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Johnson’s Pym (2011) is a satirical parody in which he anatomizes Edgar Allan Poe’s The Narrative of 

Arthur Gordon Pym of Nantucket for the purpose of lampooning American colonial and racist 

subconsciousness. Pym repeats The Narrative with a similar plot and characterization, but creates a chasm 

in which its reader can see the contradiction of white ideology including white supremacy and 

imperialism inherent in The Narrative. Moreover, analysis of generic ideology as it relates the Romance 

novel and American Romanticism enables us to stand against lingering racist discourse in American 

culture. In so doing, Johnson employs a technique of metafictional parody as a counterpart to the 

American romance novel, which has long been considered a representative American literary genre. 

Johnson associates American Romanticism with historical and political dimensions at the time of rising 

nationalism and racism, using postmodern strategies, including intertexuality, parody, and self-reflexivity. 

In this way, Pym becomes a place where the journey from American romanticism to postmodernism takes 

place.   
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I. Introduction

Mat Johnson’s Pym (2011) is a revisionary novel in that it closely resembles the 

form and characterization of Edgar Allan Poe’s The Narrative of Arthur Gordon 

Pym of Nantucket (Hereafter The Narrative). In Pym, Johnson continues a 

postmodern tradition of rewriting canonized texts,1 but he also establishes a 

discontinuity with that tradition by employing a technique of metafictional parody as 

a counterpart to the American romance novel, which has long been considered a 

representative American literary genre. Associating American Romanticism with 

historical and political dimensions at the time of rising nationalism and racism, 

Johnson employes postmodern strategies, including intertexuality, parody, and 

self-reflexivity, to uncover the racial pathology behind American Romanticism that 

has continued to this day as a part of power-knowledge.2 This article scrutinizes the 

dialogic relationship between Pym and The Narrative by defining Pym as a 

metafictional parody of The Narrative.

In using the generic term “metafictional parody,” I imply the reworking of a 

previous text in a mocking way with postmodern style. In this case, parody is 

involved more in the content of the incorporated text, while metafictional traits are 

more apparent in its style. Christian Moraru asserts that Johnson’s Pym should be 

considered “postmodern rewriting” (14) that focuses on the “representation of race, 

gender, or class” in the model story “from marginal standpoints” (9). Along with 

this recentering of marginal perspective, I also rely on Linda Hutcheon’s influential 

  1 The best-known examples would be J.M. Coetzee's Foe, Jean Rhys's Wide Sargasso Sea, and Maryse 

Conde's Windward Height.
  2

Foucault asserts that truth is produced only by virtue of multiple forms of constraint and it induces 

regular effects of power, focusing on the relationship between power and knowledge and how they are used 

as a form of social control within societies. The function and effectiveness of power/knowledge took primacy 

over its ‘truth’, and knowledge linked to power assumed the authority of ‘the truth’” and thus has the power 

to make itself true. He further says, “Power and knowledge directly imply one another…here is no power 

relation without the correlative constitution of a field of knowledge, nor any knowledge that does not 

presuppose and constitute at the same time power relations” (27).  
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definition of “postmodern parody” as repetition with critical difference (32), whereby 

a text or genre convention is imitated and transformed by means of ironic inversion. 

A critical distance, usually signaled by irony, is implied between the parody of the 

backgrounded text and the new incorporating work. But this irony can be playful as 

well as belittling; it can be critically constructive as well as destructive. Therefore, 

in its ironic “trans-contexualization” and inversion, parody is repetition with 

difference (Hutcheon 32). By defining metafictional parody with these terms, 

Hutcheon emphasizes parody’s serious critical intent. However, unlike Hutcheon’s 

definition of metafictional parody whose focus lies in the inherent limitations of past 

forms of writing, I incorporate a broader concept of metafictional parody. As 

Patricia Waung describes it, “metafictional parody reveals how a particular set of 

contents was expressed in a particular set of conventions...and what relevance these 

may still have for readers situated at a different point in history” (67). Based on the 

dialogic and interactive tropes of metafictional parody incorporating historicity, I 

focus on the creative literary change Pym makes.

In Pym, metafictional parody is indeed used to seriously rework a literary model, 

the American romance novel, and to call attention to its conventions and limitations 

by putting it in a new, contemporary context. At first glance, the intertexuality in 

plot and characterization of Pym and The Narrative render Pym a sequel to The 

Narrative: Johnson also depicts a journey to Antarctic and uses some of the same 

characters, such as Pym and Dirk Peters. Characters in Pym also find a new species 

of human race in Antarctica and fight with them, in which the issues of cannibalism 

and ghost masquerade are commonly addressed. The intertexuality at play here, 

however, moves beyond simple similarities between in plot and characterization. 

