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“Let noble thoughts come to us from every side.” — rig veda

Bharatiya Vidya Bhavan was founded by Dr. K. M. Munshi in 1938 as a
movement for the revitalisation of Indian culture — a home where educa-
tion, the arts, scholarship, and value-based living could flourish together.

From a single centre it has grown into a family of Kendras across India
and the world, each carrying the same conviction: that culture is not a
museum to be guarded, but a living stream to be shared.

The Bengaluru Kendra continues this work through lectures, music and
dance, classical learning, publications, and the quiet daily companionship
of a library and a community. As the Kendra marks its Diamond Jubilee,
Sarmskrti Vani — “The Voice of Culture” — gathers the season’s reflections,
events, and remembrances into a single page-turning record for members
and friends.



THE TWO SAINTS

FROM THE DESK OF THE CHAIRMAN

The Two Saints

K. G. RAGHAVAN - CHAIRMAN, BENGALURU KENDRA

Dear Bhavanites:

wo amongst the great saints of this country are Ramakrishna Para-

mahamsa (1836-1886) and Ramana Maharshi (1879-1950). Though they
did not share most of their lives as contemporaries, there is a great simil-
arity in the lives of the two. Their mystical state of consciousness is
vividly explained by Arun Shourie in the book titled “Two Saints”.

Sri Ramakrishna Paramahamsa (1836-1886) and Sri Ramana Maharshi (1879-1950) — not contem-
poraries, and yet, as the Chairman writes, witnesses to the same experience.
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FROM THE DESK OF THE CHAIRMAN
Sri Ramakrishna, the Mystic

O ne of the early disciples of Sri Ramakrishna was Narendra, later

known as Swami Vivekananda. When Sri Ramakrishna was ailing
with throat cancer, Narendra begs of his master to let him experience the
ultimate state. The Master puts him off time and again.

ims

Narendra — later Swami Vivekananda, who begged the Master for the ultimate state.



SRI RAMAKRISHNA, THE MYSTIC

FROM THE DESK OF THE CHAIRMAN

But one day when Narendra is lying down and meditating, he suddenly
experiences a strange state; feels a bright light at the back of his head,
loses awareness of everything around him; experiences his soul ascending
and merging into the Absolute. When he wakes up, he can’t apprehend his
body except his head. Despite their repeated efforts, those around Naren-
dra could not bring him back to regular consciousness and Narendra is
laid prostrate, rigid as if lifeless. They run to the Master in alarm and the
Master, unmoved, says, “Let him be, let him be. He has teased me for a
long time to reach that state”

Lamps in the temple corridor. The boy had asked for the state, and the state had been given.
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FROM THE DESK OF THE CHAIRMAN
Stri Ramakrishna and Sri Ramana — a
comparison

C omparing the spiritual personalities of Sri Ramakrishna and Ramana,
Arun Shourie remarks,

“To try and grasp Sri Ramakrishna is to try and gather quicksilver in a sieve! Sri Ramana,
on the other hand, is the textbook embodiment of Achaan Chah’s ‘clearest forcst pool " to
whom all sorts come to quench their thirst. For us ordinary persons, he is a bit distant

though. He teaches by silence.”

Arun Shourie, whose book Two Saints the Chairman draws upon.



SRI RAMAKRISHNA AND SRI RAMANA — A COMPARISON

FROM THE DESK OF THE CHAIRMAN

“Sri Ramakrishna is always mesmerizing those around him with tales and parables, with
his sparkling similes and metaphors. A careless word never escapes Sri Ramana’s lips. Sri
Ramakrishna teases, he tells jokes-sometimes naughty ones: ‘I don’t give these young men a
strictly vegetarian diet!” he exclaims. When the devotees are around for his darshan, Sri

Ramana hardly leaves the bedstead on which he is reclining. Sri Ramakrishna weeps, he

sings, he dances.”

A still forest pool — Shourie’s image for the silence of Sri Ramana.
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FROM THE DESK OF THE CHAIRMAN

The approaches of the two also differ. Sri Ramakrishna feels that in Kaliy-
uga, jnana marga is impossible for ordinary persons. He prefers the path
of devotion. But Ramana believes that devotion or bhakti is impossible for
ordinary persons and advocates the path of inquiry into the “Self” that
permeates us, whether we are awake or asleep, conscious or unconscious.
While the difference in approach may appear confusing they ultimately

merge.

