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-Poet.,-na. ord ar livets .alta." 

Hlrry "Irtinlon, shortly btfort his 
dllth, in converlition .ith Ax.l Lind. 
ElinOr i tid oeb rUII Sklgln, S •• dish 
tilivision, 29 August 1988. 

-Genom .tt permut.tion.mojligheten ar stor kan ett 
.tort .nt.l t.nk.r ordbilda. aven mad ett tamligen 
begran.at antal 6veren.komna ord." 

Harry "artlnson, Dgridlfna (1980) 

"Ju.t i v.let av ...... n.attningar rOjer en 
litterar riktning eller en en.kild diktare oft. 
mycket av .itt poetiska ideal och sin liv •• yn." 

Ptttr Hal1blrg, Litt.rir t.ori och 
stilistik (1970). 
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PREFACE 

This investigation began as frustration - frustration, 
during my attempts at translating Harry Martinson's poetry. 
at being unable to find adequate English equivalents for most 
of his compounds. The frustration developed into curiosity 
about the nature of the compounds and their use. The thesis 
is the result of that curiosity. 

I have studied the compounds from both linguistic and 
stylistic points of view. One chapter concerns numbers. Very 
nearly 4,500 (some 3,500 different) noun compounds have been 
excerpted from almost 92,000 words of Harry Martinson's 
published poetry. In addition, some thousand compounds have 
been excerpted from the manuscript poems in the Harry Martin
sen archive in Uppsala University Library. Whereas every 
attempt has been made to be accurate in word-counts and cal
culations, comparisons across tables may reveal minor discrep
ancies. Manually calculated figures do not always exactly 
match the numbers indicated by computer calculations. This 
may be a result of human error, whether in the manual calcu
lations or in the typing in of the data, but it may also be 
caused by such factors as compounds appearing in prose 
passages and section titles (included in some calculations, 
not in others) or in poems included in more than one collect
ien. In small-scale manual calculations, allowance can be made 
for such factors, but it is not usually possible to foresee 
all the repercussions of such adjustments on all other calcu
lations and tables. I am confident that the discrepancies are 
in no case of a magnitude to affect the conclusions drawn 
from the figures. 

The tables are numbered according to the chapter sections 
in which they occur, and letters indicate the sequence within 
a chapter section. Thus Table 52A, for example, is the first 
table in Chapter 5, Section 2. The location of each table is 
shown on the Contents pages. 

Because the compound formations are the focus of interest. 
and because they are considered from several different angles, 
s certain amount of repetition of quotations is inevitable. 
Occasionally, instead of repeating an already quoted poem, 
reference is made back to an earlier page of the thesis. 

There are five appendices: a sample printout from each of 
the computer analyses; a copy of a questionnaire (reader 
assessment of certain compounds); facsimiles of manuscripts 
(some of which have been reduced in size); a reference index 
of compounds; and a list of the archive poem compounds that 
occur without a quotation in the theSiS, with their immediate 
contexts. 
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During the course of the work, many people have been help
ful in different ways. I want to thank Bengt Sigurd of Lunrl 
University and Kjell Espmark of Stockholm University for giving 
their time and for encouraging the work in the early stages; 
Carl Otto von Sydow of the manuscript division of Uppsala Unl~ 
versity Library and Gunilla Tjebbes of Svenska Akademiens Ord
boksredaktion, Lund, for always welcoming me in their depart
ments and for answering my calls of help from across the Nortll 
Sea on numerous occasions; Tony Bullen, formerly of York Uni
versity, for helping me use the Oxford Concordance Computer 
Program; Peter Lee of York University for helping me with the 
statistics; my mother, Anna-Lisa Hanstr6m, for assisting wIth 
the archive card index; G6sta Stolpe for generous hospitality 
on my visits to Uppsala; the thirty people who completed the 
questionnaire; and the Swedish Institute for travel grants 
enabling me to take part in the first Harry Martinson sympo
sium in 1984 and to travel to Uppsala and Lund during the 
years of research. 

I am especially grateful to my supervisor, Philip Holmes, 
who has advised and encouraged me throughout, and to my 
husband, Peter Green, not only for putting up with my pre
occupation over several years but also for reading the com
plete manuscript (twice!) and for making many valuable 
suggestions. 

It was a great privilege to be able to go through the 
poetry manuscripts in the Harry Martinson archive in search 
af interesting compounds, and exciting to discover so much 
material there. I came upon one poem which I felt could have 
been directly addressed to me - as a word of warning: 

Det finns i enkelhetens s.tt 
att alltid s~ka balansen 
en sanning som reducerar 
fcrmelintelligensernas analyserande 
brakighet till noll. 
Till ett liknande v~rde 
ifraga om resultat kan man 
nedskriva den andliga krangelm~nniskans 
olyckliga fHrilskelse i trassliga ordnit. 
Ett lika lagt klarhetsv~rde far da 
de ordrika skenuppt.ckterna i berHmda 
tankegrHtar med deras fHrmenta mandelfynd. 
Stig fram till enkelheten igen, mina herrar. 
Den ir smirtsam. Lika smirtsam och 
arbetsam som labyrintismen, men nHdv.ndigare. 
Sm.rtsam och nHdvindig. 

Thesis-writing can turn even the best-intentioned friend 
of plain writing into "den andliga krangelm~nniskan'. I can 
only hope that I have not produced too many 'trassliga ordnit" 
and that, in among my undoubted "tankegr6tar" , a few genuine 
almonds may be found. 
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ABBREVIATIONS 
and other conventions used in the text 

HM 

(N)cpd 

* 

* 

Harry Martinscln 

(noLln) compound 

immediately after a word indicates a footnote 
(only numbered if there are several on a page). 

immediately before a word or phrase indicates 
that it is unattested and/or ungrammatical. 

BOOK TITLES (See also Bibliography p442) 
Page references are to original editions. 

Poetry: 

Prose: 

A 
C 
D 
DU1 
FU 
GT 
LES 
I'L 
N 
Nm 
No 
P 
S 
T 
TDB 
V 

B 
DES 
DFJ 
KF 
KPA 

" NB 
RUM 
SOH 
UFG 
VPM 

VTD 
VTK 
VU 

Aniara (1956) 
Cikada (1953) 
Dor i derna (1980) 
Dikter om IjuS och marker (1971) 
Fem unga (contribution) (1929) 
Grasen i Thule (1958) 
Langs ekots stigar (1978) 
Modern lyrik (contribution) (1931> 
Natur (1934) 
Nomad, revised edition (1943) 
Nomad (1931) 
Passad (1945) 
Spokskepp (1929) 
Tuvor (1973) 
Ur de tusen dikternas bok (1986) 
Vagnen (1960) 

Bollesagor (1983) 
Det enkla och det sv~ra (1939) 
Den forlorade jaguaren (1941) 
Kap Farval (1933) 
KAserier pA allvar (1984) 
Midsommardalen (1938) 
Nasslorna blomma (1935) 
Resor utan m~l (1932) 
Svarmare och harkrank (1937) 
Utsikt fr~n en grastuva (1963) 
Vinden p~ marken (1964) 

(parts of SOH, M and DES) 
Verklighet till dods (1940) 
Vag en till Klockrike (1948) 
Vagen ut (1936) 

Poem title. are given in double inverted commas, with a bO(::lk 
and page reference in the case of published poetry. 

Archive pa. ... are identified by "Title" or "First words", 
corresponding to the signature each manuscript has been given. 

For abbreviations in the .tAtisticAI tAbl.s, see p90ff. 

Any other abbreviations used sporadically are explained in 
the text. 
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CHAPTER ONE 
HARRY MARTINSON'S LANGUAGE 

1.1 Harry Martinson, a linguistic innovator 

1.1.1 Harry Kartinson's language: some views 

The conventional division of literary language into prose 

and poetry can appear arbitrary in the case of a writer like 

Harry Martinson (henceforward abbreviated HM). The answer to 

the seemingly simple question 'What is the difference between 

poetry and prose?' is far from obvious. Hans Ruin deals with 

it in Poesiens mystik. After discussing various ways in 

which prose can be poetical ('Liksom inte alIt i poesien ar 

poetiskt, ~r inte heller alIt i prosan presa'), he concludes 

that the one decisive difference is that, in poetry, form and 

content are one: 

I prosan overlever inte ••• formen sj~lva fattandet. 
Formen upploser sig i och med den vunna klarheten, den har 
gjort sin tj~nst, formedlat en insikt, den ar forbi, ingen 
tanker mera pa den. I poesien, antingen det sA ar frAga om 
en dikt i vanlig mening eller om ett prosapoem, ar form 
och innehAII intimt sammanvuxna. ViII vi erinra oss vad en 
dikt innerst gav 055, sa mAste vi lAta den tona igenom oss 
med hela den resonans den vacker. Skiljer sig det ena frAn 
det andra, innehAllet fran Tormen, inneborden fran 
gestalten, betydelsen frAn klangen - ja, d8 ar det ocksA 
ute med poesien. Man kunde ocksA s~ga: "meningen" i ett 
poem ilr "implicit" och inte "explicit", ar intuitiv och 
inte diskursiv. 

(Ruin 1978 p385) 

This seams a valid definition of the distinction. If it 

is, it makes almost everything HM wrote poetry. 

In her essay "Klockbojen och koltrampen", Ingalisa Munck 

strongly maintains that there really is no difference between 

poetry and prose for HM: 'Hela den martinsonska diktningen 

har en huvudsakligen lyrisk karaktilr. "Om gilngse grilns-
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dragningar mel Ian poesi och prosa har jag alltid lust att 

tvista" ••. har han sagt, ... och ofta fdrefaller det scm om 

han knappast sj~lv var medveten om vilketdera han anv~nder' 

(Munck 1952 pl02). 

HM's language is dense, and cannot be read quickly. He 

weighs every word carefully, and tries consciously to avoid 

anything that might approach a clich~. Words are juxtaposed 

in unusual ways, idiomatic phrases are turned inside out, 

possibilities of punning and assonance are utilised, new 

derivatives and compounds seem to flow effortlessly and 

naturally from his pen, and striking metaphors abound. It is 

generally acknowledged that he is one of the greatest 

innovators in Swedish literary language. 

Peter Hallberg finds it 'mycket svirt att bringa Martin

sons stil pA en enkel formel. Trots alIa sina pAtagliga sar

drag ger hans sprik i sin helhet intryck av nigot kaotiskt 

flBdande och ogripbart. Gackande glider det undan analysen' 

(1941 p5). Linder characterises HM as 'den lycklige impro

visatBren, fantasiens och sprAkets Aladdin med st~ndigt nya 

och h~pnadsv~ckande fynd i sin turban' (1952 p637). Espmark 

talks of his 'mirakul6sa sprikliga uppfinningsfBrmiga' (1970 

p243) , and LAng (1984 p291) talks about HM trying out 

'sprikets alIa m~jligheter till nyansering, bildfBrnyelse och 

uttryckskraft. Efter Strindberg framstir han alltj~mt som den 

st6rste mastaren pi svenskt sprik.' 

HM ia, of course, not unique in treating the rules of the 

standard language with a certain amount of liberty, to suit 

his own purpose - it is a normal feature of creative, 

particularly poetic, writing. He is, however, very unusual in 
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the natural, uninhibited way he makes use of all the 

resources of the language. It is as if he had the whole 

register of morphological and semantic possibilites of the 

Swedish language constantly at his fingertips - or on the tip 

of his tongue - and were able to choose freely, without any 

prejudice or preconceived ideas. 

Martinsons omedelbarhet i umg~nget med de sprakliga 
formerna kan stundom ge ett starkt intryck av nagot 
nytt men samtidigt helt sjalvfallet: "Man tycker sig 
ha kommit sprtkets ursprung och mening en smula narmare". 

(Hallberg 1941 p4, quoting Elis Andersson 
in Goteborgs-Posten 3.12.1935) 

HM himself says: 

Nya ord ocb sattningar viII darfer till infer 
solnedgtngar, manuppgtngar, konvaljer, tranplogar, 
enbuskar, flugor och de orden uppspringer vid de 
konstnarliga och stamningspsykologiska analyser som 
naturens stora allmanning alltid inbjuder oss att gora 
pa dess foreteelser. 

(UFG pll; my emphasis). 

HM is not an obscure or esoteric writer, however. His 

great popularity with the general reading public was founded 

on the fact that people understood what he was saying and 

found delight in the way he said it. The twists and turns of 

his language can be intuitively appreCiated and immediately 

understood because, basically, his innovations are on the 

level of the word and the collocation, and his new word-

formations keep within standard morphological patterns. 

'Harry Martinson. backer kan med fordel anvandas, nar man 

undervisar i svensk ordbildningslara' (Fries 1974 p170). 
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1.1.2 Harry "artinson~s own comments on language and words 

HM wanted to w~ite simply, in o~de~ to be unde~stood, but 

freshly, in order to be heard: 

Det ~r detta som ~~ svA~t 
att va~a enkel pA ett s~tt som avltlser f~An gangen tyngd 
men ~ndi behiller det viktiga: 
nyskapar den enkelhet som st~ndigt d~unkna~ pA nytt 
bland fallna loy och i sand. 

Det ~r fo~tfa~ande det utklarande g~uvarbetet det galler, 
ordvaskningen i pannan 
nagra fa giltiga korn att utvinna 
men da ve~kligen giltiga 
sa att de ses av alIa 
som ofrinkomliga korn, som grundamnen. 

("Hon vi ker ba~a undan") 

This 'ordvaskning' was not only a question of searching 

for the approp~iate wo~d. HM felt that the standa~d language 

was lacking in expressive powe~ - 'en otillracklighet i sp~Ak 

star och dr8jer over alIt som ar' (SOH22) - and that it was 

too easy to slip into jargon, or vaneo~d and vanefraser" as he 

ph~ases it (NB264-5). But he was scornful of routinely and 

thoughtlessly produced innovationsl 

Sprlket blir olja for snabbkarran 
som standigt miste avlastas, omlastas och palastas. 
Glid-och-passa-pa-sp~aket arbetar med reservdela~, 
snabbt hopkopplade sammansittninga~, 
avhuggna rumpor och f6rkortningar. 

("Nya forslag") 

His own language, carefully considered at every turn, Was the 

very opposite of 'glid-och-passa-pl-sprlket'. His own newly 

formed compounds were far from 'snabbt hopkopplade', and 

often underwent a slow and gradUal development (as we shall 

see in Chapter 7). 

Ten years after vanlord appeared in Nasslgrna blgmm@, 

HM again mentions it in a newspaper article in 1945 (quoted 

by F~ies 197+ p159-60): 'vaneord med fo~ntltt och d~~ftl~ 
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tvivelaktigt distinktionsv~rde'. He was suspicious of the 

expressive possibilities of worn-out words, and argued for 

more specialised, discriminating language use. However, far 

from wanting to be a difficult, inaccessible writer, he 

strove for simplicity of expression. In an interview with 

Tore Hall~n in Dagens nyheter, he spoke of his wish to 

communicate 'en allmangiltighet som inte verkar sa vanlig att 

den har m~glat i munnarna pa alIa manniskor', and of the 

difference, as he saw it, between the banal and the truly 

simple: 

Skillnaden mel Ian det banala, triviala ach det 
alltftir torrt truistiska a ena sidan, och det verkligt 
enkla, ar att banaliteten alltid ~r dammig och rtir upp 
damm, medan den verkliga enkelheten alltid ~r daggig. 

(ON 13.10 1971) 

His use of the words dammig and daggig, with their assonance, 

is characteristic, and symptomatic of his linguistic playful-

ness or, as he himself expressed it in a speech in 1958 

(quoted by Fries 197~ p159), 'en sprAklig bejakelse som 

ofta ar storre an livsbejakelsen'. In an interview in 1971, 

language is almost elevated to the level of a deity: 'Jag 

stAr i ett trosforhillande till sprAket, tvivlar inte ett 

ogonblick pi att sprlket bar' (Sandelin 1987 p22). To this 

affirmation, this openness to and belief in the possibilities 

of the language, and to the tension between a reluctance to 

ume yanecrd and a striving for simplicity, can be traced the 

reasons for HM's linguistic innovations. 

HM often gave expression to his search for the appropriate 

language in his books, both prose and poetry, and many 

examples of this have been quoted in earlier discussions of 

his art, e.g. by Fries (1971) and Hallberg (1982 p 500-6). 

Among the many manuscripts in the HM archive, there are also 
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poems and parts of poems on this theme - evidence that the 

struggle to find new expression and avoid cliche was some--

thing that was always with him. 

Kravet jag staller p~ s~ng 
ar att den hittar en kalla, 
smakar pa jordens jord, tuggar sin jordfunna not, 
dricker av ray och say, kanner en blixtens stet. 

Gripen av alIt du fann, tagen av allt du vet 
piskar du undan det spr~k som ar de latas gods,* 
griper du ord som vill fly, lockar med skimrande krok 
fiskord att komma till dig, jordord att stiga ur graven, 
saven att sippra ur trad. 

(IIKravet jag staller") 

Language to HM can be something almost physical, used to 

capture elusive sense impressions: 

Angens livsbild skiftar 
med sitt utbud synmangd 
bara till att valja. 
Spr~ket kommer 
spanner ut ett spriknat. 
Var gang ogat trottnar 
och spraket utmattas av stridens hetta 
faller en skadad naturvers 
ner i graset, 
nedregnar ett sprakforsok. 
Ryckt ur livets bildvarld 
som ett byte overlever ordet 
eller dar bland tuvor. 

( II iti.ngens 1 i vsb i l d II ) 

The search for the right language can be a painful and 

frustrating activity. 

Undran och aningar fodde 
ordlivets vilja och hunger 
smartsamt medan timmarna gick 
under myrarnas flyende moln. 
Ord stego upp, forkastades alIa och dogo. 
Nasta morgon gick osagdheten 
'ter upp over skogen. 

(TOB82) 

But it can also be a painless and natural merging of the 

senses and the words: 

* This line has later been crossed out. 
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Nir sinnena kommer hem 
till skogen de lirt kinna 
d~ liser de och nosar stigen utefter. 
Dir star orden och vintar. 
De siger: hir ir motet, 
yaren yilkomna. 
Med nyckelblomstren i knippor 
de oppnar alIa berg 
och fram stiger forsiktig 
sangen som trasten gomt. (IINir sinnena") 

In his own pronouncements on his struggle with the 

language, it is noticeable how often HM mentions the 'word', 

ordet, as the important factor. 

Ol~dets myra 
kommer tillbaka. 
Lyfter forsoker 
p~ nytt besyarja 
tingets troghet, 
ordets forluster. 
Tappar str~et, 
fattar det Ater. 
Ordets makt 
och vanmakt kanner 
ord@ts myra. (V8) 

Hallberg (1982 p506) talks about HM's 'lycka just over att 

finna ord for sina upplevelser', and of his awareness of 

'sprAkets formAga att skapa och gestalta v~r tillvaro' (cf 

the Whorfian hypothesis, e.g. Whorf 1967), in a poem like the 

following: 

Allting fAr namn ay sitt hem, 
tingat far hem i sitt namn. 
Paret i paradis paras. 
Famn soker alltid en famn. 
SprAket ar haY, det ar skepp. 
~ ager vidd och nAr hamn. 
Ordet om tinget far grepp. 
SprAket ar lyckligt av namn. <DLM81> 

If language or words are believed to have that kind of power, 

'blir konstnarens problem att traffande beskriva en situation 

ccksa ett problem, scm giller att uppenbara tillvaron och att 

oppna des. hamlighater for lasaren' (Wrede 1965 p57). It is 

not surprising that HM weighed his words with care: he knew 

that through them ha might open up new concepts to hi. 

readers. 
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In the archive poems that I have quoted above, it is Qrd 

that are being 'panned' by the golddigger/poet in a search 

for 'giltiga korn', it is ordet that survives or dies when HM 

struggles to describe the meadow, it is ord that evade him or 

come to him or rise from the grave, and it is 'ordlivets 

vilja och hunger' that cause him pain and frustration. 

HM also warns us about the danger of worn-out words: we 

can become immune to them and forget the reality behind them, 

or come to accept them and what they stand for as something 

inevitable that we can do nothing about. 

Oet varsta ar till slut 
att sA mycket ar forbrukat: 
manniskans hjarta, stora delar av sanningen. 
Och sA alla orden 
sam brukats och brukats och blivit torkade flingor. 

Men bortom ordflingornas yrsno 
tandas andl onda eldar. 
Men var pi din vakt. 
Oet onda far sin styrka av det uttrottade. 
Ja, detta ar viktigt att minnas: 
du fir inte fortrottas. 
Oet galler att hilia uta 
Att int. skanka ondskan makt med din vanmakt. 

("Lingt bort") 

The concern he feels about his own work also relates to 

words: Vart gir vira ord dem vi saga 
de basta vi mod at oss finna 
vid motet med ~raset och havet 
i samtal mad man och kvinna. 

Oe sjunker i sladdrandets oknar 
i sanden sam rinner och rinner. 
Var solnedging liknar ett risbil 
dar liysord vi sokte forbrinner. 

("Vem stannar val till .•. vartfl) 

When ha sometimes despairs about his own miSSion, it can 

also be expressed as a need to discard certain words: 

Oet finns dagar di missmodet 
reducerar i papperen. 
Man plockar bort ord sid ana 
som hjirta, langtan och hopp. 
Oe star dar sam overanstrangda dragdjur. 
Spraket ar fattigt anda till kvallen 
och utnl:ltt pi hHlrteord. (flOet finns dagarfl) 
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HM's intuitive insight into the nature and function of 

words means that, apart from forming new derivatives and 

compounds, he can also breathe new life into old words, e.g. 

by using them in new collocations. The following lines (later 

crossed out) - a version of "Ordets myra" quoted above -

shows that this aspect of his language use was also something 

he was very aware of: 

Inget ord har fQrlorat sin kraft 
om man bara fAr det att intressera sig pA nytt for vad 

som sker. 
Varje ord en myra 
kommer och griper efter strAn att b~ra. 
Men finner myran bara grimasar tappar den greppet, 
slapper taget, virrar bort och vimsar 
forlorar s1g i inQent1ng bland tomma gesters torra barr. 

("Den sj~l") 

HM's curiosity about words often leads him to juggle with 

related and unrelated but similar syllables and stems. This, 

too, was a conscious game on his part, as is obvious from 

these (later discarded) tentative lines in a poem possibly 

intended for the "Vagnen" cycle: 

Hciir din leksak. 
Spraken blanda delar med varandra. 
Rester frAn stoten mot den ihaliga eken. 
Vart hor denna del. Och denna. 
Qrdleksyaanen 
car och caret. 
caro och caritas 
leder till intet. 
Oen som satt i vir car 
kom pi ett ogonblick utanfor sprAk 
och lekar, fattar intet. 
Ring ambulan •• n 
ocksa for orden. skull 
de splitterslrade och sonderkorda. 

("Skulle du uttrycka") 

The first line brings to mind Sven Stolpe's phrase 'Han 

har ramlat in i det lltterara sprAket som ett barn i en 

byggklosslAda' (quoted by Hallberg 1941 p3l - perhaps HM 
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himself was aware of that assessment of his gift. His 

interest in this type of multi-lingual word game is also 

evidenced by a doodle, to be found among his papers in the HM 

archive, in which various words for God, father and mother 

are arranged in a star formation (see below ). 

HM was preoccupied with words. In a study of HM's language 

the major emphasis must be on the formation and combination 

of words. 

-,; 
.... t.'\~ 

1J~\ '\, 

\~..tr 
~~\ . 

.fJ ttl" 
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1.2 Syntactic features 

As we have seen in 1.1, there is general agreement about 

the fact that, on the word level, HM was a linguistic 

innovator and, furthermore, there is little doubt that on the 

whole the innovations were the result of a conscious effort 

on his part. Is the same thing true about the syntactic level? 

In this section, I want to consider briefly HM's sentence 

structure, and how it relates to the overall structure of the 

poems, as a background to the discussion in Chapter 7 of how 

the noun compounds are used by HM. 

1.2.1 Sentence structure and word-order 

If HM experimented with syntax, the most likely place to 

find examples would be his most surrealist/expressionist 

collection, Natur. 

Modersrad formad i modersliven, 
snart skall du st~ta mot lytta kiselhoften 

- varmed du fodde iskalla atter -
vackningens eldny med heta gladbasunen. 

Feda mera av karlek an av dessa iskalla typer 
som likna stalspolar 
och kommenderade bronsman. 

Modersrad. Du skall en gAng gara varlden 
varmare omkring 055. 

En gAng skall du sluta att fada 
ishetsande isman 

och tjutande frosthjartan. 
Du kommer en gAng att gara varldsdrammen 

varmare att leva, 
fada ett karleksmaktigt folk. 

(N45-6) 

The syntactic structure of this poem can be shown by a 

slight rearrangement of the lines (see next page): main 

clauses (Me) begin and continua at the margin; sUbordinate 
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clauses (SC) are indented. The numbers in the left-hand 

margin indicate macrosyntagms (see e.g. Loman & Jdrgensen 

1971 p18f.). Main-clause fragments, nos 3 and 8, have been 

hypothetically completed and given macrosyntagm status. 

Constituents that are understood are inserted in brackets. 

SYNTACTIC STRUCTURE OF '~DERSRAD' 

I I 
I I 

1 "odlrsrad 
1101 bllv) forlld i lodlrlivln, 

2 snlrt Itlll du stltl lot lytta tilllhiften 
vlrled du f6ddl ilkalll itter 

vietnin,enl Ildny lid hit I gladbllunln. 

3 (Snart Itlll du) fAda .era IV klrlet In IV della i,kliia typer 
10. liknl stalspollr oeh ko •• enderlde bron'lin. 

4 "od.rlrad. 

5 Du Ikall In gang g6ra vlrldln var.are olkring 0". 
6 En gang ,tall du slutl att fAda ishltlande is.in och tjutandl frosthjirtan. 
------------------------------------------------------------------------------
7 Du kOiler In ganO att glra vlrldldril •• n var.arl att leVI, 

8 (du ko..., In gang att) fldl .tt klrlek •• iktigt fait. 

The three macrosyntagms (MS) in the first stanza each contain 

a noun phrase qualified by a relative clause. The first macro-

syntagm is an address and has no verb phrase. The third main 

clause, like the first relative clause, is defective. The 

second macrosyntagm has the most complex verb phrase, 

containing a direct object ('vackningens eldny') and two 

prepositional adverbial phrases, one of which is expanded 

with a relative clause. The second stanza is much simpler, 

with no hypotactic structures at all. It begins with a 

verbless noun phrase address. This is followed by four main 

clauses, the last one defective. 
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Omission of syntactic constituents. particularly of the 

kind seen in MS 3 and 8, where the postulated constituents 

are mere repetitions of what has already been expressed (so-

called equi-deletion), is normal also in standard language. 

What is less normal is to give such a sentence fragment full 

sentence status by the use of a full stop, as between MS 2 

and MS 3 (cf. the more normal comma between MS 7 and MS 8). 

However, it is a common feature in HM's prose style (Gesta 

Holm 1967), where adverbial phrases, appositions, object noun 

phrases and predicatives can all form sentences of their own. 

The effect is almost invariably that of giving the fragments 

extra emphasis, and Holm refers to the usage as 'framhavande 

uppdelning' (p204). Like other features of HM's syntax (e.g. 

the long adverbial between the verb and the object in MS 2). 

it does not represent a syntactic revolt or syntactic 

experimentation: it only stretches standard patterns somewhat. 

Such breaks with convention are in the area of appropriacy 

and register. Giving sentence fragments sentence status is a 

syntactic feature that is of a colloquial rather than an 

experimental nature, and is quite different from the radical 

breaking of syntactic rules that some innovators indulge in: 

what freedom's not some under's mere above 
but breathing yes which fear will never no? 

(e.e. cummings, Selected poems 1960 p50) 

In cummings' sentence, we are left in considerable doubt 

about the syntactic function of several of the words, and 

they have to work on or with each other through an exploded, 

largely unanalysable syntactic structure. In Swedish, Gyllen-

sten"s prose can come close to this type of style in a 

sentence like the following (quoted by Holm 1967 p222): "Man 

rar inte om sin d~d ar starkare och bryter ner maskinen 

konstruktionslevernet'. Holm appears to use the term 'sonder-
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sprangd syntax' (p202) to mean much the same as 'framhavande 

uppdelning"; I feel there is a fundamental difference between 

the two types of deviant usage. HM's syntax, to my mind, is 

not exploded but stretched. 

Even though not every detail of the message in the HM poem 

may be crystal clear, it is not the sentence structure that 

causes the obscurity, but the words and their juxtaposition. 

The only example I have noted in HM's poetry of truly 

deviant syntactic usage is the following so-called existential 

construction: 

pet nllkas morgonen 
eller det nalkas aftonen 
och havsvinden kanner 1 sitt ansikte - landvinden. 

(N143) 

The 'real subject' noun in such constructions is, under 

normal circumstances, always in the indefinite form, as in 

the last line of the same poem: 'Oet nalkas afton eller 

morgan.' 

In another poem, an existential sentence merely stretches 

the rule that the verb in such phrases 'usually expresses 

existence, non-existence, location or motion' (Holmes & 

Hinchcliffe 1986 p124): 

Oat skrattar en stormvind bland bergen 
dat mumlar i grottornas dal. 

(848) 

Apart from such isolated instances, there is no syntactic 

experimentation. Whether the sentences are complex or simple, 

they do not break standard rules except, occasionally, in the 

direction of colloquial usage: 
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N~r m~nskan nu fAtt makt nog 
att stalla till varldssorg 
dA ar tiden inne 
att bota v~rldssorg i tid 
innan all naturen blir 
sorgebarnet for alla. 

Detta kallas omsorg i tid. 
Den verkliga sorgen 
som i tid ser och inser. 

(DLM128) 

The use of the redundant dA in the third line is a 

colloquial feature. And, as in the first stanza of "Modersra.d" 

quoted above, a sentence fragment has been given sentence 

status: the noun phrase and its relative clause in the last 

two lines are in apposition to ~omsorg i tid~. The full stop 

before 'Den verkliga ••• • serves to give the phrase more 

prominence. 

Many of HM's poems lead up to this type of 'punch-line' 

(cf 7.3.1). In "Granarna Ijusna", a subordinate clause has 

been highlighted in the same way and for the same purpose: 

Ljus ar den tid dA granen pryder sig sjalv. 
OA granen sjalv stir i hogtid med ljusa klader. 

(GT74) 

The SAme device is used at the end of the following poem, 

which also illustrAtes the fact that HM will occasionally 

deviate from standard word-order. 

Om tidernas ursprungsgestaltnin; 
tar tusen av ir att ens fraga. 
Nu galler det modet att leva 
att dod och forgangelse vaga, 

att plotsligt nar ingenting stammer 
se loftenas grunder forsvinna. 
Att stalld infer kraven som skrammer 
sin tillfersikt soka och vinna. 

(DLM126) 
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In both stanzas an object noun phrase is placed before the 

infinitive (and after the infinitive-marker !l!tt). In the 

second stanza there is an extreme case of a 'split 

infinitive', with not only the object but also a complex 

participial free adjunct intervening. 

The subject may, abnormally, precede the finite verb even 

though some other constituent has been placed in the topic 

position: 

I ljusningen en majnatt 
horde jag gok i skog. 
Som alIa skogars hjarta 
den oavlAtligt ~ 
sin ters om sommartider 

(I3T72) 

In poetry, these are not innovative features - rather the 

opposite: they are conventional poetic escape routes for the 

sake of metre or rhyme. When found in prose, however, the 

effect is one of foregrounding (see 7.3.1 for this term) the 

deviantly placed elements: 'Martin flydde till sagan ••. och 

ville sA ;arna se syner igen; ville sA garna sin klockdam 

kiaepi pA dromvita livet' (NB104); 'Som masspojk jag sken 

som vid himmelens port' (KF156). 

Thus, we often find HM stretching normal syntactic 

structure without actually breaking rules. It is rather a 

case of marginally acceptlble patterns being used for the 

purpose of foregrounding or prominence. Unlike e.e.cummings, 

HM invariably leaves his words within their normal main word-

class, thou;h he can extend their usage wihin that class. 

It is obvious that the two types of innovative language 

complement elch other. Novel word formations need the 

security of a standard syntactic framework to be understood, 

whereas far-reachin; syntactic experimentation can only work 

with established words and inflections. 
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1.2.2 Syntactic structure and poetic line structure 

Not only does HM's syntax, on the whole, conform with 

standard usage, but the line structure of the poems usually 

follows the syntactic pattern. A line end is almost 

invariably, at the very least, the end of a syntactic 

constituent, often the end of a clause or a whole sentence. 

Full stops are rarely found in the middle of lines. 

"Paradisdikter 2" is an example of HM's simplest line 

structure. It is a consistently end-stopped poem, with no 

cases of enjambement. Every macrosyntagm is complete (exc.ept 

for the first line which has an omitted subject) and ends 

with a full stop: 

MBtte livet i en vilbekant skog. 
AndA slot den in avligsenhet i granens kappa. 
PlBtsligt i en glinta som oppnade sig sig jag hilsans rosor. 
En flicka drev hem solnedgingens aftonko. 
Den lunkade bukig framAt stigens bukter. 
Under dess hals klang en skilla med lingonkittelton. 

(DLM80) 

The first stanza of "Paradisdikter 3" (DLM81), quoted in 

1.1.2 <p7), has a similarly simple structure: everyone of 

the eight lines is a complete macrosyntagm (in one case two). 

Furthermore, there are only main clauses, and everyone 

begins with the subject. The only slight softening up of this 

rigid pattern is the fact that the first and second 

macrosyntagms are joined with a comma rather than a full 

stop. 

The second stanza continues along the same lines. Again, 

every sentence begins with the subject. In only two cases 

does a macrosyntagm (MS) stretch over two lines: 
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MS 

1 Spraket ar lustgard och graY, 
2 glomskan kan gronska som gras. 
3 Stavaren stavar till stay, 
4 nastan din bor pa ett nas. 
5 Spraket ar lyckligt i sig 
6 sprAket i paradis 

parar sig lyckligt med dig. 
7 Spraket ar paradisgras 

betat av salig hjord. 
8 Tinget ar invigt med ord. 
9 SprAket ar saligas spis. 

The first and third macrosyntagms end with commas, and MS5 

has not been given a punctuation mark at all, the line end 

itself having to suffice. Both two-line macrosyntagms are 

split at constituent boundaries, MS6 between the subject and 

the verb phrase, and MS7 between a noun and a participial 

free adjunct which has the function of a contracted relative 

clause: ° (som blir) betato. This type of participial 

structure is much favoured by HM. The following poem contains 

several instances. It is also an example of the other extreme 

of HMOs poetic line structure, with complex sentences 

stretching over several lines. 

Lyftade over den verklighet 
som spr~nger och sonderspr~nger 
svavar id.erna ridda att bli t11lampade, 
skramda inf~r perspektivet att bli verktyg 
for harder. vaiden. 

Hellre sv~var de 
v~ssade som cirrusskyar, 
en sk1ngrad fenixfAgels 
frost1ga vingpennor 
doppade till tankeskrift 
i flyende hav. 

The structure is shown below: 

(DLM48) 
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SYNTACTIC STRUCTURE OF "IDtERNA' 

Lyftade over den verklighet 
SOl spranger och sanderspranger 

svavar idterna 
radda att bli tillalpade, 
skralda infar perspektivet att bli verktyg for hirdare vaiden. 

2 Hellre svivar de 
vissade sal cirrusskyar, 
en skingrad fenixfigels frostiga vingpennor 

doppade till tankeskrift i flyende hay. 

The structure is not entirely unequivocal. I have analysed 

the last four lines of the poem (i.e. 'en skingrad ••. ·) as an 

apposition to the subject 'de'. They could also be regarded 

as an apposition to 'cirrusskyar', in which case a further 

degree of subordination would result. Another possibility 

would be to regard them as a separate, defective, macro-

syntagm: '(De liknar) en skingrad ••• •• 

As can be saen, even in this much more complex and 

somewhat ambivalent structure, most of the line ends still 

coincide with clause ends. Of the three cases where this is 

not true, one divides two constituents - an object and an 

adverbial: 'doppade till tankeskrift / i flyende hav'. The 

other two have line ends breaking constituents - a genitive 

noun phrase: 'en skingrad fenixfagels I frostiga vingpennor', 

and a noun and its prepositional attribute: 'verktyg / for 

hardare valden'. 

There are, of course, other examples in HM's poetry of 

constituents being split by line-ends. OccaSionally, one can 

also find lines consisting of the end of one clause and the 
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beginning of another: 

Som en gyllene barnvagga gar nymanen bland 
molnen. 
Och sjalens moder sitter och silar sagor. 
Det blir natthimlens kalla lilja, det blir 
madonnans ring, det blir septemberlampans 
bukiga lysande i ett kaprifoliumfonster. 

(N39) 

This type of line structure is probably particularly common 

in Natur, but there are also examples in the later poetry: 

Vid en tid da svara handelser lyfte 
mycket i dagen till begrundan, talade Li Kan 
med en betanksamhet som tydde pa oro. 

(DLM49) 

However, it is not typical of HM's poetry as a whole. Nor do 

many poems have as simple a line and sentence structure as 

"Paradisdikter". Most, like the following two, picked at 

random from Tyvor, occupy a middle position. They are here 

reproduced with the original line division. Macrosyntagms are 

numbered in the margin, but subordination and omitted 

constituents have not been indicated. 

MS 

1 Under stjarnornas fjarrsken 
blettade sig evigheten 
for skogarnas risvassa kold. 

2 Med en fin rits 
ritad av en meteor 
dreg en vas sad eandlighet in 
langs det nattligas nerv. 

(T50) 

1 Backsn ringlar in och flyr 
sa langt den kan under snovalv. 

2 Dan perlar och sorlar 
mad envetsn stamma. 

3 Den leker innu var eller host, 
(4) men dampas alltmera, 
(5) tystnar efterhand med an viskning 

ur smalnande ismun. 
(T51) 
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These poems have macrosyntagms that run over one to four 

lines. There is some simple hypotaxis but no complicated or 

ambiguous imbedding. Omission of constituents is either 

caused by simple 'equi-deletion' (e.g. 'den' omitted from MS4 

and 5 in the second poem) or is associated with a participial 

free adjunct (e.g. 'ritad' in MS2 in the first poem). Line 

ends split off subordinated or coordinated clauses, preposi

tional or participial phrases. When a constituent is split, 

it happens at a 'natural' point, i.e., for instance, before 

rather than after the preposition (cf N39 above) in 'med en 

viskning I ur smalnande ismun'. 

The syntactic structure of HM's poetry, and its relation

ship with line structure, is an interesting area that would 

warrant an investigation of its own. My feeling is that HM 

preferred to write end-stopped poetry: the lines of his poems 

tend to coincide with syntactic constituent boundaries. The 

tension that can be created by pitting the urge to pause at 

a line end against the need to read on because of an 

unfinished constituent is not one that HM seems interested in 

exploiting. However, this is no more than a subjective 

impression: I have no statistical evidence to support it. 
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1.3 Vocabulary 

1.3.1 Harry "_rtinson, the word-smith 

It is on the word level that HM's linguistic creativeness 

comes to the fore. 

The decision to limit the investigation of HM's language 

to a detailed analysis of his noun compounds means leaving 

aside many, no less interesting, linguistic features of his 

poetry, such as syntax (briefly touched upon in 1.2), metre 

and rhyme. Furthermore, it also entails the omission of other 

features of his innovative usage on the word level: 

- coinages, other than noun compounds 

Aniara, mim& (e.g. A12), yabisk (A118), kAckel (DLM84) 
(For Aniara coinages, see e.g. Hall 1961 and Wrede 1965); 

phrasal and reflexive verb coinages: 

sorIa in (C86) , glittr. undan (DLM49), kalna fram (T78); 

p~sa wig (T~4), kayla sig (LESS), bygga sig (LES20); 

ylra YeP sig (LES31), yiska in sig (TDBll2), 

- revivals of forms, word, and phrases deemed, e.g. by SAOB, 

to be 'numer. foga brukliga': 

plural verb forms (numerous example" e.g. C90, A193, 
GT20, TlO, T3~)1 

dodde (NlOO), fOlIe (GT88), fQrsyna (=forse, VlI); 

knubba sig (LES47), krymDa sig (T26); 

the nouns stillnad (DLM16, T36) and blinka (N30, DLM87); 
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- unorthodox morphology, e.g. using abstract nouns in the 

plural: 

tidlbsheter (N76), trAngsyner (V63) , vakenheter (DLM20), 
mulligheter (DLM37), melankolier (TDB113); 

ridslor (VTK70), ondskor (interview, Sandelin 1987 p18); 

vAiden (Nm48), OyerflQden (GT60), ~ (T44); 

- derivatives (verbs, adjectives and nouns): 

fOrbuttra (DLM75), molna (N34) , rostna (T7i), luddna 
(T77), yassna (N36); 

myrisk (N26) , slO;ig (N96) , passadisk (D68), klibben 
(V72) • 

krokingare (NB280), glittnad (IIVisa:Sommaren"), golil.lm 
("Sophogen") ; 

- novel verb and adjective compounds: 

solknlkl (N120), vattenskallra (T36), vingblinka 
(TD893), gyllenstryka (AI04), kallvadra (TD835), 
yatlydda (TD838), 

triy.elijgd (GT52), dagbent (T57), v~ttenstrangad 
(LES68). 

mirakelskimrande (V130), manliysy@ltr@nde (TDBi03). 

stormyyig (S2S) , lutfisktorr (N120), lotuslysten (PS3) , 
skimmargrlnn (GT44), salladliys (GT74), barrdynkel 
(T13) • 

torrstr'l1g (CSS) , mildgyl (GT44), grlgr' (Nm17); 

.tirryit (P71), gril.tark (CS9). 

Adjective compounds, particularly, are numerous and come 

close to noun compounds in their variety and syntactic and 

semantic structure. They are, however, as one would expect, 

vastly outnumbered by noun compounds. 
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1.3.2 Compounding - one of the foremost instruments of 
Harry Martinson's linguistic inventivene.s 

When dealing with the language of Natur, and discussing to 

what extent HM may have received linguistic impulses from 

other poets (Sj~berg, Diktonius) , Kjell Espmark concludes: 

Den mirakulosa sprAkliga uppfinningsf~rmAga som 
fAr ett av sina fr~msta instrument i den Qverraskande 
sammans~ttningen mAste i forsta hand ses som nAgot 
djupt personligt betingat, nAgot naturvuxet. 

(Espmark 1970 p243) 

My attention was drawn to the compounds during attempts at 

translating HM's poetry into English. Initial, more or less 

literal, renderings of some of the compounds sounded utterly 

unacceptable in English, but paraphrases invariably resulted 

in inferior versions of the poems. The exercise made me 

aware of two important facts, firstly that the use of a 

compound is in effect a syntactic choice - the same words can 

be combined in other ways - and, secondly, that there is a 

considerable stylistic, sometimes also semantic, difference 

between the various chOices of noun phrase, in addition to 

the obvious differences of rhythm and length. 

Consider, for example, the following choices of metaphoric 

noun phrases that HM has opted for on different occasions: 

kgttbiil1ra (N27) 

regnridA (N044) 

yassens skog (Nm67), yassens vattenskog (P95) 

regnet med sin slagrid. (VI02) 

slaghaglet. sgmmarens isgissli (V97) 

In the table below, attested variant. are underlined: 



CClfnpc)und 

vass;vatten-
skogen 

regnridfi 

slaghagels
isgisslet 

Geni ti ve phl'OOasE! 

kottens bjallrOa 

vassens vaototen
!akog 

regnets (slag)-o 
ridfi 

slaghaglets 
(sommar)isgissel 

Elaborated phrase 

kotten spelar i sin bjallra 

vassen med sin vattenskog 

s 1 a 9 hag 1 e_:Llo __ .2.gof!ll!.!jE~.r:JE~U_§' 
i_\l.\.~;tj_glii;tot 

In the elaborated phrases, the relationship between the 

nouns is made explicit: they are combined, momentarily, by 

the use of prepositions, or by one noun being placed in 

apposition to the other. It was this kind of paraphrase that 

disturbed me in the translations, as being too elaborate and 

unequivocal. 

In the more concentrated genitive phrases, the relation-

ship is vaguer: the genitive -s does not imply a standard 

genitive relationship. These phrases are of the type that 

Hallberg has termed 'sammandragen liknelse' (1941 p26) or 

"komprimerad liknelse' (1982 p14). They are a typically 

literary type of genitive, which rates no mention (even among 

examples of '6vriga genitiver') in an article based on 

current newspaper language, "Vad uttrycks med genl ti V,":oll' 

(Ewerth 1988 p26). Furthermore, there is also a non-

metaphoric type of literary genitive, in which the 

relationship between the nouns is vague - rather like that 

between compound elements, e.g. 

Slupskt hugger svanen 

lyfter sitt huvud och ser 
or m k a 11 t k r ~o n-gn;!r:::lm~pn!1;sLJfL.iJ° a~°"rrAd • l u~ (e71) 
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These two forms of genitive are common in HM"s language 

(and probably in the language of many other poets), and 

a(:count for his high frequency of genitives c.ompared with the 

standard language. In a preliminary study, I have shown that, 

in the three collections Tuvor, Langs ekots stigar and 

Doriderna, the proportion of genitives seen in relation to 

the total number of nouns (9.83%) is significantly higher 

than that in "bruksprosa' (4.52%) (Green 1985 p198). 

The compound is semantically the vaguest way of combining 

the nouns: there is no hint at all - except our inbuilt 

expectations based on established formations with similar 

elements - of what the relationship between them might be. 

It is also the ultimate form of concentration of the noun 

phrase and, for this reason alone, is eminently suited to be 

used in modernist poetry. Espmark feels that there is 

"ingenting forvinande i att en tendens till sammansattning, 

med ursprung i aldre lyrisk konvention, kunnat assimileras av 

det mer djirvt ftirtatande modernistiska spr~ket" (Espmark 

1970 p243). 

The second insight into the nature of compounds provided 

by my translation attempts was the fact that novel cpds can 

vary considerably in their degree of normality and of 

transparency, and that they can be used by the poet for many 

different purposes. Whereas some novel cpds appear perfectly 

normal and unremarkable, others seem to demand more active 

partiCipation from the reader. 

Very occasionally, HM sees fit to explain a new compound 

formation and justify it: 
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H~r ~r alltsi ett gr6nk~rr. Med detta menar 
jag en fuktig och besipprad dlld i lund •..• Av 
klrr finns jU annars minga slag, aven om svenska 
spr~ket ~r fattigt pi distinktiva substantiv. 

(SOH9) 

But most of the time he does not offer definitions of his 

new formations, relying instead on the inherent qualities of 

the compounds themselves to convey his intentions. 

Compounds, as Bloomfield remarks (1933 p180) 'lie on the 

border between words and phrases'. Through this unique 

position, a compound can, at one and the same time, be seen 

as one, fused, concept and as a relationship between the 

individual elements, usually assumed to be permanent or 

habitual (Aitchison 1987 p155). When faced with a new com-

pound like, for instance, n4ckroskapten or samvetssoffa, the 

reader, in addition to taking in the impressionistic total 

effect of the new blend, cannot help but be aware of the par-

ticipating elements and - particularly if they appear to be 

incompatible - wonder about their relationship with each other. 

He is activated into speculating about the meaning; he is 

himself made to take an active part in the creative process. 

Each reader will bring his own experience and background to 

bear on the interpretation of a novel cpd. Different readers 

will arrive at different conclUSions, be sensitive to differ-

ent overtones and get different associations. 

It should be remembered, however, that it is perfectly 

possible to link two nouns without having a precise relation-

ship in mind: like a painter mixes his colours, the poet can 

experiment in blending words to achieve new effects. But the 

analogy is only partly valid: words are fundamentally differ-
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ent from colours in that they carry generally accepted mean-

ings. As long as two nouns in a noun phrase are separated, 

the link between them is temporary. They do not form an indi

visible whole - both can, for example, be extended with modi

fiers - and they do not necessarily form one joint concept. 

As soon as the nouns are joined in a cpd, however, they strive 

- however incompatible - to merge into one idea. 

It has been suggested that the ability to interpret less 

obvious compound formations may be linked with the level of 

education (Gleitman and Gleitman 1979). Perhaps what is 

required is, rather, a certain amount of imagination and 

willingness to speCUlate. Creative writers may well exploit 

this quality - unique among words - that cpds possess. The 

inherent semantic vagueness or ambiguity can, for a poet, be 

an asset - poets do not normally strive for unequivocal 

meaning. 
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1.4 Background to the present study 

1.4.1 Previous research into HM·s style and language 

HM's language has been discussed as part of accounts of 

his development in general as a poet~ e.g. by Lars Ulvenstam, 

Ingvar Holm and Kjell Espmark. 

Ulvenstam's Harry Martinson, ett utkas~ (1950) covers 

the work up to the late forties. Ulvenstam pursues 'de band 

CJ(:h broar man kan spanna over hans verk om de samman·f dr's " •• 

i motiviska och psykologiska grupperingar'. It follows that 

details of the language are not of interest in themselves. 

Holm's Harry Martinson Myter M,Uningar Mott:!. (1960) is a 

broad-based study of HM's development up to the late fifties. 

It outlines the biographical and socio-political background 

to the works, major themes and ideas that occupied HM and~ 

above all, it establishes links between HM's poetry and 

painting. The details of HM's language are only of marginal 

interest. 

Espmark's Harry Martinson erovrar sitt spr~k (1970) 

concentrates on HM's early development, and on the literary 

tradition he was a part of. Espmark sees 'spanningen mel Ian det 

vittfamnande och det omedelbara' (p154) or 'det sinnligt ftir

ankrade storperspektivet' (p182) as one of HM's most important 

contributions to the modernist tradition. (The Nobel Prize in 

1978 was awarded to HM 'for ett forfattarskap som f~ngar 

daggdroppen och speglar kosmos'.) 

For anyone interested in HM's language, Espmark's book is 

particularly important. It gives insights into many aspects 
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of HM's style and language, but the emphasis is ve~y much on 

the g~owth and development of HM's idiom, and on the influ

ences and impulses affecting it. Espma~k does not set out to 

attempt an 'allsidig genetisk invente~ing av Ha~~y Ma~tinsons 

spr~k' (pI6), but suggests that his language can p~ovide 

material for several special studies of fo~ example syntax, 

metre and linguistic innovations. He frequently points out 

the importance within individual poems of an 'over~askande 

nybildning' and, as often as not, this turns out to be a cpd 

(e.g., on p93, gumminege~ and, on p109, odleglimt). 

Espmark describes his own approach as 'komparativ holism" 

(p13). He opts for analysing selected representative poems in 

detail, rather than studying ce~tain stylistic aspects 

illustrated by short extracts of poetry. However, he 

acknowledges that both approaches are justified and concedes 

that systematic, statistical investigations may well be 

appropriate for studying several aspects of HM's language. 

HM's language has also been discussed in terms of individ

ual works. Hallberg has written on "Bildspriket i Nasslorna 

blomma" (1975). In a short section on cpds he discusses not 

only metaphoriC formations like l;ungragg (NB64), but also 

cpds llke nickroskapten (NB10), samvetssoffa (NBBI) and 

nysllyeryana (NB132), in which he feels that the relationship 

between the components is based on 'beroringsassociatione~' 

~esulting in a kind of semantic 'fusion' (pl07f). 

An important work in this context is Johan Wrede's thesis 

Singen om Aniara (1965). Part II (three chapte~s) is 

entitled "Sprik och stil, nigra synpunkter". Of particular 

interest is the section on "det traffande uttrycket", in 
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which Wrede shows how HM's unusually rich, natural 'talanq 

att fabulera i spraket' (p54) is gl,ven a seal 0+ appr'cval by 

international expressionist and modernist rejections (largely 

transmitted to him via Finno-Swedish poets) of traditional 

poetic conventions. Wrede (p60) quotes a HM article on Walt 

Whitman: 

Whitman talade s~llan eller aldrig i symbolik. 
V~rlden var f~r star, och anden .•. kunde inte krypa 
in i symbolismens skinn. Den fordrade uttryck fHr 
sig sj~lv, det enkla ordets stj~rnljud. 

