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Abstract

Courtroom 600 in the Nuremberg Palace of Justice is one of the most iconic sites in the 
history of international criminal law. Yet the extensive literature on Courtroom 600 
neglects the original 1945 drawings by the architect Dan Kiley, now in the archives of 
the Harvard Design School. This article revises our understanding of Courtroom 600 in 
light of these drawings. Among other findings it argues that Kiley, rather than Jackson 
or the Office of Strategic Services, was the main source of design decisions; that the 
secondary literature overemphasises film at the expense of architecture; and that the 
design of both Courtroom 600 and the entire reconstruction of the Palace of Justice 
offer valuable insights into this key moment in the history of international law.
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…
We will not ask you to convict these men on the testimony of their foes. 
There is no count in the Indictment that cannot be proved by books and 
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records. The Germans were always meticulous record keepers, and these 
defendants had their share of the Teutonic passion for thoroughness in 
putting things on paper. Nor were they without vanity. They arranged fre-
quently to be photographed in action. We will show you their own films. 
You will see their own conduct and hear their own voices as these defen-
dants re-enact for you, from the screen, some of the events in the course 
of the conspiracy.

robert jackson, Opening Statement, 21 November, 19451

⸪

1 Introduction

Daniel Urban Kiley (1912–2004) is best known as the father of modernist Amer-
ican landscape design. From the South Garden of the Art Institute of Chicago, 
Illinois to the renowned Jefferson National Expansion Memorial in St. Louis, 
Missouri, he designed over a thousand landscapes during his career. He is less 
well known as the architect of the famous Courtroom 600 in the Nuremberg 
Palace of Justice, where twenty-two prominent figures of the Third Reich were 
put on trial between November 1945 and October 1946. While interesting schol-
arship on Kiley’s innovative design exists, his original and unpublished plans 
for Courtroom 600, preserved at Harvard, cast a new light on a remarkable 
episode when the reimagining of international law went hand in hand with a 
transformation in the spatial manifestation of justice. They demonstrate the 
extent of Kiley’s, rather than Jackson’s or the Office of Strategic Services’ (OSS) 
authorship, clarify Kiley’s design choices, and help to redress the balance be-
tween the role of film, which is often discussed, and that of architecture, which 
is comparatively neglected, in the intended effects and historial legacy of the 
International Military Tribunal (IMT).

More than a decade after he began his landscape design studies, Kiley 
joined the Army Corps of Engineers, and rose to the post of Chief of Design 
in the Pre sentation Branch of the Office of Strategic Services, predecessor 
of the Central Intelligence Agency. In 1945 Kiley was tasked with rebuilding 
the damaged Palace of Justice in Nuremberg for the IMT, including its main  
courtroom.

1   Trial of the Major War Criminals before the International Military Tribunal. Proceedings: 
11/14/1945–11/30/1945 (Nuremberg: IMT, 1947), vol. II, 98–102.
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Courtrooms are meant to embody the normative principle of the impartial-
ity of justice or equality in front of the law. Although courtroom arrangement 
has varied over the last five hundred years (Fig. 1), historical variation does not 
mean that spatial arrangement was ever unimportant or haphazard. Rather, 
the degree and nature of the separation between the parties in a court vary ac-
cording to different social priorities and changing conceptions of justice. The 
layout of courtrooms is, in fact, a key indicator of these changes, and more 
generally of the close relationship between the architecture of courts and the 
nature of law. In many ways, the architectural arrangement’s role is similar to 
the rhetorical language and standardised forensic procedures in that its pri-
mary aim is to convey a certain degree of decorum and impartial equality to 
the proceedings. Ultimately, the design of the courtroom can profoundly affect 
the dispensation of justice.

A survey of the range of court arrangements across a greater span of history 
shows the following architectural features to be of recurring significance:
i) Alignment: whether parties are facing in the same direction, or facing 

each other. Note that facing someone is not necessarily an oppositional 
act. After all, this is the position we take when we are engaged in dia-
logue, whether confrontational or in accord.

ii) Proximity, and differences in height: courtrooms normally place the dis-
tinct parties at different heights, with a variety of barriers that signal a hi-
erarchy of authority. Proximity to entrances, guards, and various symbols 
or sites of authority also denote hierarchical differences.

iii) Ornamentation: symbols of justice, power, virtues or vice are typically 
placed on the walls of courts. Invocations of classical authority are com-
mon, for instance through the use of columns, and so is the inclusion of 
emblems or flags in the courtroom’s design.

Architectural drawings and photographs convey these features quite readily. 
An architectural plan shows the horizontal relationship between the parties, 
and structures the alignments of vision and communication between them. 
The vertical relationship, which normally expresses the hierarchy of authority, 
is reflected in the architectural section. The rationalisation and globalisation 
of justice produced a trend toward fewer, more formalised layouts over the 
last two centuries, but there is still a variation between court types in distinct 
jurisdictions. On the whole, courtroom arrangements are both conceived and 
understood implicitly by their users, and do not necessarily require theoreti-
cal explication. However, given the originality and importance of Courtroom 
600, comment and analysis can help us understand how a new architectural 
arrangement informed, even guided a new notion of justice.
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Figure 1 The layout of the courts of Westminster (fifteenth century) 
after the Whaddon Manuscripts
Courtesy of Emma Rowden

2 Historical Examples of the Relationship between Architectural 
Design and the Judicial Process

Etymologically, ‘architecture’ entered the English language from the Greek 
for ‘master builder’, via Latin and Middle French. In other contexts, includ-
ing law and political science, ‘architecture’ serves as a cognitive metaphor 
for a structure of rules and institutions that narrow and determine the range 
and probability of options and outcomes.2 We should pay attention to the  

2   Bentham, Jeremy. Draught of a New Plan for the Organisation of the Judicial Establishment 
in France … (London? n.a., 1790); Rationale of Judicial Evidence, Specially Applied to English 
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architectural arrangement of courtrooms because ‘[t]he court is not then, a 
transparent space in which adjudication happens and in which form does not 
impact upon either process or outcome’, but one where forms have a profound 
impact on the outcome and, just as significantly for a procedure as symbolic as 
the Nuremberg Trials, on perceptions of the outcome.3

Yet the precise relationship of the architecture of the courtroom to the na-
ture of the justice dispensed within is not automatically considered significant. 
Nor can it always be axiomatically deduced. However, it plays a profound role 
in structuring the procedure (for instance, who may see and hear each other 
directly), in the symbolisation of justice, the experience of fairness between 
participants, and the perception of fairness among observers.4

2.1 The Symbolisation of Justice
The link between architecture and justice goes back to the earliest legal codes 
and even predates the institution of permanent courts. The importance of pro-
portion as a principle of both justice and spatial arrangement is already found 
on the stele of Hammurabi (eighteenth century BCE). It depicts Hammurabi, 
king of the four corners of the earth, as he receives the law codes from Samash 
and holds a measuring cord fitted for making right angles. There was an un-
derstanding that justice hinged partly on the proportionality of response to a 
misdemeanour, and that this could be symbolised and enacted in instruments 
of measure. Measured distance is the foundation of architectural space and 
construction. It has a long historical connection with justice, as architectural 

Practice (London: Hunt and Clarke, 1827), vol. II, 314–315, 422, 685, passim. Constitutional 
Code; for the Use of All Nations and All Governments Professing Liberal Opinions (London: 
Robert Heward, 1830), vol. 1, i.a. 204–205, 554–555, ‘Architectural arrangements’ 573–575; 
‘Draught for the Organization of Judicial Establishments …’, in The Works of Jeremy Bentham, 
part IV, ed. John Bowring (Edinburgh: William Tait, 1838), 305–406, esp. 316–317, 325; Theory 
of Legislation (tr. R. Hildreth, London: E. Dumont, 1864), 430–432. (Given the complicated 
history of Bentham’s writings, some of these contain repetition and revision.) Thaler, Richard 
and Cass Sunstein. Nudge: Improving Decisions about Health, Wealth, and Happiness (New 
Haven: Yale University Press, 2008).

