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BORGES AT THE UNITED NATIONS 

O n September 20, 2002 Ramsey Clark, former United States At-
torney General, addressed a sharply worded letter to the 

United Nations. In it, he condemned his country’s imminent inva-
sion of Iraq, and desperately appealed to Secretary General Kofi 
Annan to seek peace, not war. Amid its thick discussion of no-fly 
zones and weapons inspections Clark’s politically charged missive 
contained the following, seemingly unlikely, literary reference: “Li-
ke the Germany described by Jorge Luis Borges in Deutsches Re-
quiem, George Bush has now ‘proffered (to the world) violence and 
faith in the sword,’ as Nazi Germany did. And as Borges wrote, it 
did not matter to faith in the sword that Germany was defeated. 
‘What matters is that violence … now rules.’ Two generations of 
Germans have rejected that faith,” Clark asserted. “Their perseve-
rance in the pursuit of peace will earn the respect of succeeding ge-
nerations everywhere” (Clark 20/9/02). Clark’s letter spread over 
the Web like wildfire and is now a central text in the opposition mo-
vement to the Iraq war. 

Variaciones Borges 20 (2005) 
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Forty years earlier, on November 19, 1964, the Yale critic Paul de 
Man, published an elegantly crafted review of Borges’s newly-
translated Dreamtigers and Labyrinths in the New York Review of 
Books. Lamenting Borges’s neglect in the U.S., de Man offered 
guideposts to this unknown modern master. Borges, he writes, is 
“often seen as a moralist, in rebellion against the times. But such an 
approach is misleading.” “It is true,” de Man went on, that “Borges 
writes about villains … But Borges does not consider infamy pri-
marily as a moral theme: the stories in no way suggest an indict-
ment of society or of human nature or of destiny… Instead, infamy 
functions here as an aesthetic, formal principle.” That happens in 
some of Borges’s major tales, “Tlön, Uqbar, Orbis Tertius,” “The 
Shape of the Sword,” and “The Garden of Forking Paths,” all narra-
tives shot through with violence, plagiarism, impersonation, be-
trayal, and espionage. Although always centered in an act of infamy 
and full of terror, Borges’s fictions “are about the style in which they 
are written,” the Belgian scholar concludes (Alazraki Critical 56-57). 
De Man didn’t mention “Deutsches Requiem,” but his silence and 
the approach he propounded spread through the academic world 
like wildfire and became central traits of Borges criticism for dec-
ades. 

Which is it then, Borges the acute political seer, and “Deutsches 
Requiem” as his politically savvy, exemplary story for our already 
troubled 21st century? Or Borges, the esthetician of infamy, and 
“Deutsches Requiem,” as an historically and morally irrelevant fic-
tion best left for the dustbins of literature? In the succeeding pages I 
would like tread in the treacherous space between these two ex-
treme positions in order to survey the changing fortunes of Otto zur 
Linde’s piercing confession, and its transit from neglect to renown. 
With almost entire books now devoted to it, and essays in encyclo-
pedias of Holocaust literature, Borges’s story shows how much has 
changed in the word and the world since he first published it in 
1946 (see López-Quiñones, Meter, and Stavans). 
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NOT SO BENIGN NEGLECT 

Borges’s story was ignored for many years—it was either unmen-
tioned or roundly dismissed. A look at its classic reception shows 
three possibilities: no reference at all, passing allusion, or brief nega-
tive commentary; downplaying and negativity often went hand in 
hand. De Man exemplifies the omission of many important analysts, 
who like him preferred to talk about “Tlön,” “El jardín de senderos 
que se bifurcan,” “La biblioteca de Babel,” “La lotería en Bablionia,” 
“Pierre Menard,” “El Aleph,” “El inmortal,” or “La escritura del 
dios.” Here are some examples. “Deutsches Requiem” isn’t analyzed 
in Martin Stabb’s, Jorge Luis Borges (1970), nor in Ronald Christ’s The 
Narrow Act (1969). Jaime Alazraki’s compilation, Critical Essays on 
Jorge Luis Borges (1987), which contains de Man’s piece and other ar-
ticles from the sixties and seventies, doesn’t have a single reference 
to the story. Although written by intellectuals as famous as John 
Updike, Pierre Macherey, John Barth, George Steiner, Geoffrey 
Hartman, and Robert Scholes, the essays highlight almost hasta la 
saciedad the same fictions I have already mentioned, along with a 
few admired essays from Otras inquisiciones. “El idioma analítico de 
John Wilkins,” “La esfera de Pascal,” and “Kafka y sus precursores,” 
are featured over and over.  

The tendency to overlook “Deutsches Requiem” hasn’t com-
pletely ended. Harold Bloom’s volume on Borges, part of the pres-
tigious Major Short Story Writers series (2002), includes essays on 
guess which fictions, and again not on “Deutsches Requiem.” Bloom 
himself has glossed repeatedly on “Kafka and His Precursors,” “Pi-
erre Menard,” and on the story he calls his personal favorite, “Death 
and the Compass” (Jorge Luis Borges; The Western Canon). Another 
illustration: Edwin Williamson’s biography, Borges, A Life (2004), 
with its extensive commentary on narratives from the World War II 
years, especially “La muerte y la brújula” and “El milagro secreto,” 
doesn’t speak at all about the fictional Nazi commandant’s brutal 
testimony.  

French criticism reverential rush-to-Borges also reduced the Ger-
man requiem to nothingness. Michel Foucault famously wrote out of 
a passage in “El idioma analítico de John Wilkins.” Gérard Genette 
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built palimpsests on “Pierre Menard.” Jacques Derrida decon-
structed by quoting “La esfera de Pascal,” and Maurice Blanchot ex-
plored the infinite through “The Aleph.” Didier Anzieu gave 
“Deutsches Requiem” the most attention of all his colleagues—one 
line.  

Among major Argentine critics, the situation was not significantly 
different, as in Ana María Barrenechea’s, La expresión de la irrealidad 
en la obra de Borges (1957), Gerardo Mario Goloboff’s, Leer Borges 
(1978), or Sylvia Molloy’s, Las letras de Borges (1979). Even the most 
path-breaking studies at best made scant allusion to the story. And 
at worst, Argentine studies blended rapid insinuation with sharp, 
sometimes convoluted, critique, exemplified in Blas Matamoro par-
ricidal study. To cite Matamoro: In Borges, he writes, “sólo existe el 
bien, es decir nada, porque el no bien no existe (doctrina que se des-
prende del cuento ‘Deutsches Requiem’…)” (Fló 186). Matamoro 
represented the parricidal generation that saw in Borges the para-
gon of a literature of evasion, where reality, particularly national re-
ality, was largely missing; and when reality did peek through, as it 
occasionally might, it was the wrong reality. Thus, Borges’s insinua-
tion in “Deutsches Requiem” that (happily) England defeated Hitler 
only reinforced British imperialism in Argentina (sic)—the unspo-
ken subtext being Borges’s opposition to Perón (Fló 187).  