(Sjomannen nr 12, arg.16, 19:30, p:3EI'lf) 

The challenge of finding 'det enkla ordets 5tj~rnljud' -

whether that means 'the exact word' or the 'direct treatment 

of the "thing'" (cf Espmark 1970 pllO) - remained 'a major-

concern in Martinson's poetry', as Wrede points out in his 

English summary (p374). 

Peter Hallberg's seminal overview of literary metaphor, 

Diktens bildsprik (198~), makes extensive use of HM's works 

for exemplification of different aspects of metaphoric 

language, including metaphoric compounds. 'Fa av vara diktare 

erbjuder ett sA ymnigt flodande och originellt bildsprik sam 

just Martinson' (p452). In fact, HM comes second only to the 

Bible when it comes to providing Hallberg with examples*. Of 

particular interest are the discussions of some key-words, 

like sand <p8f), and yta - ~ - minne (p486ff). 

The most important study of HM's language is Hallberg's 

much earlier Studier i Harry Martinsons sprak (1941>, which 

examines particularly two features of HM's style: concentrat-

* Judging from the number of page references in the 
'Personregister' (p625ff). 
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icn and imagery. The chapter on concentration contains a 

major section on compounds: 

Jag tror att man med gott utbyte kan studera Harry 
Martinsons stil just ur synpunkten av dess inriktning 
pA det expressivt fbrt~tade. Representativa fbr denna 
tandens till komprimering ~ro hans idgonenfallande 
talrika och originella sammans~ttningar. 

(Hallberg 1941 p6) 

Hal.lberg discusses Ncpds with c~?r"tain fil'''st elE.~ITl€·mt.:s; (~il .. J .. "", 

Uyo-- , 
make use of Belfrage's (1916 and 1920) division of compounds 

into 'illusionskomposita' and 'komplikaticnskompcsita', WIth 

a subgroup 'metaforkomposita', but finds that 'den ofta 

svivande karakt~ren hos Martinsons kcmposita gbr det svArt 

att alltid dra granserna skarpt' (p2::::;), and warons: 'M.:-tn skall 

akta sig att se fasta konturer, dar det bara finns nyanser 

och om~rkliga 6verg!ngar' (p24). He concludes that even with-

cut extensive comparative investigations, it is probably safe 

to maintain that 'Martinson i sillsynt star utstrlckning 

nyskapar sammansatta ord" (p25). 

Hallberg's study was written in 1938*. Eleven of HM's (to 

date) fourteen collections of poetry have appeared since 

then. Wrede (1965 p55) admittedly feels that, even though 

Hallberg's observations only cover the early work, they 

~~obably hold true for the later work as well. However, 

a more systematic study of the formation and use of cpds in 

HM"s whole poetic output, as well as a comparative statist-

ical investigation, seems justified. 

* Editor's note (Hallberg 1941, p69). 
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1.4.2 A pilot study 

I decided initially to test the general assumption that HM 

makes unusually frequent use of compounds, particularly noun 

compounds (henceforward usually abbreviated 'Ncpds' or simply 

'cpds'), and to make a straightforward comparison between 

frequencies of Ncpds in a sample of HM's poetry and a control 

sample. 

If we wish to spot those linguistic features 
that make X different from other kinds of texts ..• 
that we define as relevant and sensible norms of 
comparison, we must match the densities of the 
linguistic features in our text against the densities 
of the correspondng features in the norm. Comparison 
is the only key to stylistic differentials, that is, 
to the style markers that characterise our text BS 

different from other texts. And all stylistic 
descriptions must begin with an inventory of style 
markers. 

(Enkvist 1973 p67) 

'Relevant and sensible norms of comparison' could, in my 

case, be contemporary prose, HM's own prose or contemporary 

poetry. The last alternative seemed the most pertinent, and I 

chose that for the initial investigation. 

A direct comparison was made of the number of Ncpds in 

HM's LMngs ekots stigar and a similar amount of text taken 

from two anthologies of contemporary poets, namely Sten 

Selander's Den unga lyriken (c. 15 pages) and Gunnar Tide-

str~m's Lyrik fran var egen tid (c. 14 pages). The following 

poets were represented: 
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No words: Ncpd 
no Ncpds frequency 

Dan Andersson 189:3 1. 6'Y. 
Werner Aspenstrom 217: 11 5. 1 r. 
I<arl Asplund 174:6 3.4'Y. 
Erik Blomberg 331:7 2. 1 Y. 
Karin Boye 351:7 2.0'Y. 
Elmer Diktonius 304:9 3.0Y. 
Johannes Edfelt 246:17 6.9'Y. 
Gunnar Ekelof 323: 18 5.6'Y. 
Rabbe Enckell 148:5 3.4'Y. 
Hjalmar Gullberg 284:10 3.5r. 
Olo-f Lagercrantz 211:7 3.3'Y. 
Par Lagerkvist 235:6 2.6Y. 
Erik Lindegren 293:7 2.4'Y. 
Artur Lundkvist 362:26 7.2r. 
Birger Sjoberg 295:19 6.4'Y. 
Edith Sodergran 322:5 1. 6r. 

The individual percentages are not significant - in most 

cases writers are represented by only one poem. Even so, it 

was gratifying to find that a similar sample of HM in the 

same anthologies yielded 22 Ncpds in 234 words, a frequency 

of 9.4'Y., which is a higher -figure than that reached by any of 

the other poets. 

Comparing the control sample of the anthology pages over-

all with Langs ekgts stigar, the following figures emerged: 

TABLE 14A Ncpd frequency, pilot study 

====-------==-==----_ .... -------------===---=====--======= No of words No of cpds Frequency 

CC:lntrol sampl e 4285 163 3.8'Y. 

HMI LES 4219 277 6.6'Y. 
----------------------------------------------------------

The difference is statistically significant. 
(It is signi-ficant at the level of 0.001, 
with a chi2 value of 31.65. See 2.3.3.) 

It seemed that Ncpds might indeed be a prominent feature 

of HM's poetic language, and might qualify as 'style markers' 

in Enkvist"s sense. 



35 -

1.4.3 Outline of the approach and general aims 

In the earlier research, HM's cpds are often picked out~ 

not for their numbers~ but for their character: they are 

described as surprising, bold or~ simply~ new. Many of them 

do stand out: they are 'foregrounded'~ to use a Prague School 

term (see further 7.3.1). These cpds must, in some way, be 

intrinsically different from those cpds that do not stand 

out, be they established or temporary new formaticns. A 

linguistic analysis of both types of cpd may give an insight 

into what constitutes that difference. 

My own contention that HM's language is generally cpd-

dense, and Hallberg's assumption that HM was a prolific 

producer of new cpds, can only be tested through a statist-

leal comparative approach. 'If there is such a thing as a 

recognisable style ••• , its distinctive quality can in the 

last analysis be stated in terms of relative frequencies' 

(Halliday in Chatman 1971 p343). In a Swedish context, Hall-

berg makes the same claim: 

Sj~lva frekvensen av ett visst drag i en poetisk 
produktion kan vara av utslagsgivande betydelse, 
~ga direkt estetisk och psykologisk relevans. Och 
den personliga egenarten avtecknar sig med tydliga 
konturer f6rst mot bakgrunden av det mera generella 
och typiska. 

(Hallberg 1951 p83) 

However, frequencies can never be an end in themselves in 

stylistics. Statistically significant excesses of a stylistic 

or linguistic feature can only indicate that the feature may 

be a 'style marker' worth investigating: 'Numerical data are 

no more than a starting-point for the critic; they must be 

tested for qualitative differences and carefully examined in 

the light of the context and the whole situation before any 
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conclusions can be drawn from them' (Ullman 1973 pb8). Hall-

berg also warns that the statistics have to be tempered by 

'en komp I etterande kvali tat i v anal ys' (p84). I t wi 11 t.hen:?··· 

fore be necessary for me to go beyond a merely linguistic and 

statistical investigation and also embark on a more sUbject-

ive, stylistic approach. 

HM's Ncpds will thus be studied from a number of angles 

that could be said to represent different polarities of 

approach. Some aspects of the research lend themselves to an 

objective treatment, others are by necessity more subjective. 

It might seem too catholic and eclectic an approach to be 

respectable. It is, however, a research method acknowledged 

a ·-... permissible: 

En och samma unders~kning kan •.. till~mpa 
olika metoder och infallsvinklar i olika avsnitt. 
Exempelvis kan en v~rderande, upplevelsebetonad 
unders~kning kompletteras med en samling objektiva~ 
positivistiska data j~mte statistik, och korrelationer 
efterstr~vas mel Ian upplevelsen och dess konkret 
beskrivbara stimuli i texten. 

<Enkvist 1974 p92) 

I decided to excerpt all Ncpds from HM"s poetry, and to 

Undertake a systematic study of them in order to attempt to 

answer questions such as: 

1) Is HM's poetic language indeed more cpd-dense than 
that of other, contemporary poets? 

2) What proportion of HM's cpds are novel as opposed to 
established formations? 

3) Are there any differences in HM's cpd usage between 
- his poetry and prose? 

his early (pre-war) collections and his later 
collections? 
different subject-areas or genres? 

4) What different types of novel cpd formation can be 
distin9uished? 

5) How do the novel cpd formations tie in with other 
features of HM's poetic language? 

6) Can any evidence be found for claiming that HM made 
conscious use of cpds as a poetic tool? 
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The risk with this kind of investigation, where the 

emphasis is on one particular linguistic unit, is that of 

breaking up the poems and reducing them to lists of examples 

and statistical tables. A poem is, of course, an indivisible 

whole: it is only a poem because the content and the form are 

~,e (Ruin 1978 p385). However, the 'form' is also a sample of 

the Swedish language, and it is important to remember that 

this kind of research is not primarily concerned with 

commenting on individual poems - although it may provide some 

insights - but is concerned with the use a creative writer 

can make of the linguistic apparatus at his disposal. 

Characteristic of the work of poetry as an esthetic 
structure is .•• its indivisibility. Nonetheless, the 
work of poetry does not appear as a completely unified 
whole under all circumstances. It is not completely self
contained and can also be conceived of as a mere link in 
the developmental chain of poetry; in regard to language 
it is then placed within poetic language which in turn 
has its uninterrupted development. In regard to this 
development, and viewed from its vantage point, the 
principle of the indivisibility of poetic structure then 
does not apply without reservations. Each linguistic 
component ••• can, from the standpoint of its function 
in poetry, be followed consistently from period to period 
and from work to work. 

(Mukarovsky 1964 p66) 

Chapter 2 accounts for the corpus, research methods and 

the terminology used. In Chapters 3, 4 and 5 I deal with the 

linguistic and statistical analyses of all the cpds in the 

main data, comparing HM with standard Swedish and with ether 

writers. Chapter 6 deals with HM's new cpd formations only, 

particularly those towards the creative end of the establish-

ment scale (see 2.1.4), and attempts a classification into 

different types of creative cpd formation. I adopt a more 

holistic approach in the literary analysis in Chapter 7, 

where the cpds are considered in the contexts for which they 

were created. 



CHAPTER TWO 
TERMINOLOGY, CORPUS, METHOD 

2.1 Terminology 

2.1.1 Basic terminology 

A compound (cpd) is built Lip of two or- more elements, which 

are linked to each other- by various linking elements or- linking 

devic ••• Nominal compounds (Ncpds) - the chi ef coru:er-n of th is 

thesi 5 - normal 1 y have two 1 mmedi ate consti tuents, each o·f 

which can be either- a single element or- itself a compound. 

Most noun compounds are determinative, i.e. the fir-st 

constituent is a modifier (or determinant or comment) and 

the second a head (or determinatum or topic). A few compounds 

are copulative, i.e. the constituents are coordinated. 

Copulative compounds can have more than two immediate constit-

wants (e.g. §kidespelaren-regissoren-forfattaren). 

Examples (determinative compounds): 

First con
stituent 
(Modifier) 

regn 

havs 

harpo 

midnatts 

Second con
stituent 
(Head) 

bige 

vind 

bige 

sol 

tradgirdsmastar - skamt 

lant kyrkogird 

Elements 

regn 
bige 

hav 
vind 

harpa 
bige 

mid-
natt 
sol 

trad 
gird 
mast are 
skamt 

land 
kyrka 
gird 

Linking 
device(s) 

CO) 

(+s) 

(-a+o) 

(0) 
(+5) 

(0) 
(+s) 
(-e) 

(···d+t) 
(-a+(::I) 

-------------------------------------------------------------
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2.1.2 Compounding - syntactic or lexical operation? 

In English, two nouns can be juxtaposed without forming a 

cpd. 'The stem of an English noun may be used attributively ... 

This applies to groups of nouns as well as to compounds; the 

border-line between these two types is often difficult to 

draw' (Zandvoort 1953 pl15). Zandvoort suggests that the 

difference may be something to do with the orthography (head 

master, head-master, headmaster) or the stress (boy scout, 

bookcase). 

Sears (1972 p32 footnote) makes a distinction between 

'multiple noun adjuncts', which his paper deals with, and 

'compounds', but many of his examples ('temperature control 

coating', 'life support backpack') would be classified as 

cpds by others. Warren (1978 p12 and 14), for instance, 

includes among her noun+noun cpds combinations like 'wartime 

circular', 'spider leg pedestal table' and even 'Eastern 

Women's Liberal Arts College Panel'. She discusses the problem 

and suggests that a preceding adjective can be used to test 

whether a nominal phrase is a cpd or not. In 'our new friends' 

meeting-house' the adjective qualifies 'meeting-house', and 

'friends' meeting-house' is deemed to be a cpd; in 'our new 

friends' car' the adjective qualifies 'friends' and 'friends' 

car' is therefore not a cpd. Note, however, that 'friends' 

meeting-house' is also an established concept, unlike 

'friends' car'. 

In English, the distinction between a cpd and a syntactic 

group may well be linked with the degree of establishment. 

There is then no easy answer, covering all cases, 
to the question of 'what is a compound' .•.• r have 
been fairly liberal in including collocations which 
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I felt were to some degree established, and therefore 
candidates for inclusion in the category. Some of my 
examples may not be compounds for all readers, but since 
any attributive-head noun group is gotentj~l_~. 
comgound and wi 11 come to be fel t as one if i .. 'L_t:!.!!p...Qena._.t..Q. 
pe used often enough_, it is as well not t.o be too 
arbi trary in deci di ng one way or the other·. ~om..QJ;!J.,!..nd:: 
status can be seen as a matter of degree. 

(Adams 1973 p58, my emphases) 

In Swedish, the problem of degrees of establishment 

certainly exists (see 2.1.4), but it has nothing to do with 

the distinction between a syntactic group and a compound. 

Swedish noun combinations are either genitive (or prepositicn-

all phrases or they are compounds. In a translation of 

"Eastern Women"s Liberal Arts College Panel', there is no 

doubt about the fact that only hOgskola (or huma.!:!.i.st-

hOgskola) is a cpd and the whole a noun phrase: 'Kommittfn 

fOr Orientaliska kvinnors humanistiska hOgskola I humanist-

hOgskola" • 

Criteria for compounds 

With very few exceptions (probably influenced by English 

patterns), a Swedish cpd is an orthographic unit, i.e. it 

is written as one word. 

Hyphens are unusual, normally only used in copulative cpd 

formations such as the fairly frequent first names (Anna-Lisa, 

Sven-Erik), some geographical names (Schleswig-Holstein) and 

a few others (marxism-leninism, radio-TV, forfattaren-

regissoren). A few determinative cpds, in which the modifier 

is a phrase or a two-word name, may appear hyphenated or as 

separate words: Harry Martinson-Sallskapet, Harry Martinson 

jubileum (found, respectively, on stationery and in the 

programme, May 1984). SAOL (1973) recommends the hyphenated 

form (rOda kors-syster) or a one-word form (rodakorssyster), 
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but there is much vacillation. Carl Larssongarden (a spelling 

SAOL regards as 'olamplig') appears on the cover of a 

guidebook*, and Carl Larsson-garden in the text itself. See 

further 3.3.7. 

Determinative compounds are also morphologically isola-· 

ted, i.e. any endings will be added to the last element only~ 

which (with very few exceptions) determines gender and plural 

of the whole compound: 'en bage: bagar', 'en regnbage: regn

blgar'. Copulative cpds, however, add definite articles and 

plural endings to both/all constituents: skadespelarna

regissQrerna. 

Determinative cpds are also prosodic units. They take 

the main stress on the first constituent's main-stress 

syllable and secondary stress on the second constituent, 

usually on its main-stress syllable. In most cases there is a 

characteristic connective intonational pattern, the so-called 

grave accent. Some established Ncpds normally take the acute 

accent (e.g. tradgird), though there are regional variations. 

A newly formed cpd would be u~likely to take the acute accent. 

The stress pattern may be one measure of the degree of 

establishment of a cpd. Initially, a cpd takes its stress 

pattern from its elements even if this results in two 

stressed syllables (main and secondary stress) being next to 

each other, e.g. bArntrldgird. In long non-compound 

words, there is a tendency for a rhythmiC alternation between 

(main or secondary) stressed syllables and unstressed 

syllables, e.g QemokratiseringArna (Elert 1970 p3S). An 

established cpd would tend to behave similarly: instead of 

*Ulf Hard af Segerstad, 1974. 
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iAsteae sf aR1nedg!ng we often say EQ1ned(~I~. 

Some can have either stress pattern: 

barntradgard 
langfredag 

barntradgard 
langfredag 

The stress pattern of the right-hand column might indicate a 

higher degree of establishment than that of the left-hand 

column. 

Compounds are also semantic units. The Swedish word §.i:r.Ly-:: 

t!..!a!::..9. is as much a semantic I.lnit as the Engl ish word Q.§...!? . .t., 

even though it is made up of the two elements ~-Lt~ and 

tabl~. The more established a cpd, the more likely it is to 

become lexicalised (see 2.1.4). Lexicalisation can continue 

to a point where either or both/all the original elements may 

be completely obscured, semantically and/or phonetically. A 

skrivbord is a table mainly used for writing at, but a tr<1Q..::::. 

gard can be so called even if there are no trees in it. ~gr&= 

gubbe retains a meaning of the second element (lump) no longer 

current in the simplex word, and words like master and 

stackare can only be analysed as cpds in diachronic stUdies. 

A newly formed cpd will retain the meanings of the parti-

cipating elements whilst, at the same time, seeking to unite 

them within one concept. 

The Swedish cpd can thus be seen to be an orthographiC, 

morphological, prosodic and semantic unit, and part of the 

lexicon of the language. However, the formation of a new cpd 

can be said to be a syntactic operation and represent a 

syntactic choice: it is only one of several ways in which 

nouns can be combined (e.g. hustaket - husets tak - take!. 

tla hyset). Cf. 1.3.2. 



2.1.3 Problems of definition 

Straightforward definitions of a compound as a word that 

can 'delas upp i minst tv~ led vilka med n~gorlunda (!) 

oftir~ndrad betydelse ~terkommer som sj~lvst~ndiga ord' (Tele

man 1974 p224) or, more simply put, as a ' (fi.>:ed) combi,naticJI"l 

of two free forms' (Adams 1973 p30) work most of the time, if 

allowance is made for the fact that the linking device will 

often distort the first constituent (e.g. k~k~-tYLL9.g~rQ). 

Sometimes, however, (usually in the case of established 

,formations) they do not suffice to justify the inclusion or 

non-inclusion of a particular word in the data. Some of the 

problem areas are outlined below. 

Derivative., derivational and parasynthetic compounds 

In cpds that contain a derivative, the question arises as 

to whether the formation is primarily a cpd or primarily a 

derivative. Some cases are fairly clear-cut: min.DJ£.~d,b..§.:t is 

clearly derived from the adjective minnesgod, and is not a cpd 

of minne and godhet, but other similar formations are more 

doubtful: is sm~rtfrihet to be regarded as a cpd ('frihet fran 

sm~rta') or as derived from the adjective ?m~rtfr:-.j"? Is QY_I2.r:,.-::, 

I;!lick a cpd of the preposition Q.Y.§L and the verb-derived I"1(Jun 

blick or is it derived from the verb ~verblicka? Is 

proppmattnad deri ved from the (more c:ommon) adjec'U ve P,!:'!:;J.Qfl.:::. 

matt or a new Ncpd formed in analogy with the adjective? I!Ei 

the Ncpd nodtorft or the adjective cpd nodtorftig the primary 

formation? In most such cases, decisions have been made on 

the basis of native intuition, sometimes rather arbitrarily. 
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There is another, slightly different, group of problem 

worcjs. Wt§..U..:....t and l,,!t9..~n9. are not stl'·aight·for·w.3.n:1 c:pdc.;; 0+ 

!::!.t.. wi th si kt and !~, nor ar'e they der i Vf:!d f I~om the verb=; 

!::!.:!;J§..!a and Lltga\, but rather from the verb pt1ra'E.;eS §.!?. .... 1.tt .. and g~ 

ut. They have come about by a si mL11 taneOLl~:; pr'ocess of der":l vat: ..... 

ion (~-sik.t, ~-g~Il9.'> and compounding (!:!.!:.+2 . .u~ . .!;.., !::!.!;.'+~lt.tOIJ), 

a process that could be expressed with the formula: 

v + Adv -~ (Adv + (V+nominalising affix»N~pd 

The Swedish term for this type of formation is normally 

"avledd sammansMttning'. Hellquist (1922 pLVIII) also 

mentions the alternative term "syntetisk sammansMttning'. 

Adams (1973) distinguishes between 'derivational' and 'para

synthetic' cpds. The former are made up of a cpd + derivation

al affix (e.g. broken-heart/ed, first-night/er), i.e. are 

really derivatives. ProppmMtt/nad and bverblick/O are 

probably of this type. The parasynthetic cpds are derived by 

a simultaneous process of compounding and derivation (e.g. 

milk shake/O). Clearly, utsikt and LI~!l9. are of this type. 

I decided to exclude the derivational cpds from the data 

on the grounds that they are primarily derivatives, but to 

include the parasynthetic cpds, as they can be said to be 

simultaneous cpds and derivatives. 

Below are some examples of words in the HM data that have 

been regarded as parasynthetic cpds, i.e. as having stronger 

links with the phrasal verbs than with the cpd verbs. A few 

cpds - probably borrowings - which have the same surface 

structure as the parasynthetic cpds are difficult to link 

with either a cpd verb or a phrasal verb. 



inUigg 
insats 
inskrift 
intc§g 

nedgang 
undergc§ng 
uppgang 
vilsegc§ng 

utfart 
utHkd 
utgang 
utsikt 

sammanhang 

lyc:ksokare 
li:ivfUlning 
renh.U 1 ni ng, 
renhallare 
radgivare 

utflykt 
utsprang 
omlopp 

lagga in 
satta in 
skriva in 
taga in 

ga ned 
ga under 
ga upp 
ga vilse 

fara ut 
fardas/fara 
ga ut 
se ut 

hanga samman 
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(i nl agga) 
(insatta) 
(inskriva) 
(i ntc§ga) 

(nedga) 
Cunderga - usually diff.meaning) 
Cuppga - usually diff.meaning) 
?vilsega 

?utfara 
ut (utfarda - different meaning) 

(utga - usually diff.meaning) 
(utse - different meaning) 

Csammanhanga) 

soka lyc:kaCn) ?lyc:ksoka 
falla loy ?lovfalla 

h.!U la rent 
giva/ge rad 

?renhU 1a 
?radgiva/radge 

7f1y/f1yga/f1ykta ut 
7springa ut 

?utflyCga)/flykta 
?utspringa 
70mlopa 7lopa om 

Pr.~iK-~orm.tions Dr compounds? 

The distinction between a prefix-combination (consisting 

of a bound morpheme and a free morpheme) and a cpd (con-

sillting of free morphemes) is anoth.er problem area, which 

sometimes leads to some seemingly arbitrary demarkation 

lines. For instance, sammanhang has been classified as a 

parasynthetic cpd, but samsing and samklang as prefix com-

binations (cf. Noreen VII p 114) and therefore not included 

in my data. Similarly, as miss- is a prefix, missmod has 

been excluded, but included are svarmod and talamod, 

which I have decided to regard as Ncpds and not as derived 

from the corresponding adjectives svarmodig and ~~lmo~~. 
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The pr-ef i >: !d.!:..-, wi th the meani ng or- i gi nal, basi c, pri m~=val , 

occupies a special place. It is - or- was, during a period 

much used by HM in cr-eative for-mations. It is one of the 

elements singled out for- discussion by Peter- Hallberg (1941). 

For- that r-eason I have decided to include combinations with 

!:!r.:.- in my data, even though they ar-e not str-ic:tly cornpound~:;. 

The bor-der-line between pr-efixes and compound elements is 

blurr-ed. As a wor-d becomes a pr-oductive compound-element, it 

often begins to lose something of its semantic content and 

begins to be pr-efix-like. Jatte- is an e:-:ample. C:pds fCJr"mf=d 

with such weakened nouns are included in my data. 

NeoclassicAL formations 

Many wor-ds for-med fr-om stems of Latin and Gr-eek or-igin 

pose a similar pr-oblem to the pr-efix-for-mations. Most of 

these stems do not occur- in Swedish as fr-ee for-ms but, on the 

whole, they have more semantic weight than most native 

affixes. They can be of differ-ent types (examples fr-orn 

Thor-ell 1981): 

1. Bound mor-phemes, only found initially (pr-efixes): 
aero-, astro-, ~Llto- etc. 

mi kr-o-· ._ .... _--_. , 

2. Bound mor-phemes, only found finally (suff1>:es): --skop, 
-for-, -kr-at, -mat, -stat, -tek etc. 

3. Bound 'versatile' mor-phemes, found both initially and 
finally: -naut-, -fil-, -gr-am-, -lgg- etc. 

4. Free mor-phemes: kosmo(s), fon, gr-af, morf. 

Thor-ell regar-ds stems of type 3 as functioning in the same 

way as fr-ee mor-phemes, and word-for-mations using mor-phemes of 

both types 3 and 4 ther-efor-e as compounds. He r-egar-ds wor-ds 
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using morphemes of types 1 and 2 as affix derivatives. Adams 

(1973) relies more heavily on 'the imprecise criterion of 

"le>:ical" meaning', and sets IIp a class of 'neo'-cl assical' 

cpds containing formations made up of all four types. 

In the HM data, the problem words in this area are 

particularly to be found in the Aniara vocabulary. They Celn 

generally be referred to one of four groups: 

1. Prefix + recognisable noun 

mikro/rymd 
mi knJ/r'ull a 

2. Recognisable noun (stem) + suffix 

galak/tav 
gammo/sal 
mima/rob 
mima/tor 

3. Prefix + suffix 

astra/lob 
astro/navi 
dormi/fid 
dormi/jun 
foto/fag 
fOtO/tLwb 

(gala:< + -tav) 
(gamma + -sal 
(mima + -rob) 
(mima + -tor) 

(at least one of them recognisable): 

geo/san 
senso/stat 
tele/grator 
trans/pod 
trans/tomi 

4. Two stems: compounds 

elektro/lins 

fono/glob 

gyro/spiner 

Transpacifik/bana . 

(6stergren gives elektro- as the 
compound form of elektricitet) 

(fan can be a free form and £.9...11..9.
be seen as the compound form~ Wrede 
1 (~65 sllggests that 910b is the nOLln 
• globe' ) 

(~stergren gi ves !lYr:..Q as a rlOlln ~ 
spin(n)er could be regarded as a 
future borrowing from English) 

(a borrowing of the English adjective 
'transpaci fie' pi us the nOlln ban~) 
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Following Thorell, the first two groups have been rejected 

as affix-derivations and the words in group 4 have been 

included in my data as genuine compounds. 

The words in group 3, which consist of combinations of two 

bound morphemes freed and then recombined ('recompos1tions'). 

are strictly speaking neither derivations nor cpds. However, 

as a combination of two versatile affi>:es might be regarded 

as having compound status (e.g. filo!..Q.Q.. - cf. bib!...ioLLl and 

logotek), I have attempted to test to what extent the affixes 

could be said to be versatile (i.e. be able to occur as both 

prefix and suffix). Only two of the affixes in this group 

appear to me to be clearly versatile, namely -tsg (cf. 

fagocyt) and -turb (cf. turbin). I have therefore decided to 

include fotofag and fototurb in my data as examples of this 

type of formation, even though foto- (in the sense 'light') 

can only be a prefix, and the two words therefore do not 

strictly qualify. A closer examination of the lexicon might 

have justified including one or two more words from the list 

on the same basis (e.g. transpod - cf. podi!9..!?L). However, we 

are obviously here dealing with borderline cases. 

Nevertheless, the words in group 3 are evidence of HM's 

ability to be creative also in this area of word-formation. 

Except possibly for astronavi and dormiiun (with the 

rather odd suffixes -nayi and -jun) the words 

have the appearance of perfectly normal formations. 
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Obscured (established) compounds 

There are many established, lexicalised, compounds where 

only one, or sometimes neither, element can occur as a free 

form. There is no doubt, for instance, that barnsten is 

generally felt to be a compound even though ~arn- does not 

occur as a free form. Other examples from the HM data are: 

Obscured established cpds listed according to element 
not occurring as free form: 

First 
element 

elfenben 
guckosko 
hovitsman 
jungfru 
jartecken 
kramsfagel 
korsbar 
mareld 
pl1flgel 
skarseld 
spillkraka 
stardeck 
styvfar 
ubAt 
vinthynda 

Second 
element 

gurkmeja 
mjtildryga 
mullvad 
nattvard 
ollonborre 
vallmo 

Both 
elements 

harkrank 
helvete* 
morkulla 
naktergal 
tordyvel 
vadmal 

-------------------------------------------------------------
In determinative cpds, the second element can stand for 

the whole: fiskben is a kind of ben. In the same way, 

elfenben is felt to be a kind of ~ even though elfen- is 

meaningless. The words in the left-hand column, therefore, 

are more easily felt to be compounds than those in the middle 

column. We have no concept *~ of which gurkmeja. might be 

a sub-group. 

Why we should feel that the words in the right-hand column 

are compounds is something of a mystery. There may be 

phonotactic reasons - the strong secondary stress and the 

--------------------* I assume most modern speakers to be unaware of the 
goddess Hel. 
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long vowel of -vete in helvete~ for- instance~ 01" the Llnu~:;ual 

consonant cluster- -dm- in vadmat,* - but false ii:\ssc::)(:iat.iCln~:; 

with existing fr-ee for-ms will almost cer-tainly also playa 

par-to Har-kr-ank is pr-obably associated with hal"',JE. instead of 

t1ar-~ for- instance, and tor-dyvel is likely to be wr-ongly split. 

as tor--dyvel, per-haps because of associations with Lor- and~ 

pOSSibly, the ver-b dyvla, since the or-iginal meaning of t."(2.(.9,, 

(='tur-d') is now lost. 

The non fr-ee-for-m elements in established cpds can general-

ly be explained diachr-onically. Theil'" obscur-ity may be due to 

phonological and/or semantic changes, or- to the fact that 

they or-iginated in another language and per-haps never- existed 

as free forms in Swedish. Some of the elements in my list~ 

for instance, can easily be e>:plained as bon"owings (iJ..,J.IJ,g.-, 

mar-, star-), others as dialectal or obsolete for-ms (gLICk~-. 

hovit(s)-, skar(s)-), and one as an abbr-eviation (~- for-

yndervattens-). Some, however-, r-emain une:·:plained (!2...i;i,r...o.-). 

*'Forms with the same supra-segmental pattern as genuine 
compounds have been called formal compounds •••• It is easy to 
recognise this type of formal compound when there is a long 
vowel in the second constituent (as in arbete)' (Sigurd 1965 
p26). On pl12 of the same book, dm is listed among medial 
sequences as 'marginal', with only two examples: t,.admiLII!!. and 
'vadmal (compound?)'. 
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Obscure (non-established) compounds 

In the HM data, there is a group of non-established cpds 

in which the first element is either a new HM cOinage or an 

exotic personal loan. These formations are obviously differ-

ent from the obscured lexicalised cpds, but they pose a 

similar problem of definition: barnsteu and cesisgruva are 

both clearly perceived as cpds even though the meanings of 

barn- and cesis- are obscure. The first time we meet such 

cpds, we probably assume that the obscure element has a mean-

ing which is simply outside our experience. As regards a word 

like barnsten, we gradually come to accept it as a whole, as 

part of the lexicon. As regards a word like cesisgruva, we 

either try to find out the meaning of cesis-, or we go on 

accepting our own ignorance and assume that HM knows more 

than we do: his well-known knowledge in many fields and his 

interest in exotic parts of the world and their languages 

makes that a reasonable assumption. On the other hand, we are 

also aware of his talent for inventing plausible words, and 

that leaves us in uncertainty. 

Many of the cpds in this category are part of the technical 

jargon of Aniara. Some of the obscure cpd elements also appear 

as simplex words, but some appear only in cpds: 

cesisgruva 
dyma-mynt 
goldonderbygge etc. 
gonda-bo 
goptabord etc. 

gosterslant 
Jenderbord etc. 
mimadyrkan etc. 
noktastam 
rindel-slant 

Saba-aggregat 
Tany-linje 
Tebe-strale 
tyrsoslampa 
Yessertub 

There are also cpds of this type with a numeral as the 

second constituent. These are all names of 'faIt' or 'kurvor' 

in space: ICE-tolv, Sari-sexton and Yko-nio. In two cases, 

both constituents are obscure: Sesi-Yedis and Ghazilnut. 
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As regards Besi-Yedis (a line in space), the hyphen shows 

that it is a cpd. (Ac:c:ording to Wrede (1965 p:::::46), ygi~;Li.§. is 

based on the Japanese names 'Yeso' and 'Yeda'.) The reasons 

for perceiving Ghazilnut (a part of space) as a cpd could be 

a tendency to pronounce the second element with a leng vowel 

and considerable secondary stress - in fac:t, NLlt .. is an 

ancient Egyptian god (Wrede 1965 p83); perhaps we also 

subconsciously associate the first element with Q..a~eLl.. 

Some words in the data have an even stronger ring of 

authority, namely the names of animals, plants, rivers, 

mountains etc. The reader is likely to accept these as 

established formations that are simply outside his own 

e>:perience. Some, indeed, are: oryxantilop is an African iant:i .... · 

lope, Saipangtyfonen must refer to Saipan in Japan, YQ1~ja~ 

havet was the large postglacial sea that is now the Baltic, 

and Dodonatr~d alludes to Greek mythology. A search through 

encyclopedias and maps would perhaps also clarify the follow-

ing: 

Sugibergen 
Kauridalen 
Lu-floden 
Yodogawa-floden 
Alssai savannen 
Sardassjon 
mohra(-)trad 
qaiqipa-tra 

(sugi is a Japanese cedar-tree) 
(cf. kauri sn~cka) 
(Lu is a Chinese state) 

What these obscure non-established cpds have in common 

with the obscured established cpds is the fact that it is the 

meanings of the elements themselves that are obscure. The 

actual cpd formations are normal (they are 'latent' cpds -

see 2.1.4). They are fundamentally different from obscure 

'creative' (see 2.1.4) cpds, in which the elements are not 

obscure but the relationship between them is. 



2.1.4 Degrees of establishment of compounds 

Established and (potentially) novel compounds 

~ or lexikaliserade~ are L1sed freqLlently in th(~ liter-i:\tuno~ I, 

as if the two types of cpd formation were distinct and self-

evident. In fact~ as others have also pOinted out2, it is 

not possible to draw a clear dividing line between established 

and novel compounds. "Nevertheless the distinction is a 

necessary one," Warren (1978 p45) maintains. 

Dictionaries are unreliable as a guide. The criteria for 

inclusion and exclusion vary and can often appear to be quite 

arbitrary. It is, for example, difficult to L1nderstand the 

rationale behind the inclusion/exclusion of the varioLls cpds 

involving the seasons and the parts of the day in SAUL 1973 

and 1986. Both editions purport to have CLlt down on "sjilv-

fbrklarande sammans~ttningar' (1986 p6) in comparison with 

the preceding one. 

TABLE 21A SOle cpds with the seasons as first element 

v~r- sOlur- hiist- vinter-
(I = included) 

1973 1986 1973 1986 1973 1986 1973 1986 (- = excluded) 

1 1 1 1 f -Iorgon 
1 f t f f * -dag 
I f f t t t f -kviill 

t t f f f t -natt 

--------------------
1 e • g . Akermalm 1965, SAOl 1973, Anward-Linell 1976, Bauer 
1978, Warren 1978, leonard 1984. "Sammansittningar av till
f~llig karakt~r' is one of six categories of words which are 
not excerpted for SAOB (Hast 1981 p7). 

2 e . g . Akermalm 1965 p61, and Warren 1978 p45. 
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Inclusion in a number of dictionaries~ including an entry 

in SAOB (with modern examples)~ ought to indicate a degree of 

establishment. Conversely, if not even the SADe archive has a 

card for a cpd~ we may well be dealing with a new formation. 

I am interested in all HM's cpds~ but more particularly in 

his new formations. For a preliminary sorting into 'establish-

ed' and 'possibly novel', I needed an instrument that was 

reasonably quick to use and one that was also ready to hand. 

SAOL was an obvious choice. 

The introduction to the 1973* edition of BAOL states that~ 

because of lack of space, some of the vocabulary included in 

previous editions has had to go. One of the areas hit is 

'tillf~lliga inhemska ordbildningar' (my emphasis). Referring 

specifically to cpds, one of the guiding prinCiples for the 

exclusion of 'fullt g~ngbara ord' was that a cpd was judged 

to be 'sj~lyklar och d~rmed ov~sentlig' (my emphasis). 

Multiple cpds are also reduced in number, particularly those 

where the first constituent is itself a cpd. 

Clearly, after this elimination process, a cpd found 1n 

BAOL would be unlikely to be an occasional (and certainly not 

a novel) formation, but must be regarded as an established cpd. 

Also, clearly, exclusion of a cpd from BAOL does not mean that 

it is necessarily a novel formation, only that it may be. In 

other words, BAOL can serve as a broad indicator of whether a 

particular cpd is established or potentially novel. For my 

purposes, then, 'established' simply means 'included in BADL 

1973'. It is an unsatisfactory definition, however, and leads 

---------------------
*The 1986 (11th) edition appeared after the data collection 

Was completed. 
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to arbitrary demarcation lines between very similar and 

equal I y accepted or ' normal' cpds (e. g. f.llii!l~:;k~:?[L!2.J;) .. rC~f!l§tr:LiEl.Q. 

'established' and m~nskenskv~ll 'non-established'l. 

Lexicalised, transparent and creative compounds 

Clearly, some other classification is needed. The most 

satisfactory approach, it seems to me, is to take the word 

'Sj~lvklar', used in the SAOL introduction, as a starting 

point. 'VAr sprAkkansla', says Thorell (19E31 p61, 'skiJ...iE:~I~ pt.\ 

genomskinliga och lexikaliserade ord'. I take SAOL's 'sjalv-

klar' to have the same meaning as Thorell's 'gencmskinlig', 

i.e. transparent in the sense of having a meaning that is 

deducible from the participating elements. 

Both manskenspromenad and m~nskenskvall are transparent in 

that sense. So, I think, are several other cpds with m.§\.n!E. 

found in the HM data but not in SAOL: mAndikt, mianQ.Q..lE..t. and 

probably also manl~ngtan and m~nfroid. 

Looking further along the list of HM's m~I1"'''cpds, words 

like mandag, mangata and mangar~ are immediately understood, 

even though they cannot be said to be transparent. The reason 

their meanings are clear is not that they can be inferred 

from the elements but that they have been learnt as whole 

concepts. These cpds have become lexicalised. 

A type of cpd not taken into account by Thorell is exempli-

fied by words like manslap, manandning, manluta and !!L<in!2!:; .. Qr.cI. 

They are not transparent, their meanings cannot be deduced 

from the parts, but neither are they lexicalised, familiar a ,,· .... 
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whole concepts. They are, on the whole, baffling outside 

their contexts, and are typical examples of the occasional, 

transitory formations usually found in creative writing only. 

My term for these is creative compounds. Note, however, 

that some transparent fOI-mations (mE'ln-frojJ.;t, f.!l~ILL~n_gJ.Jin) m,:~y 

feel almost as transitory. There are no clearcut boundaries. 

Table 21B shows how the categories so far discussed relate 

to each other-. 

TABLE 21B Establish.ent scale (preli.inaryl 

LEX rCALISED T RAN SPA R E N T CREATIVE 

--~;~~:~--- ~;~~~~~~~-]-~;~~~~~~~- --~;~~~~~~:~- --~;~:~~~~~; 
.'ngata pro.enad tva!! .Infrajd .'nslip 
.ang'rd .andikt .anluta 

.Inpoet .'nikard 
----------- ----------- ----------- ------------- ------------
Accepted, 'nor.a!' Occasional, transitory 

---------;;~~-----------l------;~;;;;i~;;~---;~~;;--------------

----------------------- --------------------------------------

Obscured, opaque, frozen, latent, metaphoric and contextual 
compounds 

Like any lexical item, a lexicalised cpd can undergo seman-

tic and phonetic changes. These can be carried so far as to 

reach a point where only a diachronic analysis can reveal it 

to be - originally - a cpd (e.g. moster <: mors-.aystel:). W()r-ds 

that have undergone this high degree of lexicalisation can be 

described as obscured cpds. Sometimes it is only one of the 

constituents that causes the cpd to be obscured: par~sten, 

gLArkmeja (cf. 2.1.3). 

M~ndag, mE'lngata and m~ng~rd are not obscured in that sense, 

but their meanings are not readily deduced from the two con-
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stituents; they could be described as opaque~ a term suggest-

ed by Bauer (1978) for German 'verdunkelt'. In some cases, 

the opaqueness is due to the fact that the compounds are 

originally metaphoric: they are fossilised metaphors (e.g. 

If 'lexicalised' is taken to describe a cpd that has 

become part of the lexicon, the group 'lexicalised compounds' 

will not only consist of words like m~ndag and m~lJ.9..~ta~ but 

will also include a large number of transparent cpds~ whose 

meaning can be inferred from the constituents~ but which have 

become the generally accepted words for their referents (cf 

Warren 1978 p45*>, i.e. they do not freely permit replacement 

by other formations (sovrum and slngkammare but hardly 

·slngrum>. This type of cpd (also with Bauer) I would term 

frozen. 

Words 1 i ke m~nflrd, m~nskenskvlll and m~nskenspl~oJ.!l§.!J..§J.! are 

not in the same way irreplaceable: we might instead choose to 

say m~nresa, m~nskensafton and m~nskensvandring, though the 

dividing line between these lAtent cpds and the frozen cpds 

is tenuous. A latent formation can easily become a frozen, 

lexicalised cpd. HM's obscure novel formations like gopta-

!2..ord and mohratrld (cf 2.1.3) are assumed by the I'°eader 

to be either latent or (to him unfamiliar) frozen formations. 

They are fundamentally different from the creative cpds. 

The creative cpds initially seem to fall into two major 

c:ategori es. There are some, 1 i ke the metaphoric: cpds §ammets.::~ 

--------------------
*ActLlally, her definition of 'established' cpds. I prefer 
the term 'lexicalised' with its obvious associations with 
, 1 e:o: icon' • 
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:tung.§! and korkskruvshorn~ which border' on latent fonnations. 

Metaphoric cpds can be more or less transparent depending on 

the degree of rapport between the creator of the metaphor and 

the reader/listener. Even though we must assume all metaphors 

tc:J be originally creative formations~ many (like r.n"<aD,"9,~,t~.> 

have become lexicalised. 'An unusually high proportion of my 

Resemblance compounds are established compounds, i.e. their 

reference is learnt rather than inferred' (Warren l.978 p11:::::>. 

HM's m~nstig, even though it may be a new formation, relies 

so heavi I y on the analogy wi th the Ie>: i cal i sed r.n..~JJ.9ata that. 

it is immediately comprehensible: it borders on being latent. 

In this respect it is similar to words like m~nUir.l9..t..g!J. and 

manfrtijd: readily understood without a context, but felt. t.o 

be an occasional, transitory formation. 

MAnslae is also a metaphoric compound, with the same 

meani ng as mangata: sHip and gata are both metapheJrs for the 

moon's reflection on water. But manslap is a much less access

ible. more idiosyncratic, formation. For that reason, it 

depends on its context for comprehension, and is a metaphoric 

cpd bordering on being contextual. 

The contextual cpds. when encountered outside their 

conte>:ts, usually leave us groping for a meaning: r.n..Ar@ndD_Lo..9., 

mAnluta and m~nsktird. Compounds like these stimUlate our 

imagination: we attempt to link the constituents in some way 

and may come up with several possibilities - or none at all. 

The semantic relationship between the constituents is not an 

obvious one, and the context is necessary for the proper 

interpretation. 
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The subdivisions suggested above make for a complex 

classification system~ which I have outlined below (Table 

21C). It must be remembered that the groups are not 

exclusively defined; there is a high degree of overlap. 

Indeed, it may be more accurate to regard the various cpd 

formations as being located along a gradual scale or spectrum, 

with lexicalised cpds at one end and creative cpds at the 

other, and a range of formations in between which may be 

accepted/established or novel but which are, as it were, 

latent in the language. 

Furthermore, a particular word's position in the spectrum 

is not fiNed: it will in most cases depend on who, is doing 

the aSSigning, and when, because it is a matter of us.:\ge 

and experience. One person may be familiar with a particular 

combination (e.g. a specialist term like kittel.9..s..U and 

regard it as a perfectly normal, frozen lexicalised cpd, 

whereas someone else with no experience in that field will 

see it as a creative metaphoric cpd. 

Att marka ar ••. dels att det finns olika grader av 
genomskinlighet mellan de klart genomskinliga och de helt 
lexikaliserade orden, dels att sprak- och sakkunskapen 
vaxlar fran den ena individen till den andra. 

<Thorell 19E11 p71 

Historically, a word can move along the spectrum from 

right to left: a latent cpd can become lexicalised if there 

is a need for it and it becomes generally accepted. This is 

more likely to happen to technical innovations like Q.[d-

behandlare* than to 'occasional' journalistic formations like 

--------------------
*And it is precisely what has happened to the word. 
It does not appear in SAOL 1973, but it is included 
in the 1986 edition. 
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f orfattarprotest or literary wor"ds like m~n.J. angt.Eln. Clpaqw? 

and obscured cpds have all originated further right on the 

scale, except perhaps for some borrewed cpds which were 

always, in Swedish, non-transparent. 'Av de l~nade finns 

semliga, vilka redan vid upptagandet i spr~ket m~ste for 

spr~kkanslan ha varit etymologiskt oklara el. ogenomskinliga' 

(Hellquist 1922 pLV). Of the creative compounds, it is 

probable that only the metaphoric ones have any chance of 

becoming part of the lexicon. The others - as indeed also 

many metaphoric ones are truly occasional, created as part 

of a specific literary context. 

TABLE 21C Establishlent Icale 

Non- Transparent Non-
transparent transparent 

LEXICALISED 

Db- Opa-
scured que 

laster IIn
dag 

barn-
Ihn IIn-

gird 
gurk-
leji 

Frozln 

ling
knurl 

IOyrUI 

IIn-
striua 

LATENT CR EAT I V E 

:::::::::-:::::::::::-::::::::- ~~::::r~~::::: 
lanfird lanskens- lan- lanslip 

kYil1 frojd 
"nsklns- Sll- .an-
prollnad soykallare IIn- lets- indning 

lingtin tunga 
ord- IAn-
behandlare fir- skird 

~ _________ J httar- (IIn-
dngata protest gatil IAn--t- _____________________ J 

IUtl 

------ -----Jl--------J----------l-----------l-----:::j~~:--- ---------
--~~~~~~~~~~~-~~:~:-~~-:~~~~----- -----~~~~~~Ii~~~~-~~~~~---------------
Generally accepted, 'norlal' Occasional, transitory 

--------------------------------------------- -------------------------

In the middle field of the spectrum the meaning is 

transparent. The further left we go, the more linguistic and 

cultural knowledge is needed to interpret the word (and, 
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indeed, in some cases to see it as a compound at all). Words 

at the far left of the spectrum have, in a sense, ceased to 

be compounds and are total semantic (and sometimes also 

formal) units. The further right we go, into the creative end 

of the spectrum, the more we are dependent on the context for 

meaning. But, even though the words at this end of the 

establishment scale could be said to be as difficult. or . ' 

impossible, to interpret from the participating elements as 

the obscured cpds, they have not ceased to be compounds. 

On the contrary, they might be said to be making use of the 

compounding word-formation process to the full, exploiting 

the fact that nouns can be locked together in an unspecified 

syntactic relationship which offers scope for a multitude of 

interpretations. 

"Compounds express a rel ation between two obj ect.s or' 
notions, but say nothing of the way in which the relation 
is to be understood. That must be inferred from the con
text or otherwise. Theoretically, this leaves room for a 
large number of different interpretations ... , but in 
practice ambiguity is as a rule avoided." 

(Jespersen 1942 p137) 

In creative language, particularly in poetry, the aim is 

sometimes to foster ambiguity, not to avoid it, and exploit-

ing the various potential meanings of words is a normal 

feature of poetic language, whether in poetry or prose. In 

poetic language, linguistic signs can 'actually create their 

own reality: they do not refer to experience, they represent 

it' (Widdowson 1983 p7). It is chiefly in this respect that 

creative cpds differ from established and latent formations, 

and, generally speaking, they are only found in the language 

of writers like HM who want to focus attention on the form 

as well as the content. 

In Chapter 6 the spectrum for the creative cpds will be 

further refined. 
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2.2.1 The corpus: main data and additional data 

HM published prose books (contemplative travel books, 

nature studies and novels) and radio plays, in addition to 

books of poetry. He also published in the weekly and daily 

press*, and has been included in several anthologies. The 

Harry Martinson archive in Uppsala University Library 

contains much unpublished material, e.g. some thousand poetry 

manuscripts. To date, three collections of poetry and two 

prose books have appeared posthumously. 

Main datA 

I have made a complete inventory of the Ncpds in the 

eleven books of poetry published in HM's lifetime, plus the 

first two posthumous collections and his contributions to two 

early anthologies, making 15 titles in all. For further 

details of these 15 books, see 2.2.3 and 2.2.4, and the 

Bibliography. A reference list of the abbreviations used to 

refer to HM book titles appears on pVIII. 

The cpds collected from these books form the 'main data', 

the basis of the linguistic and statistical analyses in 

Chapters 3-5 (with some additional data from HM's prose books 

and from other writers included for comparative purposes; see 

below). 

--------------------
* For a list of poetry contributed to the press between 1927 

and 1934, see Espmark 1970 p288ff. 
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Prose poems and prose passages are sometimes included in 

HM's poetry books (just as poems appear in the prose books) 

and, particularly in the early books, some pieces are written 

as part poetry and part prose. With the exception of 

Doriderna, where a separate prose section at the end has been 

excluded, all the books have been excerpted in full, including 

any prose poems or prose passages. In some instances, ttH? 

figures drawn from such prose have been excluded from 

statistical tables, in order to avoid distorting the figures 

(of mean poem length, for instance). Any such exclusion is 

declared. 

Some poems appear in more than one collection, either in 

an identical form or revised. Cpds appearing in such r-epeats 

have been recorded each time in order to give the full 

picture of each collection, but they have been ignored when 

different types of cpd formation are considered. In two cases, 

repeated poems have only been e}:cerpted once: Nom@..g_ 194:3. in 

which the majority of poems had already appeared in earlier 

collections, and Cikada/Aniara which share a complete 

section. For details, see 2.2.3. 

Addi tional data 

There are two different categories of additional data: 

one concerns creative cpd formations, the other numbers of 

cpds. 

No exhaustive excerption of Ncpds has been undertaken for 

HM's literary output apart from the 15 main data books, but 
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examples of creative cpd usage have been collected from his 

prose books in an ad hoc way, and two sources have been 

systematically excerpted for creative cpds: the posthumous 

poetry collection Ur_pe tl"lSen dikter·nas tlok, and the 

collection of poetry manuscripts in the HM archive in Uppsala 

University Library. I have gone through the manuscripts, 

noting all creative cpds in a separate card index. The 

archive poems alone have yielded some thousand creative cpds, 

approximately the same number as have been identified in the 

main data. Moreover, alterations and notes in the manuscripts 

provide invaluable insights into HM's own attitude towards 

cpds and their expressive power. 

