    Architecture and Healing Magic: 

Pilgrim age to the Roman sanctuary of Asklepios at Kos
The taste of the apple…lies in the contact of the fruit with the palate, not in the fruit itself; in a similar way…poetry lies in the meeting of poem and reader, not in the lines of symbols printed on the pages of a book. What is essential is the aesthetic act, the thrill, the almost physical emotion that comes with each reading. 

Jorge Luis Borges, Foreword to Obra Poética

Abstract

This paper discusses types of travel that shaped the sanctuary of Asklepios at Kos during first century CE. First is local patron Xenophon’s trip to Rome. Upon his return, Xenophon commissioned monuments at the Asklepieion. The second is pilgrimage that shaped the perception of same monuments by patients who visited the sanctuary to be healed by means of a dream vision. My interpretation of both travels departs from James Frazer’s definition of sympathetic magic which matched the interpretation method of Asklepieian dreams. My methodology brings forth tactility of monuments as a factor in the efficacy of healing. 

Architecture as a Gift
Today the dominant image of the sanctuary of Asklepios at Kos conveys the impression of a Roman monument.
 This is partially due to the Italian restoration activities that almost completely rebuilt the demolished terrace walls in 1940s.
 These walls, especially the arcuated terrace wall connecting the second to the third terrace and the curvilinear wall on the third terrace are today immediately visible upon your arrival at the site (Figure 1). They impress visitors with their monumental completeness and playful curvelinearity, which are generally known to be characteristics of Roman architecture. This perception is however misleading not only because the Sanctuary of Asklepios at Kos was laid out primarily during the Hellenistic period but according to latest research its arcuated and curvelinear elements were also dated to the Hellenistic period, third century BCE.
 Further, in the Hellenistic and Roman periods, these elements were not immediately visible upon arrival at the sanctuary; rather they were enclosed behind portico-ed first courtyard (Figure 2). In other words, they were not primary defining elements of the Sanctuary’s public image.  Being exposed today as the most visible and the primary defining element of the restored sanctuary, the arcuated walls no doubt emphasized Romanness of the monument appropriate to the ideological agendas of its Italian restorers in 1940s. 

Figure 1. The remains of the Sanctuary of Asklepios at Kos, photo by Daniel Olsen

Figure 2. the Sanctuary of Asklepios at Kos in the Hellenistic Period. Reconstruction drawing

While the Romanness of the monument was seemingly a modern construct emphasized by the over reconstructed arcuated wall, the sanctuary of Asklepios had a prominent Roman phase.  This paper is going to tell the story of a short period from the Roman phase of the Koan sanctuary during the priesthood of an elite benefactor, Xenophon of Kos.
 Xenophon traveled to Rome, and upon his return to Kos documented his journey in architectural monuments that made subtle allusions to the metropolitan Roman architectural forms. Significantly enough, Xenophon’s dedications were visually linked with the arcuated wall. Xenophon had sponsored the pipeline carrying water from the springs of Bourina upon his return.
 Poured as a gift by Xenophon in the basins, fountains and pools lined along the arcuated terrace wall, the water transformed the wall into an animated surface, what I would call a “water-wall.” Further, Xenophon’s gift of water culminated with a cult-niche situated on the right side of the stairs. The naiskos of Xenophon, consisted of a statue base that was framed with an arch behind a shallow pool whose water reaching to the courtyard level (Figure 3). The inscription on the base indicated that it was dedicated by Xenophon to the Asklepios Caesar Sebastoi, probably referring to Nero, as well as Hygeia and Epione.
 The arcuated form of the niche connected visually with the arcaded “water-wall” to the left of the stairs and the inscription and the statue of Asklepios Nero implicitly marked the monument and the water with a Roman stamp reminding viewers Xenophon’s Roman career. Furthermore, the gift of water springing forth from beneath the statue base gave the illusion that it appears at the Roman emperor’s command.

Figure 3. The naiskos of Xenophon

Xenophon’s gift of water and its association with naiskos, subtly transformed already existing infrastructure of the sanctuary into a Roman monument and presented water element under a Roman garb. While Xenophon’s dedications could be considered as typical examples of elite public gifts in the Greek East during the first centuries CE, I argue that, in the context of Koan sanctuary, their formal association with a distant foreign power and this power that was being activated with water during the framework of healing ritual might have bestowed them with a magical healing quality.

