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(Chaturamukha Mandapa or Mandapa with Four Entrances)
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# Location and Territory

at Devaraj Kunchorn Worawiharn

(hereafter referred to as “the Wat”)
is a third-class royal temple of the Worawiharn type,
located at 90 Wachira Phayaban Sub-district, Dusit
District, Bangkok. It is situated on the eastern bank
of the Chao Phraya River, just north of the mouth of
the Phadung Krung Kasem Canal.

# Temple Territory

® The temple’s northern boundary is adjacent
to Sri Ayutthaya Road, which curves toward
the Chao Phraya River and the Tha Wasukri
area.

® The southern boundary borders the mouth
of the Phadung Krung Kasem Canal and the
Devaraj Market, operated by the Crown Property
Bureau.

e The eastern boundary is adjacent to Sri Ayutthaya
Road and the Devaraj Market.

® The western boundary faces the Chao Phraya

River.
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The temple occupies an area of 20 rai
(approximately 7.91 acres). It holds an additional
monastery land plot in Wachira Phayaban Sub-district,
Dusit District, Bangkok, with an area of 1 rai, one
ngan, and 94 square wa (approximately 0.59 acres).
This land is recorded under Land Title Deed No. 83902.

& Temple Territory

Wat Devaraj Kunchorn Worawiharn was formerly
known as “Wat Samo Khraeng” and Wat Devaraj
Kunchorn Worawiharn was previously known as “Wat
Samo Khraeng” and was associated with “Wat Samo
Rai,” which is now referred to as Wat Rachathiwat.
This temple was originally established as a community
-based monastery (Wat Rat) during the Ayutthaya
period. The term “Samo Khraeng” has been
interpreted in various ways.

1. His Majesty King Chulalongkorn wrote in
“The Story of Wat Samo Rai, now designated as Wat
Rachathiwat,” that the name was derived from the
Khmer word “Thumo,” meaning “stone.” The Thai
people altered the initial /th/ sound to an /s/ sound,

History of Wat Devaraj Kunchorn Worawibarn 19
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resulting in “Samo”. The word “Khraeng” comes from
the word “Khaeng”, meaning “solid.” Thus, “Thumo
Khraeng” or “Samo Khraeng” can be interpreted as
“solid stone.” Considering the names of nearby
temples, it is evident that their names also derive
from the Khmer language, such as Wat Samo Rai
and Wat Khema

2. The book “Temple History throughout the
Kingdom, Volume 1,” published by the Department
of Religious Affairs, states that the name “Samo
Khraeng” originated from the Samo tree (Myrobalan),
which had grown old and weathered over time.
As a result, it was called “Samo Rong Raeng” (meaning
“weathered Samo”) and later evolved into “Samo
Khraeng.

3. Ajarn Boontuen Srivorapot stated that the
word “Samo” refers to the Myrobalan tree, while
“Khraeng” means “gorgeous,” as in the phrase “Chai
Khraeng.” Therefore, Wat Samo Khraeng may refer
to an area where Myrobalan trees grew beautifully,
in contrast to Wat Samo Rai, where the Myrobalan
trees grew in straight rows.

The early history of the temple’s construction
remains unclear. The temple’s primary religious
structure was originally the ubosot (ordination hall),
which faced east. Later, during the Rattanakosin
period, when King Phra Phutthayotfa Chulalok the
Great (Rama ) established the Rattanakosin Kingdom,
he ordered the restoration of temples in the city area
(Phra Nakhon). Evidence of this temple’s restoration
is found in the Royal Chronicle of the Rattanakosin
Kingdom, Reign of King Rama | by Chao Phraya
Thiphakorawong, which records that Somdet Phra
Boworaratchao Mahasurasinghanat restored Wat
Mahathat, Wat Tong Pu (Wat Chana Songkhram), Wat
Bot, Wat Bang Lamphu, Wat Samo Khraeng (now Wat
Devaraj Kunchorn Worawiharn), and Wat Som Kliang
(Wat Ratchaphatikaram). It is believed that Somdet
Phra Boworaratchao Mahasurasinghanat rebuilt
the ubosot on the western side of the original one,

the former site of which is now occupied by the Phra
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Mondop Chaturamuk.

When examining the temples renovated
by Somdet Phra Boworaratchao Mahasurasinghanat, it
becomes evident that the locations of Samo Khraeng
Temple and the other temples were situated in the
northern part of the city (Phra Nakhon). This northern
area was under the jurisdiction of the Royal Front
Palace (Wang Na), which was responsible for protecting
the city. Somdet Phra Chao Boromawongthoe Krom
Phraya Damrong Rachanuphap wrote about the
division of territories between the Grand Palace and
the Front Palace, stating that...

“The defense of the newly established city
(Phra Nakhon) was organized like that of the
Ayutthaya period, using the area surrounding the
Royal Palace to allocate responsibilities: the Royal
Palace forces guarded the southern side, while the
Front Palace (Wang Na) battalions guarded the
northern side. Their patrols converged at Samranrat
Gate (the Ghost Gate or Pratu Phee). The local
administration of Phra Nakhon was also divided into
the Royal Palace District (Wang Luang) and the Front
Palace District (Wang Na), following this division until
the later reigns. This system was abolished during
the reign of King Rama V.”

Later, Prince Krom Luang Phitak Montri, the
son of Prince Krom Phra Srisudarak, the elder sister
of King Rama |, undertook further restoration work;
however, no evidence or details of this restoration
have been found. It is assumed that the restoration
took place between 2346 B.E. (1803 C.E.), the year
Somdet Phra Boworaratchao Mahasurasinghanat
passed away, and around 2365 B.E. (1822 C.E.),
the year Prince Krom Luang Phitak Montri passed
away.

During the reign of King Phra Phutthaloetla
Naphalai (Rama IlI), Wat Samo Khraeng served
as a cremation site for nobles associated with the
Royal Front Palace (Wang Na). The temple’s location
outside the city walls of Phra Nakhon placed it under

the jurisdiction of the Royal Front Palace. According

History of Wat Devaraj Kunchorn Worawibarn 21
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to Royal Order No. 2, issued in the Chula Sakarat
year 1183 (corresponding to 2364 B.E.), His Majesty
graciously granted permission for the cremation of
Chamuen Chong Khwa, a nobleman who served in
the Department of Royal Scribes under the Royal
Front Palace. This event took place on the fifth day
of the waning moon of the fifth lunar month, 2364
B.E., with the royal order stating that...

“Since Phraya Than received the royal command,
His Majesty graciously ordered him to escort the body
of Chamuen Chong Khwa—who resided at Khlong
Bang Lamphu, in the house of Phra Arlak at the Royal
Front Palace (Wang Na)—to the cremation pavilion
(meru) at Wat Samo Khraeng on the morning of the
fifth day of the waning moon of the fifth lunar month.
In the afternoon, before the cremation ceremony,
King Rama |l ordered the Department of the Royal
Treasury (Phra Klang Wiset) to issue a royal document
(Phra Satsadee), assigning twenty officers—ten from
the Legal Department (Phan Phut) and ten from the
Royal Guard Department (Phan Theppharat)—to
retrieve the body by a barge sent to Chamuen Chong
Khwa'’s residence.”

During the reign of King Nangklao (Rama
l1), Wat Samo Khraeng was once again restored
and repaired. According to the Royal Chronicles of
Rattanakosin, Reign of King Rama Ill, by Chao
Phraya Thiphakorawong, ‘Krom Muen Phithak Thewet
restored Wat Samo Khraeng...’

The restoration of Wat Samo Khraeng is
believed to have occurred in the Buddhist Era year
2392 (1849 CE), based on evidence found in the
Rang Sattra manuscript, part of the archival records
of King Rama Ill. This document indicates that
Chao Phraya Chakri issued official orders to Phraya
Phitsanulok, Phraya Sawankhalok, Phraya Sukhothai,
Phraya Phichai, Phraya Phichit, Phraya Kamphaeng
Phet, Phraya Tak, Phraya Nakhon Sawan, and Phraya
Thoen, directing them to mobilize labor for cutting
teak logs needed for the repair of Wat Mahathat,
Wat Phrom Surin, and Wat Samo Khraeng. The
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restoration of Wat Samo Khraeng was deemed
necessary because the original ordination hall
(ubosot) was insufficient in size to accommodate
monastic ceremonies. Consequently, royal permission
was granted to expand the ubosot, as documented
in the aforementioned manuscript.

Chao Phraya Chakri’s dispatches were
delivered to the governors of the cities of Phitsanulok,
Sawankhalok, Sukhothai, Phichai, Phichit, Kamphaeng
Phet, Tak, Nakhon Sawan, and Thoen Thaburi.

His Majesty graciously commanded that Wat
Mahathat, a royal monastery built in an earlier
period, had its ubosot and wihan—both constructed
of wood—deteriorated and fallen into ruin. Similarly,
the ubosots at Wat Phrom Surin and Wat Samo
Khraeng were too narrow and small to accommodate
the monks’ ecclesiastical functions. Out of royal
piety, His Majesty graciously ordered the restoration
of the ubosot and wiharn at Wat Mahathat, and the
expansion of the ubosots at Wat Phrom Surin and
Wat Samo Khraeng to make them larger and more
spacious.

The supervisors and forepersons were
consistently engaged in the temple construction
each day, and the walls of the ubosot were nearly
completed. However, they needed a teak log to
craft a rafter measuring six wa lengths. The rafters
previously assigned for cutting by the provincial
governors were delivered only in lengths of five wa,
making them unusable. The timber deliveries
were also incomplete—many logs, both tribute
wood and conscripted wood, were still outstanding.