During the whole period of data collection and after, 

I have also noted examples of creative cpd formation in ether 

writers. Elmer Diktonius, for instance, has some innovative 

cpds (e.g. stjarnskratt, m(Jder...E.Yinge), which are VE~I-·y mLlch 

like HM's creative cpds in kind. 

This substantial body of additional data is mainly used, 

in addition to creative cpds from the main data, in the 

stylistic and literary analyses in Chapters 6 and 7. 

The second category of additional data is concerned with 

numbers of cpds in works (other than those e:·:c:erpted for·· 

the main data> by HM and others, and is used for comparisons 

with the main data in the statistical analyses in Chapter 5. 

Some ready-made figures are found in Westman' s §.rJ:..Lt.§.P.[J.:Js.@. 

(1974) and AII~ns Nusvensk frekvensordbok (1970-g0). Further 



.- 65 _. 

figures have been extracted from existing lists. Hassler-

Goransson's Ordfrekvenser i nusveJlskt. skL!.itsRr~sL (1966) ,::Inc! 

Thavenius' ~~onkordans till Hjalmar C-iullberq.§Ll.:i.r.iL (19"11.) do 

not list cpds separately, but it has been a fairly simple 

task to extract cpds from these lists for comparisons both of 

numbers and types of formation. However, some additional 

excerpting has also been undertaken, as follows: 

Ncpds have been systematically excerpted from samples of 

ten prose books by HM and of ten prose books by contemporary 

writers. Three short samples have been taken from each work, 

one from the beginning, one from the middle and one from the 

end, of sufficient length to yield 20 Ncpds per sample. Thus, 

60 Ncpds have been recorded for each work. The total number 

of words needed to find the 20 Ncpds has been recorded for 

each sample. 

The ten HM prose books* sampled are: 

Resor utan mal (1932) 
Kap Farv~l (1933) 
Nasslorna blomma (1935) 
Vagan ut (1936) 
Verklighet till dods (1940) 
Den forlorade jaguaren (1941) 
Vagan till Klockrike (1948) 
Utsikt fran an grastuva (1963) 
Vinden pa marken (1964) 
~ollesagpr (1983) 

The contemporary prose works have been selected fairly 

randomly, but are intended to be representative of contemp-

orary writing on broadly the same topics as those found in 

HM's prose works, i.e. chiefly autobiographical fiction, 

depicting working-class country life, and nature stUdies. The 

works sampled are: 

--------------------* For abbreviations of titles, see pVIII. 
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Werner Aspenstrcim, Bicken (1973) 
M a I~ 9 ar eta E k s t I~ ci III , Om Jl<?!.. t. Li!~ en .. ....Q.~_..;.U;..Q!.:..§LJ21~hi.(;:Jgj;l.U (1 97 "{ ) 
~J an Fr i d eg tlr d, Lars..J:!i\r:f!. (1935) 
Eyvind Johnson, Nu var det 1914 (1934) 
F' ar· Lager k vis t, pist .J:!.Q1L. ver k1Jao.lFtgD. (19:';:~~::i) 
Sara Lidman, Bar-a mistel (1960) 
Ivar Lo-Johansson, Bar-a~ mor- (1939) 
Moa Mar-tinson, Kvinnor- och a.QQ.e1tr-_fiQ. (19:33) 
Vilhelm Mober-g, Utvandr-ar-na (1949) 
Bj orn von Rosen, $amtal me~ ~.rLD..Q..ll~£ .. I::;~. (1966) 

For both the HM pr-ose samples and the control samples 

repeated cpds have been counted each time they occur-. 

Establ ished proper names have been e>:cluded. §.f.D.~ .. 1 .. ~.!J..(.~. and 

El mens j Oil are not counted, for e:·:ampl e, but b..tt.~.r....::::JJ.J ... L~. and 

tJockrikelandet are recorded. 

Espmark (1970 p242-3) singles out Birger Sjciberg and Elmer 

Diktonius as possibly having acted as catalysts for HM's cpd 

(1946) menti ons • den hansynslosa dj arvhet· (p28U wi th 

which Sjoberg forms his cpds, and estimates that the novel 

cpd formations account for 12% of all cpds, conservatively 

calculated. In Lawton's thesis on Kriser och kransJ!!:... trH? 

cpds also rate a mention: 'when creating compound nouns, 

Birger Sjoberg was at his most inventive •.•. Often the seem-

ingly incompatible components challenge the reader to find a 

reconciliatory meaning' (Lawton 1975 p351 ), 

Birger Sjoberg's poetry has therefore been chosen for 

systematic sampling: Ncpds have been excerpted from, and the 

total number of words counted in, the first five poems in 

t\?ach of the collections Fridas bok (1922), Kriser c)ch kr~Jl?.~~r.:.. 

(1926), Fridas andra bah: (1929), Minnen fr.:.!o......i.gr:den.. (1940) 

and Svntaxupproret (1955). 
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2.2.2 Typological classification of poems 

In addition to excerpting all the Ncpds from the collect-

ions of poetry which are the source of the main data~ the 

number of words in each poem in these books has been recorded, 

and an attempt has also been made to classify poems into 

types. The purpose of this classification is twofold. It 

provides a means of comparing and characterising the various 

collections and of investigating links between different 

types of compound-formation and types of poem. 

Such classification could be based on purely formal 

criteria (rhymed vs unrhymed, 'vignette' or 'miniature" VB 

"long poem', etc.), on SUbject-matter (nature~ space~ self~ 

people, etc.) or on the approach (impressionistic, contemp-

lative, narrative, polemic, didactiC, etc.). After some trial 

and error, I have arrived at a list of six main types, which 

is inevitably a pragmatic compromise. Broadly speaking, 

there are three main areas: nature (types 1+2), contemplation 

(types 3+4) and personal/narrative (types 5+6): 

1. Nature vignette 
2. Nature contemplation 
3. Macrocosm and microcosm 
4. General contemplation 
S. Parsonal or nostalgic 
6. Narrative or polemic/didactic 

The difference between the first two groups is not mainly 

one of length. On the whole, the viQnatt •• tend to be short 

poems, but there are exceptions, and many of the nature con-

templations are also short. (Mean length of vignettes is 48 

words and of nature contemplations 75 words.) The most im-

portant difference lies in the poet's attitude. In a nature 
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vignette, the reader is made to see something in nature with 

fresh eyes, nature is of interest in itself: 

Gyllenva\ro 

Kabbelekans oljiga guldlyse 
!smetar sitt sken 
pa blad och i luft, 
skiner med smulten glans 
som prima bondsmor 
i Ui1lans tina. 

(LES33) 

By nature contemplation I mean a poem that uses nature as a 

starting-point or a point of comparison, but also makes a 

statement about something else. If it starts out as a nature 

observation, it goes on to make a comment of some kind: 

Vid havat 

Din av oceanen 
rullar jamnt mot sand. 
Flyktighetens drottning 
lig pi denna strand. 
Har satt Konung for en dag 
och Konung utan land. 

Or, on a more serious note: 

Ringaran 

I bliklockstider 
kan man se 

(C49) 

den blyge och svartkladde Ringaren 
en litan skalbagge av trettisjunde familjen~ vivel-~tten. 
Han ses ofta sitta pi det glatta ringarrepet 
dar datta lader nar i klockans stangel. 

Hans namn ar Miarus. 
Man kan halsa pi honom mad luppen och da nickar han 
men borjar inte ringa forran man lamnat angen, 
men da ringer han mingenstades, 
overallt dar angar kan ha klockor. 

Nagon sager att om dat stora 
borjar redan i det lilla 
skall han ringa till varldsdod 
pi an forgiftad ang. 

(OLM43) 

Group 3, .acroco ... and microco ... , is self-e>:planat.or·y: 

the subject-matter of these poems is either out.er space or 
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the atom. B.r.:LL~ is, niatur-ally, t.he main c:(Jntr-'ibutolr
' to this 

type. Most poems in this gr-oup ar-e also contemplative or 

narr-ative: they are not mer-ely obser-vations of space but, 

r-ather-, the poet's thoughts around real or imagined observa-

tions, often thoughts about life and the human condition. 

These Group 3 poems differ- from Group 4 or- 6 poems only in 

that it is the cosmos that trigger-s the contemplation or is 

the SUbject-matter of the narrative. 

Ideernas ande ur- rymden 
i andlosa led 
forsamlade frona 
till solarnas t'liga ved. 
Ur l'ngt bortom tiden 
kom vatet i anspr'kslos skrud 
och byggde atomernas 
s:i nnr i ka bon 
,t sin Gud. 

(059) 

In Group 4, the generally contemplative poems, HM of'fer-!" us 

his musings directly, not via observations of nature or- space. 

The many Li Kan poems (at the end of Passad and elsewhere) 

belong here, as do most of the poems about poetry and language 

(unless clearly triggered by natur-e observations): 

Liknelsernas vind 

For att vara vid liv maste allting liknas vid nagot. 
Detta ar spr'kets rarels. over tingen. 
Det finns en liknelsernas vind. 
Den forfriskar, sammanfor och skiljer. 
Tag bort den och du cementerar varlden, b1ir saktrll. 

(V26) 

Group 5 contains the autobiographical, nostalgic, poems 

about childhood and seafaring of the early collections as 

well as some more personal, confessi ona1 poem~i that wer-e 

occaSionally allowed space in later collections. Some border 

on Groups 1, 2, 4 or 6. What holds them together is the 

presence of HM himself, either as a first person - or thinly 

disguised third person - speaker, or directly addressing 

someone else, as here: 
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Fullm~nen lyser p~ havet 
och du i mitt hjarta. 
Stranden vantar och ~ldras. Du kommer aldrig. 
Flyktig ar m~nstrimmans stig 6ver hay som slukat 
b~ten med vilken vi skulle ha firdats linge 
burna av itr~, spelande fl6jt och lyra 
anande sing och k6tt i silvervinden. (GT19) 

Many Group 6 poems, the narrative and polemic ones, are 

epic in nature, i.e. have a story line. They are rarely 

purely narrative, however. Most of them also make a pOint, 

try to persuade the reader to consider a particular problem 

or acc:ept a partic:ular point of view. The poem "Lange sen" 

appears to be pure narration, a kind of folk tale: 

En sommarsandag lange sen 
nar drangen skulle vattna 
de gr' ardennerdjuren 
han satte sig mot stammen 
av hagens hoga lind. 
Di kom det plotsligt till hans grind 
en hast mad vita vingar. 

Oc:h drangen visste vad det var 
.tt det var slut pA livets dar. 
Han tog sig hirt mot hjartat 
och alit blev evig sondag 
dar under bjork oc:h lind. 
Han lade tungt sin ena kind 
mot grana sommarmarken. 
I vinden slog en grind. 

(C39) 

There is no mistaking HM's viewpoint in the following poem, 

ostensibly a straight narrative or desc:ription: 

TrafikbArhuset 
ar tidens drive-in-krypta. 
Dar vilar de plotsligt doda 
i sina hastigt irAkade vintanslagen fore glbmskan 
som snart holjer daras formultning 
under aralagar av alit farskare tidningar. 
Stelnada ligger de 
i anabbkylda tillfillighetsvalv, 
piskade Samman 
till sitt tigande marker 
av det lavande. hets. (V115) 

In his younger days, there was no limit to his social 

conscience and zeal. in one poem ha plans not only to feed 
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the world but also to solve its economic and religlous 

problems and, in the true sense of the word, to Civllise it: 

Plan 

Nu ska vi fbrst fordra 
vMrldens fbrsta allmMnna frukost. 
SpMtta och brbd skall skina 
fr&n Himalaya till Stilla havet. 
Cet kan behbvas, fbr ett par hundra millioner 

Mro utan, alldeles. 

Alia som kMnna matvarubehovets fantastik 
vet att den ar omvMlvande, 
ibland grumlig 
och ofta farlig. 
Synerna vaxa till Midg~rdskorv och Virldslimpa. 

Sedan kommer den stora Sidenfr~gan, 
den underliga Sjalsfr&gan 
och fr~gan om 
det stora breda 
Universalhutet; 
ett alldeles nytt, enkelt satt 

att veta hut p~. (N13-15) 

The list of poem types defined above is obviously a 

subjective list in that it represents my view of what HM's 

poetry covers. It would not necessarily reflect other 

people's conception of what he writes about, nor would it be 

likely to be an appropriate classification of any other 

poet"s work. 

Furthermore, I am aware that the characterisations are not 

strictly comparable - sometimes the subject-matter, sometimes 

the approach takes precedence - and that there is a degree of 

overlap, but in practice I have found little difficulty in 

assigning individual poems to one or other of the types. 

Indeed, chance spot checks a few years after the original 

cl.ssification have invariably confirmed the original 

assignations. So, however crude and unsatisfactory the list 

of types may seem, it appears to have served its purpose. 
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2.2.3 Notes on individual volumes of poetry 

S SDOkskepD (1929) 

HM's first collection of poetry consists of 37 poems. The 

tone is more personal than in later collections - a whole 

section is entitled "Ego" - and, even thoLtgh many pClSm!;; car's "~,I 

kind of nature vignette or nature contemplation, they have 

been aSSigned to Type 5. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
length 
(pClemf:; 
only) 

-------------------------------------------------------------
1. (Vi gnette) 
2. (Nat.cont.) 5 355 71 
3. (Cosmic) 1 132 1::;,2 
4. (Cont. ) 2 323 16:;~ 

5. (Pers. nost. ) 18 1541 86 
6. (Narr.pol.) 11 1379 1 ::~~5 

-------------------------------------------------------------

FU E .. ung. (1929). 

Harry Martinson'S contribution (p87-115) consists Clf 

12 Piece., eight poems (one in two parts) and three prose 

passages: 

-------------------------------------------------------------
Type 

(c:f 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

MScln 
length 
(poems. 
onl y) 

-------------------------------------------------------------
1. (Vignette) 
2. (Nat. c:ont. ) 3 263 88 
3. (Cosm i c: ) 
4. (Cont. ) 1 64 64 
5. (Pers.nost.) 4 1 534 827 134 
6. (Narr. pol.) 1 2 126 1851 1 :26 

-------------------------------------------------------------
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ML Mgdern lyrik (1931). 

HM's contribution (p163-172) to Erik Asklund's anthology 

consists of 17 poems, eight of which are also to be found in 

the first or second edition clf NOfJJ..ad: 

-------------------------------------------------------------
Poem in ML 

ML 
page 

no 

AIs(;:) in 
Book and 
page no. Entitled 

-------------------------------------------------------------
Nu lyfter vi cymbalen 163 N071, Nm35 "Oi kt" 
Oet ar sA tyst 163 Nm78 "Blad I" 
Oet veka 164 Nm79 "Blad I I " 
Nu ruskar 164 Nm80 "Blad I I I" 
Oet. vandrar 165 Nm81 "Blad IV" 
"Hembyn" 168 No17 "Hembyn" 
"Bomull" 168 Nm19 "Bomull" 

(1 ast two lines replac:ed by eight new li.nes) 
"Lingt harifrAn ••• " 171 Nm28 "L~ngt har"i+r'~n" 

-------------------------------------------------------------
More than half of HM'. poems in this anthology have been 

c:lassed as nature c:ontemplations: 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
lenqth 
(p(Jems. 
only) 

-------------------------------------------------------------
1. (Vi gnatta) 2 105 5::::; 
:2. (Na t • c: on t • ) 9 538 60 
3. (Cosmic) 
4. (Cont. ) 2 79 40 
5. (Pers. nost. ) 2 111 ::';;6 
6. (Narr. pol.) 2 204 1 o:;~ 
-------------------------------------------------------------
No NomAd (1931). 

Ngmad contains 58 poems and 2 prose passages. It ~las 

a high proportion of poems of a personal or nostalgiC kind. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of piec:es 

poems prose 

Number 
of words 

poems prose 

Mean 
1 erH;}th 
(poem!;; 
on 1 y) 

-------------------------------------------------------------
1. (Vignette) 6 287 48 
2. (Nat.cont.) 13 852 66 
3. (Cosmi c: ) 
4. (Cont. ) 8 631 79 
5. (Pers. nost. ) 27 1 2497 509 9";'> 

~ .. 
6. (Narr.pol.) 4 1 380 547 95 
-------------------------------------------------------------
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N Natur (1934). 

NatLlr (:ontains 67 poems. For the first. time, t.here is; .:1 

significant number of nature vignett.es (wit.h section headings 

like "Grasland", "I<arrland" and "I<lippland"), but the more 

personal, and also polemic, poems are still well represented. 

The one cosmic poem is the well-known "Synen". 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of wor"ds 

poems prose 

!""lean 
len(;Jt.h 
(poem~;; 

only) 

------------------------------------------------------------
1. (Vi gnette) 23 1469 tA 
2. (Nat.cont.) 9 770 B6 
3. (Cosmi c) 1 43 4:::' 
4. <Cont. ) 3 251 !34 
5. (Pers. nost. ) 11 1283 117 
6. (Narr. pol. ) 20 2313 116 
-------------------------------------------------------------

NomAd (1943). 

Th. book consist. of 53 pieces. It purports to be a new 

edition of Nomad 1931 but, in fact, barely a third of the 

original book has been retained: 

-------------------------------------------------------------
Type Number of pieces Length: Mean 

(cf 2.2.2) Retained poems no of wordS". length 
from 1931 added (poems 

poems prose 1943 total poems prose only) 

1. (Vi gnette) 2 16 18 887 4(:~ 

2. (Na t • con t • ) :5 5 10 614 61 
3. (Cosmic) 1 1 43 4~::' 
4. (Cont.) 2 1 3 263 BEl 
5. (Pers.nost.) 7 6 13 1223 94 
6. (Narr. pol.) 1 1 6 7+1 571 547 82 
-------------------------------------------------------------

As can be seen, of the 60 original pieces in tig..r!l§\d 1(~31, 

only 18 are retained in the 'second edition', and some of 

those have been altered. Under the circumstances, HM's 

preface seems to b. something of an understatement: 



-- 75 -" 

"Derma upplci\gci\ ci\V Nomci\d har ci\V 'for'fatt .. ,ren blivit. 
genomsedd och delvis omredigerci\d. En del dikter scm 
fbrfci\ttaren hunnit trottnci\ p~, hci\ uteslutits. I deras 
stMlle ha ett antal dikter scm r~tteligen hbr hemma i 
Nomci\d, men som vid tiden for fbrsta upplagans tryckning 
voro tryckta eller inl~mnade p~ annat h~ll, nu sent 
c::)msider lagts till samlingen." 

It is interesting to note that among the 42 poems that the 

author had tired of are "Anni, gl itteroga" (No29), "Att Viar",;\ f..~n 

lokomotivforares fosterson" (No39), "Lyssnare" (N099) (als.:;o 

used as a motto for N~sslorna blomma), and the whole five-

poem sui te "Skbnhet" No107-112, whi ch contai ns the often-'quCJtfi~d 

'Stammarnas pelarging - vindens vita klaviatur'. 

The 35 replacements, which at the time of the first edition 

were placed elsewhere, had in some cases appeared in the press, 

e.g. "Pi Kongo" (Sjomannen 4 1930), "Brev fr~n en boskapsb~t" 

(Arbetare-Kuriren 1.5.1930) and "Frin udden r'opa" (Spektr'um {;,) 

1932). These and most of the others can in fact also be found 

in other books (one poem, "Oi kt", appears both in 1\1 e) and :l n 

ML, making an apparent total of 36): 

Natur 12 
Modern lyrik 7 
Resor ytan mil 3 
Kap Faryjl 2 
Not traced 12 

Several of the reprinted poems have been cut or had 

sections replaced by new poems or new lines, or have been 

rephrased: 

-------------------------------------------------------------
Nm Original Poem Changes 

page book+page 
-------------------------------------------------------------

Nm19 ML168 "Bomull" Last line replaced by 
seven new lines 

Nm37 KF100 "Frin udden Minor change (two words) 
ropa" 

Nm39 No118 "Host" Minor change (three words) 



Nm45 No78 

Nm53 N93 

Nm61 No122 

Nm70 N89 

Nm72 N76 

Nm78 ML163 

Nm88 N51-52 

Nm91 KF37 
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"Till en ung 
jagare" 

Title: "Br·ev till E)n 

yngl i ng" and SOmE) new 
phrasing 

"Ur en m~ndikt" Last two parts of or·j.gi.nal 
"M<l1Indikt" (Jmitted 

"Ur minnenas Part III replaced by n~~w 

t<l1lg" poem 

"Van Goghs sjiH" Minor change (one word) 

"Synen" 

"Blad" 

"Stigen in i 
dungen" 

"Brev frin an 
boskapsbit" 

Three minor changes (incl. 
a probable misprint: £l!1\'§':::~ 

artade - 9.ast.Er:t.aQ§.l 

Parts 1,2,3,5 <)4) retain
ed; parts 4,6,7,8,9 replac
ed by three new poems 

First half omitted 

One line omitted <!:1l!h!..!::J.L 
Eluuu! Eluuu!) 

-------------------------------------------------------------
Because of the large number of duplications of poems in 

this collaction, Nomad 1943 is represented in the main 

data only by the 17 poems which are otherwise unaccounted 

for, namel y the five from Resor Lltan mil and Kap Far·va.!_ and 

the twelve untraced poems. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
length 
(poem~li 

only) 
-------------------------------------------------------------
1. (ViQnette) 4 218 55 
2. (Nat.cont.) 3 244 81 
3. (Cosmic) 
4. (Cont. ) 
5. (Pers. nost. ) 5 460 92 
6. (Narr.pol.) 5 456 91 
-------------------------------------------------------------
P P •••• d (1945). 

E ••• ad i. longer than any previous collection. It 

contains 88 poems. The emphasis can be said to be on generally 

contemplative or polemic poetry rather than on nature poetry. 

There is a trend away from the youthful, nostalgic, poems. 
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-------------------------------------------------------------
Type 

(cf 2.2.2) 
NLlmber

o"f pieces 

poems prose 

NLlmbel'"" 
of wor"ds 

poems pr"ose 

l'"lean 
lengt.h 
( p()~?m~;;j 
onl y) 

---------------------------------------------------------
1. (Vignette) 11 539 4', 
2. (Nat. cont. ) 15 982 65 
3. (Cosmic:) 1 105 1 O~5 
4. (Cont.) 33 4931 149 
5. (Pers. nost. ) 7 600 E36 
6. (Narr. pol. ) 21 2581 12::;:; 

-------------------------------------------------------------

C Cikada (1953). 

Cikada is in five sec:tions: "Civilforsvarsovningar""", 

"Folkligt", "Cikador", "Drivved" and "SAngen om Doris oc:h 

Mirna". The last of these reappeared three years later as the 

first 29 songs of Aniart. Even though they appeared first 

in Cikada, they belong with the rest of Aniara, and I have 

excerpted only the first four sections of Cikad~, 61 poems. 

As can be seen, nature poems predominate: 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems pr-ose 

Mean 
length 
(poem~;; 

onl y) 
-----------___________________________________________ ~--__ •• ___ M_M 

1. (Vi gnette) 26 1214 47 
2. (Na t • c: on t. ) 12 818 6E1 
3. (Cosm i c ) 2 243 1:?2 
4. (Cont. ) 11 1515 138 
5. (Pers. nost. ) 5 396 79 
6. (Narr. pol. ) 5 478 96 

-------------------------------------------------------------

A AnilCa (1956). 

This is HM's long.st book of poetry, and the only one that 

is a complete, continuous cycle on one theme. A division into 

types along the usual lines would be meaningless: the whole 

book obviously belongs in Type 3 (c:osmic: poetry) - or, 

possibly, in Type 6 (ntrrttive) - even though, in a few poems, 
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there are nature descriptions in reminiscences of earth (e.g. 

Song no 80 (classified as a nature contemplation) and the 

beaLltiful last stanza of no 72, "StAng am t:::ar'elen"). 

Aoiara is made up of 103 numbered poems, but some of 

these (nos. 40, 49, 67 and 72) are subdivided, making it 112 

poems in all. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
length 
(poemj;;; 
only) 

-----________________________________________ .. _______ M ._.M_. ____ ._._M~._M 

1. (Vi gnette) 
2. (Nat. cant. ) 
3. (Cosmi c) 
4. (Cont. ) 
5. (Pers. nost. ) 
6. (Narr.pol.) 

1 
111 

103 
18956 

(See above) 

10:~; 

171. 

-------------------------------------------------------------

aT erls.o i Thyl. (1958). 

As the title suggests, this ia a collection of nature 

poetry - but by no means only that. There are 86 poems in all. 

----------------------------------------------------------___ M 

Type 
(cf 2.2.2) 

Number 
of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
length 
(poem~;; 

only) 
-------------------------------------------------------------
1. (Vi gnette) 27 1097 41 
2. (Nat.cont.) 14 1204 86 
3. (Cosmic) 2 239 120 
4. (Cont. ) 20 1342 67 
5. (Pars.nost.) 4 339 8~5 
6. (Narr. pol. ) 19 1748 92 
-----------------------------------------------------------_.-

y yagown (1960). 

Vagn.n, which consists of exactly 100 poems, ends with 

a complete cyc:le of 17 numbered poems, "Roster am vagnen". 

The emphasia in thia collection ia on generally contemplative, 

narrative and polemic: poetry (including the whole of the 

cycle). There are comparatively few nature poems. 
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-------------------------------------------------------------

Type 
(cf 2.2.2) 

Number' 
of pieces 

poems pr-ose 

Number' 
of wor'cis 

poems pr-ose 

Me,'an 
length 
(poems 
only) 

-------------------------------------------------------------
1. (Vignette) 10 4'73 47 
2. (Nat. cont. ) 14 829 ::;j9 
3. (Cosmi c) 2 224 11 :;~ 
4. (Cont. ) 32 2639 8:2 
5. (Per-s. nost. ) 12 844 '70 
6. (Narr. pol. ) 30 3180 106 
-------------------------------------------------------------

DLM Diktar pm liua Reb mqrker (1971). 

The majority of the 100 poems in this collection ar-e of 

a generally contemplative kind, on themes r-anging from pre-

history to the present day, from outer space to the atom, 

introducing microcosmic motives probably for- the fir-st time. 

There are relatively few nature poems. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of wor-ds 

poems prose 

Mean 
length 
( poem~. 
only) 

-------------------------------------------------------------
1. (Vi gnet te) 13 844 6"'" ~I 

2. (Nat. c: on t. ) 18 1741 97 
3. (Cosmic:) 5 749 1~50 
4. (Cont. ) 50 6019 120 
5. (Per s • nos t. ) 3 279 93 
6. (Narr.pol.) 11 975 8'11 
-------------------------------------------------------------
T TyyQC (1973). 

This short collection consists of 69 poems on the theme 

of natura, mainly of the short vignette type. The one except

ion is a poem on a mythological theme. 

-------------------------------------------------------------
Type 

(c:f 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of wor-ds 

poems pr-ose 

Mean 
length 
(poems 
only) 

-------------------------------------------------------------
1. (Vi gnette) 
2. (Na t • con t. ) 
3. (Cosmic:) 
4. (Cont.) 
5. (Pers. nost. ) 
6. (Narr. pol. ) 

64 
4 

1 

2874 
370 

55 

-------------------------------------------------------------
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LES Lings ekots stigar (1978). 

The first posthumous collection of 72 poems was edited by 

Georg Svensson, but had been largely planned by HM himself 

and had reached the proof stage when he decided not to go 

ahead with publication. Nature poems predominate. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 

poems prose 

Number 
of words 

poems prose 

Mean 
lenqth 
(poems 
only) 

-------------------------------------------------------------
1. (Vignette) 39 1770 45 
2. (Nat. cont. ) 11 787 n. 
3. (Cosmic) 4 271 bEl 
4. (Cont.) 7 465 66 
5. (Pers.nost.) 7 556 7 r'l 
6. (Narr. pol. ) 4 370 9:3 

-------------------------------------------------------------

D Dgrid.rna (1980). 

This collection was edited by Tord Hall, but HM had him-

self worked on a book with the same name and then abandoned 

the project. All 44 poems are contemplations on mac:roc:osmos 

and microcosmos, taking up themes first developed in ~niar.!! 

and Oikter om lius gch mdrker. There is a separate section 

of ten prose passages, which have not been excerpted for the 

main data, and are not included in the table below. 

-------------------------------------------------------------
Type 

(cf 2.2.2) 
Number 

of pieces 
Number 

of words 
Mean 

length 
(poems 

poems prose poems prose only) 
-------------------------------------------------------------
1. (Vi gnette) 
2. (Nat.cont.) 
3. (Coami c) 
4. (Cont. ) 
5. (Pers. nost. ) 
6. (Narr.pol.) 

44 (See 
above) 

4512 (See 
above) 

103 

-----------------------------------------------------------"--
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TDB Ur de tusen dikternas bok (1986) 

These 90 poems were selected by Stefan Sandelin from the 

extensive manuscript collection in the HM archive in Uppsala 

University Library. The book appeared too late to be included 

among the main data sources, but has given much material, as 

additional data, for Chapters 6 and 7. It consists mainly 

of nature vignettes and nature contemplations, with a short 

section of nostalgic poetry and another of generally 

contemplative poems on language and writing. 

2.2.4 Di.tribution of poe. typ •• 

Some general trends emerge from the tables in 2.2.3, which 

are summarised in Table 22A below. 

HM's two major areas of interest - nature and natural 

aCienc.a - particularly astronomy and atomic physics, have 

been treated in a comparable number of words in his poetry: 

c. 21,000 for nature poetry (Types 1 and 2) and c. 25,000 for 

Cosmic poetry (Type 3), including the whole of Ani~ and 

Cgr1derna • But equally weighty, at least as far as number 

of words go, is the nostalgic, narrative and polemic poetry 

(Types 5 and 6): together c. 24,000 words, whereas the 

generally contemplative poetry (Type 4) contributes c. 18,000 

Words. 
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-------------------------------------------------------------
I Table 22A HM poetry, composite table: 

types of poem, number of words, mean lengths. 
-------------------------------------------------------------

Within each type (see 2.2.2), 
column P = number of poems 
column W = number of words 
column MW = mean length of poems 
Initials down the left-hand side 
refer to collections (see 2.2.3) 

-------------------------------------------------------------
Type 1 Type 2 Type . .,. 

'-' 
P W MW P W MW P W MW I 

I 

-------------------------------------------------------------
S 5 355 71 1 l'''''~1 .":1,",- 1:32 
FU 3 263 88 
ML 2 105 53 9 538 60 
No 6 287 48 13 852 66 
N 23 1469 64 9 770 86 1 4"~ '-' 43 
Nm 4 218 55 3 244 81 
P 11 539 49 15 982 65 1 105 105 
C 26 1214 47 12 818 68 2 24:3 1 ':''':.1 

A 1 103 103 111 1EI'1'56 171 
GT 27 1097 41 14 1204 86 2 239 120 
V 10 473 47 14 829 59 2 224 112 
DLM 13 844 65 18 1741 97 5 749 J.50 
T 64 2874 45 4 370 93 
LES 39 1770 45 11 787 72- 4 271 68 
D 44 4512 10:3 
-------------------------------------------------------------
TOTAL 225 10890 48 I 131 9856 75 173 25474 147 : I 

--------------------------------------------------------------------------------------------------------------------------
Type 4 Type 5 Type 6 

p W MW P W MW P W MW I 
I 

-------------------------------------------------------------
S 2 323 162 18 1541 86 11 13'7';> 1 --'''' . ..::. .... } 
FU 1 64 64 4* 534* 134 1* ].26* l.26 
ML 2 79 40 2 111 56 2 204 102 
No 8 631 79 27* 2497* 92 4* :::mo* 95 
N 3 251 84 11 1283 117 20 2:31:3 116 I 

Nm 5 460 92 5 456 91 
P 33 4931 149 7 600 86 21 2581 12:3 
C 11 1515 138 5 396 79 5 478 96 
A 
GT 20 1342 67 4 339 85 19 1748 92 
V 32 2639 82 12 844 70 30 31EI0 106 
DLM 50 6019 120 3 279 93 11 975 89 
T 1 55 55 
LES 7 465 66 7 556 79 4 370 93 
D 
----------__________________________________________________ w_ 

TOTAL 169 18259 108 I 105 9440 90 134 14245 106 I 
I I 

-------------------------------------------------------------

--------------------* Exclude. pro •• passages <which would distort mean lengths) 
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Looking at the types in terms of number of poems instead 

of number of words, the nature poetry clearly dominates with 

some 350 poems, almost exactly double the amount of cosmic 

poems (c. 170), which only reach a similar figure if taken 

together with the c. 170 generally contemplative poems. Types 

5 and 6 together account for c. 240 poems. It follows that 

the nature poems are on the whole much shorter than~ fer 

instance, the space poems. This is true not only for the 

nature vignettes but also for those classed as nature 

contemplations, as Table 22A shows. 

It is also possible to trace, in a tentative way, a 

gradual development in HM's poetry with regard to types of 

poems. There are, for instance, no nature vignettes before 

1931. HM, in conversation with Espmark (1970 p120f) states 

that he began writing 'naturminiatyrer" during 1930. 

-------------------------------------------------------------
Table 228 Distribution of six poem types (see 2.2.2) 

expressed as percentages of all poems 
-------------------------------------------------------------

Percentages representing more than a third of the 
poems in a collection (i.e. 347.+) are highlighted. 

Initials in the first column refer to 
collections listed chronologically (see 2.2.~). 

-------------------------------------------------------------
Type 1 Type 2 Type 3 Type 4 Type 5 Type 6 

-------------------------------------------------------------
7. 7. 7. 7. 7. 

-------------------------------------------------------------
s 0 
FU 0 
ML 12 
No 10 
N 34 
Nm 34 
P 13 
C 43 
A 0 
GT 31 
V 10 
DLM 13 
T 93 
LES S4 
D 0 

14 
33 
S3 
22 
13 
19 
17 
20 

1 
16 
14 
18 

6 
15 
o 

3 
o 
o 
o 
2 
2 
1 
3 

99 
2 
2 
5 
o 
6 

100 

5 
11 
12 
13 

5 
6 

39 
18 
o 

23 
32 
~ 
o 

10 
o 

49 
44 
12 
47 
16 
25 

8 
8 
o 
5 

12 
3 
o 

10 
o 

30 
11 
12 

8 
30 
15 
24 

8 
<) 

30 
11 

1 
6 
o 

-------------------------------------------------------------



.- 84 -

and Cikada~ can be seen as something of a watershed, particu-

larly as regards Types 3-5. Before the 'watershed'~ but not 

after, there is a strong element of personal poetry. The 

cosmi c poetry is very much concentrated in two books, !9.!J.L@.CSl. 

and Doriderna, with the beginnings of Aniara~ of course, orig-

inally publishe~ as part of Cikada (not shown in the Tables). 

The distribution is even more clearly seen if the types 

are merged into only three: nature poetry (types 1+2), cosmic 

and contemplative poetry (types 3+4) and personal and polemic 

poetry (types 5+6), as in Table 22C. The nature poetry is 

evenly distributed throughout HM's production, whereas the 

personal and polemic poetry is predominantly found in the 

collections before Passad, and the contemplative and cosmic 

poetry in Passad and after. 

-------------------------------------------------------------
Table 22C Distribution of three poem types (see 2.2.2) 

expressed as percentages of all poems 
-------------------------------------------------------------

Percentages representing more than a third of the 
poems in a collection (i.e. 34%+) are highlighted. 

Initials in the first column refer to collections, 
listed chronologically (see 2.2.3). 

-------------------------------------------------------------
Nature 

vign.+contamp. 
(Types 1+2) 

Cosmic 
Contemplative 
<Types 3+4) 

Personal 
Polemic 

<Types 5+6) 
-------------------------------------------------------------
-------------------------------------------------------------S 14 8 79 
FU 33 11 55 
ML 6~ 12 24 
No 32 13 55 
N 48 6 46 
Nm ~3 8 40 
P 29 39 32 
C 63 21 16 
A 1 99 0 
ST 47 25 27 
V 24 34 42 
DLM ::51 55 14 
T 99 0 1 
LES 69 16 16 
D 0 100 0 

-------------------------------------------------------------
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2.3.1 Method: Collecting and processing the main data 

The body of poetry defined in 2.2.1 was systematically 

excerpted for Ncpds and all occurrences recorded. 

Initially, each Ncpd was noted down on a card headed by 

the first constituent, with a book and page reference and a 

context quotation (enough to give a sensible context, normally 

the complete line in which the cpd occurred). Words were some-

times omitted (indicated by ... ) in order to keep the quota-

tion within a reasonable handling size. Line ends in poetry 

quotations were marked. If the context quotation was the 

title of a poem or a section heading, it was underlined. A 

check was made as to whether the cpd was included in SAOL 

(10th edition, 1973) or not (i.e. possibly innovative), and 

the cpd was marked accordingly. Finally, if the cpd appeared 

in a piece of prose rather than a poem, the quotation was 

preceded by a capital P. Repeated occurrences, even if in 

the same context ('Hon ar en helt vanlig klockboj' twice FU104; 

"linjeflock efter linjeflock' P141), were recorded each time. 

The cards were sorted alphabetically into a card index, but 

the entries on each card were in the order they had been 

encountered, i.e. neither alphabetically nor chronologically 

arranged. 

-------------------------------------------------------------
Example of card from original card index 
«(Jne of four cards for "host-"): c. == SAOL.) 
-------------------------------------------------------------

Hi:iST-
-vind N34 Vita arabiska fullblodsben/darra fHr hdstvinden 
-skymning N62 Men underligast hostskymningarnas trollska 

(sic) langterska 
-storm • N75 som suckar varldsbred i hoststormen 
-syrsa P45 nar hostsyrsan spelar en van kantilena 
-kvall • P45 Hit kommer det ofta i hostkvallar sena 
-syrsa P59 HOstsyrsan 
-park FU89 I hostparken star/en kvinna kallad Kirleken 
-lov • FU99 P Eldgula hostlov foll0 pa kappan 

• FU99 P blodr~da vagor pa h~stlovens flickm.tta 
• FU101 P sill som ••• flackade hostloven 

-------------------------------------------------------------
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'~e card index was transferred to a main frame computer, a 

DEC-10*, at the University of York. The data was typed in at 

a terminal, and the file edited. using the SOS programme*. 

The Oxford Concordance Program* was adapted to provide me with 

the analyses I required. and to give me a printout with the 

Swedish letters A, a and o. 

D.t. input 

Each line was typed in six columns, using the following 

markers and conventions to enable the computer to sort the 

file in different ways: 

-------------------------------------------------------------
Col
umn 

Mark- Convent- Meaning 
er tion 

-------------------------------------------------------------
1 (none) p 

n 
poetry 
prose (narrative) 

-------------------------------------------------------------
2 \ 

m 

established cpd, i.e. found in SAOl 
or, in the case of names, in a 
standard encyclopedia, atlas. flora 
etc. 
possibly a Martinson innovation, 
i.e. not found in SAOL etc. 

-------------------------------------------------------------
3 'Yo 

S 
FU 
Ml 
No 
N 

etc. 

Source (for chronological sorting) 
immediately followed by page number: 

1929 
1~29 
1931 
1931 
1934 

Sptikskepp 
Fem unga 
Modern lyrik 
Nomad 
Natur 

(see pVI II) 

-------------------------------------------------------------
--------------------
* DEC-10 = Digital Equipment Company KLI0. 

The Oxford Concordance Program (OCP) is a general purpose 
computer package which can make concordances, indexes, 
wordlists,etc. 

80S is a line-orientated text editor used for creating or 
modifying DEC-10 files. 

A daisywheel printer with a Swedish printhead was used fer 
the printouts. 
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-------------------------------------------------------------
Col
umn 

Mark- Convent- Meaning 
er tion 

-----------------------------------------------------------
4 () o 

0+ 

+s 
-a 
-a+o 

etc. 

no linking element 
certain cases where the 0 element 
was unexpected (e.g. retention of 
final -e in -are) 
linking -s-
loss of final -a in first component 
final -a replaced by -0 

linking hyphen 

(see 3.3) 
-------------------------------------------------------------

5 

/ 0/ 
(follow- 1/ 
ing the 2/ 
convent- 3/ 
ion) 4/ 

5/ 
6/ 
7/ 
8/ 
9/ 

< > & 

The exclamation mark picked cut the 
compound itself (main elements only~ 
linking element(s) excluded). It was 
immediately followed by a marker and 
convention for the word-class of the 
first element. Subsequent elements 
were similarly marked except the 
last which was assumed to be a noun. 

The definiton of word-class posed 
several problems (see 2.1.3), 

proper noun 
noun 
verb 
adjective 
adverb 
prepositon 
numeral 
obscured elements 
Latin-Greek (bound) morphemes 
others - mainly new stems 

(after an element) used to separate 
homonyms of the same word-class 

-------------------------------------------------------------
6 (none) 

= 

CAPS 

The maximum line length of 80 spaces 
sometimes necessitated a shortening 
of the context line quoted en the 
card. Omissions were indicated by 
dots. The line endings in poetry 
quotes were indicated by =, as the 
more usual/had been used as a 
marker in column 5. 

Titles were typed in capitals. 
-------------------------------------------------------------
5,6 } Swedish letters ~ 

] A 
{ a 
c A 

d 
\ ~ 

-------------------------------------------------------------
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Sample lines from computer input 
(with column numbers indicated): 

2 3 4 c' 
...J 

P \m 'I.N08 «) !O/Durham/kol 

p \m I.N08 «) !O/Durham/kol 

p \s 'I.P68 (-a) !l/duva/kulla 
p \s 'I.GT23 (-ca) !l/duva/slag 

p \m I.A100 (- ) !8/dyma/mynt 

p \m 1.049 (-a) !l/dynga/r{nna 

6 

I'" {cken en v {r'l dsskyf 'hd : VE'~r" 
havet med Dur"hamkol. 
Vi primitiva {lskar"e av 
DIJrhamkol 
DUVJ<ULLORNA 
Val'" i symbolernas v {r'l d skall 
du hitta ditt dl..IVsl.:~g 

ses Heba lyssna til.l. et.t 
dyma-mynt 
Plbeln byker alltid j, 

dyngr{nnan = fr'::'n Augi assit.all E-~t:. 
p \m 'I.S16 (+a) !l/dyning/b}ng av sjlskum oc:h t}ng==oc:h i 

dyningab}ng g}r min gray 
n \s I.NolO (+s) !l/d{c:k/kanon Oc:h grin tJ-ng vi rOcls omkring 

d{c:kskanonen 

Soma of the marker symbols appeared in the comput.er print:.-

out; others were omitted, their only purposE! being t,o as~;;:i,st. 

in the various sorting proc:esses. In the printout the first 

line above, for instanc:e, would read: 

p m N08 (0) Ourhamkol r~c:ken en v~rldsskyffel bver havet 
med Ourhamkol 

See Appendix A for samples of printouts (c:f also below, 

2.3.2). 

2.3.2 Comput.r analys.s of main data 

The Oxford Conc:ordanc:e Program, in an adapted form, was 

used to run the following programs on the Martinson file. 

1. Alphabetic:al listing of all c:pds with all oc:c:urrenc:es 
c:ounted and quoted in their c:ontexts. Appendix A:l. 

2. Frequency listing of all c:pds (with c:ontext quotations). 
Appendix A12. 

3. Chronologic:al listing of all cpds, i.e. by the book in 
Which they occ:urred. (Within eac:h book cpds are listed 
alphabetically, not acc:ording to page number). Appendix A:3. 
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4. Separate listings of 'established' (i.e. occurring in SAOL) 
cpds and 'potentially new formations' (i.e. not occurring 
in SAOL). Cf. 2.1.4. Appendb: A:4. 

5. Frequency listing of all participating elements, 
irrespectively of where they occurred within cpds. For 
example, aftonsol, midnattssol, selbj~lke, sommarsolstand 
all appear under the head-el ement §.91. (a-s' werr-"as "'L~:1c:fei~-'""'" 
afton, etc.). Appendix A:5. 

6. Word-class listing of initial constituents (alphabetical 
within each word-class). In the case o·f mLlltiple c::pds all 
but the last element qualify for inclusion: tr(';!"g."gS\r::...c;!.§1.D.~\.J2"t"~lC.:: 
akimt, for instance, yiel ds trad and tra.d9..~rd as well <i:l.!:i 

tr4dgirdsmastare as initial constituents. Appendix A:6. 

7. Multiple cpds (i.e. those with more than two elements), 
e.g. solfiiderspel, sommarsolstind, listed separately. 
Appendix A:7. 

8. Listing according to linking device, i.e. all cpds linked 
with 101 (e.g.aftondimma), I-a+el (e.g. !;LQl.iJEftr...':\9) etc, 
listed together. Appendix A:8. 

In a general way it could be said that the first two of 

these listings simply represent more precise, definiti.ve 

versions of the original card index. List 1 is the main data 

arranged alphabetically. List 2 is the main data arranged 

according to frequency. 

Listings 6-8 can be used as information en Swedish Ncpds 

in general (taki ng the HM data si mpl y as i nstanc:e~; of 

Swedish), but are also of interest for comparing the cpds HM 

uses with Swedish cpds in general. The information yielded by 

these analyses is mainly used in Chapters 3-5. 

Listings 3-5 are of main importance for an investigation 

of HM". poetic language. As a starting-point for finding the 

creative cpds (cf 2.1.4), listing 4 isolates the potentially 

new formations. The information contained in these analyses 

LS mainly used in Chapters 6 and 7. 



- 90 --

2.3.3 Statistical analyses 

The following pages explain the statistical apparatus 

behind the tables in Chapter 5. I rely largely on Anthony 

Kenny's The computation of style (1982). 

Inf.rring from .ampl •• 

To what extent is it permissible to draw general conclu-

sions from figures calculated from samples? Inferential 

statistics (used by political pollsters, for example) claims 

that estimates can reliably be made from samples, provided a 

likely degree of error is attached to the estimate. The 

measure of this likely degree of error is called the 

'standard error' (SE). 

The formula for calculating the standard error is: 

where p = proportion of one category 
(e.g. Ncpds) in samplE~, 

expressed as a decimal 

q = proportion of the other 
category (e.g. non-Ncpds) 
in sample, i.e. 1 _. P 

N = total number of items 
(e.g. words) in s':\lnplE~ 

Thus, to take a concrete example, for the 1,744-word sample 

from NiBBlorna blomma, with 3.44% Ncpds, the SE is calculated 

as follows: 

p = 0.0344 
q = 0.9656 
N = 1,744 

SE = 
0.0344 x 0.9656 

------------------ = 0.0043642 
1,744 

The standard error can be applied to the sample result in 

order to estimate the range within which the result for the 
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whole work will fall. For our example, we can say that the 

actual percentage of Ncpds in NB as a whole lies between 

a) 2.13X and 4.75X 
b) 2.57X and 4.31X 
c) 3.0 X and 3.B8X 

with 99.9% certainty; or between 
with 95X certainty; or between 
with 68'l. certainty. 

These ranges are arrived at as follows: 

a) 0.0344 (sample 'l.) +/- 3SE (3 x 0.0043642) - 0.0213-0.0475 
0.0257-0.0431 

- 0.03 -0.0388 
b) 0.0344 +/- 2SE (2 x 0.0043642) 
c) 0.0344 +/- lSE (1 x 0.0043642) 

The relationship between two sets of data can be expressed 

as a 'product moment correlation'. The formula for calculating 

the correlation coefficient can be found in any statistics 

handbook (Kenny p79ff). It is expressed as a number between 

+1 (perfect positive correlation) and -1 (perfect negative 

correlation) with 0 standing for absence of correlation. If 

the data are plotted on a graph, a perfect positive correlat-

ion between them appears as an ascending straight line~ and a 

perfect negative correlation as a descending straight line: 

/ 
I / 

/ 
/ 

/ 

-/--------
Positive 
correlation 

1\ 
\ 

\ 
\ 

\ 

------\---
Negative 
correlation 

The statistical significance of a correlation coefficient 

can be ascertained from tables, found in most statistics 

handbooks (Kenny p88). They show the critical values for 

v~rious sample sizes (i.e. number of pairs in the correlation) 

at various levels of probability. 
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Significance testing 

In order to ascertain whether differences in frequencies 

can be regarded as statistically Significant, i.e. be unlikely 

to have come about by chance, the chi2 test is applied. 

Broadly speaking, the chi2 test compares observed numbers 

with the numbers to be expected if the distribution were even. 

For instance, in the case of Ncpd frequencies in different 

texts, the hypothetical expected numbers are arrived at by 

adding up the total number of words and the total number of 

Ncpds in all the texts, and then distributing the Ncpds 

evenly in proportion to the number of words in each text. The 

chi2 value is a measure of how much the observed frequencies 

deviate from the expected frequencies. 

The chi2 value only tells us if the distribution is, or is 

not, significantly uneven. In order to ascertain exactly 

which of the compared texts have significantly high Or low 

frequencies, we have to calculate the 'residual' (e.g. Everitt 

1977 p46f) for each text. The residual has an approximate-

ly normal distribution, i.e. there is a 95% probability af it 

falling within +1-2 and a 99.9% probability of it falling 

within +1-3 in an even distribution. Residual values higher 

than 3 therefore clearly signal the texts that are the main 

contributors to a significantly uneven distribution. 

An example will best illustrate the mathematical operations 

involved: Ncpd frequencies in samples of HM's prose are compar"ed 

with Ncpd frequencies in a number of control samples of con

temporary literary prose and with Ncpd frequencies in a word

list based on 100,000 words of literary prose. 
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1) Add up the total number of words and the total number of 
Ncpds in the three texts: 

TeNt W(:Jrds N(:pds 

HM 11,873 600 
C(:Jntrol 17,315 600 
Wordlist 100,000 :3,54:1. 

--------- _.MM ____ ..... 

129,188 4,741 

2) Divide the sum of the Ncpds by the sum of the words. 

4,741 : 129,188 = 0.036698454 

3) Multiply the above figure by the number of words in each 
text in turn, to arrive at the expected number of Ncpds. 

HM 0.036698454 x 11,873 = 435. "720744:::; (436) 
Control 0.036698454 x 17,315 = 635. 43:3'7:;:: 1 (I.:>:::::~S ) 
Wordlist 0.036698454 :" 100,000 = 3,669.8454 C::::, 670) 

4) Calculate the difference between observed and eNpected 
numbers. 

HM 
Control 
Wordlist 

600 - 436 = +164 
600 - 635 = - 35 

3,541 - 3,670 = -129 

5) Square the differences and divide them by the expected 
numbers. 

HM 164 x 164 436 = 61.69 
Control - 35 x - 35 635 = 1.9:; 
Wordlist -129 x -129 3,670 ::: 4.5:3 

6) The sum of these figures is the chi~! val Lle: 

61.69 + 1.93 + 4.53 = 68.15 

In order to find out whether the chi 2 value is statistic-

ally Significant, it is necessary to consult a table (publish-

ed in most statistics handbooks, e.g. Kenny pI69), but. fir··st. 

the number of degrees of freedom (df) must be established. It 

is calculated by the formula (r-l) x (e-I), where r = rows and 

c = columns. In my calculations, which have two columns only 

(usually words and Nepds), the number of degrees of freedom 
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is always one less than the number of row.~ i.e. texts 

compared. For our example there are 2 degrees of freedom, and 

values of above 13.816 are significant at a probability level 

of 0.001 (i.e. the probability that it is a chance result is 

one in a thousand). That is a level of probability usually 

chosen in the physical sciences, whereas 'in most literary 

studies ••• O.05 or 0.01 seems to be chosen' (Kenny plOS). 

I normally choose the more rigorous level of 0.001. 

The formula for calculating chi 2 is thus: 

(0 - E)2 

E 

where C = sum of 
o = observed frequency 
E = expected frequency 

It remains to describe the procedure for identifying the 

texts that are chiefly responsible for a high chi~ value. The 

formula for calculating the residual (rei)is: 

o - E 
res ... 

