the repeat usage 

of affectionate gestures to Veronica, which take on a new meaning as the narrative evolves. For 

example, in Chorus number one, when he holds Veronica in front of him. He repeats this gesture 

in a similar manner in the closing section of the song, though in context with the plot revelations, 
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lighting changes, and Veronica’s visible discomfort make the gesture seem off-putting and 

creepy. These are also realized in the voice, where the voice remains consistent in its gentle tone, 

even as the physicality of JD’s movements changes from close and intimate emotional comfort of 

Veronica, to pointing a gun and sauntering toward Kurt. 

Furthermore, there is a suggestion that the intimacy is somewhat performative.  Where 

Veronica’s use of affectionate gestures has her focus on JD, and then the gesture itself; JD relays 

the opposite, focussing his attention on the gesture before Veronica. With this intention swap he 

suggests that he is perhaps more interested in the receipt of affection its giver. 

Proxemic Signs:  The variations in distance between JD and other characters is a driving 

factor in the interpretation of this scene. Muscato gives several indications of JD’s intentions 

throughout the beginning of the song. The first of these is as he delivers the lyrics “that will end 

tonight,” moving his entire head into the direction that Kurt and Ram had previously exited. He 

moves closer to Veronica and cradles her face with his hand before standing up and distancing 

himself as he discusses his emotions. Veronica is the one to dissolve the distance in this instance, 

and he follows her lead, allowing her to physically pull him into the next narrative section. In 

this section he sits on the stairs at stage left, watching Veronica make the phone call to Kurt and 

Ram. Once their plan is established, he sings the lyrics “The dinosaurs choked on the dust / they 

died because God said they must…” and stands behind Veronica, holding her around her chest. 

However, once he retrieves the two pistols and sets them down, all this motion centres 

around them. He gives one of the pistols to Veronica and they separate. When he returns to the 

scene he shoots at Ram from the back of the stage, before walking slowly offstage in pursuit of 

Kurt. He returns on the opposite side, pointing his gun up at Kurt, who stands far away from JD 

on the fence. As he approaches with the gun, walking slowly toward him, he reprises the lyrics to 
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the chorus in the same gentle tone he used previously. He shoots at Kurt, killing him. Veronica 

sees this, and when she tries to run away, he reprises the lyrics from the bridge, again in the tone 

of voice he had used to comfort her in the beginning, saying “I worship you / I’d trade my life 

for yours…” A repeat of the previous movements, he stands behind her, holding her around her 

chest and shoulders with both his arms.   

 

Analytic Summary 
 

The three analytic areas work together here to create a new image of the character. Whilst 

depicting a large swath of the plot, the ultimate realization that Veronica has at the end of the 

song becomes a pivotal shift in JD’s narrative arc and gives a deeper glimpse into his 

subjectivity. The sudden switch between musical ideas, and the repetition of the same lyrical 

material confirm the separation that both JD and Veronica place on their relationship when it is 

compared to the rest of the school. Along with this lyrical repetition is a repetition in the 

theatrical expression. The use of these same gestural and proxemic signs, such as holding from 

behind and continually re-closing perceived distance, in starkly contrasting narrative contexts 

confirms both their sincerity and the lack of perceived difference between the situations from 

JD’s perspective. Further confirmation comes from the contrast in dialogue #2, in which Muscato 

overuses hand and shoulder gestures when JD lies about the bullets. 

This paired with the musical tethering of JD to the ballad theme in the beginning even as 

the rest of the tonality shifts around him becomes extremely meaningful, existing both as a 

musical death grip for the character on the stability that he longs for in “Freeze Your Brain,” and 

as a symbol of his impact on his environment, where he is the same as always, and the weight of 
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his narrative influence is now played out around him. This occurrence changes things 

dramatically (two people die!), even as he repeats the same musical idea over and over again. 

Additionally, the A major musical interaction between JD’s voice and the solo piano in verse one 

and the closing section callback to the solo acoustic guitar in the opening of “Freeze Your Brain,” 

and strengthen the symbolism of A major and its parallel minor as musical representations of JD. 

In this song, he stays in the A major tonality the entire time, beginning every iteration of the 

titular lyric “Our Love is God” on the third of the chord, which demonstrates that the narrative 

that plays out in “Our Love is God” can then be interpreted as an ideal for his character. This is 

what he wanted, and by continually staying in or suggesting A major, he further proves that not 

only is this his ideal, but that he has had likely been interested in committing the murders the 

entire time. 

 

Cross-Domain Analysis of “Meant to Be Yours”159 
 

The final major exemplar is the second musical number in act two, scene six. There is a lot of 

plot in this scene, and the two numbers which are presented (“Yo, Girl” and “Meant to be 

Yours”) work together as one larger sequence.160 In the beginning, Heather Duke encourages 

Veronica and Heather McNamara to sign the petition that JD blackmailed her into populating 

with the signatures of other students. Veronica warns her to stay away from any plan with JD's 

name attached to it. The ghost of Heather Chandler, who haunts Veronica, presses her to call the 

police regarding the murders of Kurt and Ram, and implies that Veronica is to blame for Martha's 

 
159 Heathers full musical. “Meant to Be Yours - Jamie Muscato - Heathers.” 

https://www.youtube.com/watch?v=kiPZuWS2S-k. 
160 O’Keefe and Murphy, Heathers the Musical, 160. 

https://www.youtube.com/watch?v=kiPZuWS2S-k
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attempted suicide. The number “Yo, Girl” begins, and the ghosts of Heather Chandler, Kurt, and 

Ram taunt Veronica with a spooky chant about her earning the queen bee position previously 

occupied by Chandler and later joining “Heather in hell.”161 

 When she arrives home, her parents approach her about seeing a psychiatrist, and tell her 

that JD had come to them with concerns that Veronica may also attempt suicide. She refuses her 

parents and goes to her bedroom, where she hears JD climbing in through the window, and hides 

in her closet. He initially tries to reconcile with her from their prior breakup, and when she 

refuses, he begins “Meant To Be Yours.” 

 The song depicts JD's attempt to win Veronica over, and to have her join in on his murder 

plan, and when that doesn't work, he breaks down the door to her closet and finds that she has 

hung herself (it is later revealed that she has faked the death). He decides to carry out the plan on 

his own, leaving through the window to avoid being caught by Veronica's parents. 

 Example 2-7 contains the lyrical and musical analytic model applied to the content of the 

song and I will further discuss it here. Example 2-8 contains the theatrical content portion of the 

analysis and I further discuss it here. 

 

Verbal Content   

The vocabulary and symbols depict attempts at relationship amends with Veronica, reveals of 

plan for mass suicide. Topics and themes include a desire for revenge/vengeance, to regain 

Veronica's affections, to physically address personal anger with environment by expressing it to 

the world, suicide. The form and phrase structure are verse/chorus with one interjection for 

 
161 O’Keefe and Murphy, Heathers the Musical, 130. 
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dialogue. Complete statements addressing Veronica in a monologue manner, anger grows into 

desperation and sadness in a gradual manner over the chorus of the song. 

 

Lyrical Settings 

The song's subject is JD, speaking to another subject (Veronica) about relationship aspirations 

and future plans. The story and narrative are a telling of emotional pain and turmoil following a 

relationship breakdown. The reveal of plan to plant explosives in the basement of the high 

school, and a reveal of Veronica's faked suicide to JD, resolve to carry out plan even though it 

will be without her. The delivery is private, occurring in Veronica's bedroom, with imagined 

other students from the high school reading the mass suicide note JD has penned for them. 

 

Dynamic Lyrical Expression 

“Meant to Be Yours” depicts a sincere agent acting genuinely based on his own experience. 

Anger about perceived mistreatment grows and leads into desperation, despair, and finally 

resolve. JD's stance in the song is the same as the others, as a high school student, though 

speaking to Veronica at this point in the story, he breaks into her house, but is somehow entirely 

on the defensive. He perceives himself as less than her, and less than other people, and he uses 

his rage about this perception to fuel his next moves. Furthermore, JD's stance here has become 

the clearest at any point in Heathers thus far. His ideology, and perspective of the world around 

him is on full display, and it darkened and deeply informed by proposed assimilation into a 

system rigged against him, and to some extent everyone else. His extreme rebellion he proposes 

comes as a reaction against what he perceives to be conspiratorial forces working against him, 



 104 
 

leading to his belief that the only way out is death. Contact in this song is close temporally, and 

private in delivery, but very distant between JD and Veronica relationally speaking. Given that 

one of the narrative purposes of this song is a desire on JD's part to change the nature of his 

current state of contact with Veronica, the context here becomes important. Once he believes 

Veronica has died, and all contact with her directly is effectively cut off, his resolve toward what 

he plans to carry out builds in intensity, as if an attempt to contact Veronica in a psychological 

manner. Utterance is shown here as calling out for companionship, connection, seeking the return 

of a lost partner, explaining the laundry list of grievances he aims against her and against the 

world around them both. In doing this we as observers get a rare moment of extreme realism and 

frankness from JD that does not happen until this point. It acts as a glimpse into his humanity, 

and a true unfiltered view into his subjectivity. 

 

Sonic Content 

The song contains a lot of abrupt key changes and suggested modal mixture, moving through A+, 

B+, back to A+, a suggestion of E+, landing firmly into C+ and finally closing in B-flat major. 

Metal and rock influence electric guitar and drum sound, lending to the dark, chipper energy of 

the song and give it a menacing quality against the rest of the score. Heavy guitar distortion and 

extended technique in the reeds and strings give the overall sound a dreadfully thick texture that 

encapsulates the intensity of the moment. The verses and choruses move through several keys, 

creating a sense of instability in the accompaniment, however this is somewhat balanced by the 

diatonic nature of each key the song lands in.  The instrumental portion of the song repeats itself 

a lot, though each repetition brings a darker energy, and a marking for greater intensity and drive, 

giving the song an overall expression of growth to the point of explosion. 



 105 
 

Musical Settings 

The singer's voice carries a lot of tension and stress, adding using harsh delivery and the 

extremes of dynamic levels. He uses several vocal effects in accented moments (such as “pkhw! 

Pkhw! Pkhw!” to mimic gunshots or explosions and “Bam! Bam! Bam!” to mimic the sound of 

punching a wall). Harsh delivery peaks in the second and third choruses and the bridge. The 

quieter moments of the song feature a light use of vibrato and are overall breathier than the 

verses, which are staccato and feature aggressive neighbour motion, as if muttering or speaking 

lowly and angrily. Extended techniques are also used at the song’s end, with intentional voice 

cracks used to express extreme anguish. The form is an altered verse-chorus structure. Verse, 

chorus, with one interjection in the middle of the third verse to depict the suicide note being read. 

After this the verse continues. Throughout the song the intensity builds in each verse, initially 

quieting to become introspective in the first chorus, and later becomes an outward expression of 

that introspective anger in later choruses. An interesting dynamic between Muscato’s voice and 

the guitar and string parts, there is less mutual influence, and the instrumental parts sound as if 

they follow the intensity of the singer rather than complement it. The bridge, which is a blend of 

singing and recitative on top of a homophonic ensemble, creates a very interactive space between 

the singer and the instrumental parts which syncopate underneath the surface and prepare us for 

what is intended to come, only to be tossed aside. 
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Dynamic Musical Expression 

Motion is created in this work using neighbour motion, creating a muttering or fast speaking 

effect in the voice, complimented by a driving beat in the drums and syncopated phrase endings 

in the other parts. This is contrasted with the first chorus, which slows the forward momentum 

and creates a reserved and internal space in which the voice softens and the instrumental backs 

off, highlighting chordal masses over melodic and harmonic momentum. Additionally, a sense of 

foreboding is created in the erratic tonal shifts in the accompaniment. 

The most focused quality at play in this sequence is one of bright and pointed desperation 

and drive. The arrangement of the heavily distorted electric guitar and bass paired with the 

erratic and intense vocal creates this dynamic. The unison orchestral syncopations on the ends of 

phrases further drive the desperate ambition of the piece. The off kilter feel of the song is 

noticeable on the structural level, most notably in the interactions. Balance is sought out and 

abandoned, eventually it is found in chorus #3, however this is the result of the distorted guitar 

and guttural percussion, as well as the deviation in Verse #3 to include the dialogue interjection, 

before continuing with the verse as expected. Furthermore, the bridge section, which hints at the 

darker space the song has built towards to this point is fully realized by the stumbling vocal part 

and the rolling accompaniment which forces the voice along with it, supported by a haunting 

chorus of (as the libretto calls them) “spooky teens,” who match JD's dark energy. The space is 

constricted rhythmically and texturally; however, it is comparable to the way the air inside a ball 

is constricted: balanced, and keeping its shape, but at the same time rolling wherever it is placed. 

The texture in this section reinforces this, with the band parts largely matching JD musically 

speaking, or placing his voice at the top of the chord. The spooky teens building the ensemble 
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add to the texture with their unison statements of the ends of phrases (They complement JD’s 

lines saying “Veronica open the door / Veronica / fight anymore / Veronica”). 

 Markedness in this song becomes realized through the arrangement, and the means of 

delivery. The composer's choice to use heavy metal style cues in the arrangement of the song, 

paired with the singer's choice to use harsh delivery and add a rough edge to the less harsh parts 

of the vocal. This further differentiates JD sonically from not only the other characters, but 

within the wider score itself as he is the only character to do this. Hearing the ensemble in a 

homophonic, chant-like vocals underneath JD's line gives the song an over the top, chilling tone, 

further grinding against the status-quo, pop-rock musical space created by much of the score to 

this point. In this song JD does not blend as well into the musical texture (this isn't a 

compositional phenomenon; I would instead place its origin exclusively in the realm of 

performance practice on the part of the singer), rather he cries out on top of it, almost pushing 

outward, almost an attempt to break through the noise. Tension and focus are furthermore 

essential to this. Particularly in the bridge section, JD's following the rhythm more than the 

pitches creates tension for the listener, as does (in the same section) the repeat of the chase theme 

from “Our Love is God” and again in “Yo, Girl” in the vocal line (see Example 2-7a for a 

transcription of this). The sense of suspense overflows into the end of the bridge, finally 

releasing at m. 191, following JD kicking the door down, using a bII chord (Bb) to move into the 

closing of the song, led by a D minor tonality introduced at m. 192. Once this occurs, there is an 

important shift in the work's focus, as it becomes increasingly introspective, and realized. After 

JD realizes Veronica is dead, he reprises the chorus melody in a broken and tearful way, only to 

fully blend in with the spooky teen mass homophony at the end. He is the top of the harmony 

(his final line, “Still I / Will if I must” alternates between G4 and F4, ending the song with the 
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word “must” on an Ab4), but he no longer stands out the way he did in the beginning, or during 

the bridge section. 

 

Theatrical Content 

The setting is Veronica’s bedroom. Dead Heather Chandler, Kurt and Ram stand under the 

balcony. The bedroom window sits to stage left. Veronica paces in the closet on the upper 

balcony. Harsh white lighting follows JD throughout the song, initially illuminating the window 

in blue and white lighting, and alter following JD only. Costuming is the same as in “Our Love is 

God,” which for JD is all black with the long coat, and for Veronica the blue toned “Heather” 

uniform. When the dead students appear, they all wear retro style, white paper 3D glasses. 

 The contexts throughout the song are the exploration of his idea to blow up the school, 

JD’s emotional turmoil and response to Veronica breaking up with him, his attempt to win other 

over, and his resolution to his desires with or without her. Topics and themes of “Meant To Be 

Yours” include an overpouring of long held within emotional extremes, and a desire to enact 

violence. 

 Structures of this song are largely enacted through distance and physicality. Regarding 

distance, while the dead students and the imagined high school students are figurative 

representations, JD and Veronica are positioned a level apart, with Veronica on the balcony and 

JD on the ground below. Physically speaking, JD becomes more involved physically in the 

realization of the dramatic story, pacing around the stage and upping his physical intensity as the 

topics of the song are more bluntly stated. 
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Theatrical Settings 

Voice: The voice of the scene is JD, and furthermore his focus in the scene is on Veronica. 

Story: JD engages most thoroughly with the dramatic story and its themes, as his 

expressions are what guides them. He melds the topics of the song together, with the verses of 

the song beginning with a discussion of his feelings and actions, though this is largely textual, he 

reenacts some of his response physically, such as violently punching the air. Both the violence 

theme and the love theme are exclusively realized in JD’s words, and therefore all his action can 

be viewed as engagement with the theme he speaks of. 

Address: The entire theatrical environment responds to what he says and anticipates 

mood shifts. The frantic nature of his line delivery and is contrasted by the slow movements of 

the dead students and ensemble members, who stalk around the stage, while JD nearly runs. 

Furthermore, as the music becomes more frantic, and his desire for Veronica to address him 

heightens in intensity, he changes the nature of his interactions in a successive manner. 

 

Dynamic Theatrical Expression 

Mimic Signs: Facial expressions throughout the song are a series of extreme contrasts. The 

opening dialogue shows Muscato smirking and relaxing the rest of his face, suggesting 

smugness. However, once he reveals that the “petition” is a suicide note, his expression changes: 

his eyebrows burrow downward and his eyes narrow, his lower face tenses, suggesting rage. 

Throughout the verse he expresses varying degrees of anger. This is contrasted at the chorus, 

when he sings “I was meant to be yours…” that all his features soften, and he widens his eyes 

and smiles with teeth, suggesting admiration or love. This contrast repeats into the next verse, 
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and contorts again at the following chorus, this time to an extreme. He stares intensely from 

under his eyebrows, accompanying the downward motion of his head. The eyes close and the 

brows furrow again. In the repeat of the chorus, the eyes open again, cast alternately between 

forward to the audience and the ground, eyebrows remain furrowed and the nose scrunches, 

accompanying the rough delivery of the lyrics of the chorus: “You were meant to be mine / I am 

all that you need…” 

The bridge section presents an important contrast. Once he speaks more directly to 

Veronica, his eyebrows lift and his eyes, nose and mouth relax in realization. His voice sobers 

and becomes more desperate, and his eyes dart around the room as he pleads with her. He then 

appears visibly uncomfortable with this, and returns to the intensity of the opening, tensing all 

his features save for the nose once again as he threatens her. Upon the reveal of Veronica having 

hung herself, he hangs his head and becomes visibly anguished, before almost instantly reverting 

to the intensity of the opening section as he dashes out the window. 

