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Thomas Love Peacock is best known for the five unique 

"novels of talk" that he wrote between 1815 and 1860. 

The first, Headlong Hall, contains humorous satire of 

topical issues in a dialogue format, with a weak love plot 

linking the episodic action. Most characters are based 

partially on real people and bear extreme and unyielding 

points of view. These two-dimensional ideologues debate 

the main theme, the perfectibility of man. In Gryll 

Grange, written some forty-five years later, the plot is a 

more believable love story with realistic characters. The 

tone mellows, Peacock's focus turns from social to 

personal, and the theme of living the best possible life 

results in comedy but not in sharp satire. Love and happy 

marriage constitute a symbol of Peacock's hope for the 

resolution of the real and the ideal. 

iii 



Introduction 

Chapter 1 

Chapter 2 

Chapter 3 

Chapter 4 

Conclusion 

Works Cited 

Table of Contents 

Background of the Peacockian Novel 

Characteristics of the Peacockian Novel 

Headlong Hall: The Beginning 

Gryll Grange: The Envoi 

iv 

1 

7 

19 

33 

46 

58 

63 



Introduction 

Properly placing Thomas Love Peacock in the canon of 

nineteenth-century English literature is difficult in that 

his position in English literary history offers the strange 

possibility of becoming less clear with additional study. 

This paradox sterns not only from the fact that his life 

spans three literary eras but also from the elusiveness 

both in his writings and in his personal life. Most of his 

poetry did not make a lasting mark, and his incisive 

criticism of music and literature is respected but obscure. 

Indeed, much of his poetry is seen as didactic and 

structured in the neoclassical mode of the eighteenth 

century. Today, Peacock is best known as a member of 

Shelley's circle during the Bracknell days prior to 1820 

and as the author of some amusing "novels of talk." 

The lack of recognition is certainly not due to a lack 

of respect by many literary scholars. Peacock's 

perceptiveness, his command of the language, and his sharp 

wit have not gone unnoticed by those who have taken the 

time to explore his writings. Edmund Wilson finds 

Peacock's prose style "one of the best in English" (406), 

while Northrop Frye sees Peacock as being as "exquisite and 

precise" in his kind of fiction as Jane Austen is in hers 
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(309). Sadly, most readers read Peacock for scholarly or 

historical reasons rather than aesthetic value. Butler 

agrees that for Peacock's novels to achieve their "full 

effect, the satire requires the reader to be in the know" 

(306). Despite Gore Vidal's assertion that there is a 

great Peacock revival every twenty-five years (119), to 

those "in the know," such as Leavis, Peacock's novels "have 

a permanent life as light reading-indefinitely rereadable

for minds with mature interests" (18n). 

By "mature interests," Leavis is obviously alluding to 

the subject matter of Peacock's five novels. In all five, 

Peacock displays an intelligent mind responding to his 

times, times which were rich with major happenings on both 

the political and the literary scenes. Pritchett, quoting 

John Mair, puts Peacock's life span in perspective: 

He lived through the French Revolution and the 
Great Exhibition; he could have read his first 
two books to Nelson and his last to Bernard Shaw 
(who would not have understood it), Dr. Johnson 
died a year before his birth and Yeats was born a 
year before his death. He both preceded and 
survived Byron, Shelley, Keats, and Macaulay; he 
was contemporary with Rowlandson and with 
Landseer. (53) 

Events and personalities of this magnitude are a feast for 

a satirical mind; history was teeming with conflict. Yet 

for a man like Peacock, that feast was indigestible; the 

greatest conflicts remained unresolved throughout his 

lifetime. This undoubtedly influenced both his choice of 

genre and his unique style, as he could not resist the 
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temptation to debate both sides of an issue. His 

questioning intellect was infected by all schools of 

thought. Only in the late works are his personal beliefs 

revealed somewhat. 

His response to his age (or ages) covers a wide 

variety of subjects. His major topics include his 

perspective on Romanticism, sufficient rhetoric on 

political economy to conceal his real position on it, and, 

most prominently, his constant battle with the idea of 

progress and the perfectibility of man. While treating 

these major issues, his perceptive eye did not overlook 

contemporary topics with considerable potential for humor, 

including landscape gardening, phrenology, and ghost

tapping. The typical country-house settings and the odd 

collections of "crotchets" and philosophers who inhabit 

them are so characteristic of Peacock that his works are 

often called "Peacockian," or even "Pavonian," from the 

Latin for peacock. This "Peacockian" quality includes 

much learned dialogue by characters who have a single 

intellectual obsession. His characters seem to exist not 

so much for their actions as for what they have to say, 

resulting in his books also being called novels of talk. 

Since their creation, Peacock's five distinctive 

novels of talk have been typically regarded as being all in 

the same vein, with only minor topical or thematic 

variations. In the body of criticism of Peacock's work, 
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relatively short literary essays treating all five novels 

as an entity far outweigh the number of full-length books 

dedicated to the same subject. Even when a full chapter is 

devoted to each of the five novels in a book-length work or 

biography, virtually nothing is said about the evolution of 

Peacock's thought and style from the first to the last. 

Certainly, some of the changes evident are due solely to 

the man's increasing maturity, as many years elapsed from 

Headlong Hall (1815) to Gryll Grange (1860). Close reading 

of the texts and existing commentary on these initial and 

final works, however, reveals more than just the effect of 

his aging. 

This thesis proposes to examine these significant 

changes through a comparison of the first and last of 

Peacock's novels. To do so, it is necessary to make a 

thorough examination of the background of these unique 

pieces. Peacock's voracious reading was undoubtedly 

responsible for his very personal adaptation of his genre 

and his style; therefore, considerable attention must be 

given to those works which apparently influenced him. Of 

major significance is the satire within his novels. 

Because of the noticeable diminution in the sharpness of 

Peacock's tone, an even greater change than the mellowness 

of advanced age might inject, it appears vital to consider 

whether he moved from the realm of satire to an escapist 

world of genial comedy. Indeed, there are those who have 
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suggested that Peacock's novels should not be classified as 

satire in its purest sense because they are often more 

humorously dialectical than corrective. Today, Peacock's 

novels are frequently considered to be Menippean satire, 

certainly a plausible conclusion based on his known 

appreciation of several classical and English authors who 

worked within this genre. It is therefore worthwhile to 

examine how Peacock himself utilized its flexibility. 

Finally, close readings of both Headlong Hall and Gryll 

Grange will illuminate the evolution of Peacock's style and 

thought, as well as reveal the sharpness of his wit and his 

magnificent use of the language. 

Despite the contemporary nature of some of Peacock's 

minor themes in his novels, it is impossible to make a 

close reading of them without appreciating the modernity of 

some issues, particularly that of progress. An obviously 

reactionary viewpoint surfaces occasionally in Peacock's 

work, but the perceptiveness of the man towards the larger 

issues of life cannot be denied. Millet, in an essay on 

Peacock which is sadly but realistically included in a 

volume titled Minor British Novelists, finds: 

Most modern readers would agree that the errors 
to which mankind was susceptible in 1837 are as 
current today as they were over a century ago, 
and the frequent republication of Peacock's 
novels suggests that in every generation of 
readers there will be a few eccentrics who will 
savor with delight Peacock's idiosyncratic 
fictions. (58) 

The sympathetic and appreciative tone of my thesis, which 
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has evolved from studying and savoring Peacock's unique 

contributions, evidently places me among that group of 

"eccentrics " in this generation. 



Chapter 1 

Background of the Peacockian Novel 

Thomas Love Peacock was born on October 18, 1785, in 

London. Little is known about his father, who seems to 

have dropped out of sight by 1788. His mother, with her 

only child Thomas, then took up residence in the village of 

Chertsey, which probably started his lifelong love of the 

Thames. The absence of a father certainly strengthened his 

relationship with his mother, herself a writer of verse who 

undoubtedly influenced and encouraged his literary leaning. 

She was to become his most trusted critic, and, until her 

death in 1833, she read all of his work prior to 

publication. 

Peacock's only formal schooling took place at 

Englefield Green; he left before he was thirteen. The 

schoolmaster, a Mr. John Harris Wicks, was reportedly not 

much of a scholar, but gave Peacock a solid grounding in 

French, Greek, and Latin, and stimulated a penchant for 

study which continued throughout Peacock's life (Van Doren 

12). As a student, Peacock also displayed a social self

sufficiency, spending his time reading or taking long, 

solitary walks through the countryside. Both of these 

traits remained with him throughout his life, and he 

7 
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reverted to a considerable amount of each in the days 

following his retirement. These activities are frequently 

mentioned throughout his five novels. 

The relatively short duration of Peacock's formal 

schooling must be regarded as the cause of the numerous 

examples in his books of the pitfalls of closely supervised 

academic life versus the free range of the independent 

scholar. At times, his allusions to universities take on 

an almost bitter tone, as when Sir Telegraph Paxarett in 

Melincourt promises to reform his own life upon the 

occurrence of several other events, including the day "when 

universities are not a hundred years in knowledge behind 

all the rest of the world" (246). In Crotchet Castle, 

Peacock has the Reverend Doctor Folliot enter into a bet 

with Mr. Crotchet on whether there will even be a single 

person reading in the library at Oxford at a given time, 

and upon their visit, the library is entirely empty. These 

incidents are noticeable, and are not counterbalanced with 

the opposing point of view that is normal in Peacock's 

novels. This suggests that the reader is hearing the true 

persona of the author rather than just the viewpoint of 

Peacock's typical crotchety characters. 