In our example, the residuals will be: 

HM 600 - 436 
= +7.85 

Control 600 - 635 
= -1.39 

Wordlist 3,541 - 3,670 
--------------- = -2.13 

Only one of the residuals is outside +1-3, namely that c)'f 

the HM samples, which may therefore be deemed to have a 

significant excess of Ncpds in comparison with the other two 

te>:ts. 
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The tables in Chapter 5 usually have the 'following format: 

ITABLE (EXI.pll) Ncpd frequlncy in prosl I 
I 

f=::: •••••••• : •••••••••••••••••••• = ••••••••••••••••••• ====.==== •• ==========1 
1 Tlxt lIordl Ncpdl 

1 
1 no Obi I Exp 1 chi2 p rl5 1 +/-

1 1 1 no 1 no I I I 
1---------1---------1-------1-------1---------------1-------(-------1------1 

IH" I 11,873 
IControl I 17,315 
IMordlilt 1100,000 

I 

600 1 436 1 5.051 I I +7.8~ I + 
600 1 635 I 3.471 I 68.1~ I 0.001 1 -1.39 1 

I 3,541 1 3,670 1 3.m 1 I -2.13 1 
I I 

Column heading abbreviations: 

no 
Obs no 
Exp no 

F 

'3. 

X or chi:.2 

p 

res 

+/-

.. number o-f 

.. observed number of 

.. expected number o-f 

== frequency (usually expressed as a percentage) 

(for significance, consult handbooks) 

== probability (0.001 
0.01 
0.05 

== 1 
== 1 
== 1 

in 1000, 
in 100, 
in 20) 

== residual (deemed significant if outside +1-3) 

marks a residual with a value outside +3 or -3, 
i.e. signi-ficant excess or shortfall 
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CHAPTER THREE 
LINGUISTIC ANALYSIS OF MAIN DATA: MORPHOLOGICAL STRUCTURE 

3.1 Introduction 

The next two chapters are concerned with the internal 

structure of Swedish Ncpds. They examine the Ncpds excerpted 

from HM's poetry (the main datal, generally out of context, 

analysing their morphological, syntactic and semantic 

structure in a purely linguistic way, and relating the 

findings to statements that have been made about Swedish 

Ncpds in general. The following questions are considered: 

1. What word-classes are used as first constituent? 
2. What linking devices are used? 
3. How many elements participate? 
4. What constituent structures are possible? 
5. What can be said about the semantic structure of Ncpds? 
6. Do creative Ncpds, formed by a poet like HM, conform to 

normal word-formation patterns, or is their novelty to any 
degree attributable to their being structurally deviant? 

Chapter 3 is concerned with the morphological structure~ 

word-classes of elements and linking devices between 

elements. 

Chapter 4 deals with syntactic and semantic structure. 

Except for nominalised syntactic phrases like f..~.L~i:il .• 

krypin, handfull, a Ncpd always has a noun as the final 

constituent. The first constituent can be a noun, an 

adjective, a verb, an adverb, a preposition, a numeral, a 

pronoun or an interjection: in principle, any word-class can 

combine with a noun to form a Ncpd. The first constituent can 

also be a paratactic or a hypotactic word-group. The 

difference between word-groLlp cpds (e.g. hjai.r"tILln . .QJ.!l.~iki.[\., 
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is that in a word-group cpd the first constituent is not a 

cpd in its own right but a syntactic word-group. 

There c:an be problems of definition. For i.nstanc::~~, 1J..!:;'lIL:::. 

frakt. consi sts of an Adv+N, but has b...f!Lf!l..§.2.!!LS\.[",!.:!;.. the same. 

structure, or is it N+N: is it 'en samarit som gar hem till 

patienten' or 'en samarit som arbetar i patienten. hem'? In 

most cpds, dod- is a nOLIn (dodsbild, !1odsfli..t:siko.ning), but i~:i 

it a noun or an adjec:tive in doddagar? §ilv§.[~·-- and gJ.LL9.:··· Ciiln 

also be seen as either adjec:tives or nouns, and the points of 

the c:ompass as nouns, adjectives or adverbs. 

The main difficulty of definition is in cases where the 

first component c:an be either a noun or a verb stem. In quite 

a large number of cpds either interpretation is possible. For 

instance (e){amples from Thorell, 1981), is a !..ia.sti2.~.t i:\ bCli:;\t 

'musik att dansa till' or 'musik for dans'? Only a subjective 

paraphrase of the cpd can be used as a basis for the ciassi-

fic:ation in such cases. 

:------------------------------------------------------: 
First element 

Compound :-------------------------------------
with amiguous : Noun Linking: Verb Linking 
first element : stem device stem device 

:------------------------------------------------------: 
dansmusik dans 101 dansa I-'al 
skill sord skall l+sI skall- I+sl 
fi skel age fiske 101 fiska I····a+el 
vc\b:el pengar vaxel 10/ vaNla 1·_·1 a+e1 I 

:------------------------------------------------------: 
As can be seen from the table, the reason for the frequent 

N/V ambiguity is that a verb is often reduc:ed to its mest 

baSic stem (including loss of 1st conjugation -a) to form a 

noun, and it is also normally this basic: stem of the verb 

that is used in c:ompounding. 
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3.2.2 Word-cia •••• of fir.t el.ment: the HM data 

There are a few examples of nominalised syntactic phrases 

(type krypin) in the HM data. The most clear-cut case is 

tittyt: 'Flickor och fjarilar lyste / med vana tittut i det 

mognande vetets sken' (P41). 

There are three marginal cases, which are part of the 

space terminology of Aniara. They all occur in the same poem 

(All), and all have the same structure: an obscure (cf. 

2.1.3) first element and a numeral: ICE-tolv, Yk~~nio and 

Sari-sexton. In two cpds, the final constituents are nominal-

ised adjectives: orange-scharlakan and nyfrostvitt. 

Apart from these few case., all the HM cpds have the 

usual determinative Ncpd structure: a noun as the final con-

stituent and a noun or any other word-class, or a word-group, 

as the first. 

The main problem of definition concerns the noun/verb 

stems discussed above (3.2.1>. Ostergren, who in ~nsk 

grdbok includes a large number of cpds, takes a clear stand 

in most cases, and sometimes discusses the difficulty at some 

length, e.g. (regarding stank-): 

Ngn skarp skillnad mel Ian ssgr som ansluta sig till 
subst. o. dem som ansluta sig till verbet (ev. pres.
participet) existerar knappast. Det ar visserligen otve
tydigt att t.e. 'stankvis' narmast ansluter sig till 
5ubst., men det ar icke latt att saga vart ssgr som 
'stankfall', 'stankomrAde', 'stanklist' naturligast 
ansluta s1g. Under sAdana fhdn blir det mest praktiskt 
att llta alIa ssgr i en foljd komma efter verbet. 

When 8stergren takes a clear stand I accept his judgment! in 

other cases I have made up my own mind, basing my decisions 
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not so much on actual paraphrases as on a more general 

feeling of whether the whole cpd has more to do with a first 

element noun or a first element verb. 

Below are some cpds with ambiguous N/V stems as first 

element. The decisions indicated have been taken. The stars 

mark the cases where the same stem has sometimes been deemed 

to be a noun, sometimes a verb. 

NOUN-stem 

sklnkskAp 
slaktdjur, -hus, 

-mask, -port 

*G.ftl.bricka 

sDjarngrund 1 

*stralforgiftning, 
-skarm 

Ivaltsekel 
*d.9.blad 
tyattvatten, -hus~ 
~an, -stuga, 

-tjanst 
Y.l.!:ktyg 

*glitterfallning, 
-ljus, -slav 

skimmlrfaste 

VERB-stem 

Q.Q.I::!:.sl agga 
falltyngd 
kylrum 
skallsord 
skruyis, -stad 
skr4nktir 
~lok, -sinne 
sminkloge 
§11l.!!1...mar 9 

*sDelman 
spottflaska 
startfalt, -omrade 
.tickbarr 
stupdod, -ror 

*stralkraft 
stankvilg 
I.Y§R,rag 
svirrhopp 

*sagspan 
trampspar 
vallhjon, -gosse 
vilodag, -plats, 

-stalle::5 

fladdermus 
*glitterorm 

skallerorm 
vaxalspel 

-------------------------------------------------------------

--------------------
1 Semantically, a verb stem seems to come more to the fore, 
but Ostergren has spiarnpall and spiarnsla under the noun. 

2 These also would seem to be more closely linked with 
the verb, but Ostergren has them both listed under the noun. 

~ The case ending -0 might favour a noun stem inter
pretation (cf. Noreen 1906 p450, 452 and 495), but ~stergren, 
whilst saying that "ssgr kunna ibland aven ansluta sig till 
subst.", has them all listed under the verb. Semantically, a 
verb seems preferable, 
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As regards other word-class ambivalences, the following 

decisions have been taken: 

1. Silver-, guld- and slut-, which can be seen as adjective Clr 

noun stems, have all been entered as nouns. 8stergren says 

about slut: 'e.verg<1ngen frc1n subst. till adj. ar s<1 omarklig 

att orden battre behandlas tillsammans. Ssgr ansi uta sig ngn 

gang aven till verbet, men de uppforas under subst.' 

In two cpds, dod is used without a linking /+5/. On 

semantic grounds, I have regarded dcidrymd as adjective+N and 

doddagar as N+N. 

The cpd mQrkradsla appears to mean 'afraid of the dark', 

i.e. the noun mOrker, rather than 'afraid when it is dark', 

i.e. the adjective mQck. Noreen only acknowledges /-er/ as a 

linking device for plurals (brader - bradlast). Nevertheless, 

I decided to classify m§rkradsla as N+N with the linking 

devi ce /-er /. 

2. Some words fluctuate between being adjectives, adverbs and 

nouns. The points of the compass have been entered as nouns: 

sunnanvind 
sOderfonster 
yastanstorm, -vind 

As regards fiarr-, Ostergren calls that form the 

"sammansittningsled" of the adverb, adjective or noun 

Liirran. I have entered it as an adverb. Mittlinie and 

mittstr§m have also been classified as adverb+noun. 

In most cases, word-class membership is straightforward. 

Most word-clasBes are represented aB first element in the HM 

data. The examples below are mostly from among the 

potentially new formations, latent and creative (2.1.4). 
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Noun + noun 

Altogether over 1200 different nouns are used as first 

constituent in HM's Ncpds. Some 200 are themselves cpds~ and 

about 50 are proper nouns. They vastly outnumber all other 

word-classes and will be dealt with in more detail below 

(3.2.3). 

Adjective + noun 

87 different adjectives occur as first element. Liten 

appears in both its normal cpd forms, lill- and sma-. The 

latter is usually found with plural or collective nouns (e.g. 

smigydar, smAkonst), but HM also has smarummet and sma-

sk1mm@r and even (in the additional data) amali1Jkr~. 

Other examples: 

dodrymd, finregn, farskgras, hardstalle~ hogkomiker, 
lillvarld, IAgvarld, IAngdag, lackerglans, mildgard~ 
polartak, spektralvinge, Universalhut, vitpalsC-tak) 

The adjective that is used most frequently as a first ele-

ment is hog, appearing 18 times, in 10 different combina

tions: 

hogflod 
hogmod 
hogvind 

Verb + noyn 

hogfrisyr hogkomiker 
hogplatA hogslatt 
hogtryck(s-panna) 

hogland, 
hogtid(s-glans) 

115 different verbs are found as first element. Examples: 

badsultan, drivtimmer, falltyngd, flimmerskede, flytblad, 
glitterorm, hanglav, irrstjarna, ljugtak, puthjul, ringel
guld, skumpatakt, slingerstig, stickbarr, stupdcd, trutmun 

There are two secondary formations where the first consti-

tuent is a cpd verb stem: inkQrskurya and atervands-

grang. The verb most frequently used is lysa, which is found 

12 times in five different combinations: lysfarg, ~ys-. 

bolm(en), ly.kraft, lysmask (and the secondary Iysmaskmanad) 

and lysmarke. 
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a!;;l.:t.J:?r:tL':!"_.D..Q.ldr:!. 

24 adverbs are found as first element, mostly in estab-

1. j. s Ii e d c P d s 1 ike ·f r. a m tid, i!J.2 .. ili .. , !l~"'\.!;). d , k\.:t.l .. !:iln:t, .':{~jJ. ... Ljl.,l.U. , 

~.:t:.er·sken, bLlt. thel~e .:,\re also .:;\ few pof.:isible lnr'IClv,::\tiCln~:';: 

inflod nupunkt narh~ll (s-liv) utflDci 

The most freqLlentl y used adverb is .1 n., wi t.h 2:2 ClCcur'lr'",~nc("'~":' 

in nine different combinations (some of which are para-

!S y nth e tic c P d s ; see 2. 1. 3): i..o..!2.l i c k., .:U:1 f ..lQQ .. , .:lnh}?y. , 1.LlJQr:.I,.:iL: 

kurva), inland, insats, insjo (and the secondary !"!J..l?U.9_:::. 

sommar), ioskrift and int~g. 

Preposition + noun 

18 prepositions occur as first element, many of them in 

estab 1 i shed cpds like avvagar, lilf t!!!:y~r 1 d, ~::i.IJ .. g.§!.::.j..!2I:S.!, 

gvermakt, but also: 

etterglans etterjagare torbitillg inifr~nklang 

The most frequently used preposition is !!.Y... wh:lch OCCUI"'j£; 

nine times in five different combinations: aV9.92 . .L:::r:Jtc.L, 

avgrund (,and the secondary avgrLlOdsd....i.l:!Q, 2.::!.f.lDlD.g.\~?t .. i.~:!.t, 

avgrundsvr~l), avgud, avstlil9(s-vag), avva~. 

Numeral + noun 

Only four cardinal numbers occur (f,)::ra, a..i!:!., :t..bJ.?.§~n .. , 

ooill1gn) and two ordinals (tolfte, tjugonde). There is also 

one e>:ample of the cpd form ~- in tvekJ....:i.:x:~..Q .• 

tjugondedag(s-knut) millionmyller tusenflykt 

Pr200yn + noun 

The onl y instances are the adj ecti val pronouns alj .. -, m.~.D .. g: .. , 

and var-, which I have registered as adjectives, in the 

estab 1 i shed cpds all s~ng, allfarvag, m~ngf.E..l c:!. and ::-L§lLLt~_q. 



No examples in the HM data. 

Paratactic phrase + noun 

No examples in the HM data. 

~vpotactic phrase + noun 

There is only one marginal example in the main data, the 

phrase in point being a borrowing fr-om English: gX: .. i .. 'y'J~::::j, .. n .. ::~ 

krvpta. 

In addition, there is a group of about 60 obscure 

first elements in the data. It would be possible to assign 

some of these to one of the word-classes above (as has been 

done with drive-in), but the classification could not be 

based on today's Swedish lexicon. Many of them are bcrrow-

1ngs, sometimes the whole cpd, sometimes just the first 

element: 

English: 

"Gammal t Sj ospr8k", 
according to HM: 

"EXotic": 

niggerboy, shrapnelskirva, stardic~ 
transpacifikbana, (drive-in-krypta) 

bramsejl, skajsejl, juringaspeil 
(all in one poem, 89) 

assaisavann, kauridal, 
mohratr~d, qaiqipa-trid, Sugi
bergen, Lao-hu-nan-passen 

The majority of cpds in this group are established (cf. 

Hellquist p.LVf). For examples see 2.1.3 (p49). 

Finally, there is a group of about 20 obscure first 

elements which are HM neologisms (cf. 2.1.3 p51>. In ~:;c:.lmE! 

cases, they can c I ear 1 y be seen as nouns, e. g. £L91 d(.~r.LQ.!~rJJ.'y'.qS;:l.f~. 

and mimahall, and in other cases a noun may be assumed e.g. 
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The distinction between obscured first element and HM 

coinage is not always clear-cut. Wrede (1965) suggests 

etymologies for some of the words I have regarded as HM 

neologisms, e.g. tyrsos-, which Wrede (p 346) regards as 

Dionysus. 

The most frequently used first element of this type is 

mime with 15 occurrences in eight different c:ombini'l.ticms;: 

mimadyrkan 
rnimarIJm 

mimagrav 
mimasal 

mimahall mirna-pall 
mimaskirva mimaskbtare 

It is closely followed by gopta- (13 occurrences, nlne 

different cpds): 

goptabord 
Goptarum 
goptaverk 

goptafrl1ga 
gopta-sal 

goptakalkyl 
goptavagn 

gopt.::\l,';il'""a 
goptavalv 

~oldonder is the only other productive coinage as regards 

cpd-formation (seven occurrences, six different c:pds): 

goldonderbygge 
goldonderUira 

goldonderhalsning 
goldondersluss 

gDl dondf?Y'"kunc;j, 
gol donc:levc:\ 

(For a comment on the redL.ICed stem in gol dor)dJ~ .. ~", seE; :3" :::,,:'i) , 

Others occur only once or twice, e.g: 

gonda-bo 
Jenderbord 

gondiflod 
Jenderkurva 

dyma-mynt 
gosterslant 
rindel-slant 
yessertub 



3.2.3 First-constituent nouns in the HM data 

Compound nouns 

In left-br-anching secondal"y cpd 'for"mat.ion~5 (SHE'? 4. r.1), 

the first constituent is itself a cpd, usually a Ncpd. Only 

two of the 276 unambiguously left-branching seccndary cpds 

have verbal first c:onstituents <inkor'skw,:_y.i! and t,1 t €~Ir' V i:An d " .... , ___ ~··.· •• ·_ ... ,.H' •• _ ...... _ •••••• H •• _ .... . 

grand) • 

213 different Nc:pds ar-e used as first constituent, some in 

several different formations. The prefi:<ed ~"tiJt .. ", (c::+ 2.1.. ::;) 

and the parasynthetiC: utsikt- ar-e the most productive: 

urh ds-b 1 oc:k 
-dimma 
-drom 
-grund 
-lAga 
-port 
-vilde 

They are followed by: 

.l.iusars-grav 
-natt 
-pondus 
-sal 
-vag 

granskogs-blanka 
-folk 
-·trygghet 
-as 

leksaks-brod 
-drake 
-gud 
-vagn 

utsi kts-ber'g 
-fonster-
-kor'g 
-rum 
-ruta 
-torn 

midsommar-drom 
-lyc:ka 
-myt 
-natt 
-tid 

jungfru-dunkel 
-hj artiA 
-har 
-lem 

tilmangds-filosof 
-lass 
-man 
-uni ver"sum 

( Si ) 

< :.) 
(lEi ) 

A further 9 c:pds enter into three, and 24 cpds enter into 

two, different secondary formations, e.g. (choosing some of 

the more interesting ones) tyngdkr-iftsgold, -rubbIJJ-f.H;I, and 

--------------------
* (s) :::: in SAOL 
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and -:vinge. 

Even though the majority of these secondary formations 

are, as expected <cf. 2.1.4), not to be found in SADL, they 

are not, on the whole, creative formations but latent (e.g. 

yrtidsdr§m, leksaksvagn, norrlandsvals). The cpd that has 

given rise to the highest number of creative secondary 

f(::lrmations is 1 jus~r. One of them, I jUS~L?.!1!:SlY., OCCLlI~::i in twCl 

different poems, which is extremely rare for creative cpds 

(cf 7.2.3). They are, admittedly, in the same collection: 

Dodskapseln slussades 
mot Ijus~rsgraven. (A178) 

De tjugo Arens resa 
Ir sexton timmars Ijusvlg 
p~ 1 jys~rsgraveDs hew. (A18?) 

Ljysirsnatt appears in an early collection (Olmedan en 

1 jysirsnatt / stjlrns~llar alpkedjans hav" N?), but. all t.hE' 

other examples are from Aniara or Doriderna. 

Tilmlngd- is alone among the first constituent. cpds in 

not being an established formation. This in itself latent 

formation can give rise to further latent formations 

<talmlngdsfilgsof, talmlngdsman) but also to creat.ive 

ones (talmangdslass, talmangdsuniversum). 

Single noun. 

Almost a thousand (993) different single nouns (other than 

proper nouns) are used as first element in HM's cpds. Half of 

them are only used once, but about 75 recur ten times or 
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more. It may be of some interest to examine which are the 

most widely used first-element nouns: 

-----------------------------------------------------
TABLE 32A Single nouns as first constituent: 

the 24 most frequently used nouns 
----------------------------------------------------------" 

ABSOLUTE FREQUENCY 

(Number of 
occLlrrences) 

VERSATILITY OF THE MOST FREQUENT 
FIRST-ELEMENT NOUNS 

(Number of different cpds 
enterE·~d i ntc:1) 

--------------------------------------------------------
vat ten- 78 vatten'-' ~i6 

s01- 77 sommar- LI·::~; 

S(Jmmar- 65 sol-' :3'7 
var1d- 50 dod- :~:'~5 

vinter- 46 varld- ::;4 
maneni )ska- 45 vi nter-- ~::; :I 
hav- 40 jiHte- ::~;o 

mane- 40 hav- :;;9 
dod- 38 man(ni ) ska'- 2U 
host- 36 is- :?~, 

Sjti- 35 eld- 26 
j.atte- 34 liv- :26 
sno- 33 sno- :.'26 
is- 32 hi mmel-- ''',1:::' 

..::, ... .1 

Ijus- 32 skog- :21.1 
lov- 32 sten-- 2:::; 
skog- 32 host- :~~;~ 

stjarna- 32 lov- ,"\,." 
of::."::' 

himmel- 28 stj iarna-- :;:~o 

rymd- 28 mi!lne- 1.9 
sten- 28 ryrnd- 1.9 
1 i v- 27 ljus- :I.E! 
eld- 26 morgon'- lE! 
morgon- 24 Sjti- 1~5 

----------------------------------------------------------
Whichever way one looks at it, vatten-, ~:;q_l.- and ~~~;l!.!!J!1.€:l.!~: .. -

are the most commonly used first elements in HM's cpds, 

y..!!tteo- winning on both scores, and §...ql- and §Q[l.f!lJ~.r:.:-

competing for sec:ond plac:e, closely followed by y..!:.~.r.J .. f.l.. .. · .... Th(;;)~";E,~ 

key elements, which correspond remarkably well with major 

themes in HM's poetry, will be further discussed in Chapters 

Five (5.3.2), and Seven (7.2). 

No less than 3'1 of the 56 different vat..:tJE.o.·-c:pds C:lr'e 

potentially new formations: 



vattenbagge 
vattenbambuskott 
vattenbrand 
vattenfors 
vattenfradga 
vattenglim 
vattengras 
vattenhimmel 
vattenklang 
vattenkluckning 
vattenklunk 
vattenlykta 
vattenmoln 
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vattenparla 
vattenros 
vattenradsla 
vattenrok 
vattenskog 
vattenskraddare 
vattenskugga 
vattenskuldra 
vattensluttning 
vattensloja 
vattensno 
vattensommar 
vattenspegling 

vattensten 
vattenstillnad 
vattenstrCim 
vat tensti:i1l e 
vattenstCit 
vattens~ 

vattens~ng 

vattentundra 
vattentyg 
vattenvecka 
vattenvidd 
vattenvirvel 
vattenangel 

They range from latent combinations like vattenkluckning, and 

metaphoric cpds like vattentundra and vattentyg, to astonish-

ing combinations like vattenskuldra and the parado>:ical 

¥attenbrand. For a discussion of some of these, see Chapter 6. 

Sommar- is found in 27 non-established formations. Many Q·f 

them are latent, e.g. sommardrpm, but there are also more 

idiosyncratic combinations like $ommarbacke and sommarkarr, 

and intriguing creative formations like sommardOrr .• For 

examples and discussion, see 7.2.1. 

QQi- has yielded 19 non-established primary cpds, as well 

as secondary formations like solfjaderspel, solrOkshage, 

5pl skensb 1 i xt, sol skensstall e, sol st~ndsti d and sol grayvctrn .• 

There are some interesting creative cpds, e.g. the metaphoric 

!iiplbHUke, SOI5p;.Ua, spIeker and solfall, and the conte>:tuial 

!plbygning and solbok. (Some of these will be further 

discussed in Chapter 6.> 

Solbjalke 
solblinkning 
solbok 
solbro 
solbugning 
soldin 
soleker 

50leld 
solfall 
sol kraft 
50lkropp 
solluft 

solnamn 
solord 
solrott 
solspegel 
501spj.iila 
sol storm 
soistalle 
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among others~ Hallberg (1941) and Holm (1965). They both 

Unk var1rj·-- with the 'lika vanlig," H)I"'stavel~iEm ~.I.C·-' (Holm, 

p13(). In my data, words with the prefi:-: ~:!.r': .. -- do not CCHTlE! up 

to anywhere near the number of ya~L9.-cpds. There air' E) 1.9 

occurrences altogether (as against 50 ::!~r:_Lg: .. -), in 7 d:i.·H0:~I'''(~\nt 

primary formations: L.lrdrift, urfro, urkrafts'-, ~r::...\?J:Q9.., 

ursang, urtid(-), urvatten. Of these, only three are 

potentially new formations, namely !-ll~fro, !:.:!.!:.si~.!J.l1 .:.nei ~L"::::_;:l.L.!: .. (iU::~ 

(all in Nomad). Some interesting secondary formations can be 

found in later collections: 

alltsedan livets fodelse lag skymd 
i urtidsdimmor djupt i gudens sjal (V67) 

den materia som spr~ngd och sk~ndad 
med urtidsligan straffade Xinombra (AB7) 

Vad handel'" dar 
i urkraftsloppets sista aterv~ndsgrind 

HM's varld-cpds are not concentrated in his early works 

but are evenly spread throughout his poetic production. The 

majority (28 out of 34 different cpds) are non-established 

formations. For examples and discussion, see 7.2.1. 

Silver-, which is also singled out for discussion by 

Hallberg (1941>, occurs 19 times as first element. It. has 

thus not earned a place among the top first-elements in Table 

32A. In fact, it belongs mainly to HM's earl.y pel~i.od: ·fOL.wtE~Em 

Q·f the occurrences are in Na,tLlr (wh i ch is where most elf 

Hallberg's examples are taken from), and one each in the 1931 

and 1943 editions of Nomad. The only siIYIE.!:.:-"cpds in t.h~? L::lb::)1" 

Wor ks are s1 1 vel'" ked j a (C66) , si 1 yeryi nd (GT 19) and §..:!_l .. ~~.§.r:J;.i'l.m. 

(GT71). See further 6.2.3, 6.2.7 and 7.2.1. 
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Proper nouns 

HM uses 47 different names as first constituent in 59 

different cpds, some occurring more than once, making a tot01 

of 85 occurrences. Only four of the 59 cpds are found in 

SAOl, namely alJgiasstall, kristLlsbllcl, t:.eI.l .. !.~LY.~;\.!:;l.!:H~~'!:\. ,;]nci 

katrinplommon(-srock) , but others - names in their own right 

are equally established formations (and can be found in 

encyclopedias, e.g. I<ongofloden, §...QDdwan~.L~Jlg_ and YDJ ... ~.;!.;L~~!':\.D~y.~:;:~t .. 

The majority of the potentially new cpds with a name as 

first constituent are latent, though there are a few creative 

formations. They can be divided into two groups: 

Sroup 1: First constituent a geographical name 

(The resulting cpd 
Babyl ons.U v 
lic:kingfloden 
Noc::kebybanan 
Swanfloden 

(IJthers) 
Atlantdyning 
FloridatAng 
Kinalin 
La Palma-8.r 
marsnatLlr 
Samoabranning 

also a name) 
lao-hu-nan-passet 
Lu-floden 
Pacifikbanan 
Yodogawa-floden 

atlantkabel 
hadesfard 
kinaman 
londondimma 
Newfoundlanddimma 
Sarajevo<!.\r 

Sroup 2: First constitu.nt a p.rsonal name 

adonisyngling 
Dori Sbl.lrg 
eroshjarta 
Fenixklocka 
Karlahjul 
Magdalenafalt 
Picassotavla 
Tsin-monark 
Venustrask 

ashikaga-shogun 
Dorisdal 
eroshard 
jesusansikte 
karonstam 
Mi ngti d 
Skodaman 
Venusbuss 
Weibullsdrang 

l(~yd(~nVi"r'vet 

n i. 1 f l. c)ci 
Sar·cla~5~:>.:i tin 

Our" h .:.~m kol 
I< •• p Vf:.~I'''dr;:?vi ncl 
kLlbasocker" 
me.I'" <j''; f C):I. k 
Sai piangt; yf ell") 

buddakatt 
Dor i 5S t. j ~:\r' n '" 
Ftim i :.: f t:\gE:)l 
kainstid 
k "U" em 5 t cc k 
F'an!s~ng 

Skodaver"k 
venlJs·f 01 k 
Zeu~sp I anElt:. 

It is noticeable how, in the first group. there is a 

preponderance of faraway places. In the second group there is 

a very high percentage of names with classical, biblical Dr 

mythological associations. In fact, Nockeby"l;?aJl9.D. and 

!t&ibYlladr.:in..9. stand Clut as uniquely 'homely' combinations. 
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3.2.4 Word-classes of first element: conclusion 

The present data may not be entirely representative as a 

cross-section of Swedish Ncpds, being drawn from poetry only, 

(and poetry written by a linguistic innovator), but it is a 

sizable sample: 3686 different Ncpds (including primary 

formations within secondary cpds). 

In Table 32B the proportions of the various word-classes 

used by HM as first constituent are compared with those 

recorded by Sbderbergh (1968). 

-----------------------------------------------------
TABLE 32B Proportions of different word-classEs 

as first constituent in Ncpds 
------------------------------------------------------
First element HM main data 

No I. 
Sbderbergh 

I. 

----------------------------------------------------------
Noun 3151 85.5 80 
Verb 156 4 4 
Adjective 175 5 6 
Adv., Prep. 90 2.5 8 
Other 114 3 ~ 

~ 

----------------------------------------------------------
HM's percentages are remarkably similar to those found by 

Sbderbergh, except in one case, that of adverb and prepo-

sition as first constituent, where the Sbderbergh figure is 

considerably higher than the HM figure. The proportion of 

nouns is correpondingly higher in the HM data. This could be 

a consequence of the different types of text investigated, 

or of the analysts' different conclusions regarding para-

synthetic cpds, or it could be a result of Sbderbergh's small 

sample (276 Ncpds) which might randomly favour a particular 

type of formation. 

For a further discussion of some of the first elements 

appearing in creative cpds in HMOs poetry, see Chapters 6 and 

7. For statistical comparisons with other writers, see 5.3.2. 
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3.3.1 Linking devices: General Swedish 

The fil~st element of a cpd oft.en Llnd en;;) CH::'S' ~5<:l(Tlf,~ (l"k\f'\(J~':'! 

(iapa+not+trad: ap-·nots-trad). Th:is is p51\~t.iC:1.I1i::\lr·ly tl'''U~? n.f 

nouns, but it also applies to ather word-classes. e.g. 

Verbs: flytta + f&gel 
kl at tra + trad 
klaga + milll 
drick(a) + vatten 

Adjectives: lilla + flickan 
sexue11 + kunskap 

Adverbs: fjarran + varme 

Numerals: fyra + kant 

f 1 yttf~gel 
klattertrad 
k I agomltH 
dri cksvattE!rl 

1 i 11 f 1 i c:1,uiI (r() 
se~(ual kunskd:lp 

fyrkant 

The rules for the use of these 'linkin(~ deyiC::~~1::;:' C:~.1.l) 

are complex. The same first element can combine differently 

wi th d iff erent second el ements (I andkr~abba., .L<E.ID-(l,§"Q::i. .. m~., :LdU.J: .. ::::. 

tI.r:..!.!.!.t>, or even with the same second element but w:ith cliffE!I' 

ent meanings <landsvag = road, landvaQ..(en). = oVf':.1r"L .. 'lnd r·out(·::!). 

Thorell (1981 and 1984) gives numerOLlS e:-:amples 0+ cjiffE,'I" 

ent linking devices and states rules like 'substantiv Bcm 

slutar p~ tryckstarkt -ad, -an, -ell, -em, -et~ -ett, -iv, 

-log, -on och -ur hal'" alltid fogefor'm utan '-Si' (191:14 p:::W). 

More often his statements are less categorical: 'Fcgeform 

utan -15 ar vanligast' (1984 p29). Generally, he gives little 

indication of how common the various linking devices are. 

Noreen (1906) sometimes does. He declares, for instance, that 

only about 50 nouns ending in a consonant have compound forms 

in I+al (e.g. barnamord), and he lists them all. But it lS 

difficult from his description to work out whether, for 

instance, an unchanged noun or a noun+s is the more common 

device, generally speaking. A1I~n (1980) has a category of 

:"fogar' <links) in his morphologcal analysis. 1+51 is by 1'a,/" 
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the most frequent link, recorded over 9000 times. It is 

followed by 1+01 and I+e/, both recorded just under 900 

times. AII~n does not account for O-linking, or distinguish 

between such links as I+el and I-a+e/, for example. Without 

further study of which 'fogar' are used with which stems, 

All~n's fioures cannot be directly compared with mine. 

Thorell takes various types of first elements as his 

starting-point and states what linking devices they employ. 

Noreen uses the linking devices themselves as the starting

pOint and states what elements make use of them. 

HM appears to follow normal Swedish patterns of linking, 

but there is often a certain amount of choice, a fact that he 

can exploit for his own purposes. I shall therefore look at 

HM's linking devices in some detail, particularly those with 

a first-element noun. 

3.3.2 Linking devic ... The HM data 

There are 33 different linking devices exemplified in the 

HM data, used with over a thousand different first-element 

nouns. If first elements of other word-classes are also 

included, the number of different linking devices rises to 

42. Following Noreen's terminology, the stem of the first 

element may be unchanged, expanded (7 different ways e:·:emp·

lified in the data), reduced (13 ways), or otherwise altered 

(20 ways). In addition, the two elements may be linked with a 

hyphen with an unchanged, expanded or reduced stem. 
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Some linking devices are much more widely used than oth0r~" 

80me are, in fact~ merely or-'thogr"aphic: val''':Lant.<s 0'1' Cltl"lc~r~:;;, 

and a few are one-off peculiarities, e.g. /-icitet +0/ -

"sammansi:i.ttningsfor-m" of elektr-icitet). /.-~:;/ in tJ;J,r"g\,t..Y.DJ.;)._~:!i.,(~"h,U,:: 

is pr-obably a mispr-int (cf. kor-sstynq in the same poem, GT28). 

The following r-ank order- lists of the various linking 

devices used by HM are based on the number- of diffe~ent first 

elements the devices ar-e found with. 

---------------------------------------------------------
TABLE 33A Linking devic •• used by HH 

in primary cpd formations 
1+1 = expanded stem, I-I = r-educed stem~ /+ -/ = altered stem 
-------------------------------------------------------------
Type of 
linking device 

Used with (no.different 1st elements) 

Nouns 
Totally only E:·:ampl e 

------------------------------------------------------------
lInchangttcl sta .. 885 66S aftondimma 

----------------------------------------------------------
E)(pandad .t .... 

+s 185 171 all var-sdr-'om 
+e 17 16 bonestallning 
+a 14 14 barnasji:i.l 
+en 2 2 Alpenland, r"o~';enb 1. ad 
+es 1 1 sadesstubb 
+ar 1 1 el ementarandE) 
+i 1 1 Gondi+IClden 

-------------------------------------------------------------
Raduced stam 

-a 115 69 askstCld 
-e 58 58 altar-hojd, bondfli,ckd 
-en 4 4 vattgrot, (\ i If 1 od 
-mOl 3 3 blomduk, dimqar'din 
-er 2 2 kladhangare, 

mOr-kl~ads;l.i:\ 

-me 1 1 timglas 
-or 1 1 sophog 
-t 1 1 nattt\g 
-s 1 1 korstyngsdl...lk 
-del'" 1 1 goldondeva 
--an (adv) 1 0 f j ar-r-rno 
-ig (adj) 1 0 vresbjor-k 
--n (a.dj) 1 0 jamvikt 

------------------------------------------------------------" 
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-------------------------------------------------------------
Otherwise altered stem* 

-a+e 29 23 b i:il j edr ag 
-a+o 11 9 harpobc1ge 
-e+s 7 7 anletsdrag 
-ra+er (verb) 6 0 glitterorm 
-la+el 3 1 nasselvall 
-um+e 2 2 akvariedrabant, 

planetariedack 
-a+u 1 1 ladugc1rd 
-mel+la 1 1 himlablc1else 
-a+s 1 1 olyckskurva 
--d+t 1 1 lantgc1rd 
-el+la 1 1 anglahc1r 
-le+el 1 1 appelsoppa 
-are+er 1 1 masterverk 
-icitet+o 1 1 elektrolins 
-on+n 1 1 orngott 
-ra+mer (verb) 1 0 flimmerskede 
-en+na (adj) 1 0 hednamission 
-re+ner (adj) 1 0 innerugn 
-re+er (adj) 1 0 ytterugn 
-al+el (adj) 1 0 gammelgc1rd 

-------------------------------------------------------------
Hyphen (also included under appropriate headings above) 

with 101 36 16 Yko-nio, mark-mossa 
with 1+51 2 2 straffdoms-ur, 

trasprits-Janne 
with I+al 1 1 gonda-bo 
with I-a/(verb) 2 0 kryp-en, tork-ria 

-------------------------------------------------------------

The unchanged stem vastly outnumbers any other linking 

device, and only a handful have significant frequencies in 

the data. The important linking devices are: 10/, l+s/, I-aI, 

I-el, I-a+el and, possibly, I+e/, I+a/, I-e+sl and I-a+o/. 

The rest Occur with less than ten different first elements, 

most with considerably less. The number of hyphens used is 

unexpectedly large. 

I shall examine each linking device in turn in the follow

ing sections. 

--------------------
* 'Alterations' do not necessarily reflect a historical 

development: I-on +n/, for example is, historically, a 
reduc:ed stem, from genitive plural l:irna,- <Tamm 1900 p116). 



3.3.3 Unchanged stem 

The different types of first-element noun in the data that 

undergo no change are set out below. 

TABLE 33B /0/ in the HM data: Different first-element 
nouns in primary cpd formations 

Type of nCIl.ln Number Total no. 
(Sub···tot.::\l) 

MC:lnosy 11 ab i c 
-----------------------------------------------
Polysyllabic with final vowel: 

-are 6 
(:lther unstressed -e 29 
-a 1.2 
(Jther vowel 18 

--------------------------------------------------
Polysyllabic with final unstressed syllable 
ending in a consonant: 

(mentioned by Thorell:) -el 43 

(others: ) 

-er 4~:' 

-on 
'-en 
-ar 
-an 
- <i.) um 

21 
10 

9 
4 
4 

-ing 2 
-or 

alt, -ekt, -in, -ud 
2 
4 

( 126) 

( 19) 

6:::i 

----------------------------------------------------
Polysyllabic with final stressed syllable 
ending in a consonant: 

(mentioned by Thorell:) -in 10 

(others: ) 

-09.1 8 
-!S, -sch 8 

-an 5 
'-yr 4 
'-ad ::; 
--I st 2 
-on :2 
--L.lr 2 

-ar, -ell, -em 
-i k, -iv, -ong 

'-ant 
-at 
-et 

3 

3 
3 

--i 1 3 
-all 2 
'-el 2 
-en 2 
-011 2 
-ar ~~ 

-ack, -att, -ent, -erv 4 
4 
4 

-ld, -ir, -it, -01 
-umf, -un, -yl, -or 

(50) 

(34·) 

-----------------------------------------------------------
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Noreen (1906) accounts for all these types of fi~5t-elem~nt 

noun, even though some of them are to be found as exceptions 

exhaustive, but some final syllables are singled out (which 

are set out separately in the table fer comparison). Must, 

but by no means all, of HM's first elements are covered by 

n,orell's account. However, if the HM data can be regarded as 

a representative sample of Swedish cpds, the infrequency 

(·-·ar. -ell. -em -. --. -, -ong only OCCLII~ ClnC(,;)) 01.... n 01"" ..... 

appearance (-!S,tt;", -log) - in the HM d.:lta o·f =iumf::~ 0+ t.h(:~ f:i.fkd 

stressed syllables mentioned by Thorell, makes one wonder how 

useful or valid such a list is in a general handbook. Another 

small point that could be made is the fact that, although the 

tJl1stl"'essed endi ngs -el, -f!tD.., -!S.!:, are Llsuiall y 1 urnpf,,'cj to!';)f~t.I·'f?I" 

(e.g. by Thorell), -el and -!S.!:, are c:onsid(·?r·ably rnCWE'~ COIlHTlCJI'" 

than -!S,Q, at least in the HM data. 

In the group of first-element monosyllables there is ene 

unexpected cpd, namel y arvdel (cf. the estab 1 :i ShE:KI flr.Y-.~~(:.t(d . ..l. 

The reason is almost certainly rhythmiC: 

Hur ordna det sa att alltmera av livet man vardar, 
hur skydda v4ll.r Slr'vdel av "rymdernas ·f 1 yganckt <;J~I"'dal''' ';' 

(Al:?4) 

The retention of the final -g, in si:-: cases; o·f ·-·s\L .. g; v'JC)rd;;; 

may be a southern feature in HM's language: 'Hedenvind-

Erikssons granskogstrygghet och odlaremdda' (Nu31). Even the 

meeting of vowels in the following example has not disturbed 

hi m: 

Vore det inte b~ttre att han ginge hem 
och fBrsdkte somna utan sp~nda drag 
pa ett trBstare~rngott djupt i Bayern? (NBB) 



.". 1:[ fJ ..... 

It is a feature that HM can exploit for rhythmic Qff@ct 

DE~ t 1 0 c k a r· i g 1 "'\ n soc: hal I t v ill b 1 i 9J::j!.J.!l.f.!E:lI.:.f~~J."!':!.I:LCJ. .: I'! '?S ) 

Vind ater, min tanke, till grunden 
,::IV §.1i~re~sj<i:i1ens mystir (549) 

ur munnen f16t ljuget, 
gyllene skeppareljuget (N66) 

Sometimes a form without the -~ would have given a more 

regular rhythm. Compare the metre in lines 4 and 8 in this 

stanza of "HLtngerballaden": 

Men friheten br6t emot sederna 
och runtom pA land och i stAderna 
vi reste ass upp emot fAderna 
i v6rdade fAders ring. (.- •• - .-) 
Men dA kommo krypen och lagarna 
och alIa de dAsiga magarna, 
och slutet pA R6da dagarna 
blev galge och rittareting. (.- •. - .. -) 

(856) 

(Perhaps the variety is intended: two of the four stanzas in 

the poem end on lines with the pattern of line 4, two with 

that of line 8.) 

It is noticeable that all six examples are from the early 

collections, 1929-34, (whic:h also, inCidentally, contain :.;'() 

instances of 15 first-element -~ words wit.h a lo~ss cd: .... ~). 

It is likely that, living in c:entral Sweden as he did from 

the late 20's, HM would gradually find it less and less 

natural to adhere to this regional variant of cpd-formation. 

All 35 occurrences of -are cpds from E.ass@Q (1945) orn'"./an:J,s 

show the loss of the final -~. (Cf. Reduced stems below.) 

The retention of a final -~ is mainly found in cert.ain 

recent borrowings, according to both Thorell and Noreen, and 

also in pr~per nouns and sometimes, for clarity, when a form 
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without -A could be confused with a different stem. 

Almost all the nouns in the data in this group can bb 

referred to one or other of the above-mentioned categories: 

Name: Skoda-

Borrowings: cellulosa-, delta-, inka-, 
jura-, kamera-, vagina-; 

also: acacia-, aria- and sepia (which might be 
expected to take the link /-a+e/ 
(cf. Altered stems) 

Clarity: massa- (not to be confused with mass-) 

HM also has Indam~l, which is mentioned as an exceptiun by 

Noreen. 

The most intere!sting e>:arnple, however, :L!:; Cll"l(~~ witl, d 

first-element verb exceptionally retaining the -~. Thorel 

does not mention this possibility at all, Noreen only in a 

footnote where he expresses some doubt about the first 

elements of grabbatag, nappatag, hur:.r:..sba.§. <~nd b...L..i!:.T"~E!.L9.f.~,, redl1y 

being verbs (Noreen 1906 p493). BAOL does not acknowledge a 

nell.ln *aI:5..Y.ID.P., though it is obviol..lSly a feasible ·hlnnat.ion" ,,,!"lei 

skumpatakt could conceivably have been formed with such a 

noun in mind and the link /+a/. Either way, the effect HM 

achieves is rhythmical: the bouncy stress pattern of the word 

itself merges with its meaning. 

Den knubbiga skogshlsten skyndade fram 
tatt omsvarmad av sina bjallror. 
En slags klingande vinterkrBning, 
en alls~ng av gyllene missing. 
Tamburiniskt hoppande i skumpatakt 
gjorde de hlsten stolt. ( DL.I"IBH) 
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3.3.4 Expanded stem 

l+sl 

The use of the lin ki ng dE.'vi ce 1+!51 is nDt: bClund by an;; 

easj. 1 Y stated r"ul es. Accor-d i ng to Thol'"(:?ll (1. 9Ell and 1. "1'(4) it 

i!5 'found with 

some monosyllables ending in a conSDnant: 
some polysyllables ending in a consonant 
some nouns ending in -e 
nouns with unstressed prefixes be- and fb~ 

nouns with suffixes -dam, -het, -lek, -skap; 
-ning, -ing, -ling, -an, -nad; 
-ation, -ition, -ion, -itet; 
-ator, --tor. 

in secondary formations 

Noreen (1906 p429) says, 'Utvidgning med -s- ... upptr~der 

i ofantligt star utstrlckning och vinner alltjdmt terrjng' 

c\i\l'1d, under the various subsections of fir·!at.···-€dG.~(TlEmt nCH .. ln~:; 

with an unchanged stem, a recurring phrase is 'undantag med 

-s- .ro hlr synnerligen m~nga' (e.g. p405). One is left with 

the impression that I+sl is a very frequently occurring 

linking deVice, and on the increase. 

HM's use of I+sl is set out in below. 

----------------------------------------------------- . 
:TABLE 33C I+s/ in the HM data: First-constituent nouns 

in primary and secondary cpds 

No. E:-: amp 1 E~ 

:---------------------------------------------------------- . 
:C:ompound 

(in secondary formations, 
i.e. extra to Table 33A) 

143 apntit.t::.tl'··acl 

:-----------------------------------------------------. 
:Prefixed or derived noun 

bordering on cpd 18 
:---------------------------------------------------------- -
:Polysyllable ending in 

suffixed element: 
-ing 
-het 
'-e 
--dom, -skap 
-1ek, -a.n, -a.d 

unstressed 

50 
15 

8 
6 

bl~al'1ningE:;~ska 

evi. ghf~t!:;+ 1 yq 
betesf.in t. 
bos;kap~sb2\t. 

kll~l ek~:;pc)f""t 

:----------------------------------------------------------
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:------------------------------------------------------------: 
:Polysyllable ending in stressed 

suffixed element 

:Other polysyllable ending in a 
consonant 

5 

22 

ami ral sf j ari 1 

dj aVLll sgl od 
:------------------------------------------------------------: 
:Monosyllable ending in a cons. 42 bergsstup 

:Monosyllable ending in a vowel 1 trosvisshet 
:-----------------------------------------------------------: 
:Element with prefix for- 1 forbundsarbete 
;-------------------------------------------------------_._--: 

According to Noreen (p429), it is particularly in second-

ary formations that I+sl is gaining ground. The overwhelming 

majority of cases of I+sl in the HM data are in secondary, 

left-branching cpds. Almost half of the first constituents 

with l+sI are in secondary, left-branching cpds, in fact over 

half if words like ansvar are included. By 'prefixed or 

derived noun bordering on compound' I mean a noun with a 

stressed prefix, or a noun derived from a cpd verb, with a 

grave accent. The 18 nouns in question are: 

allvar 
bi flod 
urkraft 

andakt 
bolag 
urskog 

anfall anrop 
oskuld oro 
ursprung urtid 

ansvar 
uppror 
vanvett 

avsked 
upptackt 
avratt-

(=avrattning) 

Secondary formations, where the final element in the first 

constituent is a monosyllable ending in a consonant normally 

take I+sl (Thorell 1984 p38). When they are formed without 

l+s/, this is usually explained (e.g. by Thorell 1981 p40) as 

either haplography (kallbad+badhys > kallbadhys) or as being 

inflUenced by the established formation (badhys) that cuts 

across the secondary joint and works against the expected 

formation *kallbadshys. HM hesitates over his new formation 

tyngdkraft(s)verk, probably because of the established cpd 

lsraftverk: 

••• till allan lycka 
Var tyngdkraftsyerket inte ur funktion (A12) 



E: t t s v ~ 1'" b est am bar t f E~ l. i :l'i.D..gS~.J.S.L~El:!'J;, .. y'.yx: .. I::; .. ~~~.t 
gav ned~it kan~;l. a 

Ot.h(:lr ' ~5f?C:C:lndc:,\r"y ·f cl,r'mi:\t i Clns LISi 1"19 tYD.flQLr: .. s\.t .. t .. hdVC ! +s / :: 

Of the unstr"essed suffi:-:€i.'S mentionfo.?d by Th OI'''Gc 1 I. , .. ··.:.U.!"q. 

There are eight first-element nouns with the prefix ~S~ O~ 

for··· -- , but seven of t.hem also have th~:! end:i.nq ""LD.fl C:lI"·U .. ~;~.t." 

e. g. !:Jek .. 'L4ml i ghets (vall i nq), and have t.hf?r"E~·f C)I'''C' bE'~('/"l :i nc I. ltc/eel 

in t.he unstressed suffix group. The only one that does not 

All the remaining types of first c:onstituent could be saier 

normally to form cpds with an unchanged stem, and the cases 

with I+sl could be seen as except.ions. 

The five nOLlnS wi th a stressed su·f f i >: an:~:: ~[!J.LL~~.J .. , i.!:"llu::: .. :L.I:.' ... " 

fllissi.QD.., parslin and lasarett;.. Thorell <19!:l4) put.~5 .. ··~~"Lt dfTIUr\(J 

the endings that always take an unchanged ~;tem, but .L:;'~.~>..'~.r::E~.:LL. 

normal I y gets I+s/: there ar"e ten c:pds wi th !"I"~;/ j. n S(·~[)I... donci 

m:ln e wit h 10 I. HM has 1 a s are t t s d i:i d. and .!..§l.\~L<E.\I: .. §,1..'lt.§LQD .. fi.tS?L> 

The eight nouns in -g that add /+51 are all neute~: 

bete 
~i;;L n rle 

minne 
vit.t.ne 

marke 
yr"ke 

nOje 
ode 

Nor"een (p402) menticJns that tro 'av okl,31'" an16.·dnirJ(,;)" t:)IC~."i 

I+sl when it means 'faith' but not when it means 'fajlhful 

(ness)', even though nouns ending in a long vowel nw~mally 

remai n Llnchanged. :rrosvi s~het is not. one of 1\IClI"ef,~n" ,:; E~;C'\ITlP:l. C":i 

but it fits in with his pat.tern. 

poml::!.~r:.r::.g with a different meaning -- 'bull·finch'): 

.•• forrn det hande, 
fSrrin Domsherrn bort mig sinde 
ifr~n lindornas Karelen. (A1.6'7) 



Expanded stem: /+e/ 

,for" nOL,lns endi.ng in <., consonant <.,nc.1 !statf,: t.ho"t thF' 1"'r'!;:,I..!.] t .1.1','0-) 

cpds usually have an archaic feel. Noreen lists over 80 

possible fir"st elements usi,ng the devi,CE? T~lOI'''(;,l.l fIlE,ll'd,',iLlI';':'; 

the fact that pronunciation is made easier in words like 

southern I'''egional ori.gins~ e.g. ?ge..t.t~J~.£\,b~,. 

HM uses I+el in 26 different cpds wi.th the folluwing firs! 

elements: 

bon 
jord 
!skord 
tjanst 

dom 
j ul 
sorg 
t~k 

f ikd 
lind 
svan 
att 

host 
rymd 
tid 
hovding 

I+el as a possible l.ink for i:hem: :f..i:\r'd,~ LL!l~;!, and CY1.!.tf:.l.. 

fardebrev 
I~ymde!stlng 

1 i ndegl~~m 
lindelov (SAOl: linc:lli:iv) 

Seen CJl.lt of conte>:t~ these words, partiC:Lllcll'''l.y lj".D"g"g~,(IL9~U, !::\I"Ie! 

jindelov~ certainly have an archaic~ ballad-like ring. 