Gestural Signs:  Communication and intention are depicted in an incredibly direct but 

darkly intense manner by Muscato. There are several major gestures that he makes over the 

course of the song that I will highlight here. The first occurs in the first verse, in which he 

crumples a piece of the petition in his hand and tosses it into the air. The second occurs in his 

response to this, where he delivers the lyrics “what if high school went away instead?” as he 

spreads his arms out from bent elbows, as if shrugging it off. However, he aggressively grips the 

petition and swings his petition holding hand toward the ground, symbolically stomping on it as 

he refers to “those assholes” at the high school. 

 Other gestures in the song are more frequent throughout and serve to generally 

characterize rather than momentarily signify. Muscato continually rolls his shoulders around as 
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he sings, wriggling his wrists in circles and gripping at the sleeves of his jacket in a fidgety 

manner. It suggests an anxious energy, and this notion is further supported by his frequent 

snapping backward of his head to glance at where the closet door is, likely waiting for Veronica 

to open it. The final repeated gesture is an aggressive pulling at the collar of his shirt with one 

finger, yanking it down his check or away from his body. He does this almost consistently in the 

repeat of the chorus, signalling to the emotional directness of JD’s call to Veronica.162 

Proxemic Signs: The manic pacing around the stage is an important feature of JD’s 

movement through the scene. The movements seem to place him outside of what is going on, and 

at a greater distance from both others in the scene and his environment, much farther up and 

away from the others. The staging of the balcony as a closet, and the dead students in all the 

other dark corners of the set force JD into the front, very close to the audience. Like “Freeze 

Your Brain” distance is created at times when the topics of the song are discussed, however in 

this instance the distance appears less wanted on JD’s part. 

 
162 The shirt pulling is a gesture that Jamie Muscato calls “cutting your heart open” in reference this performance. 

See: uwucats00. “Aaron Tveit and Jamie Muscato Instagram Live 3/30/23.” 

https://www.youtube.com/watch?v=rr0xHAj2dPw. 

https://www.youtube.com/watch?v=rr0xHAj2dPw
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Analytic Summary 

 

As the narrative climax of Heathers, “Meant to Be Yours” fulfills an essential aspect of 

characterization, a rare moment of frankness from JD that until this point has only been done as 

foreshadowing. The song depicts the extremes of JD’s emotional range and realizes the dark 

depths of his nefarious intentions. In all analytic areas, there is a very high amount of tension, 

and this is portrayed most notably by the rock and metal stylization taken on in the musical 

expression. Unlike the previous two songs, “Meant To Be Yours” packs more meaning into its 

large sweeping motions, rather than its intimate inner workings. JD is here presented as riddled 

with mismatched ideas and feelings. The overpowering expressions of anger are heavily 

compared against the dreamlike, softened tone of the fist chorus and the frantic pleading in the 

bridge section. While he has an overarching goal here, he seems conflicted on an internal level 

for how to go about getting it. It is not until the decision is made for him (when he sees Veronica 

dead) that he appears to fully commit to his plan. 

Lyrically, the depiction of JD’s contrasting thoughts in real time creates a heightened 

emotional state. His belief that the school and the social culture influenced Veronica out of 

wanting to be with him only further motivates him to try and save her. 

In the music, the use of heavily distorted electric guitar and the guttural percussion, 

paired with the trumpet and reeds in the later choruses becomes reminiscent of a symphonic 

metal sound, and the harsh belting and exaggerated vocal fry used by Muscato on many of the 

held notes in the later choruses heightens this. Furthermore, the vocal line in the verses heavily 

features neighbour motion between seconds, creating a sound of muttering under the breath. The 

interjections to the muttering with loud vocal effects also amplifies the chaotic energy. The other 

emotional extremes are depicted in the score as well, moving from “Monster moderato heavy 
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metal”163 to “Slow unbearably sad Gandalf has fallen to his death type music”164and hitting just 

about everywhere in between. 

     Theatrically, most of the realization of this material is done by the performer, with 

exceptions to this adding to the overall creepy ambiance, such as the appearance of the “spooky 

teens” during the note read. Throughout this section and the rest of the song, Muscato is 

incredibly animated in all of his gestural and mimic signs, and those which stand out amplify the 

extreme ends of the character’s rage and desperation. 

In other performances of the role, JD is often played in this scene as being highly 

calculated or over the top, however keeping the vocal production straight toned and expressively 

even, for example, in the off-Broadway performance by Dan Domenech, JD sings through the 

first two verses in a near recitative, his voice intentionally quiet and pointed. This is consistent 

until the bridge section, where he emits a greater degree of intensity in his vocal production, 

using yelling or harsh vocal techniques. 

Muscato performs this most intensely with his upper body, he moves in a manner that 

illustrates the depths of emotion pushing him out of his body. For example, he pulls at the collar 

of his shirt, he collapses his chest inward when he moves up the steps or throws the note. 

Furthermore, the inclusion of sharp and pointed lighting changes add to the extremes that 

Muscato performs. 

 

 
163 Kevin Murphy and Laurence O’Keefe. “No. 17: Yo Girl/Meant To Be Yours.” In Heathers the Musical. Edited by 

Michael Croider (New York, NY: Concord Theatricals, 2015), 12. 
164 Murphy and O’Keefe, Heathers the Musical, 18. 
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Conclusion 
 

In this chapter I have demonstrated the realization of character through embodied subjectivity, 

and further examined instances of this embodiment in music, lyrics, and theatricality. In the 

following chapter I consider the multifaceted nature of the previous two chapters findings and 

demonstrate the further departure from the “rebel” character trope. 
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Chapter Three: Subjectivity and Intersectionality 
 

 

Introduction 
 

In this chapter, I consider my findings from the analytic processes in Chapters One and Two 

through the lenses of intersectionality and subjectivity. I use these to structure the large amount 

of analytic data in the previous two chapters, and to consider the holistic nature of the 

characterization. 

I then return to the “rebel” trope and the definitions of subjectivity and intersectionality I 

included in the introduction, applying my analyses of JD’s characterization to the parameters of 

these three topics. In exploring his departure from the trope’s base characteristics through the 

relational lens of subjectivity and intersectionality, I aim to provide a deeper understanding of 

characterization, embodiment, and musical subjectivity, highlighting the performer’s role in this 

process. 

 

The Rebel Revisited 

 

The Rebel is alive and well in media for all age groups, and the teen musical is no exception. In 

recent writings, the rebel archetype has been reconsidered outside of its association with James 

Dean and has farther been considered in feminist or queer readings.165 In Heathers, JD’s name is 

quite literally “Jason Dean,” not too far from “James Dean,” nominally placing him alongside the 

Rebel Without a Cause. As such, JD is at first the archetypal rebel, his social malaise a reaction 

 
165 Hill, “S/He’s a Rebel: The James Dean Trope in Buffy the Vampire Slayer,” 130. 
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to the problems inherent to the power structures of the social world he inhabits, with his isolation 

from interpersonal relationships being a natural facet of his rejection of the social norms.166 

The basis of this trope is commonly rooted in negative portrayals of masculinity, 

something which contemporary media balances through a narrative justification for their deviant 

behaviour. For many such characters, including the JD of Heathers the Musical, one such 

justification is to introduce previous suffering which informs the negative traits. To accomplish 

this, O’Keefe and Murphy use their positivity doctrine to soften the character. However, the 

film’s JD did not receive the same treatment, remaining unabashedly negative. For the musical, 

JD now needs to have an explanation for why he wants to blow up the high school and otherwise 

deviate from the accepted social norms of the high school. The musical answers this by changing 

the dynamics of his relationships, both with his father and Veronica. JD’s damage is portrayed 

through his more obviously abusive father, a tried-and-true tactic for this trope.167 For Veronica, 

the relationship is adapted to be deeper and more mutual, making him a compelling love interest, 

also a classic tactic. JD’s archetypical traits are the groundwork for a much deeper realized, 

intersectional subjectivity, further enabled by performers’ dynamic choices. 

 

 

 

 
166 “Cool Guys Like You: Toxic Masculinity & High School Archetypes in Heathers.” Screen Queens,  June 7, 

2018, https://screen-queens.com/2018/06/07/cool-guys-like-you-toxic-masculinity-high-school-archetypes-in-

heathers/. 
167 Countless “rebels” and “bad boys” in media justify their behaviours because of issues with their fathers. Even 

turning to media for an audience the same age as that of the teen audience for Heathers the Musical  ̧there are 

several examples of this, such as Jesse in Gilmore Girls, Chuck Bass in Gossip Girl, and Jughead Jones in 

Riverdale. The trope has even been subverted to account for the changing views on how young masculinity is 

presented in media. The particular flavor of rebel that the JD of Heathers the Musical fulfills is a common enough 

character presentation, and thus requires a different edge in order to further differentiate. 

https://screen-queens.com/2018/06/07/cool-guys-like-you-toxic-masculinity-high-school-archetypes-in-heathers/
https://screen-queens.com/2018/06/07/cool-guys-like-you-toxic-masculinity-high-school-archetypes-in-heathers/
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Subjectivity and JD 
 

In the introduction’s contexts, I acknowledge and adopt Dominic Chateau’s definition of 

subjectivity. Recalling Chateau’s definition – reproduced below – the three component parts can 

be related to the newly illuminated embodied subjectivity in Chapter Two, alongside the 

individualization framework used in Chapter One. 

 

Subjectivity as consciousness: The ability to connect our mind to the environment, to be 

aware of our feelings or ideas and be aware of our own existence. Subjectivity as internal 

representations of various kinds: sensations, perceptions, feelings, mental images, dreams, 

ideas. Subjectivity as the position of the subject: the identity of the human being as a unified 

source of external and internal representations, and as a source of self-representation (and 

self consciousness).168 

 

 As I examined embodied subjectivities in Chapter Two, it is important to note in this 

chapter that the theoretical framework of embodied subjectivities posited by Burns et al. and 

Chateau’s definition have significant overlap. The first pillar of Chateau’s definition, 

“Subjectivity as consciousness” maps neatly to the Burns et al. pillar of “society, culture and 

history (how embodied subjectivities are both produced by and productive of the world around 

us,)”169 while Chateau’s third pillar - “Subjectivity as the position of the subject” - maps neatly to 

the third pillar in Burns et al, “time and space (how embodied subjectivities are constituted by 

and through ever-changing spatial and temporal situations).170 

 
168 Chateau, Subjectivity: Filmic Representations and the Spectator’s Experience, 7. 
169 Burns et al., “Embodied Subjectivities in the Lyrical and Musical Expression of PJ Harvey and Björk,” 2. 
170 Ibid. 
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Through this compatibility, analytic data from Chapters 1 and 2 obtained using my 

extension of embodied subjectivity will be informed through comparison against Chateau’s 

definition for a broader conceptual understanding. To do so, I will consider each of Chateau’s 

pillars separately and in listed order. 

 

Subjectivity as Consciousness 

 

In “Freeze Your Brain,” JD explains his attempts to ignore his own subjectivity. As mentioned in 

Chapter Two, JD detaches himself from his own experience, referring to himself as “you,” 

speaking in second person. He feels disconnected from any environment he desires, moving 

through so many to the point where “they start to get blurry.”171 Unable to develop close 

friendships or a physical home, he settles for the consistent environment of the closest 7-11. 

Jamie Muscato inflects this as resignation in JD, showing awareness of his feelings and 

existence, and judging it as subpar. This is accomplished through vocal inflection and the usage 

of mimic and gestural signs. For example, in the second verse of the song as he sings “all I can 

trust is this concrete oasis / seems every time I’m about to despair / there’s a seven eleven right 

there,”172 he shrugs his shoulders, rolls his eyes, and gestures around the store with his hand in a 

defeated manner, indicating his perceived discontent with the situation. In doing these actions, he 

further realizes JD’s conscious subjectivity. 

In “Our Love is God,” JD expresses intense recognition of his emotional state. In the 

opening verse, he summarizes his emotional journey over the first act, going from a “frozen 

lake”, to “melted … awake.” JD here is unmistakably aware of his own feelings, and existence, 

 
171 O’Keefe and Murphy, Heathers the Musical, 45. 
172 O’Keefe and Murphy, Heathers the Musical, 46. 
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audibly experiencing certain emotions for the first time. While changing his ways, he tragically 

changes them for worse. Now that he’s “awake,” he’s galvanized into acting unilaterally on 

Veronica’s behalf. However, this is not to imply that JD does not know that his actions are 

opaquely horrible. If he truly saw no issue in his actions, he would not have felt it necessary to 

dismiss Veronica’s hesitance, deceiving her to carry out his killings. While Chandler died to JD’s 

conscious inaction, he goes out of his way to make Kurt and Ram’s deaths happen. In doing so, 

when he reveals the pistols to Veronica, Muscato takes care to handle the weapons with visible 

experience, signalling to the audience that his character is familiar with the capacity for violence, 

and retroactively signalling that killing was his intention from the start, an attribute that never 

leaves the character until his attempt at redemption in “I Am Damaged.” 

 

Subjectivity as Internal Representations 

 

Heathers is a show focused more on people rather than its setting.173 This is shown by the 

perceived introspective tendency of accompaniment being used to depict the headspace of its 

characters, a tendency mentioned by the show’s creators.174 Thus, musical content can be viewed 

symbolically as components of characters’ internal representations. Dynamic space is available 

here for actors’ musicality to interpret and inflect the messaging of the song. 

In “Freeze Your Brain,” the music establishes the unique sonic palette in which JD 

characterizes himself. Musical contrast between beginning and end reveals a hidden inner 

turmoil. As discussed in Chapter Two, Jamie Muscato amplifies the emotional urgency of the 

 
173 Walter Byongsok Chon and Anne M. Hamilton. Dramaturgy: The Basics (Abingdon: Routledge, 2023), 24-26, 

https://doi.org/10.4324/9780429287466. A basic dramaturgical reading of the Heathers libretto shows that the 

character descriptions are complex and detailed, whereas the time and place are simply “1989” and “Sherwood, a 

fictional Ohio town.” This suggests the story world of Heathers is more concerned with the activities and 

experiences of its inhabitants than the time or place in which they reside and interact. 
174 O’Keefe and Murphy, Heathers the Musical, 150-163. 

https://doi.org/10.4324/9780429287466
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song’s fourth verse and final chorus, using a rough toned delivery on heavily characterizing 

lyrics to allude to JD’s coming musical material, and reinforce the darkness inherent in the 

character which has yet to emerge. 

 

In “Our Love is God,” the underscoring of Heather Chandler’s death is reprised during 

each of the dialogue sections, symbolizing the coming murders. The main musical ideas in the 

melody repeat several times, demonstrating the obsessive side of the character. In performance, 

Muscato alludes to this by using distorted vocal fry on the words “die” and “god.” Changing the 

vocal production in this manner reinforces the intensity of conveyed emotion.   

 

 Like the previously discussed songs, “Meant To Be Yours” continues the trend of 

depicting JD’s internal world. Multiple complex techniques are employed as discussed in 

Chapter Two to illustrate JD’s feelings and mood. At this late point in the show, rapidly flipping 

between affects has become a staple of JD’s emotional characterization, taken to its extreme by 

Muscato’s extended techniques, intentionally cracking his voice to maximize the emotional 

whiplash inherent in the song, depicting intense anguish at Veronica’s perceived death. 

 

Subjectivity as the Position of the Subject 

 

As an audience, we are frequently invited to empathize with JD, as he is often framed through 

Veronica’s forgiving perspective. In this show, subjects are never positioned as completely 

unredeemable. The positivity doctrine gives a contrast to any sufficiently dark action. As we will 

see in this pillar of subjectivity, the subjects’ actions always have a silver lining. 
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In “Freeze Your Brain,” the usage of modal mixture, particularly on the third of the 

chords between A major and its parallel minor, switching between C sharp and C natural as the 

lyrical content shifts to emotional revelations. Fearing this, JD chooses to position his 

subjectivity in stasis, done through freezing self harm. The sparing use of proxemic signs here 

highlights JD’s subjectivity by rarely allowing him to move, reserving them for when the 

freezing fails. To highlight this, Muscato faces away from Veronica whenever he sings about 

JD’s feelings. He turns away and back based on what JD’s least comfortable sharing, as if he 

can’t face his confession. This implies JD’s vulnerability, sincerity, and the importance of these 

emotions. 

 

 In “Our Love is God,” the main point to make is conveniently contained in the title. JD’s 

self-representation is self-deifying. Telling lyric changes between repetitions substitute himself 

and Veronica with God: “They died because God said they must” becomes “They’ll die because 

we say they must.” Over the course of Act I, JD finds a cause worth rebelling for, he’s capable of 

decisive action, shown first by Chandler’s murder. JD here horrifically self-actualizes and 

becomes the main driver of the plot, engulfing Veronica’s agency. To further symbolize and 

contextualize this consumption, Muscato performs both embraces of Veronica mostly the same, 

unaffected by his murder of two more people; if anything, he becomes more affectionate. This 

mirrored delivery combined with the intense vocals of the holdup scene show how unaffected JD 

is by taking a life. It hardly matters to him, only she does. 

 

“Meant To Be Yours” shows that human identity or intentions can be quite contradictory. 

The monologue JD delivers to Veronica cycles the blame through contrasting places and 

demonstrates contradictory beliefs. While extreme, these nevertheless humanize JD, as we have 
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seen his flaws, and can recognize his resultant impaired logic. Another of his impairments is 

created by Muscato, through his liberal use of an established ‘tell.’ Across the musical, Muscato 

twitches his shoulders, neck, and head, almost a nervous tic, to show that the cool detachment 

veneer is missing. In this penultimate number, Muscato performs the entire opening without the 

tell, yet when the music begins and he sings the first two verses (which lyrically discuss his 

anguish and subsequent actions following Veronica ending their relationship), the tell returns, 

demonstrating discomfort with the situation. Further cementing this discomfort is the 

disappearance of the tell at the chorus section, when he sings about the positive emotion he 

associates with Veronica. In a curious inversion to “Freeze Your Brain,” he darts glances toward 

Veronica’s hiding place at instances of strong emotion, rather than looking away. These examples 

chosen from the analyses showcase the intense potential for performers to identify, create, and 

embody, demonstrated by Muscato and others over Heathers. 