Julia Kristeva defines intertextuality as a “transposition of one (or several) sign 

system(s) into another,” suggesting that a “passage from one signifying system to 

another demands a new articulation of the thetic” (59), thus, emphasizing the 

importance of various cultural discourses surrounding a text. As Pym progresses, 

therefore, readers realize that it is not a sequel but a parody that urges them to 
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consider what was hidden and overlooked in the original text. 

The difference Johnson creates in Pym is derived from the weaknesses he finds in 

The Narrative. To Johnson, Poe’s The Narrative “is a very silly book” (Ostrom 218) 

and has weak characterization and plot. Rather than rectifying the underlying 

problems, Johnson underscores the literary weaknesses of Poe’s text to the extent 

that the original narrative seems all the more preposterous. Through the trivialization 

of a serious subject or through the glorification of a trivial one in a dialogic 

interaction with The Narrative, Pym satirizes its ideology and challenges the 

authority of The Narrative. In this process, the authoritative voice of Pym in The 

Narrative is replaced by that of an African-American professor of literature, Chris 

Jaynes, and other people of color such as Captain Booker Jaynes, Garth Frierson, 

and Jeffree. They replace Pym’s heroic journey with their comic one, deconstructing 

the white supremacy of The Narrative. Pym subverts Poe’s authority3 as a white 

male southerner by demythologizing literary devices.

II. Parodying Poe’s Racism 

Johnson’s metafictional parody foregrounds the racist perspective inherent in The 

Narrative as seen in Poe’s depictions of Black cook and Dirk Peters in terms of the 

“Black Buck” stereotype. As Chris Jaynes explains this archetype of “any large, 

physically imposing Negro whose very presence demands that others get the ‘buck’ 

out of his way” (23), he lampoons Poe’s racist preconceptions about Black people. 

Likewise, Johnson calls out the pervasive binary colorism of the time when Jaynes 

considers Dirk Peters who is introduced as half Indian in The Narrative: 

  
3

Dennis Pahl takes notice of Pym’s pursuit of ultimate authority in his narrative. He notes that “Pym’s 

whole adventure story… doubles (but also splits from) the outer frame by becoming itself something of a 

quest for authority, for an originating voice” (5).
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Dirk Peters needs to be half Indian despite his Negroid traits because there is no such 

thing as a half Negro, according to the American “one drop” social reality. Either you 

are a Negro, containing some African ancestry, or you are not; half whiteness is not 

allowed. (25)  

Despite his half whiteness, Dirk Peters had to be classified as an animal-like 

“Black” who is “so enormously thick and broad as hardly to retain a human 

shape” (24) in terms of Poe’s binary colorism and “one-drop rule.”

For Chris Jaynes, Poe’s racism reaches its peak in his depiction of Black people 

on the island of Tsalal, as evidenced by his cynical remark that “it is at Tsalal that 

we get more of the richness that is a monument to Poe’s greatness” (62). Indeed, 

Poe reveals a racist sense of white superiority when he identifies Tsalal natives with 

Black people. Johnson complains that Pym describes everything as black, including 

animals, fishes, trees and even human teeth. Furthermore, Pym tells us, “they were 

about the ordinary stature of Europeans, but of a more muscular and brawny frame, 

their complexion a jet black, with thick and long woolly hair” (28). Regarding the 

racial depiction, Johnson concludes that Poe depicts the Tsalal people with their 

animalistic primitivism as “Negroes” (28) and they are “clearly horrors from the pit 

of the antebellum subconscious” (29). In the beginning of Pym, Chris Jaynes tells us 

that The Narrative and other “early American texts were the intellectual source of 

racial Whiteness,” (8). As such, Johnson’s narrator aligns himself with Toni 

Morrison, who classifies The Narrative as a racist text in Playing in the Dark: 

Whiteness and the Literary Imagination, saying that “No early American writer is 

more important to the concept of American Africanism than Poe” (32). In Pym, 

Jaynes opens his class, aptly named Dancing with the Darkies: Whiteness in the 

Literary Mind, criticizing Poe’s literature for being full of racist perspectives and 

influencing other writers of era with his racism. Johnson introduces “Herman 

Melville’s Moby Dick, H.P. Lovecraft’s At the Mountains of Madness, and Jules 

Verne’s An Antarctic Mystery” (229-30) as Poe-inspired works because they are 

preoccupied with the binary colorism in the way of The Narrative. Jaynes shows 
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that “a shrouded human figure…of the perfect whiteness of the snow” at the final 

page of The Narrative has such overwhelming power that the “black Tsalalian 

hostage fades further toward death the closer they get to the polar whiteness” (32). 

