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SELECTED SHORT STORIES OF RABINDRANATH 
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Abstract 

In literature, Sanskrit is one of the languages which accommodates literature from other ethnic languages for 

decades. Interpretation and transcription of Rabindranath Tagore's work in Bengali literature are overt. Short 

stories of Tagore were constructed in Sanskrit, which was also retitled accordingly. Among them, a few of the 

short stories are- Khokābābur Pratyāvarttan(a) was transliterated into ‘Putrapratyāvarttanam’, Postmaster 

was converted into ‘Vārtāgŗhādhyakṣavacaḥ’, Rāsamaṇir chele into ‘Rāsmaṇiputram’, ‘Śrinalinaparābhavam’ 

arrived from Phel, Putrayajña as ‘Putrayajñam’, Guptadhana expressed as ‘Guptadhanam’ etc. 

 

Late Pandit Nityananda Mukhopadhyaya who was a renowned person in contemporary 

Sanskrit literature has adopted a few of Tagore's short stories and retitled them into Sanskrit 

drama. His contribution towards the adopted drama retained the unchanged storyline along 

with the conclusion including tragedy and pathos. Tradition and modernity went parallel 

and confluence in his work. Considering the drama of the retitled work it seems to be 

compassionate and embracing. His creation also shows dramatic excitements and clashes 

among the characters. His works expressed meaning, with short and witty dialogues.  

Rabindranath’s short story was influenced by mother nature. Nature was depicted 

elaborately by him. But Nityananda's retitled drama shows the absence of such perspective. 

Pandit Mukhopadhyaya’s effort was quite praiseworthy to make the Sanskrit language 

familiar among common people. 

Drama is an old form of Kāvya which has a prolonged history and rich heritage. But novel, 

short story, essay is not as old as drama. Drama consists of acting, dancing, singing and 

such cultural activities. From the dawn of civilization, chiefly from the Stone Age, cultural 

activities have been treated as one of the major mediums of entertainment. During ancient 

times the cave-dwellers used to get entertained by the performances like dance, after 

returning home from hunting.1 This is how they used to relax from any mental fatigue. Back 

then and in the present time too, entertainment is considered as one of the most sorted mode 

of leisure and rejuvenation. To entertain people from all cultures, the method of 

entertainment is translated or transcribed into different languages and scripts all over the 

world. 

This ultimately, helped people from all genres take the flavor of different types of 

entertainment and become joyful. Among these, some of the works of Bengali literature, by 

Rabindranath Tagore, was interpreted and deciphered.  Based on the short stories of Tagore, 

dramas were constructed and retitled in Sanskrit. Such as-Khokābābur Pratyāvarttan was 

transliterated into Putrapratyāvartanam, Postmaster was converted into 

Vārtāgihādhyakṣavacaḥ, Rāsamaṇir chele into Rāsamaṇiputram, Ṥrinalinaparābhavam 

arrived from Phel, Putrayajña as Putrayajñam, Guptadhan expressed as Guptadhanam, 

Sampattisamarpaṇ as Sampattisamarpaṇam, Ghāṭerkathā was translated into 

Sopānavacanam, Mukuṭam derived from Mukuṭa, Vyavadhān into Vyavadhānam, 

RogīrBandhu as Rogibāndhavam, Rahamatkhānavittāntam arrived from Kābuliwālā etc.2 

We can observe that Dhyanesh Narayan Cakravarty, Kali Kumar Dutta Sastri, V. Raghavan 

etc. were a few renowned Sanskrit scholars who translated Rabindranath’s literary creations 

from Bengali to Sanskrit.3 Nityananda Mukhopadhyaya4 was one of the bhm. He has done 

it so beautifully that it can surely help us to enter into the world of sentiments. 
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Kāvya can be divided into two realms – Dṛśya and Ṥravya. There are ten divisions of 

Dṛśyakāvya. Dṛśyakāvya can be splited into two types—Rūpaka and Uparūpaka. 

Furthermore, rūpaka can be subdivided into ten types and uparūpaka into eighteen. Nāṭaka 

is the first part of rūpaka. Ṥravya has three divisions—Gadya(Prose), Padya(Poetry), 

Miśra(Campū). Anuvāda-Kāvya or translation work is one section of Padya. 