Interestingly enough, Asklepian healing magic ties in with the way James Frazer develops what he calls to be the two classes of sympathetic magic in The Golden Bough: the magic of contact, and that of imitation (mimesis). Asklepian patients/doctors believed that Asklepios healed through dreams and/or he sent dreams cueing the cures of diseases.
 Such dreams were interpreted according to similitudes established between internal workings of the human body and the external world, which are then brought into contact.
 The condition of a particular external object in a dream for instance will be analogous to the state of an internal organ; earth is analogous to flesh, river to blood, a tree to a penis and so forth. Following his dream of a wavy ocean, for instance, Aristides set on to create an analogous effect by taking the drug hellebore that will stir up his bodily system.
 In other words he initiated contact with a drug to create a wavy ocean within.

It is with the issues of copy and contact, I shall be exploring here the production of the provincial architecture in the first century CE. The case studies, monuments of Xenophon, allow me to narrate an architectural process of contact and copy (mimesis) with a great precision. The patron of the “Roman” monuments in the sanctuary of Asklepios at Kos, Xenophon, was a physician, who travelled to Rome to serve in public office. In other words he had been in a prolonged contact with Italian architecture in Rome. Upon returning to his hometown, he commissioned monuments drawing on the character and power of the Roman models, to the point where the provincial representation may assume the character and power of the original. Being a priest of Asklepios, Xenophon performed a kind of “sympathetic magic;” he monumentalized the memory of his acquaintance with Italy by commissioning monuments emulating Italian architectural forms. By pinpointing the Italian influences in the monuments of Xenophon, my goal is here to emphasize the power of imitation, the image affecting what it is an image of, wherein the representation shares in or takes power from the represented. 

Identifying the Italian models that Xenophon might have inspired from, in the second part of the essay I look for formal cues on how the patients of Greco-Roman Asklepieia might have translated the power of the Italian Other into healing miracle. To this end, I will discuss the perception of the water monuments commissioned by Xenophon within the ritual framework (healing pilgrimage) that controls and defines contact of the architecture with the intended visitor (pilgrim). For that purpose, I will use a second century story from famous Asklepieian patient Aristidies to reconstruct a moment of viewers’ contact with the Asklepian sanctuary at Kos during the ritual performances. I will look at the interaction between the monuments and the pilgrim with a specific question in my mind; how the monuments became an instrument of magic during the healing rituals. By reconstructing the moments of viewers’ contact with the monuments of Xenophon during the ritual performances and by focusing especially on the interaction of visual and tactile dimensions, I shall bring forth the tactility of the monuments that played a significant role in the occurrence of magic. Such an interpretation will introduce a new dimension to the understanding of  ancient ritual centered visuality that is often discussed in relation to the ancient Greco-Roman architecture.

Magic “Roman” Water
Understanding the “magic” attached to sensual experience of architecture necessitates reconstruction of the framework that controls and defines the interaction of the architecture with the intended visitor. In the case of Asklepios sanctuaries, the intended visitor was a pilgrim (hiketēs), “one who arrives or approaches” the god in the hopes of being cured of a disease. Hence the visitors of the sanctuaries of Asklepios were of a more proactive kind compared to the more common festival-goers or delegates (theōroi) who were simple “spectators” to gods’ manifestation.
 While theōroi could be a disinterested spectator or sometimes even a skeptic, the visual experience of hiketēs was of a passionate kind; he/she expected to see an epiphany of the god mediated by a dream vision. Architecture played a role in this process since the dream vision came to hiketai who made contact with the sacred place by laying on abaton, the holy ground. 

As much as the physical contact with the holy ground, the difficulty of the trip preceding the arrival prepared the pilgrim to see the manifestation of the god at his sanctuary. In other words, the Greek visual experience (theōria) was intimately bound to duration. Theōria a word that could mean “watching” or “spectacle” as well as “exploration” or “contemplation” characterized the experience of a typical pilgrimage.
 Expecting to see the god (theos), being a spectator (theōros) to his striking appearance (epiphaneia), the pilgrim contemplated (theōria) the journey beforehand and formed a mental image of the place from hearing about it. The interaction of mental images, already present in the observer and their activation upon seeing a sacred place constituted the catalyzing experience of the pilgrimage. 