In this way, the Foucauldian process in which knowledge becomes a set of truth in 

terms of power-knowledge relationships, the white ideology of The Narrative

generates a strong discourse with the help of the authority which is derived from 

Poe’s fame as a great American writer.4 In this regard, the power of whiteness has 

formed a white discourse influencing different peoples and generations. 

Using Poe’s racism as a strategic starting position, Johnson expands his criticism 

into contemporary American society. To this end, he explicitly emphasizes not only 

the racist perspective but also its social implications of The Narrative: 

You want to understand Whiteness, as a pathology and a mindset, you have to look 

to the source of its assumptions. You want to understand our contemporary conception 

of the environment, commerce, our taxonomy of humanity, you have to understand the 

base assumptions that underlie the foundation of the modern imagination. … That’s 

why Poe’s work mattered. It offered passage on a vessel bound for the primal 

American subconscious, the foundation on which all our visible systems and structures 

were built. (33-4)

The social implications materialize as Jaynes himself falls victim to this binary 

colorism in his reality. Jaynes’s obsession with The Narrative leads to his dismissal 

as he refuses to limit his teaching to African-American literature and serve on the 

college diversity committee, all of which imply that he cannot justify his existence 

unless he corresponds to his role as the only Black professor in his college. Denied 

tenure, Jaynes attributes this situation to a long standing racist American discourse 

  4
Poe had made his fame as a writer in a myriad of genres such as poetry, essay, criticism, and novel. 

More importantly, as defined by F.O. Matthiessen in his book The American Renaissance: Art and Expression 

in the Age of Emerson and Whitman (1968), Poe, along with other writers such as Nathaniel Hawthorne, 

Herman Melville, and Ralph Waldo Emerson, has been considered one of American Renaissance writers 

who has established distinctive American expressions and identities. 
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that can be traced back to early texts like The Narrative. 

This conclusion leads him to search for any clue related to The Narrative and 

Poe’s fabled land. In the middle of his search, he meets Mahalia Mathis, a 

descendent of Dirk Peters. Here again, Pym shows that the racist discourse is still 

working on the minds of American people by means of one-drop rule and colorism: 

Showing extreme aversion to Black people, Mathis who asserted she was “half 

Indian without black blood” turns out to be Black and she “collapses, unconscious” 

(56) at the result of DNA test showing that she has seventy-five percent African 

blood. In this way, Johnson makes a travesty of the American society in which 

white discourse has strong persistency as dominant ideology as it has been accepted 

even by people of color as a natural fact. 

Johnson’s parodying of Poe’s racist discourse deepens when Jaynes decides to 

travel to Antarctica to find the original source after he realizes that the accounts in 

The Narrative are based on real people. When Jaynes and his Black companions 

arrive and meet an white tribe called the Tekelian, Johnson subverts the white 

imperialist narrative from a Black point of view. The Tekelians are described in the 

same way that the Tsalalians were depicted by Pym, with the attendant racial 

implications. Jaynes says that “the monsters were merely statures carved from the 

snow around us” (122), calling them “the white creatures” (124) or “the monstrous 

beings” (126) and finally adds, “I had no idea how genetically connected we all 

were,… at least as mammals” (131). Making a counterpart to what Poe did about 

Black people, Johnson renders a tribe of the white race as animal-like creatures. 

Similarly, Johnson calls out the exploitation of white imperialism by mocking 

how Pym and his companions in The Narrative profit from bartering their 

nonessentials, such as beads, nails, and saws, with the Tsalalians. In Pym, Captain 

Jaynes plans to mine blocks of Antarctic ice to sell as expensive bottled water. 

Jeffree fights with Angela for their intellectual property about the new creature, 

saying that “since I found it, I should be able to name it. That’s all” (112). 