Similar bare-mention currents flowed from other side of the River 
Plate, for example, in Emir Rodríguez Monegal’s Borges, hacia una 
lectura poética (1976). But to Borges’s life-long commentator goes the 
credit for being among the first to propose another reading of Borges 
that might begin to give “Deutsches Requiem” its due. In his essay, 
“Borges y la política,” (1977), Rodríguez Monegal puts forth the then 
radical notion that “la obra política de Borges [es] más abundante e 
inesperada de lo que se piensa” (269). He then goes on to talk about 
“Deutsches Requiem” as an important text, part of Borges’s lengthy 
and engaged anti-Nazi dossier—an exceptional evaluation in the 
climate of those times. As in other areas of Borges criticism, such as 
biography, the late Uruguayan scholar anticipated the yet to come if 
not the universally agreed upon.  

A few intrepid scholars did take on “Deutsches Requiem” at 
greater length. They include John Sturrock in Paper Tigers: The Ideal 
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Fictions of Jorge Luis Borges (1977), Carter Wheelock in The Myth-
maker: A Study of Motif and Symbol in the Short Stories of Jorge Luis 
Borges (1969), and Jaime Alazraki in Versiones. Inversiones. Reversio-
nes. El espejo como modelo estructural del relato en los cuentos de Borges 
(1977). But their analyses frequently followed the downplaying 
mode, since they adopted variants of de Man’s esthetic position that 
Borges’s stories were about the style in which they were written: in-
famy for art’s (or thought’s) sake.  

John Sturrock says so point blank in remarks that jump off the 
page forty years later: “’Deutsches Requiem’ is pure artifice; it 
should not be read as some kind of commentary on the rise and fall 
of Nazi Germany” (104). Shunting aside Borges’s own poignant and 
politically charged remarks in the epilogue to El Aleph that 
“Deutsches Requiem” was an attempt to understand the tragic des-
tiny of Germany whose defeat he had sorely wished for in the just 
ended war, Sturrock openly chides the author. Borges only “makes 
things worse” with these comments, he complains, what with a 
story that is already “uncharacteristically somber and portentous,” 
dealing as it does the death of a Jew in a concentration camp (104; 
see also Bell-Villada). Obviously “Deutsches Requiem” made this 
critic, and so many other critics, squeamish; and this was a root rea-
son for its disregard. The Holocaust just didn’t make for a good 
read.  

After reminding his readers once again that mere “game playing” 
marks “Deutsches Requiem” because no “serious story” would be-
gin with a “quite jocular” recitation of the Nazi Otto Dietrich zur 
Linde’s martial and theological ancestry, Sturrock proceeds to reveal 
to us what tragic ”destiny” Borges is really talking about. It is the 
“supranational tendency of the human mind towards abstraction” 
(104). However forcibly and unpleasantly, then, “Deutsches Req-
uiem” still “fits” the eponymous theme of Sturrock’s book, Paper Ti-
gers: The Ideal Fictions of Jorge Luis Borges. A few years earlier, Carter 
Wheelock had made just about the identical argument when he 
opined, “’Deutsches Requiem’ is about ways of conceiving reality, 
not about Nazis and Jews and a Germany gone wrong” (161).  

The possibility that “Deutsches Requiem” might indeed be about 
philosophy, but also about philosophy and politics, or, better yet, 
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about the relation between philosophy and politics, or about philoso-
phy as a political act and politics as a philosophical act, doesn’t even 
enter the horizon of expectation. In 1969 or 1977, Borges could only 
be a paper tiger, a purveyor of ideal fictions, in short, a mythmaker 
mired in unreality.  

Borges’s friend and assiduous commentator, Jaime Alazraki, 
shared these views, sustaining even in 1988, in the course of his 
moving reflection on the master’s just extinguished life, “Borges’ 
work is a prodigious artifice, an iridescent language, a self-
contained form severed from historical reality” (Borges and the Kab-
balah, 187). Accordingly, in his Versiones Inversiones. Reversiones, 
Alazraki studies “Deutsches Requiem” from a structural perspec-
tive, surveying the versions and reversions in this distorted mirror 
of a tale. And yet. Despite the artifice-and-removed--from-reality 
speak, Alazraki opens his discussion with a contextual reference--
the story originally appeared in Sur in February 1946, and it gave 
narrative substance to the essay, “Anotación al 23 de agosto de 
1944,” where Borges, reacting to the liberation of Paris, famously 
says that Nazism is uninhabitable (91).  

With that historically based start, Alazraki gives a reading of the 
fiction in which structure serves society (or, more accurately, ges-
tures toward it). The perverted looking glass is none other than 
Otto’s genocidal Nazi philosophy and practice, itself a deformed 
simulacrum of the very thing it sets out to destroy—the biblically-
rooted Western order. Borges’s narration, far from being “a self-
contained form severed from historical reality,” confronts “el na-
zismo, con todos los horrores del holocausto, … la tragedia europea 
… la masacre judía (Alazraki 94). To my knowledge, this is the first 
time a critic used (dared to use?) the word “Holocaust” in connec-
tion with “Deutsches Requiem.” Over time the connection would 
take on major importance; but in 1977 it was still off the screen, too 
out of fashion, too uncomfortable.1 (The only “Jewish” motif in Bor-
ges safely and frequently tackled at this stage was the “Kabbalah,” 
since it fit in with the focus on his texts’ modus operandi, not their 
                                                      
1 On Alazraki’s own connection to the Holocaust and its consequences see his autobio-
graphical, “La escalera de Elías.” 
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world-historical context, as in Alazraki’s and Sosnowski’s kabbalis-
tic studies). 

What Alazraki also put his finger on avant la lettre were the diffi-
culties in interpreting Borges’s story. OK, Borges was saying some-
thing about the rise and fall of Nazi Germany (this is a Deutsches 
requiem), but what exactly was he saying? Nazism was a deformed 
simulacrum of the Western order it set out to destroy, but the inver-
sions and reversions of the fiction made it hard to get a satisfyingly 
straightforward take. The story begins strangely with an epigraph 
from the Book of Job (“Aunque él me quitare la vida, en él confiaré” 
(13:15), which Otto uses to frame his Hitler-drenched apologia pro 
vita sua. Otto escribe una paráfrasis del versículo de Job, says Alazraki 
(94). A Nazi quoting the Bible? Very disconcerting, to say the least. 
So is Borges implying that Nazism is a more horrific and impenetra-
ble version of Job’s travails, ironically and inevitably enmeshed 
within the “Judaism” it seeks to obliterate (this is Alazraki’s basic 
reading after much struggle with the text)? Is he also saying that at-
tempts to comprehend the enormity of the Holocaust and of Ger-
many’s Götterdämmerung within our common paradigms are as un-
satisfactory as Job’s puny human endeavors to fathom his tribula-
tions (another suggestion Alazraki makes, a suggestion that became 
a touchstone of post-Holocaust theology)? 2 All right, then, but why 
can’t Borges just say it plain and simple, especially since these twists 
and turns (such a literate Nazi, such links with Judaism) can be in-
terpreted otherwise. Could Borges somehow even have defended 
Nazism in this story? The suggestion was floated in 2000.  