Rabīndrasāhityaanuvādaḥ or translation work from Rabindranath’s creation has been 

incorporated in anuvāda-kāvya.5 

Rabindranath Tagore wrote almost a hundred short stories in his entire life. He selected 

themes of his short stories from real life as well as everyday life. Whatever he saw in his 

surroundings he briefed it in his writings. Magnanimous readers can feel the flavor of his 

creations. Since his writings mainly expressed the following features– curious subject, 

eternal truth of life, unparalleled presentation, skilled words election and theoretical 

expression; it gained much popularity among the world of reciters as well. Nityananda felt 

his pulse and took the same plot and constructed it according to his own wish. He modified 

some of them efficiently with his profound literary knowledge and established some 

dialogues on those dramatic characters. Thus, the characters turned alive and lively. He tried 

to connect to his readers with the transcribed versions of Tagore’s writing. 

Tagore’s creation also enriches the field of contemporary Sanskrit literature. Nityananda 

introduced new characters with names, in the drama which remained unexplored in Tagore's 

short stories. In Putrapratyāvartanam, Syamali, sister of Raicarana has been inserted. 

Mohona, the master’s son of Raicarana is renamed by Nityananda.6 Common people are the 

lead characters in Nityananda’s drama, in spite of deities, kings as seen in kāvya-Ṥāstras. 

These are adivya in category.7 He emphasized the secondary or tertiary relationship in his 

short stories like Kabuliwala and Mini, Postmaster and Ratan etc. When Nityananda 

portrayed these relations, he maintained the storyline same with full enthusiasm. So, these 

connections are justified.8 

Rabindranath created great depth into his characters. Nityananda reembraced the characters 

of the drama with compassion and designed it with innate psychological analysis and made 

it more genuine and contemporary. Anukula’s son died due to Raicarana’s negligence, 

Raicarana was afraid and bound to leave the house after his child was born, he treated his 

own son as his master’s (Anukula’s) son and pampered the kid a lot. He also believed that 

unknowingly committing an offense he would be in an awful condition. Due to some attitude 

problem, Raicarana murmured and was unmindful. Syamali could not make out about her 

elder brother’s abnormal behavior. Which describes an innate psychological condition of 

Raicarana.9 

raicaraṇa- bhagini! tvaṁ na jānāsi kiṁ mayā kŗtam! pāpiṣṭhasya mamakā gatir bhūyāt/ 

syamali- agraja! cirameva tvaṁ sthira-matiḥ/ kadāpi evam asthiratā tvayinaiva dŗṣṭā/ 

kathamadya evaṁ bhavasi? sthiro bhava/10  

He introduced some dramatic excitements and clashes among the characters. In 

Putrayajñam, Binodini, first wife of Vaidyanatha was exiled from the house over a false 

accusation. Nobody suspected her pregnancy, a few days later she delivered a boy named 

Manoranjana. The boy did not meet with his biological father Vaidyanatha when alive. 

Knowing he was childless Vaidyanatha arranged a sacrifice in his house to please the Gods. 

After Manoranjana’s death, Vaidyanatha was informed about this bitter truth. Then he 

loudly lamented a lot. Binodini laughed at her husband’s tears.11 

Some of his drama, based on Rabindranath’s short story was concluded in a tragedy and 

pathos, except Rogibāndhavam, which is a funny modern Sanskrit Drama based on Tagore's 
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Hāsya-kautuka.12 Societal activities of both pernicious, as well as favorable situations, had 

been delineated by Tagore. Nityananda replicated Gurudev’s ideas and reflected it 

unamended. Rich people wanted to safeguard their treasure by burying it down under the 

earth and protecting it from rivals and foes which is skillfully highlighted in the drama, 

Guptadhanam. The tradition of making Yaksha13of boys and the loathing ritual behind it, is 

seen in Sampattisamarpaṇam. In Rahamatkhānvittantam universal fatherhood was depicted 

skillfully and educating the women in the society is also illustrated. In the drama 

Rāsamaṇiputram, inherited dispute properties and ragging are perceived eminently. 

According to kāvyaśāstra, Sanskrit language was used by Sanskrit scholars and aristocrats.14 

Common people were not permitted to pronounce or communicate in Sanskrit. They were 

not allowed to utilize this language. In the era of classical Sanskrit literature, Sanskrit 

Rūpakās15 were written in two languages, i.e. Sanskrit and Prākŗt.16 In contemporary times, 

most of the Sanskrit dramas are composed in simple Sanskrit. Prākŗt is used rarely, that 

means Ṥāstric traditions are simplified than in the earlier times. Nityananda abided by these 

traditions and followed them. 

