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The Omnipresent Eye of the Judge - Juridical Evidence in Albrecht 
Durer and Lucas Cranach the Elder1 

C l a u d i a Blumle 

In English, the t e rm evidence stands for the p roof to be b rough t fo rward in a cour t of 
law. Such linguistic cus tom already indicates the extent to which jur idical pract ice has 
been a n d cont inues to be de te rmined by a rhetor ic of seeing.2 In the correlat ion of 
speaking a n d seeing, the cour t becomes distinguishable as a theatr ical space in which 
the evidence is re fer red to the vanishing poin t of an immed ia t e visibility thereby 
tu rn ing the cou r t room into a stage for the es tabl ishment of the t ru th to take place 
u n d e r the eye of the judge . T h e following discussion is conce rned with the historical 
beginnings of this constellation in the f i f teenth century, in tending to show, by the 
examples of Albrecht Di i rer ' s engraving 6b/ Iustitiae a n d Lucas C r a n a c h the Elder 's 
pa in t ing The Judgement of Solomon, the significant cont r ibut ion of images to the 
deve lopment of this space of jur idical visibility. 

I 

Erwin Panofsky considers the c o p p e r eng rav ing Sol Iustitiae (Christ as the ' S u n of 
Righteousness ' ) , d a t ed a r o u n d 1 4 9 8 / 9 9 , a work of a r t 'which in spite of its small size 
(79 x 107 m m ) belongs to Di i re r ' s m o s t impressive c rea t ions ' 3 (Figure 1). T h e 
eng rav ing shows a f ierce looking lion wi th a wide-eyed m a l e figure sit t ing o n its 
back . A mask of f lames p r o t r u d i n g f r o m the flesh f r a m e s the black poin ts of the 
figure's pupi ls a n d the c i rcular eyes whose r a d i a n c e is be ing re in fo rced by a c o r o n a 
a n d a doub le halo . W i t h the mask m a d e u p of th ree tongues of flame a n d oddly 
g r o w n toge ther wi th the nose a n d the eyes d r a f t e d in jus t a few lines, the eng rav ing 
il lustrates the topic of looking which m o r e o v e r consists in the d i rec t c o n f r o n t a t i o n of 
the v iewer wi th the fierce look of the l ion. Since the sitting figure's h e a d is t u rned to 
the r ight , the d i rec t ion of its gaze seems to be focussed o n a po in t outs ide of the 
p ic tu re . W i t h i n the ma le f igure, wh ich takes u p a lmost the ent i re p ic tu re f r a m e , a 
c en t r ed vert ical i ty is c rea ted s tar t ing at the top of the foot a n d the b lade of grass a n d 
con t inu ing f r o m the tail of the stole to the r ad i a t i ng head , thus d iv id ing the p ic tu re in 
two a n d convey ing to the compos i t ion the aspec t of equ i l ib r ium a n d d isequi l ib r ium. 
T h e semici rcular , r ichly d r a p e d stole under l ines the slight d iagona l of the a r m ' s 
m o v e m e n t a n d the d i sequi l ib r ium it c rea tes be tween the sword po in t ing s t ra ight u p 
in a paral le l to the p ic tu re m a r g i n a n d the e m p t y pa i r of scales wi th its f ron t p a n 
incl ined d o w n w a r d s . T h e topic of the del ivery of j u d g e m e n t , wh ich in connec t ion 
wi th the topic of seeing uncann i ly mani fes ts itself in the depic t ion of the a n i m a l a n d 
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Figure 1. Albrecht Durer, Sol Justitiae, 1498/99. Etching. 7.9 x 10.7cm. The Metropolitan Museum, 
New York. 

the flame mask, is re la ted to an exceedingly c o m p l e x i conog raphy displaying p a g a n -
an t i que , astrological, Chr i s t i an a n d ju r id ica l e lements . 

