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Fringe to Famous is the latest offering from one of Australiaôs leading lights of cultural 

history ï Tony Moore ï and a team of scholars working on the Australian Research Council 

Discovery Project of the same name. That $AUS400,000+ grant commenced in 2014, meaning 

this key output is somewhat delayed, and perhaps a little bit under-done, but is a welcome 

contribution, nonetheless. It explores aspects of Australian culture that have hitherto been 

ófringeô in óseriousô analyses. 

While dealing also with music (punk and post-punk), design (including fashion), gaming, 

and Indigenous Australian independent cinema, the key aspect of the book for members of the 

Australian Humour Studies Network, and the readers of the European Journal of Humour 

Research is Chapter 4 ï ñFrom fringe theatre to prime time: The case of comedyò (pp. 111-

153). That will be my focus here, although the whole book is of value in a context that 

understands cultural products as hybrids of genres and forms. The most valuable aspect of the 

chapter, and the book as a whole, is the wealth of interview-based knowledge that supports the 

analysis and the conclusions, and which cross generic boundaries and chapter delineations. 

The comedy chapter charts the way prime time comedies such as Fast Forward (1989-

1992) and Full Frontal (1993-1997) derived their inspiration from the ñsmall theatreò scene of 

Melbourneôs inner suburbs in the 1970s and 1980s; themselves established via radical theatre 

from the 1960s inspired by US precursors. The relatively uncritical celebration of that milieu 

has always bothered me ï as a pretty square, straight, male, pale, and stale individual ï but it is 

nice to see it being treated as the seedbed of something I do feel connected to. 

The comedy that emerged was the comedy of my own childhood and teenage years ï 

quick-fire sketches and skits enacted by an ensemble cast playing returning characters ï which 

differed from other Australian television comedies of the preceding era. These had tended to 

ape British and American precursors (e.g. The Naked Vicar Show, 1978), embraced the 

slightly smutty naughtiness of the counterculture that was liberating for my parentsô 

generation (but not mine), or played on the ñockerò culture of the ñnew nationalismò (e.g. The 

Paul Hogan Show, 1973-1984). And while there was plenty of this culture still in the two FF 

productions (see above), the hybridity of their content was what stood out. Hybridity in terms 

of types of comedy performance, including satire ï social and political ï as well as a self-

reflexivity verging on postmodern inversion.  

Most notably, it was the media itself that was subject to satire, with all sorts of genres 

targeted: music videos, promotional spots for TV stations, infomercials, kung-fu adventure 
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