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References to mirrors pervade Forugh Farrokhzad’s poetry. Leila Rahimi Bahmany 

highlights the importance of mirrors in Farrokhzad’s poems and Farzaneh Milani refers to 

Farrokhzad’s use of mirror imagery to argue that the poetry performs a self-reflective function 

for the author.
1
 The prominence of mirrors, particularly within her early poetry, has thus been 

cited as evidence of its introspective nature.
2
 In this paper I develop critical attention to mirror 

imagery as a confessional poetic technique in Farrokhzad’s early poetry and highlight the 

significance of another image that becomes prominent in her later writing: an open window. In 

so doing, I argue that Farrokhzad’s use of an open window as a motif indicates her poetic 

development and transition from a confessional poetic to poetry that is increasingly socially 

engaged. First, I dissect the centrality of mirror imagery in one of Farrokhzad’s early poems, 

‘The Lost One,’ from her second collection Divar (The Wall) (1956). I then identify the open 

window as a significant image in Farrokhzad’s later writing and analyse its use in two poems, 

‘The Conquest of the Garden’ and ‘O Bejewelled Land,’ both from Farrokhzad’s fourth 

collection Tavallodi Digar (Another Birth) (1964). 

 

A critically neglected poem, ‘The Lost One’ offers a lament in which the poetic persona 

reflects upon the inherent inconsistencies of identity and self-perception. It is representative of 

Farrokhzad’s early poetry in its introspective use of mirror imagery. A striking example of this 

occurs in the second stanza:  

 

Melancholy, interrogating the mirror, 

What do you think of me now, what? 

But in the mirror I see…oh god 

Nothing I was, not even the shadow of that
3
 

Here the mirror becomes central to a process of self-reflection as the speaker strives to perceive a 

coherent identity. The persona directs its question to the mirror. The ellipses imply a moment of 

reflection. In the progression of the poem the mirror is not directly referenced again, yet further 

                                                      
1
 Leila Rahimi Bahmany, ‘Bewildered Mirror: Mirror, Self and World in the Poems of Forugh Farrokhzad,’ 

in Forugh Farrokhzad, Poet of Modern Iran, ed. Dominic Parviz Brookshaw and Nasrin Rahimieh (London: I.B. 

Tauris & Co Ltd, 2010), 69-82; Farzaneh Milani, Veils and Words: The Emerging Voices of Iranian Women Writers 

(Syracuse, New York: Syracuse University Press, 1992), 127. 
2
 Michael C. Hillmann highlights the confessional nature of Farrokhzad’s poetry in ‘An Autobiographical 

Voice: Forugh Farrokhzad,’ in Women’s Autobiographies in Contemporary Iran, ed. Afsaneh Najmabadi 

(Cambridge, Massachusetts: Harvard University Press, 1990), 33-54. 
3
 Forugh Farrokhzad, ‘The Lost One,’ in Farrokhzad: Bride of Acacias, ed. Jascha Kessler and Amin 

Banani (Delmar, New York: Caravan Books, 1982), 129. 
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questions about the self are posed and ellipses are repeatedly used to create moments of 

reflection through the grammar of the text. This arrangement implies a dialogue between the 

speaker and the reflection perceived in the mirror.  

 

The speaker’s questions culminate in the final stanza of the poem: 

 

Ah…yes…it’s me…but useless now 

“She” who was my self…now…is gone…gone 

Crazily muttering over and over 

“She” who was myself…which was she…which one?
4
 

Here a rhetorical question and reflective ellipses are compounded with confusion between third 

and first person narration, reinforcing the speaker’s inability to perceive, or construct, a 

consistent identity. The disconnect between the poetic persona and its reflection is therefore 

extended as the narrative perspective becomes fragmented and confused. Bahmany suggests that 

Farrokhzad employed mirror imagery as a tool for self-realization in poems where the poetic 

persona closely resembles Farrokhzad herself.
5
 Indeed, much of Farrokhzad’s early poetry is 

understood to be closely linked to her own personal life, if not autobiographical.
6
 The intimacy 

implied by the confessional tone in ‘The Lost One’ might encourage such a reading. The poem 

thus articulates a process in which Farrokhzad as poet, and perhaps also as persona, relies upon 

the image of a mirror as a rhetorical device for self-realization.  