“He who is an Acharya has to know different things. One needs a sword and shield to kill
others; but to kill oneself, a needle or a nail-knife suffices.One ultimately discovers God by
trying to know who this 'I'is. Is this ' the flesh, the bones, the blood, or the marrow? Is it
the mind or the buddhi? Analysing thus, you realize at last that you are none of these. This
is called the process of 'Neti, neti|, 'Not this, not this' One can neither comprehend nor

touch the Atman. It is without qualities or attributes.”

One flame against the dark — neti, neti.



SRI RAMAKRISHNA AND SRI RAMANA — A COMPARISON

FROM THE DESK OF THE CHAIRMAN
Arun Shourie explains,

“Both were against bookish learning. Sri Ramakrishna said in more colourful words: mere
Pandits are like diseased fruir, he said; th(’y are rc’puted to be wise, but they are attached to
woman and gold' 'Like vultures, they are in search of carrion...!; 'Mere knowledge of
Advaita!" he exclaims to the Divine Mother, ' spit on itl...'; 'Mere dry reasoning-I spit on it.
I have no use for it," he tells devotees; mere study of books will avail you nothing, he warns
devotees - one may recite the written part of the drum glibly, but to play the drum is
exceedingly difficult; he scolds even such a prodigious scholar as Bankim Chandra
Chatterjee in the sharpest terms. Not just bookish leaming, Sri Ramakrishna had no time
for books themselves-not even for scriptures: get essence of the scriptures, he told devotees,

what is the point of going on and on with them? Scriptures are like the almanac, he said.

The almanac forecasts rain for the year, but you won't get a drop by squeezing its pages. Sri

Ramana, ofcourse, would cut ShOTE acad(’mic dispuration coen b(?fOTC it had commcnced/

Scriptures are like the almanac. The almanac forecasts rain for the
year, but you won’t get a drop by squeezing its pages.sri ra-

MAKRISHNA
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FROM THE DESK OF THE CHAIRMAN

10

Both were explorers of the inner world. And in exploring both personified the essence of our
tradition of inquiry-that is, delving from one layer of truth to the next, deeper layer
through personal experience. Neither of them had read the texts. Both plunged into the lab,
so to say, with just one compass-their own, direct experience. When the texts were read to
them or when, as in Ramana's case, he happened to read them much later to answer the
query of an aspirant, both were to say that they then learnt that the scriptures contained

or alienated what they had themselves divectly experienced.

More important than anyching else, both testified to the same effulgent experience. The
ytning else, g 'y

lived the same truth.”

Two roads to the same place: devotion and inquiry, arriving together.



SRI RAMAKRISHNA AND SRI RAMANA — A COMPARISON

FROM THE DESK OF THE CHAIRMAN

Sri Ramakrishna was in a state of divine intoxication. It is recorded that it
lasted for 12 years and during the first 6 years Sri Ramakrishna did not
sleep a wink. Further Sri Ramakrishna remained continuously in a state of
Nirvikalpa Samadhi for six months. On God experience, Sri Ramakrishna
has stated,

“One experience would hardly be over before another overcame me. It was like the
movement of the husking-machine: no sooner is one end down than the other goes up. I
would see the same God in meditation, in the state of samadhi and I would see the same
God when my mind came back to the outer world. When looking at this side of the mirror I

would see Him alone, and when looking on the reverse side I saw the same God...”

The husking pedal at rest — his own simile for the two states.

n
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FROM THE DESK OF THE CHAIRMAN
Another recorded experience of Sri Ramakrishna is this:

Sri Ramakrishna had practised pranayama so much that he had formed a
habit of remaining for long periods without breathing. Now and then he
would stop breathing entirely. Even after we came to know him, he used
to tell us, 'Whenever you see that I am not breathing, please remind me.
Sometimes when he was sleeping, we would see that his breath had
stopped. Then we would wake him up and tell him, '"Master, you are not
breathing.' 'Oh, thank you!" he would say and again begin to breathe.