It is Erwin Panofsky's meri t to have decoded the allegoric pictorial invention ' combining 
Chris t ian and pagan-an t ique ideas, planetary god and the Christ ian not ion of G o d ' . 4 

Diirer 's direct source of inspiration is believed to have been the Repertorium morale written 
by the Benedictine Petrus Berchorius.'1 T h e correlation Sol-Christus is a l ready evident in 
J o h a n n e s Virdung 's woodcarving for the Latin A l m a n a c of the year 1495 (Figure 2). In 
Vi rdung ' s depiction, however , the two figures are s tanding next to each other , while in 
Diirer 's engraving they are one super imposed on the o ther a n d thereby unified in one 
figure. R o m a n coins are considered to have served as the antecedents of the pictorial 
relationship Sol-Christus: on t hem the respective E m p e r o r - p rominen t examples are 



Figure 2. Johannes Virdung, 'Christ and Sol', Almanach for the Year 1495 (detail). Woodcut. Picture 98 
in Friedrich Teja Bach, Struktur una1 Erscheinung: Untersuchungen zu Durers graphischer Kunst (Berlin: 
Gebruder Mann, 1996), p. 106. 

Probus, Aurelius and Constant ine - is shown in profile next to the haloed Sun G o d and 
endowed with a facial resemblance to the divine prototype (Figure 3). Ernst Kantorowicz 
demonst ra ted by way of the p h e n o m e n o n of dual images that it was only thanks to this 
pictorial effectiveness of geminatio, a 'duplication' in the sense of Kantorowicz , 6 that the 
E m p e r o r could become geminatapersona - ' h u m a n by nature and divine by grace ' .7 

In Chris t ian hermeneut ics , the geminatio explained by example of the R o m a n coins of 
the third and four th century, is typologically tu rned a r o u n d . Accord ing to Fr iedr ich 
Ohly , 8 typology, a l though anchored in the exegesis of the Scripture , refers in its 
interpretat ive m o d e of though t also to extra-biblical objects f r o m an t ique philosophy, 
lyrics or historical secular stories. As a Chris t ian doctr ine which in so do ing nonetheless 

cont r ibuted to an an t ique tradi t ion, 
typology allegorizes no t only 
Prometheus , Plato a n d o ther figures, bu t 
moreover , regards t h e m as pref igurat ions 
of Chr is t . 9 In the fine arts this m o d e of 
though t manifests itself as a system of 
similarities. 'An approx ima t ion of the two 
sides by assimilations raising the c o m m o n 
aspects beyond the discontinuities a n d 
leading to an in te rpene t ra t ion of type a n d 
an t i type ' 1 0 is so c o m m o n in the fine arts 
' that in a p p e a r a n c e type a n d ant i type a re 
all b u t synthesized ' .1 1 T h i s p h e n o m e n o n 
is illustrated by a series of well-known 

Figure3. Konstantin and Sol invictus, Gold-Solidus. paint ings a n d drawings by L e o n a r d o d a 
Bibliotheque Nationale, Paris. Picture 32e from • • • r T . 
r . „ , . ~. . \ • Vinci combin ing the aspects ol o h n the 
Ernst Kantorowicz, Die zwei Korper des Konigs: ° r 

Eine Studie zur politischen Theologie des B a P t l s t a n d Bacchus. Whi le the pa in t ing 
Mittelalters (Stuttgart: Klett-Cotta, 1992 no. 332e). of 1509 in the Louvre clearly shows J o h n 



the Baptist, the male figure in the drawing John-Bacchus of 1513 with its an t iquat ing 
nakedness and the tree tops veiling its face, includes elements of a Bacchus that were to 
emerge even more dominant ly in the pa in t ing of 1513-15 . Here , the figure wears a 
leopard hide and a wine leaf corona in its ha i r while the sign of the cross has 
d isappeared f rom the staff.12 L e o n a r d o da Vinci presents an ant ique and a biblical type 
'synthesized in a way that before the non-spiri tual eye they conceal themselves one in 
the o ther ' . 1 3 Oh ly describes the correlation of old a n d new, of extra-biblical a n d 
biblical as ' Ineinanderschau'. Th is ' looking of one into the o ther ' is possible not only 
iconographically because of interpretable attributes, characteristics a n d symbols bu t 
also because of the picture 's specific effectiveness which rests u p o n the s imultaneous 
percept ion of elements the mind reads either separately or linearly. Refe r r ing to Lucan , 
Panofsky calls such a synthesis a numen mixtum, a mixed divinity synthesized f rom two 
oppos ing divinities.15 