THE TURNING OF THE TIDE  

On December 1, 1987, midway between Ramsey Clark’s letter and 
Paul de Man’s review, the New York Times published a photo of de 
Man, who had died four years earlier. With it ran the headline: “Ya-
le Scholar’s Articles Found in a Nazi Paper.” In his native Belgium 
                                                      

2 On the Book of Job as significant in post-Holocaust theology, relevant to the think-
ing of Richard Rubenstein, Emil Fackenheim, Elie Wiesel, and others see Morgan, Be-
yond Auschwitz, and Friedlander, Out of the Whirlwind. 
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during World War II, the revered scholar and guru of deconstruc-
tion had written close to two hundred articles for Le Soir, a major 
newspaper intervened by the occupiers and toeing the Nazi line. 
Most of the ostensibly “literary” pieces had an unmistakably ideolo-
gical cast that advanced Hitler’s “New Order.” The most infamous 
of them, entitled “The Jews in Contemporary Literature,” decried 
the thankfully mediocre “Semitic interference” in Europe’s cultural 
life, and called for the creation of a Jewish colony isolated from Eu-
rope to solve the “Jewish problem” (Lehman 158; 269-271). While de 
Man was pondering the merits of such “isolation” the Jews of Ant-
werp, where he was living, were undergoing exactly this kind of 
persecution and exclusion, the prelude to the worse yet to come. 

De Man placed this pro-Nazi past under erasure when he came to 
the United States where he initiated his brilliant career, and it was 
only revealed by accident after his death, causing a heated uproar. 
(The Belgian scholar Ortwin de Graaf, then a graduate student, 
stumbled on it through archival research). 3 De Man’s weighty criti-
cal enterprise, which saw history, morality, responsibility, and 
meaning as bunk now took on a decidedly more ominous cast. 
Could deconstruction have been a mass cover up for a reality so ig-
nominious that one did not wish to face up to it? Was this why de 
Man never wrote about “Deutsches Requiem,” and resisted a real-
ity-related reading of Borges?  

I quote again from “A Modern Master”: Borges is “often seen as a 
moralist, in rebellion against the times. But such an approach is mis-
leading.” “It is true,” that “Borges writes about villains … But Bor-
ges does not consider infamy primarily as a moral theme: the stories 
in no way suggest an indictment of society or of human nature or of 
destiny … Instead, infamy functions here as an aesthetic, formal 
principle.” Always centered in an act of infamy and full of violence, 
plagiarism, impersonation, betrayal, and espionage, Borges’s fic-
tions nonetheless “are about the style in which they are written” 
(Alazraki 56-57). Sic dixit de Man.  

                                                      
3 On the controversy surrounding the revelations, see Lehman. My thanks to Prof. de 

Graaf for providing me further information. 
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I have spent time recounting the sad history of Paul de Man be-
cause it is emblematic of gradual changes that rendered impossible 
ignoring, dismissing, or for want of a better word, merely “formaliz-
ing” Borges and “Deutsches Requiem.” The tide was turning, and 
the irritating tale was moving center stage. What factors caused the 
turn? And once the irritating tale was center stage, no longer “for-
malized,” how were we to gloss it?  

“I’LL BE EXECUTED AS A TORTURER AND MURDERER “ 

Summarily put, the turning tide brought back history with a ven-
geance, and cover-ups were more difficult to pull off. Both inside 
and outside Borges’s native land there was a rethinking of reality as 
a scandal, with the Holocaust period critical to the rethinking pro-
cess. Beginning in the nineteen seventies and eighties, when Argen-
tina descended, then tens of thousands disappeared, tortured and 
murdered later ascended from its fascist hell, the country’s Nazi-
connected past, the strain in Argentine life that kept replaying that 
chilling universe, came more and more to the foreground.  

Adolph Eichmann’s capture in Buenos Aires in May 1960, and his 
subsequent trial in Jerusalem (a replay of the Nuremberg Trials for a 
new generation), was an early rumbling of a return to public con-
sciousness of the era many dared not name.4 What had been Argen-
tina’s accommodating role during and after the Third Reich? (See 
Ronald Newton’s thorough study on the subject.) How had Argen-
tine intellectuals, including Borges, reacted in their pronouncements 
and works? And, most relevantly, how did the mid twentieth-
century years of lead in Europe correlate with the late twentieth cen-
tury años de plomo in the River Plate? Did the general espousal of 
violence, left and right, contribute to the catastrophe? These ques-
tions gnawed at the Argentine body politic and intellectual arena, 
and they have not gone away.  

Under the pressure, in 1997 the Argentine government created 
(was forced to create?) a Commission to Clarify Nazi Activities in 

                                                      
4 For a recent study on Eichmann’s capture, see Rein. 



EDNA AIZENBERG 42 

Argentina (CEANA), whose final report included a long section on 
the Nazi impact on literature and the cultural field. This step did not 
calm the waters, since the digging into the dark times still goes on. 

In this changed environment, views of Borges moderated. For 
decades the bête noir of the left (as well as of the ultra-nationalists), 
he became the sharp prophesier of the brutalities that had tran-
spired, his fictional dystopias turned into all-too-real kidnappings, 
disappearances, ESMAs and drugged bodies dropped out of heli-
copters. His imprudent, and quickly disowned comments and deci-
sions in favor of the military, were placed in the context of his strong 
reiteration of long-held positions—the armed forces live in an artifi-
cial world of order, blind obedience, arrests; their wars are deadly 
follies leading nowhere (Vázquez 237; Sosnowski 79-80. See also 
Gelman 334-335).5 Opinions shifted, and the fractured post-
dictatorship cultural field started to reevaluate Borges, finding in 
him an antecedent and a guide.  

Beatriz Sarlo represented the shift:  

Against all forms of fanaticism  Borges’s work offers the ideal of tol-
erance. This feature has not always been identified with sufficient 
emphasis, perhaps because we left-wing Latin American intellectu-
als have been too slow to recognize it in fictions which deal with 
questions about order in the world.  

Redirecting and amplifying the critical agenda, she argued that  

The fantastic themes of Borges, which critics has universally com-
mented upon, offer an allegorical architecture for philosophical and 
ideological concerns. If the defense of the autonomy of art and of 
formal procedures is one of the pillars of Borges’s poetics, the other, 

                                                      
5 “Ante la fácil condena por las primeras declaraciones de Borges sobre Vide-

la, la condecoración que aceptara de Pinochet y opiniones que seguramente 
compartían el deseo de escandalizar, conviene recordar que firmó una solicita-
da de la Madres la Plaza de Mayo y condenó a la dictadura, como también lo 
hiciera frente a la guerra de la Malvinas en su poema “Juan López y John 
Ward” (Sosnowski 80). See also Juan Gelman’s comments: “A diferencia de 
otros intelectuales, que nunca supieron reconocer sus agachadas frente a la dic-
tadura militar, Borges reconoció sus errores” (334). 
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more conflictual, pillar is the philosophical and moral problem of the 
fate of human beings and the forms of their relationship to society. 
(5) 

Borges’s finest stories can be read as “political philosophy,” Sarlo 
went on, weaving questions of societal order and disorder into the 
fabric of his plots as a means of responding to world-historical proc-
esses, fascism foremost among them (84). “Let us begin with the 
most explicit,” she writes, “racism is seen as an arbitrary form of 
state ideology that dismisses reason and distributes death at ran-
dom” (85). It isn’t surprising then, that Sarlo no longer neglects, but 
comments on “Deutsches Requiem” (85-87). I will return later to her 
reading, published in 1993. 