Use of nāndī17 and bharatavākya18 is the tradition of Sanskrit Drama. Nityananda inserted 

nāndī or eulogistic songs and bharatavākya in every drama efficiently. In 

Ṥrinalinaparābhavam and Sampattisamarpaṇam, Rabindranath Tagore was praised in the 

nāndī. Here is an example from Ṥrinalinaparābhavam- 

jayati jayati dhīmān viśvabandyo rabīndrḥ 

kuruta iha subijñaḥ grantharāśīn mamojñān 

bhuri paritanute yo bańgakīrti mahārhā- 

bhavatu guṇagaṇairvo dhvāntarāśiṁ - vināśya। 

Bharatavākya delivers the essence of the drama to the audience. An appropriate example: 

sampattisamarpaṇamnānāduḥkhasamākīrṇā/ 

svārthaparatayānvitā/kipanatvādidoṣeṇa/muktābhūmirbhavatvasau.19 

It’s an example where tradition meets contemporary concentrically. 

Poet Nityananda introduced himself at the prior parts of his creations- 

rāmagopālputreṇa nityānandenaśarmaṇā । 

prayojyatetadevādya śri-nalina-parābhavam।।
20 

Ancient poets did not express their genealogy or family name in any parts of their writings 

but contemporary writers like Nityananda did so. It is a deviation from the age-old tradition. 

Poet Nityananda has used specially samavŗtta21 metres, like upajāti, vasantatilakā, mālinī, 

mandākrāntā etc. andanuṣṭupa-vŗtta22 in various verses in his dramas. We can find 

malinīvitta in nāndī of Ṥrinalinaparābhavam and anuṣṭupa in bharatavākya in 

Sampattisamarpaṇam and also in Śloka-4 of Ṥrinalinaparābhavam. 

Rabindranath created a rhyme or cluster that is a puzzle in nature and a key of hidden 

treasures, put it in the drama Guptadhanam. 

pāyedharesādhā/rānāhideyrādhāśeṣedilarā/pāgolchāḍopā/tĕtulbaṭerkole/dakṣiṇeyaoch

ale//īśān-koṇeīśānī/kahedilāmniśān।।ī23 

Nityananda translated it as a verse in simple Sanskrit, 

sarvvatastu samārādhyo rādhā-dhā-rahitaḥ kila।rāyutaḥ pāvihīnaśtu pāgolo’nviṣyatām 

kṣitau।। 

tintirīvaṭavikṣasya kroḍato yāmyayādiśā।īśāna-koṇato diśyeśanīti samprakīrtitam।।
24 
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The age-old tradition of dividing the play into Aṅka is substituted by Dṛśya or Scenes. In 

Sampattisamarpaṇam, one act is divided into eleven scenes. In Putrayajñam, first to fourth 

act is divided into two scenes and fifth act is itself divided into four scenes. 

Nityananda created many verses with various alaṅkāras25 (Ṥabdālaṅkāras and 

Arthālaṅkāras) like Anuprāsa, Ṥleṣa, Upamā, Rūpaka, Utprekṣaetc. As an example, one 

verse is taken from Sampattisamarpaṇam. 

kumbhād  jale gihite hi kumbhaḥ śunyo bhaved yathā sampado’pi tathā yānti vināsaṁ 

kevalaṁ vyaye.26 

We can say that it is an example of Ṥrautī Purṇoupamā alaṁkāra. Here, upameya is sampad, 

upamāna is kumbhaḥ, sāmānya dharma is indigent and aupamyabācīśabda is yathā. 

Nityananda created some incidental narrative episodes in his dramas. According to technical 

terminology, those are familiar as Patākā27. In Guptadhanam, Sankaras’ episode is 

considered as Patākā and he is treated as Patākā-nāyaka. The episode of the unknown sage 

is Prakarī.28 

Guptadhanam means hidden treasure. Here, dramatist’s idea was to attain salvation at the 

end of greed. Mritynjaya left his claim when he gained a huge treasure. Sankara suggested 

him to leave all his hopes on treasure because life is simple and short. Unlimited or 

unexplored wealth can create obstacles to reach the goal (salvation). Mritynjaya departed 

his desires by Sankara’s advice. 

Sankara helped Mritynjaya to achieve the moral of the story. Thus, Sankara acted as Patākā-

nāyaka. His episode is familiar as Paṭākā.  

Drama is a dialogue-based performance. Characters exposed their motely feelings through 

dialogues and actions. Here, dialogues are short and witty (Vārtāgihādhyakṣavacaḥ, 

Rogibāndhavam) and in some place’s dialogues are extended and broad 

(Sampattisamarpaṇam, 

Putrapratyāvartanam, Rāsamaṇiputram). But it expressed deep meaning several times. 

Nature has played a vital role in Rabindranath's short story. But its presence is shown briefly 

in Nityananda's drama (like Vārtāgihādhyakṣavacaḥ). 