With in the f r amework of this in terpreta t ion of Sol-Christus the scale presents a p rob lem 
f rom an iconographic point of view given tha t Chris t as J u d g e of the Wor ld h a d always 
bee"n depicted with a whi te lily and a sword. Diirer ' s portrayals of the Last Judgement 
incorpora te these Chris t ian at tr ibutes taken f r o m the Gospel of St. J o h n while scale 
and sword are ascribed to the Arch Angel Michae l or the female personif icat ion of 
Justitia}^ Hence , the quest ion is whe the r the engraving Sol Iustitiae represents a numen 
mixtum or an allegory. Does the picture communica t e the delivery of j u d g e m e n t as an 
abstract idea or as a salvation-historical event? K u r t R a t h e under l ined in 1927 tha t 
Di i rer succeeded in synthesizing ' the late medieval a n d ant ique percept ion of justice in 
a d readfu l pictorial face of his very own quali ty ' .1 7 T h o m a s Wur t enbe rge r also placed 
the engrav ing Sol Iustitiae within the more comprehens ive legal context of Diirer ' s work 
corpus . 1 8 Wi th in the Sol-Christus typology the jur idical aspect is re levant insofar as it is 
no t the at tr ibutes but r a the r the reference to the judicial posture allowing for the figure 
to be in terpre ted as Chris t ian J u d g e of the Wor ld . Since, however , the p ic ture presents 
bo th a coincidence of an t ique , astrological, Chr is t ian a n d allegoric i conography as well 
as a synopsis of all these different aspects in one single figure, it is impossible to 
de te rmine the domina t ing aspect. In the case of d a Vinci 's Bacchus-John the Baptist series, 
the two deities can still be clearly dist inguished thus allowing for an in terpre ta t ion f r o m 
a salvation-historical po in t of view a n d to read Bacchus as the pref igura t ion of J o h n . 
T h e m o m e n t , however , a t t r ibutes of an abstract pref igura t ion are in t roduced , the 
p r o b l e m becomes m o r e complex. For , it is the scale a n d sword which bestow u p o n ' the 
p ic ture the allegory's h igher degree of abs t rac t ion ' . 1 9 Besides the ideal personif icat ion 
of just ice, the iconographic var iant of Sol Iustitiae becomes even m o r e complicated 
because of its references to the judicial civil servant activity. 

II 

J u d g e s in the Middle Ages were still dispensed of hav ing to m a k e their own decision as 
is well d o c u m e n t e d by Susanne Lepsius. 'Accord ing to the belief at the t ime, the " t ru th 
of the m a t t e r " immedia te ly revealed itself by divine in tervent ion in the ordeal a n d the 
oa th taking ' . 2 0 O n the metaphysica l assumpt ion tha t G o d would decide legal mat te rs 
by p e r f o r m i n g a miracle, it was possible ' f r om the poin t of view of the m e m b e r s of 
cour t pa r tak ing in the trial to establish comple te knowledge of the facts a n d adminis ter 



justice ' ."1 Given this trial by ordeal, it is therefore no t possible to speak of a j u d g e in the 
m o d e r n sense bu t merely of a referee whose task it was to observe compl iance with the 
rules dur ing the dispute, the oath taking and the ordeal . U p o n rediscovery and the n e w 
translation of R o m a n Law in the late Middle Ages, the judges a n d the j u d g e m e n t 
passing power were all of a sudden conf ron ted with the p rob lem of having to deliver 
j u d g e m e n t themselves. In Sol Iustitiae the newly emerg ing judicial task is combined no t 
only with the allegoric at tr ibutes of justice (sword a n d scale) bu t also with the 
astrological i conography of Sol: 

F r o m time immemor ia l , Sol as the p lane ta ry god h a d also always been 
associated with the funct ion of the judge . Vett ius Valens for instance 
introduces h im as the trustee of j u d g e m e n t , a character isat ion which 
ult imately goes back to the Babylonian Sun God . , 

Th i s new focus on the j u d g e in pena l cour t proceedings is depicted a n d reflected in The 
Judgement of Solomon by Lucas G r a n a c h the Elder a n d his studio (Figures 5 a n d 6).23 In 
the pain t ing which is da ted a r o u n d 1537 and displays several similarities with Diirer ' s 
Sol Iustitiae, K i n g So lomon is also su r rounded by four fierce looking lions. He re , the lion 
refers first of all to a jur idical iconography. Vital H u h n showed that ' a l ready in early 
Chris t ian times a n d part icularly in Italy, the lion as an e m b l e m of the cour t h a d 
evolved f r o m ant ique oriental percept ions of power ' . 2 4 Since the t imes of Carol ingian 
Ru le it stood for high just ice (also known as the blood court) .2 3 T h e co lumns f rom 
which dea th sentences were proc la imed were bo rne by four c rouch ing lions a n d called 
' T a t t e r m a n n s a u l e n ' in B a m b e r g because their sight m a d e people 'dat t r ig ' , i.e. t remble 
with fear . 2 6 A n d in the words of the T o w n C h a r t e r of Soest the j u d g e was ' to exercise 
his office as a gr im faced l ion ' . 2 7 