If within Argentina Borges was now seen as an influential model 
for new generations of intellectuals, a forerunner of a literature that 
explored political disorder and opposition to fascism, outside Ar-
gentina he was also appreciated in a fresh light (see my “Postmod-
ern or Post-Auschwitz: Borges and the Holocaust”). Representation 
as a scandal was being challenged in North America and Europe, 
often through the lens of the Holocaust. Eichmann’s dramatic judg-
ment in Jerusalem gave rise to an awareness of genocide largely 
dormant but lying beneath the erasure of a barbaric past and the 
sparkle of a rebuild present. The trial generated impetus for re-
search, birthing categories such as “Holocaust Literature.”  

Looking at the man in the glass box led to a widening realization 
that the death camps created a “decisive breach in the fabric of the 
modern world,” a “lasting violation” of what we had previously 
imagined as humanly possible (Schwartz 8). As official discourses 
had to own up to the past—from trials of war criminals to investiga-
tions about bank cover-ups and Nazi gold—intellectual discourses 
had to keep pace. “Admitting the Holocaust,” in Lawrence Langer’s 
phrase, inquiring how best to “represent” reality after the instru-
ments of representation had been irrevocably broken, rose to the top 
of the critical agenda. Thinkers from Maurice Blanchot to Jean-
François Lyotard, from Alain Finkielkraut to Emmanuel Lévinas, 
and authors and filmmakers from Elie Wiesel to Claude Lanzmann, 
William Styron to Steven Spielberg confronted these challenges, as 
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did an increasing number of literary and cultural commentators, 
Saul Friedlander, Berel Lang, James Young, among them.  

Philosophy’s collaborationist role, personified most by the sage of 
Freiburg Martin Heidegger, received special scrutiny. It was a scru-
tiny well known to Borges, as he wrote acerbically in “Guayaquil” 
(published in 1970). Speaking of Eduardo Zimmermann, his fictional 
German-Jewish historian escaped to Argentina from the Third 
Reich, and the refugee scholar’s argument (alegato) against dema-
gogic government and the cult of personality, Borges shows a re-
markable familiarity with Heidegger’s blotched past, which became 
widely publicized only in the 1980s.6 Here is Borges:  

Este alegato mereció la refutación decisiva de Martín Heidegger, que 
demostró, mediante fotocopias de los titulares de los periódicos, que 
el moderno jefe de estado, lejos de ser anónimo, es más bien el pro-
tagonista, el corega, el David danzante, que mima el drama de su 
pueblo, asistido de pompa escénica y recurriendo, sin vacilar, a las 
hipérboles del arte oratorio. Probó asimismo que el linaje de Zim-
mermann era hebreo, por no decir judío. Esta publicación del vene-
rado existencialista fue la inmediata causa del éxodo y de las tras-
humantes actividades de nuestro huésped. (OC 1063)  

In the 1930s Heidegger saw in Hitler--the chief of state in the 
newspaper headlines--the embodiment of his own philosophical 
doctrines, particularly the Führerprincip (leadership principle). And 
he considered his engagement with National Socialism, including 
purifying the Volk, the political actualization of philosophical “exis-
tentials”-- historicity, destiny, potentiality for Being-a-Self (Wolin 3-
5). Against the background of a late twentieth century world and 
word, the possibility that “Deutsches Requiem” might be about phi-
losophy and politics, or, better yet, about the relation between phi-
losophy and politics, or about philosophy as a political act and poli-
tics as a philosophical act, entered the horizon of expectation. Critical 
interest in the story rose, and started to revolve around three crucial 
areas —ideology and ethics, the problem of representation, and the 
                                                      

6 On Heidegger and Nazism see Wolin and Farías. (Farías has also written on Bor-
ges.) 
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vexing question of the Nazi-as-speaker, Otto Dietrich zur Linde’s 
star role in the narrative. I’d like to briefly review each of these top-
ics. 

IDEOLOGY AND ETHICS 

From the tried and true argument that “Deutsches Requiem” 
shouldn’t be read as “some kind of commentary on the rise and fall 
of Nazi Germany,” opinions have veered totally in the opposite di-
rection. Today, the story is seen as an acute, on target portrayal Nazi 
philosophy (and its deathly consequences) mouthed by a high-
ranking practitioner. Leonardo Senkman, Antonio Gómez López-
Quiñones, Beatriz Sarlo, Ann Warner, Erin Graff Zivin, and I have 
studied the fiction from the perspective of Nazi thought and rheto-
ric, keeping in mind the chilling pronouncements of the Hitler men 
themselves, as well as theoretical analyses of the Holocaust, totalita-
rianism, and post-Nazi ethics.  

Especially fascinating is how up and coming scholars have taken 
to the tale and produced readings that place it squarely within the 
context of writings by chief theoreticians of fascism and anti-
Semitism, Theodor Adorno, Hannah Arendt, Jürgen Habermas, Max 
Horkheimer, and Slavoj Zizek. These investigators also frequently 
cite the work of trauma researcher Dominick LaCapra and of histo-
rians George Mosse, Raul Hilberg, Saul Friedlander, Lucy Dawid-
owicz, and Daniel Goldhagen. Erin Graff Zivin’s keen examination 
of “Deutsches Requiem” uses the lens of Emmanuel Lévinas’s post-
Auschwitz philosophy—the response to Heidegger--with its un-
compromising emphasis on the ethical relationship between the 
same and the other. 

In each case it becomes clear how Borges presciently touched 
upon major keys of Hitler’s ideological and verbal arsenal, what Vic-
tor Klemperer, hiding and observing, termed Lingua Tertii Imperii. 
Before giving specifics of what these scholars say, I’d like to note 
that Borges’s fluency in German from his youth in Switzerland, his 
first hand access to Nazi texts and talk, perhaps hasn’t been under-
lined enough. Borges, an admirer of Germany and German litera-
ture and philosophy, needed no translation to understand what the 
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Nazis were saying; that made their pedagogy and practice of hatred 
all the more sinister, all the more threatening. (Maybe this explains 
why he called his protagonist Otto Dietrich, the name of Hitler’s 
propaganda chief.)  

Es infantil impacientarse;—Borges wrote somberly in 1941— la mise-
ricordia de Hitler es ecuménica; en breve (si no lo estorban los ven-
depatrias y los judíos) gozaremos de todos los beneficios de la tortu-
ra, de la sodomía, del estupro y de las ejecuciones en masa. ¿No 
abunda en nuestras llanuras el Lebensraum, materia ilimitada y pre-
ciosa? (Sur Dec. 1941; Borges en Sur 32) 

Lebensraum (“living space”) was a pivotal word in Hitler’s geo-
political vocabulary, designating a policy pursued mercilessly as 
part of the crusade against the world wide “Jewish Empire.” Argen-
tina’s Patagonian spaces were reportedly ripe for the taking as “liv-
ing space” (Newton 194-214).  