There were plans to issue an official order to
the provincial governors and royal officials—including
Phra, Luang, Khun, Muen, and the outer military units
(Kong Nok)—to cut and deliver teak and ironwood
logs. However, it was noted that during the sixth
and ninth lunar months of this Raka Eka Sok year,
a widespread outbreak of fever occurred, leading to
numerous deaths among the population across the

kingdom.
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Now that the fever had subsided in Bangkok and
the northern provinces, His Majesty graciously ordered
the tax officer to use royal funds to purchase teak logs
from local suppliers in Bangkok. However, the amount
acquired was insufficient for the temple construction.
Therefore, His Majesty appointed Khun Thepphakdi
and Luang Rithamat from Tak, Kamphaeng Phet, and
Thoen Thaburi; Muen Wiset Akson from Sawankhalok
and Sukhothai; and Khun Phinit Akson, a royal scribe,
from Phichit, Phitsanulok, Phichai, and Nakhon Sawan
to carry a royal edict sealed with the royal stamp,
urgently instructing the governors, royal officials, phra,
luang, khun, muen, nai kong, and nai muat to agree
upon and take action in arranging the delivery of
tribute timber and conscripted wood. This included
the tribute scheduled for the Years of the Horse (Mameha
Atthasok), Goat (Mamen Nopphasok), Monkey (Wok
Samritthisok), and Rooster (Raka Ekasok), along with
silver, gold, and other tributes, all of which were to
be sent to by the 1st or 2nd lunar month of the
Raka Eka Sok year. As for the rafters, the governors
were instructed to arrange for the delivery of logs
measuring 6 wa in length, with a girth of 11 to 12
kam (handspans), from every province to be used
in the temple construction. Under no circumstances
were short or undersized rafters to be sent, as had
occurred previously. However, for smaller decorative
elements, such as lamyong (eaves brackets), chofa
(finial apex), bai raka (gable-edge ornaments resem-
bling Naga fins), and door panels, teak or tabak
wood was not to be used. They were also ordered
to deliver ironwood (mai tabak) according to previ-
ous royal commands and to expedite the delivery
of all tribute and conscripted wood to meet the full
required amount. No remaining tribute teak logs or
conscripted logs were to be left outstanding, as had
happened in the past. Should any provincial governor,
military officer, or commander from any outer district
neglect their duty and fail to deliver the complete
qguota of timber and tributes, both the overseeing

royal envoy and the responsible officials would face
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severe punishment.

The letter was issued on the sixth day of the
eleventh lunar month in the Raka year (Eka Sok). Phra
Sri Sena reviewed and annotated the draft edict on
the morning of the eleventh day of the same lunar
month. Later, Chao Khun Phraya Ratchasuphawadi,
Chao Khun Ton Chueak, and the governor at the
Hall of Judges (Sala Luk Khun) read the draft and
decreed that it be written and finalized according to
its contents.”

In addition, there is anecdotal evidence
concerning Wat Samo Khraeng during King Rama
l1I’s reign. Captain Sawat Chantani mentioned in his
book Tales of the Farmers, based on accounts told by
Luang Woraphak Phuban, that King Nangklao (Rama
lI) had learned of a large golden Buddha image in
Ayutthaya. His Majesty graciously ordered Krom Muen
Phithak Thewet (his noble title then) to retrieve and
enshrine the image, as recorded in the narrative.

“Krom Muen Phithak Thewet, the King’s

younger brother (Phra Anucha), was entrusted with
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bringing the large Buddha image to be enshrined
in the capital, Phra Nakhon. He commissioned
the construction of a raft to transport the image
downriver. However, when the raft reached the mouth
of Thewet Canal, it became inexplicably heavy, and
despite many attempts to pull it forward, it would
not move toward the floating pavilion. As a result,
His Majesty graciously ordered Krom Muen Phithak
Thewet to build a temple at that location. That
temple became known as Wat Samo Khraeng”.

However, according to Prince Damrong
Rajanubhab, the origin of this Buddha image is
recorded differently in Sarn Somdet, Volume 21. He
wrote that, during a visit to present the Kathin robes
at Wat Devaraj Kunchorn Worawiharn, he inquired
about the history of the image. It was said that Prince
Krom Phra Phithak Thewet had brought the Buddha
image from the main wiharn (Wiharn Luang) of Wat
Mahathat in Lopburi.

During the reign of King Mongkut (Rama
IV), Wat Samo Khraeng was given a new name, as
recorded in the Royal Chronicle of the Rattanakosin
Kingdom, Reign of King Rama IV, which states: ‘Wat
Samo Khraeng, built by Krom Phra Phithak Thewet,
was renamed Wat Devaraj Kunchorn. The name refers
to Airavata, the celestial elephant of the god Indra.
The word ‘Kunchorn’ is derived from the original
name of Krom Phra Phithak Thewet, Phra Ong Chao
Kunchorn.

Based on the evidence found in the Royal
Chronicle of the Rattanakosin Kingdom, it appears
that from the reign of King Rama | through to King
Rama lll, Chao Phraya Thiphakorawong referred to this
temple as ‘Wat Samo Khraeng.” However, during the
reign of King Rama |V, when referencing the excavation
of the Phadung Krung Kasem Canal in 2396 B.E.
(1853 CE), the first year of his reign, the temple was
referred to as ‘Wat Devaraj Kunchorn.” As recorded
in the chronicle: ‘His Majesty ordered Chao Phraya
Suriyawong, who was serving as Acting Samuha

Kalahom, to be the chief overseer, and Chao Muen
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Wai Woranat to manage the contracting of Chinese
laborers to excavate an additional section of the
canal—the southern opening extended to the edge
of Wat Kaew Fa, and the northern opening reached
the edge of Wat Devaraj Kunchorn.

From the aforementioned evidence, it can be
concluded that during the reign of King Phra Nangklao
(Rama III), the ubosot of Wat Samo Khraeng was
restored in 2392 B.E. (1849 CE). Later, His Majesty
King Mongkut (Rama IV) bestowed a new name upon
the temple: Wat Devaraj Kunchorn. It corresponds
with a passage at the end of the Royal Chronicle of
the Rattanakosin Kingdom, Reign of King Rama lll,
which states: “Krom Muen Phithak Thewet restored
Wat Samo Khraeng, which was later renamed Wat
Devaraj Kunchorn by King Mongkut.”

After the death of Krom Phra Phithak Thewet
in 2406 B.E. (1863 C.E.), His Highness Prince Singhanat
Rachadurongkharit, his son, undertook additional
restoration work during a later period. Royal relatives
and descendants of the Kunchorn lineage
continued to support and maintain Wat Devaraj
Kunchorn Worawiharn thereafter.

Prince Singhanat Rachadurongkharit, son of
Krom Phra Phithak Thewet, became the patron of
Wat Devaraj Kunchorn Worawiharn, continuing the
legacy of his father. This monastery has long been
associated with the Kunchorn royal lineage. According
to the book Court: Royal Affairs — Official News
Written by Eleven Royals, it is recorded that on
Friday, the first waxing moon of the 12th lunar
month in the Year of the Pig, Saptasok, Chula
Sakarat 1237 (corresponding to 2418 B.E. / 1875 C.E.),
His Majesty King Chulalongkorn boarded the royal
barge Pracham Thawip. He was accompanied by
a royal procession, including the secondary barge
Klip Samut (“Ocean Petal”) and the Bussabok barge
bearing the Kathin robes, named Si Sunthornchai.
The King proceeded to present the royal Kathin robes
at Wat Rakhang Kositaram, Wat Sam Phraya, Wat

Noranartsoontarikaram, and Wat Devaraj Kunchorn
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o 1 Worawiharn. Upon arriving at Wat Devaraj Kunchorn,

His Majesty presented the Kathin robes and graciously
commanded Prince Singhanat Rachadurongkharit to
present additional offerings to the monks.

During the reign of King Vajiravudh (Rama
VI), Wat Devaraj Kunchorn Worawiharn underwent
renovation in 2458 B.E. (1915 C.E.). According to
the Royal Gazette, Volume 32, pages 1433-1434,
dated 26 September 2458 B.E., it was recorded that
Phra Khru Samuh Worakanisornsittikarn withdrew
2,000 baht from a royal fund graciously donated by
His Majesty the King, 4,788 baht and four satang
from the temple’s accrued funds, as provided by the
Ministry of Religious Affairs, and an additional 3,504
baht raised through contributions from members of
the royal family and the general public. The total
amount of 10,292 baht and four satang was allocated
to restore the ubosot (ordination hall), three monks’
residences (kuti), and fourteen internal roads within
the temple grounds.

A recorded account of the occasion when His
Majesty King Chulalongkorn (Rama V) performed a
royal merit-making ceremony by offering the Kathin
robes at Wat Devaraj Kunchorn Worawiharn.

When the ceremony concluded, the chief
abbot donned the robe graciously bestowed by
His Majesty the King. His Majesty then commmanded
Phraya Noranat Phakdi to present the royal offerings.
The chief abbot subsequently chanted a blessing of
gratitude (@anumodana), after which Phra Chantakochorn
offered the final benediction to His Majesty.

Afterward, His Majesty departed from the
ubosot and boarded the royal barge (rua phra) on the
first waning moon of the lunar month. With a retinue
of fifteen, the royal procession departed from Wat
Noranartsoontarikaram. It proceeded to the landing
platform (chanouan) at Wat Devaraj Kunchorn in the
twelfth lunar month, where His Majesty entered the
ubosot.

Mr. Sanit reported to His Majesty the num-

ber of monks residing at the temple: one royal



ecclesiastical dignitary, 3 monks holding junior
ecclesiastical ranks (thananukrom), 8 monks engaged
in scriptural studies (khanthadhura), 9 monks practicing
insight meditation (vipassanadhura), and fifteen
monks assigned to chanting duties—making a total
of 36 monks, 8 more than in the Year of the Pig (Cho
Chosok). His Majesty then graciously presented the
royal Kathin robes, which the monks received following
the same ceremonial procedure as that performed at
Wat Sam Phraya. Phra Thammathesachan presided
over the Kathin ceremony. His Majesty also bestowed
three monastic robes (trai) upon the junior-ranked
monks. After the monks had donned the robes, His
Majesty graciously commanded Prince Singhanat
Durongkharit to present the royal offerings to the
Sangha.