3   Rowden, Emma. ‘Virtual Courts and Putting “Summary” back into “Summary Justice”: Merely 
Brief, or Unjust?’, in Architecture and Justice: Judicial Meanings in the Public Realm, eds. 
Jonathan Simon, Nicholas Temple and Renée Tobe (Farnham: Ashgate, 2013), 101–113.

4   According to Bourdieu, ‘the feeling of injustice or the ability to perceive an experience as 
unjust is not distributed in a uniform way; it depends closely on the position one occupies in 
the social space’, and architecture plays a key role in structuring this social space and in par-
ticular feelings of equality between participants. Bourdieu, Pierre. ‘The Force of Law: Toward 
a Sociology of the Juridical Field’, trans. R. Terdiman. The Hastings Law Journal 38(805) (1987), 
833, cited in Rowden, ‘Virtual Courts’ 2013 (n. 3).
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design has an intrinsic potential to become a symbol of just proceedings. Even 
today we would intuitively consider it unfair if, for example, the prosecution 
had a disproportionately large space and proximity to the judge compared to 
the spatial resources allocated to the defence. This would offend a sense of 
justice that the architectural history of courts suggests is universal. One could 
argue that we are more sensitive to the compositional balance between parties 
and spatial manifestations of fairness in the design of courtrooms than in most 
other institutional settings.

A later, sophisticated connection between instruments of justice and mea-
sure was drawn by Aristotle. In Nicomachean Ethics V.10.3, Aristotle famously 
compared a Lesbian rule, made of lead and used to measure or reproduce irreg-
ular curves during design and construction, to the need for formalised justice 
to be flexible when equity demanded it. The architectural need to accommo-
date the irregularity, flexibility, and thermal expansion of building materials 
also became an abiding metaphor for the nature of justice. Thomas More, 
Desiderius Erasmus, George Buchanan, Samuel Daniel and Francis Bacon all 
reused the image in their meditations on the nature of law.5 The insights that 
law cannot regulate for every eventuality and for evolving realities, and that 
flexibility and a mechanism for legal evolution are systemic necessities, are 
coeval with the idea of justice itself. A related variant of this theme is the wide-
spread motif of Lady Justice holding weighing scales, another instrument of 
measure as a metaphor for Justice, illustrating the importance of impartiality 
and balance to legal proceedings.6

2.2 Situating Justice
Formal institutional settings for the dispensation of justice were introduced in 
the polis, approximately in the seventh century BCE, with the establishment of 
the Heliaia Court in Athens. This development saw a large jury in the centre  

5   More, Thomas. ‘Letter to Martin Dorp’, in The Complete Works of Sir Thomas More, ed. Daniel 
Kinney (New Haven: Yale University Press, 1963), vol. 15, 43; Erasmus, Desiderius. Adagiorum 
chiliades quattuor (Basle: Frobenius and Episcopus, 1540), 1.5.93; Buchanan, George. De iure 
regni apud Scotos … (1579 tr. by ‘Philalethes’, London: Richard Baldwin, 1689), 22; Samuel 
Daniel’s excellent Epistle to Sir Thomas Egerton in Daniel. A Panegyrike Congratulatorie 
Deliuered to the Kings Most Excellent Maiestie at Burleigh Harrington in Rutlandshire … 
(London: Edward Blount, 1603), 202–204; Bacon, Francis. ‘De Augmentis Scientiarum’ (1623), 
section ‘De descriptione legum perplexa et obscura’, Aphorismus 67, in The Works of Francis 
Bacon, eds. James Spedding, Robert L. Ellis and Douglas D. Heath (London: Longman and co., 
1872), vol. I, 819.

6   Resnik, Judith and Dennis E. Curtis. Representing Justice: Invention, Controversy, and Rights in 
City-States and Democratic Courthouses (New Haven: Yale University Press, 2011).
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of the court, distributed equally around the defendant and the accused. 
Particularly important to the architectural definition of the court was the es-
tablishment of a corded boundary that separated the activity of the court from 
that of the agora. During the same period, an increasingly specialised forensic 
rhetoric began to emerge. Just as it was necessary to distinguish the language of 
the court from everyday speech, architectural devices were needed to separate 
the activities of the court from the type of everyday deliberation and dispute 
resolution that might be seen in the agora. Architecture, like rhetoric, was a 
way to impart decorum, authority, and fairness to legal proceedings.

Historical diversity in courtroom design notwithstanding, nowadays defen-
dants and advocates face the judge or, in a more agonic arrangement typical of 
Anglo-Saxon jurisidictions, they face each other, with the judge sitting perpen-
dicular to them both, and overseeing both parties with a clear division between 
them. It is generally critical that one party is not seen to be privileged over 
another. Accordingly, one typical layout for contemporary courtrooms in the 
United States is for the plaintiff and defendant, and their legal representatives, 
to sit in identical boxes equidistant from the judge, with the public behind 
them, allowing justice to be seen (Fig. 2 (i)). A regular variation adopted by 
the Crown Courts in the UK is for the plaintiff and the defendant to be sitting 
opposite the judge, at unequal distances but with the defendants being higher 
up and further away (Fig. 2 (ii)). Common to all modern courtrooms, as far as 
we have been able to establish, is the separation of the judge from plaintiff and 
defendant, and the centrality of the judge in the proceedings. This is the case, 
for instance, in the design of the principle courtroom of the Peace Palace at 
The Hague by architects Louis M. Cordonnier and Johan A.G. van der Steur, 
opened in 1913. Since the eighteenth century the jury, too, have been separated 
from both judge and the plaintiff-defendant pair, typically sitting perpendicu-
lar to the axis between the judge, and the defendant and plaintiff.7 Dan Kiley’s 
Nuremberg design breaks sharply from all these models and precedents, but it 
displays a deep understanding of the underlying principles.

7   Graham, Clare. Ordering Law: The Architecture and Social History of the English Law Court to 
1914 (Ashgate: Aldershot, 2003), 73, cited in Mulcahy, Linda. ‘Back to the Future? The Challenge 
of the Past for Courthouses of Tomorrow’, in Architecture and Justice: Judicial Meanings in the 
Public Realm, eds. Jonathan Simon, Nicholas Temple and Renée Tobe (Farnham: Ashgate, 
2013), 71–84.
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figure 2 (i) Example of a typical twentieth-century US courtroom layout
Drawing by the authors

3 Objectives and Authorship in the IMT’s Design

Before the IMT, Kiley was involved in the design of the United Nations 
Conference on International Organization held from 25 April to 26 June 1945 
in San Francisco. The conference concluded with a signing ceremony for the 
United Nations Charter. It is customary to regard the establishment of the 
International Court of Justice, by Chapter XIV of the Charter, as a subsid-
iary part of this founding moment. However, the full title of the document is 
‘Charter of the United Nations and Statue of the International Court of Justice’ 
(ICJ), implying two equal founding moments, one for the UN, and another for 
the ICJ. Katz compellingly sketched the genealogy of a new visual language that 
the OSS developed during the Second World War to optimise the memorability 
and the inevitably reductive selection of material that had to be presented to 
the President, military and intelligence offices, and finally on the world stage. 
According to Katz, OSS designers became true intelligence officers at the San 
Francisco conference, where their rhetorical, visual, and data representation 
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innovations were challenged by politicians highly sensitive to the positioning 
of flags, size of emblems, seating arrangements, and other embodiments of 
power.8

Nevertheless, while the UN Conference was useful practice, the IMT came 
with its distinct challenges. New authorities and principles of international 
law were established in San Francisco, but the stakes involved in designing and 
configuring representations of treaties in San Francisco were not the same as 
bringing the same rhetorical, visual, and spatial skills to propel a leap of faith 
in international criminal law in Nuremberg. Kiley’s drawings shed new light on 
two aspects of the distinctive nature of the challenge that the IMT posed. First, 

8   Katz, Barry. ‘The Arts of War: “Visual Presentation” and National Intelligence’. Design Issues 
12(2) (1996), 3–21, 16–17.

figure 2 (ii)  Example of a typical UK courtroom layout: The prescribed 
layout of the modern courtroom in a Crown Court of 
the UK
Courtesy of Emma Rowden
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there was a legitimacy and authorisation gap. While properly appointed heads 
of state could sign the UN Charter relatively secure in their constitutional au-
thority, it was less obvious that IMT judges could sentence elected officials and 
military officers of the Third Reich to death. Secondly, the forensic and aes-
thetic principles for finding, selecting, ordering and presenting materials at a 
trial had to be reconciled.