Besides the lion's iconographic reference to the law, the pos ture - albeit m i r ro red -
cor responds exactly to the one in Sol Iustitiae (Figures 4 a n d 5). K i n g So lomon no t only 
crosses his legs in a judicial m a n n e r , his head is equally inclined to the side. W h e n 
looking at the pa in t ing as a whole, the royal j udge ' s t h rone is elevated to the image 's 
vanishing point a n d thus posi t ioned in a way that in o rde r to be able to see the scene in 
the fo reground his h e a d has to turn to the left (Figure 6). T h e r e , two female figures are 
composed in opposi t ion to one ano ther : while the one with the dead child is kneeling, 
the o ther is s tanding with a living child in her arms. Posit ioned be tween t h e m is a 
h e n c h m a n reach ing out for the living child while d rawing his sword to cut the child in 
two. C r a n a c h ' s pa in t ing relates the story of K i n g So lomon as told in the O l d 
Tes t amen t ' s first Book of Kings w h e r e u p o n he has to p r o n o u n c e j u d g e m e n t af ter 
hav ing h e a r d two different testimonies. H e is conf ron ted with two mo the r s w h o h a d 
given b i r th the same night; w h e n one of the infants died the two w o m e n tu rned to the 
j u d g e each of them claiming that the living child was theirs. T h e K i n g then o rde red a 
sword b rough t to h im a n d he ruled: 'Divide the living child in two, and give half to the one, and 
half to the otherP2B W h e n one of the two w o m e n p leaded with h im not to kill the child 
while the o ther w a n t e d the child ne i ther to be long to he r no r to the other , the K i n g was 
able to de te rmine that the fo rmer was the real m o t h e r a n d all Israel saw ' tha t the 
wisdom of G o d was in h im, to d o j u d g e m e n t ' . 2 9 In the pa in t ing by C r a n a c h a n d his 
studio, this s t ructure becomes part icularly a p p a r e n t in the archi tec ture a n d because of 
the different observer positions. T h e exempla ry case takes place in a theatr ical cour t 



r o o m u n d e r ' t h e eyes of S o l o m o n while the aud i ence observes the two w o m e n ' s dispute 
f r o m a gallery f u r t h e r up . T h e r e m a r k a b l e s y m m e t r y of the pa in t ing cu lmina tes in the 
figure of the royal j u d g e m o v e d to the b a c k g r o u n d a n d sitting on a t h r o n e deco ra t ed 
wi th two whi te co lumns . T h e s teep cent ra l perspect ive cons t ruc t ion of the stage is 
r e in fo rced by the black d r a p e d cur ta ins a n d the s tone b e n c h e s to the left a n d to the 
r ight of the th rone . Wi th in this se l f -contained space the judic ia l gaze takes a backsea t 
while t h e scene comes to the fore of the pa in t i ng as a p lace of p u r e visibility. T h i s 
a rchi tec tura l ly i nduced viewing constel lat ion displays a r e m a r k a b l e affinity to the o n e 
c o m m o n in Rena i s sance thea t re wh ich acco rd ing to Hans -Chr i s t i an von H e r m a n n 
p r o d u c e s a scene by m e a n s of perspect ive , cur ta ins a n d l ight ing effects thus explicitly 
i l lustrat ing ' the uni ty of d r a m a f o r m u l a t e d by Aristotle as the un i ty of one single scene 
(Schauplatz) const i tu ted by " o n e " single gaze ' . 3 0 T h e scene const i tu ted by ' o n e ' single 
gaze perspectivizes the even t to one single pos i t ion w h i c h on stage is taken by the king 
a n d in the cour t r o o m by t h e j u d g e as the singled ou t v iewer a n d observer . I n the 
p a i n t i n g by C r a n a c h the grey gallery wall a n d the king 's separa t ion f r o m the aud ience 
on the gallery in the back unde r l i ne the singling ou t on stage of one single eye p o i n t -
the' m o r e so as this sovereign eye po in t coincides wi th the perspect ive van ish ing poin t . 