When the ceremony concluded, the monks
chanted a blessing of gratitude (anumodana) and
offered His Majesty the auspicious chant of victory
(Chai Mongkol). Thereafter, His Majesty exited the
ubosot, spoke briefly with government officials, and
descended to board the royal barge. The procession
sailed downstream along the river, and His Majesty
disembarked at Ratworadit Pier. He then returned to

the Grand Palace, arriving around 4 p.m.
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(Phra Buddha Devaraj Patimakorn, the Principal Buddha Image)
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(The Corner Chedis of the Kamphaeng
Kaew, the Sacred Boundary Wall)

(Sema Arches)
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(The Entrance Archways of the Ubosot)
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(The Arched Windows of the Ubosot)
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# Map of the Phutthawat (Sacred Monastic
Zone)

The Phutthawat’s (sacred monastic area) layout
features the ubosot as the principal structure, oriented
toward the south. Behind the ubosot stands the wiharn,
which faces east. On either side of the ubosot are
pavilions (sala) symmetrically flanking the building.

These buildings are enclosed within a sacred
boundary wall (Kamphaeng Kaew) containing five
arched entrances. Two entrances are on the eastern
and western sides, and one entrance is on the southern
side, which serves as the main access to the front of
the ubosot.

A bell-shaped chedi is enshrined at each corner
of the Kamphaeng Kaew (sacred boundary wall).
Architecturally, each chedi rests on a lotus-shaped
base (bua), is elevated on a tall wooden platform,
and is surrounded by a walkway.

The base of the chedi features a lotus-shaped
pedestal with arched recesses carved into the wooden
structure, forming an octagonal plan. Above this is
a tiered base, which supports the bell-shaped body,
which comprises inverted and upright lotus motifs
(bua khwam bua ngai). This section has a vine garland
motif (malai thao) and a bua pak rakang (bell-lip
lotus mold). A prominent raised ridge known as the
“chicken breast line” (sen luk kaeo ok kai) encircles
the midsection, a distinctive feature of bell-shaped
chedis from the Rattanakosin period. Above this are
the successive architectural components: the bell-shaped
dome (rakang), the throne (banlang), the neck rings
(gan plong chanai), the finial rings (plong chanai),
and finally the spire (pli).

The layout featuring chedis at the corners of
the Kamphaeng Kaew (sacred boundary wall) is a
distinctive hallmark of architectural design from the
reign of King Rama Ill. During this period, it was
customary to construct corner chedis—either elaborately
adorned types (Chedi Song kruang), prang-style chedis
(Chedi Song Prang), or Chinese-style chedis (Chedi
Song Tha Jeen)—at the four corners of the boundary
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wall surrounding the ubosot, especially in temples that

were newly established or undergoing restoration. This
architectural concept evolved from an earlier tradition
of placing four chedis at the cardinal points around
a principal chedi, symbolizing Mount Sumeru at the
center of the universe, encircled by the four continents,
by Buddhist cosmology. As the ubosot gradually
replaced the central chedi as the main structure of the
temple, this symbolic layout was adapted: four corner
chedis came to represent the continents surrounding
Mount Sumeru, while the ubosot itself symbolized
either Tavatimsa Heaven or Mount Sumeru.

However, the corner chedis of the Kamphaeng
Kaew (sacred boundary wall) at Wat Devaraj Kunchorn
Worawiharn — constructed in the bell-shaped style
— are believed to have been built during the reign
of King Rama 1V, following the construction of the
ubosot during the reign of King Rama IIl. Before that
period, the preferred style was the indented-corner
chedi (chedi yor mum). In temple architecture, King
Mongkut (Rama IV) revived the bell-shaped chedi,
also known as the Lanka-style chedi. He believed
this form reflected the original stupa design from
when Buddhism was first established on the island
of Lanka (Sri Lanka). The bell-shaped chedi was also
regarded as a traditional form found throughout
earlier Thai capitals. As a result, Lanka-style chedis
were commonly found in temples that King Mongkut
either founded or restored, such as Wat Phra Pathom
Chedi, Wat Ratchapradit Sathit Mahasimaram, and
Wat Bowonniwet Vihara.
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# The Ubosot

The ubosot of Wat Devaraj Kunchorn Worawiharn
measures 17 meters in width and 36 meters in length.
The Phatthasima boundary area spans 25 meters in
width and 43.50 meters in length. It is believed that
the original ubosot was constructed by Somdet Phra
Bowonrat Chao Maha Surasinghanat during the reign
of King Rama |I.

During that period, many temples were
restored by constructing new ubosots in several
monasteries, such as Wat Phra Chetuphon, Wat
Salak (now Wat Mahathat), and Wat Chana
Songkhram. As part of the restoration of Wat
Devaraj Kunchorn Worawiharn — also known as
Wat Samo Kraeng — it is believed that a new ubosot
was constructed, unusually oriented to face south,
which was distinct from most other temples of the
time.

It is assumed that Somdet Phra Bowonrat
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Chao Maha Surasinghanat may have oriented the
ubosot to face the direction of the Phra Ratchawang
Bowon Sathan Mongkhon (Front Palace). Later, during
the reign of King Rama lll, the ubosot was expanded, as
recorded in Thai manuscript No. 115, Chula Sakarat
1211 (equivalent to 2392 B.E.). The document states
the reason as follows: “The ubosot was small and
narrow, insufficient for monks to perform sanghakamma
(monastic rituals). With royal faith in Buddhism, His
Majesty graciously commanded the renovation of the
ubosot and wiharn (assembly hall) at Wat Mahathat.
He ordered the expansion of the ubosots at Wat
Phrom Surin and Wat Samo Kraeng to make them
wider.”

The evidence indicating that the ubosot was
renovated during King Rama III’s reign aligns with its
present architectural form, which reflects the distinctive
style of that period. The ubosot exhibits artistic
features that fall within a category known as a fusion
of traditionalism and royal style (phraratchaniyom).

The roof retains a traditional style that
predates the reign of King Rama lll. It is made of
wooden framework and covered with ceramic tiles,
featuring decorative elements such as chofa (the finial
at the gable apex), bai raka (serrated ornamental trim
along the sloping edges of the gable, symbolizing the
Naga'’s fin), and hang hong (swan-tail ornamentation
at the roof’s edge). The roof of the ubosot at Wat
Devaraj Kunchorn Worawiharn is constructed with
two tiers. The wooden gable is adorned with intricate
carvings in the “ya” pattern, inlaid with colored glass,
lacquered in black, and gilded with gold leaf. The floral
motif used is that of the phutthan (hibiscus mutabilis)
flower. Elements of royal style (phraratchaniyom) are
evident in the structural features of the building,
particularly its grand scale. The structure includes
massive columns supporting the roof, along with
square-sectioned phalai pillars beneath the eaves—an
architectural hallmark of the Rattanakosin period
under King Rama lll.

The archways and window arches of the
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ubosot feature a Ban Thalaeng design, supported by
pairs of pillars. These arches form a a gable-shaped
triangular frame with two tiers. They are adorned
with chofa and bai raka, and hang hong elements are
decorated with gilding and glass mosaics. These
structures are considered symbolic representations
of a royal residence, hidden within the authentic
architecture. The tiered design reflects the elevated
status of royalty and is commonly found in religious
structures that house sacred images or serve as royal
sanctuaries.
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& Sema Arches

The sema arches surrounding the ubosot
of Wat Devaraj Kunchorn Worawiharn feature an
elephant-saddle shape with openings on all four sides,
allowing complete visibility. This design reflects the
evolution of sema arches during the reign of King
Rama Ill. It differs from the late Ayutthaya period,
when howdah-shaped pavilions allowed visibility of
the sema stones from only two sides. This elephant
howdah-shaped pavilion may have been designed
to correspond with the name ‘Kunchorn’ (meaning
‘elephant’) in the title of Prince Krom Phra Phithak

Thewet.
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# Phra Buddha Devaraj Patimakorn

Phra Buddha Devaraj Patimakorn is the
principal Buddha image enshrined in the ubosot
of Wat Devaraj Kunchorn Worawiharn. It depicts
the Buddha in the Mara Vichai (Victory over Mara)
posture. The statue is a cast metal figure, gilded
and lacquered, with a lap width of 4.35 meters and
a height of 4.65 meters from the base to the top of
the flame-like halo. The Buddha image was brought
to be enshrined during King Rama III’s reign. Somdet
Phra Chao Boromwongther Krom Phraya Damrong
Rajanubhab assumed that Phra Boromwongther
Krom Phra Phitak Thewes brought the image from
Wat Mahathat in Mueang Lopburi. This information
appears in a handwritten letter from His Highness
to Somdet Phra Chao Boromwongther Chaofa Krom
Phraya Narisaranuwattiwong, dated March 2, 1941
(B.E. 2484).
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“l went to offer the royal Kathin robe at Wat Devaraj
Kunchorn and noticed that the face of the principal
Buddha image in the ubosot reflected characteristics
of the Dvaravati period, while the body followed
the Rattanakosin style. Upon inquiry, | learned that
Krom Phra Phitak Thewes had brought the head of
the Buddha image from Mueang Lopburi and later
cast the body in Bangkok. | later inspected the site
in Lopburi and found the source was the principal
Buddha image enshrined in the Phra Viharn Luang
of Wat Mahathat. No other temple in the area had
a Buddha image of such a large size.”

Regarding the evidence confirming the casting
of the Buddha image to connect it entirely with the
head, as judged by Somdet Phra Chao Boromwongther
Krom Phraya Damrong Rajanubhab, it appears in a
royal order issued by King Rama Il in 2393 B.E. (C.E.,
1850), document no. 3. The order mentions the
casting of a Buddha image with a lap width of 4
cubits, intended for enshrinement at Wat Samo
Kraeng.

