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Qazvin (Riyazi 1996: 11). At the beginning of 14th century the artists created two 
masterpieces, one is Darolsiadeh in Astan-e-qodss Razavi (Fig. 18) and the other 
is the mirror terrace of Hazarat-e-masoumeh (pbuh) in the city of Qom (Fig.19) 
(Motamen 1969: 118).

Another example of mirror-work is the holy shrine of Hazrate Abdolazim in the 
city of Rey and shrine of Shah-e-cheragh in Shiraz (Pourzarrin and Javani 2014: 83). 
In the holy buildings bright materials such as gold, steel, silver and mirror are used to 
reflect the light and in order to increase that, mirrors are cut into pieces and installed 
at various angles, in this regard the pilgrim receives a lot of light and reflections 
and by reflecting different angles of the face, the selfish aspects of a human being 
is broken. The combination of light and color especially green light increases the 
heavenly atmosphere of the place (Maleki 2011: 89) (Fig. 20).

The architects in Iran have produced and decorated stars and constellations with 
a monotheist approach in their geometric designs. This seems to the viewer like 
guiding a traveler by the stars; the beautiful light of the mirror in the ceilings is due 
to the artist’s attention to Quran “Surat fussilat /1, Surat An`am /15, Surat Rahman 
/3, Surat Tariq /6, Surat Najm /1” (Akbari 2014: 4). The holy buildings with mirror-
work also reminds us of the unity of God and exhibit the glory and beauty of God. 
Hafez has talked of these features below:

one glance at the mirror that reflected your beauty
created so many images in the mirror of dreams!

Figure 19. Hazrat-e-Masoumeh Mirror terrace, 1295. Source www.fotografia.islamoriente.
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Figure 20. Mirror-work of Shah-e-cheragh, Shiraz, Zein-al abedin, 1305. 
Source: Pourzarrin 2014: 85.
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Figure 21. Mirror-work of Shah-e-cheragh, Shiraz, Zein-al abedin, 1305.
Source: Pourzarrin 2014: 86.
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The mirror breaks in architecture are numerous and designed in a way that one 
cannot see his face inside any of the mirrors, secondly, putting two mirrors in parallel 
planes and the endless repetition of images present a deep feeling, a person actually 
sees a mirror inside the mirrors infinitely (Fig. 21). The broken reflection of the 
person is also dim and semi-bright (Maleki 2011: 49). Thes aspect refers to Molana’s 
message by gaining knowledge via a clear heart:

the clear and bright mirror resembles the heart
it deserves reflecting the absolute image (of God)

This means the more sincere and clear is the heart, the more it is prepared for 
displaying the oracular face or the ultimate status (magham-e-lamgham) and the 
holy position of God, therefor the more is divine glory and passion in the follower, 
his wonder would be more, while feeling this love and passion some artistic creations 
are born (Pazouki 2003: 9). The Muslim artist breaks the mirror in order not to show 
a human image, creates an internalist mirror and gives spirit to it. According to Dr. 
Avani in book of “Wisdom and spiritual Art”, for Muslim artist “the unity in plurality 
(monotheism) and the most important is mystery” (Aavani 1996: 340).

All these images of wine and lovers constitute a single reflection of him (Saghi) 
in the heart (cup of wine). Also Molana says in Divan-e-shams (Ghazal no. 2170):

Every six side of my life reflects picture of you
like a mirror when becomes polished and clear by you
However, a mirror only sees you as wide as itself
it is never big enough to show your perfect image!

18. Conclusion

There are mysterious patterns in many of Hafez’s and Molana’s ghazals and 
understanding them is difficult. The facts that a mystic has seen in day-dreams 
or night dreams and only their appearance is compliant with the apparent world, 
therefor the poems of mystics show their perception of the dream world truths.

The mystic is a divine mirror and reflects the image of God and displays his face, 
mystic poets use mirror to express the manifestation of God’s names and they use 
mirror themes with reflection, dream and beheld concepts as reasons for the existence 
of Malakoot (metaphysical world) hence God’s mirror is a reason for creation.

The result of the present research shows that the mirror symbol and its themes in 
arts except poetry have been used and these arts are influenced by them.

Also the unity in existence which originates in the mystical ideas, sees every tiny 
piece of the world as a mirror that displays the unique and eternal beauty of God. 
This important issue has greatly been applied in the Persian decorative arts and this 
beauty has been reflected in Islamic arts such as painting and architecture.

The Persian painter cuts into the inner layers of picture so as to act like a mirror 
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and travel into the hidden truth of the story, hence the audience is driven toward the 
depth of the issue and flies to the ultimate dreams, this travelling invites the spectator 
into inside layers of his life and learn about the divine beauty.

On the other hand, the mirror-work artist in Persian architecture has shown the 
monotheist approach in the geometrical designs and has used cut mirrors to boost 
the attraction of the space in a way that countless rays reach the viewer, and he feels 
the unity while entering the holy shrines and mosques and becomes inspired by the 
purity of mirror and consequently invited to the purity and sincerity of God.

