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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 /17 (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.
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