At around 5 p.m., Mr. Pon, the court officer,
and Mr. Jamnian, the defense guard, delivered an
order: Luang Nimit had hired a casting artisan under
the royal command of Krom Muen Inthara Amaret to
cast a Buddha image with a lap-width of 4 cubits for
enshrinement at Wat Samo Kraeng. The order also
instructed the preparation of large bellows for heating
the metal. The Civil Department, the Left Palace
Guard (Wang Sai), and the Right Palace Guard (Wang
Khwa) were each assigned one large bellow, making
a total of two bellows. Five men were assigned to
operate each bellow. The bellows would be set inside
the Grand Palace starting from the morning of the
14th waning day of the eighth lunar month (Uttarasa
zodiac year). In the afternoon of the same day, they
would pour molten metal to cast the Buddha image.
All those conscripted for the task were ordered to
help build and fire up the metal-melting furnace.
Additionally, an order was given to retrieve molds,
covers, and nozzles from Chai Hu, a Chinese
metal-casting artisan, to ensure everything was
ready according to the schedule prescribed by royal

command.
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Krom Muen Intharamaret, the member of the
royal family whose name appeared in the said royal
order as the director of the Buddha image casting,
was originally Phra Ong Chao Chai To, the 41st son
of His Majesty King Phra Phuttha Lertla Naphalai
(King Rama Il) and Chao Chom Manda Liang, a royal
consort. During King Rama III’s reign, His Majesty
elevated him to the rank of Phra Chao Nong Yathoe
Krom Muen Intharamaret. Later, during King Rama
IV’s reign, he was further elevated to Phra Chao Phiya
Thoe Krom Luang Mahisawarintharamaret.

The Buddha image’s characteristics include a
face that retains features typical of the Lopburi period,
around the 19th Buddhist century. The face is rather
square, with eyebrows shaped like wings, wide-open
eyes, and thick lips. Other elements of the image
were renovated during the Rattanakosin period, such
as the creation of small hair curls, a flame-like halo,
and a large Sanghati cloth draped across the center
of the body.

His Majesty King Bhumibol Adulyadej the
Great (Rama IX) graciously conferred the name “Phra
Phuttha Devaraj Patimakorn” upon the principal
Buddha image enshrined in the ubosot on 15 February
2013 (2546 B.E.). Later, on 22 January 2008 (2551
B.E.), His Majesty King Vajiralongkorn, while serving
as His Royal Highness the Crown Prince of Thailand,
graciously presided over the ceremony to install the
royal tiered umbrella atop Phra Phuttha Devaraj
Patimakorn. Subsequently, on 27 July 2009 (2552
B.E.), His Majesty King Vajiralongkorn performed the
sacred lustration ceremony and anointed the royal
decorative sash (sai sangwan) to be offered to Phra
Phuttha Devaraj Patimakorn. On 28 July 2009, the
sash was formally placed upon Phra Phuttha Devaraj

Patimakorn in a religious ceremony.
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# Mural Paintings inside the Ubosot of
Wat Devaraj Kunchorn Worawiharn

The murals within the ordination hall of
Wat Devaraj Kunchorn Worawiharn lack definitive
evidence regarding their date of execution. It is
generally presumed that they were created during
the reigns of King Rama IV to King Rama V, and later
underwent restoration during the reign of King Rama
VI. This assumption is based on the presence of an
image of an airplane embedded within the depiction
of the Bhikkhu meditating on the charnel-ground
contemplations (asubha-kammatthana). It is surmised
that the airplane motifs were incorporated during the
restoration undertaken in the Buddhist Era 2458 (1915
CE), as recorded in detail in the Royal Gazette.

The arrangement of the mural compositions
within the ordination hall of Wat Devaraj Kunchorn
Worawiharn exhibits influences from the royal court

style of painting that was promoted during the reign
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of King Rama V. This stylistic approach differs markedly
from the earlier traditional Thai mural conventions. In
particular, the front gable wall, positioned opposite
the principal Buddha image, was traditionally adorned
with depictions from the Buddha’s biography, most
notably the episode of the Subjugation of Mara.

At this temple, instead of following the
conventional tradition of depicting scenes from the
life of the Buddha or the Jataka tales, the murals
portray the episode of the Buddha’s descent to
Tavatimsa Heaven to deliver a discourse to his mother.
On the lower panels of the drum walls between the
doorways, the story of the Suvannasama Jataka is
illustrated. The wall spaces between the windows are
adorned with scenes representing the contemplation
on the ten stages of Asubha-kammatthana, which

focus on meditation on foulness, as well as the

episode of a monk being attacked by a tiger while
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diligently undertaking spiritual exertion. Behind the
principal Buddha image, the drum wall is painted
with murals depicting the observances and practices
of the Sangha, rather than the usual scene of the
Buddha’s descent from Tavatimsa after preaching to
his mother. The upper ceiling is decorated with gilded
star patterns on a red background.

The major impetus for the transformation
of subject matter and narrative content in mural
paintings during the reign of King Rama IV stemmed
from the influence of Western culture that had
emerged during the reign of King Rama Ill. In
particular, the rise of scientific thought and the
changing cosmological worldview led King Rama IV,
who was then ordained as Phra Vajiranana Bhikkhu,
to initiate reforms in Buddhism. He established the
Dhammayutika Nikaya, emphasizing a return to the
original teachings of the Buddha and strict adherence
to the proper Vinaya discipline.

The characteristics of His reform lay in the rejection
of the doctrinal authority of the Traibhumikatha,
asserting that it was not a foundational Buddhist
teaching but a text composed by monastics at a
later period, falsely claimed to be the Buddha’s word
(Buddhavacana). Furthermore, He sought to reinterpret
the Tipitaka by refocusing attention on the essential
principle of Buddhism — the cessation of suffering
(dukkhanirodha). Within this interpretive framework,
Jataka stories were regarded merely as ordinary moral
tales, devoid of historical factuality. This conceptual
shift had a significant impact on the Buddhist art of
the Dhammayuttika Nikaya, resulting in a transformation
of mural painting content: narratives moved away from
unverifiable mythological accounts toward a more
empirically grounded realism in terms of setting, time,
and human figures — rendering visual representations
more consistent with observable truth.

Upon examining the iconographic elements of
the mural paintings within the ordination hall (ubosot)
of Wat Devaraj Kunchorn Warawiharn, one finds

narrative content that corresponds to the theme of
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Caturarakkha-kammatthana, or the “Four Protective
Meditations.” These refer to meditative practices
(kammatthana) that serve as protective disciplines,
preserving the practitioner’s mind in tranquility and
restraint. The four comprise: Buddhanussati (recollection
of the Buddha), metta (loving-kindness), asubha
(contemplation of repulsiveness), and maranassati
(mindfulness of death). This doctrinal framework is
rooted in the Caturarakkha scripture, which is believed
to have been composed in Sri Lanka between the
10th and 15th centuries of the Buddhist Era (circa
5th-10th CE).

This scripture gained widespread popularity
in Sri Lanka and subsequently spread throughout
Southeast Asia. In Thailand, it was highly esteemed
both in the Lanna Kingdom and the Central region,
as evidenced by the Caturarakkha manuscripts
inscribed on palm leaves using the Lanna Dhamma
script, as well as the Caturarakkha chants found in
the indigenous Northern Thai chanting manuals. In
the Central region, during the reign of King Rama
[, a Caturarakkha manuscript was composed on
palm leaves in the Khmer script and enshrined at
the Scripture Hall within the Temple of the Emerald
Buddha. Later, King Mongkut (Rama IV) translated
the teachings of the Caturarakkha Kammatthana into
Thai, which were compiled into his royal composition
entitled “The Four Protective Meditations” (Arakkha
Kammatthana 4). His translation includes an
exposition of the fundamental principles underlying
the development of these protective meditations, as

seen in the following excerpt:

Namatthu

Buddhanussati, Metta ca Asubham, Maranassati

Sugatassa

lcchima Caturarakkha Katabba ca Vipassana

Let a bhikkhu diligently cultivate the Four
Protective Meditations (Caturarakkha-kammatthana),
namely: Buddhanussati — the recollection of the

sublime qualities of the Buddha; Metta — the radiation
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of boundless loving-kindness toward all sentient
beings; Asubha — the contemplation of the body
as impure and unattractive by nature; Maranassati
— the constant mindfulness of the inevitability of
death.

When considering the meaning and classification
of the Four Protective Meditations (Caturarakkha-
kammatthana) as symbolically depicted in the mural
paintings of the ordination hall (ubosot) at Wat
Devaraj Kunchorn Worawiharn, the analysis may be
presented as follows:

1. The principal Buddha image, Phra Phuttha
Thewarat Patimakorn, enshrined in the ordination hall
(ubosot), along with the mural paintings depicting the
Buddha’s descent from the Tavatimsa Heaven after
delivering a discourse to his mother by expounding the
Sattapakarana Abhidhamma — the seven treatises of
the Abhidhamma Pitaka — symbolize the Protective
Meditation known as Buddhanussati (Recollection of
the Buddha).

2. The mural narrative of the Suvannasama
Jataka,

Metta Parami (the Perfection of Loving-kindness),

recounting the Bodhisatta’s perfection of

represents the Protective Meditation classified as
Metta (Loving-kindness).

3. The mural depictions of the Ten Contemplations
on the Impurities of the Body (Asubha-kammatthana)
convey the Protective Meditations of both Asubha
(Contemplation on the Foulness of the Body) and
Maranasati (Mindfulness of Death).

4. The mural illustrating the story of a tiger
attacking a monk symbolizes the Protective Meditation

of Maranasati (Mindfulness of Death).

# The mural paintings depicting the Catur-
arakkha-kammatthana (the Four Protective
Meditations) in the ordination hall of Wat
Devaraj Kunchorn Worawiharn

On the drum wall, or the front gable wall
facing the principal Buddha image, a mural depicts
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(The Buddha’s Visit to Tavatimsa Heaven to Teach His Mother)
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the episode from the Buddha’s biography in which
He ascends to the Tavatimsa Heaven to deliver a
discourse to His mother. The lower wall section,
between the door panels, features a painting of the
Suvannasama Jataka, one of the stories from the
Jataka tales.

The mural scene depicting the Buddha’s
descent to teach His mother portrays an episode
from the Buddhacarita (Life of the Buddha) in which,
following the performance of the Yamaka-patihariya
(The Twin Miracle), the Buddha ascended to the
Tavatimsa Heaven and remained there for a period of
three months to deliver a discourse to His mother, in
accordance with Buddhist tradition. This meritorious
act served as a gesture of filial gratitude — repaying
the debt of nurture and the mother’s milk. At that
time, the Buddha’s mother had been reborn as a
male deity in the Tusita Heaven, bearing the name
‘Sirimahamaya Devaputta’. Sakka (Indra), the king of
the gods, respectfully invited her to descend to the
Tavatimsa realm in order to receive the Dharma. Upon
listening to the Blessed One’s discourse, the Buddha’s
mother attained the fruit of Sotapatti (stream-entry),
thereby becoming a noble disciple (ariya-puggala).