 

Intersectionality 
 

Throughout the previous subsection, I have explored the complexities of JD’s subjectivity. An 

intersectional lens can lend an additional point of intrigue for the performer or spectator to 

identify and further examine or explain the interpreted embodied subjectivities. Through 

intersectionalities’ origins as a powerful tool to explain political contexts, it can be considered as 

an incredible tool for creating or exploring theatrical performances. 

In this section, I further interpret the analytic data in chapters one and two through the six 

pillars of intersectionality. Additionally, I explore the way JD impacts and is impacted by 

intersectional forces in the story world of Heathers the Musical. Hill Collins and Bilge’s 

definition of intersectionality is reproduced from the introduction below: 
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Intersectionality is a way of understanding and analyzing the complexity in the world, in 

people, and in human experiences. The events and conditions of social and political life and 

the self can seldom be understood as shaped by one factor. They are generally shaped by 

many factors in diverse and mutually influencing ways. When it comes to social inequality, 

people’s lives, and the organization of power in a given society are better understood as being 

shaped not by a single axis of social division, be it race or gender or class, but by many axes 

that work together and influence each other. Intersectionality…gives people better access to 

the complexity of the world and of themselves.175 

The first method for understanding intersectionality comes through examining social inequality. 

Heathers stratified social hierarchy combines with the socioeconomic strata of a fictional Ohio 

town in 1989. Economic means are mentioned once per Heather, with Duke and MacNamara in 

“Beautiful” and Chandler in “Candy Store.” Following this, JD implies his own relative lack of 

means in “Freeze Your Brain,” making specific mention of paying rent, and struggling through 

life. Furthermore, he has pessimistic views of the future, condemning an invented idea of 

Veronica marrying a lawyer, claiming that her sky will fall eventually. Depicting economic 

struggles remain an effective way to establish relatability and empathy, while the opposite is used 

to establish the Heathers. 

 

Next, the authors discuss the relationship between intersectionality and power. As discussed 

above, JD’s rebel status hinges on negative masculinity. JD is a vehicle for misogyny, which 

effectively condemns JD, contributing to the efficacy of his reveal as the ultimate antagonist. In 

 
175 Hill Collins and Bilge. Intersectionality, 142. 
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contrast, masquerading misogyny under a smokescreen of love and “positivity” gives the entire 

work a uniquely sinister air. JD’s negative masculinity, while eventually outpacing Kurt and 

Ram’s, is not meaningfully different from theirs in the first act. This is hidden by the simple and 

revealing fact that Veronica is the only woman JD speaks to in the first act, before his reveal as 

antagonist. Over the entire musical, JD finds reasons and means to use his power to remove 

power from Heather Chandler, Kurt, and Ram by killing them, with plans to extend his deadly 

power over the entire school. JD uses his power to claim Veronica as a reward, fulfilling a 

misogynist power fantasy endemic in popular media of the setting’s time. His entitlement to 

Veronica manifests in the title and content of “Meant to Be Yours,” claiming that he deserves her 

and that others are keeping her away from him. He fails to examine his own mistreatment of 

Veronica, namely his deception in “Our Love is God,” constant exertion of his narrative weight 

and influence, and abuse of her trust. 

 

Of course, not all relationships are so polar, a point stressed by the third pillar: relationality. 

Like most other depicted teens, JD’s relationship to power also contains a generational aspect, 

he’s powerless under any adult, whether their authority is familial or educational. His lack of 

control over his home life is established textually, musically, and theatrically. Despite this, JD is 

characterized through his lack of relational thinking. “Freeze Your Brain” establishes his 

preference for having nothing to lose. Furthermore, from “Seventeen” to “I Say No,” JD sees no 

middle ground between “normal teenager” and violent murder. Again, a binary view plagues his 

view of agency, leaving no space for personal choice in his claims that he himself was “made” by 

his father, or that Veronica was made “blind” by “those assholes.” 

These facets of intersectionality are critical, but subject to inflected by their social context, 

the fourth pillar of intersectionality. JD’s lack of a consistent social context becomes his own 
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context. His home turf is the nearest 7-11 and his packed suitcase, a transient situation he hardly 

enjoys. Over the events of Heathers, Sherwood is simply JD’s latest, “blurry” setting, likely 

diminishing the perceived importance of his actions. 

 

The four topics explored above are complex, even when removed from each others 

influence. However, the necessary nuance of their intersection is the fifth pillar: complexity. 

The possibility space for actors to inflect JD as a character stems from this complexity, allowing 

canny actors to dynamically interpret the character, realizing certain intersections. These core 

intersections of Heathers are plenty complex, and it hardly engages with another stratifying 

element of American culture: race. As of August 2023, not a single principal casting of Heathers 

the Musical has featured a non-white actor playing JD, with the only POC portrayals being 

realized by understudies. This is quite possibly due to a fear of negatively stereotyping non-white 

communities as the perpetrators of terrorist events; however another interpretation would note 

that the casting of exclusively young white men in the role is an allusion to the frequency with 

which that same demographic perpetrate school shootings in the United States. Notably, JD as an 

unrealized abstract character, experiences some restraints, with his role in the musical necessarily 

excluding some potential interpretations in favor of dramaturgic consistency. 

 

Lastly, the authors turn to social justice as the last pillar of intersectionality. JD’s view of 

social justice is not developed past his vigilante streak of killing anyone who slights him, even if 

the slight is only perceived, such as the attempted destruction of Westerberg and its students. 

While suicide awareness and gay rights are appropriate topics in the setting, this is only ever 

coopted by JD. He never intentionally advances social justice, opting for suicide as a 
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smokescreen for Chandler’s death, and vengeful homophobic retaliation against Kurt and Ram, 

with both events incidentally and accidentally starting movements of their own. 

 

Conclusion 

 

Through considering the analytic processes of the first two chapters through a subjective and 

intersectional lens, a holistic view of JD’s character becomes clear, highlighting one performer’s 

realization. Through cross examination of the rebel trope and the subjective and intersectional 

dialogue with the definitions, I have widened the application of the theatrical character study, and 

further examined its main ideas in a performance minded context. 
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Concluding Remarks 

 

Over the course of this project, I have examined the depth to which characterization can occur in 

a teen musical theatre setting, using a nuanced and realized adaptation of the common “rebel” 

trope as a beginning point, and following the patterns of embodied subjectivities as they emerge 

and are realized by the music, text, theatrical facets, and performer interpretation. The rebel type 

as a complete characterization has fallen out of fashion, rendering justifications for it in the 

character backstory much more important, as societal changes in the lives of American teens 

make this image no longer cool to the target audience. The adaptation of JD as well as the 

existence and usage of the positivity doctrine are demonstrative of this. While the usage of an 

adaptational technique such as the positivity doctrine naturally extends to every corner of 

Heathers the Musical, focussing in on one exemplar highlights the extremes of the technique’s 

efficacy. It also furthers our perceptions of societal acceptance or rejection of its subject matter 

and shines a light upon what we as a society consider acceptable for audiences and what we do 

not.  

  I have additionally explored the intensely interconnected means through which the 

performer’s interpretation of the role can further inform the understanding of embodied 

subjectivity as it pertains to the performed character. The further examination of theatrical facets 

of a musical characterization creates a space in which to deepen musical understanding as it 

pertains to subjectivity, and to consider the intersectional lens through which some of the 

features of that subjectivity can be more fully realized. Closely reading the degrees of 

engagement with the three primary domains of performance: the words, music, and theatricality 

create an ideal intersection to discuss musical performativity. JD as well as other characters 
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falling under this type (and any archetype, for that matter) become excellent indicators of the 

need to examine the sociocultural position these characterizations fulfill in wider societal 

consciousness, and where they leave monolithic voids.   

 The analytic models I use are excellent highlighters of the text as a canvas for performer 

inflection. Regarding the connection to trope, the choices made by the performer are the main 

vehicles for the expression of subjectivity. An important feature of this is the musical subtext, 

including tonal interactions between parallel major and minor keys, and darker, heavier usage of 

the rock style as compared to the rest of the score. Furthermore, Muscato’s dynamic usage of his 

voice to amplify the extreme expressions and hidden corners of JD’s life serve to further 

sonically characterize in a manner the distinguishes him from others in the story.  In the 

theatrical domain, the patterned use of gestural and mimic signs to support these musical 

decisions increase the coherence of the performance and the believability of the character as a 

legitimate departure from the type in which it is based. Ultimately, Muscato’s performance 

becomes demonstrative of the performer’s power to influence the work on an individual level 

and the subgenre as a wider space, with nuanced portrayals serving to enhance the weight of 

thematic material and musical or artistic goals.   

The future of the teen musical points toward a continued interest in heightened diversity, 

feminist portrayals, and to the further departure of stereotypes and archetypes as complete 

characterizations. As the rebel type continues to evolve, it appears to be becoming the basis of 

increasingly tragic or antagonistic characters, used for emotional or dark narratives. Additionally, 

there is a continued usage of popular music styles, especially rock and contemporary musics. 
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While attempting to examine every possible performance influence and musical idea that 

may have gone into the creation of character interpretation or adaptation would be a fruitless 

endeavour, this project ultimately demonstrates the value in isolating and examining 

performances and connecting them to lived experience, realized in music and text can be an 

extremely fruitful endeavour. Furthermore, this project hopefully aids in our understanding of 

trope usage as a starting point for musical characterization in musical theatre works and opens up 

opportunities for future research in musical characterization, asking specific further questions 

regarding inter medium adaptation and development.   
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Appendix 
 

Example 1-1: Auslander Model and McIlrath-Auslander Interpretation 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Auslander Original Model 

 
 
 

McIlrath-Auslander Interpretation 

 

Real Person (The performer 
as a human being)

Performance Persona (The 
performer as a social being)

Song Character (Song 
Personality)

Real Person (Actor/Actress)

Performance Persona 
(Individualized or Typified 

Character)

Song Character (Character in a 
specific moment)
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1-2: Song and Scene Summary in Brief 
 

ACT / 

SCENE 
SONG TITLE SUNG BY ADVANCES 

CHARACTER? 

A1S2 “Fight For Me” Veronica Yes 

A1S4 “Freeze Your Brain” JD Yes 
A1S6 “Dead Girl Walking” Veronica, JD Yes 

A1S7 “Death at Dawn” Orchestra (JD and Veronica 

converse above this) 
 

Yes 

“Pain in My Path” JD, Veronica 
 

No 

“The Me Inside of Me” Veronica, JD, Heather Chandler, 

Students and Faculty 
No 

A1S10 “JD Gets Beat” 

 
Orchestra 
 

Yes 

“Our Love is God” JD, Veronica Yes 

A2S1 “Prom or Hell?” Veronica No 

“My Dead Gay Son” Kurt’s Dad, Ram’s Dad No 

A2S2 “Seventeen” Veronica, JD Yes 

A2S4 “I Say No” Veronica, JD No 

A2S5 “Hey Yo Westerberg” Orchestra (Heather Duke and 

JD converse above this) 
Yes 

A2S6 “Meant To Be Yours” JD Yes 

A2S7 Dead Girl Walking 

(Reprise) 
Veronica Yes 

A2S7 Dead Girl Walking 

(Reprise) 
Veronica, JD Yes 

Finale (Seventeen 

Reprise) 
JD, Veronica Yes 
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1-3:   McIlrath, Auslander, Positivity Doctrine Summary 
ACT 
NO. 

SCEN

E 
NO. 

MU

SIC 

NO. 

MUSIC TITLE 
*Bold text = relevant titles* 

MCILRATH 
(SCENE AND SONG) 

AUSLANDER 
(SONG) 

POSITIVITY DOCTRINE 

INFLUENCE 

1 1 1 
1A 

BEAUTIFUL (PART ONE) 
BEAUTIFUL (PART TWO) 

 

1 
 

 

2 1B 
2 
3 
3A 

IT'S BEEN THREE WEEKS 
CANDY STORE 
FIGHT FOR ME 
TRANSITION TO CROQUET 

• JD Introduction: fully typified 
• “Moody suburban rebel,” black 

sheep, reading Baudelaire. 
• Acts detached, misanthropically, 

and with societal malaise. 

• JD stands up and wins a fight 

against Kurt and Ram. 
• Veronica admires the fight, JD in 

particular. 
• rebel, loner, and black sheep 

salient traits, and demonstrate a 

deviation from accepted culture 

patterns that appears to match 

Veronica. 
 

 

 

 

 

 

• He does not sing, central 

focus of distinct number. 
• She deems him worthy of 

notice, granting a distinct 

song character. 

• Posits beginning of 

musical identification. 
• Aggressive opening, 

quickly relieved via airy 

verse. 
• Intense ending suggests 

JD’s importance to 

Veronica 

• Viewed through 

Veronica’s 

positive 

perspective. 

• JD’s violent 

actions are self 

defence rather than 

escalatory. 
• JD shares 

Veronica’s dislike 

of the hierarchy. 
• JD as prospective 

“soulmate in 

rebellion” 

(guardian review 

cite) 

1 3 3B CANDY STORE PLAYOFF  

1 4 4 
4A 

FREEZE YOUR BRAIN 
TRANSITION TO PARTY 

 

• Individualizing traits emerge, 

confirmed by music. 
• JD’s recognition of his “severe” 

and “extreme” behaviour as 

deviation from and condemnation 

of culture patterns. 

• Introduces abnormal home life 

and explicit rejection of the 

Heathers. 

• The first verses use a soft 

acoustic arrangement and 

singing style which 

contrasts the previous 

music, creating a song 

character. 

• The song’s later style 

shifts to something harder 

than anything before, 

creating JD’s performance 

persona. 

• Shared disdain for 

the Heathers 

• Acoustic, authentic 

music 

accompaniment 

• Intense emotional 

confessions: 

suicidal ideation 

and self harm as 

coping 

mechanism. 
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• JD’s self harm places him further 

outside culture patterns. 

• Narrative weight is suggested 

through his interest in fighting the 

system. 
• JD hums part of music 4 as music 

4A while alone, implying some 

honesty of the previous song. 

• JD’s movement through 

these contrasting personae, 

creates a sense of 

performed authenticity. 

• Notably, this complexity 

further individuates JD. 

• Much of the material in 

this song is not revisited in 

later numbers. 

• Upbeat music and 

JD’s charm toward 

Veronica masks 

the lyrics’ telling 

emotional content. 
• JD is clearly 

damaged, but so 

far, it’s quirkier 

than a genuine 

problem. 
1 5 5 

5A 
5B 

BIG FUN 
PINATA OF DOOM 
WHERE'S THE GODDAMN 

KEG 

 

1 6 6 
6A 
 
6AA 

DEAD GIRL WALKING 
VERONICA'S CHANDLER 

NIGHTMARE 
BEDTIME FOR CHANDLER 

• Veronica takes on JD’s ‘rebel 

loner’ traits, individuating her 

further. 

• Veronica joining forces with JD 

by using his musical style. 

• Veronica rejects the Heathers 

through JD’s initial exertion of his 

narrative influence on her (burden 

of weight) 

• JD’s culture pattern deviations are 

deemed unacceptable by Heather 

Chandler, who represents culture 

patterns, further differentiating 

him. 
• Veronica disagrees, placing them 

both outside acceptable culture 

patterns. 

• Veronica adopts the edgier 

rock vocals from JD’s 

persona, and they sing 

together, further 

confirming JD’s exertion 

of narrative influence on 

Veronica. 

• Veronica's connection to 

JD further unites them 

against the rest of the 

school.   

• The scene recalls 

the staging of 

“Fight for Me,” 

with the clashing 

red and blue lights. 
• JD faces away 

from the audience 

while Veronica 

straddles him, 

showing him as a 

positive influence, 

on Veronica, 

realizing her 

empowerment 

against Heather 

Chandler. 

1 7 6B 
6C 
7 
7A 

DEATH AT DAWN 
PAIN IN MY PATH 
THE ME INSIDE OF ME 
THE ME INSIDE OF ME 

PLAYOFF 

 

• JD has the sole narrative burden 

in this scene. Everyone else is 

carrying out or responding to his 

actions. 

• JD introduces incidental music 

which becomes the basis of music 

7, showing his influence, 

development of organic ideas, and 

culture pattern deviation. 

• Incidental music 6B under 

JD’s murder foreshadows 

“Our Love is God.” 
• JD's nefarious intentions 

are musically characterized 

through 6B and 6C 

through their dark timbres 

and his actions. with the 

dark style of 6B beginning 

and ending with his words. 

• Here, JD’s role in 

the cover-up is 

presented as 

concern for 

Veronica. 

• Despite the subject 

matter, JD doing it 

for her provides a 

likeability to the 

targeted teenage 
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• JD adequately hides aspects of his 

influence from Veronica, drawing 

attention away and further 

individualizing him. 

• 6B starts as JD’s father is 

mentioned, prefiguring the 

generational subplot. 
• 6C begins when JD 

suggests framing the death 

as a suicide, ending when 

Veronica rejects it. 

• Influence is shown through 

6C’s music becoming fully 

realized in “The Me Inside 

of Me,” after JD convinces 

Veronica to forge the 

suicide note. 

audience. 

1 8 7B TRANSITION TO LEHMANN'S 

FARM 
• This is JD’s paramount 

differentiating moment, going 

from powerful to powerless in the 

presence of his father. 

• This scene further develops the 

JD’s father's abusive behaviour 

further explains JD's later 

behaviour. 
• JD is further individualized as the 

only character shown to be 

dealing with familial abuse. 

• The absence of music underneath 

his train of thought suggests the 

grit and darkness of the JD’s lived 

reality, remaining a significant 

dramatic force. 

• The absence of incidental 

music is a characterizing 

element, with last scene’s 

power vanishing under the 

influence of his father. He 

seems less menacing and 

more anxious. 
• Out of his own head, 

immersed in the reality of 

what is going on. 

