Introduction
 ‘frankly, thank God for Courtney: someone willing to roll up their sleeves and get stuck into some good old-fashioned subversion.’

Courtney Love came to the attention of the public as lead singer of proto-grrrl riot band Hole in the early 1990s
 and emerged as the most recognisable figure from the movement. Kylie Murphy argues that Love is ‘a media elected voice of feminism’.
 Certainly, she is associated with the term in many media descriptions. This association with feminism is not surprising nor is it an accident. As Love puts it, ‘It’s not like feminism was just invented. It’s just that it’s taken on a new face - my face, for one.’

Sandra Kemp and Judith Squires open the introduction to Feminisms by pointing out that there is now a ‘diversity of motivation, method, and experience among feminists … and [a] … political commitment to diversity - its validation of a multiplicity of approaches, positions, and strategies.’
 Yet, regardless of the many different forms and expressions of “feminism” it remains committed to exposing and changing of how females are positioned and maintained in subordinate positions. As bell hooks succinctly puts it, feminism is a ‘movement to end sexist oppression’.
 Thus power – what forms it takes, how it is exercised, why it is exercised against females – is often what feminist theory is concerned with.
For this reason, Michel Foucault has been very influential in feminist thought. In his article ‘Body / Power’, Foucault examines the complex relations between power and knowledge.
 He argues that ‘the exercise of power perpetually creates knowledge and, conversely, knowledge constantly induces effects of power’.
 Foucault’s conceptualisation of power as productive rather than repressive provides feminism with a theoretical framework within which to move towards a more ‘textured understanding of the role of power in women's lives.’
 
As Kemp and Squires also point out, feminism is furthermore characterised by the ‘mobility of theory – taking the theoretical tools of one discipline to engage with issues in another’.
 One of the most rewarding of such convergences for feminism has been its engagement with the discipline of cultural studies, which investigates the spaces of popular culture as sites of production. Popular culture has thus become a useful site of enquiry for feminists, as recognition of its significance provides feminism with rich material to explore the causes and effects of female subordination. 

Courtney Love, as a feminist figure in popular culture, acts as a focus for such theoretical convergences between feminist theory and cultural studies. Certainly, understandings of the power of popular culture in contemporary Western society help to illuminate the significance of Love’s feminist activism, and the overlap of cultural theory and feminism allows for an understanding of how ‘celebrities can and do embody feminist identities in a way that is relevant for large audiences’.
 Examining Courtney Love – in light of the academic intersections between the discipline of cultural studies and feminism – reveals the forms that her feminist activism, and gender subversions and resistances take. The feminist challenges that Love makes to ‘representations of femininity in the adoption of babydoll dresses, heavy makeup, challenging lyrics and furious frustration’
 can therefore be recognised and interpreted. 
Cultural studies identifies the importance of rock music as a space and text of popular culture. The literature on rock, which mostly comes from the tradition of cultural studies, attempts to understand the cultural work that rock does. Lawrence Grossberg articulates the political power that rock music has when he discusses how it can enact resistance to the powers which organize everyday life:
If it cannot offer transcendence, it can at least promise a kind of salvation. If it does not define resistance, it does at least offer a kind of empowerment, allowing people to navigate their way through, and even to respond to their lived context. It is a way of making it through the day.

As Mavis Bayton points out, popular music ‘permeates modern life and helps to make us the people we are, both reflecting existing gender differences and also actively helping to construct them.’
  As such, it is an important space for feminists to explore and utilise. 

Feminist scholarship on rock exposes it as a masculine defined space and it is thus identified as a site for feminist academic enquiry. The intersection of feminist theory with the academic investigation of rock music illuminates how Love uses rock as a vehicle to explore female concerns and how she uses her visibility as a rock figure in the media to promote her feminist agenda. As Riot grrrl Chia Pet points out, rock music has a role to play in gender politics: ‘[m]usic is an integral part of … culture that makes it possible for girls to infiltrate male-dominated society. You’re expressing something by your presence’.
 Love’s existence in the spaces of rock exemplifies this understanding.

Chapter one of this thesis establishes Courtney Love as a “celebrity feminist”, focusing on the ways in which she uses her popularity to promote feminist agendas. By analysing Love using the perspectives of cultural studies (particularly studies of rock music) and feminism, this chapter exposes how notions of “appropriate” femininity are produced and reproduced, and goes on to explore how Love challenges and subverts such notions through her participation in the culture of rock.
Chapter two expands understandings of how and why Love is an important feminist figure. Feminist theory, using Foucault’s understanding of the relationship between the body, sexuality and power, investigates how female sexuality is inscribed on the female body and the consequences of these meanings for the lived female body. Love exemplifies these sophisticated feminist theories through her own body. She reveals the contradictory meanings that impact on the female body and the hostility that is often directed at the female body. In other words, she positions her body as a site of, and emblem for, feminist struggle.

Chapter three further examines how Love invites engagements with complex feminist theory. In 1990 Judith Butler published the influential Gender Trouble: Feminism and the Subversion of Identity,
 in which she argues that gender is not simply a social construction but a performance. Further, argues Butler, such performances can be subverted. By exaggerating Western ideals of femininity, Love exposes their construction, thus exemplifying Butler’s advocated strategy of gender subversion: drag. In this sense, Butler’s ideas articulate the feminist strategies employed by Love.
    
Chapter four continues the analysis of Love’s usefulness and significance as a feminist figure in contemporary Western culture. The literature from cultural studies on youth, Angela McRobbie's work and influence within cultural studies on understandings of girlhood in Western culture, and poststructuralist feminist theories on the gendered structure of language and alternative subject positions, provide useful theoretical convergences through which to examine Love’s lyrics as a site of cultural production. Love’s lyrics are argued to be important for feminism because they are involved in the production of (new) understandings of girlhood that in many ways exemplify Alice Jardine’s concepts of “gynesis” and the valorisation of the feminine (processes by which femininity is empowered and celebrated). Love’s lyrics are certainly empowering for girls, and by working to change understandings of girls and girls’ own self perceptions, Love is shown to be engaged in feminist activism.
    
Courtney Love exposes how certain understandings of femininity that circulate within Western culture are exercises of power against females. She transgresses gender and sexual boundaries through her behaviour, her image and in her lyrics; she is a quintessential example of “unacceptable” femininity. As Murphy puts it, Love ‘embodies the publicly transgressive woman who acts both as a safety valve and as a site that allows women to think through and negotiate new ways of being.’
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