 

In her discussion of mirrors in Farrokhzad’s poetry, Bahmany alludes to the mirror 

imagery present in classical Persian literary traditions.
7
 Building upon this observation, 

Farrokhzad’s attempts in ‘The Lost One’ to identify a poetic persona, particularly one so closely 

aligned with herself, though the image of a mirror could be read as an attempt by Farrokhzad to 

perceive herself in relation to historic Persian poetic traditions. Although Farrokhzad’s use of 

mirror imagery is distinctive, it is also a traditional poetic trope through which she is able to 

negotiate her position as a young female poet working within an established patriarchal literary 

tradition.  

 

Having demonstrated the centrality of mirror imagery in a poem representative of 

Farrokhzad’s early work, I now turn to the image of an open window as an important motif in 

Farrokhzad’s later poetry. This is most immediately demonstrated by Farrokhzad’s own words 

during an interview in 1964, the same year that Tavallodi Digar was published. She stated: 

 

Poetry for me is like a window that opens up by itself whenever I turn to it. I 

sit there, I look, I sing, I shout, I cry, I mix with the images of the trees, and I 

know that on the other side of the window there is a space, and someone 

hears.
8
 

                                                      
4
 Farrokhzad,‘The Lost One,’ 130. 

5
 Bahmany, ‘Bewildered Mirror,’ 70. 

6
 See Hillmann’s discussion of an autobiographical voice in Farrokhzad’s poetry, ‘An Autobiographical 

Voice,’ 45. 
7
 Bahmany, ‘Bewildered Mirror,’ 71. 

8
 Amin Banani, ‘Introduction,’ in Bride of Acacias: Selected Poems of Forugh Farrokhzad, ed. Jascha 

Kessler and Amin Banani (Delmar, New York: Caravan Books, 1982), 7. 
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Just as critics have characterised Farrokhzad’s poetry as a mirror in its introspective nature, here 

Farrokhzad characterises her own poetry as an open window in its communicative function by 

acknowledging interaction with an outside world. Farrokhzad’s statement thus suggests a 

transition away from confessional poetics prominent in her earlier poetry. Hillmann argues that 

Farrokhzad’s later poetry articulates an increased concern with Iranian society and shifts away 

from a reductive focus upon the individual.
9
 The image of an open window in her later work 

seems indicative of this poetic progression.
 
 

 

Although window imagery is prominent in Farrokhzad’s later poetry, the motif has 

received relatively little critical attention.
10

 For example, Bahmany acknowledges Farrokhzad’s 

“oscillation between the mirror and the window” as poetic motifs, yet does not analyse the image 

of the window as an important signifier.
11

 The poem ‘Window,’ from Farrokhzad’s final 

collection Iman Biavarim be Aghaze Fasle Sard (Let Us Believe in the Beginning of the Cold 

Season) (1974), is perhaps the most explicit example of window imagery in her poetry. Here she 

describes, “A window for seeing/ A window for hearing,” depicting social engagement with an 

outside world through the motif as the poem progresses.
12

 Yet it is in Farrokhzad’s fourth 

collection, Tavallodi Digar, that her use of window imagery is most pervasive. It is this 

collection that many identify as a critical moment signifying Farrokhzad’s new poetic maturity, 

to the extent that her work is often divided and considered in two distinct phases: before and 

after Tavallodi Digar.
13

 

 

The most well known example of window imagery within Tavallodi Digar is in ‘The 

Conquest of the Garden.’ In its discussion of contemporary Iranian society and assertive 

narratorial voice, many critics, such as Milani, cite the text as evidence of Farrokhzad’s poetic 

evolution.
14

 In the fifth stanza the narratorial voice pronounces: 

 

The talk is not of a fearful whisper in the dark 

The talk is of day and open windows 

and fresh air, 

[…] 

of a land sown with a different seed 

of birth, evolution, and pride
15

 