When he left Englefield, Peacock began work as a clerk 

in a London firm, where he remained for approximately six 

years. During this period, at the age of fourteen, he had 

his first poem published as the result of a contest. 
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Little else is known about his life during this period. In 

1806, his first volume of verse was published, Palmyra and 

other Poems. In 1808, he received an appointment as a 

captain's clerk on board the H.M.S. Venerable. Although 

the entire engagement was spent with the ship moored, he 

was extremely unhappy and left after one year. Following 

that, he began a walking tour to the source of his beloved 

Thames. On this journey, he gathered material for a long 

poem called The Genius of the Thames, published in 1810. A 

third volume of verse bearing the typically Romantic title 

The Philosophy of Melancholy appeared in 1812. Later that 

year, he met a young poet named Percy Bysshe Shelley, a 

meeting which was to have a major influence on Peacock's 

literary development. 

Shelley and Peacock were probably introduced in London 

by their mutual friend and publisher, Edward Hookham. 

Despite differences of mind which can be inferred from 

their respective writings, a friendship and considerable 

mutual respect had to have existed for these two men to 

have spent as much time together as they did from 1813 to 

1818. From Peacock, Shelley acquired a deep and genuine 

interest in the classics, following Peacock's example by 

endeavoring to read them in the original Greek. To 

Shelley, an impressionable young man of twenty, Peacock 

seemed to be a considerable poet, with three volumes of 

verse in print. Priestley sees several reasons for a close 
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friendship, including their devotion to literature, their 

common passion for Greek, their unconventional although 

admittedly different thinking, and even their mutual love 

of walking tours (20). 

In turn, Shelley offered Peacock a true touchstone of 

romantic feeling, undoubtedly causing a rational thinker 

like Peacock to realize that until their meeting, he had 

only been playing at what Shelley personified. Although 

none of Peacock's verse has garnered him acclaim as a 

significant Romantic poet, his best work was still to come 

when he met Shelley (Priestley 21). Their friendship 

offered a contrast to Peacock's previous solitary 

scholarship and writing. This contrast must have caused 

Peacock to realize the sophistical nature of his own 

Romantic enthusiasm. 

Stewart goes so far as to draw an analogy between 

Peacock before Shelley and Coleridge before Wordsworth. 

Peacock's The Philosophy of Melancholy is not unlike some 

of Coleridge's weak early verse, Augustan in form but early 

romantic in content (7). Yet Peacock's relationship with 

Shelley was unlike the alliance of Coleridge and Wordsworth 

in that Peacock must have seen Shelley as an antitype of 

himself, epitomizing genuine romantic feeling and energy. 

But Shelley alone was not a sufficient catalyst to 

cause Peacock to find his bent. With the enthusiasm of 

Shelley came the enthusiasm and the absurdity of his 
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infamous circle. Whatever doubts Peacock harbored 

concerning his own romanticism were certainly intensified 

as he began to see targets for his nascent wit. Peacock 

describes his residence with Shelley and his circle in his 

"Memoirs of Percy Bysshe Shelley": 

At Bracknell, Shelley was surrounded by a 
numerous society, all in a great measure of his 
own opinions in relation to religion and 
politics, and the larger proportion of them in 
relation to vegetable diet. But they wore their 
rue with a difference. Every one of them ... 
had each nevertheless some predominant crotchet 
of his or her own, which left a number of open 
questions for earnest and not always temperate 
discussion. I was sometimes irreverent enough to 
laugh at the fervour with which opinions utterly 
unconducive to any practical result were battled 
for as matters of the highest importance to the 
well-being of mankind. (37-38) 

Clearly, here is the material that gave birth to Peacock 

the satirist. Their "opinions utterly unconducive to any 

practical result" were to become fodder for the cannons of 

his forthcoming novels of talk. For Peacock, Priestley saw 

that the Shelley's house at Bracknell, High Elms, "was only 

a stone's-throw from his own Headlong Halls and Nightmare 

Abbeys " ( 2 2 ) . 

The real-life characters and the current events to 

which he was exposed began to provide Peacock material 

about which to write, but his selection of the genre that 

would bear the most fruit for him is a complex question. 

As a result of his enormous reading appetite and his broad 

taste, it is very difficult to determine, or even list 

accurately, all the possible influences upon his work. If 
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ascribing influences to Peacock's novels is difficult, 

actually attempting to pinpoint a source is still more 

difficult. For example, Robinson believes that The Frogs 

by Aristophanes is a probable source for both Coleridge's 

The Rime of the Ancient Mariner and a scene in Peacock's 

Melincourt where Mr. Mystic, a Coleridge parody, comes upon 

a "Stygian pool" with a chorus of frogs present. Since 

both works were produced at nearly the same time, a 

question then arises as to whether Peacock carne upon this 

parallel by accident or whether he may have learned of 

Coleridge's intention through their common literary circle 

and then developed a parody. 

Although a list of the contents of Peacock's personal 

library at his death is available from the auction catalog 

in the British Museum, his personal papers provide no 

detail on all of the books which he borrowed during his 

lifetime. His good friend Hookharn is known to have loaned 

books both to Peacock and Shelley from his lending library; 

there appear to be no good records of the various books 

with which Hookharn kept Peacock supplied during Peacock's 

days on the H.M.S. Venerable (Joukovsky 20). Additionally, 

Peacock sought out books wherever possible, including the 

British Museum Reading Room and the "Oriental Repository" 

Library of the East India House during his employment there 

(Mills 13). 

Priestley notes that Peacock was an avid reader for 
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almost two-thirds of a century, and he reread his favorites 

frequently (98). This list would include Homer, Sophocles, 

Aristophanes, Lucian, and Nonnus among the Greek classics. 

He also savored the Latin works of Vergil, Horace, Cicero, 

Petronius, and Tacitus, all of whom left a stylistic 

influence (Priestley 98). Burns, however, sees Peacock's 

clear preference for the Greeks; yet although Peacock 

probably considered Homer as the greatest of all poets, 

Homer left little in the way of a direct mark on Peacock's 

own writing (9). Brooks draws an interesting parallel 

between Peacock and Lucian, suggesting similarities in 

their genre and in the post-classical periods in which they 

wrote. But the greatest Greek influences on Peacock's 

style, particularly the novels, were the satirical humor of 

Aristophanes and the dialogues of Plato. To Burdett, the 

Peacock novels "suggest a Platonic dialogue as Aristophanes 

might have caricatured it, provided that he had spared the 

cellar from his satire," the latter clause alluding to 

Peacock's love of wine (83). But Peacock also had a taste 

for the more obscure classical authors, whom, according to 

Madden, he quoted for the purpose of displaying his own 

knowledge at the expense of those who received a more 

formal university education (40). 

Yet to Peacock, the literary heritage of the golden 

age of Greece meant even more. The impression made on him 

by these works became the basis of his personal philosophy, 
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and possibly even the root of his displeasure with the 

"progress" of his own age. Walling illustrates the depth 

of Peacock's attachment to the classical world by recalling 

that Peacock named the first two iron warships ever built 

Pluto and Prosperine, questioned new employees at the East 

India Company on their "classical proficiency," and was 

called "Greeky-Peaky" by no less a Hellenist than the 

prominent Neoplatonist Thomas Taylor (343). Certainly a 

dominant theme in Peacock's unfinished "Essay on 

Fashionable Literature" (1818) is his identification of 

true philosophical knowledge with rigorous study of the 

classics, a thought which is repeated in several of the 

novels. 

Some contemporaries of Peacock saw his classicism as 

the source of both his religion and his philosophy. Duff, 

an acquaintance of Peacock quoted by Van Doren, years later 

wrote of Peacock: "I think my good old friend, if he had 

worshipped anything, would have been inclined to worship 

Jupiter" (130). Nowhere in the biographical data on 

Peacock is there evidence of a conventional religious 

faith. Philosophically, Peacock always showed favor for 

Epicureanism, which in its original tenets was not very 

different from Stoicism (Campbell 27). Campbell believes 

that this Epicurean philosophy gave Peacock some of · his 

steadiness and his "independence of thought and conduct" 

(27), traits which are evident throughout his life and 
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work. 

Despite his lifelong interest in classical literature, 

Peacock did not overlook literature in English, both the 

great and the minor. His personal library included 

Shakespeare (Burns 12), whose traditional comedy ending of 

multiple marriage occurs repeatedly in Peacock's novels. 

He is known to have read Chaucer, and he quotes Butler at 

the opening of four of his novels, including Hudibras 

in the epigraph to Nightmare Abbey. But Peacock's tastes 

were relatively catholic, as he also enjoyed Restoration 

dramatists and Augustan wits (Priestley 99). Gulliver's 

Travels and Jonathan Wild were also in his personal 

collection. But most surprisingly, Priestley believes that 

he appreciated the poetry of Wordsworth and Coleridge 

despite his frequent satiric mockery, especially of 

Coleridge's German philosophy (99). To write as accurately 

as Peacock did about controversial contemporary issues, 

Burns feels that Peacock must also have digested many 

monographs and periodicals, since few critics have taken 

issue with the technical accuracy of his take-offs (13). 

Peacock's fluent French gave him access to the 

philosophic tales of Rabelais and Voltaire. But his taste 

for the recondite surfaces once again in his curious 

affinity for the French Romantic novelist Paul de Kock. At 

Peacock's death, he had accumulated over 140 of de Kock's 

books. This prolific but obscure French writer was also 
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read by Macaulay and Elizabeth Barrett Browning, and was 

more popular with the average English reader than Balzac or 

Sand (Harvey 381). In both "French Cornie Romances" (1835) 

and "The Epicier (1836)," Peacock implies that he intended 

to write a study of De Kock, but it never appeared (Felton 

305). In these two essays, Peacock shows his respect for 

Rabelais as "one of the wisest and most learned, as well as 

wittiest of men" ("French" 209). But his main concern is 

the change in French literature, with de Kock representing 

the contemporary apolitical French novel, written for the 

"epicier" or small shopkeeper (Felton 242). 

