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In this volume, Alexander Nagel investigates the use of polychromy in the
art and architecture of ancient Iran. Focusing on Persepolis, he explores the
topic within the context of the modern historiography of Achaemenid art
and the scientific investigation of a range of works and monuments in Iran
and in museums around the world. Nagel’s study contextualizes scholarly
efforts to retrieve aspects of ancient polychromies in Western Asia and
interrogates current debates about the comtemporary use of color in the
architecture and sculpture in the ancient Mediterranean world, especially in
North Africa and the eastern Mediterranean. Bringing a multidisciplinary
perspective to the topic, Nagel also highlights the important role of theory,
methodology, and conservation studies in the process of reconstructing
polychromy in ancient monuments. A celebration of the work of painters,
artisans, craftsmen and -women of Iran’s past, his volume suggests frame-

works through which historical and contemporary research play a dynamic

role in the reconstruction of ancient technological knowledge.

Alexander Nagel is Assistant Professor and Chair of the Art History and
Museum Professions Program at the State University of New York’s
Fashion Institute of Technology. He is a Research Associate at the
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L1 Close-up of 2,500-year-old blue pigments, remaining on a
paper squeeze from the tomb of Darius at Nagsh-e Rustam,
housed today in the Smithsonian Institution, National Museum
of Asian Art, Department of Conservation and Scientific
Research, 2009

I.2  View of the archaeological site and ruins of the terrace
of Persepolis in Iran from the north. A roof covers the sculpted
facades on the east front of the structure referred to as the
Apadana, the largest building on the site

I.3  Royal necropolis at Nagsh-e Rustam with the tombs
of four Achaemenid rulers carved in the mountain facades.

The once brightly painted facade of the tomb of Darius I
(1486 BCE) can be seen on the right. This is the tomb facade
from which twentieth-century paper squeezes that contain
blue pigments were made

I.4 The German archaeologist Ernst Herzfeld (1879-1948) worked
on the site of Persepolis, first occasionally between 1923 and 1930
supported by German and Parsi industrials and then with an
official sponsorship from the Oriental Institute in Chicago
between 1931 and 1934. Herzfeld, who taught in Berlin and
Princeton, frequently documented polychromies at Persepolis.
Here, Herzfeld is standing near stone slabs on the eastern portico
of the building referred to as the Apadana

I.s  Plan of excavated structures on the terrace complex of Persepolis,
featured in this book. The large structure referred to as the Apadana
holds a prominent place on the western side of the artificial
terrace complex

[.6  Blue skies over mountain landscape south of the Caspian Sea
in northern Iran in 2018. Herzfeld often described the
landscapes in the most vivid terms and was deeply impressed
by the light he encountered in western Asia

I.7  Map of modern Iran and Iraq with Persepolis, Susa,
and Babylon. These ancient settlements were at the heart
of a dense network of cities connecting people and goods in the
Achaemenid Persian Empire
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Hero holding a lion, from Dur Sharrukin, modern Khorsabad,
Iraq, 721—705 BCE, alabaster, today in the Louvre, Paris, detail.
Excavated by young Arab men under the direction of western
“diplomats” in the mid-nineteenth century, the colossal stones
were then transported and shipped to west Europe.

Pauline Albenda, Astrid Nunn, Ariane Thomas and other scholars
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Charles Texier’s chromolithographic reconstruction of a
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3.8 Southern side of the Hall of 100 Columns: western doorway
eastern jamb, north. Throne. Traces of red paint
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at Persepolis, Freer Study Collection, National Museum
of Asian Art, Washington DC, FSC A 3d
3.10 Bowl with paint residues, excavated by Herzfeld in
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western doorway, eastern door jamb in situ, 2007
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eastern doorway, eastern door jamb in situ, 2007
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Fogg Museum of Art, Harvard University Art Museums,
Cambridge, 1943.1062
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.17 Fragment of a lion’s face, National Museum, Tehran, Inv. No. 1202
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.18 Workman at Persepolis with blue pellet after excavation, 1975
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3.20 Sherd, encrusted with Egyptian blue pigments, excavated
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3.21 Micrographic photo from the surface of a fragment
of an ear of animal protome, excavated on the Takht.
Persepolis Museum, Inv. No. 303
3.22 Pellets of blue excavated on the Takht. Persepolis
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Museum, storeroom
3.23 Egyptian blue paints in the Old Persian inscription.

Facade of the Tomb of Darius I at Nagsh-e Rustam
3.24 Detail of Egyptian blue paint residues on squeeze

taken from OIld Persian inscription on the facade.

Herzfeld Archives, National Museum of Asian Art, Washington, DC
3.25 Identified paints on the figure of Darius. Facade

of the Tomb of Darius I at Nagsh-e Rustam
3.26 Facade of the Tomb of Artaxerxes II, 2007. Traces

of blue paint are visible on the hair and beard of the guard
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Bull capital, traces of red paint layer
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Fragment of a capital in form of a protome in form

of a bull: the right eye. From the capital of the audience
hall (Apadana) of the Palace of Darius I (522—486 BCE).
Limestone, 48 X 41 cm AODj3

Detail of cavetto. Facade of the Tomb of Artaxerxes II, 2008
Detail of cavetto. Facade of the Tomb of Artaxerxes II, 2008
Detail of cavetto. Facade of the Tomb of Artaxerxes II, 2008
Two photographs of Persian workmen cleaning the surface
of stone reliefs on the eastern facade of the building referred
to as the Apadana at Persepolis, 1932 or 1933. Institute for the
Study of Ancient Cultures Museum Chicago

Paper squeeze from the Frataraka Complex at Persepolis,
Akademie der Wissenschaften, Berlin, under the microscope, June 2022
Microscopic image of ultramarine blue pigments from

a paper squeeze (Figure 4.3)

Roof above eastern facade of Apadana, constructed in 1952
Protective roof, constructed in the 1990’s, above the eastern
facade of the Apadana or Audience Hall, 2009

Donato Bastiani (1869—1953), a sculptor-restorer who
worked on the fragments from Persepolis after they arrived at the
University of Chicago

Bastiani working on the restoration of a bull monument
from Persepolis in the Museum of the Institute for the Study of
Ancient Cultures Museum in Chicago

Portico, western anta, Hall of 100 Columns

Reconstructed head of bull, portico, western anta,

Hall of 100 Columns, 2016
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100 Columns, in situ, detail, 2008

Head of bull, portico, western anta, Hall of

100 Columns, in situ, detail, 2008

Head of bull, portico, western anta, Hall of

100 Columns, in situ, detail, 2008

Head of bull, portico, western anta, Hall of

100 Columns, in situ, detail, 2008
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100 Columns, in situ, detail, 2008

Nostril of head of bull, portico, western anta,

Hall of 100 Columns, in situ, 2008
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Jacques de Morgan (1857—-1924) at Susa. Musée du Louvre,
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Museum, Isfahan, Iran, 2016
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inscriptions (DP1), excavated near the so-called Harem.
Tehran Museum, Inv. No. 2405
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1.1. Close-up of 2,500-year-old blue pigments, remaining on a paper squeeze from the tomb of
Darius at Nagsh-e¢ Rustam, housed today in the Smithsonian Institution, National Museum of
Asian Art, Department of Conservation and Scientific Research, 2009. Photo: Janet Douglas
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