C r a n a c h ' s pa in t ing illustrates h o w the cour t is t r ans fo rmed to b e c o m e a stage. Like the 
circular a r r a n g e m e n t s in medieva l theat re , ordeals, disputes or oa th takings h a d n o stage 
in the sense that a self-contained space could b e observed f r o m one single sovereign eye 
point . Ins tead, the aud ience a r r anged in a circle was able to wa tch the legal plays f r o m 
different positions a n d observe compl iance with the rules a long with the j u d g e . T h e 
m o m e n t , however , j u d g e m e n t is n o longer delivered by G o d b u t by the j u d g e , cour t 
p roceedings require a central scenic place in the c o u r t r o o m within which the event is to 
unfold . T h e scene becomes the n e w show-place of a n o longer theological t ru th . T h e 

aud ience is hencefor th posi t ioned b e h i n d 
the sovereign judicia l eye in o rde r to 
pa r t ake in it. F r o m a law historical po in t 
of view C r a n a c h ' s theatr ical depict ion of 
the King ' s Hal l as the place of h igh just ice 
cont inues a n an t ique tradit ion since pr ior 
to the division of the anc ien t r o u n d a n d 
self-contained a r e n a into a stage as scene, 
an t ique d r a m a a n d jur isdict ion were 
directly corre la ted. 3 1 U p o n rediscovery of 
the an t ique thea t re in the Renaissance , the 
cour t aga in b e c o m e s a thea t re b y w a y of 
d ie scene. H e r e , as is shown in C r a n a c h ' s 
pa in t ing , the crucial factor is the archi tec
tural par t i t ion in actors a n d audience , in 
active a n d passive par t ic ipants , in those 
mov ing a n d those watching . For , the issue 
the j u d g e s were conf ron ted wi th at the 
t ime, i.e. of hav ing to c o m e to a decision 

Figure 4. Albrecht Durer, Sol Justitiae, 1498/99. a n d a j u d g e m e n t , is tied to this theatr ical 
Etching. 7 .9x10.7cm. The Metropolitan Museum, distinction: ' T h o s e wa tch ing can also 
New York. decide. S tepp ing back, seeing a n d gain ing 
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Figure 5. Lucas Cranach the Elder and workshop, The Judgement of Solomon (detail), 1537. Oil on poplar. 
206 .5 x 142 cm. Staatliche Museen zu Berlin, Preufiischer Kulturbesitz, Gemaldegalerie, 11.76. Photo: Jorg P. 
Anders. 

insight, ga in ing insight a n d dec id ing f o r m an in te r l inked series a t the e n d of w h i c h 
wou ld be the i n d e p e n d e n t reflexive dec i s ion ' . 3 2 I t was n o t unt i l the late M i d d l e Ages 
tha t the jud ic i a l gaze b e c a m e the decisive fac to r for the jud ic ia l e s t ab l i shmen t of the 
t ru th . Since the j u d g e n o w passes j u d g e m e n t in G o d ' s s tead, h e m u s t take on a 
c o r r e s p o n d i n g divine gaze in o r d e r to occupy the p lace of a n abso lu te t ru th . 

Ill 

In C r a n a c h ' s paint ing, the judge ' s gaze a n d the people observing f r o m the gallery 
consti tute precisely those observer positions that t ransfer the entire p ic ture to a 'stage 
on the stage' (Figure 6). Whi le the scene as a place of p u r e visibility is m o v e d to the 
fo reground , the gaze of the j u d g e posi t ioned in the vanishing poin t of the centra l 
perspective construct ion establishes the image 's centre. His gaze does not , however , 
end in the vanishing poin t bu t constitutes a t the same t ime the star t ing poin t of the 
scene. Unless the j u d g e oversees the scene in the cou r t room, the aud ience - as depicted 
beh ind the t r ibune - will no t be able to pa r take in the unfo ld ing of the t ru th . A n y 
unfo ld ing of the t ru th can only take place the m o m e n t the j u d g e as the sovereign of the 
jur idical stage war ran t s the context of the event on stage a n d looks at it f r o m his 
elevated viewing position; only then will the aud ience as depic ted on the t r ibune be 
able to pa r take in the event. W i t h o u t the judicial eye taking in the scene a n d wi thou t it 
be ing omnipresen t at all t imes dur ing the trial, the cour t c a n n o t be a place for the 
es tabl ishment of the t ruth . 