However, a second question arises with respect to de 

Kock. His work is regarded as "French bawdry" and is 

described as "moderately salacious, middle-class humor" 

(Thiboudet 349). It seems unlikely that Peacock would have 

accumulated and presumably read over 100 of de Kock's 

novels if he did not like them for their content. Yet if 

Peacock's taste in personal reading later in his life did 

run to soft pornography, it certainly never showed in his 

own writing. The most risque incidents in Peacock's work 

are the mere mention of a midnight visit of a footman to 

the quarters of the cook in Crotchet Castle and a passing 

comment on the many illegitimate offspring of a discharged 

servant in Nightmare Abbey. The Victorian morality of 

Peacock's work is also a sharp contrast to one of his 

greatest classical influences, Aristophanes. A translation 
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of The Frogs would be inaccurate without its bawdy humor. 

Although Peacock's novels cite many literary works 

from ancient to modern, only in his serious essay on 

"French Cornie Romances" does he define a class of comic 

fiction that he consciously or subconsciously emulated: 

"Aristophanes, Petronius Arbiter, Rabelais, Swift, and 

Voltaire" often use "extravagances both in the characters 

and the actions . . . like the hyperbole of Rabelais" to 

"convey bitter truths under the semblance of simple 

buffoonery" (209). Here, too, Peacock's own novels clearly 

belong, regardless of what uncertainties about influence 

persist due to the massive body of printed matter which he 

read in his lifetime. 

Adopting the same blend of amusement and contempt as 

his admired literary forefathers, Peacock places himself 

squarely in the ranks of the satirists. Even the use of 

quotations from Samuel Butler at the beginning of several 

books serves as a "statement of pedigree," which to Highet 

"can make it plain, without a more direct statement, that 

he is writing satire" (16). Examination of Peacock's 

novels reveals almost all of the traditional satiric 

weapons: irony, paradox, antithesis, parody, anticlimax, 

topicality, vividness, and exaggeration (Highet 18). Only 

colloquialism and obscenity are normally bypassed. 

Peacock's search for a form which would accommodate 

his need to question and satirize was largely over by 1815, 
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signaled by the appearance of Headlong Hall in that year. 

He had definitely given up the drama, except for some of 

the techniques which he adapted to his fiction (Burns 14). 

His last important poem, Rhododaphne, was published in 

1818, and Burns sees the occasional verse which he 

continued to write until nearly the end of his life as "no 

more than slight and gentlemanly" (14). By assimilating 

into his comic novels those writers who influenced him, 

several shared interests emerge in Peacock's work. 

Certainly the first is a disposition toward comedy, using 

it in a way that is both entertaining and instructive. 

Also, many of Peacock's favorites deal with human 

resiliency, as typified in such works as Voltaire's 

Candide. Finally, most of them are innovative in creating 

or mixing different genres (Burns 14). But the credit for 

the blending of these into the "Peacockian" novel goes to 

Thomas Love Peacock alone. 



Chapter 2 

Characteristics of the Peacockian Novel 

Peacock wrote a total of seven novels, five of which 

were the satiric comedies for which he has achieved the 

most popularity: Headlong Hall (1815), Melincourt (1817), 

Nightmare Abbey (1818), Crotchet Castle (1831), and Gryll 

Grange (1860). While there are differences in the topics 

satirized, in the author's attitude toward various issues, 

and in tone, there are many similarities as well, including 

genre, representation of characters, and several recurrent 

minor themes. 

While Peacock's version of the satirical novel is 

highly personalized, Northrop Frye, among others, feels 

that it properly belongs within the genre of Menippean 

satire. In his discussion of Menippean satire, Frye 

writes: " Another great writer in this tradition, Huxley's 

master, Peacock, has fared even worse, for, his form not 

being understood, a general impression has grown up that 

his status in the development of prose fiction is that of a 

slapdash eccentric" (308). Deriving its name from the 

Greek cynic Menippus, whose works are believed to be 

totally lost, Menippean satire was carried on by Lucian and 

Varro and perpetuated by a succession of writers to the 

19 
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novels of today. Despite the change from verse satire to 

prose, Frye also asserts that "No one will challenge the 

statement that the literary ancestry of Gulliver's Travels 

and Candide runs through Rabelais and Erasmus to Lucian. 

But while much has been said about the style and thought of 

Rabelais, Swift, and Voltaire, very little has been made of 

them as craftsmen working in a specific medium" (308). 

Thus Peacock with his first novel assumed the mantle and 

carried on in the genre of many of those writers whom he 

most admired. 

Frye offers some simplified characteristics of 

Menippean satire, but the most definitive analysis of the 

genre has been made by the Russian critic Mikhail Bakhtin 

in his Problems of Dostoevsky's Poetics. Bakhtin's work is 

further clarified by F. Anne Payne, who has analyzed most 

of Chaucer's writings in terms of Menippean satire. She 

sees the form as heavily intellectual, normally offering 

not just a parody of ideas, but "parodies of parody of 

ideas" (3). Payne goes on to clarify the distinction 

between Menippean satire and what is normally thought of as 

satire: 

The pattern that underlies its satiric vision 
cannot be confined to the pattern so often 
evident in lesser grades of satire, which is to 
posit an ideal position, show something in 
default of that position, and then attack the 
defaulter .... Though parody is one of the 
Menippean satire's consistent features, it does 
not necessarily reductively mock its target. 
When it does, it does so without the confining 
"papa-knows-best" attitude of the lower level 
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satiric author. If it exposes fools and knaves, 
it also democratically exposes the presumptions 
of those who piously expose them. (5) 

The generalities which Payne describes are perfectly fitted 

to Peacock's penchant for exploring both sides of a 

position; his choice of genre, whether deliberate or 

inadvertent, seems perfectly suited to his natural thought 

process. 

Peacock usually offers both sides of an issue to his 

reader in the form of a dialogue, with these dialogues most 

often occurring over the dinner table, or quite frequently 

on walks about the countryside. In Headlong Hall, 

Peacock's first novel, the debate begins in the first 

chapter, and the first of the famous dinner table 

discussions occurs in the second. 

Of some fourteen characteristics of Menippean satire 

suggested by Bakhtin, Peacock's novels fulfill nearly all. 

Peacock certainly wrestles with the larger philosophical 

problems of life, taking as his major themes issues such as 

progress, the perfectibility of man, and the ideal versus 

the real. He utilizes the fantastic "to create 

extraordinary situations in which to provoke and test" 

these ideas (Bakhtin 94). Bakhtin's "sharp contrasts and 

oxymoronic combinations" are as prevalent in Peacock as 

they are in Candide. And Peacock's poetic beginning 

presents itself in the characteristic mixing of genres 

within a Menippean satire, as there are drinking songs and 
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bits of verse scattered about in his novels. Peacock also 

employs the freedom of invention in plot and the dismissal 

of external verisimilitude that are typical of his chosen 

genre. His country house settings, common to all five 

novels, leave the everyday troubles of life behind, 

allowing full attention to the larger issues under debate. 

Considerable differences of opinion exist on the 

subject of plot in Peacock's novels. Rather than viewing 

his plots as inventive, Madden, among others, believes that 

Peacock "makes no attempt to develop his plot" (72). 

· Rodway is equally critical, saying that the plot in 

Headlong Hall is "almost nonexistent," while there is too 

much plot in Melincourt. To Rodway, Crotchet Castle and 

Gryll Grange struggle with irrelevant plots, and only 

Nightmare Abbey achieves the right balance (199). Dawson 

views the plots of Peacock's novels as episodic comic plots 

(172). While there are numerous interruptions and episodic 

occurrences in each, often leaving matters temporarily 

unresolved, the whole story is ultimately resolved in the 

ever-present feasts and weddings. 

The minimal plot in Peacock's novels usually consists 

of one or two love stories, which Millet believes are 

"treated rather casually and inconsequentially" (36). Only 

Kjellin sees the plots as important and argues with those 

who feel that Peacock's omission of a more conventional 

plot signifies a lack of inventive power on Peacock's part 
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(25). While conceding that the plots are of less 

importance than the dialogues, Kjellin sees a steady 

development through the five novels of talk from parodic 

incidents and a "clothes-line" on which the debates are 

hung, to more complicated structure, including subplots 

(25). This development is part of the general progression 

of the novels from satire towards comedy, from novels where 

the real world is more important to novels where the 

fictional world is everything. Specifics of this change 

are addressed in subsequent discussion of Peacock's first 

and last novels. 

Hoff proposes that the "paradox of the fortunate 

foible" is a unique Peacockian device in which the 

foolishness and weakness of Peacock's strange characters 

move the plot in comic directions, toward happiness and 

social harmony (488). These events often occur when the 

characters attempt to transform their absurd ideas into 

action. An exa~ple is the attempt of Christopher Glowry in 

Nightmare Abbey to surround himself with total Romantic 

melancholy and gloom. When he hires, sight unseen, a new 

footman with the perfect name of Diggory Deathshead, he 

finds to his dismay that Deathshead has a comic mask for a 

face and is always laughing, thereby disturbing the ghostly 

echoes in the halls of the Abbey. Mr. Glowry immediately 

discharges this antithesis of Gothic dysphoria, but not 

before "Diggory, however, had staid long enough to make 
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conquests of all the old gentleman's maids, and left him 

with a flourishing colony of young Deathsheads to join 

chorus" (359). This, like several other incidents in the 

novels, establishes an ironic reversal which drives the 

plot toward gaiety rather than gloom. 