In the Phra Pathom Somphothikatha (The
Primary Account of the Buddha’s Enlightenment),
composed by His Royal Highness Prince Paramanuchit
Chinorot, detailed accounts of the Buddha'’s delivery
of the Dharma discourse are recorded as follows:

“The Blessed One, the Supreme Enlightened
Buddha, appointed His mother as the presiding
figure among all the celestial beings. He then
proceeded to expound the Abhidhamma teachings
— commensurate with the exalted level of wisdom
and spiritual perfections of His mother — beginning
with the Abhidhammatthasangaha, starting from the
opening formula: “Kusala dhamma, akusala dhamma,
abyakata dhamma” (wholesome states, unwholesome
states, indeterminate states), which form the matika
(matrix or doctrinal outline) of the Abhidhamma. He

then elucidated the teachings in systematic divisions
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(Sakka or Indra, together with the assembly
of celestial beings, came to attend upon the
Buddha.)

through the four sections (khandhas), namely :
Cittavibhangakanda - the section on the classification
of consciousness, Rupavibhangakanda - the section
on the classification of matter, Nikkheparasikakanda
- the section on abstract presentation, and
Atthuddharakanda - the section on definitions and
summaries.

These were adorned with thirteen recitation
cycles and composed of 1,300 dhamma units.
The Buddha taught for twelve consecutive days,
during which approximately seven hundred million
(7 koti) deities attained the Noble Path and Fruition
(magga-phala). Thereafter, the Exalted One continued
with the discourse on the Vibhanga Pitaka, analytically
expounding the eighteen sections, namely

® Khandhavibhanga - analysis of the aggregates,

® Ayatanavibhanga - analysis of the sense bases,
Dhatuvibhanga - analysis of elements,
Saccavibhanga - analysis of truths,
Indriyavibhanga - analysis of faculties,

Paccayakaravibhanga - analysis of conditions,

Satipatthanavibhanga - analysis of the

foundations of mindfulness,

e Sammappadhanavibhanga - analysis of the right
efforts,

e lddhipadavibhanga - analysis of the bases of
spiritual power,

e Bojjhangavibhanga - analysis of the factors of
enlightenment,

e Maggavibhanga - analysis of the path,

® Jhanavibhanga - analysis of meditative absorptions,

e Appamannavibhanga - analysis of the boundless
states,

e Sikkhapadavibhanga - analysis of training rules,

® PFatisambhidavibhanga - analysis of discriminative
knowledge,

® Nanavibhanga - analysis of knowledge,

e Khuddakavatthuvibhanga - analysis of minor
topics,

e Dhamma-hadayavatthuvibhanga - analysis of the

core of dhamma.
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This teaching was adorned with twenty-five
recitation cycles and composed of 6,500 dhamma
units. Over the course of another twelve days, another
seven hundred million deities attained realization of
the Path and Fruition. Approximately seventy million
celestial beings attained the Noble Path and Fruition
(magga-phala).

Thereafter, the Buddha proceeded to deliver
the discourse on the Dhatukatha-pitaka (the Book
of Discussions on Elements). This treatise was
expounded through fourteen analytical topics,
beginning with Sangaho (inclusion) and Asangaho
(exclusion), among others. The exposition was
organized into six recitations, comprising 7,000
dhamma portions, and was taught continuously 6
days until its completion. Approximately sixty million
celestial beings attained the Noble Path and Fruition
(magga-phala).

Thereafter, the Buddha proceeded to deliver
the discourse on the Puggalapannatti-pitaka (the
Book of Designations of Individuals). This treatise was
expounded through six designative classifications,
namely: Khandha-pannaatti — designation based on
aggregates, Ayatana-pannatti — designation based
on sense bases, Dhatu-pannatti — designation based
on elements, Sacca-pannatti — designation based
on truths, Indriya-pannatti — designation based on
faculties, and Puggala-pannatti — designation based
on individuals. The exposition was arranged into six
recitations, encompassing 5,600 dhamma portions,
and was delivered continuously over six days until
its completion. Approximately sixty million celestial
beings attained the Noble Path and Fruition
(magga-phala).

Thereafter, the Buddha proceeded to deliver
the discourse on the Kathavatthu-pitaka (the Book
of Points of Controversy). This treatise was compiled
by classifying five hundred theses from the Theravada
tradition (saka-vada) and five hundred counter-theses
from opposing schools (para-vada), forming a collection

of one thousand debated points in total. The
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exposition was arranged into twenty-five recitations,
comprising 8,000 dhamma portions, and was delivered
over a span of thirteen days until its completion.
Approximately seventy million celestial beings
attained the Noble Path and Fruition (magga-phala).

Thereafter, the Buddha proceeded to deliver the
discourse on the Yamaka-pitaka (The Book of Pairs).
This treatise was classified into ten pairs (yamakas),
beginning with the Mula-Yamaka (The Root Pair) and
concluding with the Dhamma-Yamaka (The Dhamma
Pair). The exposition was adorned with twenty-four
recitations, comprising 4,200 dhamma portions. The
discourse was delivered continuously over a span of
eighteen days until its completion, during which
approximately seventy million celestial beings attained
the Noble Path and Fruition (magga-phala).

The discourse was delivered continuously over
a span of eighteen days until its completion, during
which approximately seventy million celestial beings
attained the Noble Path and Fruition (magga-phala).
Thereafter, the Buddha proceeded to deliver the
discourse on the Sammanta Mahapatthana Anantanaya
Pitaka (the Infinite Modes of the Great Conditional
Relations). This treatise was expounded through
an analytical framework of twenty-four conditional
relations (paccayas), beginning with root condition
(hetu-paccaya) and concluding with non-disappearance
condition (avigata-paccaya).

The Buddha then delivered the exposition of
the analytical method known as the Tika-Patthana
(Conditional Relations by Triads), consisting of twenty-two
triads (tikas), beginning with the Kusala-tika (the triad
of wholesome phenomena). He next expounded the
classification known as the Duka-Patthana (Conditional
Relations by Dyads), which includes one hundred
dyads (dukas), beginning with the Sarana-duka (the
dyad concerning the refuges). Following that, the
Buddha delivered the discourse combining the twenty-two
triads with the one hundred dyads, which is designated
as the Duka-Tika-Patthana (Conditional Relations by
Dyads and Triads).
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The Buddha then delivered the discourse
wherein each of the one hundred dyads (dukas) was
integrated with the twenty-two triads (tikas), which
is designated as the Tika-Duka-Patthana (Conditional
Relations of Triads within Dyads). Subsequently,
he expounded the integration wherein the triads
were interchangeably and interdependently combined
among themselves, which is called the Tika-Tika-
Patthana (Conditional Relations of Triads within
Triads). He then delivered the exposition wherein the
dyads were interchangeably and interdependently
combined among themselves, designated as the

Duka-Duka-Patthana (Conditional Relations of Dy-
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(Upon the Pandukambala stone throne of Indra, a ritual table is placed in front, bearing four
offering trays or phan phum and three ceremonial candles. Just beyond this stands a large
candle rail.)
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ads within Dyads). Altogether, these constitute the
Anuloma-Patthana — the Conditional Relations in
direct order (anuloma) — comprising six distinct
modes of exposition.

The Blessed One then expounded the reverse
order (patiloma-patthana), which comprises
Six aspects; the direct sequential order
(anuloma-paccaniya-patthana), which likewise

comprises six aspects; and the sequential-direct order
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(paccaniya -anuloma-patthana), also comprising
six aspects. Thereafter, all were succinctly
summarized and systematically classified into the
following categories: the sensual-sphere phenomena
(kamavacara-dhamma) are of such quantity, the
form-sphere phenomena (rupavacara-dhamma) are
of such quantity, the formless-sphere phenomena
(arupavacara-dhamma) are of such quantity, the
determinate phenomena (pariyapanna-dhamma)
are of such quantity, the indeterminate phenomena
(aparicchinna-dhamma) are of such quantity, the
mundane phenomena (lokiya-dhamma) are of
such quantity, and the

supramundane phenomena (lokuttara-dhamma) are
of such quantity.

Only the Tika Patthana, only the Duka
Patthana, only the Tika-Duka Patthana, only the
Duka-Tika Patthana, only the Tika-Tika Patthana,
only the Duka-Duka Patthana — thus was the
Abhidhamma Pitaka adorned with the twenty-fourfold
Samantapatthana in this manner, indeed.

In the Sammanta Mahapatthana Anantanaya
-pitaka (the Great Treatise of Infinite Modes in the
Comprehensive Conditional Relations), the exposition
was adorned with one hundred and eighty-two
recitations, comprising 9,400 dhamma portions, and
was delivered over 23 days until its completion. During
this discourse, approximately four billion (forty kotis)
celestial beings attained the Noble Path and Fruition
(magga-phala). If one were to calculate from the
beginning of the Dhammasangani-pitaka (the Book
of Classification of Dhammas) up to the Sammanta
Mahapatthana, the total number of celestial
beings who realized the Dhamma and attained
the Noble Path (dhammabhisamaya) amounts to
eighty billion (eighty kotis) in all.”

Abhidhamma means “the sublime doctrine” or
“the higher teaching.” It is the Dhamma expounded
by the Buddha to his mother and is regarded as one
of the principal divisions of the Abhidhamma Pitaka.

This section systematically compiles the Buddha’s
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teachings on doctrinal principles in an analytical form,
dealing with ultimate realities (paramattha-dhammas)
—truths that are absolute and unchanging, each retaining
its own intrinsic nature. These consist of four categories:
Consciousness (citta), Mental factors (cetasika), Matter
(rupa), and Nibbana. The Abhidhamma comprises
42,000 Dhamma units (dhammakkhandhas) and is
divided into seven canonical treatises, known as the
Seven Books of the Abhidhamma (Sattapakarana
Abhidhamma), namely:

1. Dhammasangani (Enumeration of Dhammas)
— Presents the principal categories of Dhamma and
forms the foundational framework of Abhidhamma
analysis.