On Bhagvan Ramana Maharshi’s experiences, his biographer Devaraja
Mudaliar has recorded

“It would seem that even in those days Bhagavan’s sleep was not ordinary sleep but some
state like samadhi. Sri Ramana is characteristically modest, 'I don't know what state it
was, but that is the fact. Some who have written about my life have called it
somnambulism." Mudaliar persists: It was cerminly somnambulism; that is walking in one’s

sleep. This was more like samadhi or absorption in the Self.”

¥

A. Devaraja Mudaliar.

12



SRI RAMAKRISHNA AND SRI RAMANA — A COMPARISON

FROM THE DESK OF THE CHAIRMAN

It is also recorded that Sri Ramana lived in a dark and large underground

vault at theArunachaleswara temple in Tiruvannamalai.

“The dark pit, despite the sacred images in it, was never lit or swept or cleaned. It was
damp and full of insects. As the young mouni sat there, enjoying the bliss of his soul,
scorpions, ants, mosquitoes, and other vermin ... attached themselves to the intruder’s body

and rejoiced in drinking his blood. The nether side of his Ehighs, and legs, as he sat there,

were full of sores from which blood and pus issued....”

An old almanac beneath gathering rain — squeeze its pages and not a drop will fall.
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FROM THE DESK OF THE CHAIRMAN

Ramana Maharshi did not sleep during the three and half years of his
sadhana. He had several ‘death experiences. Even when Sri Ramana’s fame
had spread far and wide and there was a regular stream of visitors to his
Ashram, Ramana would be begging for food. The liberating effect of this
act is explained by Ramana himself:

“You cannot conceive of the majesty and dignity I felt while so begging. The first day, when
I begged from Gurukal's wife, I felt bashful about it as a result of habits of upbringing, but
after that there was absolutely no feeling of abasement. I felt like a king more than a king. I
have sometimes received stale gruel at some house and taken it without salt or any other
flavouring in the open street, before great pandits and other important men who used to
come and prostrate themselves before me at my Asramam, then wiped my hands on my
head and passed on supremely happy and in a state of mind in which even emperors were
mere straw in my sight. You can't imagine it. It is because there is such a path that we find

tales in history of kings giving up their thrones and taking to this path.

Did Sri Ramakrishna suffer from epilepsy or sleep apnea? Was Sri Ramana
afflicted by delusion or hypnotism or somnambulism?

[felt like a king more than a king.sm RAMANA MAHARSHI

14



AND MEDICAL SCIENCE?

FROM THE DESK OF THE CHAIRMAN

And Medical science?

M edical science would just reject both the experiences of Sri Ra-
makrishna and Sri Ramana as impossible. Arun Shourie quotes a
Jaipur neurologist who explains their behaviour thus,

“The brain is hardly at rest when we sleep-indeed, during REM sleep its electrical activity
seems just a shade less than when we are awake. By contrast , during meditation the wave
patterns are certainly altered to what we exhibit when we are in a relaxed state. That
entering into states of deep meditation has palpable restorative effects has been documented
often; that even a brief period of yoga nidra relaxes one as much as longer periods of actual

slccp is also known.”

An empty begging bowl — the dignity that made Sri Ramana more than a king.

15
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FROM THE DESK OF THE CHAIRMAN

Neurologists have not found sufficient evidence to decipher the saintli-

ness of either of the two. But Dalai Lama warns us,

“The absence of evidence is not evidence of absence; that science has not found any proof
that there is rebirth does not entitle us to conclude “Science has proven that there is no re-

birth.

The Dalai Lama — “the absence of evidence is not evidence of absence.”

16



THE 7TH VERSE

FROM THE DESK OF THE CHAIRMAN
The 7th verse

hese saints = are living practicing examples of what is enunciated in
the 7th verse of the Mandukya Upanishad which gives the glorious
description of the fourth or the Turiya state of consciousness.

EEEICCEEREEIELY
SGEHAIG A HATEIHETUTH
ST AR AT G TN
ERECIENE RIS A NEEEG]

Tqe AR | AT F farr o

nantah-prajiiam na bahigprajiiam nobhayatah prajiam

na prajiana-ghanam na prajiam naprajiam, adrstam-avyavaharyam-
agrahyam-alaksanam acintyam-avyapadesyam-ekatma-pratyaya-saram

prapaificopasamar $antam Sivam-advaitam

cathatham manyante sa atma sa vijiieyah.