While there is considerable critical disagreement on 

the issue of Peacock's plots, there is far less acrimony 

regarding characterization, probably because of clues 

contained in some of Peacock's other work. In "French 

Cornie Romances," Peacock writes: 

There are two very distinct classes of comic 
fictions: one in which the characters are 
abstractions or embodied classifications, and the 
implied or embodied opinions the main matter of 
the work; another, in which the characters are 
individuals, and the events and the action those 
of real life--the opinions, however prominent 
they may be made, being merely incidental. To 
the first of these classes belong the fictions of 
Aristophanes, Rabelais, Swift, and Voltaire. 

(209) 

Thus, as in the work of his predecessors in the first type 

of comic fiction, Peacock makes no attempt to develop flesh 

and blood characters, as does Jane Austen, for example. 

Many of Peacock's characters are there solely for the 

purpose of advancing or refuting a particular opinion. 

Priestley, while not denying that Peacock's characters 

are two-dimensional, identifies three different types of 

characters in Peacock's novels (143). The first is the 

"crotcheteer," a purely imaginary character with a single 

dominating theory or interest. Mulvihill sees this group 
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as minor characters with respect to plot, but of critical 

importance in the debates (31). Priestley, too, finds that 

"as characters, they are not important, but they are useful 

as a kind of chorus, hinting at wilder and wilder 

absurdities and antics of the human mind" (144). Typical 

Peacockian crotcheteers are Mr. Chromatic in Headlong Hall, 

who thinks only of music, and Mr. Firedamp in Crotchet 

Castle, who believes that all disease can be traced to 

water. 

Caricatures of real people are a second type of 

character. While these trespass on real life, it is clear 

that Peacock does not intend to represent the person in a 

complete way, but only to present the ideas that individual 

espouses in real life. His caricatures of Southey are 

perhaps his harshest, but Peacock rarely crosses the line 

between satire and invective (Mulvihill 31). Indeed, 

Peacock could be accused of deliberately creating 

difficulty in making a total identification of some of 

these caricatures, as when Mr. Panscope, an exponent of 

Coleridge's ideas in Headlong Hall, is described as having 

an income of ten thousand pounds a year, a condition which 

certainly was not that of Coleridge in real life. In his 

Preface to the 1837 edition of his novels, Peacock 

truthfully claims to have not "intruded on the personality 

of others, nor taken any liberties but with public conduct 

and public opinions" (xxi). 
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The obsession of readers of the novels with trying to 

identify the originals for Peacock's characters has 

resulted in several mistaken identities. Lord Littlebrain, 

mentioned in Headlong Hall as someone who had very 

artificial landscaping done on his estate in a manner 

Peacock did not like, is sometimes identified with Lord 

Lyttelton, who actually landscaped his grounds tastefully 

and gradually rather than headlong, and was a man of 

intellect and sensitivity in real life, quite unlike the 

"stupid" Lord Littlebrain of the novel (474). Similarly, 

William F. Kennedy, an economist, claims that Mr. Fax in 

Melincourt is misidentified as Malthus by many critics and 

that Mac Quedy in Crotchet Castle does not represent John 

Ramsey McCulloch. In the view of Kennedy, these characters 

are composites representing Benthamite radicals in general 

and an amalgam of several period economists (187). Kennedy 

also sees Peacock as entirely consistent and serious in his 

economic satire, again a tribute to Peacock's broad 

knowledge and penetrating intellect. 

Since Peacock does use caricature to inject certain 

ideas and viewpoints into the novels, there is continuing 

speculation on which of these partial portraits put forth 

Peacock's own viewpoints. Certainly Mr. Escot, the 

deteriorationist in Headlong Hall, takes a position on 

progress which could be that of the author, but Escot could 

equally well be speaking bits from Rousseau, Malthus, or 
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Lord Monboddo. Mr. Hilary of Nightmare Abbey likewise can 

be identified as a crank with some of Peacock's beliefs 

(Jack 218), but is certainly not a complete portrait. In 

the last two novels, Peacock's partial persona is 

recognizable in the cynical clergymen, Dr. Folliot and Dr. 

Opimian (Dyson 62). Burdett asserts that the Welsh scenery 

and the love story in Crotchet Castle seem to reflect more 

of Peacock's personal life than any of the other novels 

(99), but again there is no complete character representing 

Peacock. Some evidence suggests that Peacock evidently 

takes delight in his elusiveness. His colleague at India 

House, Sir Edward Strachey, writes in hfs "Recollections of 

Thomas Love Peacock" that: 

Peacock was pleased when he was told that a boy's 
simplicity had vainly tried to make out which of 
his characters represented his own opinions, 
saying: "That is as it should be." (18) 

More ordinary fictional characters, including the 

various countryhouse hosts, the women, and the clergymen 

are Priestley's third class of Peacockian character. 

Although still not fully developed in the manner of 

Austen's characters, they are more rounded than Peacock's 

caricatures. Some are relatively bland, such as Mr. 

Crotchet or Mr. Gryll. The female characters are often 

outspoken and witty, with most, such as Lady Clarinda in 

Crotchet Castle, reminiscent of those in the comedies of 

Shakespeare. Peacock's clergymen, who fit better within 

this category than as caricatures, undergo a substantial 
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evolution with each subsequent novel, but do share some 

common characteristics. Burdett, quoting Lord Houghton's 

Preface to the edition of 1875, confirms an essence of 

Peacock's own philosophy in all of the clerics, noting 

their "total absence of theology" in conversation, their 

sound scholarship, their Tory tastes, and their humor and 

love of good cheer (101). Peacock's clergy, however, 

appear less and less like the archetypical clergy of 

English fiction as they progress from Dr. Gaster (Headlong 

Hall) to Dr. Opirnian (Gryll Grange). 

In addition to the presence of one or more clergymen 

in all of the novels, several other significant details 

recur. Four stern directly from Peacock's personal 

preferences, which are expressed in Gryll Grange as the 

omniscient narrator describes the tastes of Peacock's 

partial persona in that novel, the Reverend Doctor Opirnian: 

"His tastes in fact were four: a good library, a good 

dinner, a pleasant garden, and rural walks" (785). 

With Peacock's well-documented appetite for reading, 

his recurrent allusions to libraries are not surprising. 

But remaining consistent with Peacock's disdain for 

university educations, the libraries in the novels are 

personal collections, excepting of course the episode of 

finding the Oxford library totally unoccupied. In Headlong 

Hall, it is in the library that Reverend Doctor Gaster 

meditates over the "Alrnanach des Gourrnandes," and he also 
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has his encounter there with the lady novelist, a 

caricature of Mrs. Amelia Opie. In Melincourt, one entire 

chapter is entitled "The Library," and a total of four 

different libraries are mentioned. Not much is said in 

Nightmare Abbey about the contents of the Abbey's main 

library (Prance 23), but with the melancholy of Romanticism 

as one of the main targets of the satire, Scythrop Glowry 

reads and imitates Goethe's The Sorrows of Young Werther. 

The library in Crotchet Castle is "a large and well

furnished apartment with an extensive collection of ancient 

and modern books, the former having been chosen and 

arranged for the owner by the Reverend Doctor Folliot" 

(Prance 23). In Gryll Grange, two libraries figure very 

prominently, reflecting an interest in books which seems to 

increase with Peacock's age. Van Doren reports in his 

biography that when Peacock's house caught on fire in 1865, 

the year before his death, he steadfastly refused to leave 

his library for the safety of a neighbor's home (260). 

Just as they are for Dr. Opimian, good dinners and 

good wines were an important part of Peacock's Epicurean 

philosophy. He once helped compile a family cookbook 

(Tedford 198), and he wrote an essay titled "Gastronomy and 

Civilization," published in Fraser's Magazine in 1851. In 

that essay, Peacock espouses his sincere belief that good 

dinners and good company could do much to improve the 

condition of the world, writing that many leaders would 
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"have exerted a more beneficial influence, and have been 

better men, if they had moistened their throats with 

Madeira and enlarged their sympathies with grouse" (qtd. in 

Tedford 198). Not only did Peacock believe that diet could 

influence history, but Tedford also identifies instances of 

Peacock's criticisms of other authors for not feeding their 

heroes properly (199). Peacock faithfully carries on the 

Menippean tradition of banquets, using them primarily as a 

device to assemble his diverse collection of characters for 

debate. The breakfast scene in Chapter 2 of his first 

novel only serves to whet the reader's appetite for the 

heartier fare, both culinary and intellectual, which is to 

follow. 

Wine also has a prominent place in all of the 

Peacockian novels. It has the ability to solve many ills; 

the gloomy Scythrop Glowry of Nightmare Abbey calls wine 

"the only styptic for a bleeding heart." Similarly, when 

Mr. Mystic, a partial caricature of Coleridge in 

Melincourt, begins to explain his German philosophy, his 

home is filled with a thick fog. But some "super-excellent 

Madeira" has a "diffusive quality of occult and mysterious 

virtue; for, with every glass they drank, the fog grew thin 

till by the time they had taken off four bottles among 

them, it had totally disappeared" (279). Although often 

humorous, as when Scythrop calls for a pistol and wine in 

imitation of Goethe's Werther and chooses only the wine, 
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Peacock's frequent references to food and drink are used to 

convey various messages and meanings. 