However, that does not appear to be the effect mainly sought 

by HM. It seems to be more a case of the poet making use of 

the possibility of inserting an extra vowel to suit his 

rhythm, or to avoid awkward consonant clusters. The latter 

must be the reason for fardebrev, as that is the title of a 

poem (V78'. In the other examples the reasons are probably 

mainly rhythmical. Notice lindegrenar (in t.he second 

quotation) but lindkronan (in the third) with very similar 

consonant clusters. 

och gl~djens gtlva som vi kande 
val'" ej ting - men sang, 

en ign:lE!s~ng" en rymdesang, 
en oftirklingad sang. (No34) 



Dora och de andra flickorna skrattade 
miDmrni,:\!" k 1 i:\dda b 1 i:\nd .l1 nd~~IL...@.D...<a.L." (1IImlll) 

Han spelade sig till den Ijusnande dbden, 
cj(~n Siom om SiOlTlI'·".!'·Tla blir- Lin,Qi;1.1 .. fL::::. och horll..lr\~1";I::;:i.n i 

.!.. .. LD .. ~'-t..r::.£~!J..§W... (DI .. !'I~:j: .. ·.') 

/+e/ is also used with one ver-b-stem: 

(·:m upptac kt av hur- lakest.r--,~J.....sr:" b!~ i ngasi 
att hamta kr-aft. av tingens inr-e rAd 

Both I+e/ and 101 linking ar-e normal with this stem (0.q" 

l.iH::emedel~ lakkCitt). 

Expanded stem: /+a/ 

Cpds with I+a/ ar-e also consider-ed to have an ar-chaic 

feel. Noreen lists 50 first elements and adds that the tpels 

"aga till stHr-sta delen en arkaisk eller poetisk (eventuellt 

sklmtsam) prlgel" (p420). Southern regional speech has a 

p!~eference for I+al (e.g. t\lagille). HM u!ses it with fm.ll"b:~t::·~11 

different first elements: 

barn 
synd 

balg 
tand 

fat 
AI'" 

Gond gud Karl 5j~1 

dyning gryning juring bgon 

All the monosyllables in the HM list e:·:cept Q..itL\;:J., Q.\:.;?r.:.t~:;t. <,\tICI, 

surprj.singly, qud are menticlned by Noreen. SADL. hii:l.!:; 21. 

nominal c:pds with quda- (and 25 with gLld,a.·-·; ·,,·pel .. ,;?\:U~~ and ··tr.:.£?. 

appearing with both first-element forms). HI"! has Sii.:-: !'J.~:~!.~ .. f:~." 

cpds (and two qLlds-), none of which are in S{-\ClL: 

gudadans 
gudafAfAnglighet 
gudahalm 

gudakult 
gudal Llnd 
gudavakt: 

They can hardly be said to deviate from ncrmal practic~" The 

most one can say is that they have a mar-e elevated, poetic 

r':in() than corresp<::lnding fClrmations wit.h Q.,uq .. §:"" WClulci h,,:IVEi', but 



again r"hythmic C:CJns)idE!I~i::"\tiCJns al'''0? pr··obably morf:':~ :i. mpclI' t.i::IIlt. l,) 

I··WI. Notic(~~ ·fol'" inst.o.~nce~ the phr··as(;:~ 'qyllnE? ~:Juc:lahal(l\" (llloll: 

'gyllene-w· gud~;halm') i.n this quot ",It i on: 

da mimagynen oh61jd fl~mtande 
i f 01'" me 1 ~; a n 9 e f1 s:; ~IY.1.1.!J.&L.9...ld£!g,.h alJlt 1 (~q n a k ~.? n 

B.!li ar"a). He Llses it as f i I'"st el ement in twC) c:pc:ls, I::!lxt: ~-.j:i tJ, 

different li.nking devices: I+al and I·t·il (s~~e bE:<I.CJlo'J)" E::itJIE'r 

way, an extra syllable is achieved. (Fol'" the hyphen, see 

3.3.7. ) 

Deh i en typisk sengoldondisk ton 
var"i man genast marker gonda-"bq.D" 
han formal'" en i leda utvald fl'"as (A1.2H) 

l\h:JW1S in -i.!l9. normal I y take the 1 ink /··1-5/ ~ but. iiUnCln(;) 

Noreen's I+a/-cpds al'"e }!nglingaalder:, Yr!gl .. tn.9..~.4\JJ:gn. alid 

dyningab<!lng 
gryningas<!lng 
juri ngaspei I ("gammal t sj Li5pr"t~k") 

The normal cpd form of .oga is.Q.g.Q.O.. (Llsed by HM 17 

times). There is one instance of ogclrl.9."- in t.rH2 wcw-cl il.!J.~~~I.U .. £L::. 

i;;!r}!n. One is reminded of the colloqLlial Q..m2rL~.~L~Li .. (::::.(i9J11J:::. 

!alic:kligen), and the effect of both Q.9...Q.o.aRL .. :i.D. and GLY..D~L!::JJ1.s\'I:1..'1.D(1. 

is mildly jocular (Noreen's 'skMmtsam') or sarcastic. The 

rocking rhythm is a contributing factor in the first poem: 

Nu gungar en bOj p<!l min gray vid Ushant, 
Dch v~rldshavet viral'" bad kransar oeh grant 
av sj5skum och tang 
Deh i dyningabang g<!lr min gray. (SI6) 

--------------------* ElseWhere often used by HM. See e.g. N66 (pilS above) and 
DLM88 (pl19). 
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En kvinna i nakendom satt vic! den isopsb11 tuvan. 

IVh~cI v ij 1 ~secld a bl' ti c.S t. oc h i ~::> k b nt'l ,?t '::i-f' (:i r' h (j..i ;;\n dc' :" t".i.[ 11\1 1\ q 
han tycktes mig m~rkv~rdigt skdn ty det led ernot 

kvi:illilil'lq .. 

-la. kvinnan var- ver'kl igel'1 'fager- i ,Q,C;U,::lILS':,9J:::_Y..t:l.€.r.:l, 
oc:h av derma gr'und gick jag ~tski,lli.gt ni:il'-mi::\1""'~ "'/I'\eI1" 

({-'l'l '?:',:',) 

However, the tone in the poem in wh i, c:h far~JJ .. i..DJ1;;lgi,!t),D.c.:l .''\PP''''dl' '" 

is more solemn, and the formation seems to me rathe~ ouL of 

place: 

dromma om sjalar som enas 
sasom tva dimmor forenas, 
alit medan spoknatten senas 
mot varldssjalens gr~ningasang. (S6EI) 

Possibly HM wanted to avoid the two s'es - although in other 

poems he has gr~ni ngssol (T55, LES26) and ru.::.Y-!J..iJ:Lq::,?_~'i,:Lj!I).!fli'.l 

(V9). Probably again the rhythm has been the decisive factor. 

Expanded stem: others 

The only interesting minor expanded linking device is 

I+i/, whic:h occ:urs with the first el.ement. 8s2J:ui,. Th,,' fil' "it. 

time it is used in a c:pd, in Aniara, it is given 'thf? linl" 

I+al (cf. above). But two years later, i n §L~l~i.'Li._.-:n\J.J.1(f.~", 

we find Gondifloden twic:e in the same poem: 

dar vigen till Gondori en gang slingrat 
tatt som den varit gift med gondiflodeo 

att rika sprak ha dott vid Gondifloden 

(C-;T64) 

(GT6~5) 

There is no doubt that the stem intended is §pnt,;!.' t.he + i r'~st 

stanza ends: havet 1 tog floden, medan staden uppslUk 

vagen fran Qvre Gond' (GT64). 

The I+i/-link is intriguing as it is net a linking device 

that normally occurs in Swedish. The closest established 

devices are altered stems like I-um+i/, as in the Latinate 

£..!.,nti-, deci-, maximi-, musei,-. 
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3.3.5 Reduced stem 

I-al 

Nouns ending in -~ most often lose the -~ when used as 

first elements in cpds. This is confirmed by the HM data~ 

although the number of nouns that replace the -~ by -.! -Q, 

-Y, or -!! or the -lA b~ -!it.. is considerable: 35, comparoed to 

the 72 that lose -~ or -rna (cf Table 33A). 

There is one orthographic oddity: the normal cpd form of 

!!.I.llIll.A is i!Jl- (SAOL records fOLlr examples), but HM has 9.!!lm-: 

En ammfe bad for den lille da 
om skydd amot rika och fattiga (N23) 

It is likely to have come about for the sake of claroity: *s~J!lll 

might at firat sight not look like a cpd. 

Ank.dok is an established cpd. HM chooses the form ~nkdpk 

to fit in with the metre: 

K~ldnabuloaan drog nu bort fran solen 
men minskan i den forgoldonaka tiden 
sag den i femton sekler som ett sorgflor 
oeh en titaniak duk av kolsvart aiden 
som varje kvall steg fram pa nattans himmel 
morkt med sitt 4nkdgk dolJande galaxen. 

(A139) 

The majority of firat-element nOLlns in the data with the 

linking device /-./ are words ending in -~ (39 OLlt of 58). 

HM forms many new -su::,a words (cf 1.3. I), and some are found 
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as first elements in his cpds. A number of established cpds 

formal I y c:ontai n first el ement -'~ words eVE:m th()Llgh they 

seem to be semantically more linked with first-element verbs. 

S~karljys and v~c:karkloc:ka, for example, are not felt to be 

*s6kare-lius and *v~ckare-klocka as much as *s~k-ljus and 

*vick-klocka. (S6kare normally means 'viewfinder', and 

vackare is mainly a colloquial abbreviation o'f vac:karkl,pc:k<El,.) 

Probably that is the reason for cpds containing novel -grE.', 

words bei ng 1 ess stri ki ng than c:orrespondi ng -.~, wor'ds WOI.ll cI 

be on their own: 

Sardinernas oljiga mumier 
skynda sa stela till Kvickby oen Kickby och Gratarlid 
dar bara en del fa del. (N12) 

ocn kittlarsekteo standigt skrattande (A7!) 

There is an established cpd sugfgt. HM chooses the formation 

sugarfgt <in the same poem that contains I Qsnummed::~p_<El,r:..E.t and 

trast lingtare) : 

Tussilagon med sin gula upp'tvinda .ygarfot 
ocn solen stodo motpol.. (N125) 

A number of -!!I:.lI. words are part of sec:ondary formation!:;: 

aiskammarfiill (V31), g16dritirsang (C37), [Y~orar'kvinn~, 

(A44), etc. 

There are also 19 bisyllabic nouns that, in accordance 

with normOlI rule., lose their final -(m)e when compounded. 

All but one (!g~ke) ara non-neuter: 

bonde gridde krage .p~ke 

drake gubbe loge strale 
droppa hane mage timme 
fang. hare mane vinge 
granne kott. ox. 
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Reduced stem: others 

Four of the minor groups of reduced first element are net 

mentioned by Noreen or Thorell: 

I-igl in vresbiijrk (T24) and vresgran (TIO), which are formed 

from the adjective vresig. (SAOL has 'vres- isms' in 

the same paragraph as vresig, and records vresbj~rk but 

not yresgran.) 

I-tl is a result of my way of recording the linking devices. 

It represents the normal spelling convention of dis

allowing three consecutive identical consonants: nat.t!g 

(N96). 

I-sl probably represents a simple printing or spelling error 

(cf pl14 abov.). It occurs in korstyng(sduk) (GT28). 

I-derl occurs in the HM neologism goldondeya: 'Den ed jag 

svurit kallas goldgndeyao' (A68). Wrede (1965 p341) 

links the word with goldpoder and ~. If it is a 

cpd of these two elements the linking device is I-derl 

and the stem goldoo-. There is an instance of a 

derivation using the same stem, namely fbrgoldonsk 

(A139), but ggldgnd- is more often used: ftirgoldondisk 

(A34, 70 and 137) and sengpldpndisk (A128). There are 

several other cpds with ogldonder using the IO/-link, 

e.g. goldgnderbygge, goldonderkung (see Appendix D), 

though non. where the final element begins with de-; it 

could be a cas. of haplology. 
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3.3.6 Altered stem 

I-a+el 

The /-a+e/ link is the most important altered stem link in 

the data, occurring with 23 different first-element nouns. In 

Une with the description in Thorell 1981 (p36), it is fCllJnd 

in 

- elements ending a consonant + -ja (or -ia): belja, 
gyttia, kedja, lilja, olja and vilja. 
(But acacia, aria and sepia take /0/, see 3.3.3). 

- elements ending in a consonant + -la or -ra: hu~~, 
parla, tundra, odla. 

elements ending in -inna: slavinna, tjanarinQ~. 

It occurs with a number of other nouns: 

fradga 
frAga 
gltlmska 
hjarta 

linda 
nunna 
resa 

skada 
stjarna 
tuva 
vana 

It also occurs with the verbs laska, rakna, skAda, spela 

and ~, and the adverb stilla. It is further found in 

secondary formations with dansbana, folksaga, trollslanda and 

utl ada. 

With several of these first elements, /-a+e/ is not the 

only possible link: 

hjartform, hjarthus 

tuvkrets, tuvmark, tuvull 

spelman 

stjarndikt, stjarndjup, stjarnfall 
stjarnglans, stjarnhav, stjarnhimmel 
stjarnljus, stjarnrymd, stjarnrok 
stjarnskog, stjarnskott, stjarnsting 
stjarnsvarm, stjarnsyntax, stjarnsystem 
stjarnsadd 

hjartekval 

tuvefly 

spelepipa 

stjarnebarn 
stjarnenatt 
stjarnerok 
stjarnemangd 
stjarnevimmel 

SAOL records several cpds with both h;art- and h;arte

(h;artfgrm and hjartekval are both included). As regards 
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tuva, SAOL has a 'few cpds with tLtV-·, but none with tuve···. It 

records about 60 Ncpds wi th the verb-stem §.p...§l. - alS f i r'st 

element, and mentions spele- as a possible alternative for 

spelman and spelverk. It has just under 50 Nc:pds with stj~rn-

and mentions sti~rne- as a possible alternative in literary 

language for stjirnnatt and stjarnvalv. 

Where there is a choice, the I-a+el may be preferred to 

I-al for several different reasons: rhythmic, phonotac:tiC: or 

stylistic. Sometimes rhythmic considerations are the most 

important ones, as in 'i stjiirndi!.\li!en, evighetssal' (DLM124), 

sometimes rhythmic and phonotactic considerations work to-

gather, as in 'om Mimas iterkomst i ,tjirnenatten' (A66), or 

'Nu vill jag ,tika en tranas penna / ute pi myrarnas tLt::{ef1.:tD .. ' 

(NollS) • 

But the effect can also be stylistic.There is no doubt 

that the /-a+el ferm has a more peetic feel than the I-al 

form, somatimas a quaintly archaic f.el, which is well 

suited, for instance, to the poem "RAttfingaren i Hameln": 

~ntligen htires nu i eket vid fleden 
nAgot lite vamod ur min seel.giea. 

Snart skall jag inte tjusa mer. 
Snart skall jag slippa ifrAn 
dansan pi tjusandet. vagar 
tyngas bert och tynga. nar frAn tjusandets ode. 

Kastad i fleden bubblar min sgel.giga da. (P44) 

In the line 'Vassa kler av sti4rnglans dig djupt i hjartat 

rev' (C19), the form *st;'rneglans would have produced a mare 

regular iambic metre, but the archaic overtones would have 

been out of place and, furthermore, the shorter form with its 

staccato rhythm contribut.s to the general stabbing effect of 

the peem (klar av stjarnglans, mAnens nyv ••• a sk&ra, snitt .:IV 

mansAng, stingat av stjarnernas Ijus). 
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Stjirnrbk and stjirnerbk appear in the same poem, 'Isagels 

fr~gor': 

Jag letar i stjirnerbken 
som lyser i rymdernas bken 
i stjirndjupens evighetssal. 

Den rymmer s~ tallbst mycket 
att blicken forlorar smycket 
det faller i stiarnrpk in. (DLM124) 

The first time the word occurs, the metre dictates the 

longer form, but in the second stanza rhythmically either 

form would fit in. The line it occurs in has variously in the 

.even-stanza poem .-•• -(.).-(.). So what reason can the poet 

have had for choosing the shorter form the second time? Per-

haps when not required by the metre, the /-a+e/ link seemed 

an unnecessary embellishment, or the reason may lie in the 

context and in the slight stylistic difference between the 

two formations. Intuitively, HM links the shorter, more 

direct, stiarnrok with the verb falla in, and the longer, 

more nebulous, ,tjirnerQk with the verb leta. 

Happily rhythmic, phonotactic and stylistic considerations 

work together at the opening of the third stanza: 'Jag soker 

i stjirnemangder'. 

In other groups of altered stem, HM does not deviate from 

normal usage. 

1-.+01 and I-.+u/. Evan though the /-a+o/ link OCCLlrs in a 

large number of different epds (65), it is actually only used 

with 11 different first elements, namely: 

harpa 
kvinna 
kyrka 
klaga (verb) 

kansla 
lyeka 
mjn(ni)ska 
vila (verb) 

nytta 
saga 
tunga 



M~n(ni)ska accounts for almost half of the 65 different cpds, 

e.g. m~nniskohind, m~nskokvarn. 

In primary cpds, only one first element occurs with the 

link I-a+u/, namely lada. Note 1adugc!rd, but utladlE.tat,. The 

link is alllo ulled with -vara in two secondary formations: 

matyarubehoy and expressmatyarutc!g. 

I-a+al and I-.+a/. This link occurs in secondary cpds 

formed with armblge, regnblga, regndroppe and ska1bagge, and 

also in primary cpds with a number of first elements which 

have a stressed prefix and/or the stress pattern of a cpd: 

olycka 
anlete 

ansikte 
arbeta 

samvete 
samh~11e 

Only two other nouns take this link: girde and rike. 

l-al+.l1 refers to two cases of the form gammel- being used: 

glmm.lglrd (V19) and gammelost (V64). SAOL has gammeldans, 

-~, -~, -gadda and -kgmmynist. 

Moat of the ramaining minor groupll of altered stem refer 

to alternation. between vowel+consonant - consonant+vowel. 

Many are verbs or adjectives. Thus we have 

n .... 1a n.li •• el- but himmel him1a-
ringll ringel- but angel .ling! a·'· 
v"x1a v.lixel-

and fllddra fladder-
flimra flimmar-
fo.trl foster-
glittra glitter-
klittra klitter-
skallra .kaller-
slingra 1I11ng.r-

and inre inner-
yttre ytter-

and apple .lippel-. 
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The most i nteresti ng of these concer"ns the word b1 mmet, 

which can form cpds in three different ways: himmelrike, 

bimmelsfard and himladrottning. SAOl has 11 Ncpds with hLrn1.§1-·, 

9 with himmels- and one with himmel-. HM's non-established 

formations make use of all three linking devices~ in similar 

proportions: 10 himmels-, 8 himla- and one himmel~. Thus, 

himla- and himmels- are definitely the preferred forms, but 

what makes the poet choose one in preference to the other is 

difficult to pinpoint. There is no rhythmic difference. 

Phonotactically, only -iD..!1fi (and possibly -!...enq) can be seen 

cleary to prefer a first element himmels-, and -g:;J:reber the 

form h;mla-. For the rest the choice seems arbitrary. 

A questionnaire was prepared to test whether native 

intuition tends to agree with HM's choices, or whether the 

choice is indeed arbitrary. The questionnaire consisted of 

the nineteen non-established cpds with himmel as first 

element, plus the established himlarymd to make up an even 

twenty. They were quoted within their HM context line with 

the three possible forms of the cpds presented as a multiple 

choice in each case. If uncertain, subjects were allowed to 

number their choices in order of preference. (See Appendix 

82. ) 

The questionnaire was answered by 30 educated native 

speakers (20 female, 10 mal.) ranging in age from 'under 20' 

to 'over 60' with the majority (22) between 30 and 50. The 

results (Table 33D) account for unequivocal sinQI. choices and 

first choices (in rank orderings) only*. 

--------------------
* A more detailed analysis involving a complicated points 
system to account for all the votes cast gave the same result. 
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:TABLE 33D Questionnaire: himmels-, himla- or himmel-? 
:-------------------------------------------:-------------: 

FIRST CONSTITUENT 
:-------------------------------------------: SECOND 

HM'S 
QUESTIONNAIRE SUBJECTS' CHOICE 
(major choices emphasised~ 
* = absolute majority agreement 

with HM's choice) 
CHOICE :----------------------------------: 

: himmels- himla- himmel-

CONSTITUENT 

:--------:----------------------------------:-------------: 
:himmels-: *18 12 (l -ande 

11 1:5 1 -djLlp 
14 11 4 -drama 

8 17 3 -d~net 

11 14 1 -htijder 
*14 11 2 -klyftor-na 
*17 10 2 -land 

6 17 5 -m~lning 

7 18 2 -ruset 
11 1:5 1 -trakt 

:himla- 8 12 5 -bl~elsen 

12 13 3 -harporona 
13 14 3 -maIn 
14 14 1 -m~tt 

8 12 8 -piga 
2 *23 4 -rymdens 

16 5 7 -strebrar 
8 10 10 -tavlas 

: 1 *1:5 13 -varld 
: 
:himmel- 6 21 1 -bloss 
-----------------------------------------------------------

In no case, not evan the established himlarymd~ did all 30 

subjects a~ree. There was absolute majority agreement with 

HM'. choice of form in only a quarter of the cases: thr-ee of 

the ten himmels-cpds and two of the nine himla-cpds (incl. 

b1mlarymd). One subject felt that himmels- would have been 

acceptable in all, and himla- in most, cases. The popular-ity 

of the latter form (himl.- was the major choice 13 times out 

of 20) may be accounted for by the fact that it might sound 

more quaint and, therefore, 'poetic' (one subject in a comment 

referred to it as 'lantligt'). HM received very little support 

for himmelblcll: no single choice and only one first choice. 

The questionnaire confirms the observation that himmel- is 

a rare first-alement form, and it lends support to the theory 

that the choice between himmels- and himla- is arbitrary. 
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3.3.7 Hyphen 

Hyphens in Swedish cpds are normally restricted to the 

following uses: 

1) To indicate an omitted (repeated) final element, e.g. 
buss- och tigtider. 

2) In copulative cpds, e.g regissoren-forfattarel"l, radio-TIi, 
Anna-lisa. 

3) Where the first element is a letter(-combination) or 
number, e.g. A-barn, SOS-signal, 1900-talet. 

4) Optionally, when the first constituent is a word-group, 
e.g. rOda kors-syster (or rOda korssyster). 

S) To avoid ambiguity (SAOl recommends glass...::.l!..ktU .. and 9.lAl.?...:: 
§kli instead of the ambiguous *glasskil). 

HM uses a hyphen 43 times in cpds, once with I+a/, t~ice 

with I-a/, twice (in secondary cpds) with l+s/, and 38 times 

with the stem of the first element unchanged. 

1) Omitt.ct .1 ... ."t: The only examples I have noted o·f this 

construction are 'Klockbojorna tona mgrgon och aftonsingec' 

(N144 and Nm14) and 'Han gch honknoggar leva pi traden' 

(NolOS) where, in fact, flouting normal practice, HM uses nc 

hyphen. 

2) COpulAtiv. cpd.: There is one clear instance: kCJn_\i!l.!;.rL~r....f.'..,..o.::. 

Ikaparen (FU89) and one marginal case, a nominalised cpd 

adjective, which I interpret as copulative: 'finga stanglarnas 

solbugningar 1 i eldig orange-sc:harl.kan' (N89). 

3) L.tter. And numb.r.: There is one established formation, 

namely y-bit (NolO), and three rather more doubtfLll cases. 

All contain numbers, but as the final element. The first 

elements are all HM-coinages, the first probably intended aSi 

a letter-combination, the others as full words: ICE-tolv, 

Sari-sexton and Yko-nig. They all occur in the same poem: 
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Vi missade p! Mars, kom ur dess bana 
och for att undg! flltet Jupiter 
vi lade ass p! kurvan ICE-tolv 
i Magdalenaflltets yttre ring. 
men motte stora mlngder leonider 
oeh vljde vidare mat Yko-nio. 
Vid flltet Sari-sexton uppgav vi forsaken 
att vlnda am. 

(A 11 ) 

If ~- is to be understood as a letter combination, however', 

it should presumably be pronounced Ii: se: e:I, which does 

nat fit the metre very well. A pronunciation Ii: se:1 seems 

natural but hardly justifiable from the spelling. 

4) Word-group: There is one clear case: La F'aloma-!ren 

(DLM72). There are two further examples, where the word-group 

itself is also hyphenated, in both cases involving foreign 

word-groups: Lag-hu-nan-cassen (V76) and drive-in-k~~ 

(VIlS). This may, of course, be influenced by English usage. 

5) Avoiding a.biguity: There is only one clear case of the 

type of ambiguity envisaged by SAOl, namely krYQ.:::~Q. CT73) 

(cf kryggras (LES4l) without a hyphen). There are twa 

further cases which might be justified an these grounds, 

n.~mely tork-ria (nat *tor-krial LES21) and, possibly, arerJ..g,.::. 

trgll (not *arenat (?) -rgll ~ A96). 

6) e.n.ral clarity: The majority of HM's hyphens are not 

Covered by the rules set out above. It seems sensible to set 

up a further category consisting of cpds where the hyphen is 

used, not exactly to avoid ambiguity, but certainly to 

achieve clarity. Twa cases in paint may be the secondary 

formations lieman-symbol (NoS7), where the hyphen makes it 

clear that the § is nat a linking l+s/, and straffdoms-ur 

(A137), in which the hyphen stops us from interpreting the 

last element as ~. A large number of this type of hyphen-
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ated cpd contain HM coinages or other obscure or foreign 

elements. The hyphen may reflect a certain caution on the 

part of the writer, and it serves as an aid for the reader 

who may not otherwise immediately see the word as a cpd and 

may misread it. Arena-troll (see above) should probably be 

referred to this group. Other instances are d9da-barn (No 

49), kantele-seelet (LES68), glexi-tak (A128), ~~~-mynt 

(Al00), Ses~-yedis (A121), and many cpds containing less 

familiar names, especially of trees and places: moh~~=trad 

(DLM12), by-flgden (V77), Ashikaga-shogun (V47). 

However, there is little censistency: 

gopta-Ilra (A78,144) 
gopta-sal (A130) 

rindel-slant (Al00) 
dyma-mynt (AI00) 

Tebe-strAle (A35) 

mima-pall (A67) 

(gopta-sal) 

Yedi .-adel (Al18) 
Tany-linj. (8121) 

gonda-bo (8128) 
Yodogawa-fioden (GT69) 
Lu-floden (V77) 
Yoldia-havet (DLM94) 

mohra-trld (DLM12) 
qai qipa-tra (d) (P98) 

budda-katt (875) 
T.in-monark (GT67) 

tensorlara (858,63, 144,209,D23) 
goptallra (8202,202) 
goptabord (A69,102) 
goptafrAga (AI44) 
goptakal kyl (8182) 
Goptarum (A77) 
goptavagn (Al02) 
goptavalv (A201) 
goptaverk (Al02) 

gostersiant (8100) 

gammastrale (C12,14) 

mimadyrkan (A18) 
mimagrav (8209) 
mimahall (A22,33,59,61,199) 
mimarum (A43) 
mimasal (A59, 75) 
mimask.iirva (A118,120) 
mimaskotare (825,96) 

noktastam (DLM90) 

gondifloden (GT64) 
Gondifloden (GT65) 

transpacifikbana (FU92) 

mohratrad (C63) 
katalpatrad (Pl18) 
Dodonatrld (GT66) 

oryxantilop (N80) 
Mingtid (V39) 
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Two cpd-hyphens may be justified on the grounds of 

orthographic esthetics: Saba:-a~qat (All), avoiding two 

consecutive ~>s, and gong-gong (Nl04) (although GAOL has 

gonggong). 

In two hyphenated cpds, the last element is a proper noun: 

tr~sgrits-Janne (No~3), where the retained capital necessi-

tates a hyphen, and kakel-hades (OLM14), where again the 

hyphen helps the reader to an immediate recognition of the 

components in an unexpected juxtaposition. The same wish for 

immediate clarity in an unusual combination may be behind the 

hyphen in rapid-fQrbrytare (022). 

One cpd remains where I am hard put to suggest a reason 

for the use of the hyphen: 

Aren syntes sakta samla gr~set 
i 9lesa ruggar, ~ng och f~lt blev tuvmark. 
mark-mossa smOg sig in 
ur granens skugga. 

(OLM64) 

There s.ems to be no need to clarify this combination of 

perfectly compatible elements. No names are involved, and 

there is no awkward meeting of identical letters. There are 

no other possible readings and therefore no need to dis-

ambiguate. The consonant cluster ~ is not found in Swedish*. 

so it could not be a monomorphemic word, nor is hill a possible 

initial cluster*, so the word cannot be split *mar-kmossa. 

The only possible function the hyphen might have is that of 

Slowing up the pace to give more weight to each element. 

--------------------
* (Sigurd 196~ pp36, B3 and llB) 
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3.3.8 Conclusion 

The area of cpd links is complex. With the reservations 

mentioned above (3.2.4) concerning the representativeness of 

the sample, Tables 33E-H give details of numbers and relativE 

frequencies, which may give some indication of how common 

various types of formation are in the language. 

Table 33E summarises what number and percentage of 

different first-element nouns make use of the various cpd 

linking devices. The total number of first-element nouns is 

1063. That includes proper nouns and first-elements in 

primary cpds within secondary formations. 

-------------------------------------------------------------
TABLE 33E HM data. pri.ary Ncpds. 

First-element nouns. number and percentages 
using various linking devices. 

-------------------------------------------------------------
Unchanged stem (0) 665 63'/. 
Expanded stem (+s) 171 16'/. 
Reduced stem (-a or e) 127 12'/. 
Altered stem (-a+e, -"+0, 

-a+u, -a+s, -e+s) 41 4'/. 
E><panded stem (+e or a) 30 3'/. 
Various 29 3/. 

-------------------------------------------------------------
Tables 33F-H relate the linking devices to noun types. 

They account for all but the 29 ('various' in Table 33E) 

first-element nouns which make use of minority linking 

devices (cf Table 33A). 

Table 33F giveaactual numbers in each case in the HM data. 

Tables 338 and 33H convert the figures in Table 33F to 

percentages. In 338 the linking devices are the starting-

pOint (Noreen's approach), and the percentages express what 

proportion of each link is found with each type of noun. 

Table 33H takes the nouns as the starting-point (like 

Thorell). The percentages express what proportion of each 

first-element noun type makes use of each linking device. 
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TABLE 33F H" data: prilary Ncpds. 
NUlber of first-elelent nouns of different types, 
and linking devices used. 

---------------------------------------------------------------------

TYPE OF 
IOUN 

o 

LINKIN6 DEVICES USED 

+5 +, 
+, 

ENDING IN A CONSONANT 

Nano.yU. m 42 25 

Pol Ylyll •• m 
Itrllild fi nal 
Iyllible 84 61 

Pol Ylyll •• ith 
Inltrtllld 
final .yH. in 
tl,tn,tr,on 105 22 12 

Pol Ylyll •• m 
unltrlilid 
finll Iyll. 
lothtrs) 40 923 44 

ENDING IN A YOMEL 

Unltrllild -a 12 

Unltr. -Irt 6· 

Unltr. -t 
lothlrl) 29 86 

Unltr. othlr V 14 

Strtlild vO.II 21- 1· 

-a -a+e,-a+o 
-, -a+u,-a+s TOTAL 

-1+5 

421 

90 

128 

136 

69 34 115 

39 45 

19 P 63 

14 

22 
---------------------------------------------------------------------
TOTAL 665 171 30 127 41 1034 
------------------------------------------------------.------------.-

---------------------
Notes for Table 33F: 

For polysyllabic nouns with a stressed final syllable 
Thorell (1981+1984) lists a large number of spec:ific: 
syllables that require 0 and +s respectively. Without 
having to specify syllables, the evidence from the HM data 
is that the overwhelming majority of nouns of this type 
have O-linking. Those that take +s are: amiral, fabrik. 
lasaratt, mission, porslin and the prefi:'.ed foc.bLlnd.:-"---· 

(Continued on the next page) 
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Apart from giving a general overview of what linking devices 

are used with what nouns, Table 33F also shows the phonetic 

structure (syllabic, place of stress) of the nouns used as 

first element. Brodda (1982 pl04) has a strong hunch that 

bisyllabic first elements of the type sommar <lek), se9.§.!..-

(duk), vader (karta), raken (s~(ap), f I under (nat), bi I dt.?: .. Lobok 

'ir mycket vanliga som f6rled i sammansattningar .... (Jag har 

annu inte material som visar att denna typ av sammansattningar 

skulle vara 6verrepresenterad i statistisk mening i svenskan; 

detta ir dock mitt bestamda intryck.)' Only 36% (128+136+12+ 

6+39+29+8+14=372 out of 1034) of HM's first-element nouns end 

on and retain a final unstressed syllable or vowel. Even fewer 

would have the specific structure Brodda has in mind. The HM 

data, unfortunately, gives no support to Brodda's intuition. 

(Notes for Table 33F continued) 

°7 

"J> 

ogonaCbryn) 

This number includes 18 nouns with cpd stress, 
e.g. Allvar <see 3.3.4). 

dyningaCbilng) 
juringaCspail) 

gryningaCsAng) 
h tlvdi nge C fader) . 

dri:lmmare (l and) 
skapare (Sj ill ) 

odlare(mi:lda) 
skeppare C I j ug) 

rattare(ting) 
tr6stare(orngott). 

All neuter: 
betesCf.lilt) 
n6j liS (l i v) 
yrkesCbtldel) 

minnesCblomma) 
sinnes(ord) 
6dlls(skimmer) 

m.lirokes (dag) , 
vittnes(rop) 

Also all neuter, some with a stress bordering on cpd 
stress: 

anletsCdrag) ansikts(firg) arbetsCvagn) , 
samhalls(varalse) samvets(tvAng) 
gardsCg'rd) riksCri:lst). 

These are monosyllabic, apart from: 
all. artilleri fantasi lotteri. 

tro(s-visshet) 



- 143 -

TABLE 336 WHAT TYPES OF NOUN IS A PARTICULAR LINKIN6 DEVICE 
USED WITH? 

H" data: pri.ary Ncpds. Percentages of various typal of first-ele'tnt noun 
.aking us, of different linking d,vice,. Largest percentage figure in each 
cDlu.n e'phasised. 

LINKIN6 DEVICE 

TYPE OF 
IOUN 

o 

END INS IN A CONSONANT 

+1 +1 
+a 

"onolyll. 53% 24.S% 83% 

Pal Ylyli. wi th 
Itr.lI.d finil 
syllabll 13% 3.S% 

Pal Ylyll. wi th 
tlnltr.lI.d 
final ayll. in 
.l,.n,tr,an 16% 

Pal Ylyll. with 
IInstr.alld 
finil Iyll. 
lath.ra' U 

ENDING IN A VOWEL 
Unltnilid -a 21 

Unstr. -art 1% 

Unltr. -e 4% 
(ath.ral 

Unltr. oth.r V 21 

Strlliid YOIII 3% 

54% 13% 

S% 

1% 

-& 
-I 

54% 

m 

IS% 

-i+e,-i+D 
-1+u,-a+1 

-I+S 

83% 

17% 

--------------------------------------------------------------------------
tlOO%1 (101%1 (99%1 (100%1 1100%1 

------------------------------------------------------------------------.-

The percentages for the /0/ link roughly agree with 

Noreen's (1906 p391) statement that the types of nouns under 

this heading are listed according to decreasing frequency: 

monosyllables ending in a consonant are placed first. In 

Noreen"s rank ordering, the polysyllables with a stressed 

final syllable come before those with an unstressed final 

syllable. In the HM data it is the other way round, though 

the difference is small. 
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TABLE 33H NHAT LINKIN6 DEVICE DOES A PARTICULAR 
TYPE OF NOUN TAKE? 

H" data: pri.ary Ncpds. Percentages of various linking 
devices used Mith particular first-.le.ent noun types. 
Largest percentage figure in each rOM e.phasised. 

TYPE OF 
NOUN 

o 

ENDING IN A CONSONANT 

+1 

LINKING DEVICES USED 

+e 
+a 

-a -a+.,-a+o 
-e -I+U,-I+S 

-e+5 

NonalyH. 84% 10% 

PalYlyll.Mith 
strllild fi nal 
Iyllibl. 93% 7% 

Pol Ylyll. Mith 
unstrlll.d 
final Iyll. in 
11, .n,.r ,on 82% In: IX 

Pol Ylyll. Mith 
Inltr'lI.d 
final Iyll. 
lath.rl) 29% 68% J% 

100% 

100% 

100% 

100% 
---------------------------------------------------------------------
ENDING IN A VONEL 

Unltrlllld -. 10% 60% lO% 100% 

Unltr. -Ir. 131 87% 100% 

Unltr. -I 46% ll% 301 l1X 1001 
(athlra) 

Unltr. other V 100% 1001 

Strlllld VDM.I 9S% 5% 100% 
---------------------------------------------------------------------

The high percentages found for some of the first-element 

noun types could perhaps have pedagogical applications. It 

looks, for example, as if the vast majority of nouns ending 

in a consonant take the 101 link, the only subgroup preferring 

1+51 being polysyllables with an unstressed final syllable 

other than -el, -en, -er or -on. Nouns ending in a vowel, 

except -a and -e (which tend to be dropped), also take the 

101 link. 
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On the whole, HM uses linking devices in accordance with 

normal Swedish practice. The only link that could be said to 

be an innovation is 1+1/, which is found only in one cpd, 

GoOdifloden, where the first element is a HM coinage. 

Not unexpectedly, some links that are generally in the 

handbooks treated as marginal and labelled archaic, poetic, 

literary or southern regional are comparatively strongly 

represented in the data. 6r. of monosyllabic nouns ending in a 

consonant take I+el or I+a/, for example, and 13r. of words 

ending in -~ retain the final -~. 

The most interesting aspect of the comparison between HM's 

cpd linking and that of standard Swedish is the use the poet 

makes of the flexibility of the word-formation system that, 

in some cases, allows him the freedom to omit or insert a 

vowel at will: 

-------------------------------------------------------------
Cpd link 
alternatives 

HM attested forms Established or 
latent forms 

-------------------------------------------------------------IQI I+el arvdel arvedel 
101 I-al skumpatakt skump(trav) 
II)! I-el skaparesj.U , skaparsken skapar(kraft) 

skaparltlga 
I+el 101 rymdeslng rymd(fard) 
I'+al 101 ogonabryn tigonbryn 
I+al I+sl gryningastlng gryn 1 ngs (1 jus) 

I-al I+e/ ankdok, tuvefl y ankedok, tuv(gras) 
stjarnrtik, stjarnertik stjarn(skott) 

--------------------------------------------------------------

HM"s use of some of the linking devices (/+a/, I+el and 

the retention of -~ in -~) would be facilitated by his own 

southern origins, but he used them for poetic effect, for 

rhythmic or phonotactic reasons and, occasionally, to exploit 

the archaic or poetic ring that an inserted linking vowel 

can add. 
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CHAPTER FOUR: LINGUISTIC ANALYSIS OF MAIN DATA 
SYNTACTIC AND SEMANTIC STRUCTURE 

4.1 SYNTACTIC STRUCTURE: 
Number of elements and constituent structure 

4.1.1 General Swedish 

As outlined in 2.1.1, Ncpds in Swedish (and other Germanic 

languages) are normally binary, i.e. have two immediate con--

stituents, and are determinative, i.e. the second constituent 

is the head and the first is a modifier. There are certain 

exceptions: syntactic-phrase cpds like f6rg.tmigej~ and 

copulative cpds like forfattaren-skadespelaren-regissoren. 

TABLE 41A Datarminativa binary cpds (constructed examples 
ba.ad on tha primary cpd middag) 

-------------------------------------------------------------
FIRST CONSTITUENT SECOND CONSTITUENT 

-------------------------------------------------------------
1 mid dag 
2 middag -s- rast 
3 efter middag 
4 sondag -s- middag 
~ eftermiddag -s- rast 
6 middagsrast forkortning 
7 fabrik -s- middagsrast 
8 sommar eftermiddag 
9 lordag -s- eftermiddag 
Ie) lordag -s- eftermiddagsrast 

lordagseftermiddag -s- rast 
-----------------------------------------------------------_.-

All the cpds in Table 41A have basically two constituents. 

In all but the first, at least one of the constituents is it-

self a (binary) cpd, which in turn may have constituents made 

up of (binary) cpds etc., theoretically ad infinitum. The 

GUinness Book of Records (1969* plO~) credits Swedish with 

the longest cpd in modern use, citing the unlikely 94-letter, 

--------------------
*The 1989 edition quote. an even longer (120 letters), though 

more feasible, Swedish cpd, with the comment that such words 
are limited only by imagination. 
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14-element (or 15 if bolag is counted as a c:pd) §.Q~r":"'{.s\"~.:lQ'§::::. 

akt j. ebol agsskensmutssk j utar"ef ae: kf or-en i ngsper_E.Qll~Ll;leklliQ.!Jads...:~_ 

magasinsforr~dsfQrvaltar-en. 

Complex structures like that one, and like numbers 2-10 in 

Table 41A, are known as 'string compounds' (Jesper"SE~n 1961 

p154), or as 'e:ompound-within-compounds' (e.g. Warren 1978 

pl0). Warren talks about 'two (and three, etc.) - compound -

strue:tures' which may be 'left and/or right branching' in 

various ways, and illustrates with tree diagrams. Noreen 

(1906) uses an increasing number of hyphens and the terms 

'primary, see:ondary, tertiary' etc. cpd formations. have 

chosen a combination of the classification systems of Noreen 

and Warren as being the clearest way to show constituent 

stn.lcture: 

------------------------------------------------------------
TABLE 41B Constitu.nt structur •• Multipl. cpd formations 

containing th. primary formation middag 
-------------------------------------------------------------

Quaternary 

Tertiary 

Secondary 

Primary 

3 elements 
(2 cpds) 

left-branching 

3 elements 
(2 c:pds) 

right-branching 

4 elements 
(3 cpds) 

left and right 
branching 

II • II • II II ••••• II •• II • II II ••••••••• II II II II II II II II II •• II II II ••• II ••• 

. .. ................. . ............. A" .... " 

. .... ............ .... . ....... A' ... 'X' .. 
mid-dag-s-rast efter-mid-dag sbn-dag-s-mid-dag 

-------------------------------------------------------------

Quaternary 

Tertiary 

Secondary 

Primary 

4 elements 
(3 cpds) 

left-branching 

4 elements 
(3 cpds) 

ri ght-branc:hi ng 

II ••••••••••• II ••••••••••• II II • II ••• II II II II II II II II •• II II II II II II II 

mid-dag-s-rast-forkortning 50mmar-efter-mid-dag 
----------------------------------------------~---------------

(Continued) 
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4 elements 4 elements 
(3 cpds) 

right-branching within 
left-branching structure 

(:3 cpd~:;) 

left-branching within 
right-branching structure 

Quaternary 

Tertiary 

Secondary 

Primary 

Quaternary 

Tertiary 

Secondary 

Primary 

5 elements 
(4 cpds) 

fabrik-s-mid-dag-s-rast 

left and right branching 

................................................. 

lor-dag-s-efter-mid-dag 
-------------------------------------------------------------

6 elements 
(5 cpds) 

Left and right branching interpretations of the same word 

Quaternary 

Tertiary 
II II " II " II " II II .. II II " II .. II " .... " .. " .. " " " " " .. 

Secondary 

Primary 

Quaternary 

Tertiary 
" ... II " " .... " " " ...... " .... II ...... II " .. " II .. " 

Secondary .. " ...... " II " ............ " .... " .. " .... " .. 

Primary 
.... " .. " " " II .. III " " .. II 

lor-dag - s -efter-mid-dag-s - rast 
-------------------------------------------------------------

As can be seen, neither the number of elements nor the 

number of compounds within compounds is a direct guide to the 

structure. A primary formation can only consist of two 
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elements, but the number of elements in seccnd.ry or tertiary 

formations c.n v.ry depending on how many primary (and 

secondary etc.) form.tions .re cont.ined within them. 

TABLE 41C Example. of multiple structures 

Min. no. elements 

Secondary 1\ 1\ 
(3) (4) 

Tertiary A IA 
(8) 

(4) 

-------------------------------------------------------------
The relationship between the type of formation and the 

possible number of elements is shown in Table 41D. As c.n be 

seen, the minimum number is always one more than the name of 

the formation implies, and the maximum number doubles for 

each step. 

-------------------------------------------------------------
TABLE 41D Relationship between type of formation and 

possible number of element. 
-------------------------------------------------------------
Formation Number of elements 

:.2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Primary x 

Secondary 

Tertiary 

Quaternary 

x x 

x x x x x 

x x x x>: x x 
-------------------------------------------------------------
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The mare elements, the more possible different internal 

structures there are, and the more complicated is the 

analysis for interpretation. 

Warren (1978) gives the number of possible structural 

interpretations of a 3-compound (i.e. 4-element) structure as 

5, and of a 6-compound structure as 132. Sears' (1972) 

figures are lower, but wrong. Warren correctly points this 

out (1978 P 30) but in so doing she misrepresents the formula 

Sears 'appears to have used', 2<"-1); n is not the 

number of nouns (elements), as she claims, but the number of 

adjuncts*. Unfortunately, the relationship between the number 

of elements and the possible structures is more complicated 

than that. Warren was advised that a formula was 'not readily 

derivable', and she arrived at her figures 'by inspection', 

concluding that it could be seen empirically 'that the number 

of patterns increases by a factor of about 3 for each 

additional member' (1978 p1S). Wennerberg (1962 p47) talks 

about 'sambandsvarianter' and makes these 14 for five 

elements, 42 for six posv. i rask stegring'. 

In a multiple cpd formation, each new constituent, whether 

it is a single element or itself a compound, forms two 

potential new structures, since it can branch to the left or 

the right of the existing structure. The only exceptions are 

symmetrical structures where left and right branching 

produces the same structure. 

My own calCUlations agree with Wennerberg's and Warren's 

(which go up to 132 possible structures for a 7-element cpd). 

--------------------
* For n to ba the total number of nouns the formula would 

have to be 2<"-2'. 
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They show that the ten constituent structures in Tables 41A 

and 41B are only a small sample of the many that could theore

tically be formed by between two and six elements (64 in all). 

The same reasoning would predict 413 possible patterns for an 

8-element cpd, and well over half a million (689~116 to be 

preCise) possible structural interpretations of a 14-element 

cpd such as the one in the Guinness Sook of Records. 

The many choices of left or right branching and of 

primary, secondary or tertiary formations within a multiple 

cpd mean that, in practice, very long cpds are rare~ and 

those that are found are usually made up of established 

primary and secondary formations. None of Noreen's (1906) 

examples contains more than six elements. All his tertiary 

and quaternary cpds contain established or clearly latent 

pl'"1mary formations, like kroPpserbetare and kommJtth(t.L~..t:_c;mg . .§. 

in: 

Quaternary 

Tertiary 

Secondary 

Primary 

kropps-arbetare-forsakrings-kommitte-utlatande 

The above structure is the one suggested by Noreen's own 

hierarchy of hyphens. It is, however, not the only possible 

structure. It could also be seen as a tertiary formation with 

either structure (a) or (b) below: 

(a) 

Tertiary 

Secondary 

PI~imary 

kropps-arbetare-forsakrings-kommitte-utl!tande 
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(b) 

Tertiary 

Secondary , 
PI~imary , I' ....... " ..... ; ....... . 

" / 
,I' 

kropps-arbetare-f~rsMkrings-kommitt~-utl.tande 

This type of ambiguity of structure is common in all long 

cpds, and may be one reason for their being fairly unusual. 

Warren (1978 p1S), who found a sharp drop in the frequency of 

cpds with more than 3 elements in English, attributes this 

fact to 'performance constraints. The "wor-'k" invcllved in 

analysing and deciphering these structures is increased con-

siderably" with each added element. Wennerberg actually 

condemns the long combinations: 

Fern leder, sillan flera, f6rekommer i 
praktiken, t.ex. jirnvigsvagnshjulringar, 
men sadana ordvidunder anses med ratta 
f6rkastliga; den tillrAdliga utvigen ~r 
att skriva t.ex. hjulringar f6r jirnvigs-
vagnar. 

(Wennerberg 1962 p47) 

The "record-brea~d ng' - but hi ghl y doubtful (no sour-c:e i!!:. 

given) - cpd mentioned earlier contains several structural 

ambigUities, quite apart from the semantically unlikely (tauto-

1(:Jgous) magiiUsinsfl:!rrad and the obscure skensmutssk ildt@.[...§,. It 

is nevertheless analysable as a binary cpd with one quaternary 

and one tertiary formation being the two major constituents, 

combining into a - to extend Noreen's terminology -, 'quinary' 

formation. There is little doubt about where the major, 

binary, dividing line is to be drawn, but the lower levels 

Pose several problems of analysis and offer a wide range of 

Possibilities of primary and secondary formations: 
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TABLE 41E The syntactic structure of a quinary 
formation with 14 elements 

Quinar-y 

Quater-nar-y 

Tertiary 

Secondary 

" 1 , I 

"" 
spar-v1vns-akti.-bolaVI-lk.n-llutl-lkjutlre-flck-for.ningl-p.rlonal-b.klldnads-Iagasins-forrlds- forvaltaren 

This fanciful formation is obviously an extr-eme ca&e~ and 

probably a tongue-in-cheek construction rather than an 

attested word. As such, it is by no means a r-ecor-d - it could 

easily be made even longer* by further elements being added, 

e.g. Stockholms- at the beginning and -vikar..i...~§.Qf.l.hL\.§.:~.L~.!. at: 

the end. 

The discussion above is intended to shew that multiple 

cpds can be complex and ambiguous in their syntactic 

structure. This would seem to be a feature of ward-far-matien 

that a creative writer might want to exploit. 

--------------------
* as Bengt Sigurd has pointed out in conver-sation 
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4.1.2 The HH additional data 

HM's awareness of the potential power of long multiple 

cpds is evidenced by some formations found in the additional 

data. 

One group of such cpds, which have an obvious satirical 

edge, is found in y~gen ut. The book describes young Martin's 

adolescence at the time of the first world war. Rationing is 

said to be organised by folkhushi1l11ningskommissionsuppsyn_Lng.§.~~: 

mannen (VU121), and when Martin works at a peat-bog he is 

supervised by torvupptagnings§yeruppsyningsmannen (VU123). 

For, as HM comments, 'tiden hade ••• fitt mani pi linga 

sammansatta arbetstitlar" (VU123). Having made this claim. 

HM then rather revels in it. When Martin is escorted through 

Gothenburg by a welfare officer, the latter is initially 

simply referred to as a barnayirdsman (VU282l. When, in 

Martin's eyes, the man's impatience with him grows, he 

becomes barnavi1lrdsuppsvningstianstemannen (VU290), and when 

he is seen through the Officious eyes of the porter at a 

c.hildren's home, he is barnavirdsuppsvningstjanstemans

depeschfOrareyikarien (VU291). 

These long titles are exaggerated forms of established 

formations. They contain several established or latent 

primary formations, e.g. torvupptagning, uppsvningsman, 

barnavird and tiansteman, and their internal structure is 

clear and unambiguous (Table 41A).The longest contains 8 

elements (and 52 letters), and is a quaternary formation. 

The other two are tertiary: 
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----------------------------------------------------------
TABLE 41F Syntactic structure of multiple cpds in 

Vagen ut 
... -. __ ............ _ ..... _. __ ... _. __ •• ______ ._. __ ..... ___ ._ ... __ ....... _ ....... _._ •• _ ... ~ ... " ... H .......... _._ ........... , ........... ,,,_ .... ''' ..... , ............................... ,,, .............. , .. . 