We can’t identify everything Borges heard, read, or knew about in 
the Third Reich’s German—the subject needs more research. (What 
about radio broadcasts? Newspapers?) We do have an idea, how-
ever. Here are a few illustrations, some better known than others, 
from El Hogar and Sur. Borges knew about General Erich Luden-
dorff’s anti-Semitic, anti-Masonic, anti-British, and anti-Goethe rant-
ing (“los folletos iracundos”) and his mystical racist “Aryan” relig-
ion. These, Borges reminded his reader caustically, Ludendorff pre-
sented in scribbling such as Vom heiligen Quell deutscher Kraft: 
“Desde el sagrado manantial de la fuerza alemana” (El Hogar 3 Sept. 
1937; Textos cautivos 165; Sur July 1940; Borges en Sur 229). Borges 
knew (mightily) about Oswald Spengler’s Der Untergang des Abend-
landes “La decadencia de Occidente” and its relation to the biologi-
cally mad Germany of 1936, the inheritor, as Borges put it, of the 
tendency to build grandiose dialectical edifices, always ignorant of 
reality (El Hogar 25 Dec. 1936; Textos cautivos 65-66). Like Nietzsche, 
Spengler was appropriated for Nazi thinking because of his hatred 
of democracy, glorification of authority, exaltation of the Prussian 
(“true German”) sprit and “Faustian soul,” and his advocacy of war 
as essential to life.  
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Borges also knew (indignantly) about Elvira Bauer’s best selling 
anti-Semitic children’s primer, Trau keinem Fuchs auf gruener Heid 
und keinem Jud bei seinem Eid ‘Don’t Trust a Fox in a Green Meadow 
or the Oath of a Jew.’ He reviewed the book twice, minutely tran-
scribing its racist language and loathsome illustrations, emphasizing 
the frightful brainwashing effect of text and image on young Ger-
man minds (El Hogar 28 May 1937; Textos cautivos 136-137; Sur May 
1937; Borges en Sur 145-146). (Is this the only [double] review of chil-
dren’s literature in Borges?).  

He knew about doctor Johannes Rohr’s Nazified version of A.F. C 
Vilmar’s Geschichte der Deutschen National-Literatur, which expur-
gated Jewish and non-Nazi authors, left out Schopenhauer (of 
course much quoted by Borges), mutilated Goethe, Lessing, and 
Nietzsche, and acclaimed the literary labors of Joseph Goebbels, Al-
fred Rosenberg, and Adolph Hitler. To give us the flavor of these 
“labors” Borges, Klemperer-like, translates a selection:  

Ríos de fuego de una potencia verbal hasta entonces inaudita en tie-
rra alemana se desbordan sobre el pueblo: los grandes discursos del 
Fuehrer, henchidos de altos pensamientos y sin embargo abiertos de 
par en par a la comprensión del hombre sencillo. (Sur Oct. 1938; Bor-
ges en Sur 155-157)  

Borges knew, finally (this is an understatement), about a 
Nietzsche reengineered as a prime source for Nazi ideology. The au-
thor of Thus Spoke Zarthustra’s concepts of the “will to power,” “holy 
cruelty” (pity is a sin), and the Übermensch and Untermensch oriented 
Nazi thought and violence. So did the “notion that one could escape 
nihilistic despair by an act of will whereby good and evil were tran-
scended to create a more primitive, vital and natural society.” The 
Volkish religion of the Reich, with its “nobler values,” was to tri-
umph over Christianity (itself an enfeebled Jewish plot) and create a 
transcendent Nietzschean community that was both “primal and 
future oriented” (Yablon 743; Thus Spoke Zarathustra, “On the Pity-
ing,” 88). No wonder, then, that Borges wrote sadly at war’s out-
break that a local partisan of the Reich is one who “aprueba con fer-
vor que Hitler obre a lo Zarathustra.” A planetary Nazi victory 
would spew forth, in what especially grated on and frightened Bor-
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ges, a despicable host of homegrown over-men “Uebermenschen ca-
seros”—a prospect that didn’t seem so far fetched in 1939 (Sur, Oct. 
1939: Borges en Sur 28-30).  

The major Nietzschean strands in “Deutsches Requiem” are stud-
ied by Beatriz Sarlo, Antonio Gómez López-Quiñones and Ann 
Warner, as Otto Dietrich, who states that Nietzsche and Spengler 
entered his life about 1927, sets forth the (Nietzschean) vindication 
of Nazism and faith in its ultimate, merciless triumph. He writes of 
pity: “No en vano escribo esa palabra: la piedad por el hombre su-
perior es el último pecado de Zarathustra.” “Lo que importa es que 
rija la violencia, no las serviles timideces cristianas” (OC 578; 581).  

Spengler also receives (though less) attention in these critics’ 
work, what with Otto Dietrich’s “homage” to the “deeply German” 
philosopher: “Rendí justicia … a la sinceridad del filósofo de la his-
toria, a su espíritu radicalmente alemán (kerndeutsch), militar. En 
1929 entré en el Partido” (OC 577). Interestingly, the assertion of 
Nazi Party membership closes the paragraph that began with the 
words, “Hacia 1927 entraron en mi vida Nietzsche y Spengler.” 
From philosophy the way led to the Führer. For many intellectuals, 
including Spengler Nazism (particularly at its outset), was the logi-
cal conclusion to philosophical speculations, which often, as Borges 
perceptively noted, did not take into account its sinister real implica-
tions. 7

Hannah Arendt was foremost among post-war scholars who care-
fully studied Hitler’s ideology as a fiction divorced from reality, es-
pecially the searing physical suffering of human beings. The new 
“Deutsches Requiem” investigators often cite her work on the ori-
gins of totalitarianism, focusing on the lack of “common sense” in 
ideologies such as Nazism, with its fostering of mass think and a 
loss of individuality, its demonizing anti-Semitism, use of terror and 
pseudo-science, and future orientation. All of these elements are 
present in Otto Dietrich’s discourse: David Jerusalem’s isn’t a per-
                                                      

7 Schopenhauer, another philosophical eminence acknowledged by zur Linde, 
could be omitted from Nazi-era texts—as Borges mentioned—and, at the same 
time, recycled for Nazi purposes. The topic merits further study. See Ciamarra, 
and on Borges and Schopenhauer, Almeida. 



DEUTSCHES REQUIEM 2005 49

son (“ante mis ojos no era un hombre”), but an ideological construct, 
a “detested zone”; hence he can be “surgically” tortured in the name 
of the final Nazi victory (OC 579). 