2. Vibhanga (The Book of Analysis) — Offers
detailed examination of eighteen key doctrinal topics.

3. Dhatukatha (Discourse on Elements)
— Integrates content from the Vibhanga and the
matika (matrices) of the Dhammasangani to classify
phenomena into threefold systems.

4. Puggalapannatti (Designation of Individuals)
— Defines and classifies individuals according to
physical and mental characteristics.

5. Kathavatthu (Points of Controversy) — Composed
by Moggaliputtatissa Thera, the presiding elder of the
Third Buddhist Council, to refute heretical views and
resolve doctrinal disputes among various Buddhist
sects.

6. Yamaka (The Book of Pairs) — Structured
in a method of paired questions and answers to
examine the nature of reality across ten topics.

7. Patthana (The Great Treatise or Mahapakarana)
— Explores conditional relations among phenomena,
based on twenty-four types of conditionality (paccaya),
and is considered the culminating and most profound
text of the Abhidhamma Pitaka.

The mural painting in the ordination hall (ubosot)
of Wat Devaraj Kunchorn Warawiharn depicts the
Buddha’s descent and residence in the Tavatimsa
Heaven, situated above the summit of Mount Sumeru.

The artist employed a sintao line in the “Lai Hor”
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(King Piliyakkha, upon seeing Suvannasama,
loosed an arrow and shot him.)

pattern, a ribbon-like decorative motif influenced by
Chinese art introduced during the reign of King Rama
[Il. This painted band demarcates the celestial scene
from the background sky. The Buddha is shown seated
within the Phra Phai Chayon celestial pavilion upon
the Pandukambala stone throne of Indra. In front of
Him stands a ritual table bearing four phan phum
(flower trays) and three ceremonial candles, followed
by a large candle rail. On either side of the central
figure, there are three rows of deities in attendance. To
the left of the Buddha, Sakka (Indra) is depicted sitting
in veneration, surrounded by a retinue of deities from
Tavatimsa Heaven. To the right of the Buddha, the
celestial being Sirimahamaya Devaputta is enthroned
on a platform elevated above all other deities — as
described in the Pathamasambodhi-katha, where he
is said to be “the presiding chief of the entire celestial
assembly.”

The scene depicting the Buddha’s descent to
the Tavatimsa Heaven to teach the Abhidhamma to
his mother signifies the profound reverence given to
the Abhidhamma Pitaka, which is regarded as the
supreme category of the Buddha’s teachings. Murals
of this nature exemplify the doctrinal importance
of the Abhidhamma and are typically found in temples
established during the reign of King Mongkut (King
Rama IV), such as Wat Thong Noppakhun and Wat
Maha Phruettharam.

A painted cabinet containing the Tipitaka
palm-leaf manuscripts appears on the wall directly
opposite the principal Buddha image. Although the
mural at Wat Devaraj Kunchorn Warawiharn portrays
the scene of the Buddha expounding the Dhamma
to His mother in Tavatimsa Heaven, it simultaneously
reflects the doctrinal view that emphasizes the
significance of the Abhidhamma — the highest
category of the Buddha’s teachings.

The Suvannasama Jataka is depicted on the
lower wall section between the front door panels
of the ordination hall. The scene illustrates a forest

hermitage, where the trees are painted using a
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brush-dabbing technique to create clumped foliage,
and the mountains are rendered with contour lines
and shaded edges to produce depth and dimension.
In the upper left of the composition, Suvannasama
is shown surrounded by a herd of deer, just as the
arrow approaches him — shot by King Piliyakkha,
who is portrayed as the archer. In the center of the
scene, the king is depicted carrying a water pot on his
way to the hermitage. In the lower right, the hermit
Dukulapandita and his wife Lady Parika are shown
waiting in sorrowful anticipation for Suvannasama to
return at the entrance to the hermitage.

King Piliyakkha is depicted carrying a water
vessel, about to offer service and care to Suvannasa-
ma. The costumes of the figures in the painting follow
the conventions of traditional Thai mural art, with the
king adorned in royal regalia, typical of depictions of
monarchs. The postures are rendered in accordance
with classical Thai dance gestures (natalakkhana), as
can be observed in King Piliyakkha’s dramatic archery
pose.

The tale of Suvannasama is the 540th Jataka
in the Atthakatha-Nidana Jataka and constitutes the
third story within the Mahanipata or Dasajati Jataka
(the Ten Great Birth Stories of the Buddha). In brief,
the narrative recounts that the Bodhisatta was reborn
as the boy Suvannasama, the son of the ascetic
Dukula and Lady Parika, the daughter of a hunter.
After their marriage, Dukula and Parika renounced
the household life, ordaining as an ascetic (tapas)
and a female ascetic (tapasini), and lived together
in a hermitage deep within the forest.

While the two ascetics ventured into the forest
to gather fruits, they were caught in a sudden
rainstorm and sought shelter beneath the branches
of a tree growing atop a termite mound. As the rain
washed away their sweat, it dripped onto the nose
of a malevolent serpent dwelling within the mound.
Enraged, the serpent spewed its venom, which struck
the eyes of both the ascetic and the asceticess,

rendering them completely blind.
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Suvannasama thus devoted himself to the care
of his blind parents, continually providing for them
by gathering fruits and other necessities. One day,
while Suvannasama had gone to fetch water, King
Piliyakkha, who was at that time engaged in a royal
hunting expedition, caught sight of Suvannasama
standing amidst a multitude of forest animals that
followed him peacefully.

The king wondered whether the figure he
beheld was a human being or a celestial being. Fearing
that if he approached to inquire, Suvannasama
might flee from him, the king resolved to shoot
instead.

Thus, the king concealed himself within a
thicket and released a poisoned arrow at Suvannasama,
wounding him grievously. Yet Suvannasama harbored
no anger; instead, he extended a heart of loving-kindness
toward King Piliyakkha. With great gentleness, he
recited a verse and respectfully questioned the king.

“Who, indeed, has shot me — one who was
heedless, having neglected to cultivate a heart of
loving-kindness?

Was it a king, or a commoner, or some bearer
of a water vessel, who, while concealing himself, has
loosed an arrow at me?

My flesh is not sought after by men for food,
nor is there any need among others for the hide of
my body.

Under such circumstances, why did this man
shoot me, without first reflecting on whether any true
benefit would arise?

Who are you, good sir? Whose son are you?
How shall | come to know you?

| ask you — reveal yourself to mel!

Why, having wounded me, do you now hide yourself?”

Upon hearing these words, King Piliyakkha
reflected thus: “This man, whom | have struck down
with a poisoned arrow, even as he lies fallen, does not
revile me nor utter any word of blame. Instead, he
calls out to me with words so gentle and endearing,

as if they touch the very core of my heart. | shall
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go to him.” Thus, King Piliyakkha emerged from the
thicket and approached Suvannasama. He engaged
in conversation with the young ascetic and, having
learned the full story, was filled with remorse. The
king then resolved to care for Suvannasama’s blind
parents in his stead.

King Piliyakkha thus took up the water vessel
and proceeded to the hermitage. There, he confessed
to the ascetic and the asceticess that he himself
was the one who had shot Suvannasama, causing
his death. Through the power of Suvannasama’s
boundless loving-kindness, the celestial goddess
Pasundhari descended to revive Suvannasama.
Furthermore, by that same miraculous virtue, his
blind parents regained their sight and saw clearly
once again.

Suvannasama then delivered a sermon to King
Piliyakkha, exhorting him to steadfastly uphold the
Dasa-raja-dhamma (the Ten Royal Virtues). The king
thus practiced generosity and observed moral precepts.
Upon his death, he was reborn and enjoyed celestial
bliss in the heavenly realms. As for Suvannasama, he
continued to care for his blind parents, and after his
passing, he was reborn in the Brahma world.

Suvannasama’s act of forgiveness and his
refusal to respond with anger represent the perfection
of loving-kindness in its highest form. The depiction
of the Suvannasama Jataka as the sole narrative
illustrated in the mural paintings within the ordination
hall of Wat Devaraj Kunchorn Worawiharn conveys
the profound meaning of loving-kindness according
to the principle of the Four Protective Meditations,
which instructs monks to diligently cultivate loving
-kindness — that is, to radiate goodwill toward all
sentient beings.

On the wall spaces between the windows to
the left and right of the principal Buddha image are
murals depicting the themes of Asubha-kammatthana
and the story of a monk being attacked by a tiger
while undertaking strenuous practice. In the section

concerning Asubha-kammatthana, the meditation



practice involves contemplation of a corpse as the
meditation object, which constitutes one aspect of
the Four Protective Meditations. His Majesty King
Mongkut (Rama IV) composed a royal treatise regarding
the method of contemplating asubha, outlining the
procedure as follows:

“..When one is about to cultivate the
meditation on the foulness of the body (asubha-
bhavana), one begins thus: ‘Ayam kho me kayo
uddham padatalam adho kesamatthakam
tacapariyanto puro nanappakarassa asucino’ —‘Indeed,
this is my body, from the soles of the feet upward
and from the crown of the head downward, enclosed
by skin and full of various kinds of impurity.” ‘Atthi
imasmim kaye” — ‘There exist in this body’: kesa (hairs
of the head), loma (hairs of the body), nakha (nails),
danta (teeth), taco (skin), mamsam (flesh), naharu
(sinews), atthi (bones), atthiminjam (bone marrow),
vakkam (spleen), hadayam (heart), yakanam (liver),
kilomakam (pleura), pihakam (kidneys), papphasam
(lungs), antam (large intestines), anantam (small
intestines and their membranes), udariyam (contents
of the stomach), karisam (feces), pittam (bile),
semham (phlegm), pubbo (pus), lohitam (blood), sedo
(sweat), medo (fat), assu (tears), vasa (oil), khelo
(saliva), singhanika (nasal mucus), lasika (synovial
fluid), muttam (urine). ‘Esayam me kayo uddham
padatalam adho kesamatthakam tacapariyanto puro
nanappakarassa asucino’ — ‘Such indeed is this body
of mine: from the soles of the feet upward and from
the crown of the head downward, bounded by skin
and filled with manifold kinds of impurity.’...”

