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In this paper I am going to outline some thoughts about narrative perspective in fictional accounts of 
Adolf Hitler. Most frequently, the Nazi leader occupies a peripheral position within such narratives. 
This position is facilitated either by Hitler’s necessary submission to a stronger group (Young Adolf, 
The Berkut, The Portage to San Cristobal of A.H.), or as a consequence of the structure or narration of 
the text (‘The Wandering Gentile’, The Day we Had Hitler Home, Death of the Führer, The Day of 
Reckoning). Despite the fact that Hitler is the central theme in all of these texts, his own voice is limited 
by his location within the narrative. This kind of narratological distancing is a common feature of Hitler 
fiction and is often built into the text using other methods, such as through a leitmotif of cameras, 
binoculars and mirrors, all of which block direct visual access to Hitler and render a more mediated 
account of his persona. 

As far as I am aware, there is only one fictional portrayal of Adolf Hitler that attempts to give an insight 
into the Nazi leader’s inner thoughts, either through first person narration or through focalisation. The 
only exception to this rule that I know of is Timur Vermes’ Look Who’s Back (2012), which is narrated 
in the first person with internal focalization. The reasons for and implications of this will discussed as 
a core part of this paper.  

In Vermes’ text, the first person narration allows for many miscommunications to be made manifest, 
and it is the voice of Hitler that is shown to be dangerous. But, because the narrative is focalized 
internally - that is, because we know Hitler is Hitler and not a method actor pretending to be Hitler -  
as readers we never fall into the same traps as the other characters in the book. We recognise the 
Nazi leader for who he is and we reject him accordingly.  

It is, therefore, the combination of the first person narration and the internal focalisation that prevents 
empathy from occurring (this is a concern that Erin McGlothlin has with all first person accounts – that 
they all have the potential to foster empathy between the reader and the Holocaust perpetrator). The 
reader sees through the narrative that Hitler-the-character constructs for himself and recognises the 
danger – a danger that is fully realised at the end but only in the internal world of the story. The 
diegesis and the extradiegesis thereby remain distinct. 

Ultimately, I argue that, while most examples of Hitler fiction refuse to give the Nazi leader the space 
to air his views (first person narration), and certainly do not grant access to his internal thoughts 
(internal focalization), by using both techniques at once, Vermes is able to circumvent the issues of 
empathy that such techniques run the risk of producing. The mystique of Hitler may thereby be 
diminished without risking the possibility of empathy. 

 