Di i rer ' s Sol Iusliliae t ransfers these very condi t ions of jur id ica l evidence to a p ic ture by 
provid ing the male j u d g e figure e n d o w e d with the at t r ibutes of just ice a n d sitting on a 



Figure 6. Lucas Cranach the Elder and workshop, The Judgement of Solomon, 1537. Oil on poplar. 
206.5 x 142 cm. Staatliche Museen zu Berlin, PreuBischer Kulturbesitz, Gemaldegalerie, 11.76. Photo: 
Jorg P. Anders. 



lion with the glow of a halo. Iconographical ly , Chris t is depicted with a cross n imbus 
a n d Sol with a flaming co rona a n d an aureole . In the ancient sun cult the Sun G o d -
called Helios by the Greek a n d Sol by the R o m a n s and c o m m o n l y por t rayed on coins, 
grave stones or in temples - was charac ter ized by a halo of rays of light. Th i s halo 
could take on two geometrical ly different forms: it could be a n i m b u s in the fo rm of a 
r o u n d disc or circle or a co rona 'in the fo rm of rays radia t ing f rom the h e a d ' . 3 3 T h e 
n imbus which in reference to the sun h a d originally been reserved for the solar deity of 
light was soon t ransferred to demigods , heroes or personif icat ions whereas the corona 
model led on the sun came to prevail in the depict ion of rulers. In Diirer ' s engraving 
the two types are unif ied: the ha t ched co rona is f r a m e d by a circular n imbus which is 
d r a w n in small parallel lines a n d doubled . As a result of the gradual t radi t ion of the 
Sun God ' s n imbus a n d co rona to Chr is t ian use, a clear distinction be tween Sol a n d 
Chr is t with regard to the halo is not possible. In Diirer ' s depict ion the brilliance of the 
fiery solar deity whose solar connota t ion was eventually displaced ' in favour of a m o r e 
comprehens ive charac te r of l ight ' 3 4 a n d t ransfer red onto Christ , n o w becomes 
themat ic in connect ion with seeing by linking the blazing flame mask of his Sol Iustitiae 
to the wide open eyes. Panofsky not iced that a similar mask appears on the first sheet of 
Di i rer ' s series on the Apocalypse of St. John33 titled Vision of the Seven Candlesticks (Figure 7): 

But the face of the m a n is su r rounded with a quiver ing halo, his eyes 
burs t into f lames like those of the Son of M a n in the Vision of the Seven 
Candlesticks, and his features show a fierce, yet woeful expression, 
strangely akin to tha t of his fantastic m o u n t . 3 6 

T h e a r g u m e n t that Sol Iustitiae represents Chris t the J u d g e of the Wor ld gains in 
persuasiveness w h e n c o m p a r e d to the woodcarv ing f rom the Apocalypse of the same 
year . In bo th sheets the flaming rays merge with the curly hai r a n d the lines of the 
corona . In the case of Christ , the mask consisting of two par t s a n d thus leaving the 
f rowned f ront visible, appea r s like a pro longat ion of the brows a n d the eye lashes with 
the two flames adap t ing to the a lmond- shaped eyes (Figure 7), while the domina t ing 
forms in Sol Iustitiae a re circular a n d cross-shaped (Figure 8). T h e circular lines b r ing 

Figure 7. Albrecht Durer, 'The Vision of the Seven Candlesticks' from the first folio in The Apocalypse, 
1498. Woodcut. 3 9 . 2 x 2 8 . 1 cm. 



for th the black pupils, the shape of the eyes, the eyelids a n d the fo rmat ion of the flames 
inside the mask thereby a c c o m m o d a t i n g the circular eyes, whereas the tongues of the 
flames point ing in three directions result in a cross similar in depict ion to the cross 
n imbus in Vi rdung ' s woodca rv ing (see Figures 2 a n d 7). 