All participants were acutely aware of the legitimacy gap. The IMT changed 
international criminal law for good not because it employed established prin-
ciples, but because it invented and applied new ones, including the charges 
of Crimes Against Peace and Crimes Against Humanity. Legal scholars have 
pointed out that the prosecution tried to bolster its legitimacy in several ways. 
Throughout the proceedings it devoted considerable time and resources to 
presenting the Nazi leaders as conspirators, because most US prosecutors had 
a strong background in antitrust cases, and aimed to mobilise US legal opinion 
as a way to buttress the IMT’s authority.9 Another strategic choice driven by the 
desire to strengthen legitimacy was the insistence on material evidence, even 
at the expense of using witnesses. Contemporaries noted that this emphasis on 
documents and video footage made the trials ‘frightfully dull’, and emotion or 
drama in short supply.10

The extent of Kiley’s own authority and intention in producing the final de-
sign is disputed. Christian Delage, one of the foremost authorities on the visual 
aspects of the trial, attributes the defining vision of the courtroom layout it-
self to Robert Jackson, US Chief Counsel for the prosecution.11 In an interview, 
Kiley said about ‘the whole trial’: ‘I made all my own decisions for the whole 

9    Levi, Ron, John Hagan and Sara Dezalay. ‘International Courts in Atypical Political 
Environments: The Interplay of Prosecutorial Strategy, Evidence, and Court Authority in 
International Criminal Law’. Law and Contemporary Problems 79 (2016), 289–314.

10   Sources cited in Levi/Hagan/Dezalay, ‘International Courts’ 2016 (n. 9), 296.
11   Delage, Christian. ‘The Judicial Construction of the Genocide of the Jews at Nuremberg: 

Witnesses on Stand and on Screen’, in Holocaust and Justice: Representation and 
Historiography of the Holocaust in Post-War Trials, eds. David Bankier and Dan Michman 
(Jerusalem: Yad Vashem, 2010), 101–113, 104. ‘Jackson encouraged Dan Kiley, the architect 
in charge of the courtroom’s construction, to transform its traditional spatial orientation’. 
Delage, Christian and Stuart Liebman. ‘Bringing History into the Present through Film: 
An Historian in the Archives of Nuremberg’. Cinéaste 37(1) (2011), 34–39, 35. In this article 
Delage and Liebman repeatedly, unequivocally and consistently describe the heterodox 
layout, including the screens, as Jackson’s design. More decisional autonomy is afforded 
Kiley in Delage. Caught on Camera: Film in the Courtroom from the Nuremberg Trials to the 
Trials of the Khmer Rouge (Philadelphia: University of Pennsylvania Press, 2014), 103–104, 
and in Delage and Peter Goodrich. ‘Introduction’, in The Scene of the Mass Crime: History, 
Film, and International Tribunals, eds. Christian Delage and Peter Goodrich (New York: 
Routledge, 2013), 1–6, 2.
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damn thing, all the way through’.12 Barry Katz, the Stanford designer and his-
torian, asserts that by

the summer of 1945, the Presentation Branch had worked out the basic 
architectural logistics of the proceedings: the positioning of the judges, 
witnesses and defendants; apparatus for the presentation of evidence; 
facilities for a press corps expected to number in the hundreds; and the 
outfitting of offices, barracks and prison cells.

According to Katz, a complete model was presented to Jackson. Katz cites the 
exhibition designer Robert Konikow: ‘He instantly approved the plan, appre-
ciating the drama inherent in the face-to-face positioning of the defendants 
and the judges’.13 When Kiley began his assignment, he was Chief of Design 
of the Presentation Branch at the OSS. President Harry S. Truman abolished 
the OSS on 20 September 1945, two months before the IMT formally opened 
on 20 November. Thus Katz’s reconstruction of the collaborative planning by 
the Presentation Branch before its dissolution, and Kiley’s memory of making 
the key decisions both while Chief, and after he transferred to the Office of 
U.S. Chief of Counsel when the Presentation Branch was dissolved, are easy to 
reconcile. Katz’s meticulous and extensive archival research, the lack of refer-
ences to support Delage’s assertion, and the original drawings at Harvard that 
include the pre-war plans and evince a unity of design for the whole palace that 
extends beyond Courtroom 600, consistently suggest that Kiley, not Jackson, 
was the chief author of the courtroom’s significantly unorthodox layout.

This is not to say that Kiley decided everything. The orders he received from 
the Allied committee in charge of preparing the trials were minimal but im-
portant. First, the committee told him that a large screen had to be installed 
in court in order to present evidence, mostly footage that Allied soldiers took 
during the liberation of concentration camps, from which the OSS prepared 
‘atrocity films’. Evidentiary film has been regularly used in US courts since 
the 1920s, but never before to support the expansion of international crimi-
nal law.14 Secondly, the proceedings were of global significance, and the court 

12   Kiley, Dan. ‘Dan Kiley: Architect of Palace of Justice Renovations’, in Witnesses to 
Nuremberg: An Oral History of American Participants at the War Crimes Trials, eds. Bruce 
M. Stave, Michele Palmer and Leslie Frank (New York: Twayne, 1998), 15–38, 20.

13   Katz, ‘Arts’ 1996 (n. 8), 17–18.
14   Schwartz, Louis-Georges. Mechanical Witness: A History of Motion Picture Evidence in U.S. 

Courts (Oxford: Oxford University Press, 2009), especially chapter 2.
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proceedings themselves would be extensively recorded. The use of screens 
and the recording of trials for broadcast are not unusual today. In cases where 
projection is used, the screen typically replaces the clerks, leaving intact the 
position of the judge at the centre of the room and at the centre of proceed-
ings, continuing to represent fairness and law’s superiority to partial interest. 
It is generally thought that there is no architectural reason to insert the screen 
anywhere else. However, this is not what Kiley decided upon with his design 
for the IMT courtroom. As he told the prosecutors during the planning stage, 
he envisioned this courtroom as the site of ‘a world spectacle trial’.15

Among his unpublished papers, now at the Harvard Graduate School of 
Design (call no. DES.1995.0004.006399835), Tube 0048 contains Dan Kiley’s 
wartime notes. To our knowledge, the papers reproduced here do not appear 
in any publication related to Kiley, including his own works, personal recollec-
tions, and interviews.16 From his drawings we can reconstruct that before he 
produced his own design, Kiley tried to learn as much as possible about the 
Nuremberg Palace of Justice, originally built in 1909–1916. Figure 3 shows the 
old exterior, as he knew it. Figure 4 and its magnified part, Figure 5, prove that 
during his preliminary research Kiley had come across the plans that show that 
Nuremberg’s old courtroom followed the principles of standard courtroom de-
sign, as found in both civil and common law jurisdictions.17

4 Kiley’s Design

The configuration of the courtroom at the Nuremberg Palace of Justice prior to 
Kiley’s remodelling shows a more static relationship between judges, defence, 
and prosecution (Fig. 5). Kiley’s design is in keeping with his sophisticated and 
modernist approach to landscape architecture. It plays with subtle changes in 
levels, views, and off-centre axes to create an environment that is more dy-
namic than usual in classical courtroom designs, and suggests a transformed 
relationship between the parties in the courtroom.