“El nazismo, intrínsicamente es un hecho moral, un despojarse del 
viejo hombre, que está viciado, para vestir el nuevo” (OC 578). This 
statement by Otto Dietrich, strange as it may seem, really sums up it 
up. Claudia Koonz quotes it in her recent book, The Nazi Conscience, 
which opens with the sentence: “’The Nazi conscience’ is not an 
oxymoron. Although it may be repugnant to conceive of mass mur-
derers acting in according with an ethos that they believed vindi-
cated their crimes, the historical record of the Third Reich suggests 
that this was often the case.” After citing Borges, Koonz goes on to 
say: “Scholars have analyzed the broad outlines and subtle nuances 
of Nazi ideology without taking Hitler’s promise of a new moral or-
der seriously. In this book, I examine … [his] comprehensive ethical 
revolution” (1; 16). Her interest in Nazi ethics and reading of 
“Deutsches Requiem” as a precursor text reflects other researchers’ 
concern with this dimension. Antonio Gómez López-Quiñones 
works with Lucy Dawidowicz’s careful documentation of the Nazis’ 
care to overcome pity, and Erin Graff Zivin, examines “Deutsches 
Requiem” through Lévinas: How do you turn the face into an 
“other” in order to annihilate it? Otto Dietrich ruminates about Jeru-
salem’s looks and about the “danger” of confronting him as a “ros-
tro,” a human being, not an anonymous zone or cipher.  

THE PROBLEM OF REPRESENTATION 

How do you represent the Holocaust? The dilemma has plagued 
culture makers from the outset. Theodor Adorno’s now canonical 
dictum that to write poetry after Auschwitz is barbaric hasn’t stop-
ped the writing—but what writing, and how to make words, the 
material of fiction, commensurate with the crematoria? (See Lang 
and Friedlander in Aizenberg, “Postmodern”)  

Borges, held to be a paragon of unreality, seemed ill equipped to 
represent Auschwitz where as survivor Jean Améry chillingly wit-
nessed, reality was unbearably real as a glance at the watchtowers, a 
whiff from the gas chambers. But when contemporary criticism 
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more and more spotlighted the problem of Holocaust representa-
tion, Borges didn’t appear so unprepared after all. Far from shirking 
the bind of fictionalizing the Shoah, Borges confronted it in tales 
such as “The Secret Miracle” and “Deutsches Requiem,” composed 
in the heat of the events, way before the critical category “Holocaust 
literature” existed, way before the theoretical speculations. 

He recognized early on that the reality of Auschwitz (“Tarnowitz” 
in “Deutsches Requiem”) demanded a poetics of saying and unsay-
ing—on the one hand mimetic approximation, the documentary ac-
cumulation on the tragedy; on the other hand escape, fantasy, frag-
mentation, fractured discourse. Reality and unreality jostling to-
gether, telling and unraveling what is told. Current scholarship on 
“Deutsches Requiem” identifies this poetics at work in the story; 
what was previously seen as weakness (incompleteness, piecemeal 
narration in the footnotes) is now viewed as strength (see López-
Quiñones). 

On the one hand, the datum points: a fiction published only 
months after the Nuremberg Trials of the Nazi high command (No-
vember 1945-August 1946) has a protagonist who is a war criminal, 
sub-director of the “Tarnowitz” concentration camp. Just as Hitler’s 
heresiarchs were publicly and privately allowed to speak and write 
their mind, while the world heard, read, and tried to fathom what 
made them tick (how cultured men could do such things), so did 
“Deutsches Requiem” let Otto Dietrich zur Linde write his piece (see 
Goldensohn). Argentina’s newspapers were filled with headline ar-
ticles on the judgments, the first time the depth of the atrocities was 
so publicized. The testimonies and self-justification of Hitler’s 
henchmen spilled over the front pages of La Nación, for instance, the 
rhetoric as rendered into Spanish often sounding like zur Linde’s. 
Here is Rudolph Hess: “Me siento feliz de saber que cumplí con mi 
deber como alemán, nacionalsocialista y fiel servidor de mi Fuehrer. 
Volvería, si tuviera la oportunidad, a proceder en la misma forma, 
aunque supiera que ello me constaría morir en la hoguera.” Or Al-
fred Rosenberg: “Mi conciencia está completamente limpia. Hitler 
atrajo hacia sí más y más personas que no eran mis camaradas, sino 
mis enemigos. Nuestra lucha perseguía un noble ideal” (La Nación 1 
Sept. 1946, p. 2).  
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“Deutsches Requiem” isn’t the only or the initial story where Bor-
ges uses the first-person confessional mode, but Otto Dietrich’s tes-
timony wouldn’t have happened without Nuremberg. In a grim 
way the accused “invented” a war crimes, truth and justice commis-
sion paradigm, a perverse poetics of recounting (and omitting) that 
Borges adapts in his fiction.  

And a fiction it is. Even if documentary accumulation molds the 
account, we are reading a fabrication. Here the “on the other hand” 
comes in, fractured discourse disturbing Otto Dietrich’s clockwork 
orange of an apologia. Senkman, Warner, Graff Zivin, López-
Quiñones as well as Yasmine-Sigrid Vandorpe highlight the gaps, 
ironies, paradoxes, inconsistencies, and expurgations in zur Linde’s 
testimony. They study how “Deutsches Requiem” functions as a 
counterpoint of two major voices—the Nazi’s and the editor’s, as 
important if understudied presence in the text (see López-Quiñones, 
who has studied the editor most fully). David Jerusalem doesn’t 
speak, but as Graff Zivin underlines, the Nazi cannot totally snuff 
out his voice.  

Distant from the ideal of the testosterone-laden Übermensch, Otto 
Dietrich is a one legged cripple, a fragmented being possibly cas-
trated as a result of an amputation sustained precisely when he was 
on an anti-Semitic Aktion. Every time he injures Jews he injures him-
self, just as Germany immolated itself through the war and the 
Holocaust. The editor’s constant interpolations through the foot-
notes rupture the falsely smooth surface of the Nazi’s genealogy, 
physical prowess, and contribution to the so-called “Final Solution,” 
poking holes in the expurgations and euphemisms that mark the 
Lingua Tertii Imperii.  

Otto Dietrich omits his most illustrious ancestor, the Hebraist Jo-
hannes Forkel, from the list of his forebears, says the first footnote; 
the consequences of his injury were graver (castrating?) than he let 
on, comments another. As for the “establishment’s disciplinary 
measures” (el régimen disciplinario de nuestra casa) that Otto Dietrich 
applies to David Jerusalem, they were torture so unspeakable that 
the text breaks off, with a footnote stating that the horror cannot be 
told. (Notice the word casa for concentration camp with its connota-
tions of heimilich, domestically cozy.) Representing the Holocaust 
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with some degree of effectiveness can only be a piecemeal work, 
and it would be disingenuous to suppose a melodramatic photo-
graphic fullness.  

THE NAZI AS SPEAKER 

The central conundrum of Borges’s fiction is that the main speaker is 
a Nazi, and not any Nazi, but one of the perpetrators of the Holo-
caust about to be executed for his crimes against humanity. How 
could Borges, whose anti-Nazi credentials were impeccable, have 
created such a hero and allowed him free rein so openly, so articula-
tely? Antonio Gómez López-Quiñones, Yasmine-Sigrid Vandorpe, 
and Annick Louis are some of the scholars who have engaged this 
issue. López-Quiñones, author of the most exhaustive analysis, as-
serts unequivocally that “’Deutsches Requiem’ es un cuento incó-
modo,” adding, “Escribir las memorias de un nazi desde su punto 
de vista con el fin de comprender sus obras, no deja de resultar te-
merario ideológicamente” (136).  