As with libraries and meals, "a pleasant garden" makes 

recurrent appearances in Peacock's novels, with "garden" 

carrying the then-current connotation of landscape rather 

than vegetable gardening. Peacock's detestation of 

artificially sculptured grounds first appears in his 

attempts at writing drama, well before he attacks such 

practices in Headlong Hall. Excessive landscaping is 

completely contradictory to Peacock's lifelong delight in 

natural scenery, particularly that of Wales. This feeling 

is present in all of the novels, and particularly prominent 

in Gryll Grange, where Peacock begins the book with an 

explanatory note: 

In the following pages, the New Forest is 
mentioned as if it were still unenclosed. 
is the only state in which the Author has 
acquainted with it. Since its enclosure, 
never seen it, and purposes not to do so. 

always 
This 

been 
he has 

(773) 

Butler sees this as Peacock's wish for a state of primitive 

simplicity (35), further evidence of Peacock's affinity for 

what he perceived to be the simpler and better days of his 

beloved antiquity. 

Many characteristics are shared by the five 

distinctive novels of talk; even the last, written at the 

age of seventy-two, maintains the same basic format and 

evidence of wit. The first was published anonymously, and 

each succeeding one, including the last, was signed "By the 
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author of Headlong Hall." But changes do make their way 

into these five entertaining novels, changes in thought and 

vision which are not entirely obvious and necessitate a 

close and careful reading to identify. 



Chapter 3 

Headlong Hall: The Beginning 

Between 1810 and 1815, Peacock spent his time in a 

leisurely manner: walking, reading, attempting to write 

poetry, and maintaining his companionship with Shelley. 

During this interval, Peacock wrote two plays which were 

not published until after his death, The Dilettanti and The 

Three Doctors. Described by Peacock as "farces," they are 

a guide to the development of Peacock's thinking during 

this period, but little more. In Madden's view, both are 

"rather dull and uninspired comedies," offering little in 

the way of plot or dialogue, neither would be successful on 

the stage, and both make "tedious reading" (68). What 

these two comedies do provide, however, is a preview of the 

characters who appear in the novels; several, in fact, 

are transposed directly into Headlong Hall. 

The Dilettanti deals with a group of characters who 

aspire to be people of taste and fashion, a theme 

reminiscent of Sheridan's The School for Scandal. From The 

Three Doctors, a musical farce, Peacock lifts the Welsh 

country house setting for Headlong Hall, as well as the use 

of frequent songs. More significantly, the writing of 

plays gave Peacock an opportunity to experiment with 

33 
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dramatic dialogue. Each play uses a rather thin love story 

as its main plot, again foreshadowing the five novels of 

talk. 

All three of the basic types of Peacockian characters 

identified by Priestley appear in Headlong Hall, but the 

most prominent are the three crotcheteer-philosophers. Mr. 

Escot the deteriorationist, Mr. Foster the perfectibilian, 

and Mr. Jenkison the "statu-quo-ite" all represent extreme 

positions on the past and present state of man. Peacock 

has carefully mixed elements of the opinions of several 

real people into these characters, including Shelley, Hogg, 

and Peacock himself (Mills 87). For example, Garnett, in 

his introduction to Headlong Hall, sees Shelley in Escot, 

particularly his "vegetable regimen," but some of Shelley's 

thought is also visible in Foster (8). Each of these 

characters is so far from reality in his viewpoint that the 

result is absurdity, which is Peacock's lesson for the 

reader regardi~g the danger of too extreme a position on 

this or any issue. 

As leading characters, the three philosophers do not 

offer any real emotion; they are typical of Peacock's early 

two-dimensional development despite their involvement in 

this novel's love stories. Peacock's penchant for obscure 

scholarship and his erudition are evident in his extensive 

footnotes to Headlong Hall, in which he carefully explains 

the derivation of each philosopher's name from Greek, with 
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each name not surprisingly having a meaning indicative of 

that individual's particular crotchet (11). The extensive 

and unusual footnoting of a novel, adding almost 

encyclopaedic information, is typical of what Frye regards 

as anatomy, a category that he considers more all

encompassing than Menippean satire (310). 

Like most of Peacock's characters in Headlong Hall, 

The Reverend Doctor Gaster is subject to ridicule and is 

presented as absurd at times, but he is also, as are most 

others, given his opportunities to say things of clear 

truth or importance. Gaster, the first ecclesiastical 

character in Peacock's novels, is most often described as 

endlessly gormandizing or dozing and snoring. Peacock 

introduces him as an invitee to Squire Headlong's Christmas 

festivities who is "neither a philosopher nor a man of 

taste," but someone who "had so won on the Squire's fancy, 

by a learned dissertation on the art of stuffing a turkey" 

( 11) . 

On more than one occasion, Dr. Gaster is the victim of 

Peacock's pointed satire against the church and its rigid 

dogma, as in Gaster's reaction to a request for proof of 

one of his assertions, where he responds "It is a point of 

doctrine. It is written, therefore it is so" (16). In Mr. 

Cranium's lecture on phrenology, Peacock obliquely inserts 

another barb when Cranium refers to "the skull of our 

reverend friend, which is the largest and thickest in the 
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company" (61). Similarly, Dr. Gaster receives little 

respect as a man of the cloth, but suffers from the type of 

foible that besets most of Peacock's characters, with his 

"tossing off a bumper of Burgundy" immediately after 

stating that "Milk and honey was the pure food of the 

antediluvian patriarchs, who knew not the use of the grape, 

happily for them" (27). 

Yet despite the use of this character to display 

Peacock's personal dislike for organized religion, Dr. 

Gaster, too, has his more positive moments. After nearly 

all of the crotcheteers present vehemently protest a 

conclusion by Mr. Gall, a critic, that there is "no such 

thing as good taste left in the world" by offering their 

own work as evidence to the contrary, Dr. Gaster, not 

joining their displays of ego, sagaciously cites 

Ecclesiastes: "All is vanity and vexation of spirit" (63). 

His final appearance in the novel is also positive, as he 

completes the comedic ending by marrying the four couples 

with "clerical dexterity." 

The main theme of the novel, that of the 

perfectibility of man, is prominent not just in the primary 

debates of the three philosophers on that subject, but 

also as an outgrowth of a discussion on almost any subject 

throughout Headlong Hall. This repeated testing of 

ultimate philosophical positions is identified by Bakhtin 

as another characteristic of Menippean satire (115). Small 
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talk at the table, which begins with the food before them, 

moves through the diet of primitive man to the 

deterioration or perfection of the current state. 

Allusions by Escot to Rousseau's noble savage are frequent. 

Cranium's theories on phrenology likewise lead to debate on 

the better or worse condition of society. Not even Mr. 

Milestone's landscaping nor the speed or comfort of modern 

transportation can be the subject of talk for very long 

before the dialogue gravitates to the greater issue. 

Kjellin believes that both plot and character are 

"completely subordinated to the pattern of contrasts 

between past and present times" (36). Thus, while the love 

stories as a main plot are weakly drawn and intermittently 

addressed, Peacock never loses sight of his true theme in 

the novel. 

As a result, the "hobbyhorses" of the three main 

characters are always before the reader, and their 

responses can be anticipated. Jenkison, in particular, can 

be counted upon for almost boring interjections on his 

status-quo view of the world. It is here that Headlong 

Hall reminds us that it is an experiment in form for 

Peacock, and he has not yet eliminated some of the heavy

handedness that will later disappear. 

Based on the amount of dialogue given to each of the 

three primary protagonists and the cogency of their 

arguments, there is cause to believe that Peacock himself 
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favored the opinions expressed by Escot, the 

deteriorationist (Madden 76). On several occasions, he is 

given the last word, as at the end of Chapters 2, 4, 7, and 

10. Peacock also makes Escot's love story the most 

important, and his personality is the only one that comes 

close to changing. Credibility is also lent to this 

argument because many of Escot's opinions reappear through 

Mr. Forester in Melincourt, where there is less doubt about 

Peacock's personal position on "progress" (Madden 77). 

In addition to dialogue, another common trait of 

Menippean satire, the mixing of genres, is included in 

Headlong Hall, but not in the traditional manner of 

interspersing verse into prose or dialogue. Instead, 

Peacock occasionally uses songs, especially catches and 

drinking songs, to interrupt the debating of his 

characters. Additionally, the presence of Mr. Chromatic 

and his two talented daughters provides not only musicians 

to perform some of the songs, but also a vehicle for 

introducing commentary and debate on the subject of music. 

While the positive force of song is not denied by Peacock, 

most of the comments on contemporary music are ironic and 

thus satirical where they address "taste," and, unusually 

for Peacock, most of these barbs are unanswered. Typical 

is a parenthetical comment offered by the narrator, rather 

than in the dialogue, where Peacock opines "our readers are 

of course aware that rapidity of execution, not delicacy of 
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expression, constitutes the scientific perfection of modern 

music" (38). Peacock has already hinted at the same 

indisposition when he reports that Mr. Chromatic "fiddled 

through a book of solos before the first dinner bell" (22), 

again ironically attacking contemporary preference for 

virtuosity over feeling. Typical, too, of Peacock's wit is 

his description of the performance of "some very scientific 

compositions" by the daughters of Mr. Chromatic, "which, as 

usual, excited admiration and astonishment in every one, 

without a single particle of genuine pleasure" (43). Here, 

however, Peacock does provide a corrective model, when he 

comments positively on the "feeling and simplicity" of a 

simple air by Miss Cephalis. 

By contrast, one topic which is never treated in 

satiric fashion by Peacock, even though the overall tone is 

occasionally sharp in Headlong Hall, is nature. He had a 

genuine love of natural beauty (Freeman 235), accounting 

for his attacks on the sculptured landscaping in vogue in 

the early nineteenth century. Occasionally, his 

descriptions take on a Wordsworthian tone, as he mentions 

"tremendous chasms, with torrents dashing in the bottom" 

and the philosophers' "rapturous exclamations on the 

sublime beauties of the scenery" (19). While it is 

possible in such passages to suspect Peacock of mild parody 

of the work of the Lake Poets, who were frequent objects of 

attack by him, there is too much cumulative evidence of 
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Peacock's true love of nature to support such a reading. 