  The Hellenistic sanctuary of Asklepios at Kos seems to be designed to maximize pilgrims’ visual thrill upon seeing the sacred site. Already situated on a picturesque landscape before even the temples began to be built, the holy site of Asklepios unfolded in successive stages before the eyes of a moving spectator (Figure 1). The idea that pilgrims would approach the god in a ritual fashion reflected in the layout of three successive terraces defined by marble stoas and adorned with temples, altars, sculptures and fountains (Figure 2). The lowest terrace, developed in the late fourth and early third centuries consisted of simply a propylon, an U-shaped stoa and a simple fountain house. This was probably the place, where patients of Asklepios purified themselves with holy water and followed a certain hygienic regimen before they moved on to the next level.
 The middle terrace was developed in the third century by addition of an Ionic temple dedicated to Asklepios (ca. 280 BC) facing an altar building similar to the famous altar of Zeus built subsequently at Pergamon. The pilgrims then would move along the monumental staircases to the upper terrace which was crowned at around 160 BC by a Doric temple of Asklepios and surrounded by another U-shaped portico.  Carrying the pilgrim successively to more elevated levels of spiritual intensity such a movement would both reenact and conclude the arduous journey pilgrims set on the way to their cure. 

Xenophon’s dedications played a role both in the preliminary and concluding stages of the healing pilgrimage. They were linked with the arcuated retaining wall on the lowest terrace. This wall served as a backdrop both to the purification rituals before Asklepian patients moved to the next level in their healing journey and to the treatments of hydrotherapy. The retaining wall was built with good quality rustic stones above a 72-centimeter high base (Figure 4). The prop columns were placed at approximately three meters intervals to form an arcaded wall with seventeen niches. The niches in between the columnar supports were embellished with small pools. In front of the arcaded wall the stone foundations of water tanks and bathtubs and terracotta water channels are still visible. Some of these water channels are stamped with the name of Xenophon, who sponsored a pipeline project that carried water from the springs of Bourina (Herzog, 1932, 56). This water poured in water tanks, bath tubs or pools for the treatments of hydrotherapy. As the Roman aqueducts that concluded with monumental fountains, the arcaded wall was adorned with a fountain and a pool, naiskos of Xenophon, on both sides of the stairs leading to the middle terrace. On the left side was a semicircular basin installed in the fifteenth niche from the east end (Figure 5). The semicircular form of the basin was likely an Italian allusion since fountains in Asia Minor and Greece had been traditionally designed in rectangular forms.
 A comparable curvature detail appeared on the statue base inside the naiskos of Xenophon . Located prominently on the right side of the monumental stairs, the statue base was framed with an arch that visually linked the naiskos with the arcuated wall (Figure 6). Below was a shallow pool whose water reaching to the courtyard level. The shallow pool was surrounded by benches from where a seated spectator could easily read the inscription on the base: Asklapioi Kaisari Sebastoi kai Hygiai kai Epionei from Stertinius, iereus auton dia biou (Figure 7).
 It stated that the monument was dedicated by Xenophon to the Asklepios Caesar Sebastoi, probably referring to Nero, as well as Hygeia and Epione. Asklepios’ privileged association with Hygeia and Epione (and Apollo) dated to as early as 242 BCE and remains constant throughout the history of the sanctuary.
 However his association with Cesar Sebastoi was introduced with the naiskos, inscription and the statue above the base, which likely represented Asklepios Nero.
 
Figure 4. Arcuated wall

Figure 5. The circular basin attached to the “Water wall”

Figure 6. Naiskos and the Arcuated wall

Figure 7. The inscription as seen from the benches of the naiskos
With his pipeline project and the naiskos, Xenophon seems to have put his stamp on the Roman Asklepieion during the reign of Nero. Indeed, Xenophon’s services to Asklepieion may have began much earlier, in 23 CE, when the Roman senate approved the asylia of the Asklepieion at Kos.
 Xenophon was probably a member of the Koan embassy to Rome assigned with the duty of requesting asylia. As Claudius’ personal physician, Xenophon had a very successful career in Rome. Aside from being a doctor, he also received military honors during the Claudius’ British triumph. As a result, he acquired enormous wealth and sufficient power to arouse suspicion in court circles that he had been involved in Claudius’ murder along with Agrippina.