Regarding the imperialist argument for their materialism, Johnson adds that “that’s 
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all you need to start a fight among a bunch of people sacrificing everything to get 

rich, to build a legacy” (112). This mercenary desire leads only to slavery under the 

Tekelians, which Garth alone survives in exchange for his “Little Debbies cakes” 

(198). In this context, Johnson satires the imperialistic materialism behind white 

supremacy by trivializing Pym’s heroism and foregrounding Garth’s petty tricks. 

Johnson’s postcolonial appropriation of The Narrative also applies to other 

characters: Pym, the last white man who survived the shipwreck was depicted by 

Poe as a key to “no doubt afford material for a conclusion of Mr. Pym's account” 

(219). In Johnson’ novel, however, he appears as an anachronistic lush who gets 

confused about time and uses old words such as “chattel” or “octoroon.” 

Furthermore, he reveals a desire for food extreme to the point of cannibalism. At 

the end, he falls into a semicoma, unlike the authoritative position in The Narrative. 

Moreover, Pym’s friend, Augustus, who planned the journey and helped Pym to 

survive in The Narrative appears as a monster-like “snow honkie.” 

Meanwhile, Dirk Peters who was degraded and ignored due to his mixed blood in 

The Narrative finally retrieves his own voice through the book titled The True and 

Interesting Narrative of Dirk Peters. Coloured Man. As Written by Himself. In 

addition, albeit in the form of his remains in the box, he accompanies Jaynes on the 

journey to the end and finds the significance of his existence:

On the highest mountain, I would bury Dirk Peters in the ground, on the island of 

blackness that he, a black man, had discovered and, by leaving Pym behind, had 

preserved from the predations of white supremacy, colonialism, slavery, genocide, and 

the whole ugly story of our world. This was Dirk Peter’s legacy. Even if he was an 

Uncle Tom. (83)

From this statement, we can extract Johnson’s intention to resist the stereotype of 

the Uncle Tom which Dirk Peters represents in The Narrative. Peters is denied 

his own narrative voice in The Narrative even though he is the only survivor 

from the expedition, he had to remain as another Uncle Tom who represents just 
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a submissive Black slave. To retrieve his voice as a person of color, Johnson 

starts his fight by confronting the white supremacy with other Black people, such 

as Captain Jaynes who says, “I’ll tell you something else, life is too short to be 

reading more books by white people. Especially dead ones. We got our own 

books. We got our own culture. We don’t got to borrow theirs” (100). In this 

light, Johnson rewrites The Narrative from a Black perspective in terms of 

parody. 

III. Demystifying Americanness through Postmodern Strategies

Besides semantic modifications achieved through parody, Pym shows typical 

formal features of postmodern metafiction that bring about stylistic transformation. 

Unlike the romanticized white discourse of Poe’s The Narrative, the metafictional 

devices of Johnson’s Pym prevent readers becoming too engrossed in the narrative 

encourage their participation in social critique. The metafiction of Johnson’s novel 

offers a generic counterpart to The Narrative ‘s romance, one derived from a 

postmodern disbelief about representations of “truth” and the authority of a writer in 

the novel. From the outset, The Narrative emphasizes its verisimilitude despite its 

fantastic features: Pym begins by mentioning that several gentlemen in Richmond, 

Virginia, urge him to share his story with the American public.5 They insist that this 

is his duty as an American. But Pym initially refuses to publish his story because 

he fears the public, except his family and friends, might think it “merely an 

impudent and ingenious fiction (3).” However, mentioning how letters from the 

public were “expressing a conviction”(4) about the plausibility of his tale, Pym 

makes an effort to persuade the readers that history is true. This emphasis on 

  
5

About the affair, Dana Nelson claims that Pym's joining hands with the gentlemen who urged him to 

publish his story means that he participates in the imperialistic history of Europe, imposing the white man's 

superiority (94).
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authenticity in The Narrative is challenged by Johnson’s metafictional narrative. 

Self-reflexivity and intertextuality arouse readers’ disbelief about the plausibility of 

the novel, thereby the authority of The Narrative is dissolved. 

As such, what Johnson basically does with such postmodern metafictional 

strategies is lampoon how Poe romanticizes the mythology of Americanness, 

overlooking its dilemmas, paradoxes, and contradictions. Written during American 

Renaissance and first published as a serial in 1837, The Narrative is a literary 

amalgam of reality and fantasy best described as a romance. Defining the genre 

as a “neutral territory, somewhere between the real world and fairy-land,” 

Nathaniel Hawthorne emphasizes that the romance “has fairly a right to present 

that truth under circumstances, to a great extent, of the writer's own choosing or 

creation” (xi). Based on this definition, The Narrative engages in a distinctly 

American expedition to seek out truth. 