15   Kiley, ‘Dan Kiley’ 1998 (n. 12), 20.
16   Kiley, Dan and Jane Armidon, eds. Dan Kiley: Collected Works (Boston: Little, Brown and 

Company, 1999).
17   For an architectural description of the old Palace of Justice, including the aesthetic and 

functional concerns in its design and the layout of Courtroom 600, see Kästner, Otto. Die 
Architektur deutscher Landgerichte zwischen 1900 und 1920 (unpubl. PhD. Thesis, Frankfurt 
am Main, 2012), 347–360, esp. 349, 352–353, 356–357.
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figure 3 Drawing of the pre-World War Two Nuremberg court house, the Palace of Justice
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048

figure 4 The first floor of the old Nuremberg court house
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048

Downloaded from Brill.com06/10/2021 04:31:53PM
via free access



117A New Architecture of Justice

Journal of the History of International Law 21 (2019) 104–139

In the end, it seems to have been Kiley’s decision to radically break with ac-
cepted conventions. As we can show, he did so not because he had an im-
perfect knowledge of courtroom conventions, or because he subsumed such 
conventions to practical demands. He was fully aware what the original court-
room looked like, and chose to subvert established norms. As he put it in an in-
terview, ‘I was just on my own. I made all my own decisions for the whole damn 
thing, all the way through.’18 The building, although better preserved than oth-
ers, suffered bomb damage in five places. In addition to the US engineers, Kiley 
had 250 SS troopers and 250 German civilians working for him.

Kiley placed the screen at one end of the room. The public, including jour-
nalists, were seated opposite the screen on two different levels. The judges and 

18   Kiley, ‘Dan Kiley’ 1998 (n. 12), 20; and 26: ‘I didn’t have any direction. I had to do it myself ’.

figure 5 Courtroom 600 in the Nuremberg courthouse prior to Kiley’s remodelling
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048. Compare 
Fig. 2 (i)
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the chief prosecutor sat on one side, in the spots normally reserved for the 
jury and clerks, facing the defendants and their attorneys. On the walls only 
the lower part of the original panelling was preserved as a nod to tradition, 
while the upper level was dedicated to windows that allowed proceedings to 
be filmed. The back wall of the court was removed to create a greatly expanded 
area for the press and the public. A large space was set aside for equipment, 
either for filming, audio recording, projection, or for the simultaneous transla-
tion of proceedings. IBM specially designed a new computer system to allow 
the court to operate in four languages simultaneously.

Kiley was considerably worried about terrorism in the lead-up to the tri-
als, and the highly visible presence of guards was part of the theatre of his 
layout. He adopted the placement of defendants in a raised docket from 
Anglo-American courtroom design. This feature, together with the defendants’ 
proximity to a row of military police and their position facing the judges, visu-
ally and architecturally underscored their dangerousness. As the windows had 
to be covered for security reasons, Kiley designed powerful lights to make the 
presentation of evidence and the recording of the trial possible. The surviving 
footage shows some of the defendants wearing sunglasses against the glare.

Kiley also designed all the furniture for the trials in birch and black wal-
nut. He considered this to be an essential part of the commission. He opted 
for an unadorned modernist style made out of refined materials, which con-
veyed his ambition for the court to be ‘dignified’ and projected an image of 
modernity that would be broadcast around the world.19 This style did not fol-
low any national tradition, except insofar as it was in marked contrast to styles 
favoured by the Nazis, especially high National Romanticism, as well as to the 
Soviet Union’s technological futurism. It is significant that Kiley, who was also 
responsible for the OSS graphic and information department, took control of 
the entire operation for the aesthetic design of the trials. He worked on every 
detail from the practical reconstruction of the building and the installation of 
the technological apparatus, through the uniforms of the staff, to many of the 
diagrams, films and texts that were projected as evidence during the trial. Old 
and new evidence considered as a whole allows us to say with confidence that 
all aspects of this radical new design were part of a singular conception of how 
a new type of justice should proceed.20

19   Kiley, ‘Dan Kiley’ 1998 (n. 12), 15.
20   Touloumi, Olga. ‘Building the Case for the Nuremberg Trials [70 Years after Nuremberg]’. 

18 November 2015, available at: http://blogs.lib.uconn.edu/humanrights/2015/11/18/
building-the-case-for-the-nuremberg-trials-70-years-after-nuremberg/.
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figure 6(i) Kiley’s plan for the main floor of the courtroom
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048

In this newly constructed judicial space the primary axis is a visual one 
(Fig. 6(ii)). The prosecution operates on the same axis, reinforced and au-
thorised by the principles of factuality and publicity that span audience and 
screen. Images on the screen were meant to serve as both a source and a guar-
antee of the truth of unprecedented monstrosities that called for an evolu-
tion in international law. The secondary axis runs between the defence and 
the judges.

Neither of these axes are oppositional in the sense of being truly agonic. 
Instead, they are axes of alignment. The prosecution and the spectators, who 
stand in for humanity, are facing the same way while they are informed by the 
same screen. This alignment suggests that they are in effect always in agree-
ment as far as the facts and the authority of the court are concerned. Kiley’s 
layout also reinterprets the role of the judges. They preserve the traditional 
function of examining the defence, but they sit perpendicular to the primary 
axis and the prosecution. Their role as a source of decision and authority is 
replaced or, at the least, undermined by the emphasis on their function as an 
institutional check.
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The most straightforward explanation for these new roles is that the overall 
guilt of the accused was not in doubt.21 Therefore the role of the judges, and of 
the court process as such, was to guarantee correct procedures and a fair trial. 
In this sense the judges joined the defence on an axis that ran perpendicular 
to, and therefore cut orthogonally across, the axis between the public, prosecu-
tion, and the screen. The implied but forcefully clear message of this arrange-
ment was that the brutalities shown on the screen spoke for themselves. The 
judges, masters of the artificial reason of law and also reliant on tradition, were 

21   Katz, ‘Arts’ 1996 (n. 8), 17; Disponzio, Joseph. ‘Introduction: A New England Yankee in an 
Internationalist Court’, in Daniel Urban Kiley: The Early Gardens, ed. William S. Saunders 
(Princeton: Princeton Architectural Press, 1999), 7–20, 11.

figure 6(ii) A crop of Kiley’s plan for the main floor of the courtroom with superimposed 
axis drawn by the authors
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048, 
with our drawings added. (1): The axial alignment between 
public/prosecution and defendant/display (2): The judiciary 
– defence axis. (3) The position the defendants take during 
their interrogation. This was omitted in the original drawing 
and shows the defendants as isolated from counsel and 
presented to the public and media in alignment with the chief 
prosecutor’s perspective (see Fig. 12)
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called on to establish precedents of unspeakable importance in these cases. 
The architectural arrangement of the courtroom signalled that they turned 
mankind into the authority for the verdicts.

While these two axes establish the primary structure of the court, Kiley set 
up a series of secondary relationships between the parties by designing the 
courtroom such that the various parties were at different heights. The subtle 
and dynamic hierarchy of power that Kiley created reveals more about the new 
nature of justice. From Fig. 6(i) and Fig. 8, the vertical arrangement between 
the parties can be easily perceived. The prosecution, the public and the press, 
and the counsel for the defence, were all seated on the floor level of the room. 
The judges were five steps above this base level. The witness box was three 
steps above it, and the defendants were one step above. The chief prosecutor, 
although placed at the base level, was afforded a raised lectern, and performed 
standing upright.

figure 6(iii) A crop of Kiley’s plan for the main floor of the courtroom with superimposed 
sightline cones added from each of the in-built camera booths
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048, with 
our drawings added. The positioning of the camera booths 
allowed the proceedings to be recorded from multiple 
perspectives. At the back of the courtroom the press could 
also record the proceedings frontally, from a lower or 
newly-built upper level (see Fig. 6(i) and Fig. 8)
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An explanation of the reason for these differences illuminates Dan Kiley’s 
ambition for the design of the courtroom. The judges, although not placed 
centrally, were positioned above the level of prosecution and defence. This re-
lationship was as one would expect, given that the judges were the primary 
arbitrator of the proceedings; but the fact that judges were moved from the 
centre to one side created an unusual relationship between them and the pub-
lic. Witnesses were placed at an intermediary level, between the judges and 
the level of the prosecution and defence counsel. This allowed witnesses to 
become the focus of attention in the room; they occupied an ambiguous posi-
tion, caught between the highest and lowest levels. One explanation for this 
ambiguity is that Kiley’s architectural design already implied the defendants’ 
guilt, and was therefore in conflict with the underlying principle of witness 
testimony, which cannot operate on the presumption of guilt. Another is the 
prosecution’s aforementioned preference for material evidence over witnesses, 

figure 7 The presentation of evidence concerning defendant Ernst Kaltenbrunner at the 
International Military Tribunal trial of war criminals at Nuremberg, 2 January 1946
Courtesy of the National Archives and Records Administration, 
College Park, Maryland, USA
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in order to render the IMT more impervious to accusations of victor’s justice.22 
Vismann points out that the rules of evidence, according to which an authen-
tic document cannot be rebutted by a witness statement, joined Jackson’s pref-
erence for documents and film to produce a situation in which witnesses, and 
especially victims, were relatively marginalised.23