• This is a call for 

sympathy before 

the murder, acting 

as setup for what is 

about to happen. 
 

1 9 8 YOU'RE WELCOME  

1 10 8A 
9 
9A 
10 

GHOST HEATHER 
NEVER SHUT UP AGAIN 
JD GETS BEAT 
OUR LOVE IS GOD 

 

• JD is individualized again through 

fighting Kurt and Ram, fighting 

for retribution following 

Veronica’s humiliation, not self-

defence. 
• Deviation is further demonstrated 

by interest in the jocks’ deaths. 

• JD becomes more realized and 

autonomous, acting independently 

• Music 9A reprises of the 

openings of music 1 and 

1A (“Beautiful”), showing 

the unchanged violence 

and social order of the 

school. JD’s still at the 

bottom, despite killing 

Chandler. 

• Music 10 (“Our Love Is 

God”) develops JD’s use 

of typified traits to hide his 

• Like scene 7, JD 

again acts on 

Veronica’s behalf. 

• The two leads are 

now a unit against 

the school, both at 

rock bottom. 

Veronica’s 

sympathy serves as 

a final call to the 

audience, 
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of Veronica, taking further 

narrative weight from her, and 

becoming the central force in the 

story. 

individualized ones and 

acts as a musical 

realization of that effort. 
• The music and lyrics are 

mantric, repeating 

accompaniment and verse. 

The music is a constant, 

being constantly 

contextualized. 

• The song character is 

deepened as it passes 

through darker contexts, 

demonstrating JD’s 

nefarious differentiation, 
• JD can manipulate with 

music and dramatic force.   

complicating 

things before 

Veronica is no 

longer on board. 

2 1 10A 
10B 
11 

11A 

ORGAN ENTR’ACTE 
PROM OR HELL? 
MY DEAD GAY SON 
MY DEAD GAY SON 

PLAYOFF 

• The opening of the scene presents 

an acceptance of the deviation 

pattern, and celebration of it. 

• He tries to cover up her feelings, 

though this doesn’t work, and he 

instead dismisses her entirely 

• JD’s musical persona here 

in 10B is a pastiche of 

Music 1, 1A, 9A, and a 

pre-prise of Music 12 

(“Seventeen”). 

 

2 2 12 SEVENTEEN • JD’s performed boundary 

between typified and 

individualized traits becomes 

further blurred. 
• Ability to switch between typified 

and individual traits. 

• Ramifications of this backstory 

echo “Freeze your Brain,” stating 

that “the pain gives me clarity.” 
• JD extends his individualized 

view to Veronica, saying “you 

and I are special; we have a lot of 

work to do.” 

• Music 12 (“Seventeen”) 

uses a similar opening to 

Music 1A, 2, and 3. 
• The call and response 

structure characterizes 

both; Veronica wants 

normalcy, echoing JD in 

“Freeze Your Brain,” 

while JD is no longer 

numb, wanting continued 

societal change. 

• Veronica and JD are here 

foils of each other with 

their conflicting desires 

laying the path for their 

divergence. 
• In this song, JD is at best a 

follower, and while there 

is a present dissonance in 

the minor V chords in the 

• This scene is 

entirely new, 

added Heathers: 

The Musical. 
• As the positivity 

doctrine changes 

JD’s motivation to 

love, examinations 

and ramifications 

of his motivations 

change. 
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chorus (achieved via JD’s 

note in the mixture), 

overall, they achieve a 

balance of reluctance, 

angst, and vulnerability. 
2 3 12A 

12B 
13 
13A 
14 
14A 
14B 

HAPPILY, EVER AFTER 
PLACES FOR ASSEMBLY 
SHINE A LIGHT 
SHINE A LIGHT PLAYOFF 
LIFEBOAT 
SHINE A LIGHT (REPRISE) 
YOU’RE WELCOME 

MCNAMARA 

• Like “Me Inside of Me” this 

scene shows the school’s response 

to JD’s behaviour, with the 

addition of Martha’s suspicion. 
• JD’s burden of weight is severe, 

he has acted to a point in which 

Veronica is looking to escape. 

• JD’s deviation is so powerful, it is 

starting to shape the culture 

pattern. 

• JD’s use of typified/mask traits to 

fit in has now spread to Veronica, 

just like the other students in 

“Beautiful.” 
 

  

2 4 15 I SAY NO • The second scene between JD, his 

father and Veronica individualizes 

JD in a manner informed by the 

positivity doctrine. 

• The scene’s argument is about 

JD’s culture pattern deviation. 

• Shooting the television 

demonstrates JD’s 

misunderstanding of the problem. 
• Explanation of how JD’s 

deviation come from his father’s 

influence. His family’s culture 

norms set him against society’s 

culture norms. 

• Music 15 (“I Say No”) is a 

complete rejection of JD, 

which is deepened by a 

rejection of his musical 

palette, a stand-in for his 

persona. 
• JD interrupts her twice 

during the song; however 

he can only do so in 

speech, further confirming 

his musical absence from 

her final persona. 
• The song and setting 

contrasts JD’s position in 

“Fight For Me.” 

• This song is not 

present in the off-

Broadway version, 

added here to give 

Veronica back 

some agency. 
• This gives her a 

musical space to 

overtake JD as the 

main driver of the 

plot. 

• Frames Veronica in 

a much nicer light 

for the late 2010s 

audience 
• Explicitly states 

her sympathy for 

JD, and where she 

sees his faults. 
2 5 15A 

16 
HEY YO WESTERBERG 
KINDERGARTEN BOYFRIEND 
TRANSITION TO PETITION 

• JD returns to using typified 

characteristics as a protective 

• Music 15A accompanying 

Heather Duke and JD adds 
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16A 

veneer, 
• Return of cool detachment 

• Read as desperation, an attempt to 

realize his own needs, a callback 

to his previous line “the pain 

gives me clarity.” 

• Use of typified characteristics 

further individualizes, deepening 

narrative weight.   
• Music 15A accompanies the 

conversation between Heather 

Duke and JD, transitioning into 

Martha’s solo “Kindergarten 

Boyfriend” 

another layer of darkness, 

as the melody is a slow, 

scary version of the 

previously used chase 

sequence from “Our Love 

is God.” 

• This motif reminds the 

audience of JD’s menace, 

foreshadowing some dark 

intentions. 
 

2 6 17 
 
18 

YO, GIRL / MEANT TO BE 

YOURS 
DEAD GIRL WALKING 

(REPRISE) (PART ONE) 

• Mismatched salient traits, a 

complete rejection of the social 

world and furthermore an attempt 

to destroy it. 
• contrasting with the normal 

sentiments expressed in scene 2 

(and music no. 12 “Seventeen”) 
• Burden of weight: In this scene, 

JD presents in plain English one 

of the musical’s main themes, that 

people are products of their 

environment, and that the 

“society” made Veronica the same 

way his father “made” him. 
 

• 17: The song character 

here depicts a very chaotic 

image of JD, and it uses a 

variety of musical 

strategies, such as varied 

key changes, frequent 

meter changeups, and quite 

a lot of harsh delivery and 

rougher-edged singing. 

• Plot change to 

“add urgency”176 

from the scene in 

the original film. 

This is so for the 

following reasons: 
 

• it makes the scene 

more intense and 

heightens the 

overall narrative 

stakes, since he is 

now trying to 

convince her to 

join him and take 

him back. 
• it gives JD a wider 

range of emotion 

to move through, 

rather than 

jumping to the 

grief and resolve 

that arrives at the 

end (this is what 

 
176 O’Keefe and Murphy, Heathers the Musical, 161. 
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=happens in the 

film), and 
• (3) it gives JD a 

big sweeping 

moment to explain 

everything that he 

thinks and his 

reasoning for it, 

making all his 

actions more 

explainable 
2 7 18 

 
18A 
 
19 

DEAD GIRL WALKING 

(REPRISE) (PART TWO) 
WE'RE ALL WORTH SAVING 
FINALE (SEVENTEEN 

REPRISE) / I AM DAMAGED 

• Completion of the character arc 
• The individualized nature of it is 

highlighted in this final scene. 

The narrative weight comes 

initially from Veronica's statement 

and JD's acceptance of being like 

his father. His farther admission 

that he wants to save Veronica 

from “ending up like [his] 

mom”177 becomes a rejection of 

his own deviation pattern, and this 

reverse individualization, deepens 

him farther. 
• His reprisal of two themes, 

“Seventeen” and “Our Love is 

God” are interesting 

characterizing choices, especially 

since he is recalling the idea he 

introduced in “Freeze Your 

Brain,” and farther demonstrating 

a musical evolution within his 

character to fit into the musical 

landscape 

• Melodic mashup of “Dead 

Girl Walking” and music 

15A “Hey Yo 

Westerberg.” JD not 

singing in any of these 

sections, even as Veronica 

further places him at odds 

with the school's social 

world and adds to his 

perceived rejection by 

everyone.  The lack of 

song here is equally 

informative musically as 

the presence of it is for 

Veronica. 
• JD sings Music 19 (“I am 

Damaged”) mostly alone 

and is joined by Veronica 

only in his final few 

measures. 
• Veronica's final response 

to him is spoken, symbol 

of her rejection of their 

relationship, and on a 

deeper level a rejection by 

her of everything that he 

stands for. 

• The final decision 

by JD to blow 

himself up to 

“spare” Veronica, 

and further to 

admit defeat. 
• While 

contradictory to 

original film JD's 

intentions, the 

adaptation this 

way completes his 

character arc in a 

different way. 
• Rescinding of 

previous deviation, 

blows himself up 

as an attempt to 

make up for his 

actions. 
• “nicer” message 

than the ending of 

the original film. 
• Further 

acknowledgement 

that Veronica 

believed JD was 

redeemable all the 

way to the 

 
177 O’Keefe and Murphy, Heathers the Musical, 141. 
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end.178Musical 

version furthers 

the films criticisms 

and “abhors 

violence.”179 
2 6 19 FINALE (SEVENTEEN 

REPRISE) 
 

 

 

 

 

 

 

 

 

 

 
178 O’Keefe and Murphy, Heathers the Musical, 162. 
179 Ibid. 
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2-1 Burns Lafrance Hawley Original Model 
Analytic Concepts Lyrical Materials and Strategies Musical Materials and Strategies 

Content Verbal Content Sonic Content 
• Elements 
• Context 
• Structure 

• Vocabulary, symbols 
• Topics, themes 
• Form, phrase 

• Pitch, rhythm 
• Timbre, texture 
• Phrase, form 

Settings Lyrical Settings Musical Settings 
• Voice 
• Story 
• Address 

• Subject 
• Story and Narrative 
• Delivery 

• “Voice” (vocal and 

instrumental timbre, 

arrangement) 
• Form and gesture 
• Mediation 

Dynamic Expression Dynamic Lyrical Expression Dynamic Musical Expressions 

• Subjectivity 
• Attitude 
• Position 
• Intentionality 

• Agency: role, subjectivity 
• Stance: status, perspective 
• Contact: temporality, 

distance 
• Utterance: action, 

engagement 

• Gesture: motion, direction 
• Quality: Effects, 

articulation 
• Interactions: balance, space, 

texture 
• Intensity: markedness, 

tension, focus 
 

2-2 Burns, LaFrance, Hawley Extension 
Theatrical Materials and Strategies 

Theatrical Content 

Elements: Mise-en-scène 

Contexts: Dramatic story, topics, themes 

Structure: Staging, presence, dramatic form 

Theatrical Settings 

Voice: Subject, Focus 

Story: Interaction of the subject with the topics and themes 
Address: Theatrical framing 

Dynamic Theatrical Expression 

Mimic Signs: Facial expression, Emotions   

Gestural Signs: Communication, Intention 
Proxemic Signs: Distance, Movement 
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2-3: Musical and Lyrical Content – “Freeze Your Brain” (Act One, Scene Four)180 

Formal 

Section / Time 

Cue 

Lyrics 
(and vocal performance 

emphasis) 

Sonic Content Verbal and Vocal Content 

  __ sped up 
Italics denote stress 
Bold denotes harsh delivery / aggressive 

or rough tone 
CAPITAL letters denote sudden or 

dramatic increases in dynamic level. 
*Asterisks* on either side of the text 

denotes a sudden or dramatic decrease in 

dynamic level 
-minus to plus signs+ on either side of the 

text denote a gradual increase in dynamic 

over a period 
+plus to minus- on either side of the text 

denote a gradual decrease in dynamic over 

a period. 
#pound symbol# on either side of the text 

indicates belting 

   

Verse One 
 
Tempo 124 
8-bar phrase 
 
mm. 1-12 

Lead in: 
Spoken: 
JD: Hey, bag the party, hang here. 
Veronica: At this 7-11? Swanky first date. 
JD: Hey I love this place. 
Veronica: No offense, but, why? 
 
Sung: 
JD: I've been through ten high schools 
They start to get blurry 
No point planting roots cause you're gone 

in a hurry 
My -Dad keeps two suitcases packed in 

the den 
So it's only a matter of when+ 

Guitar – AC Steel, 5b's, ascending, arpeggiated eighth note 

pattern, vamp on mm. 3-4 waiting for vocal entry. Two bar pattern 

repeats until m. 11 when it moves to the dominant and prepares the 

key change to Eb+. 
 

Voice – Recitative like, the delivery is as reserved as the 

acoustic guitar is. Stress is placed on “so it’s on-ly a matter 

of when.” Tone quality is light and assured, but not raspy.   
 
Emphasis – While the voice sits on top of the guitar, the 

vocal line takes obvious precedence, given the narrative 

quality to the lyric. The stress on “only” and “when” 

convey a sense of dejection. The phrase's stress becomes 

clearer as the verse proceeds, with the first half (up to “in a 

hurry”) being much more even and soft spoken, with vocal 

and narrative animation coming on “My Dad…” and 

forward. 

 
180 Heathers full musical. “Freeze Your Brain - Jamie Muscato - Heathers.” https://www.youtube.com/watch?v=D1UDBTIcjKQ. The lead into the song begins at 

1:47. 

https://www.youtube.com/watch?v=D1UDBTIcjKQ
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Verse Two 
 
8-bar phrase 
 
mm. 13-20 

I don't learn the names 
Don't bother with faces 
-All I can trust is this concrete+ oasis- 
-Seems every time I'm about to despair+ 
There's a 7-11 RIGHT there 

Guitar – Eb+, the first half of the ascending arpeggiated figure 

repeats and ties to a half note, carrying to the end of each measure. 

Crescendo to mf going into m. 19, then the figure repeats with a 

slight variation to the rhythm. 
Violin - Enter at m. 17, con sord, p dynamic. Legato ascending 

pattern, crescendo into mp, staccato 8th notes to finish the phrase, 
Electric Bass – Eb+, whole notes Ab, C, Ab, Eb, Ab. Cres to mf, 

dotted quarter note pattern in 19 and 20. On Db and Cb 

rhythmically matches the JD intro motif played by the trumpet and 

violin. 
Drums – quarter notes on beats 1 and 3. Rhythmic phrase end 

matches the other parts. 

Voice – More song-like in this section. Slight crescendo on 

“…concrete oasis” the rolls into “seems every time I'm…”. 

It sustains through to the end of the lyric.  Crisp and clear 

diction and open tone quality. 
 
Emphasis – The delivery is nearly as written, with small 

points of stress added in the beginnings of phrases to make 

the song more conversational. These appear most potently 

on “learn the names” and “with faces.” The crescendo-ed 

emphasis on the final two lines denote a degree of jaded 

confidence. 

Verse Three / 

Bridge 
 
8 bar phrase 
mm. 21-30 

Each store is the same from Las Vegas to 

Boston 
Linoleum aisles that -I love to get lost in+ 
I pray at my altar of slush 
-Yeah I live for the sweet frozen rush+ 
 
[Slurp sound] 

Guitar – significant rhythmic change to accented staccato quarter 

notes (Cm, G7/D, Cm/Eb, Fm) before another transitional switch to 

dotted quarter note pattern that leads the energetic transition into 

the chorus. Accented, conclusive, inevitable, deliberate. Ends on a 

held rest, the next section is cued by the vocalist. 
Piano – Supports staccato guitar from mm. 21-24, then arpeggiates 

space between hits over the bridge. Joins the conclusive hits at 28-

29. 
Violin – Same ascending pattern starting a sixth higher, ascending 

chromatically. Crescendo to f, Accented eight note hits on two 

octaves of B natural ending in m. 29. 
Electric Bass – Beat four eight note hits, Dotted quarter note 

pattern on Gb mm. 25-26, repeat on low A natural in 27, Cres. to 

forte, hits % on B natural in 28 and 29. 
Reeds – Enter at 28 on tenor sax. G# accented hits at forte in 28 

and 29. 
Drums – Matches the other parts. Thicken texture at 28-29. 

Voice – Overall a higher dynamic level throughout this 

verse. Tonic is highlighted throughout the verse, scale 

degrees 1,2,3,6 are moved between. Toward the end of the 

verse, the tonic is delivered again one octave up in a 

1,2,1,7,6, diatonic and scalar motion. Addition of Db in the 

bridge section (“I pray at my altar of slush…”) followed 

by several accidentals (C#, E natural, B natural) followed 

by the sustained C# going into the chorus bring a tinge of 

dissonance and tension against the home key, Eb+. A 

scooping sound is delivered on “Las Vegas” and “Boston”, 

and a harshness is applied to “Yeah I live for…” 
 
Emphasis – The main point of emphasis are the place 

names in the lyrics, and the dissonance and triplet motion 

on “Yeah I live for that sweet fro-zen-rush”.  As the verse 

goes on, the diction becomes slightly more separated, with 

harsh qualities being peppered into the beginnings of 

words. 
Long slurping sound as JD drinks the Slurpee. This goes 

on as long as the actor choses. 
Chorus One 
 
mm. 31-42 
 
12 bar phrase 

Freeze your brain 
-Suck on that straw get lost in the pain+ 
Happiness comes 
When everything numbs 
-Who needs co-caine?+   

+Freeze your brain 
Freeze your brain- 

Guitar- solo starting m. 31. Optional electric guitar. (West End 

does not use here) m. 30 is a lead in from the vocalist preparing the 

key of Ab+. The top and bottom of the opening arpeggiated figure 

are highlighted to create a smoother calmed and resolute refrain. 