17
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FROM THE DESK OF THE CHAIRMAN

“Turiya is not conscious of what is happening within (which implies that it is not taijasa).
It is also not conscious of what is going on without (which implies that it is not visva). It is
not conscious of anything in between. It is also not a mass of consciousness(which is
characteristic of subsumption. By this, prajiia is rejected). It is not conscious of all objects
simultaneously; it is not unconscious cither. It is invisible, not susceptible to any kind of
usage, not within the reach of any organ of action; it is b(’yond perception by any organ,
beyond thought and not to be indicated by any sound. In it there is only consciousness of
the Self and there is a total cessation of the world as such. It is the embodiment of peace
and of all that is good. It is one without a second. This fourth state is turtya. Wise people
consider this to be the Self. This Self has to be realized.”

Having introduced this fourth state of consciousness i.e. Turiya, the
Upanishad delves deeper into it.

Arunachala at dusk.

Om Shanti! Om Shanti!
Yours Sincerely,

K G Raghavan
Chairman.

18
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COVER STORY : THE CENTREPIECE

Chitra Bharati

Five days that celebrated India’s living heritage

here is a particular silence that falls over a room where fifty people

are painting. It is not the silence of an empty hall. It is the sound of
fifty different traditions being practised at once — the scrape of a stylus
on palm leaf, the tap of a brush against a jar of tamarind-seed black,
someone in the next tent explaining, for the ninth time that morning, why
the tiger in a Gond painting is drawn from lines rather than from life.

For five days in June, the Bhavan campus in Bengaluru sounded like that.

Kamadhenu - Dr. J. Dundaraja — Mysore
painting, one of the fifty works finished
on the campus that week.

22



FIFTY ARTISTS. THIRTEEN STATES.

CHITRA BHARATI 2026

Fifty Artists. Thirteen States.

One timeless heritage

F or its Diamond Jubilee, Bharatiya Vidya Bhavan, Bengaluru Kendra,

held Chitra Bharati — Tradition on Canvas, a five-day national art
camp from 22 to 26 June 2026, bringing together fifty artists from
thirteen states.

Opening the proceedings, Smt. Nagalakshmi K. Rao, Joint Director, asked
the gathering to hold in mind the oldest formulation of what art is for:
Satyam, Sivam, Sundaram. This is the Bhavan’s sixtieth year in Bengaluru,
and the camp was the first programme of the Diamond Jubilee, supported

by the Prestige Group.

|

Artists with Bhavan'’s officials.
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CHITRA BHARATI 2026
More Than an Art Camp

“Art in India has never been merely decorative,” Smt. Nagalakshmi K. Rao
told the gathering. “It has always been spiritual, philosophical and civilisa-
tional” From Ajanta to Belur and Halebidu, from the miniature to the
modern canvas, Indian art has gone on narrating the story of its people.

Chitra Bharati sought to celebrate that continuity while making room for
contemporary interpretation — a national conclave of artistic minds and
traditions.

On the dais were Shri K. G. Raghavan, Chairman; Dr. Chiranjeevi Singh,
Vice-Chairman; Shri H. N. Suresh, Director; and Shri Peeyush Jain, Hon.
Treasurer. The camp was conceived and directed by Dr. Janardhan Rao
Havanje.

The hall on the opening morning.
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“IT 1S COMPLETELY SELFLESS”

CHITRA BHARATI 2026 - THE INAUGURAL ADDRESS

“It Is Completely Selfless”
Dr. S. G. Vasudev opens the camp

he inaugural address was delivered by Dr. S. G. Vasudev, among the

most distinguished figures in contemporary Indian art. He began by
wondering aloud what he could say in the company of so many artists
from every part of the country.

What followed was not a speech about art but a life in it. He had studied
in Chennai because there was then no art school in Bengaluru. Out of that
generation came Cholamandal, the artists’ village south of Madras.

To go on working without becoming a burden on anyone asks something
no other profession asks. It is, he said, completely selfless.

An artist at the easel before an audience.

25
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CHITRA BHARATI 2026
There Is No Hierarchy in Art

“I have always said that art is art,” said Dr. Chiranjeevi Singh, Vice-Chair-
man. “There is no difference between what you call folk art and what you
call classical art. It is all art”

The distinction we draw so confidently says more about us than about the
work. He turned to the question any such camp must face: how does an
art form survive? Not by preservation alone — it survives because
someone is learning it. Every artist here had said the same thing: they had
it from a father, a grandfather, a teacher.