Vandorpe and Louis are more accusatory, charging that Borges ei-
ther fudges the ideological lines or plays with a justification of Na-
zism. “L’ambiguïté idéologique du citoyen Borges se trouve magis-
tralement articulée dans le discours littéraire de la nouvelle,” says 
Vandrope, while Louis writes, “’Deutsches Requiem’ juega con la 
ficción de una justificación posible [del nazismo].” This fiction is not 
innocuous, Louis suggests, because for Borges fiction was more im-
portant than reality, and what counts isn’t Borges’s pro-Allied pos-
ture but his literary writings where his ideology really resides (Van-
dorpe 93; Louis, “Besando a Judas” 71).  

Everyone would have been happier, if, as Warner remarks, Borges 
would have put an admonition at the story’s end, a moral-didactic 
statement affirming “Nazism is bad and I stand against it.” But Bor-
ges didn’t, although he did provide a tag and an early reading frame 
in the epilogue to El Aleph (1949) where “Deutsches Requiem” was 
first collected. He clearly declared: “En la última guerra nadie pudo 
anhelar más que yo que fuera derrotada Alemania; nadie pudo sen-
tir más que yo lo trágico del destino alemán; ’Deutsches Requiem’ 
quiere entender ese destino, que no supieron llorar, ni siquiera sos-
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pechar, nuestros “germanófilos”, que nada saben de Alemania” (OC 
629). We are not obligated to use this frame or any other frame--
Borges’s anti-Nazi articles and statements, or for that matter, his 
other stories. (Though we almost inevitably do.) Yet these particular 
remarks are illuminating. They explain Borges’s posture more fully 
and how it relates to “Deutsches Requiem.” More notably, they ex-
plain the story’s internal logic, comfortable or uncomfortable as it 
may be.  

Borges passionately wanted Nazi Germany to be defeated (this is 
the part everyone focuses on); at the same time he also deeply felt 
the tragedy of Germany’s destiny (the more tricky part). “Deutsches 
Requiem” wants to understand this destiny through its own logic, 
logic of violence, hatred, and destruction, but logic nonetheless. 
How did Germany come to destroy itself, as it destroyed millions of 
people, Jews with special ferocity? What was the attraction of the 
Nazi system, an attraction that hasn’t disappeared? Because Borges 
admired Germany he tried to comprehend the Nazism, an ethics of 
cruelty, it in its own terms, possibly the most dangerous, yet the 
most unvarnished and penetrating way of doing it. He wrote of the 
Nazi time: “A los alemanes no les ha bastado con ser crueles; han 
creído necesario construir una teoría previa de la crueldad, una jus-
tificación de la crueldad como postulado ético” (Textos recobrados 
316).  

Still, Borges didn’t just leave his story as a presentation of Na-
zism’s logic—he built in the undercutting of the logic. We don’t 
have to believe that truth is on the side of the editor, the main under 
cutter, but then again, we don’t have to believe that it is on the side 
of the Nazi—the assumption made when we read the story as a 
straightforward Nazi apologia? 8 The editor does have a crucial ad-
vantage, though, the advantage of the margin, where lies are peeled 
away, exposing inhumanities the official story obfuscates.  

                                                      
8 On the question of how we position ourselves when we read or study about 

the Holocaust, with whom we identify, and the possibility of fore-grounding 
various identifications as a way of thinking through the Holocaust’s moral and 
representational issues, see Hirsch and Kacandes, 14-19. 
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Beneath the reasoning and the verbiage, beneath the euphemisms 
hides the reality of the system. In the counterpoint of above and be-
low, upper text and lower text, Borges wove an exposé of Nazism, 
forcing us to read in the gap between the two, making us work, but 
then, why not? In 2005, on the 60th anniversary of Germany’s defeat, 
the war’s end, and the liberation of the camps, we are still struggling 
to make sense of what occurred. 

DEUTSCHES REQUIEM 2046 

We can’t predict how “Deutsches Requiem” will be read in the futu-
re. Ramsey Clark considered it exemplary, prophetic for our already 
troubled 21st century. But who knows? A great deal will depend on 
how we guard the world and the word—a lesson that (the non-
didactic) Borges taught us. 

Edna Aizenberg 
Marymount Manhattan College  

 

WORKS CITED AND CONSULTED 

Aizenberg, Edna. “Postmodern or Post-Auschwitz: Borges and the Problem of 
Representation.” Variaciones Borges 3 (1997): 141-152. 

Aizenberg, Edna. Books and Bombs in Buenos Aires: Borges, Gerchunoff, and Argen-
tine-Jewish Writing. Hanover: Brandeis U P/U P of New England, 2002. 

Alazraki, Jaime. Borges and the Kabbalah. Cambridge: Cambridge U P, 1988. 
Alazraki, Jaime. Critical Essays on Jorge Luis Borges. Boston: G. K. Hall, 1987. 
Alazraki, Jaime. “La escalera de Elías.” Folio 17 (1987): 9-15. ---. Versiones. Inver-

siones. Reversiones. El espejo como modelo estructural del relato en los cuentos de 
Borges. Madrid: Gredos, 1977.  

Almeida, Ivan. “De Borges a Schopenhauer.” Variaciones Borges 17 (2004): 103-
141. 

Anzieu, Didier. “El cuerpo y el código en los cuentos de J. L. Borges.” Jorge Luis 
Borges. Intro. Luis Gusman. Buenos Aires: Freeland, 1978. 33-72. 

Arendt, Hannah. The Origins of Totalitarianism. New York: Harcourt Brace, 1951. 
Barrenechea, Ana María. La expresión de la irrealidad en la obra de Borges. México: 

El Colegio de México, 1957; 1984. 
Bell-Villada, Gene H. Borges and His Fiction: A Guide to His Mind and Art. Austin: 

U of Texas P, 1981; rev. ed., 1999.  
Bloom, Harold, ed. Jorge Luis Borges. New York: Chelsea House, 2002. 



DEUTSCHES REQUIEM 2005 55

Bloom, Harold. The Western Canon: The Books and School of the Ages. New York: 
Harcourt Brace, 1994. 

Borges, Jorge Luis. Borges en Sur. Eds. Sara Luisa del Carril and Mercedes Rubio 
de Zocchi. Buenos Aires: Emecé, 1999.  

Borges, Jorge Luis. Obras Completas. Buenos Aires: Emecé, 1976. 
Borges, Jorge Luis. Textos cautivos. Eds. Enrique Sacerio-Garí and Emir Rodrí-

guez Monegal. Buenos Aires: Tusquets, 1986. 
Borges, Jorge Luis. Textos recobrados 1931-1955. Eds. Sara Luisa del Carril and 

Mercedes Rubio de Zocchi. Buenos Aires: Emecé, 2001.  
CEANA. Comisión para el esclarecimiento de las actividades del nazismo en la Repúbli-

ca Argentina. Informe Final. http://www.ceana.org.ar/final/final/.htm 
Christ, Ronald. The Narrow Act: Borges’ Art of Allusion. New York: New York U 

P, 1969. 
Ciamarra, Leonardo Pica. “Filosofia tedesca e nazionalsocialismo: 

l’utilizzazione nazista di Schopenhauer.” La Sho’ah: Tra interpretazione e 
memoria. Eds. Paolo Amodio, Romeo De Maio, and Giuseppe Lissa. Na-
ples: Istituto Italiano Per Gli Studi Filosofici, 1998. 509-518.  