For example, his grief seems genuine when he describes the 

extensive defacing of the earth resulting from the 

construction of the man-made embankment at Tremadoc "which 

the admirers of the magnificence of nature will ever 

remember with regret" (46). The tone is poignant and 

regretful rather than satirical as he concludes the episode 

by pointing out that "The mountain frame remains unchanged, 

unchangeable; but the liquid mirror it enclosed is gone" 

(46). 

But another facet of Peacock's values is not yet 

visible in Headlong Hall: his belief in the importance of 

true love and good marriage. Whether these tenets are not 

yet formed is speculative, but in any event they are 

somewhat masked by the manner in which he treats them in 

this first novel. Although love stories form what plot 

there is, the inner feelings of the characters are never 

revealed to the reader, and references to the love plots 

are intermittent and overshadowed by the philosophical 

debates. The arrangement of the marriages takes place in 

one short chapter in farcical fashion, as Squire Headlong 

endeavors to take as many other bachelors with him as 

possible. With the character of Harry Headlong, Peacock 

cannot be accused of inconsistent characterization, for the 

good squire lives up to his family name in every action he 

takes, even his decision to marry. 
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The love plot does offer an opportunity to satirize 

the contemporary practice of marrying for advantage, which 

Peacock implies was encouraged by the popular novels of the 

day. The Reverend Doctor Gaster pointedly states the 

premise of a portion of Miss Poppyseed's new novel, a 

summary which she does not correct or deny: 

I think you had just laid it down as a position, 
that a thousand-a-year is an indispensable 
ingredient in the passion of love, and that no 
man, who is not so far gifted by nature, can 
reasonably presume to feel that passion himself, 
or be correctly the object of it with a well
educated female. (39-40) 

The same concept is again attacked when Mr. Cranium prefers 

Mr. Panscope to Mr. Escot as a potential husband for his 

daughter because of Mr. Panscope's inheritance of ten 

thousand a year. 

Burns considers the power of love as one of the major 

positive forces in Peacock despite the irony which Peacock 

directs at "the falsities of spouse-hunting in polite 

society" (27). Although love stands for certain wholesome 

qualities, Burns must concur that few transformations in 

character take place in Headlong Hall because of the 

shallow nature of characters and their emotions. Escot, 

the deteriorationist, accepts marriage as something 

positive, but his fundamental outlook on the direction of 

civilization is unchanged to the end. In his last speech, 

he concedes that marriage may be "the only counterbalancing 

consolation in this scene of mischief and misery" (89), 
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which is as close as any character in the novel comes to 

changing. 

It becomes evident that Peacock's principal tool in 

his satire is the use of irony. Because much of the irony 

is oblique, Peacock can be elusive to those who demand a 

clear picture of the author's position, but Burns insists 

that any ambiguity in Peacock's irony is not unconsidered 

(18). At times, the irony is clearly evident, as when Mr. 

Cranium, in his lecture on phrenology, states that if a 

young man's head is found to have similarities to that of a 

tiger, then "let him be brought to some profession (whether 

that of a butcher, a soldier, or a physician ..• ) in 

which he may be furnished with a license to kill" (70). 

Yet when Peacock, through Escot, describes formal balls as 

"show, and varnish, and hypocrisy, and coquetry" (74) in a 

manner more direct than Pope in The Rape of the Lock, it is 

difficult to decide whether there is irony intended or 

the statements should be taken at face value. 

In Headlong Hall, Peacock also uses satiric butts as 

targets for his attacks. Miss Poppyseed, the 

"indefatigable novelist," Mr. Milestone, the landscape 

gardener, and Mr. Cranium are foremost among them. Peacock 

censures characters of this type for their outlandish 

stances by involving them in more acrimonious exchanges, 

often resulting in clear defeats for them (Dawson 186). As 

an example, Mr. Panscope, the partial caricature of 
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Coleridge (Madden 81), takes a considerable drubbing at the 

hands of Escot. 

The laughter of Headlong Hall results not only from 

the irony or the absurdity of the satiric butts, but also 

from Peacock's ingenuity of expression and use of 

unexpected vocabulary. When Mr. Cranium is hurled into the 

water in a manner that must be regarded as burlesque, it 

becomes evident that he is "utterly destitute of natatorial 

skill" (55). Similarly, a robber who was hanged is 

described as "suddenly checked in his career by means of a 

certain quality inherent in preparations of hemp, which, 

for the sake of perspicuity, I shall call suspensiveness " 

(68-69). Frequently there is an element of farce: "the 

party ... now began to move towards Headlong Hall, the 

Squire capering for joy in the van, and the little fat 

butler waddling in the rear" (55). The stilted diction 

often has a ring of neoclassical mock epic, particularly 

when Peacock maintains a stately and unruffled tone and 

uses long sentences loaded with subordinate clauses to 

describe commonplace occurrences. Virginia Woolf, 

commenting on Peacock's delightful style, feels that while 

many writers can adequately convey their meaning in their 

native tongue, "a writer like Peacock does infinitely more" 

(130). 

Despite the humor, a considerable part of Headlong 

Hall consists of complaint and conflict. Debates among the 
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three philosophers, frequently in the presence of Dr. 

Gaster, remain cordial and dignified, but the same is not 

true for exchanges between these primary protagonists and 

several of the minor characters. Prior to our introduction 

to Peacock's characters, Escot had already alienated Mr. 

Cranium by disagreeing with some of his theories of 

phrenology, thereby placing a major obstacle in his love 

affair with Cranium's lovely daughter, Cephalis. Likewise, 

the exchange between Mr. Escot and Mr. Panscope is 

particularly acrimonious. Several more such encounters 

characterize Headlong Hall, such as Miss Poppyseed's 

disdain for Dr. Gaster and the disagreement between Sir 

Patrick O'Prism and Mr. Milestone on the picturesque. 

Yet the sharpness of these exchanges is somehow not 

upsetting to the reader, as Peacock always returns to a 

more harmonious note. The form of Headlong Hall, with its 

digressions and frequent interruptions, allows Peacock to 

mix complaint and consolation. Burns is highly 

complimentary to Peacock on this skill: 

Only Sterne among previous novelists in English 
was so well able to derive comedy from unease and 
to play off a surface of satirical reproof 
against a less emphasized, but vigorous, 
undercurrent of celebration. (26) 

The interspersal of comic action and the almost 

noncommittal tone, emulating the manner of Voltaire, keep 

the reader from becoming too deeply engaged. The two-

dimensional nature of the characters also prevents our 
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passions from rising as they become embroiled in their 

debates and conflicts. 

Although Mr. Escot is often favored with the last word 

in a debate, such is not the case at the close of the 

novel. Mr. Jenkison responds to Escot's final diatribe by 

stating that "the scales of my philosophical balance remain 

eternally equiponderant" (90). This statement is of 

particular significance, as it is symbolic of the lack of 

resolution which pervades the entire work. Nearly every 

discussion is interrupted in some fashion, either to 

restore harmony or simply to eat, thus preventing any 

viewpoint from prevailing. But the interruptions are only 

a screen; no viewpoint can prevail because of the true 

satire with which Peacock lashes out in this first novel. 

It "mocks alike the present, past, and future, in the name 

of the canons of common sense which all three offend" (Van 

Doren 86). The novel ends, without resolution, as does the 

discussion at Squire Headlong's Christmas Ball: 

as most controversies do, by each party 
continuing firm in his own opinion, and 
professing his profound astonishment at the 
blindness and prejudice of each other. (88) 

Resolution for Peacock is still four novels and forty-five 

years away. 



Chapter 4 

Gryll Grange: The Envoi 

Peacock's long career with the East India Company 

carne to a close with his retirement in 1856. He once again 

was able to devote full time to his reading and writing. 

The writing of Gryll Grange was an ambitious undertaking 

for a man over seventy years old; it is his second longest 

work. The novel first appeared in serial form in Fraser's 

Magazine in 1860, but only in manner of publication does 

Gryll Grange defer to the Victorian age (Dawson 273). It 

is designed on the same pattern as the previous four novels 

of talk, and its unity indicates that it was written as a 

whole before publication in monthly installments. In 1861, 

it was republished as a book. 

The actual writing of the novel seems to have taken 

place after 1858 (Garnett 769), by which time Peacock's 

mother had died and his favorite daughter, Mary Ellen, had 

disgracefully left her husband, novelist George Meredith, 

to run away with Henry Wallis, a painter (Burns 192). 

Peacock's values regarding love and marriage were at risk 

as he watched the difficulties of his children in their 

marriages. This and the loss to death of many of his own 

contemporaries caused Peacock to come forth with Gryll 
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Grange as a literary response to the discomforts of his 

life in the late 1850s. 

While the isolation of the setting from the real world 

is sometimes seen as an escape from reality, Peacock 

actually confronts mortality and the strife of living with 

one of his predominant themes in the novel: the divergence 

between the ideal and the real. The first discussion in 

the book deals with this very issue; Mr. Gryll remarks to 

his dinner companion that "I am afraid that we live in a 

world of misnomers" (775). Peacock offers the reader 

dialogue on those values which he regards as most 

important, values that have now taken on a personal and 

private tone rather than a socially corrective one. 