MF Coasting. Joined by ensemble in MM (GET #). Stops in mm. 

35-36, Return to mp at m. 39, follow the vocalist's rhythm in 

closing the 12 bar phrase. 
Piano – Keeps time under the guitar solo, mm. 31-34, arpeggiating 

the Ab+ tonality. Joins the hits over mm 35-36, plays the mm 37 

riff. Plays a figuration on the JD intro motif under “Freeze your 

Brain.” 
Violin – Highlighting the outline of the JD intro motif 
 , switch to Ab major. Eb -> G x2. Pp harmonics support the 

sustained notes of the guitar solo. Match the guitar rhythm at m. 

37, taking the higher end of the chord. 

Voice – The rolling crescendos in the first two lines peak 

on the lyric “that straw get lost in the pain” with “lost” 

hitting the bottom of the scalar motion. The following two 

lines are passed through almost hastily, with the 

penultimate “who needs cocaine” being the most confident 

statement of the chorus. A light ornamentation is placed on 

the “-aine” of “cocaine”. And the two closing refrains 

“Freeze Your Brain” are softer and more legato. 
 
Emphasis – The first “freeze” is split into two syllables, 

(pronounced fah-reeze) and the follow up on “brain” sets a 

more nefarious tone for the remainder of the song. 

Additionally, “that straw” and “get lost” being the chosen 

points of emphasis demonstrate the rolling crescendo 

peaks and subsequent lows. “Who needs cocaine” stands 
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Electric Bass – 8th tied to dotted quarter pattern continues in Ab 

maj. Db, Ab, F, C, then % down the octave. Hits to end the phrase. 
Reeds – Oboe. Play the JD intro motif at mp, Ab+, matching the 

trumpet in 41 and 42. 
Drums – mp. “ride” marking. Abrupt shift to mf at 35, and to f at 

37. From 35-37, match the rhythm of the reeds and trumpet.  From 

39-42, % this pattern: dotted quarter note, eight note, rest, quarter 

note, every other measure, interspersed with rests. 

out against the other lyrics, though “happiness comes when 

everything numbs” being almost passed over further 

highlights the line's importance. 

Transition One / 

Dialogue 
 
mm. 43-44 

Spoken: 
JD: You care for a hit?  

Veronica: Does your mommy know you 

eat all that crap? 
JD: Not anymore. 

Electric Bass – Descending motion into a held Ab. mp. 
Drums 
Piano – Continues playing the JD intro motif. 
Trumpet – Enter at 43. Harmon mute, Play the JD intro motif at 

mp. 
Drums – Play the pattern from 39-42 once in 43. 

Emphasis – “Not anymore” sets up the joke. 

Verse Four 
 
mm. 45-53 
8 bar phrases 

Sung: 
When mom was alive 
We lived halfway normal. 
Now its just me and my dad we're less 

formal 
-I learned to cook pasta+I learned to pay 

rent- 
Learned the world doesn't owe you a cent 
 

Guitar – rests until m. 52, then plays the transitional conclusive 

finish from the end of V1, this time with more flats. The flats in the 

root suggest something lurking beneath the surface of the 

otherwise smooth accompaniment. 
Piano – Play's the guitar's part from Verse 1 until joining the hits at 

mm. 52-53. 
Violin – Switch to ¾ time for one measure, then to cut time. Back 

in Eb+. Decrescendo mf -> mp. Neighbour motion mm. 48-52, 

legato, crescendo to f at 52, same staccato accented phrase end, 

though only accented on the last note this time. 
Electric Bass – ¾ time, switch to cut time at 46. More energy, 

slightly faster. This is a livelier slight variation of the opening 

guitar section. 52 and 53, match other parts rhythmically on 

repeated Cb. 
Drums – Cres into 46, more energy, slightly faster. Halftime 

backbeat for 7 bars, the last two with an anticipation before beat 3. 

M. 53 has snare hits at staccato phrase end. 
Trumpet – More energy, slightly faster.  Enter at 52, cres. P -> mp. 

Ascending motion, phrase ending eight notes. 

Voice – Cut time. Back to Eb+ from Ab+. Lines are 

delivered more quickly, though the structure from verse 

one remains, with the first section of the verse being 

reserved and song like, and as the delivery of each word 

further separates on the lines “ Learned to pay rent” and so 

on, the voice sounds more pinched on the consonant 

syllables. While the on the word “learned” is the dominant, 

Bb, followed by C, and then the third time as the tonic, 

tension is created as compared to the final word “cent” 

which is on the same Bb and is much more open sounding. 
 
Emphasis – The stress in the phrase is as it was in Verses 

one and two, toward the end, becoming more detached and 

teetering on harsh,   

Verse Five / Bridge 

Two 
 
54-62 
 
8 bar phrases + 

extension (last note 

held longer) 

You're planning your future 
Veronica Sawyer 
You'll go to some college 
-and marry a lawyer+ 
But the sky's gonna -hurt when it falls+ 
#-So, you'd better start building some 

walls+# 

Guitar – Switch from acoustic to electric.  Accented hits on beat 4 

continue until the end of the phrase. 
Piano – Like the first bridge, staccato quarter notes until m. 58, 

where it joins the ascending motion to 61. 
Violin – Senza sord. Mp, Ascending dotted quarter note motion, 

building. Cres mp to f going into 61, sixteenth-eighth pattern 

prepares the chorus. 
Electric Bass – Hits going into held Gb, Cb. Cres to mf at 52. 
Reeds – Bari sax. C+. Repeat the eight note hits at forte dynamic 

level 54-56. Match the trumpet again 58-62. 
Drums – Straight time backbeat with heavier accents. f 54-57, mf 

58-59, cresc back to f 60-61. Final rhythm matches the other parts.   

Voice – Still in Eb+, contuning with the heightened energy 

introduced the previous verse. “Veronica Sawyer” is 

delivered with a different tone to the rest of the verse. 

Tension builds toward the end of the verse, with increased 

chromaticism on the final two lines “hurt when it falls / so 

you'd better start building some walls,” which is reflected 

in the band parts. “Walls” is a C#, which contrasts the 

upcoming Ab+ chorus section. 
 
Emphasis – “Veronica Sawyer” is delivered in a mocking 

tone, “marry a lawyer” “Building some walls” introduced a 

rock edge that slowly unfolds throughout the rest of the 

song. 
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Trumpet -  mp cresc. Building to f at 61. Sixteenth note hits going 

into the end of the phrase. Addition of double sharps, hinting at the 

upcoming transition to A+. 

   

Chorus Two 
 
63-70 

-Freeze your brain+ 
Swim in the ice 
Get lost in the pain 
Shut your eyes tight 
Till you +vanish from sight- 
#-Let nothing re-main+# 

Guitar – “Rock.” Again Solo. More energetic version of the first 

chorus. Detached guitar line is gain repeating an electric version of 

the arpeggiated figure in the chorus. 
Piano – Quietly doubles the electric guitar. 
Violin – Join the guitar at m. 67. Piano dynamic. Arpeggiated eight 

note motion, staccato, cresc p to f. 
Electric Bass – Rock. Ab+. Two bar sequence and % mm. 63-66. 

Biulding quarter note repetitions on Db prepare the hard rock 

section. Cres to forte, abrupt downward glissando on E natural into 

m. 71 ends the section. 
Reeds – Bari Sax for rest of piece. Enter at 67, two repeats of the 

staccato hits, quarter note to eight note line mm. 69-70 builds to 

forte and prominent accents prepare the upcoming Hard Rock 

section. 
Drums – Backbeat continues with hats on eighth notes, thicker 

bottom end, adding to the “rock feel.” Play the pattern four times, 

then fill the final measure, with 16ths at f. 
Trumpet – “Rock.” Dotted half notes beats 2-4, fp, mm. 67-69. On 

the last cresc fp -> f, ascending eight note motion ending the 

phrase. Remove straight mute. 

Voice – Louder dynamic level throughout this section. 

Descriptor is “Rock,” and this is reflected in the voice with 

harsher accented placed on the beginnings and ends of 

phrases. Vibrato on the ends of the “-ain” words, for 

example, brain, pain, remain. “Let nothing remain” is 

slowed on the word “nothing” which is split into two eight 

notes rather than the written sixteenth to dotted eight. 

Additional ornamentation is added on the end of “remain” 

from what is written. Though the overall tone is increasing 

in tension, the voice remains clear and the diction crisp. 
 
Emphasis – “Brain” is accented, and “Ice” is heavily 

emphasized. The middle of the chorus “shut your eyes 

tight / till you vanish from sight” is notably quieted and 

“let nothing remain” is both emphasized and transitionary 

into the final repeat of the chorus. 

Chorus Three 
 
mm. 71-83 
8 bar phrase + 

extension from 

note hold 

#-Freeze your BRAIN 
Shatter your skull 
Fight pain with more pain+ 
Forget who you are 
Unburden your load 
Forget in six weeks 
You'll be back on the road 
-When the voice in your head+ 
-Says you’re better of dead+ 
-Don't OPEN A VEIN+# 

Guitar – Melodic marking is “Hard Rock,” switch from Ab+ to 

A+, addition of distortion. FF dynamic marking. Rhythmic stops 

and marcato accent markings. Again, ending on the one bar rest 

that is cued by the vocalist. 
Piano – Continues its supporting role under the electric guitar. 
Violin – Hard Rock. Switch to A+. Two bar sequence and repletion 

mm. 71-75. Accented eight not hits going into the JD intro motif, 

followed by running eight notes for two bars. 
Electric Bass – Hard rock, A+, running eighth notes at ff until 75, 

then switch to accented hits. Repeated quarter notes build energy 

on F natural, and G natural Section ends on repeated Bb eight 

notes, with the last dropping to E natural. 
Reeds – B+. Running eight notes alternating between scale degrees 

1,3,5, and 7. Move to the accented hits at 75-78. Repeated eighth 

notes on G natural for two measures ends the section. 
Drums – Fortissimo. mm. 71-74: Bottom end keeps the 

syncopated backbeat, Hihats continue punctuated by crash cymbals 

on a dotted quarter rhythm. Mm. 75-78 follows the unison hits, 

with a two-beat fill to complete each measure. Mm. 79-80 builds 

into mm 81-82 which rhythmically match the violin. 

Voice – “Hard Rock.”  The delivery on all lyrics in this 

chorus is intensified and heavily accented. Harsh delivery 

is used throughout on the beginnings and ends of phrases 

to complement the accenting.   
 
Emphasis – “Brain,” “shatter”, “skull”, “forget”, “load,” 

“forget in six weeks, back on the road”, “better off dead”, 

“don’t open a vein” are all points of stress.  Higher degree 

of emphasis on nearly the entire chorus as opposed to the 

chorus prior. The hard rock edge is very present, with 

harsh delivery on a large degree of the lyrics being 

employed. 
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Trumpet – Hard Rock. Enter at 75, open. Accented eighth note x2 

followed by quarter note each measure until 78. Rhythmically 

match the violin 79-82. Replace the straight mute. 

Closeout 
 
mm. 84-93 

*Just freeze your brain* 
Freeze your brain 
Go on and freeze your brain 
Spoken: 
JD: Try it 

Guitar – Freely. Cue notes from vocal part 84-85. 90-92 clean mp 

sound again, the JD intro motif plays in this space. M. 93 

reintroduce distortion, marcato eight notes to finish. 
Piano – Like before, arpeggiates the JD intro motif, plays the mm 

93. marcato melody. 
Violin – Freely. A tempo 1 (non rubato) at 90. Rest until 88. Mp. 

Dotted eight pattern highlighting the motivic chords. Rest 90-92, 

Four accented eight notes at ff finish. 
Electric Bass -Descending by fourths mm. 88-91, marcato ff eight 

notes on F# end the piece.   
Reeds – Play only last measure, marcato eight notes on F# at ff. 
Drums – Ride hits on beat highlighting rhythm. M. 93 ends on the 

same eight notes as the other parts (ff and accented, on the bass, 

floor tom, and snare). 
Trumpet – Play only the 8th notes in the last measure (93), 

marcato. ff. straight mute. 

Voice – Abrupt dynamic shift to p. Return to the original 

smooth legato that connected the line “Freeze Your Brain” 

in the first iteration of the chorus. More ornamentation on 

“freeze” and “brain” each time it is repeated. The final 

line, spoken, “try it,” is delivered in the edgy tone that 

suggests the rock sound past. 
 
Emphasis – Even emphasis on each of the lyrics, though 

the final line “try it” stands out because it is spoken darkly 

against the higher pitched legato sung portions. 
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2-4: Theatrical Content “Freeze Your Brain” (Act One, Scene Four)181 

Formal 

Section 
Lyrics and Stage Directions Theatrical Content 

Verse One 
 

Lead in: 
Spoken: 
JD: I don’t really like your friends either. 

Hey, bag the party, hang here. 
Veronica: At this 7-11? Swanky first date. 
JD: Hey I love this place. 
Veronica: No offense, but, why? 
 
JD: 
Sung:   
I've been through ten highschools 
They start to get blurry 
No point planting roots 'cause you're gone 

in a hurry 
My Dad keeps two suitcases packed in the 

den 
So it's only a matter of when 

Elements: The same through the entire song. 
Mise-en-scène: 
Setting: 7-11 countertop set piece stocked with convenience store 

snacks, stage right. Stage left is dark. 
Lighting: Large square overhead white lighting, highlighting the 

shape of the store on the floor. The other side of the stage is dark. A 

matching toned spotlight follows JD. 
Costuming:  JD wears several layers. Black jeans and leather 

combat boots, a black t-shirt with a green plaid on top of it. 

Covering all of this is a long black duster jacket that flares out at 

his shoulders. His hair is short and pushed into his eyes. He carries 

a blue and purple Slurpee cup. 
 
Contexts: Theme in this section of sadness and a nomadic 

lifestyle, finding comfort in familiarity of a place, coping with 

having no personal connections. 
 
Structure: 

- JD and Veronica stand to stage right on either side of the 

7-11 countertop set piece, JD closest to the audience and 

Veronica behind the counter. 
- At “Bag the party” he sits on the counter 
- At “Each store is the same” he gets off the counter and 

walks toward the audience. 
- At “Who needs cocaine…” he walks back to the counter 

and speaks directly to Veronica, who stand behind the 

counter and watches him. 
   
  
  

Verse Two 
 

I don't learn the names 
Don't bother with faces 
All I can trust is this concrete oasis 
Seems every time I'm about to despair 
There's a 7-11 right there 

Verse Three / 

Bridge 
 

Each store is the same from Las Vegas to 

Boston 
Linoleum aisles that I love to get lost in 
I pray at my altar of slush 
Yeah I live for the sweet frozen rush 
 
(He takes a hit of his Slurpee. His 

grimaces from the “brain freeze.”)   
Chorus One 
 

Freeze your brain 
Suck on that straw get lost in the pain 
Happiness comes 
When everything numbs 
Who needs cocaine? 

Freeze your brain 
Freeze your brain 

Transition One 

/ Dialogue 
 

 

Spoken: 
(he offers the Slurpee to Veronica.) 
 
JD: You care for a hit?  

Veronica: Does your mommy know you 

eat all that crap? 
JD: Not anymore. 
 
(Veronica winces. Reminding a hot guy of 

a dead parent is a first date no-no.) 

Contexts: realization of the effect of this type of lifestyle on a 

person, and the impact of the loss of mother. Desire to numb self to 

pain, avoidance. 
 
Structure: 

- JD turns away from her and leans on the counter to sing 

verse four. 
- Tone darkens, and he becomes audibly more intense at 

“owe you a cent.” 

 
181 Heathers full musical. “Freeze Your Brain - Jamie Muscato - Heathers.” 

https://www.youtube.com/watch?v=D1UDBTIcjKQ.The lead into the song begins at 1:47. 

An alternative view of this sequence can be seen at: Unhappy Erik. “Heathers P1- Olivia Moore.” 

https://www.youtube.com/watch?v=8hrjTfq6J5c. This sequence begins at 15:23. 

https://www.youtube.com/watch?v=D1UDBTIcjKQ
https://www.youtube.com/watch?v=8hrjTfq6J5c
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Verse Four 
 

 

Sung: 
When mom was alive 
We lived halfway normal 
Now its just me and my dad we're less 

formal 
I learned to cook pasta 
I learned to pay rent 
Learned the world doesn't owe you a cent 
 

- This is quickly dissipated by the beginning of Verse Five 

when he addresses Veronica again. 
- He turns to her in Verse Five and taps his hand on the 

counter in Verse Five as he sings “hurt when it falls” 

serious tone and demeanor from the previous verse 

returns. 

Verse Five / 

Bridge Two 
 

You're planning your future 
Veronica Sawyer 
You'll go to some college 
and marry a lawyer 
But the sky's gonna hurt when it falls 
So you'd better start building some walls 

Chorus Two 
 

 

Freeze your brain 
Swim in the ice 
Get lost in the pain 
Shut your eyes tight 
Till you vanish from sight 
Let nothing re-main 

Contexts: Description of the effects of the coping mechanism and 

what its helps JD hide from, suggestion of suicidal ideation. An 

ability to make life work despite the trouble, so long as the coping 

mechanism stays. 
 
Structures: 

- JD moves towards the audience again, and Veroncia 

rises from her position leaning on the counter. 
- JD grips the slurpee cup intensely thoughout the two 

repeats of the chorus. 
- The closeout section shows a release from this, he turns 

back toward Veronica, and firmly holds out the Slurpee 

to her, ending the song (this happens after the line “Try 

it”). 
  