22   Levi/Hagan/Dezalay, ‘International Courts’ 2016 (n. 9), esp. 300–301.
23   Vismann, Cornelia. Medien der Rechtsprechung, eds. Alexandra Kemmerer and Markus 

Krajewski (Frankfurt am Main: S. Fischer, 2011), 246–249. Many thanks to Alexandra 
Kemmerer for discussing Vismann’s work with us.

figure 8 Panoramic view of the courtroom of the International Military Tribunal in 
Nuremberg as seen from the upper gallery at the back of the courtroom. Herman 
Goering is on the stand. Photograph number 66508.
Copyright of United States Holocaust Memorial Museum, 
provenance Albert Rose. While the judges, the prosecution 
and the defence are all in discrete areas, the position of the 
chief prosecutors’ table makes a grouping of the prosecution 
and judges. The defendant is isolated in front of the screen. 
Note also the preservation of the original panelling on the 
lower level, and the windows on upper levels that allowed the 
proceedings to be broadcast from multiple perspectives
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It is the position of the chief prosecutor that is most striking and innovative. 
Kiley exhibited considerable design intelligence and dexterity in this regard. 
The box for the chief prosecutor was placed on the same axis as the prosecu-
tion, but inside the arena that was formed between the judges and the defence 
counsel, subtly interrupting the axis between them. They were closer to the 
judges and approximately opposite the witness and the screen, at an angular 
relationship with the counsel for the defence (Fig. 6(ii)). This positioning al-
lowed the chief prosecutor to triangulate between the defendants, the screen, 
the witness and the judges, effectively making them the chief protagonist in 
the drama of the courtroom proceedings. When the prosecution was in ses-
sion, only the chief prosecutor and the defendant were standing up, height-
ening this effect. Furthermore, when photographed from the camera booth 
for the global press, the photograph showed an alignment of the newspaper 
reader or newsreel viewer with the chief prosecutor, framing the witness and 
the screen, and thereby subtly establishing an accord between the viewer and 
the point of view of the prosecution (Fig. 12).

We do not have Kiley’s account of his own understanding of, and contribu-
tions to, the sophisticated theory of aesthetics, justice and war that the OSS 
developed, as Katz has superbly shown. Without Kiley’s explicit account of this 
new theory for representing and embodying justice, we cannot be certain ex-
actly how much of the IMT courtroom’s juridical effect he intended, and how 
much of his design was a function of technology, namely the requirement to 
incorporate a screen. It is clear from his interview that, being a good architect, 
his thought and work processes began with the practical challenges. That said, 
given that Kiley was familiar with the courtroom’s original design, that screens 
could be and usually were placed elsewhere, and given Kiley’s attention to de-
tail and nuance in his holistic design that encompassed the whole Palace of 
Justice, it is improbable that he was not aware of the radical innovation in the 
symbolism and dispensation of justice that his practical design produced on 
the historic occasion he described as ‘a world spectacle trial’.24

A significant influence on Dan Kiley’s thinking was the high-profile trial of 
Marshall Pétain in July and August 1945, which he visited and criticised for 
appearing ‘chaotic’.25 The trial took place at the Palais de Justice in Paris. The 
room was chosen for security reasons and was too small to accommodate the 
press or the public. News reports attest to a chaotic and heated atmosphere in 
the courtroom, with prosecution and defence separated only by a few feet, and 
people standing behind the judge’s bench. Pétain was seated on an antique 

24   Kiley, ‘Dan Kiley’ 1998 (n. 12), 17.
25   Kiley, ‘Dan Kiley’ 1998 (n. 12), 29.
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chair at the centre of the proceedings, appearing frail but dignified, an object 
of some sympathy. Kiley left with a desire for a more ordered procedure, one 
that would allow the trials to be recorded with cinematic clarity.

Regarding the reconciliation of forensic and aesthetic principles, it is use-
ful to note that although they are distinct fields, law and design have signifi-
cant and interesting overlaps, especially in terms of organising materials in 
a way that suits predetermined, formal workflows, provides ease-of-use, and 
persuades the user, all at the same time. A classic example of this overlap is the 
so-called memory palace, the technique of visualising and arranging facts and 
arguments by creating loci, cardinal and orienting thoughts tied to locations or 
objects.26 Churches famously embody a wealth of information in their design 
and ornamental features, ranging from mosaic floors to stained glass windows, 
to inspire and enable priests and worshippers to recall, share an understanding 
of, and meditate on biblical and doctrinal detail.27 For millennia, designers of 
public buildings, including town halls, courthouses, museums and municipal 
libraries, have paid close attention to the shared meaning and memories that 
such buildings create, reinforce and perpetuate.

5 Spectator, Public and Screen: the Courtroom as a Media Venue

Involving the public in legal and political deliberation and memory-formation 
has a long architectural history, notably in spaces of deliberation in ancient 
democratic Athens, republican Rome, premodern Tlaxcallan, and so on. Public 
transparency and accessibility are often understood as legitimating conditions 
even in an age of representation that places considerable restrictions on direct 
participation. Whether the Strangers’ Gallery in Westminster, Wilhelm I’s habit 
of opening the curtains of his Altes Palais library and study so the burghers 
of Berlin could see him at work, or the giant ramp and glass dome for the vis-
iting public in Norman Foster’s design for the Reichstag, probably no site of 

26   Attributed to Cicero in Rhetorica ad Herennium (ed., transl. Harry Caplan, Cambridge, 
Massachusetts: Harvard University Press, 1954, Loeb Classical Library no. 403); Cicero. 
De oratore (ed., transl. E.W. Sutton and H. Rackham, Cambridge, Massachusetts: Harvard 
University Press, 1948, Loeb Classical Library no. 348); Quintilian. The Orator’s Education 
(ed., transl. Donald E. Russell, Cambridge, Massachusetts: Harvard University Press, 2002, 
Loeb Classical Library, nos. 124–127 and 494).

27   Yates, Francis A. The Art of Memory (Chicago: The University of Chicago Press, 1966); 
Carruthers, Mary. The Book of Memory: A Study of Memory in Medieval Culture (Cambridge: 
Cambridge University Press, 1990; 2nd edn 2008); Carruthers, Mary. The Craft of Thought: 
Meditation, Rhetoric, and the Making of Images, 400–1200 (Cambridge: Cambridge 
University Press, 1998).
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legal and political deliberation that prizes transparency goes as far as Kiley’s 
signal in the Nuremberg courtroom that ultimately the public is the source of 
legitimacy for decisions that go beyond established precedents and juridified 
norms.

With the development of agonic political and legal structures in the sev-
enth century BCE polis, the boundaries of the courtroom came to represent 
the boundaries of the law. In this respect Dan Kiley’s placement of the screen 
in his design of the courtroom for the Nuremberg trials is highly significant. 
In a typical courtroom the centre of the back wall is the location for the flags 
and seals of state that indicate the boundary of pertaining law, which normally 
coincides with the boundaries of the nation-state. In Kiley’s design the flags 
were placed in the area of the prosecution benches (Fig. 6(i)). In films of the 
proceedings, we see the flags moved behind the judges. The flags’ positioning 
matches the rest of the evidence that Kiley designed a theatre or film set, a 
diplomatic venue, and a courtroom, in one. Although the Nuremberg trials 

figure 9 Kiley’s plan for the balcony floor of the courtroom
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048
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were conducted under the auspices of the Allied Powers (comprised of the 
four sovereign states of the USA, UK, France and the Soviet Union), both lo-
cations for the flags were fitting because all participants acted in the name of 
international law. The position of the screen in the location where the flags are 
typically placed (Fig. 7) emphasised the axis of alignment that joined prosecu-
tion with the public and press, who served as a synecdoche for all mankind, 
witnessing the traumatic events perpetrated by Nazi Germany on the screen. 
In addition, the screen also stood for the world beyond the court. It could be 
seen everywhere, and also display evidence from anywhere, including footage 
from outside the judicial cognizance of the Allies. Unlike the flag or the seal of 
any nation state, the screen embodied the universality of the law under discus-
sion. In a way, it also prefigured a more virtual world with fewer fixed spatial 
boundaries.