Clark, Ramsey. “Open Letter to the UN Security Council.” 20 Sept. 2002. 
http://www.healingearthresources.com/site/epage/7032_163htm 12 
Sept. 2004.  

Dawidowicz, Lucy, ed. A Holocaust Reader. New York: Behrman House, 1976. 
Dawidowicz, Lucy. The War against the Jews 1933-1945. New York: Seth P, 1986. 
De Graaf, Ortwin. E-mail to the author. 4 Jan. 2005.  
De Man, Paul. “A Modern Master.” Alazraki, Critical Essays. 55-62.  
Fló, Juan. Contra Borges. Buenos Aires: Galerna, 1978. 
Farías, Victor. Heidegger and Nazism. Philadelphia: Temple U P, 1989.  
Friedlander, Albert H. Out of the Whirlwind: A Reader of Holocaust Literature. Rev. 

ed. New York: URJ Press, 1999. 
Gelman, Juan. “Borges o el valor.” Lafforgue. 333-335. 
Goldensohn, Leon. The Nuremberg Interviews. New York: Knopf, 2004. 
Goloboff, Gerardo Mario. Leer Borges. Buenos Aires: Huemul, 1978. 
González, José Eduardo. Borges and the Politics of Form. New York: Garland, 

1998. 
Graff Zivin, Erin. “Literary Assassinations: Rhetorical and Ethical Language in 

the Philosophy of Emmanuel Lévinas.” Unpublished paper. MLA Conven-
tion 2002.  

Hirsch, Marianne, and Irene Kacandes, eds. Teaching the Representation of the 
Holocaust. New York: The Modern Language Association of America, 2004. 

Klemperer, Victor. The Language of the Third Reich: LTI. Lingua Tertii Imperii. 
Trans. Martin Brady. New Brunswick, NJ: Althone P, 2000. 

Koonz, Claudia. The Nazi Conscience. Cambridge: Belknap P, 2003.  
Kremer, Lillian S., ed. Holocaust Literature: an Encyclopedia of Writers and their 

Work. 2 vols. New York: Routledge, 2003.  
Lafforgue, Martín, ed. AntiBorges. Buenos Aires: Vergara, 1999. 



EDNA AIZENBERG 56 

Langer, Lawrence. Admitting the Holocaust. Oxford: Oxford U P, 1995. 
Lawrence, Ramsey. “Religious Subtext and Narrative Structure in Borges’ 

‘Deutsches Requiem.’” Variaciones Borges 10 (2000): 119-138. 
Lehman, David. Signs of the Times: Deconstruction and the fall of Paul de Man. New 

York, Poseidon, 1991. 
Louis, Annick. “Borges y el nazismo.” Variaciones Borges 4 (1997): 117-136. 
Louis, Annick. “Besando a Judas. Notas alrededor de ‘Deutsches Requiem’”. 

Jorge Luis Borges: Intervenciones sobre pensamiento y literatura. Eds. William 
Rowe, Claudio Canaparo, and Annick Louis. Buenos Aires: Paidós, 2000. 
61-71. 

López-Quiñones, Antonio Gómez. Borges y el nazismo: Sur (1937-1946). Granada: 
Universidad de Granada, 2004.  

Meter, Alejandro. “Deutsches Requiem.” Riggs 407-408. 
Molly, Silvia. Las letras de Borges. Buenos Aires: Sudamericana, 1979. 
Morgan, Michael L. Beyond Auschwitz: Post-Holocaust Jewish Thought in America. 

Oxford: Oxford U P, 2001. 
Nietzsche, Friedrich Wilhelm. Thus Spoke Zarathustra. Trans. Walter Kaufman. 

New York: Penguin, 1966; 1978. 
Newton, Ronald C. The “Nazi Menace” in Argentina, 1931-1947. Stanford: Stan-

ford U P, 1992. 
“Púsose término al juicio contra los jerarcas nazis.” La Nación 1 Sept. 1946:2. 
Rein, Raanan. Argentina, Israel, and the Jews: Perón, the Eichmann Capture and Af-

ter. Trans. Martha Grenzeback. Bethesda, MD: U of Maryland P, 2003. 
Riggs, Thomas, ed. Reference Guide to Holocaust Literature. Intro. James E. Young. 

Farmington Hills, MI: St. James P. 2002. 
Rodríguez Monegal, Emir. Borges, hacia una lectura poética. Madrid: Guadarrama, 

1976. 
Rodríguez Monegal, Emir. “Borges y la política.” Revista Iberoamericana 43.100-

101 (1977): 269-291. 
Sarlo, Beatriz. Jorge Luis Borges: A Writer on the Edge. London: Verso, 1993. 
Schwartz, Daniel R. Imagining the Holocaust. New York: St. Martin’s, 1999.  
Senkman, Leonardo. “Borges y el mal del nazismo.” Borges en Jerusalén. Eds. 

Myrna Solotorevsky and Ruth Fine. Madrid: Iberoamericana, 2003. 167-
180.  

Sosnowski, Saúl. Borges y la cábala. Buenos Aires: Hispamérica, 1976. 
Sosnowski, Saúl. “Memorias de Borges (artificios de la historia).” Variaciones 

Borges 10 (2000): 79-95. 
Spengler, Oswald. The Decline of the West: Perspectives of World-History. Trans. 

Charles Francis Atkinson. 2 vols. New York: A. Knopf, 1926-1928; 1950. 
Stabb, Martin. Jorge Luis Borges. New York: Twayne, 1970; Rev. ed., Borges Revis-

ited, 1991. 
Stavans, Ilan. “Jorge Luis Borges.” Kremer, Vol. 1, 171-176. 
Sturrock, John. Paper Tigers: The Ideal Fictions of Jorge Luis Borges. Oxford: Cla-

rendon P, 1977. 



DEUTSCHES REQUIEM 2005 57

Vandorpe, Yasmine-Sigrid. “Ironie et paradoxe dans ‘Deutsches Requiem’ de 
Jorge Luis Borges.” Les Lettres romanes 1995 (hors série): 81-93. 

Vázquez, María Esther. Borges, sus días y su tiempo. Buenos Aires: Javier Vergara, 
1984.  

Warner, Ann. “En busca del Borges político en ‘Deutsches Requiem’.” MA the-
sis.  Columbia U,  2001.  

Wheelock, Carter. The Mythmaker: A Study of Motif and Symbol in the Short Stories 
of Jorge Luis Borges. Austin: Texas UP, 1969 . 

Williamson, Edwin. Borges, A Life. New York: Viking, 2004.  
Wolin, Richard, Ed. The Heidegger Controversy: A Critical Reader. New York: Co-

lumbia UP, 1991. 
Yablon, Charles M. “Nietzsche and the Nazis: The Impact of National Socialism 

on the Philosophy of Nietzsche.” Cardozo Law Review 24:2 (2003): 739-755. 



<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /CMYK
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 70
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile (None)
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /DEU <>
    /ESP <>
    /FRA <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


	menu: 