The modes of contemplating Asubha-
kammatthana (meditation on the foulness or
repulsiveness of the body) are categorized into ten
methods, as recorded in the Visuddhimagga (“The
Path of Purification”), a seminal exegetical treatise
on Theravada Buddhism authored in Sri Lanka by
the Elder Buddhaghosa Thera, a monk from the In-
dian subcontinent. The Visuddhimagga is regarded

as one of the most authoritative and pivotal texts
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in the Theravada Buddhist tradition. The visual representation of its contents in the form of mural paintings

has been attested since the Ayutthaya, Thonburi, and Rattanakosin periods. These depictions appear in
various forms, such as illustrated manuscripts from the Ayutthaya period, mural paintings on the eastern
sanctuary wall of Wat Phra Chetuphon (Wat Pho), and on the reverse panels of the library doors at Wat
Rakhang Kositaram. Among these, the murals illustrating Asubha-kammatthana gained particular
prominence during the reign of King Rama IV, with the prototype being the mural paintings in the ordination
hall of Wat Sommanat Wihan.

The mural paintings inside the ordination hall of Wat Devaraj Kunchorn Worawiharn depict the
complete series of the ten stages of Asubha-kammatthana (meditation on the foulness of the body). The
sequence of images begins on the left-hand side of the principal Buddha image and proceeds in a clockwise
direction, ending on the right-hand wall of the principal image. Each panel depicts a bhikkhu standing in
contemplation of various types of corpses, drawing pamsukula robes from them. The background of each
scene is set in natural surroundings such as forests, mountains, and rivers. The use of perspective in the
composition is evident through the scale of the trees — those in the foreground appear larger, while those
in the background are rendered smaller. The technique for illustrating foliage involves dabbing a paint-loaded
brush in bands or clusters to suggest shrubbery and treetops, deliberately omitting contour lines so as
to render the leaves more organically. The monks’ robes are depicted with naturalistic folds and creases,
utilizing line delineation combined with shading techniques to suggest volume and form. However, the
facial features and bodily forms of the monks remain faithful to the traditional canonical style, employing

the classic curved line of the phra-nang (divine prince-princess) motif to outline the face.
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Murals at Wat Devaraj Kunchorn Worawiharn
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# Vinilaka-asubha

1. Vinilaka-asubha is a corpse exhibiting various
colors — namely red, white, and green — blending
together. The red color appears in parts where there is
an abundance of flesh; the white color in areas afflicted
with pus; and the green color, which predominates,
covers the body, draped in a green-stained sataka
(burial cloth). Because the dominant hue is green, it
is termed Vinilaka-asubha. This object of meditation is
suitable for one whose lustful desire arises from delight
in bodily complexion, for this asubha (foulness)
contemplation clearly reveals that such bodily appearance
is inevitably subject to perversion — turning into a

morbid, dull, greenish hue by nature.
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# 3ianaga (Vinilaka-asubha)
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# vnIn¥annagn (Hatavikkhittaka-asubha)

# vadndannaga # Hatavikkhittaka-asubha

2. mﬁﬂ%mmﬂaqﬂﬁ'u AawnAduyAnafiduig 2. Hatavikkhittaka-asubha is the corpse of a
fuiludreinsesmansiystuseaneninajdestidu  person who has been struck down by an enemy—cut,
S fuseasaninun aqﬂﬁmdnﬁmmgﬁuéﬁwﬁﬂ hacked, or slashed across the major and minor limbs
Sudluadsandd fnndonsonmses stqziuaqﬂﬁda with weapons, leaving gaping wounds and lacerations
LLﬁm\ﬂﬁLﬁu'jﬂmmﬁmﬁiamaﬁﬁa\mqm@:aLmﬂﬁ'ﬂlﬂ‘[ma in the form of intersecting gashes, like a cross. This
§I3HAN object of asubha (foulness) meditation is appropriate

for those whose lust is aroused by delight in the
integrity and wholeness of the body. For this asubha
clearly reveals that bodily cohesion is inevitably subject
to fragmentation and dismemberment by nature.
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& Ia*ﬁmaqn (Lohita-asubha)

# Lohita-asubha

3. Lohita-asubha is a corpse besmeared with
blood, which seeps and flows from various parts of the
body. This type of asubha (foulness) contemplation is
suitable for one whose sensual desire is aroused by
the beauty of the human body adorned with various
ornaments. For this meditative object reveals that the
body, even when beautified through adornments, is

by nature repulsive — stained and defiled by the flow
of blood.
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# Vikkhittaka-asubha

4. Vikkhittaka-asubha is a corpse that has
been abandoned and left scattered in a particular
place — one hand lies in one spot, a foot in another,
the head elsewhere. This asubha (foulness) meditation
object is suitable for one whose sensual desire is
aroused by the graceful movements and gestures of
the limbs, major and minor. For this contemplation
reveals that the limbs and bodily parts, by their very

nature, are subject to disintegration and dispersion.
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# Atthika-asubha

5. Atthika-asubha is a corpse consisting
entirely of bones. Even a single remaining bone s
sufficient for it to be designated Atthika-asubha. This
object of asubha (foulness) meditation is appropriate
for one whose sensual desire is aroused by delight in

the completeness or attractiveness of bones or teeth.

For this contemplation reveals that such bones and
teeth are, by nature, impure and inevitably subject
to detachment and disintegration.
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# Vipubbaka-asubha

6. Vipubbaka-asubha is a corpse from which
yellowish lymph and pus ooze out through ruptured
and decaying parts of the body. This asubha (foulness)
object is suitable for one whose sensual desire is
aroused by delight in the body that has been
pampered and anointed with fragrant substances.
For this contemplation reveals that the perfumes and
ointments applied to the body ultimately undergo

perversion — turning into putrid, malodorous stench
by nature.
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# Uddhumataka-asubha

7. Uddhumataka-asubha is a corpse that
gradually becomes bloated after death, beginning
from the moment of life’s cessation, swelling fully
due to the accumulation of internal gases. This
asubha (foulness) meditation object is suitable for
one whose sensual desire is aroused by delight in

bodily form and figure. For this contemplation reveals

that such bodily form is, by its very nature, subject to

distortion — becoming grotesquely bloated through

natural decomposition.
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# Puluvaka-asubha

8. Puluvaka-asubha is a corpse that has
become completely infested with living organisms
(kimijati) — a host of worms boring, burrowing, and
crawling throughout various regions of the body. This
object of asubha (foulness) meditation is suitable
for one whose sensual attachment arises from the
view that the body truly belongs to oneself. For this
contemplation reveals that the body is not truly one’s
own, but by nature becomes common property —

shared and consumed by multitudes of worms.
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# Vikkhayitaka-asubha

9. Vikkhayitaka-asubha is a corpse that is being
torn apart and devoured by various animals — such as
domestic dogs, jackals, and the like — each gnawing,
biting, and fighting over it in different manners. This
object of asubha (foulness) meditation is suitable for

one whose sensual desire is aroused by the sight of

flesh, which serves as a basis for powerful defilements.

For this contemplation reveals that these masses of
flesh are, by their very nature, subject to perversion

and decay.
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# Vicchiddaka-asubha

10. Vicchiddaka-asubha is a corpse that has
been severed into two parts, the body being split
and dispersed at the middle, with the two portions
separated from each other. This object of asubha
(foulness) meditation is suitable for one whose
sensual desire is aroused by delight in the body as a
solid, compact mass. For this contemplation reveals
that the body, in truth, is naturally hollow and full

of internal cavities.
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The ten Asubha-Kammatthana (foulness
meditations) are not only classified under the
category of the Four Protective Meditations, but
they are also properly regarded as belonging to the
category of mindfulness of death. This is because
they involve contemplation and recollection of the
death and decay of sentient beings. This principle is
reflected in the royal composition of His Majesty King

Mongkut (Rama IV), wherein he wrote:

“Marana, Marana — death, death. Let the
practitioner observe beings who have died, at such
and such places. Let one recollect the death of
beings, the passing of those once adorned with
possessions and forms that one has seen. Let this
be taken as the meditation object, accompanied by
mindfulness, by a sense of dismay, and by penetrating
knowledge that discerns the truth. Let one mentally
apply the reflection: ‘Adhuvo vo jivitam — our life is

not lasting, not enduring.” And so forth.”

Regarding the scene of a bhikkhu being
mauled by a tiger, it constitutes the first image on
the left-hand wall of the Principal Buddha image,
preceding the depiction of the asubha-kammatthana.
The image portrays a bhikkhu seated in meditative
posture in the forest, being bitten at the neck by a
tiger, with blood flowing from the wound. This particular
depiction is not included among the ten canonical
asubha-kammatthana, but is instead a narrative found
in the commentary on the Mahasatipatthana Sutta,
as recorded in the Sumangalavilasini, the Atthakatha
that elucidates the Digha-nikaya of the Sutta-pitaka.
According to the Sumangalavilasini, during the
Buddha’s dispensation, there was a bhikkhu who
went into solitary retreat in the forest to undertake
meditation, whereupon he was devoured by a tiger.
As the tiger consumed his body part by part, the
bhikkhu successively attained each stage of spiritual
realization, ultimately culminating in arahantship (final

liberation). The story is recounted as follows:
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# The Suffering of the Thirty Bhikkhus

Another group of thirty bhikkhus undertook
meditation training in the presence of the Blessed
One. Thereafter, they entered the Rains Retreat in a
forest monastery. They made a mutual agreement as
follows: “Venerable ones, we should engage in the
practice of the holy life (samana-dhamma) throughout
the three watches of the night. We ought not to
approach one another’s dwelling place. Each shall
abide alone.” While those bhikkhus were devoted to
the practice of samana-dhamma, as dawn approached,
they began to doze off. At that time, a tiger came
and seized a bhikkhu, devouring one at a time. None
of the bhikkhus uttered even a single word such as,
“The tiger has taken me.”

Fifteen bhikkhus were devoured by the tiger
in this manner. When the Uposatha day arrived, the
remaining bhikkhus inquired of each other, “Where
have you been?” Upon realizing what had occurred,
they remarked, “If seized by the tiger, one should
say, ‘Now | am being carried off by the tiger,”” and
so they continued to reside there.