 

The commandingly coherent narrative voice contrasts with that of ‘The Lost One.’ Here “The 

talk,” perhaps indicating Farrokhzad’s poetry itself, is not confessional and her rejection of “a 
                                                      

9
 Michael C. Hillmann, A Lonely Woman: Forugh Farrokhzad and her Poetry, (Boulder, Colorado: Lynne 

Rienner Publishers), 99. 
10

 For example see Farrokhzad, ‘Those Days’, ‘Passing’, ‘On The Earth’ and ‘Another Birth’ in Forugh 

Farrokhzad, Another Birth: Selected Poems of Forugh Farrokhzad, trans. Hasan Javadi and Susan Sallee, 

(Emeryville, California: Albany Press, 1981), 26, 30, 34, 62. 
11

See Bahmany, ‘Bewildered Mirror,’ 75. 
12

 Farrokhzad, ‘Window,’ in Bride of Acacias, 105. 
13

 See Marta Simidchieva’s discussion of this division in ‘Men and Women Together: Love, Marriage and 

Gender in Forugh Farrokzad’s Asir,’ in Forugh Farrokhzad, Poet of Modern Iran, ed. Dominic Parviz Brookshaw 

and Nasrin Rahimieh, (London: I.B. Tauris & Co Ltd, 2010), 20. 
14

 Milani, Veils and Words, 148. 
15

 Farrokhzad, ‘The Conquest of the Garden,’ Another Birth, 53. 
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fearful whisper” reads as a dismissal of hesitantly introspective persona evident in her earlier 

poetry. Most importantly Farrokhzad’s reference to an open window participates in a distinctly 

social discussion that constructs an, “elegant and engaging reappraisal of some of the deeply held 

norms of [Iranian] society.”
16

 This reappraisal is framed by her reference to window imagery at 

various other moments in the poem. For example, in the second stanza she states: 

 

Everyone knows 

That you and I saw the garden 

From that tiny window, cold and stern
17

 

 

Here the window is depicted as a point of access to the garden, an outside world indicative of 

Iranian society. In the final stanza Farrokhzad goes on to describe curtains “filled with a hidden 

gloom”.
18

 The curtains, threatening to block the view of the outside world and in turn the 

opportunity to participate in an idyllic exterior environment, are depicted as an oppressive 

barricade that might restrict the speaker to the domestic sphere.
19

 The window is constructed as 

an image of social liberation, contrasting with the restrictive introspection induced by mirror 

imagery in poems such as ‘The Lost One.’ 

 

Whereas the poetic persona in ‘The Lost One’ introspectively contemplates the self 

through the reflection in a mirror, in ‘The Conquest of the Garden’ the speaker regards society 

through the viewpoint of an open window. Farrokhzad thereby constructs a more outward-

looking poetic perspective. As ‘The Lost One’ performs the self-reflective function of a mirror, 

‘The Conquest of the Garden’ offers the extrospective function of an open window. This shift in 

Farrokhzad’s poetic perspective indicates a transition in narrative voice from an inward focus 

upon the self to engagement with others and a progression from confessional to socially engaged 

poetics.  

 

A further striking example of the window imagery in Tavallodi Digar is provided in ‘O 

Bejewelled Land.’ In contrast with ‘The Lost One,’ this poem presents a victorious celebration of 

a fixed identity. The poem begins: 

 

I did it 

I got myself registered 

dressed myself up in an ID card with a name 

and my existence was distinguished by a number 

So long live 678, issued from precinct 5, 

      resident of Tehran 

Now my mind is completely at ease 

[…] 

With utmost joy 

                                                      
16

 Milani, Veils and Words, 148. 
17

 Farrokhzad, ‘The Conquest of the Garden,’ 52. 
18

 Farrokhzad, ‘The Conquest of the Garden,’ 53. 
19

 Dominic Parviz Brookshaw notes the restrictive nature of features such as curtains or shutters often 

placed in front of windows in Farrokhzad’s poetry. See ‘Places of Confinement, Liberation, and Decay: The Home 

and the Garden in the Poetry of Forugh Farrokhzad,’ in Forugh Farrokhzad, Poet of Modern Iran, ed. Dominic 