Indian painting gives its weight to the line where other traditions give
theirs to composition, and the line here carries a social charge. What you
make out of yourself is your art; copied, it becomes craft.

Visitors of every kind at the tables.

26



THE PRODUCT OF THE HEART

CHITRA BHARATI 2026
The Product of the Heart

hri K. G. Raghavan, Chairman, took the gathering back to 1938, when
Kulapati Dr. K. M. Munshi founded the Bhavan — nine years before
India was free.

Munshi’s anguish was not only that India had lost its political freedom but
its sense of itself as a cultural fountainhead of the world. The answer was
an institution, named with care: Bhdratiya Vidyd has no geographical
boundary, and no confines of religion, language, race or creed.

What, then, unites a country like this one? “It is not the products of the
brain,” he said. “What can bring us together is the product of the heart”
That is precisely what art does: it lets us enjoy diversity without
destroying either the diversity or the unity.

Shri K. G. Raghavan, Chairman, addressing the gathering.

27
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CHITRA BHARATI 2026
Vasudhaiva Kutumbakam, Here

he Chairman ended with a claim more pointed than it first sounded.

World unity is not achieved by conclaves held abroad, nor by
conferences where world leaders are presented to one another and shake
hands. Vasudhaiva Kutumbakam happens because of a gathering like this
one.

The evidence was in the room: people from thirteen states, who had not
known one another a week earlier and were now entirely at ease in each
other’s company.

“I did not know that there were so many art forms in this country, he told
the artists. “It has been a great eye-opener for all of us. By coming here
you have not only enriched the cause of art — you have enriched the soul
of this nation”

The inaugural session — the dais, and a full house.

28



FIFTY INTRODUCTIONS

CHITRA BHARATI 2026 - THE ARTISTS
Fifty Introductions
The artists speak for themselves

he most affecting segment of the morning was the simplest. Each
artist was asked to stand and introduce themselves — the effect, cu-
mulatively, of a map of the country being drawn aloud.

Shri Mahesh Rathnam of Mangaluru has practised Kaavi Kale for twenty
years. A Cheriyal painter traced his tradition to the sixteenth century. Shri
Chetan Gangavane introduced Chitrakathi — chitra and katha, picture and
story.

One artist’s family tradition changed within living memory: the stories
were carried in song until her father began to paint them.

An artist presents her scroll.

29
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A Kaavi Kale artist thanked the Bhavan simply for the room — for giving

artists who have worked twenty years in one tradition a few days

alongside one another.

Over the five days the artists
painted before live audiences,
demonstrated techniques centur-
ies old and talked freely with any-
one who

stopped. Learning

happened by watching, and by ask-
ing.

Thirteen Indian states took part,
each representing the speciality of
its own region. Karnataka was rep-
resented by Mysore painting, Kaavi
Kale and Hase Chittara; Kerala by
mural painting; Tamil Nadu by Tan-
jore; Andhra Pradesh by Kalamkari;
Telangana by Cheriyal; Odisha by

Pattachitra and Tala Pattachitra;
West Bengal by Bengal Patachitra;
Bihar by Madhubani, Godhna,
Manjusha and Tikuli; Gujarat by
Mata-Ni-Pachedi and Pithora; Ma-
harashtra by Warli and Chitrakathi
in the Paithani and Pinguli styles;
Madhya Pradesh by Gond and Bhil;
Himachal Pradesh by Pahadi mini-
ature; and Rajasthan by Pahari
painting.

Set beside one another for five
days, they made an argument no
single one of them could have
made alone.

Inside the tents — thirteen states at their own stations.

30



A LIVING CANVAS

COVER STORY - 11

A Living Canvas

India’s timeless artistic heritage

here are moments when art does more than adorn walls — it safe-

guards memory. India’s traditional paintings are living chronicles of
faith, folklore, music and everyday life: every motif carries symbolism,
every colour evokes emotion.

Warli, Maharashtra — a whole world built from the circle, the triangle and the square.

31
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COVER STORY - Il

Art Beyond Aesthetics

Why traditional paintings matter today

A rt has always been among humanity’s most profound expressions of

thought, faith and identity. In India the legacy extends far beyond
visual beauty: traditional paintings are repositories of knowledge, carrying
centuries of philosophy, craftsmanship and cultural continuity.