Most of Xenophon’s dedications in Kos must have dated to Nero’s reign after he returned from Rome. Once he arrived at Kos, Xenophon claimed descent from the family of Asclepiadai and enjoyed an almost dynastic position. His exceptional role is also captured in the titles that he had: he was named son of damos, patriot, benefactor of his country; he was given the epithet eusebeus for his piety and also named heros. He used his wealth to finance monuments in the Asklepieion, including the previously mentioned pipeline that carried water from the springs of Bourina, a library
 and the naiskos dedicated to the Imperial cult.

Especially with his pipeline project and naiskos, Xenophon seems to have appropriated the arcuated terrace wall as his own. The arcuated shape of the wall recalling a contemporary Roman monument might have inspired Xenophon to physically and visually link his dedications with the wall.  According to Herzog, the first excavator of the site, the Hellenistic terrace wall was a regular masonary wall and has been transformed into an arcuated wall by a Roman restoration after the earthquake at 6 BCE (during the reign of Augustus). In contrast to Herzog, recent studies built on the analysis of the construction techniques and the vertical stratigraphic relationships between the various parts of the sanctuary dates the arcuated wall to the third century BCE.
 Contemporaneous with the Hellenistic layout of the terraces, the terrace wall has gone through several restorations even in the same century. Indeed the identification of the various construction phases of the wall has been quite complex since the original wall has been demolished and rebuilt several times in the ancient past and the traces of these restorations remain partially hidden under modern reconstruction. 

If the arcuated wall was built in the third century BCE, as claimed recently, its arcuated shape was quite unusual in Greek world during the early Hellenistic Age. Such facades were almost always built as colonnaded arcades based on post-lintel systems, one can recall most famously the façade of the Altar of Zeus at Pergamon. Greek architects built with arch and vault systems before but they did not monumentalize arcuated forms.
 Therefore the arcaded wall of the Asklepieion was unusual for its time and place in a provincial town. An example of an arcaded wall comparable in function, scale and monumentality to the retaining wall of Kos was the late Hellenistic retaining wall that supports the southern slope of Acropolis and creates a terrace which was bordered by the Stoa of Eumenes. The arcaded wall, the most peculiar aspect of the monument, was responsible from the earlier attribution of the Stoa of Eumenes to the Roman period. This mistake was corrected by the most recent scholarship, which dates the arcades to the reign of Eumenes II, between 197 and 159 BC.
 The arcades of the wall, still visible today, however, were not built to be seen; they were originally covered with marble and were hidden behind the stoa facade. In other words, Greeks had the knowledge and technology to build such monumental arcades in the Hellenistic period. However they did not prefer an arcaded façade for a public monument. The arcuated façade of the Asklepieion at Kos might have also been left bare perhaps because it is an inner façade not an primary backdrop for an public monument.   
While the arcuated façade might have been unpresentable without a colonnaded cover-up in the Hellenistic period, in Roman times it might have become quite acceptable as simply a functional retaining wall. The Koan facade became comparable for instance, to the façade of the Tabularium at Forum Romanum, one of the earliest arcaded walls built in the Republican Period (Figure 8). As the Tabularium façade that served as a theatrical background to the state rituals that took place in the Forum Romanum, the arcaded façade of the Asklepieion meant to serve as a backdrop for Asklepian rituals. Appropriate to such a purpose, the terrace wall was built with good quality rustic stones. Further, it was decorated with statues and reliefs. 
 The functionality of the retaining wall seems to be further emphasized by Gaius Stertinius Xenophon, who had sponsored the pipeline carrying water from the springs of Bourina upon his return (Herzog, 1932). Without changing the appearance of the wall, by solely adding a water channel into its substructure, Xenophon seems to have emphasized the functionality of the wall, this time not simply as a retaining wall but also as an water-carrier, i.e. an aqueduct (Figure 9). Xenophon’s subtle appropriation of the wall was visually expressed with the arcuated shape of the monument of Xenophon, naiskos housing his sculptural dedication to Asklepios Nero (Figure 6). With his pipeline project and naiskos Xenophon unified the wall, thereby, subtly transformed the terrace wall into a “Roman” monument. The terrace wall was not only given a “Roman” character but also its “Romanness” was animated with water features. Poured as a gift by Xenophon and Asklepios Nero in the basins, fountains and pools lined along the terrace wall, the water transformed the wall into an animated surface, what I would call a “water-wall.” The featuring of the water not only increased the monumentality of the wall by associating it with an aqueduct, but also transformed it from a theatrical backdrop to an intimate artifact. While the initial visual impression of the Koan wall, for instance when one registers upon entering from the Propylon, might have recalled a monumental aqueduct, the water features attached to the wall, invited close tactile contact during the healing and purification rituals of Asklepios (Figure 6). 