While the issue of death is not raised by the plot, 

reminders of mortality appear in two prominent ways. The 

first is in Peacock's epigraph at the beginning of each 

chapter. Of these, Garnett, in his introduction to Gryll 

Grange, has identified some thirteen that are concerned 

with death or old age (770). Mortality also remains in the 

foreground with the ever-present suggestions regarding the 

importance of living the best possible life; here Peacock's 

Epicurean philosophy is showing through. The epigraphs 

also contain sixteen allusions to love and ten to wine 

(Garnett 770), thus pointing toward some of the elements of 

Peacock's vision of the good life. 

This movement to the private aspects of life, 
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especially love and Epicurean delights, prompts an 

observation by Freeman that Peacock progressively 

introduced more of himself and less of other people into 

his novels as time went on (338). Freeman goes on to 

suggest that at this point in his life, Peacock is writing 

for himself rather than for his reader. As a result, he 

indulges himself in a pedantic display of scholarship, 

especially with his classicism. Although his earlier 

novels also use footnotes, they are much less prominent 

than those in Gryll Grange. Van Doren remarks that the 

footnotes and "the multifarious references which punctuate 

its pages do make it look rather like a treatise than a 

novel" (240). A contemporary review of Gryll Grange in the 

Saturday Review found that "The volume reads like a few 

numbers of Notes and Queries jumbled up with a funny love 

story, and pervaded by a fine Pagan morality" (Dawson 275). 

With the extensive quantities of diverse information 

in this novel, Peacock maintains one of the common features 

of Menippean satire--the compilation of massive amounts of 

data, as in the "Cetology" chapter of Melville's Moby Dick. 

Additionally, Jack finds that "nothing is less in demand 

than verisimilitude" (223), another characteristic of that 

genre. But Gryll Grange deviates significantly from one 

attribute of Menippean satire identifi~d by Kernan in that 

Peacock does not bring about "the satiric end of scourging 

the fools . . . by allowing them to reveal their 
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fundamental ridiculousness in their own speeches and 

actions" (242). For unlike his earlier works, this novel 

contains no fools to scourge; for the first time, Peacock 

gives the reader human characters more typical of a novel 

of manners than of Menippean satire. 

The characters in Gryll Grange are necessarily more 

complete and rounded to be able to convey the personal 

meanings that Peacock places within this novel. Similarly, 

they are "easier" and more comfortable, making less of a 

jab at society, "as if Peacock were determined to make 

honorable amends to all the persons he had laughed at in 

his little world of satire" (Van Doren 243). The early 

characters who are somewhat identifiable with real people, 

or at least with those persons' particular crotchets, are 

gone. Only two minor characters retain any resemblance to 

the crotcheteers of old: Mr. Pallet the artist and Mr. 

Minim the musician. Even these two are not extreme in 

their postures, and are positive contributors to the 

Aristophanic comedy presented within the novel and to calm 

discussions of their respective crotchets. 

Typical of the change in characterization is Peacock's 

Scotch economist, Mr. MacBorrowdale. Unlike his 

predecessors, Mr. Mac Laurel in Headlong Hall and Mr. Mac 

Quedy in Crotchet Castle, MacBorrowdale is not highly 

opinionated and actually avoids giving his point of view 

even when pressed by others. While highly opinionated 
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Scots were targets of irony in the previous novels, 

MacBorrowdale is "buoyant" and "agreeable," and often 

refuses to join the debates, opting "instead for wine and 

spectatorship" (Burns 202). Peacock also uses this 

character to interject a personal recantation of some of 

his own earlier positions on political economy, as 

MacBorrowdale confesses that "I have talked a good deal of 

nonsense on that subject myself" (884). 

Another of Peacock's stock characters--the clergyman-

appears in Gryll Grange, this time in the agreeable form of 

the Reverend Dr. Opimian. Taking his name from a 

celebrated Roman vintage wine, Opimian is close to Peacock 

in his interests in gastronomy and classicism (Tedford 

210). Unlike his reverend counterparts in earlier works, 

Dr. Opimian is not the object of strong satiric comment on 

the church, but seldom brings forth conventional religious 

viewpoints or church doctrine. His wisdom derives from the 

classics rather than theology; his wife accuses him of 

relying only on authorities "over two thousand years old" 

(809). Jack describes Dr. Opimian as "tolerant and more 

intelligent, and he is hardly ever ridiculous" (221). He 

plays a key role in the progress of the love plot, taking 

on the role of matchmaker and trying to bring others into 

marriages as happy as his own. Like most of the characters 

in Gryll Grange, Opimian actually has feelings which 

Peacock reveals to us in long narratives or even 
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soliloquies describing Opimian's thought process. 

Dr. Opimian is taken by some readers as at least a 

partial portrait of Peacock himself (Dyson 62), but this is 

a fruitless reading as Peacock's own persona is everywhere 

in this novel. Freeman observes that "already in Crotchet 

Castle it is noticeable that Peacock is introducing more of 

himself and less of other people than in his earlier books" 

(338). The confession by Mr. MacBorrowdale, the tastes of 

Dr. Opimian, Falconer's love of tranquility, the 

Epicureanism of Squire Gryll, the unbounded curiosity of 

Lord Curryfin--all elements of Peacock himself--are 

pervasive, making this the most personal of his novels. 

From biographical data, we can even see young Peacock in 

Miss !lex's description of her lover in her youth: 

He was of a romantic turn of mind: he disliked 
and avoided the ordinary pursuits of young men: 
he delighted in the society of accomplished young 
women, and in that alone. He would disappear for 
weeks at a time, wandering in forests, climbing 
mountains, and descending into the dingles of 
mountain-streams, with no other companion than a 
Newfoundland dog. (923) 

The personal views and recollections consistently 

overshadow the brief comments on society in Gryll Grange. 

The greatest difference in the characters of Gryll 

Grange as compared to the earlier novels is not just their 

ability to have and expre~s feelings, but their ability to 

grow and change. Lord Curryfin is first introduced as an 

almost humorous "lecturing Lord" who takes up whatever 

cause is of current interest. Through his association with 
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Miss Niphet, he evolves into a lively, agreeable person who 

is "largely cured of his eccentric enthusiasms" (Burns 

216). Similarly, Miss Niphet is transformed from a cold 

and repressed character into someone with a more outgoing 

physical presence, a result of her Greek-like courtship of 

bodily exercise with Lord Curryfin (Butler 257). The other 

lovers in Gryll Grange likewise benefit from growth. 

Morgana Gryll moves from rejecting spinster to accepting 

wife. 

The greatest change is, however, effected upon 

Algernon Falconer, who struggles between the ideal but 

artificial world of his tower and the real world of love 

and involvement. We witness, through narrative 

description, his repeated sorties to Gryll Grange and the 

enchanting Morgana, and his troubled flights back to the 

tranquility of his tower. In this struggle, as elsewhere 

in this novel, Peacock reveals thoughts and feelings to the 

reader, giving all of his characters a new solidity. 

Garnett, in his well-considered introduction to Gryll 

Grange, concludes that "Almost for the first time we feel 

that we are in a company of real people, and not a few 

Characters and many Humours" (770). 

The transformation of those characters involved in the 

love plot presents an enigma: Does the predominance of the 

love stories over attacks on societal ills demand these 

evolutions by the characters, or does the creation of more 
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realistic characters allow this fuller development of 

Peacock's position on love and marriage? No clear answer 

exists, but Peacock's desire to dwell extensively on love 

as the primary focus in his exploration of the real and the 

ideal seems to require a more sympathetic treatment of 

characters. The metamorphosis of Lord Curryfin, who at 

first is almost as laughable as his forerunner, Lord 

Bossnowl in Crotchet Castle, is evidence of the need for 

the characterization to conform to the theme; otherwise, 

his love affair with Miss Niphet would be an absurdity. In 

a similar vein, plot served in the previous novels only to 

string together episodic action and further the satire, but 

in Gryll Grange the plot is preeminent over the social 

commentary. Even the banquets further the love interests, 

as Peacock emphasizes seating arrangements and reactions to 

the events that take place during the meals (Tedford 211). 

Kjellin strongly asserts that the development of the love 

stories in Gryll Grange takes place in a way "that 

resembles most closely a 'normal' novel" (30), and therein 

refutes Walling's belief that the making of the 

Aristophanic comedy constitutes "what little plot there is" 

(350). 

Not only have the cranks and crotchets disappeared, 

but the boisterous drinking songs are gone (Madden 133). 

The mixing of genres is still present, however, with the 

inclusion of several poems, songs, and the Aristophanic 
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comedy. The poems are mild in tone, with love and the 

glories of past years as their primary subjects. The 

songs, too, are tamer than those of the early works, but as 

in Headlong Hall, Peacock cannot resist another barb 

against contemporary music as he has Falconer describe it 

as a "Niagara of sound" (844). A cordial debate ensues on 

the virtues of modern music versus the music of the ancient 

Greeks, giving Peacock yet another opportunity to display 

his erudition. The blending in of the Aristophanic comedy, 

suitably titled "Aristophanes in London," provides Peacock 

with the old device of a "play within a play" to put forth 

most of the limited satirical comment in the novel without 

destroying the otherwise harmonious theme. 

The delightful use of language, which added so much to 

the humor in the early novels, is also missing from Gryll 

Grange. This point is one on which Peacock's critics are 

totally divided; some see Gryll Grange as being warmer and 

having a less discomfiting tone, while others believe that 

Peacock has omitted one of the elements that make his early 

work so pleasurable. The stilted diction is entirely gone. 

The characters talk more simply and with less declamation 

(Burns 214). Unfortunately, the mock epic tone which makes 

the competitions and pratfalls so comedic in the early 

novels is missing; the card games and the games of 

shuttlecock and battledore are just that and nothing more. 