 

 

 

 

 

 

 

 

 

 

  

Chorus Three 
 

 

Freeze your brain 
Shatter your skull 
Fight pain with more pain+ 
Forget who you are 
Unburden your load 
Forget in six weeks 
You'll be back on the road 
When the voice in your head 
Says you’re better of dead 
Don’t open a vein 

Closeout 
 

Just freeze your brain 
Freeze your brain 
Go on and freeze your brain 
 
Spoken: 
JD: Try it 
 
(Song ends. Veronica takes a long sip.) 
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2-5: Musical and Lyrical Content – “Our Love is God” (Act One, Scene Ten)182 

Formal 

Section / Time 

Cue 

Lyrics (and vocal production emphasis) Sonic Content Verbal and Vocal Content 

 __  sped up 
Italics denote stress 
Bold  denotes harsh delivery / aggressive or rough tone 
CAPITAL letters denote sudden or dramatic increases in 

dynamic level 
*Asterisks* on either side of the text denotes a sudden or 

dramatic decrease in dynamic level 
-minus to plus signs+ on either side of the text denote a gradual 

increase in dynamic over a period 
+plus to minus- on either side of the text denote a gradual 

decrease in dynamic over a period 
#pound symbol# indicates belting 

  

Act 1 Scene 10 
Dialogue lead in 
mm. 1-2 
 
“Andante, with a 
pulse” 

 Spoken:  

Veronica (Cue music): You okay?  

 
(JD nods, recovering) 
 
JD: Sort of. Are you? 
Veronica: I'm fine. Awesome.  

 
(But she's still trying to stop crying) 
 
Sorry about the waterworks. 

Acoustic Guitar – resting 
Violin – resting 
Upright Bass – resting 
Reeds – resting 
Drums – Downbeat ride hits with mallets, 

gentle crash to open vamp. 
Trumpet – resting 

Voice – Spoken. Quiet, reserved in both voices. 
Emphasis – none. 

Verse One 
mm. 3-12 
 
“Andante, with a 

pulse” 

Sung: 
JD:  

They made you cry 
But that will end tonight 
You are -the only thing that's right about this broken world+ 
+Go on and cry- 
But when the morning comes 
-We'll burn it down and then+ 
+We'll build the world again- 
Our love is God. 

Acoustic Guitar – AC Nylon, Bb add2. 
Enter m. 11. Syncopated, ascending motif 

is introduced. 
Piano – Steady quarter notes to supply 
harmony till m. 11, introduces ascending 

motif. 
Violin – con sord. Held tones though 12. 
Upright Bass – resting 
Reeds – resting 
Drums – resting 
Trumpet – resting 

Voice – A lot of vibrato, clear, mezzo-piano. 
 
Emphasis - “We'll burn it down and then” features a 
crescendo that is not written in the music. 
“Our love is God” puts an unwritten stress onto “our.” 

 
182 Heathers full musical. “Our Love Is God - Jamie Muscato & Carrie Hope Fletcher - Heathers.” https://www.youtube.com/watch?v=31Hm32j0XN0. 

https://www.youtube.com/watch?v=31Hm32j0XN0
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Verse Two 
mm. 13-24 

Spoken:  
Veronica: Are you okay? 

 
Sung:  

JD:  
I was alone 
I was a frozen lake 
But then you melted me awake; See, now I'm crying too 
You're not alone 
 
Veronica:  

-You're not alone+ 
 
JD: 
And when -the morning comes+ 
 
Veronica:  

-When the morning comes+ 
 
JD:  
-We'll burn away that tear 
And raise our city here+ 
 
Veronica:  

-Raise our city here+ 
 
Both:  
Our love is God. 

Acoustic Guitar – Enter at 16. Mp, 
marked as “gentle strumming a la 

Radiohead.” Top note of the voicing. 

Motif repeats at 23-24. 
Piano – m. 13-14: offbeat rhythm is added 

under the steady quarter notes, intriguing, 

syncopated sixteenths end each bar of 3/4. 
mm. 16-24: Steady quarter notes like verse 

1, even under ascending pattern. 
Violin – Ascending pattern 20-24. 
Upright Bass – Enter at 16. Mp whole 

notes. Change to quarter note repetitions 

on Bb w/ cres to forte. 
Reeds – Clarinet. Held notes with bobby 

pin dynamics. Sustained chordal notes 20-

24. 
Drums – Crescendo roll-on crash 13-15, 

to a choke on mm. 15. Switch to sticks for 

backbeat hi hats through 22, then match 
rest of band's syncopations. 
Trumpet – Enter lead in to 24. Harmon 

mute, syncopated pattern. Mp < mf. 

Voice – The dynamic stays the same, the addition of 
Veronica's voice adds a layer to the vocal texture. Veronica's 

voice is stronger, closer to mezzo forte than JD's piano. As 

the verse progresses, both gradually crescendo into the end 
of the verse. Modal mixture between JD and Veronica, most 

notably Veronica's F natural in m. 23, an averted/substitute 

for the tritone) moves the key, still A major, to a darker 
tonality.   
 
Emphasis – The addition of the second voice adds emphasis 
to the call and response section of the song, as well as to the 

ending lyric where the two voices converge for the first 
time. 

Dialogue #1 
mm. 25-31 

Spoken: 
 
(lights change. We're in JD's bedroom. JD watches Veronica dial 

the phone.) 
(The phone rings in Kurt's house. Kurt answers, Ram listens in.) 
 

Kurt: Yeah-lo? 
Veronica: Kurt…? 
Kurt (Pointedly, at Ram): Hey! Veronica? 
Veronica: Sorry about the other night. I just couldn't decide which 

of you two, hot gentlemen I wanted to be with. Then I realized… 
why decide at all? 
Kurt: Wait, what? 
Veronica: Meet me at the cemetery. At dawn. 
Kurt: Who? Me or Ram?  

Veronica: Yes. (She hangs up) 
Ram: What'd she want? 
Kurt: Us! 

Ram: No way! 

Acoustic Guitar – Rhythmic cue at 25 on 

E5/A, Bbmaj7/A, rhythmic unison with 

reeds. Rest through 31. 
Piano – mm.25-26 repeats 13-14. Sparse 

open fifth/octave backing under dialogue. 
Violin – resting 
Upright Bass- Resting. 
Reeds – Suspicious sounding sixteenth 
note jumps of a fifth in 25 and 26, then 

rest the remainder of the section. 
Drums – mm. 25-26, ride on 1, hat pedal 
on 3 
Trumpet – repeat held A#, B 3 times, 

fermata the final B last time only. 

Voice – entirely spoken, Kurt and Ram's voices sound 

riddled with ignorance of the situation, where Veronica 

pretends to be interested in them, artificially raising the 
pitch of her voice, and softening it.    
Emphasis – The change in mannerism in Veronica's voice 

draws emphasis to her, and to the wider narrative situation. 
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(lights out on Kurt and Ram) 

Chorus #1 
mm.. 32-40 
 
A tempo 

Sung:  

JD:   
We can start and finish wars 
 
Both: 
We're what killed the dinosaurs 
We're the asteroid that's overdue 
-The dinosaurs choked on the dust+ 
+They died because God said they must 
The new world needed room for me and you- 

Electric Guitar – Switch to electric. 

(“Clean, Shimmer”). At the A Tempo, the 

marking is “Andy Summers.” Rising 
rhythmic cue leads into vibrato chord 

tones, followed by a fragmented run 

through the motif from the beginning. 
Piano – Eighth notes crescendo into m. 

33. Rhythmic figure emphasizes offbeats 

till. 36. Plays the soli riff at 36. 
Violin - mf ascending pattern, legato. 
Electric Bass – Tempo sustaining running 

eight notes. In last measure glissando up to 
high G natural. 
Reeds – cres into 36, legato matching of 
the vocal rhythm and tone 36-38. 
Drums – Gentle fill into thicker backbeat, 

mm. 33-38, open hat under “new world 
needed room” 
Trumpet – Play lead in to 39, then 

accented G#. Switch to straight mute. 

Voice – Soaring crescendo over the first several lines 

overshadow other expression in this chorus. Duet vocals 

centre around being thirds apart.  Vibrato gets faster on the 
last phrase. “me and you.” 
Emphasis – Moments of tonal consonance are highlighted. 

Bridge #1 
mm. 40-48 

JD: 
I worship you 
I'd trade my life for yours 
They all will disappear 
We'll plant our garden here 
 
Veronica:  

Plant our garden here…. 
 
JD: 

Our love is God 
 
Veronica:  
Our love is God 
 
JD: 
Our love is God 
 
Veronica:  

Our love is God 
 

Electric Guitar – motif repats 45-46. 
Arpeggiated highlight of the V Chord and 

the bII chord 46-47. 
Piano – Intensified repeat like verse 2 
from 41-48, including vamp. 
Violin – Cres to mf ascending pattern. F 

naturals octaves featured. 
Electric Bass – long tones. Repeat from 

previous. 
Reeds - long tones. 
Drums – Repeated quarter rides, cresc. 

into 46 with eighth note bass. Stilted 

backbeat over the ¾ measures. 
Trumpet – same as verse 2, but with 

straight mute. 

Voice – No vibrato on JD's first parts, reintroduced on 
“garden here.” The alternating “Our love is God's” becomes 

increasingly spoken. 
Emphasis – The repetition of “our love is god” gives the 
phrase obvious stress. 
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JD: 
Our love is God 

Dialogue #2 
mm. 48-56 
 

(He opens a box and pulls out two WWII vintage Luger pistols. 

Veronica flinches.) 
 
Spoken: 
Veronica: Whoa, are they real? 
JD: Yeah, but we're filling them with ich luge bullets. 
Veronica: “…ich luge”? 
JD: My grandad scored them in world war two. They contain a 
powerful tranquilizer. The Nazi's used them to fake their own 

suicides when the Russians invaded Berlin. We'll use them to 

knock out Ram and Kurt long enough to make it look like a suicide 
pact. Complete, with a forged, suicide note. 
 
(Fantasy Kurt and Fantasy Ram enter) 
 
Fantasy Kurt & Fantasy Ram: “Ram and I died because we had 

to hide our gay forbidden love to a mis-approving world.” 

 
(They exchange a look and exit, holding hands) 

Electric Guitar – mm. 52-55: Atonal 

rising figure over Vamp 3. Distortion 
drone over 56. 
Piano – Vamps 1-2: Like Dialogue 1. 

Vamp 3:  Ascending atonal motif against 
violin. 
Violin – Vamps 1-2: pianissimo tremolo 

long tones. Vamp 3: descending triplet 
harmonic patterns. High drone at 56. 
Electric Bass – resting. 
Reeds – repeated five note phrase is 
fragmented into m. 51. Fermata at 56. 
Drums – crash scrape at 56. 
Trumpet – resting. 

Voice – Entirely spoken, the increased emphasis on JDs 

lengthier monologue highlights the intensity of the lie. The 
tone used by Fantasy Kurt and Fantasy Ram takes a 

different tone than JD and Veronica. 
Emphasis – “ich luge” stands out because of its repetition 
and delivery. 

Bridge #2 
mm. 57-60 
 
Tempo Primo 

Sung:  

 
JD: 
-And when the morning comes 
They'll both be laughing stocks+ 
 
Both: 
#-So let's go hunt some jocks+# 

Electric Guitar – Marking for “P.M” 

under 57-59. Cresc Bb (add2) at 60. 
Piano – Like Bridge 1 
Violin – Ascending half notes, quick cres 

to tremolo forte at 59. 
Electric Bass – Repeat pattern again with 
Bb repeated and cres. 
Reeds – Connected quarter notes, building 

into forte, switch to bari. 
Drums –Similar to m. 41 with a denser 

rhythm. Crescendo as rhythm becomes 

even denser. 
Trumpet – enter 60. Cresc p – f. Half note 

E, then ascending eight notes. 

Voice – Increased intensity and dynamic, continuing with 

the entry of the second voice. 
Emphasis – The strongest point of stress in this phrase is 
the final line, sung without vibrato by both voices. 

Dialogue #3 
mm. 61-82 
 
@67-68: Vamp, cut 

on cue 
 
@70: Fast! (Chase!) 
 

(Lights change. It's dawn, out at the cemetery. Ram and Kurt enter, 
excited and even a little nervous about the upcoming events. Ram 

wears a tie.) 

 
(Veronica is waiting for them) 
 
Spoken: 
Kurt: (A little bashful): Hi…Veronica 

Electric Guitar – “Creepy Ringing” 61-
62. Re-enter at 70, matching the violin's 

chase theme. 
Piano – mm. 61-62: thinner version of 
Dialogue 1 vamp. m. 63-66, chromatic 

ascent featuring offbeats. Mm. 67-69 

recalls Dialogue 2: Vamp 3. || Tacit until 
open octave cue leading into 83. 

Voice – Entirely spoken. Veronica uses an over acted, faux-
seductive voice. Kurt and Ram's voices are consistent. JD's 

interjection at 70 is starkly darker than the tones of the other 

three. This serves as a cue setting off the Fast! (Chase!) cue 
in the sheet music. Kurt screams several times, and Veronica 

frantically calls out to Ram. 
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 Ram: Uh… so do we just whip it our or what? 
Veronica: Take it slow, Ram. Strip for me. 
 
(They eagerly strip shirtless. Ram removes his tie.) 

 
Veronica: Oh, I liked the tie. 
 
(Ram hastily reties it) 

 

Ram: My mom bought it for me. 
 
(They continue to strip, to their underpants.) 
 
Kurt: What about you? 
Veronica: I was hoping you'd rip my clothes off me, Sport. Count 

of three.     
 
(Kurt and Ram stand awkwardly in anticipation. Ram giggles.) 
 
Veronica: One….Two…. 
JD: Three. 
 
(JD steps out of hiding and nonchalantly shoots Ram dead. 
Veronica fires awkwardly at Kurt, missing him completely. ) 

 
Kurt: Aaauugh! HOLY CRAP! (He runs away) 

 
JD: Stay there, I'll get him back! (He runs after Kurt) 

 
(Veronica, suddenly worried, nudges the motionless Ram with her 

foot) 
 
Veronica: Ram? You're just unconscious right? Ram? Ram! 
 
(JD chases Kurt) 
 
Kurt: (ad-lib as needed): WHY ARE YOU CHASING ME? I was 

just kidding about your girlfriend being a whore! 
 
(He tries to escape by scaling a fence) 

 
JD: +Get off the fence-, get off the damn fence! 
 

Violin – lead in rhythm recalling dialogue 
2 Vamp 3. repeated twice. Senza sord at 

70, vibrato on long held tones. Match 

other parts at 79, quick ascent to repeated 
high E natural at fff. 
Electric Bass – Match the rhythm of the 

reed and trumpet but drones a note for 
each repetition. 
Reeds – Rest until 70. Ff. Play the tremolo 

chase theme three times then cres via a 
chromatic ascending run up to A# at fff. 

Switch to oboe. 
Drums – subito piano. Fermata scrapes on 
the crash. Ahead of the beat at 70, 

alternating accents with more open sound. 

During the chase, the hi-hats play with the 
reeds while the bass drum hits quarter 

notes. A quick turnaround prepares each 

repeat. 
Trumpet – Harmon mute in. Vamp on 

syncopated pattern 67-68. Play the 

accented end of the run, quarter notes on 
F#, with the reeds going into 81. 

Emphasis – The interjection JD makes the strongest 
impression of the dialogue, and its usage as a musical cue 

for the chase sequence adds to the stress placed upon it.   
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(Kurt stops, halfway up. He turns back, exhausted and crying.) 
 

Kurt: I don't understand!                                                       

 Chorus #3 
mm. 83-90 
 
“Slower, in 4” 
 
@ 89 
“Slower, gently” 

Sung: 
JD (pointing the gun at Kurt):  

-We can start and finish wars 
We're what killed the dinosaurs 
We're the asteroid that's overdue+ 
 
Spoken:  

Kurt: Stop being a dick! 
 
Sung: 
JD: The dinosaurs will turn to dust 
 
Spoken: 
Kurt: What does that mean?! 
 
Sung: 

JD: They'll -DIE+ because we say they must 
 
(He shoots Kurt, who crumples to the ground, dead. Veronica 

enters, horrified.) 

 
Spoken:  

Veronica: What the FUCK HAVE YOU DONE?! 
 
(Beat. JD looks at her and smiles with gentle certainty) 

Electric Guitar – Heavy distorted power 

chords at 86-88. Tune low E down to D at 

90. 
Piano – Downbeat whole notes over mm. 

83-85. 
Violin – tremolo octave double stops 
Electric Bass – Tune low E down to D. 

Match the rest of the band. 
Reeds – Build tension via syncopation w 
rest of band. Solo on the rhythm of “the 

new world needed room…” mm. 89-90. 
Drums – build intensity going into 87, 
throughout 88, cut off suddenly with the 

gunshot. Single dead notes on beat one 
only 89 and 90. 
Trumpet – cres to f in 86-87. Accents, 

stop at end of measure. 

Voice – JD's vocal at 83 is marked piano and is less song-

like than previous iterations of the chorus. Dark and 

menacing, this builds into “overdue.” Kurt and Veronica's 
voices are piercing.    
Emphasis – JD puts an emphasis on the second “dinosaurs”, 

accenting the first syllable, and the word “dust” is equally 
accented.  “Die” also takes on dark and intense tone, heavily 

accented as well. 

Bridge #3 
mm. 90-95 
 
Slower, gently 
 
@91: Tempo Primo 

Sung:  

JD: 
-I worship you 
I'd trade my life for yours 
They all will disappear 
We'll plant our garden here+ 
 
(Veronica sinks to her knees, stricken. JD kneels behind her) 

Electric Guitar – Continued distortion. 
Glissando into the opening motif again, 

pitched higher and extended by two notes. 
Piano – Like Bridge 1. 
Violin – Ascending pattern and increased 

harmonic rhythm, dramatic crescendo. 
Electric Bass – Repeat pattern from 
previous. 
Reeds – Clarinet. Cres mp tp ff, building 

tension again, suspicion, etc. 
Drums – Thin texture from beginning 

returns. 
Trumpet – Play the end of the phrase w/ 
reeds. Cres mp – ff. 

Voice – Staring very soft, the intensity in the voice grows in 
dynamic and timbre by “disappear,” and is full-chested by 

“garden here” 
Emphasis – The stress on the words “disappear” and “our 
garden here” stick out amongst the rest of the passage. 
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Closing 
mm. 96-104 

JD: 
Our love is God 
Our love is God 
Our love is God 
-Our love is God+_ 
-Our love is God+ 
 
(JD gathers Veronica into his arms. Either he doesn't notice her 

obvious horror, or he won't acknowledge it. Veronica, overwhelmed 

but shock and dread, is powerless to break away.) 