So if water embodied curing powers, what happened when it was presented in a “Roman” garb as in the water-wall of the sanctuary of Asklepios at Kos? First of all, why bother putting water in an architectural container if the healing power is invested in the element itself?
 And, how does the “Romanness” of the wall might have affected the healing power of the water? 

Figure 6. Tabularium (c.78 BCE) at Forum Romanum with a reconstruction overlay

Figure 7. Aqua Claudia

To answer these questions we might turn to the naiskos that successfully present Asklepian water blended with the power of a Roman emperor.  The naiskos, more than any of his other dedications, most clearly reveals the political ambitions of Xenophon. Despite its small scale, the naiskos was a unique monument combining a cult niche with water display. It was likely the visual component of the pipeline project sponsored by Xenophon, who referred to himself in the inscription as the philokaisaros among his other titles. The placement of the statue of Asklepios Nero above the fountain blended the Roman emperors’ power with that of Asklepios, emphasizing his presence throughout the empire, and his position as overseer of the affairs of men and gods alike. The primary message of the statue was of the power and divinity of Nero and his role as generous overseer, providing for the needs and comforts of the worshippers of Asklepios.  Furthermore, the gift of water springing forth from beneath his feet gives the illusion that it appears at his command and infuses the water with the power and divinity of the Roman emperor. 

Further, the efficacy of such an image was not limited to its ideological content. Rather it is embedded in the sophisticated interaction of visual and tactile manifestations of god that were activated during the religious reception of the monument by the Asklepieian patients. The literary evidence that can be used for reconstruction of such an enthusiastic reception comes from a later period, from Aelius Aristides, an elite resident of Asklepieion of Pergamon. A second century sophist, in his Sacred Tales, Aristides provides the most comprehensive evidence for our understanding of Asklepian religion and functioning of the Asklepieia of Roman Greece.
 Aristides has previously been considered an eccentric and hypochondriac primarily because of his seemingly irrational treatments and passionate writing style. In recent scholarship however his experiences at Greco-Roman Asklepieia were accepted as mainstream among Asklepieian patients.
 Ideally, Aristidies’ text should be considered in the social context of Second Sophistic.
 However he provides such vivid personal impressions; descriptions of his dream encounters with Asklepios and various other deities and his therapeutic baths are so detailed that it would be a great loss to miss his account in a paper discussing vision, tactility and healing properties of water in Koan Asklepieia. Further, the aspects that I will extrapolate from his text, the healing quality of the deity as tied to his material manifestations, i.e. his sculptural image and water, are broader aspects of the Asklepios cult that are shared among Graeco-Roman Asklepieia.
 In other words, abundance of water displays in Asklepieion of Kos as in Pergamene Asklepieia, where Aristidies was a permanent resident, I argue allows me to risk bringing Aristidies’ story backwards in time. A reconsideration of the form of Koan naiskos in the light of Aristides’ quoted dream, where he describes the part of his pilgrimage from Pergamon to Chios, shall help us to form broader understanding of the cult and a wholesome picture of the interaction of visual and tactile elements that are effective in Asklepieian healing magic:

Then when we were in Smyrna, he appeared to me in some such form. He was at the same time Asklepios, and Apollo, both the Klarian and he who is called Kallinektos in Pergamon and whose is the first of the three temples. Standing before my feet in this form, when he had extended his fingers and calculated the time, he said, “You have ten years from me and three from Sarapis,” and at the same time the three and the ten appeared by the position of fingers as seventeen. And he said that “this was not a dream, but a waking state (Odyssey 19.547),” and that I would also know it. And at the same time he commanded that I go down to the river, which flows before the city and bathe... (ST 2.18)
It is significant that Aristidies’ dream opens up with a cult image of Asklepios who resembles at the same time famous cult statues of Apollo at Klaros and Pergamon. Seeing the god plays an important part in the narrative and yet we are constantly reminded unreliability of Aristidies’ sense of vision.
 Similitude between the dream imagery and the famous cult statues gives the dream its reality; an anchor from the material world.
  And yet, Aristidies records a dissonance between the word spoken by the god and the vision, reminding the reader that he was still dreaming. Upon introduction of this negative device, Aristides goes on to affirm the reality of his dream with a quote from Odyssey “this was not a dream, but a waking state,” anchoring the truth of his words in mytho-historical past. His language becomes manifestly treacherous, both sharpening and disarming the critical faculty through hazy ambiguities. All this is to prepare the reader to the next stage in Aristides’ journey, his trip to the river despite the icy cold and stormy weather. 