Unlike contemporary art, which celebrates individual expression, Indian
traditional painting emerged from collective wisdom — nurtured in
temples, courts and artisan communities where knowledge passed from
master to disciple over years of practice.

Every motif carries symbolism; every colour, meaning. Chitrakathi, Maharashtra.
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A PANORAMA OF TRADITIONS

COVER STORY - IV

A Panorama of Traditions
Celebrating the diversity of a living heritage

I ndia’s artistic heritage is as vast and varied as its geography. From the

snow-clad Himalayas to the southern coastline, every region has nur-
tured painting traditions of its own — separated by language and land-
scape, united by a shared reverence for beauty, spirituality and
storytelling.

Clockwise from top left: mural painting, Kerala - Patachitra, West Bengal - Pahari, Himachal Pradesh -
Bhil, Madhya Pradesh.
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THE CLASSICAL SCHOOLS -1

Tanjore Painting

Gold that speaks of devotion

F ew of India’s classical traditions possess the visual splendour of Tan-

jore Painting. It arose in Thanjavur, Tamil Nadu, under the Nayak and
later the Maratha rulers, and is distinguished by luminous gold foil, richly
embossed ornament and serene depictions of the deities — a place where
art and worship become inseparable.

DID YOU KNOW? - TANJORE AT A GLANCE
* Origin: Thanjavur, Tamil Nadu
* Period: Nayak and Maratha dynasties, 16th-18th centuries

* Features: Embossed relief, 22-carat gold foil, vivid colours

Lord Rangandtha - Shri Loganathan B. — gold foil, embossed relief and vivid mineral colour,
the Tanjore method.
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The creation of a Tanjore painting
is a long discipline. A seasoned
plank is covered with cloth and a
paste of chalk and gum; the draw-
ing is laid in; gesso is built up to
raise the ornament; and only then
is the gold foil laid down and burn-
ished.

Intricate relief work is crafted us-
ing a traditional gesso mixture,
giving ornaments, crowns, jew-
ellery, and architectural elements
their characteristic raised appear-
ance. Delicate sheets of 22-carat
gold foil are painstakingly applied
over these embossed surfaces, cre-

TANJORE PAINTING

ating the radiant brilliance for
which Tanjore paintings are celeb-
rated.

Finally, vivid mineral and vegetable
colours breathe life into the com-
position, while graceful facial ex-
pressions

impart serenity and

compassion to the divine figures.

In Indian aesthetics, gold has long
symbolised purity, prosperity, di-
vine illumination, and eternal truth.
Its use here is not merely decorat-
ive; it signifies the radiant presence
of the divine.
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Radha Krsna - Smt. Rajeshwari L, and Vithoba Krsna - Shri Loganathan B. — Tanjore, Tamil Nadu.
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Paricamukhi Hanuman — Shri K. S. Shrechari

Karnataka
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MYSORE PAINTING
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Mysore Painting

Elegance in every brushstroke

f Tanjore captivates through grandeur and gold, Mysore painting en-
chants with restraint and spiritual depth. Developed under the Wode-
yar rulers, it reflects the cultural ethos of Karnataka.

It is distinguished by graceful figures, gentle colour and intricate line.
Every composition radiates serenity, where devotion and aesthetics are
one.

Afijaneya - Smt. Amrutha Harish. Gesso built up under the gold, so the ornament stands off
the surface and catches the light.
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Pahari

Ragint Vasantt — Dr. Suresh Kumar, Guler School, Himachal Pradesh




PAHARI PAINTING
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Pahari Painting

Poetry in colour — the Guler School

D elicate, lyrical and deeply expressive, Pahari Painting occupies a dis-
tinguished place in the history of Indian miniature art. Originating in

the hill kingdoms of North India, this graceful tradition captivated visitors

through its poetic portrayal of nature, devotion and human emotion.

Inspired by the beauty of the Himalayan landscape, Pahari paintings
frequently depict episodes from the Bhagavata Purana, the Ramayana, the
Mahabharata and the immortal love of Radha and Krishna.