 
Veronica:  

#OUR LOVE IS GOD# 
 
JD:  
-Our love is God+ 
 
Veronica:  
#OUR LOVE IS GOD# 
 
JD:  

Our love is God 
 
Veronica:  

#OUR LOVE IS GOD# 
 
JD: 
Our Love is #GOD# 
 
(Blackout. End Act One) 

Electric Guitar – “Dark ominous fuzz” at 
96. Match Reeds and Bass. 
Piano – Steady quarter notes continue. 
Violin – senza sord. Sustained accented 
quarter notes, 
Electric Bass – “Dark Ominous Fuzz” at 

96, mp. Held low D on beats 2-4 through 
99. Stay on low D, match rest of group for 

rhythm to close. 
Reeds – Oboe. Repeated connected 
quarter notes, intensity of accent grows 

until the fermata. Sffz the final note. 
Drums - Thinner texture 96-99, cres. and 
thickened texture at 100, Building until the 

sffz at 104 and then cut off. 
Trumpet – Open. Start at mp and build to 
ff on quarter notes by 102. Fermata the 

penultimate note. Sffz the final one. 

Voice – Dissonance between JD and Veronica's vocals 
creates a tense, darkened effect as the act closes. JD begins 

using recitative, and becomes fuller, sung by the third/fourth 

repeat of the phrase. 
Emphasis – The repetition of the phrases in both voices 

becomes the emphasis point here, most notably after the 

dissonance between the two is introduced with the ensemble 
harmony underneath. 



Korpi 155 
 

2-5a “Chase” Theme183 

 

 

 
183 Kevin Murphy and Laurence O’Keefe. “No. 10: Our Love Is God.” In Heathers the Musical. Edited by Michael 

Croider (New York, NY, 2015), 7. 
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2-6: Theatrical Content, “Our Love is God” (Act One, Scene Ten)184 

Formal 

Section 
Lyrics and Stage Directions Theatrical Content 

Dialogue lead in 
 

 Spoken:  
Veronica: You okay?  

 
(JD nods, recovering) 
 
JD: Sort of. Are you? 
Veronica: I'm fine. Awesome.  

 
(But she's still trying to stop crying) 
 
Sorry about the waterworks. 

Mise-en-scène: 

Setting: The high school. Depicted with the stair set piece split in half on 

either side of the stage, two blue lockers on the insides of each piece. The rest 

of the area is open.  

 
Lighting: Overhead lighting depicts fluorescent school hue.  

 
Costuming: JD wears the same thing as he did in “Freeze Your Brain” only 
the plaid shirt has been removed and he is now in all black. The other students 

wear colourful 80s themed outfits, except Kurt and Ram, who wear blue jeans 

and letterman jackets. 
  
Contexts: 

- Introduction of the “love” theme 
- Deification 
- Differentiation from others in the story 

 
Structures: 

-  Gradual increase in physical contact as JD discusses his emotions 
in song, led by Veronica. 

- Gentle romantic contact is a stark visual contrast to the beating JD 

takes immediately preceding the song. 
 

Verse One 
 

Sung: 
JD:  
They made you cry 
But that will end tonight 
You are the only thing that's right about this broken world 
Go on and cry 
But when the morning comes 
We'll burn it down and then 
We'll build the world again 
Our love is God. 

Verse Two 
 

Spoken:  

Veronica: Are you okay? 

 
Sung:  

JD:  
I was alone 
I was a frozen lake 
But then you melted me awake 
See, now I'm crying too 
You're not alone 
 
Veronica:  

You're not alone 
 
JD: 
And when the morning comes 
 
Veronica:  

When the morning comes 
 
JD:  

We'll burn away that tear 
And raise our city here 
 
Veronica:  
Raise our city here 
 
Both:  

Our love is God. 

 
184 Heathers full musical. “Our Love Is God - Jamie Muscato & Carrie Hope Fletcher - Heathers.” 

https://www.youtube.com/watch?v=31Hm32j0XN0. 

An alternative view of the theatrical elements of this sequence can be seen here: Unhappy Erik.”Heathers P1- Olivia 

Moore.” https://www.youtube.com/watch?v=8hrjTfq6J5c. This sequence start at 55:40 and goes to the end. Note 

that the performers are not as clearly visible, but the elements outside of performance are more visible. 

https://www.youtube.com/watch?v=31Hm32j0XN0
https://www.youtube.com/watch?v=8hrjTfq6J5c
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Dialogue #1 
 

Spoken: 
(lights change. We're in JD's bedroom. JD watches Veronica 

dial the phone.) 
 
(The phone rings in Kurt's house. Kurt answers, Ram listens 

in.) 

 
Kurt: Yeah-lo? 
Veronica: Kurt…? 
Kurt (Pointedly, at Ram): Hey! Veronica? 
Veronica: Sorry about the other night. I just couldn't decide 

which of you two, hot gentlemen I wanted to be with. Then I 
realized… why decide at all? 
Kurt: Wait, what? 
Veronica: Meet me at the cemetery. At dawn. 
Kurt: Who? Me or Ram?  

Veronica: Yes. (She hangs up) 
Ram: What'd she want? 
Kurt: Us! 

Ram: No way! 
 
(lights out on Kurt and Ram) 

Mise-en-scène: 

Setting: JD’s bedroom. JD and Veronica sit on one half of the stairs set piece 

to stage left. The use a wired rotary phone. Kurt and Ram are stage right, 

answering a phone that looks like a football. No set change, all depicted 
through lighting.  

Lighting: The bedroom is depicted with a warm yellow (like a reading lamp, 

not a banana) toned spotlight on JD and Veronica, and a harsher white 
overhead light on Kurt and Ram. For chorus #1 and Bridge #1, the warm light 

expands to a large square, and circular lights follow JD and Veronica. 
- At the entrance of Fantasy Kurt/Ram, pink lighting shines in the 

square they took the phone call in earlier. 
- After “hunt some jocks” the bedroom lighting is faded out 

Chorus #1 
 

Sung:  

JD:   
We can start and finish wars 
 
Both: 
We're what killed the dinosaurs 
We're the asteroid that's overdue 
The dinosaurs choked on the dust 
They died because God said they must 
The new world needed room for me and you 

Bridge #1 
 

JD: 
I worship you 
I'd trade my life for yours 
They all will disappear 
We'll plant our garden here 
 
Veronica:  

Plant our garden here…. 
 
JD: 

Our love is God 
 
Veronica:  
Our love is God 
 
JD: 
Our love is God 
 
Veronica:  

Our love is God 
 
JD: 

Our love is God 
Dialogue #2 
 

(He opens a box and pulls out two WWII vintage Luger 

pistols. Veronica flinches.) 
 
Spoken: 
Veronica: Whoa, are they real? 
JD: Yeah, but we're filling them with ich luge bullets. 
Veronica: “…ich luge”? 
JD: My grandad scored them in world war two. They 
contain a powerful tranquilizer. The Nazi's used them to 

fake their own suicides when the Russians invaded Berlin. 

We'll use them to knock out Ram and Kurt long enough to 
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make it look like a suicide pact. Complete, with a forged, 
suicide note. 
 
(Fantasy Kurt and Fantasy Ram enter) 
 
Fantasy Kurt & Fantasy Ram: “Ram and I died because 
we had to hide our gay forbidden love to a mis-approving 

world.” 

 
(They exchange a look and exit, holding hands) 

Bridge #2 
 

Sung:  

 
JD: 
And when the morning comes 
They'll both be laughing stocks 
 
Both: 
So, let's go hunt some jocks 

Dialogue #3 
 

 

 

(Lights change. It's dawn, out at the cemetery. Ram and 
Kurt enter, excited and even a little nervous about the 

upcoming events. Ram wears a tie.) 

 
(Veronica is waiting for them) 
 
Spoken: 
Kurt: (A little bashful): Hi…Veronica 
Ram: Uh… so do we just whip it our or what? 

Veronica: Take it slow, Ram. Strip for me. 
 
(They eagerly strip shirtless. Ram removes his tie.) 

 
Veronica: Oh, I liked the tie. 
 
(Ram hastily reties it) 

 

Ram: My mom bought it for me. 
 
(They continue to strip, to their underpants.) 
 
Kurt: What about you? 
Veronica: I was hoping you'd rip my clothes off me, Sport. 

Count of three.     
 
(Kurt and Ram stand awkwardly in anticipation. Ram 

giggles.) 
 
Veronica: One….Two…. 
JD: Three. 
 
(JD steps out of hiding and nonchalantly shoots Ram dead. 

Veronica fires awkwardly at Kurt, missing him completely. ) 

 
Kurt: Aaauugh! Holy crap! (He runs away) 

 
JD: Stay there, I'll get him back! (He runs after Kurt) 

 
(Veronica, suddenly worried, nudges the motionless Ram 

with her foot) 
 
Veronica: Ram? You're just unconscious right? Ram? Ram! 
 
(JD chases Kurt) 

Mise-en-scène: 

Setting: The cemetery. The set up is the same as previous, this time with the 

lockers removed, and a fence placed at the upstage below the balcony.  

Lighting: 
- Twilight blue lighting covers the font of the stage, and around the 

balcony and under it there is green lighting and thick fog. 
- AT JD’s line “Three,” the gunshots are two white flashes of light, 

and the green hue expands to the previously blue area. A white 

spotlight follows JD. 
- The same follows Veronica when she gets up from the ground. 
- Bridge #3 features a lighting transition from the green hue to a 

blue/green hue, and more fog spilling out from under the balcony. 
- At this point the lights in the outer edges of the stage go out 
- White spotlight on JD and Veronica in the centre of the stage. 
- Blackout at the end of the song. 

 
Structures: 

 
- The realization of JD’s violence is realized visually, and the 

closing of distance between he and Veroncia takes on a new 
contextual meaning. 
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Kurt: (ad-lib as needed): Why are you chasing me? I was 

just kidding about your girlfriend being a whore! 
 
(He tries to escape by scaling a fence) 

 
JD: Get off the fence, get off the damn fence! 
 
(Kurt stops, halfway up. He turns back, exhausted and 
crying.) 

 

Kurt: I don't understand!                                                       
 Chorus #3 
 

Sung: 
JD (pointing the gun at Kurt):  

We can start and finish wars 
We're what killed the dinosaurs 
We're the asteroid that's overdue 
 
Spoken:  

Kurt: Stop being a dick! 
 
Sung: 
JD: The dinosaurs will turn to dust 
 
Spoken: 
Kurt: What does that mean?! 
 
Sung: 

JD: They'll die because we say they must 
 
(He shoots Kurt, who crumples to the ground, dead. 

Veronica enters, horrified.) 

 
Spoken:  

Veronica: What the fuck have you done?! 
 
(Beat. JD looks at her and smiles with gentle certainty) 

Bridge #3 
 

Sung:  

JD: 
I worship you 
I'd trade my life for yours 
They all will disappear 
We'll plant our garden here 
 
(Veronica sinks to her knees, stricken. JD kneels behind her) 

Closing 
 

JD: 
Our love is God 
Our love is God 
Our love is God 
Our love is God 
Our love is God 
 
(JD gathers Veronica into his arms. Either he doesn't notice 

her obvious horror, or he won't acknowledge it. Veronica, 

overwhelmed but shock and dread, is powerless to break 
away.) 

 
Veronica:  

Our love is God 
 
JD:  
Our love is God 
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Veronica:  
Our love is God 
 
JD:  
Our love is God 
 
Veronica:  

Our love is God 
JD: 
Our Love is God 
 
(Blackout. End Act One) 
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2-7: Musical and Lyrical Content – “Meant To Be Yours” (Act Two, Scene Six) 185 

Formal 

Section / 

Time Cue 

Lyrics (and vocal production emphasis) Sonic Content Verbal and Vocal Content 

 __  sped up 
Italics denote stress 
Bold denotes harsh delivery / aggressive or rough tone 
CAPITAL letters denote sudden or dramatic increases in 

dynamic level 
*Asterisks* on either side of the text denotes a sudden or 

dramatic decrease in dynamic level 
-minus to plus signs+ on either side of the text denote a 

gradual increase in dynamic over a period 
+plus, to minus- on either side of the text denote a gradual 

decrease in dynamic over a period 
#pound symbol# on either side of the text indicates belting 

 

 

 

Dialogue lead 

in / cue 
(Act 2, Scene 6) 
  
Quarter note = 

188 

Spoken: 
JD: KNOCK KNOCK! Sorry to come in through the window. 

DREADFUL etiquette I know. 
Veronica (offstage): Get out of my house! 
 
(JD pulls out a gun. Looks around. Tries to open the closet 

door. It's locked.) 
 
JD: *Hiding in the closet? C'mon, Unlock the door. * 
Veronica (offstage): -I'll scream, and my parents+ will call the 
police. 
JD: -All is forgiven, baby! Come on out, get dressed+, 

+you're my date to the pep rally tonight. - 
Veronica (offstage): What? Why? (Cue music) 
JD: Our classmates thought they were signing a petition! YOU 

GOTTA COME OUT HERE AND SEE WHAT THEY 

REALLY SIGNED!   

The band does five measures of accented 

eight note hits on beats 1 and 2 of mm.68-

74 with repeats indicated 2x on mm. 70-71 
and 2x on 72-73 (marked “Hard Angry 

Rock, a but slower, in 4). M. 74 is vamped 

until Veronica gives the vocal cue to go 
into the intro to verse one (the line “What? 

Why?) 

Voice – The written direction for the spoken voice in the 

libretto reads “JD climbs in the bedroom window, amped 

and darkly chipper.” 
Emphasis – This scene reveals to the audience the extend of 

JD's plan, and the stress placements used by Muscato 

account for this. He uses a taunting/sarcastic tone on 
“knock, knock” only to completely flip into anger as the 

scene progresses, saying with a near growl “ DREADUL 

ETTIQUETTE, I know”.  The delivery quiets and becomes 
sinister for the following line “Hiding in the closet?...” and 

becomes hyped and dismissive once the music cues, he 

raises his voice at the end, screaming the final line to 
Veronica with the same harsh delivery used in the music to 

come. 

Verse One 
 
mm. 78-93 
 
“Hard angry 

rock, a bit 

slower, in 4.” 

You chucked me out like I was trash 
For that you should be dead 
-But, but, but! + 
Then it hit me like a flash 
-What if high school went away in-stead? + 
THOSE assholes are the key 
They’re keeping you away from me 
They made you blind 
Messed up your mind 
-But I can set you free+ 

Electric Guitar –Starting on f dynamic, 

with a marker for heavy distortion. Heavy 

marcato eight note chordal (F#5, C#m) 
hits on the beat. Dead eight notes on beats 

2-4 in mm. 87-88. Descending 
chromaticism into the end of the phrase, 

starting from the G#5 chord and 

descending from G double sharp and 
downward. 

Voice – Relatively clear with several moments of outburst 

on particular syllables. “trash” “dead:, “ and gradually 

increasing in intensity on “but but but. “ Dynamic remains 
consistent throughout, and the voice is measured yet 

menacing. 
Emphasis - Stress is placed on the off beat and on particular 

words, placement is obvious.  On “Those assholes…' the 

emphasis is accented on “those,” with “assholes” being the 
afterthought. On “messed” a harsh, spitting sound is used. 

 
185 Heathers full musical. “Meant to Be Yours - Jamie Muscato - Heathers.” https://www.youtube.com/watch?v=kiPZuWS2S-k. 

https://www.youtube.com/watch?v=kiPZuWS2S-k
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Piano – Enter m. 87, double the vocal 
melody with a figured lead into each 

phrase. 
Violin – Repeating eight notes, 78, cresc 
into Verse one. Rest to 93, eighth notes 

again on 94. 
Electric Bass – On the beat 8th nots at 
forte, on F#, C#, then match vocal. 

Syncopated rhythm 86-93.   
Reeds – start on Bari Sax. Mp, growl 
going into mm. 79. Tempo reassuring 

rhythm through to 93. 
Drums – Tempo driving chug pattern 
repeats. Add more 
Trumpet – Enter at 78 w/ straight mute in. 

Syncopated 8th notes matching the vocal 
rhythm every 8 bars (m. 86, 94) 

Verse 2 
 
mm. 94-109 

You left me and I fell apart 
I punched the wall and cried 
BAM! BAM! BAM!  
Then I found you'd changed my heart 
And set loose all this -truthful shit in-SIDE+ 
And so I built -a bomb+ 
Tonight our school is Vietnam 
-Let's guarantee they never see their senior prom+ 

Electric Guitar – Marcato hits on F#5 and 

C#m return. Stream of dead notes 

punctuated by syncopated chordal hits 
repeats several times (E/G# -> A w/ b5), 

very low in the mix, evoking a feel of rock 

affect. M. 109 switches to 6/4 time and 
adds glissando over the last 3 beats. 
Piano – Same as last section, scalar lead 
into the chorus. 
Violin – Rest to 108. Ascending 16th to 

triplet eighth notes 109. 
Electric Bass – Repeat previous 

description w/o matching vocal. 
Reeds – 8th note on the beat D#, A#, then 
match the vocal rhythm through 102-103. 

Repeat with variation through 109. 
Drums – Repeat last section. 
Trumpet – Syncopated rhythm continues. 

Voice – The off-beat accentuation continues here, and the 

dynamic stays the same. The gradual intensity increases on 

“but but but” is here replaced with initial full force on “bam 
bam bam” Some of the musicality is dropped in favour of 

recit style delivery on “built a bomb” and “School is 

Vietnam,” before the connected sung sound returns for the 
final lyric. 
Emphasis – Moments of clear aggression are emphasized 
here. “Bam bam bam” “A bomb” “Vietnam,” and “they 

never see” being all emphasized by rougher delivery. The 

rest of the dialogue becomes muddier, with less clear 
emphasis on the off beat as the verse unfolds. 