Nikolaus von Kues ascribes the significance of the divine gaze f rom the picture as 
depicted by Di i rer to its part icular i ty a n d concur ren t omnipresence . 3 7 Accord ing to 

J a c q u e s Lacan , the func t ion of the icon is also to be seen in the fact that 'also the G o d it 
depicts gazes at it '. In Di i rer , the resulting omnip resen t gaze of G o d is moreove r tied 
to a mask so that in this depict ion of the j u d g e of the world the pictorial characteristics 
of the gaze of the all seeing G o d a re fu r the r re inforced. Unlike the divine gaze in the 
apocalypt ic woodcarv ing Vision of the Seven Candlesticks, the gaze in Sol Iustitiae is no t on 
the viewer of the p ic ture bu t stays within the space of the p ic ture a n d is focussed on the 
lower r igh t -hand corner . Th i s focus on one par t icular po in t is of relevance as it 
prevents the p rominence of a gaze capable of incarna t ing God ' s par t icular as well as 
omnipresen t eye. Instead, because of the inclination of the head a n d the direction of 
the' gaze towards one par t icu lar point , the position of the j u d g e cor responds exacdy to 
the one in C r a n a c h ' s pa in t ing . Di i rer ' s pictorial invent ion is distinct f r o m the depict ion 
of the divine J u d g e of the W o r l d by passing - in J a c q u e s Lacan ' s words - f r o m the gaze 
to the eye: T h e m o m e n t the gaze of the j u d g e is lowered a n d thus becomes the eye, the 
cour t r o o m shifts to a r o o m of visibility. T h e eye believing to be rul ing the events on 
stage by m e a n s of the eye po in t as in the centra l perspective construct ion, decorates 
itself wi th the gaze which in combina t ion with the light in the depict ions of the 
Chris t ian G o d a n d of the an t ique Sol/Helios shows itself as m o r e omnipresen t . 

In Sol Iustitiae the viewer is at eye level with the s tooped lion whose head is slightly 
raised. T h u s the impression is c rea ted tha t the male figure takes an elevated observer 
posit ion a n d could the reby be looking down on the viewer. This low hor izonta l line is 
re inforced by the ha loed m a n wear ing the fire mask whose chin is depic ted f r o m below. 
In C r a n a c h ' s pa in t ing the steep perspective const ruct ion of the r o o m a n d Solomon ' s 
posit ion in the image 's u p p e r fifth also create an emphas is of the extremely high angle. 
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Figure 8. Albrecht Diirer, Sol Justitiae (detail), 1 4 9 8 / 9 9 . Etching. 7 .9 x 10.7 cm. The Metropolitan Museum, 
New York. 



T h e elevated observer position is explained by the older pract ice of j u r i sp rudence for 
which such a position was indispensable; this is illustrated by the word Le or Lee which 
in Middle H igh G e r m a n n a m e d the hill of jur isdict ion. For , in high justice the elevated 
place of the scaffold served the purpose of 'bet ter visibility'.39 Moreover , since the 
c o m m o n use of the word Lee was f requent ly mistaken with the similar sounding w o r d 
Lewe (lion) the an imal c ame to symbolize high justice. In s u m m a r y it m a y therefore be 
said that not only the pos ture with the crossed legs bu t also the elevated observer 
position, as well as the focussing of the eyes on one par t icular point , are related to a 
judicial context thus bear ing no relat ionship to ei ther a Chris t ian or allegorical context . 
T h e judicial view allowing for an overview of the entire proceedings is at the same t ime 
physical a n d metaphysical because it always also takes the place of the divine gaze. 
D u r e r uses the halo to t ranscend this seeing which constitutes the starting poin t of the 
jur idical unfo ld ing of the t ru th and mus t f rom n o w on assume the newly emerg ing 
activity of weighing a n d judging . 

Kan to rowicz was able to show by way of the n imbus h o w the t empora l aspect of a 
c o n t i n u u m could be bes towed on supra- individual ideas: ' In late ant ique art , we of ten 
find the halo bestowed on such figures as might impersona te a supra- individual idea ' . 
Th i s m a r k of distinction indicated that ' the figure was m e a n t to represent in every 
respect a con t inuum, someth ing p e r m a n e n t and sempi ternal beyond the contingencies 
of t ime a n d co r rup t ion ' . 4 0 Kan to rowicz stresses tha t female figures mostly deno ted as 
abstract ions or personifications, as R o m a n provinces for instance, thereby received 
their ' supra - tempora l charac te r ' wi thin the cont inui ty of t ime. T h e same was t rue 'with 
regard to not ions or virtues: Justitia or Prudentia, w h o were goddesses in p a g a n Ant iqui ty 
were m e a n t to represent forces perpetual ly effective' .4 1 Th i s d imension of t ime leads to 
the distinction be tween tempus, aetemitas a n d aevum, be tween t ransient ear thly t ime, 
apocalyptic eterni ty a n d sempiterni ty. T h e halo thereby indicates a change in the 
na tu re of time; it removes its bea re r 'scholastically speaking, f r o m tempus to aevum, f r om 
T i m e to Sempiterni ty , at any ra te to some c o n t i n u u m of t ime wi thout end ' . 4 2 