Parviz Brookshaw and Nasrin Rahimieh, (London: I.B. Tauris & Co Ltd, 2010), 36. 
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I walked to the window and fervently, six-hundred 

     seventy-eight times, drew into my breast 

air grown thick 

with the dust of dung and the stench of garbage and urine 

And at the bottom of six-hundred seventy-eight IOU’s, 

atop six-hundred seventy-eight applications, I’ve written 

                         Forugh Farrokhzad.
20

 

 

Here the speaker is self-confident in its pronounced first person narration. The statement “I got 

myself registered/ dressed myself up” articulates a cohesive self-certainty that contrasts with the 

fragmented persona in ‘The Lost One.’ Significantly, this speaker is secure in an identity that has 

been bestowed by “precinct 5” rather than the reflective process of self-realization offered by a 

mirror. The speaker’s identity has been confirmed as a “resident of Tehran,” thus implicated in 

the public sphere and structures of Iranian society. Furthermore, this identity is indicated by the 

number “678,” emphasising the speaker’s identity as one of many. It reduces the focus upon the 

individual and implies a collective sense of identity. The poetic persona is at ease with this 

identity, and the window in this scene offers a moment of self-congratulatory celebration. 

Through the window the speaker breathes in the air of the outside world. In this instance the 

exterior world does not offer idyllic scenery as in ‘The Conquest of the Garden,’ yet the “dust of 

dung and the stench of garbage and urine” provide the speaker with a further opportunity to 

engage with social realities. The IOU’s and the applications that the speaker signs are additional 

indicators of social engagement, both means of textual communication with other social actors 

that promise to implicate the individual further into Iranian social systems.  

 

Brookshaw argues that by the 1960s Farrokhzad was “primarily concerned with broader, 

human issues which affected all members of her society and with the life of the Iranian nation as 

a whole.”
21

 Yet ‘O Bejewelled Land’ is a poem intimately connected to Farrokhzad’s personal 

identity and experiences, a connection that is made explicit when she refers to her own name in 

the text. In so doing the poem locates Farrokhzad’s sense of self within the wider context of 

Iranian society and reaffirms a shift in her poetics from a restrictively confessional mode to an 

increasingly social discourse of the self. In an introduction to a collection of her poems Hasan 

Javadi and Susan Sallee offer a nuanced reading of Farrokhzad’s poetic development. They 

argue that her later poetry provides “a broader view where self-exploration is conducted through 

the simultaneous examination of the surrounding world […] an understanding of self through the 

perception and confrontation of larger realities.”
22

 The image of an open window that becomes 

prominent in Farrokhzad’s later poetry introduces an outward-looking perspective that allows the 

poet to consider conceptions of the self as part of a broader social framework. Thus the open 

window stands as the threshold between the individual and Iranian society.  

 

This paper has demonstrated the centrality of mirror imagery and the open window in 

selected poems indicative of different moments in Farrokhzad’s writing career. I have argued 

                                                      
20

 Farrokhzad, ‘O Bejewelled Land,’ Another Birth, 56.  
21

 Brookshaw, ‘Places of Confinement,’ 52. 

 
22

 Hasan Javadi and Susan Sallee, ‘Introduction,’ in Forugh Farrokhzad, Another Birth: Selected Poems of 

Forugh Farrokhzad, trans. Hasan Javadi and Susan Sallee (Emeryville, California: Albany Press, 1981), 7. 
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that in the movement from mirror imagery to the motif of an open window it is possible to trace 

her poetic development and shift from introspection to an extrospective and socially engaged 

poetry. Yet I have also suggested that this transition does not signify a complete rejection of self-

contemplation, rather it offers a reappraisal of the self in conjunction with contemporary Iranian 

society. In so doing, I have demonstrated that considering these motifs illuminates wider critical 

discussion of Farrokhzad’s poetic development. 
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