Later, the tiger seized a young bhikkhu in the
same manner. The young bhikkhu cried out, “Tiger,
Venerables!” The other bhikkhus took up their staffs
and torches and pursued, intending to compel the
beast to release him. However, the tiger ascended
a steep mountain path that the bhikkhus could not
follow. There, it began devouring him starting from his
toes. The other bhikkhus merely said, “A true man!
Now, there is nothing further we must do. Verily, the
spiritual excellence of the bhikkhus becomes manifest
in such circumstances.”

As the young bhikkhu lay in the tiger’s mouth,
he endured the painful sensations and cultivated
insight (vipassana). When the tiger had eaten up
to his ankles, he attained the fruit of sotapatti
(stream-entry). When it reached his knees, he attained
sakadagami (once-returner). When it consumed

him up to his abdomen, he attained anagami
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# Foianseing vz aNMSTH
(A tiger attacked a monk while he was
diligently engaged in the practice of the
ascetic discipline.)

(non-returner). Before the tiger reached his heart, he
attained arahatta (final liberation) together with the
four discriminations (patisambhida). Then he uttered
the following inspired utterance:

Silava vattasampanno, mahatta pamadam
anavaya; pannasami so guhattha, kame khadatu me
byaggho; kilesa khepayim sabbe, pannava susamahito;
byagghagge na rodamano, sariram upari kato; atthiya
cammasanchanno, phusami sammavimuttim.

We are endowed with moral virtue and
observances, possessed of wisdom, with a well-
composed mind. Yet, due to a single moment of
heedlessness, although harboring no ill-will toward
the tiger, it seized us with its claws and took us to
a rock. Let the tiger devour us—down to the very
bones and sinews if it must—we shall bring the
defilements (kilesa) to cessation and realize liberation
(Vimutti).

The depiction of a tiger attacking and devouring
a bhikkhu, as narrated in the Sumangalavilasini, serves
as a profound expression of maranassati — mindfulness
of death — within the context of the four protective
meditations. In the narrative, the bhikkhu was
cultivating vipassana (insight meditation) with keen
awareness of his impending death, integrating death
contemplation as a central theme of his meditative
practice. This reflection resonates with the royal
composition of His Majesty King Mongkut (Rama V),
who addressed maranassati in one passage as follows:

“Athuvan kho me jivitam” - My life is uncertain.

“Dhuvam maranam ekasikam” - Death is certain;

it proceeds alone.

“Avassam maranam ekasikam” - Death is

inevitable; it proceeds alone.

“Avassam maya maritabbam” — Surely, | must die.

“Maranapariyosanam jivitam” - Life has death

as its end.

“Maranam anatitam” - Death is inescapable.

“Maranapariyosanam me jivitam” - My life has

death as its final destination.

“Maranapatibaddham me jivitam” - My life is
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(Lai Rot Nam depicting three elephants
and various animals interwoven with floral
arabesques on the window shutters of the
ubosot.)

bound to death.

“Maranadhammombhi, maranam anatito” — | am

of the nature to die; | cannot transcend death.

“Maranam bhavissati” - Death will come.”

The final image, which follows the depiction
of the asubha-kammatthana (meditation on foulness),
appears on the right-hand side of the principal Buddha
image. It features a bhikkhu seated alone in the midst
of a forest. It is presumed that this may represent
a monk who had entered the forest to undertake
vipassana (insight meditation) prior to being attacked
by a tiger. This interpretation is supported by the
presence of a tiger descending from a mountain in

the right portion of the image, gazing intently in the
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(Images of Chinese-style altar furnishings
placed behind the panels of doors and windows,
and an image of a lotus cluster in a large vase
on the folding panel.)

direction of the bhikkhu.

The outer panels of the doors and windows of
the ordination hall (ubosot) are decorated with lai rot
nam (gilded lacquer designs), depicting floral motifs
emerging from rocky outcrops. At the lower section
of the panels, the imagery features the mongkhon
hatthi (three auspicious elephants), symbolizing the
royal name “Kunchorn” (Kunchara), which was the
former name of Krom Phraya Phithak Thewet, the
progenitor of the royal family line Kunchorn, who was
a senior member of the royal family and the patron
who oversaw the restoration of this monastery. The
inner window panels are adorned with mural paintings
of traditional Chinese ritual objects, including: candles
with holders, vases, incense burners, tea sets, lidded
bowls, fruit bowls, and tobacco pipes. The additional
hinged panels (ban phlae) of both the doors and
windows are painted with lotus arrangements in large
vases.

The depiction of Chinese altar fittings is a
popular motif that has been perpetuated from the
artistic tradition of the reign of King Rama lll. His Royal
Highness Prince Damrong Rajanubhab composed the
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following account regarding the origin of the mural
paintings portraying Chinese ceremonial objects:

“...According to traditional chronicles, during
the reign of King Rama Il, His Majesty King Phra
Phutthaloetla Naphalai commissioned the construction
of the Southern Garden within the Grand Palace (at
the present location of Suan Siwalai). At that time,
a Thai royal embassy to Peking coincided with the
receipt of Chinese-style furnishings and decorative
articles, which were used to adorn the royal residence
in the Southern Garden. This gave rise to an initial
appreciation and admiration for such objects as
beautiful and visually appealing. Consequently, these
motifs were adopted and incorporated into mural
paintings on the walls of ordination halls, albeit
reinterpreted and adapted to serve as representations
of Buddhist ritual offerings.”

The depiction of the Thep Chumnum
(Assembly of Devas) above the door and window
panels features celestial beings adorned in royal
attire, soaring in groups amidst the clouds. Each deity
is rendered with distinct gestures, such as the Anjali
Mudra (palms joined in reverence), holding floral

garlands, lotus blossoms, or musical instruments.

Every figure exhibits a flying posture characterized

# wandenenlivnzluysnsensidn
(Celestial beings bearing flowers as they fly through the sky to venerate the Buddha.)
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# wmussiasauns Usznaunisl aszduluazye
(Celestial beings playing musical instruments, including the pi or reed oboe, the krachap pi or
arched harp, and the saw or Thai fiddle.)
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by stylized choreographic grace (natalakkhana).
The celestial backdrop is rendered in hues of deep
azure, with clouds of varying sizes contributing to
the perception of depth and spatial recession. This
particular stylistic approach reflects the royal artistic
preference during the reign of King Rama IV, which
differs from earlier periods, wherein the Thep Chumnum
was conventionally portrayed as a regimented row of
deities with hands joined in prayer.

The Thep Chumnum (Assembly of Devas)
scene depicts the celestial beings gathering to pay
homage to the Buddha — specifically, to the principal
Buddha image in the subduing Mara posture enshrined
in the ubosot. This iconographic representation
corresponds to the account found in the Phra Pathom
Somphothikatha, which narrates that upon the
Bodhisatta’s victory over Mara, multitudes of devatas
(deities) assembled in veneration of the Enlightened
One.

“Hosts of celestial princes (devaputtas) and
brahmas emerged from their respective celestial
abodes (vimanas), converging in great numbers.
Bearing in their hands lamps, fragrant garlands,
celestial flowers, banners, and various standards,
they encircled the Great Being in reverent celebration,
exclaiming in exaltation: ‘Victory be unto the Blessed
One, the Perfectly Enlightened Buddha, resplendent
in glory and auspiciousness! Defeat befall Mara, who
aspires to unwholesome states (akusala-dhamma).’”

And upon the attainment of the Supreme
Perfect Enlightenment (Anuttara-Samma-
Sambodhinana), the celestial deities once again came
forth to pay homage. It is said: ‘The devatas (celestial
beings) assumed their most subtle and refined forms,
diminutive as atoms, and assembled in great numbers
— ten in one place, twenty in another, thirty in yet
another, extending to one thousand, ten thousand,
one hundred thousand, and even to a hundred kotis
(hundred-millionfold). Countless multitudes of
deities from ten thousand cakkavalas (cosmic systems)

gathered and established their divine presence within
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scriptures to novice monks.)
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(Center panel: Temple boys attending
to a monk.)
AT wszﬁan‘hé’eaﬁﬁ'luazwé’mﬂé‘wﬁ'zs
(Lower left panel: A monk bathing
and changing his robes.)
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(Lower right panel: A laywoman
and a young boy offering alms

to a monk.)

this single cakkavala in order to behold, venerate,
revere, and pay solemn obeisance — palms joined
and heads bowed — to the Blessed One, who is
supremely endowed with boundless merit and glory...

The rear gable wall behind the principal Buddha
image, between the rear door panels, features a mural
depicting the Sanghavasa precinct. The scene presents
a cluster of monastic dwellings (kuti) constructed
of brick and plaster, with tiled roofs alternating
rhythmically with intervals of trees. At the center of
the composition, a bell tower emerges above the
treetops, while in the upper right corner, a crystal
wall (kampaeng kaeo) encloses the boundary of the
Sanghavasa. The architectural elements are
rendered in a naturalistic manner, demonstrating
spatial dimensions — width, length, and depth. The
scale of the human figures is proportionate to the
architectural setting. The application of linear
perspective to convey depth and recession reflects a
significant development in artistic technique, already
evident since the reign of King Rama IV.

In the left and central kuti, the mural depicts
bhikkhus instructing novice monks and temple boys.
In the adjacent kuti, two temple boys are shown
attending to the monks, carrying monastic requisites
such as palm-leaf manuscripts, shoulder bags, and
ceremonial fans (talapat). The rightmost kuti, roofed
with green tiles, features a laywoman and a young
boy offering food to the monks. The food is presented
in a traditional “tiap” — a tiered, lidded container. In
front of the row of kutis, the painting depicts a water
source where monks are bathing and changing their
robes (sanghati/sabbans), while a lay attendant draws
water at the riverside landing. This detailed portrayal
of the daily monastic routines is a distinctive feature
of mid-19th century mural painting, particularly during
the reign of King Rama IV. Especially noteworthy are
the depictions of monastic education and temple
boys, which appear in almost every mural cycle of

temples constructed under his patronage
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