Chorus 1 
 
mm. 110-124 
 
“Ballad Feel, 

same tempo, in 

2” 
 
@ mm. 122 
“Steady power 

chug” 
 

*I was meant to be yours!* 
We were meant to be one 
-Don't give up+ on me now! 
Finish -what we've begun!+ 
I was meant to be yours! 

Electric Guitar – Overdrive pedal.   

Abrupt key change to B+. Cut Time. 

starting in mm. 112 the part alternates 
between 3/2 and cut time for the remainder 

of the chorus. Note changes matches the 

vocal rhythmically, chromatic ascent mm. 
119-122, ending on a quick glissando to E. 

On the beat quarter notes end the chorus 

and bring about the next verse. 
Violin – Sequence pattern repeats three 

times: 110-112, 113-115, 116-119, then 

fragments 120-121, leading into a held B 
122-124. 
Electric Bass – Match the Reed part. 

Voice – Much softer, the peak of each line is amplified by 

crescendo. The ballad feel shines through the lack of rough 

delivery established in the verses, it feels constrained.   
Emphasis – No particular phrase is emphasized as in the 

verses, though the peak of each line is stressed to a greater 

degree than the others. For example, “to be one”, “on me 
now,” “We've begun” and so on. 
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Reeds – Rest until 116. Ascending quarter 
note pattern in cut time, w/ cres heightens 

energy through the end of the chorus. 
Drums – Sparser pattern, use of ride 
cymbal. Increase dynamic to mp and later 

to mf. 

Verse 3 
Part 1 
  
mm. 125-132 
 
“Hard angry 

rock again, 

snares on 2+4” 
 

So when the high school gym GOES BOOM! 
With ev'ryone inside 
Pkhw! Pkhw! Pkhw! 
In the rubble of their tomb 
We'll plant THIS note explaining why they DIED 

Electric Guitar – return to 4/4 time, 

abrupt key change to A+. Marcato hits on 

F#5 and C#m. syncopated chordal motion 
leads into the spoken/sung interjection.   
Violin - Marcato 8th notes on the beat. 

Match vocal at 132. 
Electric Bass – Marcato 8th notes on the 

beat. Match vocal at 132. 
Reeds – Repetition of eight notes on the 
beat. 
Drums – Repeat verse one and two 

pattern. 
Trumpet – vocal rhythm matching @ 

forte, mm. 132-133. 

Voice – An immediate switchback from the ballad feel of 

the first chorus. The tone and delivery both become darker 

and more intense than the first and second verse, with 
seemingly less space between words. The energy becomes 

more menacing and intense. 
Emphasis – The points of emphasis here are more 
emphasized than those in the previous two verses. “goes 

boom” becomes the point of contention for the rest of the 

phrase to build off of. The interjecting “Phkw! Pkhw! 
Pkhw!” is delivered as impersonating gunshot sounds. Harsh 

stress on “this note” and “died” foretelling the contents of 

the note.                                                                                          

Note Read/ 
Interjection 
 
Mm. 133-145 

WE, the students of WESTERBERG HIGH 
WILL DIE 
Our burned bodies may finally get through 
To YOU 
Your society churns out SLAVES and BLANKS 
No thanks 
Signed the students of Wes-ter-berg High 
GOODBYE 

Electric Guitar – Marking for “Airy 
fuzz”, pp chords held for 2-3 bars (F7/Eb, 

Cm6, Ab7/Gb, Ebm6) each. 
Piano – three quarter note lead into the 
dialogue. 
Violin – Rest until 138. P dynamic held 

tones, A/D, G#/C#, G natural / C natural. 
Electric Bass – Sustained long tones, Eb, 

at pp, C natural, Gb, Eb. 
Reeds – Rest until 140. Sustained Bb 140-
142. Marked as “hollow, quasi bass 

clarinet.” Switch to A natural. 
Drums – Keep time with ride and crash.   
Trumpet – Vocal match 132-133. 

Voice – Recit, spoken-ish. Again, the entire delivery is 
heightened and made more tense from the previous verse. 
Emphasis – The emphasis is placed on the buzz words of 

the phrases, “die” “Slaves and blanks” “No thanks” 
“goodbye,” adding to the melodrama. 

Verse 3 
Part 2 
 
mm. 146-154 

We'll watch the smoke pour out the doors 
Bring marshmallows, we'll make smores 
We can smile and cuddle - #while the fire roars# + 

Electric Guitar – Distorted return to the 

rhythmic pattern used in verse 2. 
Piano - Same as Verses one and two, with 

the chorus lead in stretched to four beats. 
Violin – Ascending held tremolo tones, 
through 152. Syncopted rhythm goes into 

a n ascending tuplet pattern, cres to forte 

for the next section. 
Electric Bass – Repeat syncopated 

pattern. Slide at 154. 
Reeds – Syncopated pattern continues. 
Drums – Denser pattern, this time with 

fill. Dynamic gradually goes from mf to f. 
Trumpet – continued. 

Voice – An overall increased energy, less muddy and 

muttering delivery, quickened tempo, angry energy becomes 
a frantic and unsettled euphoria. “we'll make smores” “smile 

and cuddle while” are delivered while almost laughing. 
Emphasis – The emphasis placed on the ends of phrases 
with a lift in the voice, exclamatory. These are each very 

similar. A particular stress is placed on “roars” with a bit of 

a snarl added to the end of the note. 
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Chorus 2 
 
mm. 155-166 
 
“Monster 

moderato heavy 
metal, in 2, half 

time feel” 
 

#I WAS meant to be yours! 
-We were meant to be one! + 
+I can't make it alone! 
Finish what we've begun! +# 

Electric Guitar – Repeat chorus one, 
though the ascending chromatic motion 

prepares the coming key of C major 

instead. Additionally, cut off the last note 
after one beat rather than holding for four.   
Piano - 
Violin – Tuplet half note pattern leading to 
accented quarter note repeats twice. The 

rest of this section makes up a back beat 

counter melody that sustains the main 
melody for longer. 164-166 matches the 

vocal part rhythmically. 
Electric Bass – Evenly stressed quarter 
notes, but otherwise matching the reeds. 
Reeds – Ab+, cut time. Cress into forte, 

Alternating stress on quarter notes through 
163. Ascending chromatic pattern 

matching the trumpet 164-166. 
Drums – Half time ride with fill.   
Trumpet – Change to Db+, cut time, 

alternating with 3/2 time. Rhythm pattern 

quarter note, beat sustaining rhythmic 
pattern repeats in an ascending manner. 

Straight mute out at 164. 

Voice – Consistent forte, full voiced. Straight tone. Though 
more legato than previous verses or the previous chorus, the 

tone is a lot darker and unsettled. 
Emphasis – The first “I” of the chorus is given with a rough 
tone, a snarl type harsh sound that roughs the edges of the 

rest of the chorus. Suggestion of the release of something 

that had long lurked beneath the surface. 

Chorus 3 
 
mm. 167-174 

#YOU WERE MEANT TO BE MINE! 
I AM ALL THAT YOU NEED! 
YOU CARVED OPEN MY HEART! 
CAN'T JUST LEAVE ME TO BLEED! # 

Electric Guitar – C+, 3/2 time, forte. 
Syncopated chordal rhythm on off beats 

(C5, G/B, F5). Quarter note motion, 

ascending mm. 174, ending in a glissando 
down from Eb down to lower Eb/A. 
Violin – Trill on held tones w/ 16th note 

lead in x3. 173-174 match vocal rhythm, 
w/double stops. 
Electric Bass – Match the reed. 
Reeds – Accented syncopated pattern 167-
170. Steady quarter notes, ascending again 

at 173-174. 
Drums – Crash cymbal every three beats. 
Play syncopation with reeds.  Add cymbal 

at 171. 
Trumpet – G+. Match the vocal melody 
line. 

Voice – fff, peak of the song's intensity, in heightening the 
tension and adding in harsh deliveries on select phrases, the 

vocal line confers the frantic energy supported by the 

accompaniment. 
Emphasis – “Meant to be mine” “I am” and “can't” are all 

done using increased stress and harsh delivery, adding to the 

metal/rock tone of the song.   

Bridge 
 
mm. 175-195 

Veronica, *open the, open the door please, 
Veronica, open the door. * 
Veronica can we not fight anymore please? 
Can we not fight anymore? 

-Veronica, sure, you're scared I've been there. 
I can set you free! + 
Veronica don't make me come in there! 
#I'm gonna count to three! # 
ONE, TWO, FUCK IT! 

Electric Guitar – marcato hits to match 

the ensemble's SATB vocal lines. Marking 

for “very heavy distortion” at 180 through 

to the end of the section. Gradual cres 

from mf to f 183-186, alternate 

syncopation with the vocals. Syncopate on 
B7/F, Bb7.  % mm. 190 twice. Ff accented 

hits on B7. sffz tremolo on mm. 191. % x2 

then rest x2 measures. 

Voice – Recit, spoken-ish again. A complete 180 from the 

previous sections.  Breathy and filled with despair. The 

accompaniment's frantic sound comes to surface here. The 

voices from the ensemble parts echo the voice and add 

additional texture to the sequence. 
Emphasis – the switchback to softer but panicked delivery 
is notable. When the content of the initial verses is 

referenced the previous anger and aggression is 

reintroduced, otherwise it is (while still over the top and 
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(JD kicks open the door) 
 
(VERONICA dangles from an improvised bedsheet noose. 

Dead.) 
 
Spoken: 
JD: Oh… God…. No…. Veronica…. 

Piano – Enter at 192, ascending fifth 
chords through 195. 
Violin – Very similar to the reed/trumpet 

parts. Sparser. Same ascending pattern 
w/cres 184-186. 
Electric Bass – Match the reeds. 

Sustained octave D's fp, 192-195. 
Reeds – Sporadic pattern with varied 

dynamic changes 174-190. Rest 191-196. 
Drums – Punctuates the action with other 
parts, crash + Kick combo. Filled chug 

pattern lead in to 191. 
Trumpet – Rest until 181. Ascending 
chromatic pattern increases in harmonic 

rhythm and dynamic until 186. Straight 

mute reinserted at 189. Ascending pattern 
repeats twice at 190, then straight mute out 

again. 

aggressive) softer.  On the final written dialogue, the words 
seem to matter less than the delivery. The 

Closeout 
 
“Slow 

unbearably sad 
Gandalf has 

fallen to his 

death type 
music” 
 
@ mm. 214 

“Dictated” 
 
mm. 196-218 

*Please don't leave me alone… 
You were all I could trust… 
I can't do this alone…* 
#STILL I WILL IF I MUST! # 
 
Spoken: 
MOM (offstage): VERONICA! 
 
(JD leaps out the window) 
 
MOM (offstage):  I made you a snack! Veronica? (she sees the 
body) 
AHHHH! 

Electric Guitar – p on low A, down to G 

at 200. Arpeggiated Fm at 204, switch to 
¾ time at 208. Subito ff. Db pattern % on 

G5, then switch to dictated quarter note 

chord in 4/4. Marcato hit with a stop 
afterward. Syncopated rhythm on C5 ends 

the song. 
Piano – match the vocal part and hold 

bass note.   
Violin – Held C at pp with bobby pin 
swells, switch to G at 204. Match the rest 

of the band through to the end from 208. 
Electric Bass – Held F/A, Gmaj7sus4 -> 
C/G. From 208, match the reed/trumpet. 
Reeds – Rest until 208. Match the vocalist 

rhythm 208-210, match band to tne end. 
Drums – mm. 196-206: Crash downbeat 

on each 3-bar vocal motif, with a quarter 

note ride lead in. mm.208-213: subito ff ¾ 
chug pattern with crash hits until 214. 

Then dictated kick+crash chokes to end. 
Trumpet – Rest until 208. Sub. ff. Match 
the vocal part until 214. Then match the 

band to the end. 

Voice – Recitative first three lines, the final line “still I will 

if I must” is belted with a tight/pinched sound in the voice. 
Emphasis -Even, with the added stress to “still I will if I 

must.” 
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2-7a Transcription of the “Chase” Motif Repetition in Bridge Section186 
 

 
186 Kevin Murphy and Laurence O’Keefe. “No. 17: Yo Girl/ Meant To Be Yours.” In Heathers the Musical. Edited by Michael Croider (New York, NY, 2015), 

15-17. 
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2-8: Theatrical Content, “Meant To Be Yours” (Act Two, Scene Six)187 

Formal 

Section 
Lyrics and Stage Directions Theatrical Content 

Dialogue lead 

in 
 

Spoken: 
JD: KNOCK KNOCK! Sorry to come in through the window. 
Dreadful etiquette, I know.   
Veronica Get out of my house! 
 
(JD pulls out a gun. Looks around. Tries to open the closet 

door. It's locked.) 
 
JD: Hiding in the closet? C'mon, Unlock the door. 
Veronica: I'll scream, and my parents will call the police. 
JD: All is forgiven, baby! Come on out, get dressed, you're my 

date to the pep rally tonight. 
Veronica: What? Why? 
JD: Our classmates thought they were signing a petition! You 

gotta come out here and see what they really signed! 

Mise-en-scène:  

Setting: Veronica’s bedroom. Dead Heather Chandler, Kurt 
and Ram stand under the balcony. The bedroom window sits to 

stage left. Veronica paces in the closet on the upper balcony. 
Lighting: 

- Harsh white lighting follows JD throughout the 

song. The dead students are washed over in green, 

and the balcony is lit more warmly and evenly than 
the lower stage. The square of lighting on the stage 

floor suggests moonlight coming in. 
 
Costuming: JD wears the same things he wears in “Our Love 

is God,” all black.  

 
 Contexts: 

- Belief that the social system ended the relationship. 
- Reiteration of emotional reaction to end of 

relationship, desire for and expressions of violence 
 
Structures: 

- JD enters through a window stage left 
- He paces the lower level 
- Veronica paces on the upper balcony on the back 

wall. 
- Dead Heather, Kurt and Ram stand underneath the 

balcony. 

Verse One 
 

Sung: 
JD: You chucked me out like I was trash 
For that you should be dead 
But, but, but! 
Then it hit me like a flash 
What if high school went away instead? 
Those assholes are the key 
They’re keeping you away from me 
They made you blind 
Messed up your mind 
But I can set you free 

Verse 2 
 

 

You left me and I fell apart 
I punched the wall and cried 
Bam! Bam! Bam!  

Then I found you'd changed my heart 
And set loose all this truthful shit inside 
And so I built a bomb 
Tonight our school is Vietnam 
Let's guarantee they never see their senior prom 

Chorus 1 
 

 

I was meant to be yours! 
We were meant to be one! 
Don't give up on me now! 
Finish what we've begun! 
I was meant to be yours! 

Lighting: During the chouses, blue light is added to the white 
 
Contexts: Desire to resume relationship. 
 
Structures: JD stands centred, no one else moves. 

Verse 3 
Part 1 
 

So when the high school gym goes boom! 
With ev'ryone inside 
Pkhw! Pkhw! Pkhw! 
In the rubble of their tomb 
We'll plant this note explaining why they died 

 Lighting: Wider spread green lighting, addition of fog. 
  
 Contexts: 

- Distinction of the relationship as special against 

any extreme, non-conformism 
- Misanthropy 

 
Structures: 

- Students enter and stand to the right in a formation 
- JD conducts them as they recite the note 
- He returns to pacing the stage in Verse 3 part 2 

Note Read/ 
Interjection 
 

 

We, the students of Westerberg High 
Will die 
Our burned bodies may finally get through 
To you 
Your society churns out slaves and blanks 
No thanks 
Signed the students of Westerberg High 
Goodbye 

 
187 For an alternative view of the theatrical elements of this sequence, see Unhappy Erik. “Heathers P2- Olivia 

Moore.” https://www.youtube.com/watch?v=fyLndZE-EJw. This sequence begins at 44:22. Note that in this version 

the performer is not clearly visible. 

https://www.youtube.com/watch?v=fyLndZE-EJw
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Verse 3 
Part 2 
 

 

We'll watch the smoke pour out the doors 
Bring marshmallows, we'll make smores 
We can smile and cuddle while the fire roars 

Chorus 2 
 

 

I was meant to be yours! 
We were meant to be one! 
I can't make it alone! 
Finish what we've begun! 

 Lighting: The green lighting is removed, and the blue 

lighting replaces it again. 
 
Contexts:  
- Repeat of the previous chorus context, with heightened 

intensity 
 
Structures: 

- Student ensemble leaves 
- Dead Heather, Kurt, Ram move to upper level 
- JD still centered 

Chorus 3 
 

 

You were meant to be mine! 
I am all that you need! 
You carved open my heart! 
Can’t just leave me to bleed! 

Bridge 
 

 

Veronica, open the, open the door please, 
Veronica, open the door! 
Veronica can we not fight anymore please? 
Can we not fight anymore? 

Veronica, sure, you're scared I've been there. 
I can set you free! 
Veronica don't make me come in there! 
I'm gonna count to three! 
One, Two, Fuck it! 
 
(JD kicks open the door) 
 
(Veronica dangles from an improvised bedsheet noose. Dead.) 
 
Spoken: 
JD: Oh… God…. No…. Veronica…. 

 Lighting: All light is removed except a single harsh white 

spotlight on JD, and a barely luminous green glow on Dead 
Heather, Kurt, and Ram on the upper balcony. 

- After he kicks the door down the spotlight goes up 

to where Veronica stands, and the stage is washed 
in a swath of blue light that burns brightest where 

Veronica hangs. 
- At the entrance of the mother, the warm light in the 

lower stage returns, the blue light stays on the 

upper level. 
 
Contexts: 

- Repeat of the chorus context, heightened intensity, 
and desperation. 

- Use of force 
- Anguish and resolve over perceived death of 

Veronica 
 
Structures: 

- JD paces near the window, eventually climbing the 

stairs and kicking the door in 
- Veronica has hung herself from a bedsheet. 
- He exits through the window as the mother enters. 

Closeout 
 

 

Please don't leave me alone… 
You were all I could trust… 
I can't do this alone… 
Still I will if I must! 
 
Spoken: 
Mom (offstage): Veronica! 
 
(JD leaps out the window) 
 
Mom (offstage):  I made you a snack! Veronica? (she sees the 
body) 
AHHHH! 
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