............................. " ........... 1111 ... " ..... "" ....... " 

Tertiary 

Sec:ondary 

Primary 

torv-upptagnings-6ver-uppsynings-mannan 

Quaternary .............................................. II ................ II .............. II to lot .... II .... II 

Tertiary 

Sec:ondary 

PI~imary 

folk-hush!llnlngs-kommlsslons-dlstrikt-uppsynings-mannen 

Quaternary 

Tertiary 

Sec:ondary 

Primary """/ 
barna-v!rds-uppsynings-tjanste-mans-depesch-ftirare-vikarien 

-------------------------------------------------------------
HM has actually exceeded these long formations, but not in 

context. On the reverse of a manuscript (IIBildlekar") in the 

archive we find some playful doodles: 

Orientalmattknytaref5rbundsordfBrande
klubbskaftsknappspricksmolekylen 

Skorstensfejarevisketillverkaref6rbundskongresspresidie
katedervirkesflisan 

TraindustriarbetarefederationsfBrhandlingsmetodiks
laroboksparmsutsmyckningsdetaljen 

These cpds have almost certainly been made to grow from left 

to right as a kind of game - not unlike the children's 
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ditties (e.g. the Danish "8jer-get i skoven" or ttH? English 

"The bog down in the valley") which, thY"ough iI"lI"lUmel"'ablE'? 

verses, move fr-om mountain or valley to a tree, a branch, a 

leaf, a spot, etc. The handwr-itten manuscript (see Appendix 

£1 clear-Iy shows that the first of these joke cpds originally 

ended in -knappen, then -pr-icken was added and, finally, 

-molekylen. Having reached the end of the line with that 

word, it looks as if HM has then tried to exceed his own first 

formation as regar-ds length: the first cpd has 10 elements 

and 69 letters, the second 11 elements and 74 letters and the 

third 11 elements and 83 letter-s (which is not far- off the 

ReC:;erds) • 

Perhaps because of the likely way they have come about, 

perhaps simply because of their- extreme length, these cpds 

show some structural oddities - though no actual deviant 

features. There is retention of -!it in the -are wor'ds !!l.E.:tt.:::: 

knytan:-, visketi 11 yerkare- and trU odustri arbetarEl., bLlt., as 

we have seen (3.3.3), this is also a feature found in HM"s 

(earl y) poetry*. The link /+s/ between metodi k and !....@.[.Qbc)f:~. in 

the last cpd leads me to assume the constituent structure 

indicated below. A primary cpd using the two elements is a 

latent, if not established, for-mation but it has the 101 

link <metodikljrobgk). 

All three follow the same semantic progression, star-ting 

with the producer of something concrete and going via an 

abstract medial sequence to end on some small detail of a 

concrete object. There are several latent or established 

pri mary and secondary formati ons e. g. Qrdf Or'ande, trai ndu!.stLt, 

--------------------
* And, incidentally, also in the !3uinness~_Q.9...t_gL__B,~;;:..!;Jr:.:_(;t\?. cpd. 
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lar-obok, !:ikor-sten -_._----_., 
bundskongr-ess, but they are outnumber-ed by temporary combina-

tions, and even though the cpds seem per-fectly logical forma 

t:lonsi (unlike the one in the Guinness 8oot._9i..-B.§f:_L::U::l~.~2), t.hc.:> 

constituent str-uctur-e is not unequivocal. I suggest possible 

structures below (Table 418) One of the cpds appears to 

require a further- extension of Noreen"s hier-ar-chy, a 

"sexenary' level. 

-------------------------------------------------------------
TABLE 41G SyntActic structure of multiple cpds 

in the HM Archive 
-------------------------------------------------------------
Quaternary 

Tertiary 
.. II II ...................... .. 

Secondary 

Primary 

-------------------------------------------------------------
Sexenary .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. .... .. ..................................... " ... II .. " 

Quinary 

Quaternar-y 

Tertiary 

Secondary 

Primary 

Ikor-lt.nl-f'jlr.-vilk,-tillvlrklrt-ftirbundl-kongr.ll-prtlidil-klteder-virkls-flisin 

-------------------------------------------------------------
Quinary ..................... 11 ...... 

GlIJaternary 

Tertiary 

Secondary , , . \ .. ., .. 
, I 

f," ',J 

Primary 

trl-indultri-Irbttlr.-ftd.rltionl-flrhlndlingl-I.todiks-liro-bokl-pirls-utslycknings-detilJen 

-------------------------------------------------------------
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4.1.3 The HM mAin dAtA 

Afte~ the above exploration of the possibilities of 

constituent structure that the language offe~s and that HM 

obviously enjoys exploiting, it comes as something of a 

disappOintment to find how unadventurous he is, in this 

aspect of cpd formation, in his poetry. 

Though the~e are examples of multiple cpds in the main 

data, the vast majority a~e 2-element, prima~y formations, 

e.g. 
aftonhimmel 
rymdfa~d 

solsystem 

aftondtid 
~ymdgrimas 

solspjeiUa 

There are a little over three hund~ed 3-element, secondary 

fo~mations, e.g. 

balsalsgolv 
bondspelman 

bikupshimmel 
solgravva~d 

There a~e only four 4-element formations (two of which a~e 

ma~ginal cases as they contain parasynthetic cpds: insamling 

and inl agg) : 

bossinsamlingsmedel 
expressmatvarutag 
planboksinlciigg 
t~adg'~d.mciistarskamt 

There a~e eight possible structures that cpds with two, 

th~ee and four elements can have: 

Seven of these a~e utilised by HM in the main data, but only 

three have more than one ~ep~esentative, and the distribution 

is very uneven: 
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TABLE 41H Constituent structures used by HM, compared with 
the cpds in Table 41A 

Nl.lmbew· 
of ele
ments 

Canst i tLlent 
structure 

E:·:ample from 
Table 41A 

HM 
e>: amp 1. e 

Nl..tmb(~\I'·· 

i. Il Hlvl 
c:i,"i:\ta 

-------------------------------------------------------------
2 /\ middag aftondBcl 

.. •••••••• ................................................... 11 .. 111111., .. " .. 

3 A middagsrast bi kLlpshi In In Ed 
.... II II II II .. II ...... II .. II .... II II II .... II II II .................... II II II " .. II ............ II .............. " 

3 /A eftermidt:lag bondspelman 
........................................... ,. ........................ .. 

MorA t yngd kr a+ t. vel'· k 10 
...... II ...... II ...... II ...... II .. II .................. II II II II .. II ........................ OJ ...... II ...... II .... II .. II .. .. 

4 /'A sondagsmiddag pl~nboks:lnlagg 1 
.............. II .. II .... II .. II .. II ................ II II ...... II .... II II ...... II ........ II .................... .. 

4 

~ 
middagsrast
forkortning 

tl~ a.dg~r·dj;;;rnar:;t al'····· 
skamt 1. 

...... II ...................................... II II II ........ II II .. II ........................ II II II II II .. II H II 

4 A fabriks
middagsrast (> 

II II .. II ........ II .. II II .... II .. II .. II .......... II .. II .......... II .. II II .... II II .......... II ...... II II ........ 

4 A eftermi ddags·· 
r".'ast (> 

4 . A ~r'~' •••••••••••••••••••• ~~~:~ ;\~;(;\i i ;\~;~ .. : .. ' .. :: .. 
........ II .... II II .. II II .. II .. II .... II II ............................ II .... II .. II ...... " .......... " 

4 lAor&orM ex pr·essmat. varLl-· 
t~g 1 

4 •••• '/JA' ......... :~~:~~~ ~~~~ ...................... (:) . 
. . . . . . . . . .. . . . . . . .. . . . . . .. . . . . . . . . . .. .. .. . .. . .. . . .. .. . .. .. .. .. .. .. .. .. .. . .. .. .. .. .. .. .. 

/fA ltirdags
eftermiddag o 

........................................................... II ................... " 

6 

~orA 
ltirdagsefter'
mi ddagsr'ast o 

-------------------------------------------------------------

Only 9% of the cpds are multiple formations~ compared to 

approximately 25% in Warren"s English investigation (Warren 

1978 plO). The reason for 2-element cpds vastly outnumbering 

multiple cpds in the main data is obviously the fact that 

they are all drawn from poetry: longer formations may cause 

rhythmical problems. Furthermore, many modern multiple cpds 
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are technical terms or, to quote HM, ~'§':S..§..t.il..!.M"':', and t.h(2'l 

would be rare in poetic texts. The almost total lack of 4-

element cpds is nevertheless surprising, considering t.he 

(!liddag. 

Out of over three hundred different multiple cpds, only 

twelve are structurally ambiguous. Most have an unequivocal 

structure because of the presence of established primary 

formations within them. There is no hesitation in one's mind, 

for example, about bikupa or gravv~rd being established, and 

that makes the main binary division obvious even in new 

combinations like bikLlPshimmel and solgray"'y~.r:..!;,t. OnE:' may al~5D 

be guided by formal criteria: the presence of a linking I+sl 

may be an indication of a secondary joint (cf 3.3.4). 

It is likely, for example, that in the novel formation 

blomguldsflqr, the /+5/ is an important factor in deciding the 

constituent structure. Neither blomgLIld nor Q.,ul"Q.:U".Q.r:_ is an 

established formation; both could be said to be equally 

1."tent .... Gyldsflor, however, is an Llnlikely formaticm (1f::~,;~5 

than lOX of monosyllables ending in a consonant take 1+5/, 

cf Table 33H). Accordingly, the 1+51 is felt to indicate a 

secondary joint and blomgyldsflor is interpreted as a left-

branching structure, along with many 3-element structures 

containing established primary formations, with or withDut a 

linking 1+5/, as the first constituent: 

~ 
bal-sals golv 
barr-skogs - grls 
bi-kups himmel 
blA-klints - kllnning 
gas-kammar - fjlll 
jung-fru dunkel 
mask-ros dike 
dags-verks - kvinna 
livs-tids - ok 
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There are also right-branching formations: 

A 
bond - spel-man 

f~gel - tungo-m~l 

sol - gray-yArd 

But the great majority of HM"s multiple cpds are left-branch-

lng, including at formatl.CJrl5: 

The 3-element cpds in the HM data that I consider to be 

possibly structurally ambiguous are: 

allfar-vag or 
farttest-falt or 
hosthagel-storm or 
hostapple-plockerska or 
tyngdkraft-verk or 
vattenbambu-skott or 
vitpals-tak or 
vArmorgon-himmel or 
vArvarme-flakt or 
angsspindel-nat or 

all-farvag 
fart-testfalt 
host-hagel stor"m 
host-appleplockerska 
tyngd-kraftverk 
vatten-bambuskott 
vit-palstak 
vAr-morgonhimmel 
var-val"'meflakt:. 
angs-spindelnat. 

Allfarv4g is an established formation. A I"'ight-bl"'anching 

structure seems the most plausible, because i9!:,Yag, is i:llse) an 

established cpd. Both SAOL and 8stergren list the word as a 

cpd of all (Le. implying right-branching), but 6st.ergr-en 

adds 'mindre ofta allfarsvag". A linking /+5/ in that 

position would indicate a secondary joint and left-branching~ 

C1!;1i!farsyag is not a likely primary formation. 

If my view of the ambiguity of the above cpds is correct., 

some native speakers should choose left-branching and others 

right-branching when asked to split them into two constit-

uents. A questionnaire was devised, which was answered by 30 

educated native speakers (see 3.3.6 for details of subjects, 

and Appendix 83 for the questionnaire). 
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A number of multiple cpds were presented both in isolation 

and in context, and subjects were asked to draw a line 

between constituents where they felt the major boundary was. 

Three non-ambiguous cpds containing established primary 

inserted as a control. These were virtually unanimously 

divided so as to leave the established cpd intact. Of ten 

cpds that I regarded as potentially ambiguous, all but one 

received votes for both left and right branching, as expected: 

TABLE 411 AmbiQuous three And four element cpds 
Questionnaire answers 

LEFT-BRANCHING 

~ 
bi-kups himmel 

jung-fru dunkel 
vit-pals tak 

v'r-morgon himmel 
vAr-varme flikt 
fart-test faIt 
htist-apple plockerska 

tyngd-kraft verk 

~ 
boss-in-samlings - medel 

Number of votes for and against 
the majority structure indicated 

"(7)" :: uncertain 

IN ISOLATION II\I CONTEXT-

For-: agai nst_ (7) Far:a<.;)ainst: (,:') 

30:0 0 :30: 0 0 
30:0 0 30: 0 0 
28:0 2 2EI: 0 ''',\ 

,,,;,, 

20: 6 4 26: 2 ,., . .::. 
20:7 3 22:6 0 
20:9 1 21 : (":I 0 
16: 11 3 21: 8 :I. 
12: 12 6 21 : 8 1. 

23:5 2 :24: 6 o 
-------------------------------------------------------------
RIGHT-BRANCHING 

~ f'ge1 - tungo-m~l 29:0 30:0 0 
host hagel-storm 22:6 2 19: l.1 () 

vat ten - bambu-skott 18:10 2 16: 1""---' (J 

~ 
express - mat-varu-tAg 23:6 1 23:~'5* () 

-------------------------------------------------------------* Two votes were given for a secondary structure: 

~ 
express-mat - varu-t'g 

-------------------------------------------------------------



What is the reason for the ambiguity obviously present~ to 

a greater or smaller degree, in most of the cpds in Table 

4117 Warren (1978 p17) states that ambiguity arises in ABC-

cpds 'when A+B, A+C and B+C are possible compounds'. This is 

true for her examples 'silver knife handle' and 'old school 

tie' (although 'old tie' and 'old school' can hardly be called 

cpds). I would suggest, from the HM data eVidence, that - for 

Swedish at least - A+C being a possible cpd is not a necess-

ary condition for ambigUity: 

A+B B+C A+C 

(7) vi tpciHs (7 ) pal stak (7) vittak 
v,,"rmorgon morgonhimmel v~rhimrnel 

varvarme varmeflakt v~rfla\kt 

farttest (7) testfalt (7 ) fart'HUt 
hostapple appl epl ocker-ska (7) hdstplockel'-ska 
tyngdkraft kraftverk (7) t.yngdverk 
hosthagel hagelstorm hdststorm 
vattenbambu bambl..lskott ('? ) vat. tEmsikot. t 
bossinsamling insamlingsmedel (7) bds",",mf:?del 

(7 ) expressmatvara (7) matvarutag e:·: presst~g 
(7) expressmat (7 ) varutag 

As often as not, in the ambiguous HM cpds, A+C is a doubt-

ful combination. I would maintain that the ambiguity arises 

either when A+S and S+C are equally well established or 

acceptabl e combi nati ons (e. g. tyngdkraft and kraf.:£~_S'.r.~'; 

~armoroon and morgonhimmel) or when neither A+B nor B+C is 

established and seem equally likely or unlikely formations 

(e.g. expressmatvar@ and matvarutAg). 

The conditions for structural ambiguity in Swedish 

element cpds could thus be stated as follOWS: 

1. Both A+B and B+C are established or latent formations, or 
neither is. 

2. There is no linking 1+51 to indicate a secondary boundary 
(cf the discussion of blomguldsflor above, and :t...~[)..9d"-. 
kraft(s)verk below). 
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When neither A+8 nor 8+C is an established formation, 

their relative degree of acceptability will tend to influence 

the decision to regard the cpd as left or right branching. In 

yitp.iHstak and farttestfalt., for eNample, :Lt:t;Q~J ... ?_ and f!:K . .t .. ::::. 

test seem more likely combinat.ion!!; than lliHs;it.£\.t. and :t§l.i~j:t.:f.A.l .. t. 

and, c:onsequent 1 y. both vi tpal s-:tak and D:¥.: .. tJ;.§.§!; . .:.::f:..£\.l.t .. al'e 

judged to be left-branching. Hagelstorm is a mor's est.abli~'jl"IE~c/ 

c(:Jmbination than hOsthagel ~ and host-hagelst;,.Q[.!1l i~:;; jUdqf:.~d to 

be right-branching. 

Tyngdkraftverk may be alone in the group to be intention-

ally ambiguous, with conscious associations bot.h t.o t.Y.DJ;H~.::::: 

kraft and kraftverk~ a novel formation exactly mirroring an 

established haplologic cpd like varmbadhu~. It is probably 

also the only one in which the reader consciously appreciates 

the ambiguity. One questionnaire subject added in a comment 

about this particular cpd: "Oet ar viI en ord1ek? Att man kan 

dela det pa tva satt?" 

However, a left-branching interpretation - the one that no 

less than nine subjects were swayed by the context to opt for 

in the end - receives support from an earlier appearance of 

the word (in the same collection), on that occasion with a 

linking I+sl clearly indicating the structure: 

Vi lag i dOdrymd men till allan lycka 
var tyngdkraftsverket inte ur funktion (Al~2) 

Ett svarbestambart fel i tyngdkraftverket 
gay nedatkinsla... (A202) 

It seems to be the case that - all else being equal - the 

tendency is to opt for left-branching interpretations. This 

may be due to a general Germanic feature of word-structure. 



-- 165 --

According to Marchand (1960 p20)~ the only true multiple cpds 

in English are the left-branching~ 3-element formations~ 

other combinations on the whole being better regarded as 

syntactic groups. According to Mays (1975 p71)~ intra-word 

structure is practically always left-branching~ whereas the 

CJppc,!si te is trl.le of syntact i c phrases: 

sea breeze smell but the smell of a breeze from the sea 

In Warren"s (1978) investigation of English cpds, left-

branching is much more common than right-~ranching. The same 

is true of my Swedish data. HM has 271 clearly left-branching 

cpds as against 22 unequivocally right-branching ones (Table 

4lH). It may thus be the pressure of the system~ the purely 

statistical likelihood, that makes us assume a left-branching 

structure in new, potentially ambiguous, formations. 

Of the 270 left-branching 3-element structures, only 30 

(11%) are found in SAOL, e.g. avgasr~r, barnbBrdshu~, 

blabirsris. This is not in itself unexpected as it is a 

stated policy of SAOL only to sample such cpds (ef 2.1.4). 

The proportion of established right-branching formations is 

much larger: 11 out of the 22 (50%) are included in SAOL, 

e. g. b(:Jndspel man, fal tpi pi arka, vi ntertr.\id9.~!",d. 
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4.1.4 Conclusion 

Even though it is a blunt instrument of the degree of 

establishment (particularly as regards left-branching 

secondary formations), inclusion in SAOL is something of a 

guide to a word's status. It seems therefore to be the case 

judging from both the generally high numbers of left

branching structures and the low percentage of established 

formations among them - that left-branching secondary cpd 

formation is a productive word-forming device to a much 

higher degree than right-branching, in HM as well as in 

Swedish and other Germanic languages generally. 

There may be 'unlimited possibilities of word-composition' 

in poetry (Jespersen 1942 p140) but, syntactically, HM is 

- at least in the poetry - unadventurous in his cpd-formaticn. 

Most of his cpds are primary 2-element formations. and he only 

exceptionally (e.g. tyngdkraftverk), makes use of the 

inbuilt ambiguity potential of the multiple cpds he does 

form. This is not surprising, perhaps: his sentence syntax 

also usually follows standard practice (cf 1.2.1>. 

The element of surprise which is an undoubted ingredient 

in so many of HM's cpds cannot be explained, then, by any 

deviance in syntactic structure: it must be looked for on a 

different level of the language. 



- 167 -

4.2 Semantic structure 

4.2.1 Semantic classification - some models considered 

By semantic structure of compounds is meant the semantic 

relationship between the constituents. It is generally assum-

ed that a knowledge of that relationship (plus, of course, a 

knowledge of the meanings of the constituents) is the same as 

a knowledge of the meaning of the compound. 

Genom att omskriva det sammansatta substantivet 
med en substantivfras, i vilken efterleden (EL) 
ar huvudord och f6rleden (FL) attribut, klarg6r 
man de syntaktisk-semantiska relationerna mellan 
FL och EL och darmed det sammansatta substantivets 
betydelse. 

(Thorell 1981 p41) 

Although it is generally agreed* that it is an impossible 

task to describe all the possible relationships, many 

attempts at classification have been made. Most commonly, the 

meanings are made explicit by some kind of paraphrase 1n 

which the second constituent is the head noun and the first 

constituent appears in a prepOSitional, genitive or relative 

phrase (examples from handbooks on Swedish word-formation): 

strupgrepp 
teaterchef 

hundkoja 
flygsand 
skogsaffar 
skogsauktion -

leksak 
ladersko 

grepp om strupen (Soderbergh 1968) 
chef f6r teatern el. teaterns chef 

(Soderbergh 1968) 
hundens kOja (Thorell 1981) 
sand som flyger (Thorell 1981) 
affar som galler skog (Liljestrand 1975) 
auktion dar skog ropas ut till 

forsaljning (Liljestrand 1975) 
sak som man leker med (Thorell 1984) 
sko (som ar gjord) av lader (Thorell 1984) 

Teleman (1970 p39) uses more generalised paraphrases, e.g. 

'Sb2 ar (gjord)/best~r av Sb1 (zinksmycke, gummifigur, •.. 

fiskstim, lar;ungeskara)'. 

--------------------
* e.g. Jespersen (1942 p143), Brodda (1973 p78), Liljestrand 

(1975 p38), Downing (1977 p810ff), Selkirk (1982 p25). 



Syntactic terms are often used to clarify relationships, 

led) ::: a) !:;ubjekt, b) objekt , c) adverbial', e.q. £1.Y(;J.~.2.!ii)LH:.L, 

g..r:i c:~:.:.svatten and bor-r-maski n, respect.i vel y. Thf: r'Dl (~) o.f thE~ 

first constituent is described in terms of having 'instrumen-

tal betydelse (medel, orsak m.m.)' e.g. b(·?nsi nmotClI~ _._._._ .... -........... - ......................... ~ 

betydelse <l.age, r-iktning)' e.g. !:.:tiJ1ddr-!H:t;.~ etc. <Thcn?11 

1981 p42). Liljestrand (1975 p37) uses similar- phrasing: 'FbI'" 

1 eden ianger- tid, rLlm, sat. t. m. fl. omstand i ghet~?I": Y-r.~.r:.:.:::.:2.~.J:\.[~Dj.n.(:1" 

sjo-re.§i!, direkt-repor-tage. Den m(:Jtsvar-,-ar' d~ ett ,,\(:lvE!I"b:i.al.:' 

The classification of c:ompounds in English has followed 

similar- lines: 'The fir-st-wor-d denotes the time when what is 

expr-essed by the second ele~ent happens (appears, etc.)', 

e.g. night-club (Jesper-sen 1942 p143f). 

Mar-chand (1960 p31) r-egar-ds compounds as 'r-educed 

sentences .•• and as such explainable fr-om full sentences'. 

Regarding sentences as the deep-structure underlying cpds 

r-ather- than as simple paraphr-ases of them makes little 

differ-ence to the classification. Mar-chand defines four main 

"types of r-efer-ence' for- AB cpds: 

S-type, wher-e B is the subject of an under-lying sentence 
(bulldog: the dog is like a bull) 

Pr--type, wher-e B is the pr-edicate of an under-lying sentence 
(colourfastness: the colour-s are fast) 

O-type, wher-e B is the object of an underlying sentence 
(steamboat: steam operates the boat) 

Adv-type, wher-e B is the adverbial of an under-lying sentence 
(birdcage: we keep birds in the cage) 

Lees also initially (1960) classifies cpds according to 

traditional grammatical categor-ies like SUbject-predicate and 

subject-object, but later- (1970 p18l) he makes use of 'a 

deeper syntactic for-m for sentences directly in terms of 

noun-phr-ases which fulfil cer-tain univer-sal semantic 

functions", in line with Fillmore"s (1968) case theory. 
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Briefly, Fillmore regards a sentence as consisting of a 

verbal proposition and a varying number of noun phrases 

playing different deep-structure case roles such as agent, 

experiencer, instrument, location, source or goal, 

independently of what surface structure roles (subject, 

object, adverbial, etc.) they play. 

Several other recent studies of both Swedish and English 

compounding rely to some extent on Fillmore's deep-structure 

cases, e.g. Brodda (1973), Sigurd (1975), Bauer (1978), 

Warren (1978) and Anderson (1983). 

The transformational approach involves postulating 

underlying 'generalised verbs' in cpds, i.e. sets of verbs 

with certain common features, e.g repel-prevent-suppress, or 

'semantic primitives', e.g. be, become, cause. Sometimes 

additional noun phrases, unexpressed in the surface structure, 

also have to be postulated. An example from Lees (1970 p183). 

in which the agentive case is only found in the underlying 

structure, is: 

* 
V - 0 - A - I -~ A V-s N1 with N2 -~ N1N~ 

Examples are listed in subclasses with different generalised 

verbs, e.g. 

a) V: repel, prevent, etc. 
b) V: preserve, ensure, etc. 

(fire engine, headache pill) 
(chastity belt, lifeboat) 

For fire engine, for example, the formula would be verbalised 

as: 'Somebody (A) prevents (V) a fire (0) with an engine (I)' 

--------------------* V=verb, O=objective, A=agentive, I=instrumental, N=noun 
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After deletion of the agentive noun, the verb and the instru-

mental preposition, only the objec:tive nOLIn (N,: fir.:.§,) and 

the instrumental noun (N~: engine) remain. In the final stage, 

these two nouns merge into a c:pd. 

Selkirk (1982 p25) is of the opinion that 'it is a mistake 

to attempt to c:haracterize the grammar of the semantics of 

nonverbal compounds in any way •••• The only c:ompounds whose 

interpretation appears to be of linguistic interest, in the 

strict sense, are the verbal compounds.' 

Warren (1978) takes the opposite view. She only deals with 

true N+N cpds. When one constituent is verbal, she maintains, 

the relationship is explicit and there is no restric:tion as to 

the type of relation that is possible. For N+N cpds, Warren 

claims, 'there is a limited number of relations that can be 

left unexpressed and that we have to choose from' (p59). She 

is undoubtedly also influenced by Fillmore's case theory, but 

she chooses to use the term participant (or semantic) roles, 

rather than case roles. She analyses some 4500 cpds and 

arrives at some fifty types in all, grouped into six main 

semantic categories: 

1> CONSTITUTE: A 

2) POSSESSION: B 

3) LOCATION: A 

4) PURPOSE: A 

5) ACTIVITY-ACTOR: A 

6) RESEMBLANCE: A 

wholly constitutes B, or vice-versa 
(e.g. clay bird, boy friend) 
is a part or feature of A, or vice-versa 
(e.g. spoon handle, gunman) 
is the location or origin of B in space 
(e.g. moon rocket, Nobel prize) 
indicates the purpose of B 
(e.g. card table, nightdress) 
indicates activity or interest with 

which B is habitually concerned 
(e.g. bUSinessman, mining town) 
indicates something that B resembles 
(e.g. club foot, peanut) 

Even though they classify English cpds, the majority of 

Warren's groups correspond quite well with the semantic 

relationships described by Noreen (1904 and 1906). Noreen, in 

this respect an early forerunner of Fillmore, makes a clear" 
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ciistinc:tic::ln between the rnc::ll~ph(Jlog:i.cial "tE.'r-m '1:~<i'r2.l.,.\.~i.~.:· and t.hc·:;' 

sema.ntic:: ter-m 'a.tat . .l::i.!§"*= 'l'1ed st,c?ltum mE~nalr' .1<:\9 df?t. ~:;'PE)c::l(?\lli" 

betydelsef~rh~llande~ hvari en biglosa kan stA till sin 

hl_lfvuciglosia' (1904 p178). Fc::lr Swedish in general he lists 

a.lmost 90 different statuses (1904 p190ff)~ and singles out 

about half of them as probably being the most commonly used 

in Ncpds (1906 p383ff)0 

Warren's six main semantic categories and Noreen's nine 

main types of status are very similar, but they do not 

exactly overlap: 

TABLE 42A Nor.en'. and Warren'. main semantic categories 
---------------------------------------------------------- . 
El<ample Noreen 
--------______ 0---------------------------------------------" · - . 
flickebarn Klassifikationis 
--------------:-------------------------: Ccm s t i b.t t; e 
etenhue Kvalifikationie 
--------------:-------------------------:-------------------
hiandsbredd Spatii 
--------------:-------------------------: 
t.avelram Koexietentiae Posses5.:lon 
-------------_._-------------------------• 0 

hiavevi k Partitionis 
--------------:-------------------------: 
brorson 
--------------- 0 ______ -------______ 0 · • 0 

fluggift Dependentiae F'urpClSE! 
--------------: ----------------____ 0 

- 0 

---------------- .-------------_-__ -_0 . . 
hosnuva 
--------------:-------------------------: 
hemliv Essiv Locat i Cln 

--------------._-------------------------· -mitnraket Lativ 
--------------:-------------------------:-------------------: 
li lj ehy Konkordiae Resf-:?mb 1 arlee 
------------------------------------------------------------

To serve any practical purpose as classificatiCln rncdelm~ 

these main categories are too general. A comparison of mub-

groups shows even less overlap_ Table 428 demonstrates how~ in 

some cases Warren, in others Noreen, goes into mOre detail: 

* First ueed by him as early as 1898 in V~rt model":.ll.\ . ..rD.~J...§. 
grammatik och dess indelnioa_ 
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TABLE 42B Examples of Noreen's and Warren's semantic 
subgroups 

Noreen 
------------_._--------------------_._------------------. . . 
E>:ampl e 

: MAIN : 
: GROUP: Subgroup 

: MAIN : 
: GROUP: SL\bgr"OUp 

-------------:------:---------------:------:----------------" 
dammoln 
naindrop 

guldring 
clay bird 

KVA-· : 
LIFI-: 
KATI-: 
ONES : 

CON-"" 
STI
TUTE 

rnat~~I'" i. ,~l··---~;ho-~PG" ~ 

._---------------" . .. 
mate,\I~ i al--· 

· .... al'"tef act 
-------------:------:---------------:------:---------
kyrkog~ng LA- : lokal illativ : LOC-

:---------------: AT- gClial-""cli:lj E~c:t -.... __ ._----_._---. . 
Romresa TIV : 10kal allativ : ION 
m(Jon rocket 
-------------:------:---------------:------:----------------: 

professors
.':inka 

DEP- : prokreatoris 
END :---------------: 
ENT- : reciprocitatis: 
IAE 

POSS·-: 
ESS·
ION 

whol !?·""par .. t 
(1 !?,lldel'''·
subol'"dj. nat.~?; 
kinship) 

Even from this brief comparison of a few subgroups it 

becomes obvious that there is no exact correspondence between 

the two classification systems, and that many more than 

Noreen's Or Warren's c:a fifty relationships may be involved. 

There appears to be no simple route to a satisfactory classi-

fication of the many semantic relationships that are felt 

to exist between the constituents of Ncpds. 

Warren's optimistic claim that a classification is perfectly 

Possible is a result of her approach: her main aim is 'to 

establish whether there is a limited number of possible t.ypes 

of relations, rather than to determine unequivocally the inter-

pretation of each individual compound' (p238). When you ~iC,,§:~. 

interested in the individual cpds, particularly epds used in 

a creative context where there may well be an intended inter-

play between several relationships, classification becomes 

very complex. Some such cpds have a deliberately vague ssrnant 

ie relationship, which defies classification altogether: Hall-

berg uses the phrase 'semantisk fusion' (1982 p478). 
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4.2.2 Semantic classification and ambiguity or vagueness 

The difficulty with any semantic classification concerned 

with the interpretation of individual cpds - however 

detailed and subtle - is not only that lt cannot be exhaust-

ive, as has often been pointed out: 

It is difficult to find a satisfactory classification 
of all the logical relations that may be encountered 
in compounds. 

(Jespersen 1942 p137) 

De NP-NP-relationer som sprAket kan uttrycka ~r 
hart n~r o~ndligt. 

(Bradda 1973 p78) 

More importantly, no classification can ever be entirely 

objective or, therefore, completely accurate. Two analysts 

using the same method would find it difficult to agree in all 

cases because, as Jespersen points out, 'in many cases the 

relation is hard to define accurately' (p138). The root of 

this difficulty is the fact that cpds are by nature net 

unequivocal. Analysts have to opt arbitrarily fer one of many 

possible meanings - unless usage has established one partic-

ular meaning as normal. 

Jespersen points out the importance of the context, 

particularly for novel formations: 

Compounds express a relation between two objects or 
notions, but say nothing of the way in which the 
relation is to be understood. That must be inferred 
from the context or otherwise. Theoretically, this 
leaves room for a large number of different 
interpretations of one and the same compound, but 
in practice ambiguity is as a rule avoided. Many 
compounds have become traditional names for one 
definite thing, thus giving up their other potential 
meanings •... Only in recently formed or rare compounds 
can there be any doubt, but the context will nearly 
always guide one to a correct understanding. 

(Jespersen 1942 p137) 
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B a u er ~ i nTh e G I~ am mar' QL.J)l.l;J.f!t;i., . .D.i~1.. .... ,,(;,;,~=l.rn.g_g1.\.!J.~;L.tng (l fj' 7 U) , 

claims to build into his grammar, not only the ambiguity 

inherent in all cpds but also 'a reference to the pragmatic 

component (the speaker's and hearer's common knowledge of 

their material culture)'. He suggests that cpds have their 

origins in a 'proposition' consisting of two NPs, case 1 and 

case 2, and, instead of Lees' generalised or semantically 

primitive verbs (cf 4.2.1), a 'PRO-verb' which would have 

no surface structure form at any time. It would 
have to be interpreted to show a relationship 
between the two elements of the compound, 
though not to state what the relationship was. 
A linguistically realized meaning for such an 
element might be "stands in such a relaticlnship 
as one might expect, given all contextual 
'factors, to". 

(Bauer 1978 p122) 

At this abstract level, therefore, there is room for 

ambiguity. But as soon as case labels are assigned to the 

nouns, one interpretation has been opted for and all others 

have been blocked out. 

Warren (1978) also tackles the problem of ambiguity and 

demonstrates how combinations like 'brick warehcuse' and 'dog 

meat· in isolation can have two equally valid meanings 

('warehouse for bricks" or "built of bricks"; :'mec~t 'for" ,,~ 

dog" or 'from a dog'), but in context only one, unless a pun 

is intended ("true ambiguity'), 

She also discusses another kind of ambiguity where, even 

though the referent is constant, the semantic relationship 

between the constituents may vary according to the context or 

the situation, 'Bath-water" can refer to the same 'mass of 

water' but mean 'water for a bath', 'water in the bath' or 

'water from the bath', Linguistic context alone is often not 

enough to resolve the ambiguity in cases like these: a situa-

tional context is needed (Warren 1978 p69). 
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80me compounds cannot have their ambiguity resolved by 

either linguistic conte:,:t or sitwation: ai"!? w(;:~ to cla~ss L:U~\.~,.:::: 

y_eke as a location cpd ('the wick is in the candlE?') or- a 

whole-part cpd ('the wick is part of the candle')? 'The choicc 

af one interpretation rather than the other is necessarily 

ar'bltr-ary' (Warren 1978 p7U. In these, 'appar"£-mtly C\mi:Ji,gl..lOUS::" 

cpds, the relationship between the constituents is clear 

the problem only lies in how to classify it. 

What is not often pointed out is the fact that, normally, 

we are neither aware of, nor interested in, the exact 

relationship. When those of us with only a moderate classical 

education, for instance, read the HM line 'i dyngrinnan fr~n 

a,ugiasstall et' (049), we vaguel y Llnder'stand it wi thout 

necessarily remembering Augeas' exact relationship with a 

stable: was he the owner of it, did he clean it out, or was 

there some other link? Similarly, we do not worry about exact

ly how the bells are related to the anchor when we read that 

'en kolAngare / pinglade i edna gnkarklockor" (ML:l711. Thr::~ 

point is that, whether we are dealing with established or new 

formations, we are on the whole happy to accept some kind of 

vague relationship between the constituents. 

Vague cpds Can be classified in vague terms ('be concerned 

With'), and vagueness is not often an acknowledged feature of 

cpds. Warren (p255) does distinguish between 'ambiguous' cpds 

which 'can be referred to more than one of the established 

semantic classes' (e.g. 'dog meat') and 'vague' cpds which 

'allow a number of non-inferrable primary relations', e.g. 

:'cattleman' (does the man breed, tend or sedl the catt.le?). 

Neither ambiguity nor vagueness is of any special concern to 
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her, however, as she is not interested in determining 'unequi 

vocally the interpretation of each individual compound'. She 

does not regard ambiguity as something found only in except-

ienal cases, as one of the eleven points of her summary 

reads: 'Not infrequently we find compounds that are ambigu-

ous as to which of the established relation types thmy 

express. However, ambiguity need not, and often does not, 

a·ffect t.he reference of the c:ompound' (W,,~I-'n::m 197El p2~'.)q)" 

Even true ambiguity (which does affect the reference of 

the compound) is rarely mentioned in the handbouks. Few of 

them suggest that the paraphrase or definition they give may 

be only one of many possible interpretations. Occasionally 

two paraphrases are given, e.g. barnskrik: 'barns S',kr'ik;' i::lnc! 

Patt barn skriker' (Thorell 1984); 'barnens skr'ik" and "\51-:T1k 

av barn' (S~derbergh 1968). Other, maybe unlikely but conceiv" 

able, meanings (e.g. 'childlike cry' or 'cry fcw ch:i.lc::ln,::~n') 

are ignored, and generally one is left with the impression 

that the paraphrase or the definition of the semantic relat-

ionship given provides the unequivocal meaning of the cpd. 

liljestrand (1975), for instance, fails to tell us that, in 

certain contexts, skogsafflr and skpgsauktion (cf above) 

could also mean 'en afflr/auktion i skogen'. In fact., h€·:~ 

appears to feel that ambiguity is definitely a bad thing, 

and ambiguous cpds are to be avoided: 

I tveksamma fall b~r man upp16sa sammanslttningen 
och i st~llet anvlnda ordfogning. Sirskiit efta 
f~rekommer semantiskt oklara ordbildningar i 
tidningsrubriker. L. Alfvegren p~pekar att rubriken 
"Vietnamtal v,Ular Palmekritik" karl tc)lka~; p#.l <5(~):: Dlil::.:;\ 
sMtt.' (Liljestrand 1975 p37f) 

The fact that the ambiguity may well be a jDurnalistic 

bonus is not mentioned (it may help to attract the reader"s 
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attention and make him leok more closely at the article) 

ci~:tthcIUgh, I SLI!5pect, in the wider' c:onte:.:t D+ cLII-'r'f~nt E~VE'r\t!,;, 

most readers at the time would have been very well aware of 

whether, fDr instance, Palme was likely to be the object of 

the criticism or the critic, and whether he was speaking in 

cr about Vietnam, etc., thus cutting down the number 0+ 

ambiguities considerably. 

Liljestrand is not alone in condemning ambiguous headline 

cpds: 

Ofta nog har sammanslttningarna i rubrikspr~ket 
hirt kritiserats, stundom vii med ritta. 
Berittigade invindningar kan [dock] str~ngt taget 
riktas endast mot sidana komposita som ir dubbeltydiga, 
si att Ilsaren tvekar om innebcirden eller fdrledes 
till en felaktig tolkning. 

(Akermalm 1965 p34f) 

I would maintain that part of the 'meaning' of a compound 

is precisely the unspecified semantic relationship between 

the constituents, the potential ambiguity. It is only when we 

analyse the structure of a cpd - not when we use it - that we 

are aware of a possible precise relationship between consttt-

uents. I should like to argue that the use of a cpd, in pre-

ference to a more unequivocal prepositional or other phrase, 

is a choi ce in favour of a certai n amoLlnt of semant i c V,:lqu~~'" 

ness. Attempting to pin compounds down and limit them to one 

precise interpretation can therefore, in my view, be said to 

negate the very essence of the compounding process and is 

quite unsuitable when discussing novel, creative fDrmations 

in which ambiguity or vagueness may well be part of the 

author's design. I maintain that semantic classification is 

only suitable for established cpds, which have assumed just 

one meaning (or at least a limited number of meanings), and 

for latent cpds, clearly formed in analogy with established 

t:pds. 
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4.2.3 Semantic relationships in established, latent and 
creative compounds 

We return to the dichotomy of established versus non-

established compounds as a crucial distinction. On a theo-

r"f=t i cal 1 evel, Meys' (1975) model of the :' i df::).::\l SpE'i::lker· .... · 

listener's competence' may help to clarify the difference: 

------------------------------------------------
TABLE 42C Meys- model of the ideAl speaker-listener's 

competence 
-------------------------------------------------------
------------------------COMPETENCE-------------------------.-

INTERPRETIVE 
OUTPUT 

POTENTIAL 
(infinite) 

(finite) 
<---: : _"_'''M> 

lexical formatives 
:grammatical formatives: 
: rules of the grammar : 

GEI\l~:nAT I I,IE 

C1UTF'UT 
F'DTEI\IT 1(",)1. 

(in'finite) 

--------" thought s "----------------------.--,, sen t en c (·;?S" ........................... .. 

------------------------------------------------------------ .. 

Established or, to use the more precise term (cf 2.1.4)~ 

lexicalised compounds are finite in number at any point in 

time for anyone individual, including the 'ideal speaker-

listener'. They are stored in the lexicon, along with derived 

and simplex words, as familiar lexical items ('lexical 

formatives'). 'Generation or interpretation of familiar 

compounds ••• does nat involve actualization of the separate 

meanings of the constituent elements' (Meys 1975 p70). This 

allows them to undergo phonological and orthographic changes, 

like any lexical item, to the paint where they may no longer 

sound or look 1 i ke a cpd (e. g. Eng 1 ish cupboal~d or" lad.::::., 

and Swedish moster and sta~kare). However, the majority of 

lexicalised cpds are clearly made up of recognisable simple 

leXical items, and Meys' theory is that these cpds are not 
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only individually listed in the lexicon but that their 

structures, too, are stored as 'static syntactic configurat-

ions, with the ••• implication that these do not require the 

same kind of active mental computation which we assume to be 

involved in the creative sentence-generating process' (Meys 

1975 p58). 

To take an example, sea breeze, being a lexicalised cpd, 

is part of the lexicon in its own right, but if we also 

a$sume it to be of a regular, productive kind, its structure, 

too will be stored in the lexicon as a 'static syntactic con-

figuration" : 

-----------------------------------------------------------
I TABLE 42D ·Static syntactic configuration" of 

a type-famliar cpd (cf Meys p74) 
-----------------------------------------------_._--------

(A) (B) 

NP 

/\ 
N1 PP 

/~ 
P NP 

/\ 
art N2 

I 

~ 
I 

6 
I 

A 
I 

A 
<breeze from the sea) o (sea breeze) 

-----------------------------------------------------------
The above could simply be seen as a transformation rule, 

but Meys' (and Gruber's 1967) idea is that it can also repre-

sent a 'pre-generated path in the lexicon' (Meys p70). It can 

be seen as a formalisation of the general notion that cpds can 

be formed by analogy - except for the fact that analogy would 

normally assume a conscious comparison with a familiar cpd. The 

implication of the presence in the lexicon of static syntac-

tic configurations would be that we can instinctively apply 
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familiar patterns to words of particular categories without 

having to make comparisons with existing cpds in the lexicon, 

and without having to operate transformations. 

It is likely that Meys' static syntactic configurations 

correspond to the kind of semantic relationships classified 

by Warren and Noreen, and that what I term a latent cpd is a 

non-established formation that can be mapped onto one (or 

more) of these structures. Meys' theory helps to explain wh~ 

the latent formations feel normal and unsurprising without 

necessarily being familiar items: they are familiar types. A 

latent formation is fundamentally different from a creative 

formation in that the whole cpd is produced and interpreted 

without conscious reference to the individual constituents 

and their semantic relationships; it is simply mapped onto an 

existing familiar pattern. The creative cpds, on the other 

hand, like sentences, are part of the generative and inter

pretive output (cf Table 42C): they are formed from lexical 

items joined by the (compound-forming) rules of the grammar. 

As creative cpds cannot be mapped on to existing patterns, 

the constituents and all their potential semantic relation

ships are 'actualised', and different interpretations are 

Possible. 

Meys points out that it is possible to 'reactivate' a 

familiar cpd by forcing the reader to think of the meanings 

of the constituents and of their relationship. This is 

normally achieved through a context where the lexicalised 

meaning is impossible. This phenomenon, which is one that is 

often utilised by HM, e.g. 'atomernas karnhus', gives support 

to my contention that virtually every cpd is potentially 

ambiguous. See further 6.3.4 and 6.4.1. 
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4.2.4 Semantic networks, metaphoric compounds and 
transfer features 

be envisaged as a number of semantic 'hooks' that will engage 

n,atur'.ally with some semantic: hooks of n(~:i(;:)hbc)ulr'in(,::) I"ClI"d's but 

not with others. The more hooks that engage, the more normal 

is the collocation, and the fewer that engage the more 

abnormal it is. 

The semantic networks of the participating elements are 

mainly what decides whether a novel cpd can be mapped onto an 

existing pattern (latent cpdsl or not (creative cpds) (cf 

4.2.3) .. 

Consider, for example HM's ten cpds using the element 

horo: 

hornsked 
kruthorn 
blackhorn 

hornskinn 
noshorn 
tjurhorn 

sl I verhor'n 
sommarhorn 

h(JI~n9UnC;;)d 

kor" k !:'.>k r uV~5hClI" n 

In the three lexicalised cpds in the first colLlmn, tl!.;2,r.:.D" i.~;; 

either a container for some content, or the material of an 

artefact - the semantic networks of the elements fit (even 

though in the case of blackhorn the container was later made 

of glass). In the three latent cpds in the second column, 

b.Qr:o.. is either the location for something (tlClr'nslJ"JJDI or' it~" 

own location or origin is given - again the semantic networks 

of the two elements fit. In silverhorn and sommslr::.t!,9l::n, 'fE'WE'I" 

semantic 'hooks' seem to engage and, immediately, we begin to 

consciously wonder about the relationship: is the horn made 

of silver or is silver the colour? Is sommarhorn a horn that 

only appears in summer? At least, in these two casas. it is 

POssible to speculate about the meaning. When it comes to 
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that the normal semantic networks of the elements do not 

really allow them to combine, and we must go beyond existIng 

cpd patterns. And, most importantly, we must seek for clues 

in ·the c:onte:.:t. 

One obvious way to interpret a cpd that deviates from the 

normal patterns is to assume that one of the constituents is 

used metaphorically. Although intrinSically a creative pro-

cess, the formation of metaphoric cpds is a well established 

phenomenon, and many metaphoric cpds have become lexicaliscd. 

Some new metaphoric cpds, formed in analogy with lexicalised 

ones, can therefore feel latent. This may well apply to 

kgrkskruvshorn. 

Structurally, there are two main types of metaphoric cpd, 

depending on whether it is the first or second constituent 

that is used figuratively. 

(1) The first constituent contains the metaphor 
(i.e. vehicle/bildl~d + tenor/~akle~): 

tr"umhi nna 
hinnbark 
korkskruvshorn 

membrane resembling drumC's skin) 
bark resembling membrane 
horn resembling corkscrew 

These cpds have normal cpd structure: trLlmtl.iI.\.O.~. i ~5 a ki mJ CJ·f 

!"linna, hinnbark aCn imaginatively desicribed) t.YPf? of !;L\;~.t:: .. I::.: .. ane! 

korkskryvshorn a (specially shaped) horn .• As can b(:;) ~:iE:~f.~1"\ 'from 

the examples, there can either be an exact correspondence 

between the tenor and vehi c I e (hi Q..nbar..k, kod::skLl,.,Ly2.!::lflf::.nJ DI' 

the metaphoric element may be incomplete: the exact basis for 

(:omparison can be left unexpressed (trLlmhinn<:!.). 

Warren (1978) refers metaphoric cpds of this type to her 

main category RESEMBLANCE. See 6.2.3. for HM's metaphoric 

cpds of this kind. 
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(2) The second constituent contains the metaphor 
(i .e. tenor/§.!-akled + vehicle/bi Idled): 

m~nskara 

eardrLlm 
himlavalv 

?horngunga 

sickle(shaped section) of the moon 
drum(like membrane) in the ear 
vault(like) sky 

- ?swing-like horn(s)* 

In the first two examples above, parts of the tenors (section 

and membrane) are replaced by other, metaphorically used, 

nouns: m~nskara is not a kind of sickle but a section of the 

moon, 'eardrum' is not a kind of drum but a membrane. But there 

can also be exact correspondence between tenor and vehicle, 

as in himlavaly. 

Warren refers cpds of the second type to various cate-

gories (CONSTITUTE, LOCATION etc.), with a footnote to the 

effect that the final constituent is used metaphorically. See 

6.2.2 for HM's metaphoric cpds of this kind. 

Occasionally, the metaphoric use of an element appears to 

exert an influence on our perception of the other element. In 

dammspindel, the (ball of) dust and fluff acquires the quick 

unpredictable movements of a spider. This is not true of all 

metaphoric cpds: in himlavalv, for example, the vault does 

not seem to lend any solidity to the sky. It is a phenomenon 

particularly commonly observed with collective nouns: 

IBvsva.rm - a swarm(like collection) of leaves 

In this combination, the leaves appear to change their 

character in the direction of swarm: they acquire an ability 

to gather together and fly. 

--------------------
* The context shows that horngunga is probably best seen not 

as a metaphoriC cpd but as meaning approximately 'solid 
mass of swinging horns': 'tjuren ... / svangde sin breda 
dBdande horngunga' (N64).) 



..... U:3i.~ ..... 

The most convincing explanation of this phenomenon, on a 

theoretical level~ is Weinreich's (1966) concept of 'transfer 

features'. In addition to phonological and syntactic 

components, a lexeme is regarded as consisting of a set of 

semantic: features. These c:an be of two ki.nd~;, ':i.nh~?I'·E'l'lt 

features' and 'transfer features'. The latter may be 

transferred from one lexeme to another (e.g. frem attribute 

to noun, from verb to object). An example (from Weinreich 

1966 p429) would be the featUre [-Male] being transferred 

from the adjective to the noun in 'pretty boy'. Similarly, 

the feature [+TimeJ is transferred from 'ago' to the noun in 

Dylan Thomas' phrase 'a grief ago'. In the same way, 

certain features of spindel and sv~rm appear to be 

transferred to damm and lov in HM's cpds above. 

Whether such cpds should be regarded as metaphoric cpds at 

all will be discussed in 6.4.4, as will other aspects of 

transference of semantic featUres. 
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4.2.5 Sample semantic analysis of HM data and conclusion 

It is outside the scope of this thesis to undertake a 

complete semantic analysis and classification of the main 

data. As is obvious from the discussion above (4.2.3 and 

4.2.4), I have, in any case, reservations about the validity 

of such an analysis fer novel formations, my main area of 

interest. 

If my notion about the nature of creative cpds is correct, 

that is to say if the difference between established and 

latent cpds on the one hand and creative cpds on the other 

is chiefly one of semantic classifiability, most of the 

creative cpds would be unclassifiable, and those that it may 

be possible to classify would be ambiguous or 'vague' (4.2.2), 

or be problematic in some other way. 

In order to test this assumption, I have attempted a 

modified Warren-type analysis of a small sample of the HM 

data. Even though Warren (1978) investigates cpds in English, 

her categories would also appear to work for Swedish. Her 

classification system is useful as a model: it is comprehens

ive, each subgroup is well defined and exemplified, para

phrases and constituent nouns are suggested, lists of poss

ible underlying verbs are supplied, and general as well as 

language-specific and pattern-specific restrictions of use 

are discussed (and here occasional comparisons are made with 

Swedish). 

Warren divides her six major categories into eleven main 

semantic classes, with proper names as a separate category. 

However, her classification system covers only N+N cpds. In 

order to be able to account for all the combinations of word

classes represented in the HM samplE, I have added five new 
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c: at eg or- i es wit h ~>eman t i. c sub c: 1 a sseso; f elY" 1.'.h (JS,;C;~ c:: Dr': t. ,d. f'll I'i ',.J 

ver-bal stems using Fillmore-type case labels. 

nH~ main dati~ i.s ~;plit into thE~ "~,·"':I.:l:,;t' (cpc!\,,; I'UIIIII:! j!1 

all cpds on the s-list to be c:lassifi.i:\ble wi.t.t'! thE" P>~c:!·:·:'ptl()I: 

latent and creative c:pds. It should be possible to classifj 

the latent formations~ but difficult or impossible tu map Lh~ 

creative cpds on to any familiar pattern. 

first 100 cpds from each of the two lists. 