In contrast, what Johnson focuses on is that The Narrative as a Romance has, 

instead, become a medium to hide a truth because the genre provides American 

writers not only with the freedom to write transcending circumstances but also with 

amoral and ahistorical tropes. Regarding the hidden truths, Toni Morrison says,

Romance was the form in which the uniquely American prophylaxis could be played 

out. Long after the movement in Europe, romance remained the cherished expression 

of young America… pressing historical forces and the contradictions inherent in them 

as they came to be experienced by writers. (36)

As a means of hiding anxiety and fear, romance enables American writers to 

conquer fear in an imaginative way. The fear in The Narrative is associated with 

inferiority complex of European outcasts and anxiety from their own 

powerlessness and evilness. In consonance with Morrison’s remarks, Johnson 

asserts that “the Tsalalians were real but obscured and caricatured, hidden from 

our view…This is an American thing: to wish longingly for a romanticized 

ancestral home” (30). Even when the Tekelians shout “Tekeli-li,” Jaynes says that 
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the pronunciation contains “warbles hidden within the word that no tongue 

groomed on romance languages could duplicate” (emphasis mine 131). From these 

statements, it becomes obvious that in Johnson’s postmodern novel, romance is 

something associated with mythification and idealization of white ideology 

because, in Pym, “conflict, the basis of all storytelling, itself has been negated by 

an overwhelming worship of whiteness” (232).  

What is at stake here is that these white-coded romantic traits have come to be 

aligned with Americanness6 itself. The national consciousness that dominated 

American history was parochial, to the extent that it was merely a reflection of the 

white man's society, alienating people of color. The mythology of Americanness in 

academic study reveals the same sense of innocence, nostalgia, confidence, paranoia, 

mission, and uniqueness in relation to the academic world that nineteenth-century 

Americans supposedly displayed to their world (Berkhofer 340), by overlooking its 

dilemmas, paradoxes, and ambivalences of American culture in general.

In Pym, this kind of Romantic formation of Americanness is embodied by 

Johnson in terms of a “perfect world” (241) created by romantic painter, Thomas 

Karvel. His world where Jaynes and Garth are able to live away from Telelian 

slavery, becomes a perfect illustration of American Romanticism. Karvel creates the 

Biodome where there is “no violence and no disease, no poverty and no crime … 

only beauty” (241). In this perfect world, however, “despite these nods to realism, 

the overall look of the room was utterly unreal”(240). He drives away all black 

things to the extent that only white animals such as white mice and doves can live 

in his world. Given that Karvel is a white man with “southern accent” (280) and his 

world is “all-American” painted in “the colors of the American flag” (257), it is 

evident that Karvel represents an American white Romanticist as a caricatured 

surrogate for Poe’s Pym. 

  
6

Sacvan Bercovitch suggests that the Americanness of American literature was just a paradigmatic 

hypothesis that provided techniques for teaching, themes for anthologies and casebooks that accredited the 

teachers and anthologists (651).
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Similarly, Pym always shakes his head at any “criticism of his beloved snow 

monkeys” (224). Eventually, Jaynes reaches a critical realization:    

Again, the head shake. Pym wouldn’t hear anything negative about the 

race from the caves. That is it, that’s the trick, I realized as my brain 

began to go numb… That is how they stay so white: by refusing to 

accept blemish or history. Whiteness isn’t about being something, it is 

about being no thing, nothing an erasure. (225)

In this context, Johnson further attempts to reveal the contradictions of American 

ideology precipitated by American Romanticism, which is transformed by means 

of demythologizing devices and burlesque conventions. 

One of the most problematic self-contradictions embedded in The Narrative is the 

portrayal of cannibalism. At one point, after not eating anything for several days, 

Pym and his civilized companions, including Augustus, Peters, and Parker, engaged 

in cannibalism. Rowe argues about these contradictory features, suggesting that it is 

the most democratic of actions, the “lottery” leads to their most savage instinct 

(129). Likewise, Johnson highlights the overwhelming self-contradiction regarding 

cannibalism among the whites:

Garth and I have agreed to keep a watch on him, make sure his hunger doesn’t 

compel him to try to dine on one of us once again. This morning, I riffed on the 

Europeans’ fascination with cannibalism, citing their use of the act in eighteenth and 

nineteenth-century writings as the defining difference between savage and civilized 

man. All this despite the fact that their largest church practiced ritualized cannibalism 

daily in the form of a sacramental cracker and glass of wine. From there, I went off 

on a rant about how this unique cannibalistic nature was at the center of European 

American culture, citing their devouring of black culture and regurgitating it for 

sustenance. (320) 

Pym betrays the ambivalence and tension between his romanticized white 
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supremacy and reality in the same way Poe and other American Romanticist 

mystify their ideology. In this sense, Johnson associates the White ideology 

formed in the American Romantic period with self-contradiction of literary 

characters in American Romance. 