Tagore's poetry, sound and its object are of equal weightage. His poetic excellence enhances 

the beauty of his poetry. Denotative sound or vācakaśabda’s charms, expressed meaning or 

vācyārtha’s loveliness equally had been debuted together. It had increased the grace of each 

other; Thus, his literary works had reached epitome. 

Since childhood, these short stories are a part of everyone’s life. With these translations of 

Nityananda, we have an opportunity to visualize these characters of the short stories which 

are quite familiar to us. Our feelings stretch out and progress, making this effort 

commendable and praiseworthy. 

Nityananda’s creation is the convergence of contemporary history, rituals, customs, societal 

practices and lifestyles. He expressed his thoughts, sentiments, styles through his entire 

writings in a lucid manner. Bhāratīvŗtti was observed in his literary volume. Pandit 

Mukhopadhyay also tried to make the Sanskrit language familiar among common people. 

His effort is quite applaudable in this context. 

 

Notes and References 

1. 20thCentury Sanskrit Literature, pp. 254-255. 
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2. 20thCentury Sanskrit Literature, pp. 253-254. 

3. Nityananda Mukhopadhyaya was born in 1923 in the Jessore district now in Bangladesh. (20thCentury 

Sanskrit Literature, 307). 

4. Modern Sanskrit Literature in India: A Bird’s Eye View. P. 24. 

5. Putrapratyāvartanam, Sṁskitamoulīkarabīndranāṭakasṁkalanam, 1. 

6. prakhyātabaṁśo rājarṣidhīrodāttaḥ pratāpavān| divyo’tha divyādivyo vā guṇavān nāyako mataḥ||(6/6, 

page-262, Sāhityadarpaṇaḥ). 

7. Rahamatkhānavittāntam, 28. 

8. Putrapratyāvartanam, Sṁskitamoulīkarabīndranāṭakasṁkalanam, 1. 

9. Putrayajñam, Sṁskitamoulīkarabīndranāṭakasṁkalanam. 70. 

10. Putrapratyāvartanam page-12-13. 

11. Hāsya-kautuka- Riddle plays. 

12. Yakṣa who are generally mischievous in nature, murderous spirits who become the custodians of the 

treasure trove that are hidden inside the earth or below the tree. 

13. puruṣāṇāmnīcānāṁ saṁskŗtaṁ syāt kŗtātmanām.(śloka-162,sixth paricchedaḥ, 316, Sāhityadarpaṇa). 

14. Rūpakās- Synonym of Diśyakāvya. The characters are imposed on the actor or actresses (naṭaornaṭī), 

Thus it is called rūpakās. (śloka-2, sixth paricchedaḥ, p. 261, Sāhityadarpaṇa). It has ten divisions. 

Nāṭaka is one of them. 

15. saṁskŗtaṁ prākŗtaṁ caiva yatra pāthyaṁ prayujyate|(śloka-25, eighteenth chapter, p. 195, second part, 

Nāṭyaśāstra). 

16. Nāndī: In the beginning of the drama, a prayer or eulogy or hymn is sung where praising or blessings are 

required. Main object of nānd īis to bring tranquility from the obstacles of drama- ‘vighnopaśāntaye’ 

(śloka-10, sixth paricchedaḥ, p. 266, Sāhityadarpaṇa). 

17. Bharatavākya- At the end of the drama, a verse is added where good wishes , to acquire moksha are 

described. 

18. Sampattisamarpaṇam śloka-21, p. 26. 

19. Ṥrinalinaparābhavam, śloka-4, p. 60. 

20. Samavŗtta-- There are four pādas or caraṇas in a verse with equal numbers of alphabets.Thus, it is called 

samavŗtta. 

21. Anuṣṭupa-vŗtta- Each caraṇa has eight syllables. First four syllables may be short (laghu) or long (guru). 

The sixth syllable should be long and the fifth one short. Seventh syllable in even caraṇas should be 

short, while in the odd ones, it should be long. 

22. Guptadhana, 3rdpart, GalpaGuccha, 39. 

23. Guptadhanam, Rabīndra:cintāsṁkalanam.74. 

24. Alaṅkāra-  Figure of speech. 

25. Sampattisamarpaṇam, 9. 

26. Patākā- incidental narrative (page7,20th Century Sanskrit Literature). 

27. Prakarī- the short incident (page7, 20thCentury Sanskrit Literature). 

28. Bhāratīvŗtti-Vŗtti means style of performance. Bhāratī vŗtti characterized expressive dramatic speech. 
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