Kiley’s minimalistic instructions stipulated the preparation of materials, es-
pecially charts, for presenting evidence during the trial briefs and throughout 
the trial itself; the design of the courtroom; and ‘the production of public rela-
tions material’ about the proceedings.28 The judicial, architectural, and public 
aspects were integrated from the start.

28   Kiley, ‘Dan Kiley’1998 (n. 12), 26–27.

figure 10 Kiley’s plan of the fourth floor of the courtroom, showing the extent of 
broadcasting services
Courtesy of the Frances Loeb Library, Harvard University 
Graduate School of Design, Dan Kiley’s papers, Tube 0048
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The introduction of the screen was not the only technological development 
that fundamentally altered the dynamic and layout of the courtroom. The 
court was designed as a space to be photographed, filmed, and broadcast. A 
survey of the original plans in Fig. 6(i)., Fig. 9 and Fig. 10 indicate how much of 
the floor space on every level was dedicated to broadcasting, filming, recording 
and photographing facilities, and the large amount of technical support that 
all this required. The plans of this courtroom placed such emphasis on visibil-
ity and equipment that they have strong parallels with the design of television 
studios and cinemas.29

The reason for this is that the Nuremberg trials had, after all, a strong sym-
bolic significance. In proportion to the scale of Nazi crimes, relatively few peo-
ple were prosecuted. The efficacy of the trials lay in their ability to project the 
principle that no individual, regardless of rank, was above an international, 
even supranational, definition of justice. The photographing and filming of 
proceedings, so they could be widely disseminated, was central to this ambi-
tion. Of particular significance was how the placement of the photographic 
booth engendered a certain perspective of the court in the published photo-
graphs of the courtroom. It is through photographs printed in magazines such 
as Time that the largest audience would have been reached. While there were 
other windows that opened onto the courtroom to allow for broadcasting (see 
Figs. 8 and 9), the most common viewpoint is shown in Figure 12. In these im-
ages the screen, the witness, and the defence are placed facing the viewer and 
the prosecution. The judges are shown in alignment with the viewer, subtly 
reinforcing the role of the public as the ultimate arbiter in the proceedings.

An important example of this effect was the coverage of the testimony of 
Otto Ohlendorf, SS-Gruppenführer, head of the Sicherheitsdienst Inland re-
sponsible for domestic intelligence, and commanding officer of Einsatzgruppe 
D, which perpetrated mass murder. Delage gives an excellent account of how 
Ohlendorf ’s and Jackson’s position in relation to the others in the court, and 
the cameras, shaped the collective memory of the case. Breaking his habit of 
facing the camera, Jackson turned his back to it, facing Ohlendorf and align-
ing himself with the audience. Delage explains the effect of the courtroom’s 
layout: ‘the continued audiovisual exposure that this scene has received has 
allowed it to emerge into public awareness more easily than from its place 
buried within the twenty-two-volume trial transcript’.30 The cinematic quality 
of the newsreels that Kiley’s courtroom design made possible is a major reason 

29   Kiley even commandeered some of the seats from a cinema in a town near Nuremberg. 
Kiley, ‘Dan Kiley’1998 (n. 12), 24.

30   Delage, Caught 2014 (n. 11), 222–228, quotation from 228.
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for the widespread attention that the IMT received at the time, and for its en-
during significance in public consciousness ever since.

One could argue that in addition to exaggerating Jackson’s role in the court-
room’s design, the secondary literature overemphasises the use of film and by 
comparison relatively neglects the role of the physical layout. There were lim-
its to the extent to which the aesthetics and rhetoric of law and film evidence 
could be reconciled. William ‘Wild Bill’ Donovan, head of the OSS, considered 
the IMT as part of the OSS’s evolving and pervasive media and propaganda  
effort. OSS plans for the IMT included recorded and broadcast courtroom 
drama created, for instance, by defendants testifying against each other as wit-
nesses. The OSS suggested to Jackson that film evidence is prepared and used 
with an ‘increasing emphasis on the publication of atrocity stories to keep the 
public in the proper frame of mind’.31 Jackson, however, preferred relatively  
dry documentary evidence to atrocity films, aiming to create what Salter 
calls ‘propaganda-by-exemplary-legalism’.32 As mentioned, President Truman  

31    OSS memo for Jackson. 12 July 1945, cited in Salter, Michael. ‘Trial by Media: The 
Psychological Warfare Background to OSS’s Contribution to the Nuremberg War Crimes 
Trial’. Journal of Intelligence History 9(1–2) (2009), 15–51, 49n179.

32   Salter, ‘Trial’ 2009 (n. 31), 48.

figure 11 Courtroom of Governor George Deukmejian Courthouse (Long Beach Court 
Building), California, USA, by AECOM architects
Courtesy of AECOM. This is a typical contemporary US courtroom 
with the judge and symbols of state placed centrally, and the 
screen positioned to one side
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dissolved the OSS two months before the IMT opened, and Kiley was trans-
ferred to Jackson’s office. While film was used sparingly, and created consider-
able tension between the prosecution and OSS, Kiley’s layout for the courtroom, 
which embodied and encoded a new theory and processes for international 
criminal law, had a continuous effect throughout the IMT.

The International Military Tribunal for the Far East (IMTFE) was estab-
lished shortly after the IMT. It followed many of the same design and legal 
procedures, including placing the judges down one side of the courtroom, and 
not facing the media at the room’s narrow end. Over the seventy years since the 
Nuremberg trials, some of the significant new international law courts have 
been the International Criminal Tribunal for the former Yugoslavia (ICTY); 
the European Court of Human Rights (ECtHR), designed by Richard Rogers in 
1995 with Dan Kiley advising on landscape architecture; the Court of Justice of 

Figure 12 A still from a news report film showing the interrogation of 
Goering by Chief Prosecutor Robert Jackson, broadcast in 
cinemas across the USA and UK in November 1946
Image courtesy of the United States Holocaust 
Memorial Museum. The perspective is from the 
ground floor camera booth (see Fig. 6(i)). This was 
the most frequent point from which the trials 
were filmed, and shows the judges (on the raised 
dais to the right) and prosecution (at the tables 
in the foreground, centre) in alignment with the 
perspective of the camera and oppositional to the 
chief defendant (image centre)
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the European Union (CJEU) in Luxembourg, designed by Dominique Perrault 
(2008), and the International Criminal Court (ICC) in the Hague, designed by 
Schmidt Hammer Lassen architects (2015) (Fig. 13).

Although they all follow national courtroom precedents in their design, and 
separate the parties into conventional groupings, these courts do not share a 
standardised arrangement with each other, or with Kiley’s designs. The ICTY 
arranged the parties in a triangle, the ECtHR and CJEU use a semi-circular ar-
rangement, and the new ICC follows a conventional, rigid, bifurcated plan, 
where prosecution and defence sit across a wide aisle, facing the judges on 
equal terms and all at the same level. This range of approaches may reflect the 
diverse demands, procedures, and audiences of international law. While os-
tensibly varied in their internal arrangement, these courts all place the judges 
at the visual centre of the room, with the view from the media and audience 
focusing on the judges, and judges in turn facing the witnesses. They are more 
conservative than Kiley’s design, and exhibit far less spatial complexity. The 
internal character of the ICC is typical in that it is technocratic, simple and 
unadorned in design, with even, natural lighting, and mute colours for walls 
and furniture.