IV 

It should be recalled once m o r e that Sol Iustitiae is nei ther an allegory of Justitia no r 
abou t the solar zodiac sign of Leo; it is no t abou t Chris t , the apocalypt ic J u d g e of the 
Wor ld , or the an t ique Sun G o d Helios/Sol, nor is it abou t a j u d g e exercising his office. 
Ins tead, all of these aspects which also exist in single depict ions are found in one 
picture , uni ted in one ha loed figure with flaming eyes. All of this, however , still leaves 
the quest ion w h e t h e r it is an allegory of a secular activity or a divine numen mixtum. T h i s 
quest ion is of re levance as allegory a n d numen mixtum involve dif ferent t ime concepts . If 
Sol Iustitiae is r ead typologically, i.e. Solas a pref igura t ion of Chris t , the depict ion would 
relate to a salvation-historical concept of t ime a n d thus to a c o m i n g eterni ty relieved of 
space a n d time. If, on the o ther h a n d , the picture is r e ad as an allegory, it would s tand 
for a sempi ternal abst ract idea. T h e effect and power of the p ic ture which rests in the 
s imul taneous synthesis of different elements , concepts a n d ideas, is ep i tomized in Sol 
Iustitiae by being at the same t ime numen mixtum a n d allegory. In this cross-fading of 
numen mixtum a n d allegory, Sol Iustitiae on the one h a n d lends an allegorical aspect to the 
activity of passing j u d g e m e n t by investing it with lion, scale a n d sword, a n d on the 



o t h e r i t a p p l i e s a c o n t i n u i t y t o t h e j u d i c i a l o f f i c e b y c o m b i n i n g t h e h a l o w i t h t h e flame 

m a s k a n d t h e f o c u s s i n g o f t h e g a z e . A p a r t f r o m t h e o m n i p r e s e n t e y e o f t h e j u d g e in t h e 

e l e v a t e d o b s e r v e r p o s i t i o n , t h e l i o n a s t h e s y m b o l o f a l e r t n e s s is a l s o g i v e n a n a s p e c t o f 

c o n t i n u i t y as h i s e y e s n e v e r c l o s e , n o t e v e n i n s l e e p . Sol Iustitiae u n i t e s t h e t w o c o n c e p t s 

i n o r d e r t o t y p o l o g i c a l l y c h a n g e t h e j u d i c i a l o f f i c e a n d t o i n v e s t i t w i t h a n aevum a s w e l l 

a s w i t h t h e p o w e r h i t h e r t o r e s e r v e d t o t h e d i v i n e . T h e A p o c a l y p s e b e c o m e s a n i n n e r -

w o r l d l y e v e n t a n d t h e i n n e r - w o r l d l y j u d i c i a l o f f i c e e n t e r s t h e r e a l m o f t h e h o l y (or o f 

t h e a n t i q u e G o d s , o f a s t r o l o g y a n d t h e a p o c a l y p s e ) . T h u s , i m m a n e n c e a n d 

t r a n s c e n d e n c e a r e c o r r e l a t e d i n a g e n u i n e l y p i c t o r i a l w a y . T h e j u d g e ' s v i e w , a s is 

s h o w n i n D i i r e r ' s Sol Iustitiae, is c o n s e q u e n t l y a n u n d i s g u i s e d a n d d i r e c t s e e i n g g o i n g 

b e y o n d t h e m e r e a n d c o n t i n g e n t p r e s e n c e . A s a m e t a p h y s i c a l v i e w , it d e t e r m i n e s 

i n s t e a d t h e s t a g e o n w h i c h t h e t r u t h u n f o l d s a n d t h u s a l s o t h e p l a c e o f t h e e v i d e n c e a s 

j u d i c i a l i n s p e c t i o n a n d a s b e i n g e v i d e n t . 

T r a n s l a t i o n : J a c q u e l i n e C s u s s 
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