But by avoiding the mock battle implication, Peacock is 
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skillfully maintaining the unity of his book by not 

detracting from the harmony and love-making. 

In furtherance of his objective for Gryll Grange, 

another aspect of Peacock's style undergoes a major 

revision. Kjellin, in his appropriately titled Talkative 

Banguets, reports that a major shift takes place in the 

dialectical pattern between Headlong Hall and Gryll Grange 

(33). In the early works, a thesis is presented, an 

antithesis is offered, and a debate ensues, with little 

change in either position taking place. The characters 

listen without hearing or changing. But in Gryll Grange, 

the lively debates have virtually disappeared (38). They 

are replaced with congenial exchanges among the residents 

and guests. In the early novels, the narrative technique 

consists of bringing the participants together and letting 

them talk. With the changes in characterization and the 

importance of plot comes much more plot-related narrative, 

in which Peacock reveals the psychological development of 

the characters, their thoughts, and their feelings (105). 

The maintenance of harmony to keep the focus on living 

the good life is evident throughout Gryll Grange. The 

Reverend Doctor Opimian cites the desirability of after

dinner discussion "provided it be carried on, as our 

disquisitions have always been, with frankness and good 

humor" (883). Gone are the acrimonious exchanges and 

boisterous arguments of the first novel. Even Lord 
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Curryfin and Mr. Falconer have the utmost respect for each 

other when they are vying for the hand of Morgana, 

certainly a contrast to the heated rivalry between Mr. 

Panscope and Mr. Escot in Headlong Hall. When discussions 

of issues do occur, they are often terminated, as at the 

end of Chapter 19: "A chorus of laughter dissolved the 

sitting" (885), another contradistinction to the intrusions 

and unexpected interruptions used to end the debates of the 

early novels. This attribute of Gryll Grange is consistent 

with Peacock's own personality at the time of its writing, 

as reported by his granddaughter, Edith Nicholls: 

His detestation of anything disagreeable made him 
simply avoid whatever fretted him, laughing off 
all sorts of ordinary calls upon his leisure 
time. His love of ease and kindness of heart 
made it impossible that he could be actively 
unkind to any one, but he would not be worried, 
and just got away from anything that annoyed him. 

(Mills 214) 

The absence of sharpness of tone and the constant 

presence of harmony, while appropriate to a more 

conventional novel with a love story as the main plot, are 

totally inappropriate for satire. As a result, the satire 

in Gryll Grange is minimal (Kjellin 32), and of limited 

effectiveness. In this last novel, Stewart sees "the ghost 

of a different sort of novelist haunting Peacock" (27). 

With the absence of satiric butts, there is very little 

personal satire to be found in Gryll Grange; "The old hard 

hitting has vanished with the high spirits" (Priestley 91). 

Irony was once the key tool of Peacock's satire, but now 
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Priestley hears "only a genial echo of that old ironic 

voice" (93). What mild attacks do occur are insufficiently 

sustained to have an impact; again the author avoids an air 

of unease. 

While the biting satire is absent, Peacock's sense of 

humor does remain, as when Mr. MacBorrowdale astutely 

divides the Pantopragmatic Society's Department of Fish 

into three classes: "living fish, fossil fish, and fish in 

the frying pan" (951). These remnants of Peacock's wit, 

combined with events such as the simultaneous weddings of 

nine couples at the close of Gryll Grange, cause some 

critics, particularly Kjellin, to conclude that Peacock has 

left the realm of satire and moved entirely into the realm 

of comedy. 

As a result, Madden, among others, has called Gryll 

Grange "an old man's book," but even Madden recognizes that 

"it is nevertheless the work of a writer who is still very 

much aware of the joy of living" (133). This joy of living 

is experienced in the novel in an isolated and idyllic 

setting, but it is not escapist; what social commentary is 

brought forth, howsoever briefly, shows a keen awareness of 

the discomforts of the real world without. 



Conclusion 

When closely examined, Peacock's novels offer both 

uniformity and variety. However, because the ingredients 

and techniques are very similar between Headlong Hall and 

Gryll Grange, the development in feeling and outlook is 

effectively masked. Both the first and last works are 

dialectic in form, relying on love, nature, and the 

pleasures of food, wine, and music to restore hope and 

offset scepticism. Thus, commonalities are maintained 

which show Peacock's consistent striving toward truth and 

happiness during the turbulent late Romantic and early 

Victorian years. 

But the development of Peacock's philosophy on dealing 

with the trials of life results in a definite contrast 

between the sharpness and joviality of Headlong Hall and 

the warmth and acceptance of Gryll Grange. The elements 

which change are entwined; those movements which are 

outcrops of Peacock's evolving thought are not random or 

unneeded for the successful conveyance of his ruminations. 

The changes in style and content stem from Peacock's desire 

to display his feeling of hope and his conception of the 

route to the best possible life. 

Feelings of an author are necessarily revealed through 
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characters; therefore, Peacock's characters have to evolve 

from the two-dimensional caricatures of Headlong Hall to 

the emotional and sensitive characters in Gryll Grange. 

Escot with his embedded pessimism gives way to a sensitive 

and perplexed Falconer who can accept and change. The 

gormandizing and seemingly selfish Reverend Dr. Gaster 

evolves into the wise and caring Epicurean, Dr. Opimian. 

Mac Laurel, the highly opinionated Scotch critic of 

Headlong Hall, transforms into the agreeable and sensible 

political economist of Gryll Grange, Macborrowdale. The 

crotcheteers vanish, only to be replaced by more realistic 

characters with the ability to accept and adapt. 

Refining the characterization to convey feelings has 

its aftereffects in the interrelations of these softer, 

more rounded characters. Along with the caricatures and 

crotchets go the sharp, acrimonious exchanges of the early 

novels. Agreeable conversation and intellectual discussion 

emerge instead. Absurdly quick marriage contracts and 

satire of marriage for social or financial advantage are 

supplanted by a genuine love story, a real plot with well

considered marriages as the outcome. And to convey such a 

plot, with its attendant feelings and emotions, Peacock 

adapts his style. Dialogue is not abandoned, but is 

augmented by significant amounts of narrative that is plot

related rather than digressive. 

This causal chain continues; as the overall tone 
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mellows, so do other elements such as the songs that are 

intermixed in the novels. Drinking songs no longer have a 

place; love songs are more appropriate. The humorous 

formal language that characterizes Headlong Hall, with its 

stilted diction and hint of mock epic, gives way to more 

natural but no less precise speech in Gryll Grange. 

Most of Peacock's satire in the early novels is 

dependent on crotchets serving as satirical butts, elevated 

descriptions of burlesque-like episodes, and the use of 

irony; satire virtually disappears from Gryll Grange along 

with these devices. Even if these elements of Peacock's 

earlier style had lingered, it is difficult to see how the 

satire could have remained as sharp because of the 

predominance of love and emotion over the topical issues 

which were of more interest to young Peacock when he wrote 

Headlong Hall. As a consequence of less emphasis on 

contemporary issues in his last novel, however, Gryll 

Grange takes on a more timeless quality and does not 

require as much knowledge of the issues of the period. 

If the social satire of Peacock's early novels becomes 

difficult to find and less sustained in his final one, does 

it still remain appropriate to regard Gryll Grange as 

Menippean satire? Because of the loose structure and great 

flexibility offered by this peculiar and highly 

intellectual genre, it is not desirable to treat the 

commonly recognized features of Menippean satire as a 
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prescriptive list of necessary criteria, but rather as 

clues. As demonstrated, Headlong Hall contains several of 

these common attributes. Gryll Grange is not as digressive 

and has more realistic characters, but the mixing of genres 

and the massive amounts of included scholarship as in the 

old "anatomies" still provide a strong argument that 

Peacock's unique form of fiction is best considered as 

belonging within this unusual classification. 

Certainly one characteristic of Menippean satire 

occurs in both the first and last of Peacock's novels of 

talk: Headlong Hall and Gryll Grange deal not only with 

countless pieces of scattered scholarship, but use a 

dialogical format to test great ideas or truths about life. 

But even here, an evolution has taken place. Peacock's 

first novel addresses the perfectibility of man, and along 

the way satirizes numerous contemporary matters; his 

investigations are directed toward social issues, an 

understandable outlook for a young man who has not yet 

experienced the vicissitudes of life. By the time he 

writes Gryll Grange, Peacock has survived marriage, family 

life, loss, disappointment, and the tumult of nearly a 

half-century of "progress" in England. Hence, his focus 

has become private, dwelling on the perfection of the 

individual's life rather than society as a whole. 

Peacock's prescription for living is his own personal 

adaptation of Epicureanism, and while he is sometimes 
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accused of paganism, his lack of conventional religious 

beliefs does nothing to diminish his love for his fellow 

man. The satire in Peacock's work does not approach the 

sharpness of Pope or Swift; accordingly, he is never 

accused of misanthropy as those masters of corrective 

satire sometimes are. Because Peacock's prescription is so 

personal in Gryll Grange, his own feelings are more exposed 

and he is not as elusive as in the early novels. 

What becomes visible in the final work is Peacock's 

resolution as to how to live the best life. The 

experiences of his own long life allow reality to triumph 

over ideality. To him, the best life is to be lived 

individually; he never has confidence in the state, not 

even ancient Greece, to provide the best possible 

existence. Yet despite his scepticism about many things in 

the world, Peacock provides one overriding conclusion in 

Gryll Grange that perhaps grew stronger over his years. 

The Reverend Doctor Opimian, often a voice for Peacock's 

persona in the final novel, draws on a character from the 

writings of Euripides when he says "On the whole, I agree 

in opinion with Theseus, that there is more good than evil 

in the world" (809). 
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