At the end of Pym, having escaped from the Dome of Light, Chris and Garth 

arrive at an unknown land. On their drifting way, Pym dies in a seizure of horror 

in the same way that the Black captive Nu-nu dies overwhelmed by the whiteness 

around him at the end of The Narrative. What drives Pym to death is nothing but 

the word “Tsalal!” as a response to his question of where they are going. To that 

word, Pym replies, “Tsalal” in a “hissing sound that sizzled off his lips until he 

drifted to unconsciousness” (316). At the antipode of Pym’s nonsensical horror at 

Blackness, what they finally see is nothing but a Black man, “naked except for the 

cloth that covered his loins” accompanied by “a collection of brown people, and 

this, of course, is a planet on which such are the majority” (322). In this way, 

Johnson satires white pathology inherent in American Romanticism by dramatizing 

the distance between the fantasied white ideology and the worldly reality.

IV. Conclusion

Johnson’s metafictional parody serves as a momentum to stand against the white 

ideology behind American Romance. As a metafictional parody, Pym reveals the 

process through which how romance writers pretend to seek and say only “truth,” 

deconstructing that authority because “metafictional writing is both a response and a 

contribution to an even more thoroughgoing sense that reality or history are (is) 

provisional” (Waung 7). To this end, Johnson uses self-reflexivity along with 

intertextuality as transformative device. To some degree, intertextuality is seen in 

striking affinity between The Narrative and Pym: Like The Narrative, Pym begins 

with a “Preface” in which Jaynes mentions that several gentlemen in Richmond, 
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Virginia urge him to share his story with the American public, emphasizing his 

narrative is true. 

Along with intertexuality in both its content and its style, we can also see that 

self-reflexivity functions to prevent to readers’ immersion in the story. Author Mat 

Johnson directly mentions himself in Pym as a writer who would write about 

Jayne’s expedition in the same troubling way as Poe does with Arthur Gordon Pym 

in The Narrative. By casting his narrator as a professor in English department and 

light skinned Black man, Johnson blurs the boundary between Jayne’s voices as 

narrator and his own. Moreover, Johnson’s use of actual quotations from a variety 

of texts, accurate references and page numbers, reinforces the self-consciousness by 

blurring the distinction between what is real and what is fiction. The self-reflexivity 

in Pym makes the reader explicitly aware of Johnson’s role as player as he seems 

to play with his narrative. All Johnson’s playful literary devices create a critical 

distance between reader and text, rooted in a postmodern disavowal of God-like 

authorship, that defamiliarizes the social discourse behind the romanticized ideology 

of Americanness. 

All in all, Johnson creates a postmodern transgression and contamination of the 

physical setting and semiotic medium associated with American Romanticism, in 

crossing the boundaries between serious and popular genres. Its postmodern 

metafictional features necessarily lead to blurring the generic boundaries to the 

extent that Pym appears as a generically hybrid text incorporating a revisionary 

fiction, literary criticism, and slave narrative. The hybridity parodically disrupts the 

hierarchy between ‘high’ and ‘low’ literary genres. With these blurred boundaries in 

mind, Johnson rewrites Poe’s The Narrative in terms of postmodern metafictional 

parody. Pym repeats The Narrative with a similar plot and characterization, but 

creates a chasm in which its reader can see the contradiction of white ideology 

including white supremacy and imperialism inherent in The Narrative. Moreover, 

analysis of generic ideology as it relates the Romance novel and American 

Romanticism enables us to stand against lingering racist discourse in American 



A Critical Journey from American Romanticism to Postmodernism   15

culture. To parallel and redefine Pym’s journey to the Antarctic in The Narrative, 

Jaynes and his Black companions make a travesty of the original; likewise, Johnson 

dismantles the flawed frame of Romance with metafiction. As these postmodern 

narrative styles enable readers to defamiliarize the American ideology, Pym becomes 

a place where the journey from Romanticism to Postmodernism takes place.  
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