Address:
Golnar Alibabaei

Iran. Alborz. 
Karaj. Sepah Square. Fajr Square 
South Islamic Republic Boulevard. West Sixth Street 
Maryam Building. No. 10. Unit 3

E-mail: galibabaei@gmail.com
Tel.: 00989351348834

References

The Holy Quran.
Akbari, Fatima (2014) “Qibla’s place in honor of Islamic art and architecture”. International Congress 

of Religious Culture and Thought. Qom: Iran.
Attar Nishaburi and Faride-addin Mohammad (1992) Divan Attar. 6th ed. Ed. by Taghi Tafazolli. 

Tehran: Scientific and Cultural Publications.
Awani, Gholamreza (1996) Spiritual wisdom and art. Tehran: Gaross Publications.
Babaei, Ali (2012) Endless passwords mirrors. Tehran: Moly.
Balkhi, Jalal-addin (2004) Masnavi manavi. Nicholson correction. Hassan Lahouti’s translation and 

research. Tehran: Ghatreh.
Bidel Dehlavi, AbdulQader (2007) Divan Bidel Dehlavi. Correction by Akbar Behdarvand. Tehran: 

Negah Publications.
Burckhardt, Titus (1990) Sacred art: principles and methods. Translated by Jalal Sattari. Tehran: 

Soroush.
Dehkhoda, Ali Akbar (1995) Dictionary. Tehran: Amir Kabir.
Fehervari, Geza (2000) Ceramics of the Islamic world (in the Tariq Rajab Museum). London and New 

York: IB. Tauris Publishers.
Gardner, Helen (1999) Art through ages. translated by Mohammad Taghi Faramarzi. Tehran: Agah.
Halimi, Mohammad Hossein (2011) Aesthetics of the line in Isfahan Jameh Mosque. Tehran: Ghadyani.
Hosseini, Saleh (1990) Literary reform. Tehran: Niloofar.
Jami, Abdolrahman (1982) Haft orang. 3rd ed. Ed. by Morteza Modarres Gilani. Tehran: Saadi 

Publishing.
Kakayi, Qasim (2001) “Unity of existence: experience, interpretation, allegory”. The Quarterly of 

Religious Thought 8-9, 79–121.



218 Golnar Alibabaei

KamaliZadeh, Taherah (2013) The metaphysical foundations of art and beauty according to Shahab-
addin Sohrawardi. Tehran: Academy of Art.

Khaje Shams-addin Mohammad, Hafez Shirazi (1995) Divan Hafez. 5th ed. Ed. by Qazvini and Ghani. 
Tehran: Asatir.

Khalil-Allahi, Shahla and Ghafar Borjsaz (2011) “The readings of the existential unity of the mirror in 
Bidel’s poems”. Literary Textual Studies 49, 53–72.

Khoshnazar, Sayyed Rahim,et al. (2010) “Muslim mystics’ view of light”. Fine Arts 42, 5–14.
Maleki, Morteza (2011) A new look at Islamic architecture. Tehran: Royan Pajouh.
Monshi Qomi, Qazi MirAhmad (1973) Golestan art by Ahmad Soheili Khansari. Tehran: Foundation 

for Iranian Culture.
Mortazavi, Marjan and Khashayar Ghazizadeh (2010) “Transparent nose in contemporary imagery of 

Iran and the world”. Negareh 16, 91–101.
Mosharraf, Mary (2004) “Mirrors and harp in Rumi”. Persian Language and Literature 45-46, 81–106.
Motamen, Ali (1969) Guide or history of Astan Qods Razavi. Tehran: Astan Qods.
Nasiri, Mohammad (2010) “The personal unity of being in the mirror of mystical parables”. The Mirror 

of Knowledge 23, 27–52.
Nasr, Sayyed Hossein (1996) Islamic art and spirituality. Tehran: Hekmat.
Pakbaz, Royein (2014) Encyclopedia of art. Tehran: Contemporary Culture.
Pazouki, Shahram (2003) “Mystical foundations of art and beauty in Islam: with reference to Masnavi”. 

Fine Arts 15, 4–11.
Pope, Arthur Epham (2008) Masterpieces of Persian art. Written by Parviz Natel Khanlari. Tehran: 

Scientific and Cultural.
Pourzerrin, Reza and Asghar Javani (2014) “A comparative study of visual signs in Iranian mirror and 

photocollage art”. Fine Arts 4, 81–92.
Pournamdarian, Taghi (1985) Secrets and Ramsey stories in Persian literature. Tehran: Scientific and 

Cultural Publications.
Riyazi, Mohammadreza (1996) Culture and forms of Iranian idioms. Tehran: Al-Zahra University.
Roshan, Amin (2007) “The mirror symbol in Rumi’s thought”. Religion and Mysticism 11, 107–121.
Saeb Tabrizi, Mohammad Ali (1991) Poems divan. 6 vols. Ed. by Mohammad Ghahreman. Tehran: 

Scientific and Cultural.
Sarrami, Ghadamali (2009) “The mirror of manifestation in mystical literature”. Special Journal of 

Mysticism 24, 33–74.
Sarfi, Mohammadreza (2003) “Introduction to symbolism in literature”. Journal of Culture 46-47, 

159–177.
Tabarsi, Abu Ali Fazl (2011) Majma Al-Bayan fi Tafsir al-Quran. Transl. by Mohammad Bistouni. 

Tehran: Astan Quds Razavi.
Tadayyon, Mehdi (2015) “Plenteous poetry and mysticism”. Dordari (Scientific and Special Issue) 17, 

39–58.