The Nuremberg trials nonetheless informed the design of these courtrooms 
in a number of ways. At a technical level all of the courtrooms mentioned 
above include considerable provisions for real-time translation and filming, 
following the precedent of IBM’s system for Courtroom 600. In the ICC and 
ICTY they have also expanded the system of distinct entrances for witnesses 
and defendents. However, it is in making greater allowances for the role of 
media in the process that they most closely follow Kiley. The IMT trials un-
doubtedly set a new precedent for turning international criminal proceedings 
into media events, while the ICC and ICTY contain marked areas for the media 
and public to sit, record and observe the events in real time, even if current 
security concerns dictate that the media stay behind a glass screen. Those who 
set the scences of the Nuremberg trial under Kiley’s direction realised that the 
visible presence of onlookers, the media and the public, was part of creating 
the perception that the trials were accountable and transparent, lending es-
sential credibility to the endeavour. The architects of the new ICC building 
similarly note that ‘[t]he building requires the courage to be an ambassador 
for the credibility and values of the ICC’, and they designed the large view-
ing deck as one of the most visibly striking features of this otherwise calm 
and plain courtroom (Fig. 13).33 In contrast to Kiley’s design, many post-war 
national and international courthouses prefer literal transparency over the ar-

33   See, http://www.shl.dk/the-international-criminal-court/.
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chitectural legibility of the proceedings, and widely use glass curtain walling 
between the courts interior and exterior. While the intended transparency is 
often applauded, this approach has also been criticised as an overly simplistic 
and hackneyed design response to the problem of public understanding of the 
judicial process. Over the last decade there have been calls for a more subtle 
and symbolic approach akin to Kiley’s design.34

34   Mulcahy, Linda. Legal Architecture: Justice, Due Process and the Place of Law (Routledge, 
2011).

figure 13 The ICC courtroom at The Hague from the perspective of the 
judges looking towards the viewing gallery. The viewing gallery 
is the most visibly striking part of the new ICC court, and brings 
to mind Kiley’s removal of the fourth wall at Courtroom 600 in 
Nuremberg
Image credit: courtesy of Schmidt, Hammar, Lassen 
architects/ Adam Mørk, 2015
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6 Conclusion

‘What I was trying to do was have a unified and orderly and dignified 
[courtroom] – that’s what the courtroom should be, and it should reflect 
the scales of justice, you might say, too.’

‘Dan Kiley’, 29

The significance of Kiley’s innovative design is multiple. It was both original and 
profound in its positioning of the screen and its understanding of the court as 
a site for media projection. Arguably, Kiley’s layout has considerable advantag-
es over the current placement and use of screens and cameras in courtrooms. 
Kiley understood that screens have a symbolic role, and that the courtroom is 
a set for films and still images, as well as for the live drama of legal proceed-
ings. By contrast, most current courtrooms regard the addition of the screen 
and camera as an appendage to a more traditional layout. Moreover, screens 
and cameras were not the only devices to produce the effects Kiley intended, 
such as the implied guilt of the defendants, or emphasis on the public as the 
source of new norms. The courtroom’s sophisticated layout itself, including the 
orientation, lines of sight, and relative positioning and height of trial partici-
pants, was an integral part of Kiley’s plan. The cinematic and the architectural 
aspects of IMT should not be analysed separately. Above all, Kiley’s Nuremberg 
courtroom design is a rare and important instance when physical architecture 
structures a trial both metaphorically and non-metaphorically. It is indicative 
of a new legal view of the world that we are still coming to terms with.

The IMT sat for a year. It acquitted three people, sentenced four to prison 
for 10–20 years, three for life, and twelve to death. The young Captain Kiley 
then left Nuremberg to visit André Le Nôtre’s (1613–1700) gardens in Chantilly, 
Versailles, and Vaux-le-Vicomte, and other gardens that were laid out with geo-
metrically intricate symbolisms of order, justice, and harmony. Kiley found 
ruins, sites destroyed and damaged by war, but sometimes still conveying the 
form, if not the substance, of European norms.

Kiley’s courtroom disappeared in 1961, the year of Eichmann’s trial in 
Jerusalem, when the Bavarian judiciary regained possession and restored the 
Nuremberg Courtroom 600 to the usual format. Its current layout differs from 
the Anglo-Saxon norm only because a large crucifix hangs above the judges. 
Today Courtroom 600 is used for a variety of judicial procedures. Its functions 
also oscillate between the judicial and the commemorative. When it is not in 
judicial use, it is opened to the public as part of the Memorium museum of 
the IMT trials, becoming part of another kind of display. The Memorium has a 
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well-curated exhibition, and a model of Kiley’s courtroom. Some of the origi-
nal benches are also exhibited, in between footage of the proceedings shown 
on screens and projected on the wall. Segments of Justice Jackson’s opening 
statement run on a video loop, which itself is embedded in a still image. Under 
the watchful gaze of 360° surveillance cameras, visitors can use multimedia 
tools to reimagine the events in Kiley’s court (Figs. 14, 15).

The original drawings at the Harvard Graduate School of Design reveal 
Kiley, not Jackson, as the main author of the subversive design of Courtroom 
600, which embodied an original, expansive notion of international criminal 
law. They also show that Kiley decided to break with the courtroom’s original 
(and current) design intentionally, guided by a spatial understanding of rei-
magined international criminal justice as much as by the considerable practi-
cal challenges of the day. Furthermore, his vision for Courtroom 600 was an 
integral part of his plan for the whole Palace of Justice. The drawings, now in 
Tube 0048, shed new light on the genesis and significance of Kiley’s design. 
Surprisingly, they suggest that the normative originality of the IMT for inter-
national criminal law was driven partly by architecture, not mainly by film. 
The very layout endowed defence, prosecution, judges, witnesses, the public, 

figure 14 Exhibit at the Memorium Nuremberg Trials, Nuremberg Palace of Justice
Courtesy of Memorium Nürnberger Prozesse
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figure 15 Multimedia tools at the Memorium Nuremberg Trials, Nuremberg 
Palace of Justice
Courtesy of Memorium Nürnberger Prozesse

figure 16 Dan Kiley’s austere benches for the IMT defendants. Now in the 
Memorium Nuremberg Trials, the permanent museum for the trials, 
housed in the Palace of Justice
Courtesy of Memorium Nürnberger Prozesse
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in short all the participants, with new statuses. The dynamic relationships 
that the architecture created between them has shaped the IMT’s meaning as 
much as the canvas did ‘now, at the zero hour of a total loss of meaning’.35 The 
physical and historical details we find in the drawings open the door to a vir-
tual courtroom, superimposed over the Memorium’s current synthesis of con-
temporary, conventional justice with a modern exhibition devoted to the IMT. 
Looking at the drawings restores the Nuremberg Palace of Justice as a memory 
palace for the defining international criminal court of our time.

 Acknowledgements

Before we found Kiley’s original drawings at Harvard, a part of the analysis con-
cerning the IMT’s legitimacy and Kiley’s design appeared in Hungarian in Mark 
Somos, ‘Pürrhosz Papa Bagdadba Tart’, Élet és Irodalom XLVI(50), 13 December, 
2002. That article connected the story of Kiley and the IMT to the ongoing trial 
of Slobodan Milošević and the anticipated trial of Saddam Hussein. We wish 
to thank Joseph Disponzio for first drawing our attention to Dan Kiley, Henrike 
Claussen for references and insights into the history of Courtroom 600, Ines 
Zalduendo at Frances Loeb Library of Harvard University’s Graduate School of 
Design, and Ioannis Evrigenis, Alexandra Kemmerer, Dániel Margócsy, and the 
anonymous reviewers for their help with this article.

Bibliography

Bacon, Francis. ‘De Augmentis Scientiarum’ [1623], in The Works of Francis Bacon, eds. 
James Spedding, Robert L. Ellis and Douglas D. Heath (London: Longman and co., 
1872).

Bentham, Jeremy. Draught of a New Plan for the Organisation of the Judicial 
Establishment in France, Proposed as a Succedaneum to the Draught Presented, for the 
Same Purpose, by the Committee of Constitution to the National Assembly, December 
21st, 1789 (London? n.a., 1790).

Bentham, Jeremy. Rationale of Judicial Evidence, Specially Applied to English Practice 
(London: Hunt and Clarke, 1827).