Gita Govinda - Dr. Suresh Kumar — Guler School, Himachal Pradesh.
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Prja— Shri Siba Prasad Mohanry, Odis
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PATTACHITRA
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Pattachitra
Odisha’s painted epics

mong India’s oldest surviving classical painting traditions, Pat-

tachitra of Odisha is a remarkable blend of devotion, storytelling and
artistic precision. The name derives from the Sanskrit patta (cloth) and
chitra (picture).

Traditionally associated with the Jagannath Temple at Puri, these paint-
ings depict episodes from the epics and the legends of Jagannath — care-
fully structured, with intricate borders and vibrant natural colour.

Krsna Rasa Lila - Shri Rakesh Kumar Muduli — Pattachitra, Odisha.
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Krsna Dasavatara, engraved on palm leaf — Smé. Gicanjali Das, Qdisha




TALA PATTACHITRA
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Tala Pattachitra

Stories engraved on palm leaves

hile paintings on cloth have long captivated art lovers, Odisha also
preserves a unique tradition through the delicate craft of Tala
Pattachitra, or palm-leaf engraving.

Prepared from carefully treated palm leaves, the manuscripts are stitched
together before artists meticulously engrave illustrations using fine metal
styluses. Natural pigments or lamp-black are then rubbed into the incised
lines, revealing beautifully detailed images.

Tala Pattachitra - Smt. Gitanjali Das — every line incised into the palm leaf with a stylus, with
no room for correction.
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Andhra Pradesh

dy,

Tree of Life, and Rama with the boatman — Shri B. Sudarshan Red



KALAMKARI
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Kalamkari

Painting with the pen

he graceful art of Kalamkari represents one of India’s finest traditions

of textile painting. Originating in Andhra Pradesh, this centuries-old
craft derives its name from the Persian kalam (pen) and kari (craftsman-
ship).

Traditionally, artists prepare cotton fabric through a series of careful
treatments before drawing elaborate compositions inspired by the
Ramayana, Mahabharata, the Bhagavata Purana and temple traditions.

Hanumantha and Sarasvati - Shri K. Shiva Prasad Reddy — Kalamkari, Andhra Pradesh.
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Rama=Sita Svayamvara and Rama—Stca Darbar — Shri Chetan Gangavane, Maharashora




COVER STORY : PART TWO

Folk Narratives on Canvas
The heartbeat of everyday life

hile India’s classical paintings are celebrated for their refinement

and royal patronage, its folk traditions reveal the heartbeat of
everyday life. Visitors were drawn into a colourful world where art be-
came a medium for storytelling, preserving the memories, beliefs and
aspirations of communities across the country.

Unlike courtly art, folk paintings emerge from the lives of ordinary people.
They depict village festivals, seasonal celebrations, local legends, religious
rituals and scenes from daily life.

Chitrakathi — Maharashtra, where the painting is unrolled as the story is told.
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MADHUBANI

FOLK & TRIBAL - |

Madhubani

Colours of Mithila

O ne of India’s most celebrated folk traditions, Madhubani painting
traces its origins to the Mithila region of Bihar, where art has long
been woven into the fabric of everyday life.

Traditionally painted on freshly plastered walls during weddings, festivals
and religious ceremonies, Madhubani has evolved from a domestic ritual
into an internationally recognised art form — retaining its bold outlines,
intricate patterns and densely filled compositions that leave little empty
space.
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The royal elephant — Madhubani, Bihar, in the bold kachni and bharni line of Mithila.

51



m..a..,..-.«u».-'W 2

S
=
Is)
)
=
~
S
=
o)
i3
5P
v
5
%
O
o
S0
S
=
=




GODHNA PAINTING
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Godhna Painting
The art inspired by tradition

mong Bihar’s lesser-known folk traditions is Godhna Painting,

inspired by the ancient practice of tattooing. Godhna refers to the
body tattoos that for centuries symbolised identity, protection and be-
longing.

The paintings carry rhythmic geometric motifs and symbolic imagery
drawn from nature, animals and village life. Associated originally with
women and community ritual, Godhna reflects the resilience of traditions
that adapt while keeping their roots.

Krsna Rdsa Lila - Smt. Urmila Devi — Godhna, Bihar. The tattooist's vocabulary, carried onto
cloth.
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\% anjusha

Born of Manjusha Devi — Shri Pawan Kumar Sagar, Bihar
o