When we reached the river, there was no need for anyone to encourage us. But being still full of warmth from the vision of god, I cast off my clothes, and not wanting a massage, flung myself where the river was deepest. Then as in a pool of very gentle and tempered water, I passed my time swimming all about and splashing myself all over. When I came out, all my skin had a rosy hue and there was a lightness through my body. There was also much shouting from those present and those coming up, shouting that celebrated phrase, “Great is Asklepios!” …My mental state was also nearly the same. For there was neither, as it were, conspicuous pleasure nor would you say that it was a human joy. But there was a certain inexplicable contentment, which regarded everything as less than the present moment; so that even when I saw other things, I seemed not to see them. Thus I was wholly with the god (ST 2.21-3). 

Above passage describes how Aristides’ dream vision, which was unreliable due to being a “vision,” in turn was transformed into reality by means of his tactile contact with water, material manifestation of Asklepios. Being still warm from the dream, Aristidies experiences the icy cold river as if in a “pool of gentle and tempered water.” Taking a bath, not only confirms the reality of Aristides’ dream, but also the tactile pleasure overwhelms his sense of vision, since in a state of contentment when he “saw other things” he “seemed not to see them.” The senses that are involved here are both visual and tactile. Aristides’ “mini-pilgrimage” is first of all visual, since it is triggered by a dream vision in which the god appears to Aristides in the form of famous cult statues. This vision moreover initiates Aristides’ bath, and thereby his becoming “wholly with the god.” Seizing upon water as a link between dream and reality as well as visual (Asklepios) and tactile (god’s material manifestation), Aristides is able to experience his bath as a miracle, as unfolding of a dream vision. 

We can then easily find clues in the Aristidies’ dream for the perception of the Koan naiskos in the eyes of an imaginary Asklepian patient. As in Aristidies’ dream, the main subject of the arcuated niche is a cult statue dedicated to Asklepios Caesar Sebastoi, probably referring to Nero, as well as Hygeia and Epione. Syncretism is an important feature common to Aristidies’ god and that of Koan Asklepios. As Aristidies combines the powers of Asklepios and Apolllo, The statue of Xenophon successfully incorporates the Roman emperor, hence the power of the Roman Other within the Asklepios cult together with Hygeia and Epigone. The Roman emperor, as a foreign power successfully blended with many gods in an image. Such a combination not only increases the power of the sculptural image but also its appeal to the worshippers of Roman visitors of Asklepios at Kos.

Prominently placed right next to the stairs leading to the middle terrace, the image of the god must have been efficacious for an Asklepian patient since the confrontation with the direct gaze of the deity, is a key aspect of ancient ritual centered visuality.
 Such confrontation also has prepared the worshipper his or her union with the god through a series of ritual acts. It was a culmination of a ritual process that started at his hometown. 
If, as Aristides, the Koan patient had already dreamed the god who might have triggered the pilgrimage to Koan sanctuary, the appearance of his image would have evoked presence of the god himself as well as proved reality of his journey. Another reminder of Aristides’ dream is the presentation of the Koan image within a “pool of gentle and tempered water” since the statue is placed within a shallow pool. Unlike Aristides, who in his dream upon gods’ order to bathe, had to go to the nearby river to experience his material manifestation, i.e. his reality, the Koan patients were given the opportunity to experience dream being a reality in an instant; they were able to see the image and touch the water imprinted with the image of the Roman emperor, as well as that of Asklepios, Hygeia and Epigone, and to become “wholly with the god” both visually and tactually. Similar to the narrative style of Aristides’ dream, where the reality of his vision is confirmed and completed with the sensual experience of his bath, here the image of god being presented within a pool of water, gave the worshippers chance to complete their visual contact with the god instantly with tactual experience. If the vision was deceptive because of its dream-like quality, the water enabling a tactile contact with the god was the material connection between the worshipper and the god’s reality. If the architecture of Koan sanctuary was healing, this is because it both appealed vision and was made eminently touchable by water.
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