TABLE 42E Se.antic analysis of 200 HM cpds 
------------------------------------------------
Main category 

C(JNSTITUTE 

P(JSSESSION 

LOCATION 

PURPOSE 
ACTIVITY 
RESEMBLANCE 
PROPER NAMES 

Semantic class 

Source-result 
Copula 
Whole-part 
Part-whole 
Size(etc.)-whole 
Place/Goal-object 
Time-object 
Od gi n-obj ect 
Goal-instrument 
Object-actor 
Comparent-compared 

E;·:ampl E' 

5: in SAOL_ 
en: not i n ~3AClL" 

m bambubLlf' 
s bar'k~;kcc?pp 

m algr'en 
5 blomsterrabatt 
m al'fa'--ljLIs 
m atl.:mU::ab&'l 
m a·ftonr·o 
s b er- 9 kT i. 5 b":\ I 1 
s bl.i:icks.i:ick 
s biltjuV 
s blomk<t\l 
s Bottenh<':l.vet 

Numb C~I" 

14 

1 
1 () 

'+ 
::::; 

16 
D 

D 
1 

--------------------------------------------------------
ADJ.+ NOUN 
ADV.+ NOUN 
PREP.+ NOUN 
VERB + NOUN V-locative 

V-agentive 
V-objective 

NOUN + VERBAL N locative-V 
agentive-V 
obj ecti ve-·V 
cbjective-agentive(V) 

s bl~bal~ 

s bortvag 
s avvag 
s bc:\dst.rancl 
s blandvE?I'''k 
s bc;l.kvE~r·k 

s al tar-tj anso;t 
m aspst.ls 
s brodbak 
s b i adl al~ e 

!3 
1 

1 
1 
o 

(; 

o 

:[ 

(l 

::::: 

, .. \ 
.. ::. 

----------------------------------------------------------. 
LJNCLASSIFIED 
(all N+N) 

s bakstav 
m all est~~g 

I 
1 ::.:i 

:I 00 :I 00 

-------------------------------------------------------------
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In the s-list, there is only one unclassifiable cpd, the 

ship can only be diachronically established. This corresponds 

well with Warren's figure of IX for unclassified cpds. The 

m-list, however, contains 

akvariedrabant 
all~steg 

i:':111 varsdrom 
allvarslek 
andeland 
ansvarshus 
apr-ilbro 
arenatroll 

15 unclassified cpds: 

armb<igE.bu·/: f el 
badsul. t.:~n 
bandskal ii:\ 
barndomslandskap 
bar·rbr·a't. te 
ber"gdorr 
bergkr'opp 

Sarndomslandskap could possibly be referred to LOCATION, 

and one or two of the others (badsul tan?, pii:.\ITJl.C.§:11:..g.':'" !;~!~.r.. .. [l:::::. 

dtirr?) could perhaps be given a classification wit.h i,\fout····· 

note about metaphoric use, but most of the cpds in the list 

defy even such tentative classification. They are all cpds 

that I would intuitively call creative. 

The table is somewhat misleading. In addition tu the 16 

unclassified cpds, some thirty ambiguous or duubtful cases 

have only very tentativelY been assigned to classes. There 

is, for e>:ample, a group of cpds wit.h aftoo.. a~; th,,~ '/::lrs;L 

constituent, for which the simple LOCATION: Time-object 

(covert verb: occur/appear in) seems less than adequate, e.g. 

eftonfcllgel, aft.onko, aft.QD.vass. SeE~ 6.4.4 'few a di<:;cus<::;:i.url oj: 

such c:pds. 

There are also a number of le:dc:alisecl fcwmat.iClns few' 1'4hicll 

it is not possible, or not very meaningful, to limit the mean" 

ing to one particular semantic relationship (cf Warren's 

'apparently ambiguous' cpds), and my final decision feels 

utterly arbitrary. Is armhal~ (5), fer instance, like 
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- discrete integral part) or, like 'hipline' or 'mould cavity' 

to the class POSSESSION (Whole - geometrical outline) or, 

perhaps - with a shift of emphasis -, like 'hip-pocket', to 

LOCATION (Place-object)? Warren refers 'armpit' to ttle fi~st 

of these possibilities. Is bond..l:i..:LDLUE.I.. (sl a WCHTlii.ln II-Iho iEi 

also a farmer, i.e. CONSTITUTE, like 'girl friend' and man 

servant', or is she a woman 'belonging to' a farmer, i.e. a 

subgoup within the POSSESSION categC)y"y? War"I'''E:~n 1"E~f(~I'~; [lL.f;'!.:::: 

fessorslnk~, morbror etc. to this latter group. 

Sometimes factual knowledge which one is not in pOEisession 

of is necessary for accLlrate classification. Is t;J ... i~r .. "bY!.J".Q" .. L (:,,) 

made partly (POSSESSION: Part-whole) or totally (CONSTITUTE) 

from bark? If the latter, is it 'flour made from bark' 

(Material-artefact) or 'bark in the form of powder/flour' 

(Matter-shape)? Is bomullskrut (sl so called because it is 

like cotton-wool (RESEMBLANCE), or made wholly (CONSTITUTE) 

or partly (POSSESSION) from cotton-wool? 

It is obvious that we use lexicalised compounds like 

these without knowing, or particularly wanting to know, the 

exact relationship between the constituents: we accept that 

there is some kind of link and leave it at that. 

The same is true of many new or 'temporary' formations. 

They can feel latent even when they cannot be uneqUivocally 

mapped onto just one established pattern but vacillate 

between two or three. There are numerous cases in the HM 

sample. Is avskedsmiddag (m) a dinner arranged in order to 

say farewell to somebody (PURPOSE) or a dinner that is at the 

f:iiiame time a leave-taking (CONSTITUTE:)? Is 6.J..J2..§D.I.0.D.£!.. (rn) i::1 

country in the Alps (LOCATION) or the Alps seen as a region 
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(CONSTITUTE)? Is ~~l..QJ;u.:.: .. Q.Q. (m) bredc:i ·fcH.md in t.IH? {\1pc;; 

(LOCATION: Place-object) or bread from the Alps (LOCATION: 

CJr'igin-object) or- even br-eacl like thf? Alp!;; in si~~f? ell" S,I,dP('" 

(RESEI'1BLANCE) ',' 

Together-, the unclassified and doubtful cpds amount. to 

almost a quar-ter of the whole sample, which would seem to 

confir-m my doubts about the feasibility of undertaking a 

meaningful semantic analysis of all the HM data. 

Bearing this in mind, as well as the small size of the HM 

sample, it is never-theless inter-esting to find that the 

semantic classes with the highest number- of examples in the 

HM sample are also Warr-en's largest groups (1978 p229f). For 

comparative purposes, the percentages below refer to thp 156 

N+N cpds only in the HM sample (excluding proper names, as J 

only exceptionally excerpted these). The Warren percentages 

are based on 4027 of her total f i gur'e of 4566 c:pd~:; «;.!:: c 1 ud i. 11(:) 

only two 'non-semantic classes': Names and Dvandvs* cpds). 

-----------------------------------------------------
lTABLE 42F Semantic clas ••• of N+N cpds 

Percentages in Warren and HM sample 
i--------------------------------------------------

HM ~'ii:\fnp 1 E' 

I Warr-en : S m tlVE?I'·cdl. : 

----------------------------- _'_' ___ M'_" __ ' : .M ....... ' ............ ....... " ......... "._ ..... 

POSSESSION: Whole-part 231. 281. 18. ~S% Z:% 

CONSTITUTE: Source-result 151. 211. lE!. ~:)r.. Itt'%. 

LOCATION Place/time-object 161. 10% 171. :14'1.. 

I PURPOSE Goal-instrument 131. 141. cn, :[ ~:? r.. 

lOTHERS 321.. 26% 19. ~S% :?~"),%, 

:UNCLASSIFIED/IDIOSYNCRATIC 1% 1.1. 17% 10% 
------------------------------------------------

--------------------
* My 'copulative' cpds 
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It looks as if about two thirds of N+N cpds might be 

referred to just five semantic classes. These relationships 

obviously represent cpd-forming rules which may well have 

become 'fossilised' and stored in the lexicon as 'static 

syntactic configurations': we can form and understand new 

cpds without conscious reference to the actual semantlc 

relationships. Below are some fairly clearcut examples, tal en 

from the m-list in the sample, of such latent formations: 

POSSESSION: Whole-part 
BIIBv, aspkrona, bambugren, balsalsgolv, baracktrappa, 
artillerigosse 

CONSTITUTE: Source-result 
askstod, bambubur, beckkula, barrsmule, aspskog 

PURPOSE: Goal-instrument 
asylrum, barnvagga 

LOCATION: Place-object 
atlantkabel, bergsflod 

LOCATION: Time-object 
aftondimma, aftonro, aprilvind 

However, these are not the cpds I am mainly interested in, 

but in the much smaller proportion (judging from this sample) 

of unclassifiable cpds. Undertaking a complete semantic ana-

lysis of the data with the main aim of finding those cpds 

that cannot be analysed WQuld, indeed, be to take a sledge-

hammer to crack a nut. So how can the creative cpds best be 

identified? 
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4.3 Identification of creative cpds 

C P d s d i·f·f E?I'" ·f I'" om Cit hE'~r" cpd £.;" 13('2'1' DI'" IE' t"c k 1 i. n ~l t h f,' pI" D,L: l': i. C,) 1 :I 

ties; D+ semantic anii:\lysis;~ I had hDPQd t.hi::lt t,hc C'>:':?'IC.i:::iC' 

might provide an objective way of identifying the gruup of 

c:pds that~ SLlbject.ivElly, I <::,,,11 cl"e,,:ltive 'fOI·"m,·:It.:i.un,::., f!',C!I" c.:' I' 

no doubt that most cpds that. are unclassi+idble are 0lsu 

It is not the case, however, that all creativp cpd: arc 

unclassifiable. (I would~ for example, call the group of 

i~:f.:t..Qf..t··"cpds mentioned in 4.2.5 cre,,,tive.) 1'1CII"'(01C1VE'I"':, nClt ,'}l 

creative cpds can be identified as such outside their con-

in the category CONSTITUTE (semantic class: copula, group: 

adjective-like modifier). However, the conteKt makes it clear 

that the word is not really (or not only) used in the sense 

of a convenience baby-food, but rather as a tongue "irl"cheel. 

metaphoric pun (gruel-like comfort): 

Dumt att tinka 5ig bara l~sta g~tor 
m j uk a tan ken ~ t t e r , be k y.. i mJ.. .. LlliJ e j; .. ~.y'ji1J .. tD.Jl~lr.~" 
floder ordnade bara fHr medstrHms laxar 

(DLI'1'f~:j ) 

It is a case of the poet making use of the inbuilt ambiguit.y 

(:)I~ fll.lidit.y of cpd meaning. SLlch~ anel othE!I" t:.YPE~~:r. 0+ (:(.II'l'['.(·">:['· 

ual cpd (see 6.3), cannot be identified as creative without 

their contexts. It would therefore have been nec~s5ary to 

examine every cpd in its context for the purpDs8s 0+ semantic 

classification - a mammoth task which would not have been 

·fea5.i. bl e. 
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After concluding that there appears to be no practicable 

objective way of identifying the creative cpds but that. 

native linguistic intuition would have to be relied on, I 

decided to try to find out whether my own intuitive assess-

ment received support from other native speakers. I therefore 

devised a simple questionnaire containing 50 cpds from the m-

list, picked at random but comprising, in my view, formations 

that can be seen as latent or creative even without their 

contexts. The questionnaire was distributed to 30 educated 

native speakers (for details see 3.3.6), and the results were 

compared with my own assessment. 

After being presented with ten examples each of what I 

suggest are 'normal" (Le. latent) and 'less normal' (i.e. 

creative) cpds, subjects were asked to decide whether they 

regarded the 50 test cpds as • normal' or 'I ess nor-mal' (see 

Appendix 81). The results are presented in Table 43A. 

TABLE 43A Cr •• tive Dr l.tent? Native-speaker intuition. 

Compound 

stenkamel 
hundlokshav 

My classi
fication 

C=creative 
L=latent 

L 
C 

No. votes 

Lat- Crea- Undeci
ent tive ded or 

omitted 

6 
18 

24 
11 

(I 

1 

Agreement 
wit.h my 
classi

f i c:ati on 
(i n I.) 

201. 
:37'Y. ............................................................. 

stjarnsAdd C 12 17 1 571. 
v:i ntermyra L 17 13 (I 57'Y. 

stjarndikt L 18 12 0 601. 
bergkulle L 19 10 1 631. 
in skU ngsingel L 20 9 1 67'Y. 

gummineger C 7 21 2 701. 
gyttjetunga C 7 23 0 77'Y. 

<Continued) 



(Table 43A cont.) 

expressmatvarut~g 

solbjalke 
varldsresa 
varldsdtirr 
odleglimt 

glasyrtegel 
kVicksilversnok 
orgel bas 
rymdstad 
spillkr~ksrop 

tarningsblick 

bikupshimmel 
granskogs~s 

hageldriva 
mjtilkhumla 
varldsgrimas 

f~gelklippa 
gl timskehU 
gnejsnos 
Ijusandning 
miatvarubehov 
m~nandning 
mc1nluta 
m~nsktird 

pastellsaft 

bertiringsglans 
betesfiH t 
gnisselljUs 
maskrosdike 
torpruin 
vattenparla 

betongdamm 
fc1gelhapnad 
grtinsaksmAne 
guldspenat 
ljusspel 
laderbladsschal 
sommardrtim 
spinkbensafton 
vattenskuldra 
dkenhetta 

c 
C 
L 
C 
C 

L 
C 
L 
L 
L 
C 

C 
L 
L 
C 
C 

L 
C 
C 
C 
L 
C 
C 
C 
C 

C 
L 
C 
L 
L 
L 

L 
C 
C 
C 
L 
C 
L 
C 
C 
L 
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5 
5 

24 
6 
4 

26 
2 

26 
26 
26 

3 

2 
27 
27 

2 
3 

28 
2 
2 
2 

28 
1 
2 
2 
2 

o 
29 

1 
29 
29 
29 

30 
o 
o 
o 

30 
o 

30 
o 
o 

30 

24 
24 

5 
24 
24 

4 
26 

3 
4 
4 

26 

27 
3 
3 

27 
27 

2 
28 
28 
28 

1 
28 
28 
28 
28 

29 
1 

29 
o 
1 
1 

o 
30 
30 
30 

o 
30 

o 
30 
30 
o 

1 
1 
1 
o 
2 

<) 

2 
1 
o 
<) 

1 

1 
<) 

<) 

1 
<) 

<) 

<) 

o 
<) 

1 
1 
o 
o 
<) 

1 
o 
<) 

1 
o 
o 

o 
o 
o 
(I 

o 
o 
o 
o 
o 
o 

80'% 
80'% 
80'% 
80'% 
80'% 

87'% 
87'% 
87'% 
87'% 
87'% 
E!7% 

90'% 
90'% 
90'% 
90'% 
90'% 

93'% 
93'% 
9:3'% 
93'% 
9:3'% 
93'% 
9:3'% 
93'% 
9:3'% 

97'% 
97'% 
97'% 
97'% 
97'% 
97'% 

100'% 
100'% 
100'% 
100'% 
100'% 
100'% 
100'% 
100'% 
100'% 
100'% 

-------------------------------------------------------------
My own classification was not always as unequivocal as the 

table implies. It was done twice, independently (on two diff-

erent occasions several months apart), before I had looked at 

the questionnaire answers. In some cases, the first assess-

ment was followed by a question-mark. In the second assess-
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me n t (entered in th e t a b l e ) I d ec id e d t o be ( somewhat arti-

f ic i a ll y ) unequivo cal , in order to be ab l e to make comp ari-

s o n s with th e ma j o rity verd icts. In a l l but three cases 

(:-tclttengar 1 a, e:·: pressmat var Llt€tg, y..llit§.!:m.~.J:..9.:. ) my Vf.:?r d i ct Wi:\S 

th e same b o th ti mes. 

Con s id e ring th e d i ff icul t y o f con veyin g the concept ' l ess 

nerma l cpd' t h r ough a f e w examp les , I con clud e t h at there is 

very good a g reeme nt a mo ng nati ve speakers abo u t what constit -

utes normality and a bnorma li t y i n c pd s - or, i n my termin o-

logy - a bout whi c h nove l c pd for ma tions a r e creative and 

which are latent. 

Th e re was ma j o r it y d isagreeme n t wi t h my o wn in tuition in 

only two cases. Th e fact that hundl oksh av i s metaphoric leads 

me to regard it a s a c r e ative c pd, but t h e me t a ph or i s 

obviously s o tran s parent and commo npl ace ( l ik e that in 

yattengarla) that the maj ority f ee l i t t o be a nor mal forma -

tion. I am rath e r more puzzl e d by t h e ma j ori t y verdict th at 

§,ten kame l i s a creati v e c pd, bLl t i t has p r esLlma b l y been 

caused by a feel i ng tha t a came l i s a n unl ik e ly s ubj ect for a 

s tone sculptur e . 

The relatively low ma jority a greements on th e - to my mind 

clearly creative s tj a rn s <1dd an d th e latent b er:.g}s. ull e and 

al s klings angel also s urpri se me. Gumm i n ege~ i s c l early creat -

ive in the c ontex t (though obv i ous ly t h ere i s S Om e doubt 

a bout that when the word i s seen i n isol ation) : 

en hirsmortel hostade vasst 
o e h e n trumma kl a ng dovt n <1 g o nstan s fr<1n e n by 

dar gumminegrer l e vd e s itt s l av l iv. 
( I\ImS2 ) 
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Ho we ve r, in 4 2 of the 50 cases more t h an three quarters of 

the subj e ct s agreed with my classification , a n d in ten of 

t hose c a s es th e a g reeme nt was un an i mous . 

DJt a l a gree me nt would h a v e been un likely, if not imposs-

ible. When we consider a cpd' s 'nor ma l ity', a mult itude of 

factors and (subconscious ) con s iderat i o ns , lingui stic a nd 

non-linguistic, are likely to playa pa rt in our decision: 

refer e nce to (our own individua l ' l ist' of) lex icalised 
cpds; 

- analogy with lexi c alise d c pd s (reference to the ' s tatic 
syntactic configurations', i.e. the mor e frequent semanti c 
relationships); 

reference to the individual meaning s of t h e constituents 
and their normal semantic network s ; 

- our factual knowledge and experience of th e wo rl d ; 

- the context, linguistic and situational ( if known ) . 

If there is no conflict betwee n th e l ingui s tic f actor s on 

the one hand, and our knowledge of the world (an d the con-

text) on the other, i.e. if one of th e s tored s t atic con-

figurations comfortably fits the semantic networks of the 

partiCipating nouns, and if the resulting in terpret ati on fit s 

in with our experience (and the context), th e n we assume t hat 

one particular relationship out of many poss ib le ones per -

tains: we have a latent cpd. If there is no s u ch harmony 

between all the factors, we react differently to t he cpd. We 

no longer experience it just as a potentially nove l, but 

' type-familiar', lexical item (in the s ame wa y as we react to 

novel derivations) but more as a fresh syntactic com b ination: 

we activate our 'generating (interpretative) mec ha n ism' , a nd 

several potential meanings may suggest themsel ves - we have a 

creative cpd. The flow-chart below is a n a tt e mpt at vi s ua l i s-

ing the process. 
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TABLE 43B Flow-chart for identifying established, latent 
and creative cpds 

-------------------------------------------------------------

I Is the cpd stored I 
I lin my • 1 e>: icon • ? : \ 

//---------------------\\ 
1/ \\ 

'lj ~ 
:----: :----: 
I YESI 
:----: 

; ;----------------1 
I I lsi t a f am iIi ar I 
I I syntacti c con-
I If i gurati on? 
I I 
I I 

r :----------------: 

: NO : 
:----: 

I I 
I I 

I I 
: I 
\/ 

1------------ : 
IAre the 
Iconstituentsl 
Icompatible? I 

1------------: 
II 

/1 
\\ 
\\ 

'tt ~ 

YES 

: ------------ : : 
I Does the cpd I : 
Imatch my : I 
I ~mowl edge of: : 
Ithe world ? I I 
: ------------ : I 

NO 
I (to all threel 

questions) 
I (to one or more 
lof the questions) I 

\/ 

ESTABLISHED 

aftonslng 
barrskog 

I I 
I I 

I I 
I I 

I I 
I I 

\/ 

LATENT 

aftondimma 
barrsmule 

I I 
I I 

I I 
I I 

I I 
I I 

\1 

CREATIVE 

aftonko 
barrbratte 

-------------------------------------------------------------

In Chapters 6 and 7 I shall look more closely at creative 

cpds both in the mai n data and the addi ti onal data. I s hall 

attempt to establish different types of creative formation, 

and I shall consider the cpds in the contexts for which they 

were created. But, first, I want to make some statistical 

comparisons. 
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STATISTICAL ANALYSIS 
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- 197 -

5.1.1 Quantitativ. stylistics 

Style is an elusive concept, difficult to define cbject-

ively and yet in some cases so marked as to be unmistakably 

identified as being that of one particular author. It is 

built up of a multitude of factors, each one contributing te, 

but not by itself constituting, the style. Such factors, fer 

poetry, may be purely visual (e.g. poems forming geometric 

shapes on the page), graphological (e.g. consistent use of 

lower case), phonetic (e.g. rhymes, assonances, metres), 

morphological (e.g. use of certain grammatical forms or word-

formation patterns), syntactic (e.g. word-order), or they may 

be in the area of choice of vocabulary, type of metaphor or, 

indeed, choice of SUbject-matter, viewpoint etc.: style and 

content are no longer seen as two separate things. 'Stoff och 

sprAk v.illjer varandra i:)msesidigt' (Espmark 1970 p14). 

Some of the factors that go to make up style can be cbject-

ively identified and quantified. 

Man llser en text, man frapperas av 
vi.sa sprAkliga egenskaper hos texten, 
man definierar dessa egenskaper i form 
av sprAkliga enheter, och man raknar 
enheterna. 

(Enkvist 1974 p170) 

LingUistic features may have stylistic importance without 

having high frequencies but, on the whole, our attention is 

drawn to recurring features. 'We are probably rather sensi-

ttve to the relative frequency of different grammatical and 

leXical patterns' (Halliday 1971 p343). Thus, a linguistic 

feature with an unusually high frequency in a certain text or 
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a cert a i n wr i t er ma y wel l be a contributing factor to the 

st yl e of t he text o r t he wr iter . 

Styl e is on e of the thin gs that ma kes a particul a r text , 

or body of t e xts , d i ff e r e n t f rom o t her texts, that is to say 

it i s something r e lative, a nd t he s tud y of style is, over tly 

~~ covertly, a s tudy of comp a ri s on s . The style of one poe m, 

or one collection of poetry, or on e poet , has to be measured 

against some norm. This may s imply be t he linguist' s or 

literary critic's own conception of ' nor ma l language', but it 

can also be (and in quantitative styl isti cs would always have 

to be) a specified norm: another poem , a not her col l ection or 

another poet, or other samples of the l a nguage. ' I ncm den 

lingvistiska stilistiken ir exakta kvantitati va jimfbrel ser 

SjAlvfallet en grundliggande arbetsme tod ' (En kvist 1974 pI70) . 

'Exact quantitative comparisons' may not b e as easy to 

make as the phrase seems to imply, howeve r. Th e figure s 

arrived at may be difficult to interpr e t because the results 

are rarely clearcut.lt is therefore necessar y t o re l y on 

statistical formulae in an attempt to a scert ai n whether t he 

differences found can be deemed to be ' s ign i fi cant' or not, 

i.e. whether the possibility that they could ha ve arisen by 

chance can reasonably be dismissed. 

We must match the densities of the ling u i s t 
ic featUres in our text again s t th e d e nsities 
of the corresponding features in the nor m. 
Comparison is the only key to styli stic 
differentials, that is, to the style ma rk ers 
that characterise our text as differen t from 
other texts. 

CEnkvi st 1973 p67) 

Features that turn out to be significantly fr e quent (or 

indeed significantly infrequent) must, i n s o me measure, be 

contributory factors to the style. 
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Those linguistic features whose den s it ies in 
the text are significantly d iff erent from those 
in the norm a re called sty l e mark ers. 

(ib id. p146) 

Th e use and formation of cpds is a lingui s tic feature that 

has a tt rac t e d attention in HM 's writing. Thi s c h apter 

investigates to what extent t h e cpds s t a nd out because of 

their numb e r s. Can they b e regard e d as 'style markers' in 

Enkvist's sense? 

5.1.2 Compound de ns ity in HM 's l a nguage 

In Harry Martinson erHvrar sitt sprAk (1970)~ Espmark 

s tudies the development of HM 's poet ic voi ce. He deliberate l y 

~~ts for 'statistisk trubbighet' but concedes that 'v~sent -

liga omr~den inom Martinsons spr~k torde l ~mp a sig ganska v~l 

fHr en s y s tematisk bearbetning med statistiska medel' (p15). 

HM' s cpds have often been remarked on in the l iterature. 

Hallberg talks of 'hans iHgonenfallande t a lrik a och origi -

nella sammans~ttningar' (1941 p6', and about HM bei. nc~ 'en 

s torproducen t av mer eller mindre orig ine ll a sammans~ttningar ' 

(1982 p477). It is certainly the case that som €~ti.me~:; cpds 

OC:CLlr in great concentration and seem to dominat e thf:? s tyl e: 

Ja, ~skorna ha liksom paus oeh snarka i 
l1>tormsHmn med a n orkanen s l ~r st.j lar:.:t§1.A9. 
med sina brott s io ar, river upp tjut a nd e 
fontansjud och 'L~tt!ii?[1b~[l~a.!" p ~ s krovet. 

( I<F32) 

Afton, skymning, vattenspegling. Ung a flicker 
i promenad p~ kanalbankarna, brostl . .i.!d.§..Q.LQ.Q. 

hofttjLISning, skrattjuso..il:!.9. , de tt"'ogna 'flam'-
1 andska junoformerna , vi nd e ns s pal i P£ill . .Q.!.?.L::. 
klaviaturen: s yn tes av Belg ien. 

(RL1I"125 ) 
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I n some p oems, almost a third of the words (or two thirds of 

t h e n ouns) a re cpds : 

p tCASS QT ttYLA. 
En I:: a ll avv~gn i n g. V~ l anv~n d a sp~nningar. 

Fu ll demon b a l a n s me l I an b lod ytorna c.1ch !:jtt tsn,i tl.§D .. 
Nigr a f i r ska glbder 
Lrtl a g d,;t p i e tt. st y cke ~:\mp .v.r.:.§...;a mmet .. 
V~rld sfrukostens f e t s til s tidnin a 
med utbredda dbd s delar 
och kl yftade :u....vsdgl_~. 
Slutllgen ett mindre m~nn isk ohi ~rta i genomsk~rning 

inne i en i~rnkami~. 
«(3T!34 ) 

11 Ncpds = 28% of the words, 69% of t h e noun s 

(jGONBL I Cf<EN 
Att minnas medan tiden s vinner s om sma s t r eck 
alia Hgonblicken t~tt intill. 
Nuens narhllisliv. 
Solstralens morgonsting i tuvan, 
harkrankens spinkbensafton. (LES 17 ) 

7 Ncpds = 3 3 % of the words, 64% of the nouns 

Does HM differ from other user s of Swe d ish as regard s the 

frequency of Ncpds in his language? I s a c on c e ntr ated use of 

Ncpds typical of his writing as a whol e o r is th e di stribution 

uneven? If the latter, does it follow a ny pattern: a r e Ncpds 

to be found more in hi s poetry or in hi s p rose ? Are there 

differences between different work s ? Can th e frequ e n cies be 

r"elated to periods of his life, to g e nre (::J r SLlbj ect--matt!?I"? 

In order to address such question s , a number of word -

counts and frequency calculations have bee n undertaken, and 

comparisons made both within HM's own outp u t (5.2.4) and with 

factual Swedish prose (5.2.1) as well a s with contempor ary 

literary prose (5.2. 2 ) and poe try (5. 2.3 ) . The l ast section 

of the chapter (5.3) deal s with HM' s most commonl y used 

individual Ncpds and c pd element s , and wi th typ es o f Nc pds, 

a gain comparing HM with contempor a ry poet r y and prose. 

See 2.3. 3 for details of the stati s tic a l tests. 



- 201 _ .. 

5 . 2 Comparisons of Ncpd frequencies in different texts 

5 .2. 1 Frequency comparisons HM - 'general Swedish' 

There is, of course, no such thing as ' general' or 'neut-

ral' or 'normal' language. AII~n's large frequ e n cy dictionar y 

(1970-80) is based on (c. one million word s of) newspaper 

language. Westman 's quantit ative analysis 0+ !2.r:1.!}L§'R.r: .. [;l.~1.~. 

(1974) is based on 'sprak i praktisk funktion '. in th E'~CJr-y 

almost any non-fictional prose, in practice samples (c. 

20,000 words each) of newspapers, brochur es (publi c inform-

ation leaflets ) , school textbooks (on biology, histor y, 

social science, religion and psychology) and polemic texts 

(on marital and feminist issues). 

In the first instance, HM's overall use af Ncpd s (main 

data and prose samples; see 2.2.1) is measured against the use 

in non-fictional Swedish as repr-esented by Westman's !2.r::1Iks-.: 

grosa (Bp). AII~n has no separate figures far cpds. 

-------------------------------------------------------------
ITable 52A Ncpds: number and proportion of a ll words 
I~========================.=================.==========~==a= 

No lOb s not F E:·: p no I 
Ncpdsl chi 2 : p 

------: ------ :------
: words: Ncpds: Yo 

:---------------- :------- 1------ :------

-------------------------------------------------------------
The difference in Ncpd frequency between HM 's poetry and 

prose is small and nat statistically sign ificant. But, rather 

surpriSing l y, HM's language overall is found to h ave a 5igni-

ficantly lower density of Ncpds than the functional pr ose. It 
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.!!> Sl.lrpr i so.i ng because of the a tt e ntion h is cpds h ave general 

ly received in the literature. However, any comp arisons, 

wh ether conscious or su b conscious ~ would probably h ave b een 

ma d e with ather l iterar y , nat functicmal, pr· o se . I s i t the 

case that literary language generally has a low Nc p d density 

in comparison with more factual l a n guage? 

Ther e are no readily avai l a bl e figur es to c omp a r e wi t h . 

The carpus fo r West ma n' s bruk s prosa consists o f f our types of 

text, as outlined above; none of them is lit e r ar y pr ose. 

Wennerberg (1962) also draws an four types of tex t a nd 

accounts for the figures separately, and one of h is s u bgroup s 

is literary prase (Siwertz), but he is c o n cerned o n ly with 

multiple cpds (cpds with mare than twa el e ments) a nd, f u r ther-

mere, his figures include verb and adj ective cpd s . He d o es 

not make this explicit (' samma nsatt a ord ' ). The vas t ma j or i ty 

of his examples are nouns, but nat all: he includes , f or 

instance, s(;)1 f j adersformad, svartvi tr'andi 9. and i s (;:':.§r1 s a.:tJ .. .a. 

Hassler-GHransson (1966) bases her fr equency wordli s t on f i ve 

different bodies of text, and on e of these ( 'Under s Hkni n g 3 ' ) 

is 100,000 wards of literary prose (Oan And erss on, Fr ed r i k 

8HHk, Albert EngstrHm, Per Hall s trHm, Wa ldemar Ha mme nh Hg , 

Verner von Heidenstam , August Strindberg, Nathan SHderb lom , 

Hjalmar SHderberg and Hasse Zetterstrdm). Sh e does not gi ve 

separate figures for cpds and it would be too time-consumi ng 

to extract them from her full l ist , but I h ave cal cu l ated (by 

hand) the Ncpds in 'Unders6kning 3', using the s a me cr i ter i a 

for definition as I LIse for the main data . I h ave a l s o 

sampled ten prase books by writers contemporary with HM (for 

details see 2.2.1 and 5.2.2) . In Table 528 th e f re qu e n c y of 

Ne pd s in non-l i terary prase , repres&mted by WE~stman' s bl':: .. ld.L.§!.-· 
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12.!:...Q.?.il, is compared wi th th a t :l n l:l t erary pr'ose, r(;?pr esen t E~d 

b y my HM prase samples, my samples of c on temp o rary prase 

wor ks, and Hassler - G6ran s son' s 'Und e r s Hkning 3'. Tabl e 52C 

c omp a r es multipl e Nc p d f reque ncies in nan-l iterary prose, 

represen ted b y We nn e rberg' s nan - l i t er a ry t ex t s , and literary 

pras e, repr esented by We nner b er g 's literary text and my own 

HM pras e sampl es a nd c ont e mpora r y pras e con tro l samples. Th e 

differences found h a v e b een tested for s i gni f icance by 

a pplication of t h e c h i 2 t es t . 

ITABLE 52B Nc pd frequencies : Non - l i t e r ary vs literary 
pros e 

1 ========================================================~== 
lObs no I F IE x p nol 

IText type INa wordsl Ncpds I % INc pd s c hi 2 1 p 
1---- - - - - ---- 1--------1 - - ----- 1----- 1- - - --- 1--------- 1------
II\lon - l i terary I 86929 5888 16.77%1 4096 
I 
I 1024.74 I 0.00l.1 
ILiterary 283050 11547 14.07%11 3339 
-------------------------------------------------------------

-------------------------------------------------------------
ITABLE 52C Multiple Ncpd freque nc ies : No n- l iterary vs 

literary prose 
f====================== ======================c=============== : 

lOb s no 1 F IExp n o 
IText type INa wordsl Ncpds I % I Ncpd s : c hi 2 : p : 
1------ --------------------- - --- ---------------------------- 1 
II\lon-l i terary I 73300 1397 I 1.91Y.I 796 I 
I : 8 53 . :33 : 0.0011 I 

ILiterary 83188 303*: 0. 3 6y'1 904 
-------------------------------------------------------------
n,e high chi 2 figures** indicate that th e d i s tribut i o n is 

indeed significantly uneven, and the hypoth es i s th a t li terary 

prose generally makes less use of Ncpd s than nan - l it e r ary 

prose appears to be substantiated. 

------- --- ----------
* The fact that the Wennerberg figure s in c lud e same a dj ective 
and verb cpds does not invalidate the res ul t: an th e c o n trary, 
this number would of cour s e have bee n eve n s ma l l e r if th ey , 
could have been excluded. 

** With one degree of freedom, as here, th e min i mum va l ue of 
chi 2 for s tatistical Significa nce at th e 0 . 0 01 l e vel i s 10.828. 
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Be fore I go an t o examine HM's cpd densiti e s in r e l ati on 

to those in other samples of Swedish l iterature~ it ma y b e 

interesting to investigate how hi s individual works c omp are 

with non-literary language. We have seen that, a l though HM' s 

overall Ncpd frequency is only around 5% (Tab le 52A), s ome 

individual poems and prose passages can have very high Ncpd 

frequencies - around 30% is not impossible - and it i s l ik e l y 

that the percentage figures for different work s will v ary 

~Jite considerably. Table 520 gives the Ncpd frequen cies for 

HM's individual works and Westman"s bruksprosa. 

-------------------------------------------------------------
lTable S2D Ncpd frequencies in HM and in bruksp rosa (Bp) : 

HM works listed individually and in chrono l ogi ca l: 
order. Poetry first, followed by pros e samples * 
(see p VI ll for key to abbreviat e d titl e s ). 

1=========================================================== 1 
lText No words No cpds F % : 
1----------------------------------------------------------- : 
I (~ 
I ~ 3730 192 5.15% 
IFU 3665 171 4.67% 
IML 1037 52 5.01% 
INa 5703 384 6.73% 
IN 6136 489 7.971. 
INm (complete)** 4148 257 6.201. 
IP 9738 352 3.611. 
Ie 4664 235 5.04% 
IA 19059 658 3. 4 51. 
IGT 5969 246 4.12% 
IV 8189 373 4.551. 
IDLM 10607 514 4.851. 
IT 3299 271 8.211. 
ILES 4219 277 6.5 7% 
10 4512 142 3.15% 

IRUM (samp l es ) 949 60 6.321. 
IKF " 884 60 6.791. 
INS " 1744 60 3.44% 
IVU " 1036 60 5 .791. 
lVPM " 629 60 9.541. 
IV TO " 1587 60 3 .781. 
IDFJ " 1150 60 5.22% 
IVTK " 1568 60 3.83 1. 
IUFG " 1162 60 5. 161. 
IS " 1164 60 5. 151. 

:Westman's Bp 86929 5888 6.77% 
-------------------------------------------------------------* See 2.2.1 ** See 2.2.3 



samples of t::ap Facvi:il and Resor utan rn~l . al~e close to the 

functional prase as regards Ncpd density. Pas..§.acl, Ar!i..9.Cf.~, 

Doriderna and the samples of ~':\ ss)orna b],am!!l§., Vf;!I".:..lJ .... ;h.9.tl.!fLt;.. 

densities, but Natur, TLlvor and the sampl e Q·f ~in.Q_~J:l~. 

marken actually have percentages that are substantially 

higher than that in b r uk sprosa. 

These differences are mare c l early brought aut after 

application of the chi 2 significance test (Table 52E). 

-------------------------------------------------------------
ITable 52E Ncpds I all words: significance testing 

HM works listed separately I 
:=========================================================== 1 

: No: Ncpds 
IText Iwords : Obs.nol Exp.nol chi 2 p r'<:?s. I +/-" I 
1----- :------,-------:------- : -------- : ------- 1-------1-----: 
IS 3730 
IFU 
IML 
:No 
11\1 
Nm* 
I:::' 

C 
A 
GT 
V 
DLM 
'r 

'LES 
D 

RUM 
~::F 

NB 
VU 
VPM 
VTO 
DFJ 

Ivn:: 
IUFG 
:B 

lap 

3665 
1037 
5703 
6136 
1378 
9738 
4664 

11 9059 
I 5969 

EI1!39 
10607 
3299 
4219 
4512 

949 
884 

1744 
1036 
629 

1587 
1150 
1568 
1162 
1164 

186929 

192 
171 
52 

384 
489 

82 
352 
235 
658 
246 
373 
514 
271 
277 
142 

60 
60 
60 
60 
60 
60 
60 
60 
60 
60 

5888 

212 
208 

59 
3 24 
349 

78 
554 
265 

1084 
339 
466 
603 
188 
2 40 
257 

707.89 0.001 
54 
50 
99 
59 
36 
90 
65 
89 
66 
66 

4·943 

- 1.37 
-2.57 
-0 .91 
+::::.33 
+7. 49 
+0.46 
"-8. :'58 
- 1" 84 

: - 12.9LJ. 
"H·5.05 
-- 4. 3 1 
'-3. 62 
+6 . 05 
+2. :39 
--7.17 

+0. El2 
+1.41. 
-,,,3 .92 
+,0 . 14 
+4. 00 
M'''~; . 1.6 
- 0.62 
'-:3.07 
-0.74 
-0.74 

1+ 1:3.44 

+ 
+ 

+ 

+ 
-------------------------------------------------------------
*Only poems not otherwise covered (see 2. 1 .3) . 
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Mainly responsible for HM' s low Ncpd frequency overall i s 

Aniara, whi c h has a very high negative residual va lue. Passad , 

Doriderna and Grisen i Thul e also have significantly low cpd 

frequencies. However, negative residuals are to be expected~ 

we have already established that, as a whole, HM 's Ncpd dens

ity is significantly lower than tHat of bruksprosa. Much more 

interesting are the positive residual values. Three poetry 

collections, namely Natyr, Tyyg( and Ngmad (1931 ), a nd the 

sample from Yinden pi marken have significantly h igh 

proportions of Ncpds even in c omparison with bruksprosa. 

I s hall come back to this point in 5.2.4. 

~.2.2 Frequency comparisons HH pros. - contemporary prose 

Within the confines of literary prose, how do HM's Ncpd 

frequencies compare with those of other writers? The ten 

prose works I have sampled (details in 2.2.1) were written 

during roughly the same 50-year period (1925-79 ) as HM's 

prose works (published 1932-83, but written before 1978), and 

they have been chosen as far as possibl e to be on similar 

themes to HM's. The Hassler - Goransson data (see 5 . 2.1) 

represents writers of a generation before (the books were 

first published between 1887 and 1930). Table 52F compares 

the three sets of data, and shows the result of chi 2 signi 

ficance testing. 
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-------------------------------------------------------------
TABLE 52F Ncpd frequencies in literAry pro •• , 

including significance testing <p<O.OOl) 
=====================================================~=====1 
TeNts INa wordsl No Ncpds I F 

: Obs : E~:p: I. 
: chi'~': res. +/- : 

----------1--------1-----:-----1------:------1------- _._M· .. ·_·· .... l 
HM prose 
Control 
Hassler-G. 

I 
I 11873 I 600 I 436 5.051.1 +7.85 

17317 I 600 : 635 : 3.471.: 68.15: -1.39 
100000 :3541 :3670 : 3.541.: I -2.13 

-------------------------------------------------------------
There is a clearly significant difference between the three 

sets of teNt, with the HM prose samples having an eNeeS5 of 

Ncds and being mainly responsible for the uneven distribution. 

A further comparison has been made between the samples 

from individual works (HM and control only; no separate 

figures are available for the Hassler-Garansson data). The 

samples are rather small, ranging from 629 to 3344 words in 

total length (each sample being made up of three extracts), 

and I would not wish to claim that they necessarily reflect 

the Ncpd frequencies of the complete works. It is, however, 

Possible to make an estimate of frequencies in whole works, 

using figures from samples (see 2.3.3). After calculating the 

standard error (SE), the ranges of Ncpd frequency in the 

complete works can be predicted. Table 52G shows the predict-

ad ranges for the works whose samples have the highest and 

the lowest Ncpd density in each group (HM and control). Plus 

or minus two standard errors gives 951. certainty. 

-------------------------------------------------------------
ITABLE S2B Prediction of Ncpd frequencies in whole works 

Two ..... pro.e work. and two control work. 
F • Frequency: Ncpds as percentage of words 

SE • Standard error 
--===-•••••• _----=--==---==-===-==-===---==================: 
Text F in sample : Predicted range of F: 

SE in whole work 
I. (+ and - 2 SE) 

----------1-------------1------------1---------------------: 
HMI VPM 9.741. 0.0118223 7.381. - 12. 101. 
Ekstrl:lm 8.29'Y. 0.010247:5 6.241. - 10.341. 
HM: NB 1 3.441. 0.0043642 2.571. - 4.311. 
Lagerkvistl 1.791. 0.0022928 1.331. - 2.251. 

------------------------------------------------------------~-



._. 208 -. 

As the table shows, one can be fairly satisfied that there 

are real differences between the works, at least between 

those with the highest and the lowest Ncpd densities. I there-

fore feel that it is justified to study the differences 

between individual samples to see if any patterns emerge. The 

details of all the prose samples (HM and control) are set out 

in Tables 52H and 52I. 

-------------------------------------------------------------
ITABLE ~2H Ncpd fr.qu.nci ••• HM pro •• works (SAmples) : 
f-·======m.======= ••• ============= ___ =======================1 
:Work No words per sample No Ncpds F I. 

1-----------------------------------------------------------, 
IRUM (1932) 240 + 310 + 399" 949 60 6.321. 
IKF (1933) 263 + 239 + 382 = 884 60 6.791. 
INB (1935) 596 + 432 + 716 .. 1744 60 3.441. 
IVU (1936) 382 + 287 + 367 = 1036 60 5.791. 
IVPM (1937-9)* 165 + 180 + 284" 629 60 9.54% 
IVTD (1940) 618 + 631 + 338 .. 1587 60 3.781. 
IDFJ (1941) 390 + 418 + 342 = 1150 60 5.221. 
IVTK (1948) 417 + 644 + 507 .. 1568 60 3.831. 
IUFG (1963) 139 + 350 + 673 .. 1162 60 5.161. 
IB (1983) 457 + 331 + 376 .. 1164 60 5.151. 

-------------------------------------------------------------
-------------------------------------------------------------

TABLE ~2I Ncpd fr.qu.nci ••• pro •• work. (samples) by 
cont.-porary writers 
(For book title. s •• 2.2.1 or Table 52K) 

=-------------------=====-=========-======================= 
Writer No words per sample Nc:pds F I. 
-----------------------------------------------------------
lag.rkvi.t (1925) 726 + 1304 + 1316 .. 3346 60 1.791. 
Martinson,M. (1933) 493 + 486 + 826 .. 1805 60 3.321.. 
Johnson (1934) 920 + 846 + 609 .. 2375 60 2.531. 
FridagArd (1935) 573 + 508 + 717 = 1798 60 3.341. 
lo-JohAn.son(1939) 566 + 657 + 426 .. 1649 60 3.641. 
Moberc;J (1949) 245 + 367 + 464 .. 1076 60 5.581. 
lidman ( 1960) 707 + 1264 + 721 .. 2692 60 2.23'Y. 
Von Rosen ( 1966) 239 + 150 + 599 .. 988 60 6.071. 
A.pen.tram (1973) 187 + 314 + 363 III 864 60 6.941. 
Ekstrl:lm ( 1979) 200 + 207 + 317 ... 724 60 8. 2<1'1. 

-------------------------------------------------------------
From the control sample frequencies, it looks as though 

there may be a link between period and Ncpd frequenc:y. This 

is more clearly .een if the figures are plotted onto a graph, 

with the frequencies on the y-axis and the dates of public:at

ion on the x-axis (Table 52J). 

--------------------
*Actually 1964, but first published 1937-9 (see p 210). 
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ITABLE ~2J Ncpd frequency and date of pUblication 
Literary prose 

~==========================================m====~==~========1 

10%+ 

9%+ 

I 
8%+ 

7%+ 

Ii' 
" 6%+ 
" 

~ 
'I 
, I 

, I 

: I 
, I , , , , , 

r , 
I \ , q 

o , R 
5%+ I , 

I , , , , , 
4%+ " 

: ,I x 

I ~/ 
3'l.~ V 
2X!/ 

x 
I 

1'l.+ 

(0) 

0'---0 HM 

>:----:-: Control 

1---+----+----+----+----+----+----+----+----+----+----+----+ 
: 1925 30 35 40 4~ 50 ~5 60 65 70 75 80 
-------------------------------------------------------------

With the exception of the Sara Lidman sample (1960), the 

control group displays astounding correspondence between date 

of pUblication and Ncpd frequency: generally speaking, the 

more recent the text, the higher the percentage of Ncpds. The 

correlation i. likely to be high, though I have not attempted 

to .stablish exactly how high, because I feel it must be a 

rogue r.sult, a fortuitous consequence of the sampling. It is 

most unlikely that th ••• figur.s, obtained from ten different 

writers, would be the result of some actual general change in 

compound usage in literary language. 
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In any case, the HM figures would be evidence against 

such a change having taken place. His highest figure is for 

~inden gill mar-ken which was, admittedly, published quite late 

(1964) but it was written much earlier: it is a reprint of 

p.'!rts of Svf,rmare och harkrank (1937). Mida9lD.!J1_an;L@..!..§D .. (19:38> 

and Oet enkla och det syillra (1939) and reflects his language 

of that period. The sample has been plotted at 1938 in the 

graph, the point in brackets at 1964 marking the actual year 

of publication. With the exception of ~~--'!.A .. ...!!larf:;..§n. HM's 

Ncpd frequencies remain around 4X-6X, and certainly show no 

rise towards later years. The peaks, as well as the biggest 

fluctuations, are in the samples from the 30's. 

There is another way of looking at the results. The cen

tral texts have been deliberately chosen to be similar to the 

HM texts in choice of theme and approach. HM's books are not 

easily classified in terms such as novels, autobiography. 

short stories or essays, but bridge such categories. He 

himself preferred to use vaguer terms like 'berittelse' 

(about Nisslorna blomma, Erfurth 1980 p15) and 'smaprosa' 

(title page of Utsikt fran en gristuva). Some of his early 

writing has an autobiographical background, but nature is 

always a major driving-force and soon becomes the dominant 

impulse. But whatever the starting-point, running through 

most of his prose writing (even the more narrative) are 

philosophical, moral and political - in the widest sense of 

the word - musings. It is difficult to find parallels to this 

in other writers, but the EkstrBm and von Rosen books, and to 

some extent the AspenstrBm book, come closest. These texts 

could not be described as narrative fiction, but are closer 

to factual, or functional, prose. 
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In Table 52K, all twenty prose samples (HM and control) 

have been placed in rank order according to Ncpd frequency. 

The texts marked with asterisks are those that are felt to 

be, more <**> or less <*> clearly, of the semi-factual type 

described above. 

~~;~~-;;~--;;~;;-;;;i;;-~~-;~~-~~;;-;~~~;~~~~-;~-~~~~'-- .. ···-1 

======-==-!~=~=~~~-----==================================~ 
Text sample Ncpd F I. I 

Control HM I 

-----------------------------------------------------------~ 
HM: Vinden pi marken ** 9.541. I 
Ekstr~m, Naturen pi Stera Skuggan** 8.29% 
Aspenstram, Bicken* 6.941. 
HM:Kap Farvil* 
HM: Reser utan mil* 
ven Resan, Samtal mad en notvicka** 
HMI Vagen ut 
Meberg, Utvandrarna 
HM: Den f~rlerade jaguar.n 
HM: Utsikt fran en gristuva** 
HMI Bellesager 
HM: Vigen till Kleckrike 
HM: Verklighet till dods** 
Le-Jehanssen, Bara en mer 
HMI Nisslerna blemma 

6.07% 

5.58% 

3.641. 

Frideglrd, Lars Hlrd 3.34% 
Martinsen, Kvinner ech ippeltrid 3.32% 
Jehnsen, Nu var det 1914 2.531. 

6.79% 

5.791. 

5.22% 
5.16% 
5.151. 
3.831. 
3.78% 

3.44% 

Lidman, Bira mistel 2.231. 
Lagerkvist, Gist heB verkligh.ten 1.79% I 
------------------------------------------------------------

The centrel samples clearly fall inte two groups, six with 

a Ncpd frequency ef between 1.79" and 3.64" and four samples 

with censiderably higher Ncpd frequencies. Those with the 

high.st prepertien ef Ncpds, it will be neticed, are the 

three that are felt te be ef a mere factual kind. The Moberg 

sample eccupies a middle pesitien. Interestingly, when the 

three Meberg subsamples are examined (see Table 521), it is 

found that the first subsample, which is taken from the 

factual introduction to the novel, has a much higher Ncpd 

denSity than the other two samples, taken from the middle and 
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end of the novel: the first subsample (245 words, 20 Ncpds) 

has a frequency of 8.16X Ncpds, whilst the second and third 

(367 and 464 words, 20 Ncpds each) have Ncpd frequencies of 

only 5.45X and 4.31%, respectively. 

Looking at the list as a whole, it will be seen that the 

top six prose samples are all of the more factual type. This 

is not a surprising finding, but corresponds well with, and 

gives further support to, my contention in 5.2.1 that non

fictional prose in general has a higher Ncpd density than 

fictional prose. (Brukscrosa, it will be remembered, has a 

frequency of 6.77%.) 

However, even though HM's top three samples are of the 

more factual kind, it is not the case that all his asterisked 

books are placed highly in his frequency rank ordering. On 

the contrary, they are dispersed over the whole range. This 

i!i perhaps an indication, among others, of his tendency to 

use his highly individual style in largely the same way in 

all his writing, whether philosophical, polemic or narrative. 

What is clear from the rank order list is that, overall. HM 

tends to use cpds more in his pros. than contemporary writers: 

his lowest Ncpd frequency fiQure is higher than those of five 

of the ten control sampl.s. 

It remains to test the differences found for significance. 

I have done this 1n two ways, comparing, on the one hand, 

samples (asterisked in Table 52K) that represent semi-factual 

literary language (as discussed above) with the remaining 

samples - 'narrative literary prose' - (Table 52L) and, on 

the other hand, the HM prose samples as a whole with the 

control samples as a whole (Table 52M). 
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TABLE 52L Ncpd frequency: factual VB narrative literary 
prose. Significance testing. 

======================================================~==== 
Text-type: No words: No Ncpds 

: Obs: E>:p 
F 
I. 

p 

----------:---------1-----1-------1-------1--------1-------
Factual 7987 480 326 6.011. 

1 99. 8'7' 1 (I. 001 
Narrative 21401 720 874 3.361. 

ITABLE 52" Ncpd frequency: HM vs control literary prose 
Significance te.ting 

1==================.··==-=======-=======-=================== 
ISample : No words 1 No Nc:pds F chi 2 P 
1 1 Dbs I E>:p I. I 

1---------1---------1------1------1-------1--------1--------
IHM 11873 600 488 5.051. 

43.32 I 0.001 
IControl 17317 600 712 3.471. 

-------------------------------------------------------------

Both differenc:es are found to be significant at the 0.001 

level. It has already been shown that func:tional language has 

a higher Ncpd density than literary language (Tables 529 and 

52C). It can now also be stated that, within literary prose, 

more factual genre. have a greater tendency to use Ncpds 

(T ab I e 52L>. 