Bentham, Jeremy. Constitutional Code; for the Use of All Nations and All Governments 
Professing Liberal Opinions (London: Robert Heward, 1830).

35   ‘Jetzt, zur Stunde Null des totalen Bedeutungsverlusts …’. Vismann, Medien 2011 (n. 23), 243.

Downloaded from Brill.com06/10/2021 04:31:53PM
via free access



137A New Architecture of Justice

Journal of the History of International Law 21 (2019) 104–139

Bentham, Jeremy. ‘Draught for the Organization of Judicial Establishments, Compared 
with that of the National Assembly, with a Commentary on the Same’, in The Works 
of Jeremy Bentham, ed. John Bowring, Part IV (Edinburgh: William Tait, 1838).

Bentham, Jeremy. Theory of Legislation (London: E. Dumont, 1864).
Bourdieu, Pierre. ‘The Force of Law: Toward a Sociology of the Juridical Field’. The 

Hastings Law Journal 38 (1987), 805–853. https://pdfs.semanticscholar.org/6355/0f
09518cdd9ddf3a95aa1d8849bff14ab49c.pdf.

Buchanan, George. De iure regni apud Scotos or, A Dialogue Concerning the Due 
Priviledge of Government in the Kingdom of Scotland betwixt George Buchanan and 
Thomas Maitland by the said George Buchanan [1579] (London: Richard Baldwin, 
1689).

Carruthers, Mary. The Book of Memory: A Study of Memory in Medieval Culture 
(Cambridge: Cambridge University Press, 1990; 2nd edn 2008).

Carruthers, Mary. The Craft of Thought: Meditation, Rhetoric, and the Making of Images, 
400–1200 (Cambridge: Cambridge University Press, 1998).

Cicero, Marcus Tullius [?]. Rhetorica ad Herennium [ca. 80 BCE] (Cambridge, MA: 
Harvard University Press, 1954).

Cicero, Marcus Tullius. De oratore [55 BCE] (Cambridge, MA: Harvard University Press, 
1948).

Daniel, Samuel. ‘Epistle to Sir Thomas Egerton’, in Samuel Daniel, A Panegyrike 
Congratulatorie Deliuered to the Kings Most Excellent Maiestie at Burleigh Harrington 
in Rutlandshire (London: Edward Blount, 1603).

Delage, Christian. ‘The Judicial Construction of the Genocide of the Jews at Nuremberg: 
Witnesses on Stand and on Screen’, in Holocaust and Justice: Representation and 
Historiography of the Holocaust in Post-War Trials, eds. David Bankier and Dan 
Michman (Jerusalem: Yad Vashem, 2010).

Delage, Christian. Caught on Camera: Film in the Courtroom from the Nuremberg Trials to 
the Trials of the Khmer Rouge (Philadelphia: University of Pennsylvania Press, 2014).

Delage, Christian and Peter Goodrich. ‘Introduction’, in The Scene of the Mass Crime: 
History, Film, and International Tribunals, eds. Christian Delage and Peter Goodrich 
(New York: Routledge, 2013), 1–6.

Delage, Christian and Stuart Liebman. ‘Bringing History into the Present through Film: 
An Historian in the Archives of Nuremberg’. Cinéaste 37(1) (2011), 34–39. http://
www.jstor.org/stable/41691090

Disponzio, Joseph. ‘Introduction: A New England Yankee in an Internationalist Court’, 
in Daniel Urban Kiley: The Early Gardens, ed. William S. Saunders (Princeton: 
Princeton Architectural Press, 1999), 7–20.

Erasmus, Desiderius. Adagiorum Chiliades Quattuor (Basle: Frobenius and Episcopus, 
1540).

Downloaded from Brill.com06/10/2021 04:31:53PM
via free access



138 Somos and Gostwyck-Lewis

Journal of the History of International Law 21 (2019) 104–139

Graham, Clare. Ordering Law: The Architecture and Social History of the English Law 
Court to 1914 (Ashgate: Aldershot, 2003).

Kästner, Otto. Die Architektur deutscher Landgerichte zwischen 1900 und 1920 (unpubl. 
PhD. Thesis, Frankfurt am Main, 2012).

Katz, Barry. ‘The Arts of War: “Visual Presentation” and National Intelligence’. Design 
Issues 12(2) (1996), 3–21.

Kiley, Dan. Unpublished papers. Harvard Graduate School of Design (call no. 
DES.1995.0004.006399835), Tube 0048.

Kiley, Dan. ‘Dan Kiley: Architect of Palace of Justice Renovations’, in Witnesses to 
Nuremberg: An Oral History of American Participants at the War Crimes Trials, eds. 
Bruce M. Stave, Michele Palmer and Leslie Frank (New York: Twayne, 1998), 15–38.

Kiley, Dan. Dan Kiley: Collected Works, eds. Dan Kiley and Jane Armidon (Boston: Little, 
Brown and Company, 1999).

Levi, Ron, John Hagan and Sara Dezalay. ‘International Courts in Atypical Political 
Environments: The Interplay of Prosecutorial Strategy, Evidence, and Court 
Authority in International Criminal Law’. Law and Contemporary Problems 79 
(2016), 289–314. https://scholarship.law.duke.edu/lcp/vol79/iss1/11/.

More, Thomas. ‘Letter to Martin Dorp’, in The Complete Works of Sir Thomas More, ed. 
Daniel Kinney (New Haven: Yale University Press, 1963), vol. 15, 43.

Mulcahy, Linda. Legal Architecture: Justice, Due Process and the Place of Law (Routledge, 
2011).

Mulcahy, Linda. ‘Back to the Future? The Challenge of the Past for Courthouses of 
Tomorrow’, in Architecture and Justice: Judicial Meanings in the Public Realm, eds. 
Jonathan Simon, Nicholas Temple and Renée Tobe (Farnham: Ashgate, 2013), 71–84.

Quintilian, Marcus Fabius. The Orator’s Education [ca. 95 CE] (Cambridge, MA: 
Harvard University Press, 2002).

Resnik, Judith and Dennis E. Curtis. Representing Justice: Invention, Controversy, and 
Rights in City-States and Democratic Courthouses (New Haven: Yale University Press, 
2011).

Rowden, Emma. ‘Virtual Courts and Putting “Summary” back into “Summary Justice”: 
Merely Brief, or Unjust?’, in Architecture and Justice: Judicial Meanings in the Public 
Realm, eds. Jonathan Simon, Nicholas Temple and Renée Tobe (Farnham: Ashgate, 
2013), 101–113.

Salter, Michael. ‘Trial by Media: The Psychological Warfare Background to OSS’s 
Contribution to the Nuremberg War Crimes Trial’. Journal of Intelligence History 
9(1–2) (2009), 15–51.

Schwartz, Louis-Georges. Mechanical Witness: A History of Motion Picture Evidence in 
U.S. Courts (Oxford: Oxford University Press, 2009).

Somos, Mark. ‘Pürrhosz Papa Bagdadba Tart’. Élet és Irodalom XLVI(50) (2002).

Downloaded from Brill.com06/10/2021 04:31:53PM
via free access



139A New Architecture of Justice

Journal of the History of International Law 21 (2019) 104–139

Trial of the Major War Criminals before the International Military Tribunal. 
Proceedings: 11/14/1945–11/30/1945 (Nuremberg: IMT, 1947).

Thaler, Richard and Cass Sunstein. Nudge: Improving Decisions about Health, Wealth, 
and Happiness (New Haven: Yale University Press, 2008).

Touloumi, Olga. ‘Building the Case for the Nuremberg Trials [70 Years after Nuremberg]’. 
18 November 2015, available at http://blogs.lib.uconn.edu/humanrights/2015/11/18/
building-the-case-for-the-nuremberg-trials-70-years-after-nuremberg/.

Vismann, Cornelia. Medien der Rechtsprechung, eds. Alexandra Kemmerer and Markus 
Krajewski (Frankfurt am Main: S. Fischer, 2011).

Yates, Francis A. The Art of Memory (Chicago: The University of Chicago Press, 1966).

Downloaded from Brill.com06/10/2021 04:31:53PM
via free access