It is possible that Nc:pd density may be more strongly con-

nect.d with the individual writer than with the type of text. 

HM, in his pros., has a tendency to use Nc:pds more than other' 

writers (Tabl •• 52M and 52F). 
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5.2.3 Frequency comparisons 
HM poetry - contemporary poetry 

The pilot study (1.4.2), which dealt with poetry only, 

indi cated that HM's language (measured in La.ngs ekat. sti 9..~~" 

which has a Ncpd frequency of 6.57%) might be richer in Ncpds 

than the language of contemporary poets (the control sample 

having a Ncpd frequency of 3.79%). We have seen (Table 52D) 

that LES is in fact one of HM's most cpd-dense collections, 

and (Table 52A) that his overall frequency is considerably 

lower (4.83%), though still higher than that of the pilot 

study control. To test the pilot study hypothesis on the com-

plete main data against a larger control sample, figLlres for' 

two individual poets have been assembled, namely Hjalmar Gull-

berg (1898-1961) and Birger Sj~berg (1885-1929). 

Gullberg was a contemporary of HM's. He was born six years 

before HM, made his debut two years before him and died 17 

years before him, but for three decades their published works 

overlap. There is a concordance available for Gullberg's work 

(Thavenius 1971). It covers 480 poems (48975 running words), 

published between 1927 and 1961. Cpds are not listed separate-

ly, but I have excerpted the Ncpds (using the same definition 

a$ that used for the main data>, and found 1444 different 

Ncpds (types). 238 of these occur more than once (between two 

and ten times), making a total number of tokens of 1837. 

In Gunnar Halfn's stylistic study (1946) of Sj~berg's 

Kriser pcb kransar (published in 1926), cpds rate a special 

mention. Helfn counted 623 cpds (whether they are all nouns 

is not entirely clear), but he does not tell us what percent 

that is of the total number of words. I have not undertaken a 
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full word-count, but est i mate the number c)'f words i, n f(r:..:! .. '?"'§!.: .. 

pch kransar to be in the region of 11500. This would yield 

the comparatively high percentage figure of 5.4% Ncpds. 

Birger Sj6berg has therefore been selected for sampling~ even 

though he is not strictly a contemporary of HM's. He died in 

the year of HM's debut, but all his poetry was published in 

the last seven years of his life, or posthumously. I have 

excerpted the Ncpds from the first five poems of five collect-

ions (listed in Table 52N), and counted the number ef words. 

The sample from Kriser ocb kranle!:, turns out to be t.he most 

cpd-dense but, overall, Sj5berg does not scere highly. 

-------------------------------------------------------------
TABLE S2N Frequencie. of Ncpds 1n Sjoberg •• mpl •• 
======================-====-================================: 
Text No words 1 No Ncpds 

in sample : in sample 
F 
% 

-------------------------- ----------:------------i--------
Fridas bok ( 1922) 1670 67 4.01% 
Kriser och kransar ( 1926) 1004 52 5.18% 
Fridas andra bok ( 1929) 1131 41 3.631. 
Minnen fran Jorden ( 1940) 113'7 13 1. 14% 
Syntaxupproret ( 1955) 881 20 2.27% 

Total Sj5berg sampl. 5823 19:::;; 3.31% 
-------------------------------------------------------------

Table 520 compares the Ncpd frequencies of the HM main 

data with three controls: Gullberg (excerpted from the con-

cordance), the Sj6berg sample, and the pilot study anthology 

sample: seventeen contemporary poems by different peets (see 

1.4.2 for details). 

-------------------------------------------------------------
ITABLE :520 Frequencies of Ncpds in Hn's poetry and 

contemporary poetry, including significance 
te.ting p<O.OOl =======_====_= ___ = ______ ===================================1 

Tel<t I No No Ncpds F c:h i :;.? r +/, .. -I 

Iwords: Obs I Exp % I 

----------------1-----:-----:---- ------ -------- : . __ .. ---
HM 1919051 443814035 4.83% :+6.05 + 
(3ull berg 1489751 183712150 3.75% 115.38 :-7.30 
Sj6berg sample I 5823: 1931 256 3.31% :-4.62 
Anthology sample: 432:51 164: 190 3.79'Y. :-2.03 

-------------------------------------------------------------
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The uneven distribution of Ncpds is statistically significant 

at the 0.001 level, and HM alone has a clear excess of Ncpds. 

Gullberg's deficit is particularly large. 

The conclusion to be drawn from the statistical compari-

sons in Tables 52A-O is that, even though literary language 

in general appears to make less use of Ncpds than factual 

language, within literary language, HM uses Ncpds to a great-

er extent than the other writers examined, whether he is 

writing in prose or poetry. 

However, in HM's poetry as in his prose, there are con-

siderable differences between individual works (Table 52DI, 

some of which have proved to have a statistically significant 

excess of Ncpds even when measured against bruksprosa, funct-

tional language (Table 52E). The next section deals with HM's 

poetry in more detail. 

Frequency comparisons within HMos poetry: different 
collections and different type. of poetry 

We have seen (Table 52J) that the differences found 

between Ncpd frequencies in various HM prose samples do not 

appear to be linked with date of publication. The same is 

true for his poetry (Table 52P): 
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TABLE 52P Ncpd frequencies in HM collections listed 
chronologically (See Table 520 for exact values): 

===========================================================: 
9X 

8X 

7X 

6% 

14% 

13% 
I 
12% 

11% 
I 
10% 
I 

S 
11929 

FU 
-29 

ML No N Nm 
-31 -31 -34 -43 

P C A 
-45 -53 -56 

GT V 
-58 -60 

OLM 
-71 

T LES 0 
-74 -78-80: 

-------------------------------------------------------------
One peak is reached in the early 30's, with Natgc and both 

editions of Nomad, and another in the 70's, with Tuvor and 

Lingl ekots .tigar. It will be remembered that, even in com-

parison with Westman's Bruksgrosa, Natur, Tuvor and ~omad 

(1931) have lignificantly high Ncpd frequencies (Table 52E). 

The lowest frequencies are found in Eassid (1945), Aniara 

(1956) and Dgriderna (1980). 

Rather than look for a link with period, a more fruitf~ll 

approach appears to be to conlider the character of the 

various collections. There is one obvious difference between 

the poetry collections with the highest Ncpd frequencies and 

those with the lowest frequencies, namely the predominance of 

nature poetry and of cosmic poetry, relpectively: L~or, the 

collection that il mOlt uniformly nature-biased, tops the 

lilt, and Aniara and Doriderna, the two collections that deal 

almost exclusively with macro and micro cosmos, are at the 

bottom of the list. 
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Looking again at Table 52P in the light of this link with 

subject-matter, one can trace a clear connection with HM's 

preoccupations during different periods of his life. The very 

earliest poetry drew on his experiences at sea, but from 1931 

onwards, nature was the major impetus for his writing. From 

fassfd (1945) on, for almost three decades, HM's poetry was 

more inward-looking and he concentrated on philosophical and 

moral issues (including Aniar@ and Aniar@-type poetry). 

eikada, which contains many of his best nature Vignettes, 

forms a minor peak within this period. Then there was a 

return to nature towards the end of his life. 

Characterising poetry as 'inward-Iooking', and collections 

as 'containing many of his best nature vignettes', etc. is 

too subjective and imprecise an exercise, however, to be of 

any real help in finding an explanation for the uneven Ncpd 

distribution. It i5, admittedly, not easy to get an accurate 

measure of, say, the amount of nature poetry in different 

collections, but it will be remembered that, during the 

excerption of Ncpds, every poem was classified as belonging 

to one of six 'poem type.': 

1. Nature Vignette 
2. Nature contemplation 
3. Macro and micro cosmo. 
4. General contemplation 
5. Personal or nostalgic 
6. Narrative or polemic 

(See 2.2.2 for a discussion of these, and Tables 22A-C for 

the distribution.) 

In an attempt to arrive at a more objective measure, I 

have calculated the number of words in the nature poetry, 

i.e. Types 1 and 2, and expres.ed the number as a percentage 

of the total number of words in each collection <Table 52Q). 
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TABLE 52Q HH collections: proportion of nature poetry 
=======================================================::=:=: 

Total no 
wor-ds 

No words in 
Types 1+2 

Per-cent age 
of wor-ds 

in Types 1+2 
-----------------------------------------------------------: 

S 3730 355 lO%. 

FU 3665 263 TY. 

ML 1037 643 62'%. 

No 5703 113(~ 20'%. 

N 6136 2239 :36'%. 

Nm 1378 462 34%. 

P 9738 1521 16'%. 

C 4664 2032 44f. 

A 19059 103 1f. 

GT 5969 2301 39f. 

V 8189 1302 16f. 

DLM 10607 2585 24'%. 

T 3299 3244 98f. 

LES 4219 2557 61f. 

D 4512 0 Of. 

The percentages of words of Types 1 and 2 are compared with 

the Ncpd frequencies in the collections in Table 52F~ (see 

next page). 

Two of the three collections that consist of mor-e than half 

nature poetry (T and LES) , and four of the seven collections 

that consist of more than a third nature poetry (T, LES, N 

and Nm) have Ncpd frequencies well above the mean; only GT 

has not. Of the eight collections that consist of less than 

a third nature poetry, only one (No) has a Ncpd frequency 

considerably above the mean, and three (D, A and P) are well 

below it. 
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TABLE ~2R The relationship between Ncpd frequency and 
proportion of nature poetry 
(Words of Types 1+2 expressed as a percentage 
of the total no of words in the collection) 

=========================================================:==1 
Ncpd 

F 

9X + 
I 

BX + 

7X + 

6X + 
I 
I 
! 

~X + •• 
<9> 

!<FU> 
I 
I 

4X + 
! 
{A) 

<0> 
3X + 

I 
I 
! 

2X + 
I 

IX + 

<T> 
<N) 

<No> 
<LE9) 

<Nm> 

. <DLM>. . <C> . .<ML> . 
(M._na 

<V> .:". ,g:;!!t'X,) 

.<aT> 

<P> 

OX +----+----+----+----+----+----+----+----+----+----+ 
OX lOX 20X 30X 40X ~OX 60X 70X BOX 90X 100X 

Percent of words in 
Types 1 and 2 

( 1 /2) 

-------------------------------------------------------------
It looks as if there may, indeed, be a link between Ncpd 

frequency and genre or subject matter. The next step is to 

investigate the exact Ncpd frequencies in the six poem types 
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and compare them across collections, so that it can be estab-

lished whether, in fact, there are significant differenciss 

in the tendency to use Ncpds in different types of poetry. 

Table 528 sets out the number of words, the number of Ncpds 

and the percentage of Ncpds in the six poem types. The 

collections are listed chronologically. 

------------------------------------------------------------------
ITABLE 52S lepd Irlqulneill in thl dilflrlnt POll tYPl1 in 

diffirlRt tolllCtlonl 
(Pro'l pi.li,l. in FU ind No not includld) 

I , 
I I , ................................................................. : 

TYPE 1 TYPE 2 TYPE 3 
ITllt IMordl Nepd. XNcpdl IMard. Icpd. XNcpd. IWordl Ncpdl Xlcpdl I 
1-----·_------------------1------------------- -------------------1 
IS m 21 5.92 132 12 9.09 
IFU 263 6 2.29 
III. 105 6 5.71 53B 30 MB 
1110 2B7 26 9.06 I 852 59 6.92 
IN 1469 132 8.99 1 770 56 7.27 43 6 13.95 
INa 21B 9 4.13 I 244 6 2.46 
IP 539 32 5.93 I 982 42 4.28 lOS 1 0.95 
Ie 1214 82 6.75 I 818 37 4.52 243 7 2.BB ' 
IA I 103 7 6.80 18956 6S1 3.43 
IBT I 1097 62 5.65 I 1204 37 3.07 I 239 13 5.44 
IY I 473 33 6.97 I 829 32 3.86 I 224 10 4.46 I 

IDl" I 844 72 B.53 I 1741 111 6.38 I 749 25 3.34 
IT I 2874 252 B.76 I 370 17 4.59 I 
ILES I 1770 154 B.70 I 787 56 7.11 I 271 17 6.27 
ID I I I 4512 142 l.I5 
I I I 
1-----------------------------------------------------------------1 

TYPE 4 I TYPE 5 TYPE 6 
ITlxt IMordl Ncpd. 'ltpdl IWord. Icpd. 'Icpdl IWord. Ncpd. 'ltpdl 1 
1-----1-------------------1-------------------1-------------------: 
IS 323 17 5.30 I 1541 77 4.93 I 1379 65 4.71 I 
IFU 64 3 4.69 I 534 12 2.25 I 126 4 3.17 1 
Ill. 79 2 2.53 I 111 5 4.50 I 204 9 4.41 I 
1110 I 631 30 4.75 I 2497 174 6.97 I 380 25 6.58 : 
IN I 251 27 10.75 I 1283 100 7.79 I 2313 168 7.26 I 
INa I 460 42 9.13 I 456 25 5.48 I 
IP 4931 174 3.60 I 600 31 5.17 I 2581 72 2.83 I 
Ie 1m 59 3.89 I 396 16 4.04 I 478 34 7.11 : 
IA I I 
1ST 1342 51 3.80 I 339 5 1.47 I 1748 78 4.46 : 
IY 2639 125 4.74 I B44 37 4.38 I 3180 136 4.28 I 
IDU 6019 229 3.80 I 279 11 3.94 I m 66 6.77 I 
IT I 55 2 3.63 : 
ILES 465 15 3.22 I 556 20 3.60 I 370 15 4.05 I 
ID I I I 

I 
------------------------------------------------------------------
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At a glance~ the nature poetry (i.e. Types 1 and 2) does 

indeed appear generally to have high Ncpd frequencie&~ but 

there are also some high figures in the personal/nostalgic 

and the narrative/polemic poetry (Types 5 and 6). Within the 

nature poetry, the vignettes are clearly more cpd-dense than 

the contemplations: in all collections that have both types~ 

Type 1 frequencies are higher than Type 2. 

Some extreme values, e.g. 13.95X (Type 3:N) and 0.95% 

(Type 3:P) are basad on vary few words and/or very few Ncpds 

and, in some cases, turn out to represent one poem only. (For 

the number of poems in each case see Table 22A.) 

The information contained in Table 528 can be more clearly 

seen in graphical form. Table 52T (next page) shows the 

Ncpd densiti.s (along the y-axis) of different poem types, 

with the collections listed in chronological order along the 

x-axis. (For the sake of space, the usual initials are written 

vertically). To avoid misleading peaks in the histogram~ 

seven figures in Table 52S which are based on single 

poems only hava been omitted, namely the two mentioned above 

(Type 3: Nand P), and also Type 2:A, Type 3:8, Type 4:FU and 

Type 6:FU and T. 

The first poem type can clearly be seen to be the most 

compound-dense, probably followed by types 2 and 5. Even 

though, in individual collections, particularly those from 

the thirties, other types also achieve high percentages, no 

one type has as consistently high figures as the nature 

Vignettes: in ten of the eleven collections that contain 

nature vignettes, their Ncpd percentage Is 5% or more, and 

in five of them it is 8X or more. For type 2 only six out of 
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:TABLE 52T Ncpd density and poem type 
:===========================================================: 
'Ncpd F 

11 % + 

10% + 

91. + 

81. + 

71. + 

61. + 
I 

51. + 
I 

41. + 

31. + 
I 

21. + 
I 

11. + 
I 

POEM TYPE 1 

xx 
XX 
xx 
XX 
XX 
XX X 
XX xX 

XXX XX 
XXX XX 
XXX XX 
XXXXXX 
XXXXXX 
XXXXXX 
XXXXXX 
XXXXXX 
XXXXXX 
XXXXXX 
XXXXXX 

xXX 
xxx 
XXX 

xXXX 
XXXX 
XXXX 

xXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 

POEM TYPE 2 

+ 

+ 

+ 

+ 
I 
+ X 
I XX 
+ XX 

X >: XX 
+ X XXX 

X XXX x 
+ X XXX XX 

X XXX XX 
+ X XXX XX 

X XXXxXX 
+ XXXXXXXX 

XXXXXXXX 
+ XXXXXXXX 
I XXXXXXXX 

X 
>: X 
X X 
X X 
X X 
Xx X 
XXX 

XXXX 
xXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 
XXXXX 

+ 

+ 

+ 

+ 

+ 

+ 

+ 

+ 

+ 

+ 

+ 

POEM TYF'E :3 

X 
:.( X 
X X 
X}( X 
XX X 

:.: XX:-: X 
XXXX X:·: 

XXXXX XX 
XXXXX XX 
XXXXX XX 
XXXXX XX 
XXXXX XX 

+-----------------------------------------------------
SFMNNNPCAGVDTLD SFMNNNPCAGVDTLD SFMNNNPCAGVDTLD 

ULo m T L E ULo m T L E ULo m T L E 
M S M S M S 

INcpd F POEM TYPE 4 POEM TYPE 5 POEM TYPE 1:.1 

11% + + + 
I X 

101. + X + + 
I X 

91. + X + x + 
X X 

81. + X + X + 
I X XX 

71. + X + xXX + X X 
X XXX :.: X X X 

6% + X + XXX + XX X X 
X XXX X X}( X X 

51. + X X + XXXX + XXX X X 
I X XX X X xXXXX x X >( XXX X N X 

41. + X XX X + X XXXXX:< Xx + X XXXX X XXX :.~ 

I X XX xX XXX X XXXXXX XX x X XXXX X XXX X 
31. + X XX XX XXX X + X XXXXXX XX X + X XXXX X XXX X 

I X xXX XX XXX X I X XXXXXX XX X X XXXXXX XXX X 
21. + X XXX XX XXX X + XXXXXXXX XX X + X XXXXXX XXX X 

I X XXX XX XXX X I XXXXXXXX xXX X X XXXXXX XXX X 
11. + X XXX xx XXX X + XXXXXXXX XXX X + X XXXXXX XXX X 

I X XXX XX XXX X I XXX XXX XX XXX X X XXXXXX XXX X 
+-----------------------------------------------------, SFMNNNPCAGVDTLD I SFMNNNPCAGVDTLD , SFMNNNPCAGVDTLD , I 

ULo m T L E ULo m T L E ULo m T L E 
M S M S M S 

-------------------------------------------------------------
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thirteen reach 5% or more. and none 8%. For type 5 four out 

c)'f twelve collections reach 5%, and one goes above EI%. The 

cosmic poetry (type 3) is clearly the least cpd-dense. It 

only achieves 5% or more in two collections. 

Table 52U demonstrates the distribution of the frequencies 

TABLE ~2U Di.tribution around the m •• n of Ncpd frequencies : 
in poem typ •• 1 and 3 

==== •••••••••••• ===== •• -•• == •••• ==.=========================: 
N(:pd F 

10% 
I 

I 
9%+ 

I 

8'Y.+ 
I 

7'Y.+ 1 
I 
I 
I 

6'Y.+ 1 
I 1 

3 
5%+ 

I

I /3 

4%+ ~ 

I ...,.3 
1.3 

3'Y.+ 
I 

I 
2%+ 

1%+ 
I 

l. 
1 1 

1 

1 

1 

1 

::5 
3 

• • 
·f', ... · .. C:f U .... lC: y 

0%+---------------------------------------------------------

D A p aT V FU DLM ML C 5 Nm LES No N T 

-------------------------------------------------------------
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for the nature vignettes and the cosmic poetry around the 

overall mean Ncpd frequencies for the various collections. 

which have here been listed in order of rising means rather 

than in chronological order. Only two values are on the 'wrong' 

side of the mean: the nature vignettes in Nm (figure based on 

four poems) and the cosmic poetry in GT (two poems only). 

In Table ~2V the total number of words and Ncpds fer each 

poem type has baen added up and the Ncpd percentages fer each 

type calculated. The differences have been tested for statist-

ical significance. 

-------------------------------------------------------------
ITABLE ~2V Ncpd frequencies in poe. type. 

including significance te.ting p(O.OOl: 
1== ••••••••••••••• == •••••••• ----===.===.====================' 
1 Poem No No Ncpds 1 F 
1 type words Obs. Exp. 1 I. chi;;! res. : +/.-
1------- ------- ----------- -------:--______ 1 ______ --------

1 
: Type 1 10890 
:Type 2 9856 
IType 3 25474 
IType 4 18259 
1 Type ~ 9440 
IType 6 14245 
1 

860 ~22 

~17 472 
884 1220 
732 874 
530 452 
699 682 

7.891. 
5.251. 
3.471. 
4.011. 
~.611. 

4.911. 

+14.79 
+ 2.07 

352.64 9.62 
- 4. EIO 
+ 3.67 

1 + 0.65 

+ 

+ 

-------------------------------------------------------------
The overall Ncpd frequency for nature vignettes is con-

siderably above the overall HM (main data) mean (4.831.), and 

the cosmic poetry is well below it. The chi;;! value is 

high, and significant at the 0.001 lavel. It is the high 

frequencies in the nature vignettes and the low frequencies 

in the cosmic poetry that are chiefly responsible for the un-

even distribution, but as can be sean from the generally high 

residual figures, the distribution as a whole is far from 

standard normal. 

There is another difference between type 1 and type 3 

poems which should not ba overlooked, namely that of length. 
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The mean length of the naturoe vignett.es is 48 war-ods <:\nd th<!l.t.: 

of cosmic poems 147 words (See Table 22A). It does not seem 

~'likely that a poet would be more prone to use cpds in a 

more concentrated form of poetry: the alternative is usually 

a longer prepositional or genitival phrase. The graph in 

Table 52W shows that there is indeed a (negative) correlation 

(see 2.3.3) between the mean lengths of poems of the differ-

ent types and the mean Ncpd frequencies. 

-------------------------------------------------------------
TABLE ~2W Th. r.lationship b.t" •• n •• an Ncpd frequency 

and .. an l.nQth of po.m. 
Numbers refer to poem types. 

====================================================m===~===: 
Mean 
N(:pd 
F 

1 
81. + 

I 
71. + 

I 
61. + 

51. + 

41. + 3 .... 
31. + 

I 
21. + 

I 
11. + 

01. +----+---------+---------+---------+---------+---------+-
25 50 75 100 125 150 

Mean length of poems 
-------------------------------------------------------------

To test this idea in more detail, the lengths of individ-

ual poems in two collections have been correlated with the 

percentage of Ncpds in the individual poems. The collections 

chOsen are Tuyor (69 poems) and Roriderna (44 poems), the two 

with the overall highest and lowest Ncpd percentages. 

The poems range in length between 15 and 409 wordS, and 
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the Ncpd frequencies between OX and 28.6X. There is indeed a 

negative correlation between poem length and Ncpd density, 

though not as strong as the comparisons of means in Table 52W 

would lead one to believe. The correlation coefficient is 

-0.4, which is not a high figure, but it is significant at 

the 0.001 level. In these two collections, one can expect it 

to be the case that the shorter the poem, the higher the 

ratio of Ncpds. 

It is the case, however, that lyyor, which consists of 99% 

nature poetry, has predominantly short poems (ranging between 

21 and 152 words; mean length 48), and the reason for the 

higher Ncpd frequencies in shorter poems could still be 

SUbject-matter rather than length. Doriderna (100X cosmic 

poetry) has a wider range of poem lengths (between 15 and 409 

words; mean length 103). In order to eliminate the subject

matter variable I have therefore also investigated the 

relationship between poem length and Ncpd frequency within 

Dpriderna itself. The coefficient here turns out to be -0.19 

only, which is not .ignificant even at the 0.1 level of 

probability. The conclusion that must be drawn is that, even 

though there is a tendency towards greater Ncpd density in 

shorter poems, there appears to be a stronger link between 

Ncpd density and subject-matter. 

One further point needs to be considered. It is possible 

that the difference. in Ncpd frequency could simply reflect 

differences in overall noun frequency. In order to test this 

notion, I have selected three of HM's collections for a more 

detailed statistical analysis (Green 1985), namely the two 

with the highest and the lowest overall Ncpd frequencies, 

D.IVO[, wi th its predomi nance of short nature poems, and 



Dol" i derna~ whi ch consi st.s ent. i reI y of c:osmi c poetr'Y, and L"':i1:.U(I'? 

§.!:;ots_stigar. The latter occLtpies an intelr·meciiat.E~ pC)~;;itiC)n 

between the other two in several respects (mean Ncpd frequen--

cy, mean length of poem, general character), t.hough it is 

closer to Tuvor than to Doriderna in most of these, and 

particularly in character: although it contains poems of all 

six types, more than half is nature poetry (see Table 52XI. 

It looks as though one should expect around 27% nouns in 

an average Swedish text: Westman's 6ruksPIO..§.§l contains 27.05% 

nouns and AII~n's newspaper language 26.62% (22.17% nouns and 

4.45% proper nouns). In Table 52X we see that it is indeed 

the case that the most Ncpd-dens. collection, TL\,Yor .• also has; 

a higher than average proportion of nouns and poriQ§.r."D.~ i:\ 

lower than average proporti on, whereas l"c'ijngs ".5t.ko"t..!!:L.?.t.t.9..ef.:. is 

just slightly above the norm. 

-------------------------------------------------------------
ITABLE S2X Frequence. of Ncpd. and noun. 

in three collection. 
1=======---==------------=---------=========-=====-====~==_= 
IText 1 Ncpds 1 No X words in I Mean lengt.h I Nouns 

F 1 words I in Types 1+21 of poem F 
1-----1--------1-------1-------------1--------------1-------
IT 1 8.211.. 1 3299 1 981.. 48 29.6% 
ILES 6.571.. 1 4219 1 61% 59 127.4% 
10 3.151.. 1 4512 I OX 103 1 23.05% 
-------------------------------------------------------------

In Tabla 52Y the differences in noun frequency are tested 

for statistical significance. 

-------------------------------------------------------------
ITABLE S2Y Noun frequency in three collections 
1 Significance te.ting 1 I===_== _______ • ____ ._. ____ ._=~====_==. ___ ====================f 
IText 1 No nouns 1 No nouns 1 chi 2 p res. +/-
1 1 observed 1 expected 1 
1-----1----------1-----------1--------1-------1-------1-----
IT 1 977 895 +2.74 (+) 
ILES 1185 1173 15.00 1 0.001 I +0.35 1 
10 1129 1224 1 1 -2.71 (-) 
-------------------------------------------------------------
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The differences are statistically significant at the 0.001 

level (the minimum value for chi 2 at two degrees of freedom 

being 13.816). The eHcess of nOLlnS in :rl.l,YJ;?L and t.he ~;hortfi,d 1 

in Doriderna are about equally responsible for the uneven 

distribution. This finding is not surprising: descriptive or 

impressionistic nature poetry might well be expected to be 

richer in nouns than the more speculative cosmic poetry. It 

is also possible that the length of poem is relevant: a 

shorter poem might favour nouns at the expense of, say. 

flJncti on words. 

Are the differences in noun density the reason far the 

differences in Ncpd density? If so, the proportion of Ncpds 

to nouns should not vary appreCiably between the three 

collections. The next step is therefore to investigate the 

proportion of Ncpds to nouns in the three collections, and to 

test the differences for statistical significance (Table 52Z). 

-------------------------------------------------------------
ITABLE :52Z Proportion of Ncpd. to noun. in three 

eoll.etian ••• ignifieane. t •• ting p = 0.001 
====--========._.=====-==-===----========================:=.= 
Textl No IObserved I F 

Inouns Ino Ncpds I X 
I Expected I chi 2 

I no Ncpds 1 
: r-es. 1 +/-. 

----1------1---------1-----1----------1-------1-------:----
T I 977 
LES 11185 
o 11129 

271 
277 
142 

28X 
1 23,. I 
I 13,. I 

205 
248 
237 

I +4.61 + 
I 62.72 : +1.84 : 

: -6.17 : 
-------------------------------------------------------------
The differences are significant at the 0.001 level - it is a 

considerably higher chi2 value than for the proportion of 

nouns to words. The idea that the overall Ncpd frequencies 

Simply reflect overall noun frequencies can thus be rejected, 

at least as far as these three collections are concerned. 

Without counting all the nouns in the entire corpus, one 

cannot be certain that the same would be true for all the 

collections, but there is at least a strong indication that 



- 230 -

compounding may well be a poetic tool preferred in certain 

types of poetry by HM, namely in nature poetry. 

I would suggest, as a general conclusion, that the use of 

Ncpds in HM is linked with two factors: SUbject-matter and 

concentration. We have seen (Table 52L) that factual or 

• semi-factual , writing tends towards Ncpd-density. The nature 

poetry is probably the most factual, and the cosmic poetry, 

with its high degree of speculation and contemplation, per

haps the least factual of HM's poetry. We have also seen that 

there is a (weak) negative correlation between poem length 

and Ncpd-density (Table 52W). When both factors come to

gether, as in the nature vignettes, we find the highest Ncpd 

frequencies (Table 52V). 

HM uses Ncpds to a greater extent than contemporary 

writers (Tables 52F, 52M and 520), and the answer to the 

question posed at the end of 5.1.2 is: Ncpds can indeed be 

regarded as style markers in HM's writing. 
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5.3 Other frequency comparisons 

5.3.1 Frequencies of different types of noun compound 

Even though HM's language generally contains more Ncpd& 

than that of contemporary writers, it is less because of 

their overall numbers than because of their character that 

they often rate a mention in the literature. Epithets like 

'f~rbluffande', 'dj~rva', '~verraskande', even "tungt tumlan

de' are used by Espmark (1970 ppl09 and 243-4) to describe 

HM's new cpd formations. Hallberg's phrase (1941 p6) 'i~gonen

fallande talrika och originella sammans~ttningar' can be read 

in two ways. The intended meaning is undoubtedly the one that 

would also be achieved without 'och': none of the examples are 

of established cpds. Original cpds, i.e. non-established~ par

ticularly creative, formations, may well be much more frequent 

in HM than in other writers. That they are more frequent than 

in, for instance, 'functional prose' (~ruksprosa) goes without 

saying. 

Pro •• 

In order to test whether non-established cpds are in fact 

more frequent in HM than in other writers, I have looked 

initially at the Ncpds in the prose samples, first samples 

only (see 2.2.1 and Table 52H), i.e. 200 Ncpds used by HM and 

200 used by other writers, and compared the figures for's' 

(found in SAOL) and 'non-s' formations. Even though it is 

true that many lexicalised cpds are not to be found in SAOL, 

all those that are there can be assumed to be lexicalised 

(see discussion in 2.1.4). Table 53A gives the figures for 

the prose samples, HM and control group separately. 
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:TABLE 53A Established (s) and potentially novel (non-s) 
Ncpds in 20 short prose samples 
HM and control group 

============================.=====~=======================: 

I 
I 

TEXT 
SAMPLE 

HM: UFG 
VTI< 
OFJ 
I<F 
VTO 
B 
VPM 
VU 
RUM 
NB 

HM OVERALL 

5 

5 
6 
7 
7 
9 
9 

10 
13 
13 
14 

93 

" (::In···s; 

1.5 
14 
13 
13 
11 
11 
],0 

7 
7 
6 

107 

'%. pCltenti,,1l1y 
nOVE~l 

75%. 
'lU'%. 
6;::i'%. 
6~5'%. 

55'%. 
55% 
50'%. 
:35'-
~!'~5 I., 
:3 0 '%. 

5:::'. 51. 

..... " .......... : 

1----------------------------------------------------------: 
CONTROL: 
Lidman 11 9 45'%. 
Fridegclrd 12 8 40'%. 
Ekstrom 12 8 40 I. 
Lo-Johansson 13 7 ~;'5'Y. 

Johnson 15 5 25% 
Moberg 15 5 251. 
M.Martinson 16 4 20'%. 
Aspenstrom 19 1 51. 
Lagerkvist 20 0 o I. 
von Rosen 20 0 o I. 

CONTROL OVERALL 153 47 ~~3. 5'%. 

------------------------------------------------------------
As can be seen, over half of HM's Ncpds are potentially 

new formations, whereas more than three quarters of those in 

the control samples are included in BAOL. The top four 

control samples overlap with the bottom three HM samples as 

regards frequencies of potentially new formations. 

However, a cpd classed as 'non-s' is by no means necessar-

ily an original formation: the category contains lexicalised 

a~ well as latent and creative cpds (as discussed in 2.1.4). 

Whereas '5' and 'non-so cpds can be objectively distinguished, 

the same is not true of lexicalised, latent and creative 

cpds: it is often a matter of degree (though see 4.3 about 

native speaker agreement). I have examined the 154 potential-



ly nevel Ncpds in the prose samples and extracted those that 

I regard as being in some way creative. 

The lists of examples below are in some ways an over-

simplificaton, in that there appear to be clear dividing-

lines between the categories. I have set up a borderline 

category in order to illustrate the nature of the classifica-

tion problem. 

CREATIVE CPDS IN 20 SHORT PROSE SAMPLES 
.................................................................... 

Borderline Creative 
.......................................................... 1111 ........ 

CIJNTROL 
barngreta 
skatansikte 
anglaskinn 

hyckel nue: k.l 

..................................................................................................................... II " 

HM 
bildrotor • bottenskeg 
cigarrspanjor • fullandningskrets 
dygdebeteckning • hejareslav 
emaljfangelse • himlagack 
fullkomlighetstyp. landspringa 
irrblossnatur • Ijusgyckel 
korpslott • locktapet 
molnskock • lusttAga 
markesodling • l~vdager 
pl~jningsresa • manetkisel 
vattenbild • molnmjolk 
varldsnomad • silverspringa 

sommar'ande 
spegelgronska 
t vat tsv.arnpsnas.a 
uppbr-ot t sh i ng!F.it 
vattenhirnrnEd (twice) 
vint.er-lak.m 
I:ldf..~skL.lrva 

.................................................................................................................. " ...... 

The remaining non-s cpds are labelled 'latent'. Many of 

them are generally accepted e:pds even though, fer ene reason 

or another, they are not included in SAOL. 

LATENT CPDS IN 20 SHORT PROSE SAMPLES 
EHamples only 
II .............................................................................. .. 

CONTROL bryggstuga 
kolmilare 
vattenstank 

furustoe:k 
parkarbetare 

jarnpipa 
statarbostad 

............................................................ ,. ..... 
HM arvprat 

forfattarkongress 
skogsvind 
torparflicka 

biosalongsande 
golfstrl:lmsvarme 
smickerord 
trabrygga 

cigarettavdelning 
kl:llvatt.endrag 
st~l dud:: 
vattenrenl"let 

........................................................... " .... 
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Table 538 shows the numbers and percentages of the differ-

ent types of Ncpd-formation found in the pre.e samples. The 

creative column includes borderline cases. 

-------------------------------------------------------------
: TABLE 53B Established, latent and creative Ncpds 

in 20 short prose samples 
:==========================================~=======-=~====== 

BAOL NON-SAOL. .. 
:TEXT LATENT CREATIVE 
I SAMPLE % of cpd~;;; 

No I. No I. No i.n the wor"k 
i:J. 11 (n(Jrl· ..... ) 

----------------------- -------------- ---- ... ~-... ---... -.- ..... -.. - .......... -.. ~~ ..... 
NB 14 701. 5 251. 1 51. ( 17%) I 

I 

RUM 13 651. 3 151. 4 201. (57%) I 
I 

VU 13 65'Y. 5 25'Y. :2 101. (291.) I , 
VPM 10 50'Y. a 401. 2 lOl. (201.) I 

I 

B 9 45'Y. 10 501. 1 51. (91.) I 
I 

VTO 9 45'Y. 10 501. 1 51. (91.) I 
I 

KF 7 35'Y. 10 50'Y. 4 201. (291.) I 
I 

,OFJ 7 35'Y. a 351. 4 201. (:::::31. ) I 
I 

:VTI< 6 30'Y. 11 551. 3 151. (21%) , 
I 

:UFG :5 25'Y. 5 251. l.O 50% (67'%,) I 
I 

IHM OVERALL 93 46.51. 75 37.51. 32 161. (291.) 
:----------------------- -------------- ------------:-------
Ivon Rosen 20 1001. 0 01. 0 01.: (0%) 
ILagerkvist 20 100'Y. 0 01. 0 01.: <0%) 
Aspenstrom 19 951. 1 51. 0 01.: <01.) 
M.Martinson 16 ao'Y. 3 15% 1 51.~ (251.) 
Johnson 15 75'Y. 5 251. 0 01.: (01.) 
Moberg 15 75'Y. 5 251. 0 0%: «(J%) 
Lo-Johansson 13 651. 6 301. 1 51.: (51.) 
Ekstrom 12 601. 8 401. 0 01.: <01.) 
Fridegird 12 601. 8 401. 0 01.: (0%) , 
Lidman 11 551. 7 351. 2 101.: (2:2% ) I 

I 

CONTROL 
OVERALL 153 76.51.1 43 21.51. 4 21..: (91.) I 

I 

-------------------------------------------------------------
The difference between HM and the control writers is 

considerable. In every control sample, more than half of the 

Ncpds used are found in SAOL; only three of the ten HM 

SI.ilmples have similar frequenc:ies of 's'-cpds. The pic:tur'e is 

reversed if the fiQures for creative formations are examined. 

Only three of the ten control samples c:ontain any creative 

cpds at all, whereas every HM sample contains at least one. 

The sample from Utsi kt fran en gr.iat!.!VSl has an astoundi ng 

501. - 10 out of 20 - creative formations: 



W'N 2:;:'5 .. , .. 

Ptl en hi mmel som speg I. as ned~t 1 ~;j dn ~ snol'" 

molnen runt scm sommarandar, oeh d~r du rcr fram 
dver denna vattenhimmel doppar s1g din tlra mot 
aftonen fromt sam en mor'k tr'a..§.ted i molnmitilken. 
Du hi snar i t yst oeh heml i g ~ati n..Qg_Lk~r.!Ejl§i, p~ en 
g~ng fdrlorad och hemma i speglingarnas liysgyckel, 
och ror fram dels i vatten och dels i himlag~ck. 
8tlten kastar skugga i yattenhimlen oeh ktil,'y,Si.tJ,P1n:.:, 
draget rynkar i glasberget. L~ngt bart ser du en 
klre skogsyind rora om i speglad lOydager. Den 
svallvlgsrl:lrda .Degelgrtlnskan bucklar sig. En 
kvinna med en gul blus pi stranden speglas med, 
hennes yattenbild dras ut i lustt.gor fladdrande 
likt eldtyngor i vattenrenhet. 

I flanken av livets v~sen sidant du tMnker dig 
det, letar din tanka - sam ocksl ar din drtim - efter 
sin sommarkv~ll. AlIa somrar i minnet skevar in i 
fladdermysflvkt 1* for att f~ fram centralsommar
kv~llen ••• 

<UFG(71) 

Of HM's Ncpds in the prose samples, more than half are 

potentially new formations (107 out of 200) whereas, in the 

control group, SAOL-cpds outnumber potentially new cpds by 

about three to one (1~3 out of 200). Of HM's potentially new 

formations almost one in three (32 out of 107) is a creative 

cpd. Qf the control group's potentially new formations only 

about one in twelve (4 out of 47) is creative. HM's overall 

frequency of 16 out of every 100 Ncpds being creative is very 

high in comparison with the control group's 21.. 

The difference in the frequency of creative Ncpd format-

ions between HM and the control prose samples is statistical-

ly significant, as the chi 2 test shows (Table 53C). 

-------------------------------------------------------------
TABLE 53C Significance te.ting of creative Ncpd frequency : 

in pro.e .ample., HM and control 
=================.=.=.==.======== •• ===========-=-=--=======: 
Text ITotal no I No creative: Exp. no : chi2 p 

I Ncpds Ncpds I crea.cpds : 
-------1---------1------------1-----------1--------1-------: 
HM 200 

I 
Control I 200 

32 

4 

18 
21.8 : 0.001 

18 

-------------------------------------------------------------
--------------------
*The sample ends here (after 20 Ncpds). 



Poetry 

One of the operations performed by the computer on the 

main data is the sorting into those included (s) and those 

not included in SADL. The overall proportion of potentially 

new formations in the poetry is similar to that in the prose 

samples. Less than half of HM's cpds are found in SAOl: 

TABLE 53D Established and potentially novel Ncpds in HM 
==================================================-========: 

s non··-s 
No F No F 

-----------------------:-----------------i----------------~.: 
HM prose samples 
HM poetry (main data) 

93 
I 1948 

46.51. 
43.91. 

107 
2490 

53.5% 
56.1'% 

Table 53E gives the details for the various HM collections. 

The differences found have been tested for significance. 

ITABLE :53E Established and potentially novel Ncpds 
in HM·. poetry, including significance testing 

p<O.OOl 

Text! No s 
INcpds No 

----f----- -----
S 
FU 
ML 
No 
N 
Nm 
p 
C 
A 
GT 
V 
DLM 
T 
LES 
D 

192 
171 
52 

384 
489 
82 

352 
235 
658 
246 
373 
514 
271 
277 
142 

79 
92 
23 

188 
165 
29 

186 
125 
221 
121 
163 
253 
119 
128 
56 

non - s chi 2 

Dbs no F Exp no 

113 
79 
29 

196 
324 

53 
166 
110 
437 
125 
210 
261 
152 
149 
86 

591. 
461. 
561. 
511. 
661. 
65'Y. 
471. 
471. 
66'Y. 
511. 
561. 
Sl'Y. 
561. 
54'Y. 
611. 

108 
96 
29 

215 
274 

46 
197 
132 
369 
138 
209 
288 
152 
155 
80 

40.62 

res. i +/ ..... 

____ . ___ M_~_ I __ "'_'N ... _ .. 

"H).48 
-1.73 

(I 

I 

-1.30 
+3.02 I + 
+1.03 
-2.21 
-1.92 
+:3.54 + 
-1. 10 
+0.06 
-1.59 

<) 

-0.48 
+0.67 

In every collection, at least around half of the c:pds are 

potentially new formations. Looking at the residuals, we find 



that we have almost a normal distribution: a few collections 

have indeed got exactly, or very nearly, the number of non-s 

cpds that would be expected in a even distribution, and only 

two values are outside +-3. It is the excess of potentially 

novel formations in Aniara and Natur that are mainly respons-

ible for the significant, but not high, chi2 value. 

If a comparison is made with the overall Ncpd frequencies 

<Table 52D), an interesting point emerges. Whereas t-l(::I"t..h!.r~., 

which has a high proportion of potentially new formations, 

a:Lso has a high overall Ncpd frequency, Bniara, wrlich also 

has a high proportion of potentially new formations, has one 

of the lowest overall Ncpd frequencies. This must be because 

a high proportion of the cpds in Aniar@ are, on the ene hand, 

neoclassical formations like fonoglob, fotofaq and f9."tQ.:h1.!L9 .. 

(cf 2.1.3) and, on the other, combinations with a HM neologism 

C:I!$ first or last constituent, e.g. !l,01donder"hata!l:iDJ1, g~):t,,£.l9D.::: 

derlir~, b:illighetsgoldonder, chefsgoldondQC. !2.9...Q.t.E..""fc)l"m~3 no 

less than nine different cpds, some with multiple occurrences, 

e.g. goptalira, which occurs four times. 

In order to assess whether the high proportions of non-SAOL 

cpds can be expected in poetry in general or whether they are 

peculiar to HM, a comparison has been made with the only other 

r~adily available data, namely the poetry of Hjalmar Gullberg, 

whose cpds I have extracted from the Thavenius concordance. 

The sorting into's' and 'non-s' has been done by hand. 

TABLE ~3F Establish.d and pot.ntially nov.l Ncpd 
formations in HM"s and Gullb.rg'. po.try 

=====.=.===D •• _~====================================:=====: 
Text Ncpds 

!is : non-s 
1 no FIno F 

----------1-------------------1--------------------------I 
Gullberg 1306 71.1% 531 28.9% 
HM 1948 43.9% 2490 56.1% 

_._------------------------------------------------._--.. _-----
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Gullberg's proportion of potentially new formations is some-

what higher than the average for the control prose samples, 

but considerably lower than both the prose and poetry of HM: 

Control prose samples 
Gullberg, poetry 
HM prose samples 
HM poetry 

23. ~j/' 
28.9% 
53.5% 
56.1% 

It is not surprising, perhaps, that the figures for poetry 

are higher than those for prose: one might well expect poetic 

cpd formation to be more adventurous: 'In poetry ... there Seem 

to be unlimited possibilities of word-composition' (Jespersen, 

1942 p140). 

Despite the blunt nature of the measuring tool ('5' vs 

'non-s'), it looks as if there is indeed a consistent differ-

ence between HM and the other contemporary writers examined, 

as regards the readiness to use well established formations 

as opposed to forming 'temporary' combinations. This differ-

ence is even more clearly brought out when the figures for 

creative formations are considered. 

From both the HM main data and the Gullberg concordance I 

have extracted the creative cpd formations from among those 

already classified as 'non-s'. The remaining 'non-s' cpds are 

all classified as latent formations. They range from lexical-

ised (though for various reasons not included in BAOL) cpds 

like fingersgets, hUlgavel or bvllningskbr, to perhaps more 

temporary format ions 11 ke haysdi mmc), heml c)ndsmi nl'l!E, or- L£!D"!,,.\.Q,g,~:::, 

iH:..Y.9.. The di vidi ng-11 ne between these formati ons iind bar'der'-

line creati ve cpdl 11 ke hambgdung§, nyttgtl9. or §.t..Qf'...J!1v~,9. i. 5 

not clear-cut, however, (cf 2.1.4, particularly Tabl.e 21C) 

and, in large-scale calculations, the numerOLIS border'line 
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cases cannot be ignored. There is no doubt about words like 

if:lJi,~,§\ r'i e d r a ban t" !!.!.l est eg, a g r i lllLQ., s i l'y'§'c'§'!;]J:l.Qr:.. or' ~i!.£'L!Ja" .. i.E\ .. :LJ .. (~. 

being creative but, as in the prose samples~ there are many 

cpds that appear to be just slightly out of the ordinary. 

It is thus not possible to make up clearly delimited lists 

of creative cpds or to calculate accurate~ unequivocal numbers 

of creative, latent and lexicalised formations. To enable me 

to compare HM with other writers I have calculated a maximum 

and a minimum figure for creative cpds, depending en whether 

all or none of the borderline cases are included. Thi5~ of 

course, also results in a minimum and maximum figure for the 

latent formations (Table 538), and in ranges of percent 

figures. 

------------------------------------------------------------------
1TA8LE 536 Eltlblilhed, Iitent Ind creative forl.tiona 
I in KN'I poetry (Ilin dltl' I 
I I 

I····················································· ........... : 
non - a 

I Total I I r----------------------------------------------: 
:r,.tl no I Llt.nt Crlltiv. I 

1 ;-------------1--------------------------------1 
I .cpdal no I "in "ax I "IX lIin : % of 111 I % of I 

I 

I no no 1 no no I Ncpda I non-I I 
I I 

1---- ------1-----.--___________ 1 _____________ 1 _________ 1 ___ -----1 
IS 192 79 86 101 27 12 6-14% I 11-23% 
IFU 171 92 56 59 23 20 12-14% I 25-29% 
III 52 23 20 22 9 7 14-17% I 24-lU 
INa 384 188 131 154 65 42 11-17% : 21-331 
IN 489 1115 189 208 135 116 24-28% 36-42% 
INI 82 29 40 44 13 9 11-161 17-25% 
IP m 186 112 119 54 47 13-151 28-331 
Ie 235 125 65 75 45 35 15-19% 32-41% 
IA 658 221 276 337 I 161 100 15-251 23-37% 
1ST 246 121 58 79 1 67 46 19-27% 37-54% 
IV m 163 115 143 I 95 67 18-251 I 32-45% 
IDU 514 253 136 165 1 125 96 1'-24% : 37-48% 
IT 271 119 65 79 I 87 73 27-321 I 48-m 
IlES 277 128 73 92 I 76 57 21-27% I 38-m 
ID 142 56 44 55 1 42 31 22-30% I 36-491 
1-----------.-----,-------------:------------- ---------:--------. 

1 I 1 I 
I I 

1111 1 4438 11948 : 1466 1732 I 1024 758 : 17-23% : 30-411 I 

The proportions of creative formations, whether considered 

in relation to all the Ncpds or just to the potentially novel 
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formations, are always sizeable, and similar to those found 

in the prose samples: about one in five of all HM's Ncpds and 

about one in three of his non-established formations are 

cr'eati ve. 

Looking at individual collections, there is a clear lIne 

of development. None of the early collections, apart from 

~tur. which has often been singled C)Ut. fOlr its l.lSE~ 0+ lang· .. · 

uage (among other things), reaches maximum figures above 33%. 

From eikada (1953) onwards the proportions of creative cpds 

rise, reaching particularly high figures in the predominantly 

nc'lture-poetry colI ecti on5 Tuyor. Grasen i Thl.ll e and b~~nJ.l'i.~. 

ekots stigar. The comparatively low figures for 8J:lJ.~L£:l can he 

explained by the fact that the many novel cpds involving neo-

logisms feel latent rather than creative once the neologism 

has been accepted by the reader as a concept: the novelty 

l:ies in the words gopta and !!l.i.m.a. not in the c::pd fClrmatiul"ls 

goptabord and mimasal. 

In Table 53H, HM's and Gullberg's overall proportions of 

various types of cpd are compared. It clearly shows the 

d:ifferences between the two poets in their Ncpd usage. 

-------------------------------------------------------------
TABLE S3H Established, latent and creative cpd formations : 

in HM·. and Hjalmar GullberQ's poetry 
==============-========================================~===: 

SAOL 
44% 

Latent 
33-39% 

HM 

CY-eat i VE~: 
2,-3% 

6ullberg 
-------------------------------------------------------------
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mark 1970 (p 242ff), have acted as a miner catalyst behind 

the "martinsenska spr~kets egen naturvuxna utveckling' (parti· 

cLllarly in r-espect of "nybildningar" i.n ~:=lt.!::!.C). I hav(·:' th(·:w(·:·~··· 

fore also looked at the cpds extracted frem the Birger Sjbberg 

samples (the first five poems of five collections), and the 

following figures emerged: 

ITABLE 531 Established, latent and creative Ncpd forl.tions 
in the Birger Sjoberg Iuphs I 

I··:·····== ..... == •• : •• : ••• ·····==········:c======.======:::::::::::::: 

iText 

I Total I non - 5 

I 1---------------------------------------: 
I no I I Latent I Creati VI 

:----------:----------------------------: 
INcpdsl no I lin 

I no 
IIX I IIX 

no I no 
lin I % of 
no I all 

I Ncpds 

X of 
I non-s : 
: cpds : 

:-----------------:-----:-----:----------:----------:--------:--------: 
IFridas bok I 67 I 46 19 21 I 2 0 0- 3% I 0- 9% : 
IKriser • kranlar I 52 I 14 17 30 I 21 8 1~-40% I 21-55% I 
IFridas andra bok I 41 I 32 8 9 I 1 0 0- 21 : 0-1IZ : 
IMinnen fr.jord,n I 13 , 7 3 4 : 3 2 15-23% : 33-50% : , 
ISyntaxupproret I 20 , 9 7 9 I 4 2 10-20% I 18-36% : , 

Kriser pch kran$@C is clearly uniquely rich in creative 

formations (at least in the poems sampled), albeit many of 

them border on latent formations. Even the conservative 

estimate of 15% is higher than Hel~n"s (1946 p281) estimated 

121. of 'nybildningar' among the cpds in t.r:.iEl§.r. .. __ .Qct.l __ .l~.r.:...O![ll§_Sl.r..> 

The proportion of creative formations (a possible 551. of the 

non-s cpds) is on a par with HM"s highest figures. At the 

opposite extreme are the samples fr"om the two Fri .. d,a b(Jc)ks. 

which have extremely low proportions of creative formations. 

The percentage figures for creative cpds in t!..:.lIlD.§.!:l._..f_r:..~.r:l 

jorden and §yntaxuppcoCet equal those in many of HM's collect-

ions, but the actual numbers extracted from these samples are 

~J small that one must be cautious about attaching tee much 

importance to them. 
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If the full figures for Birger Sjbberg were available, 

they would be likely to fall somewhere between Gullberg and 

HM. The overall figures from the samples indicate such a 

result CTable 53J). 

'TABLE ~3J Established. latent and creative Ncpd formations 
in Gullberg, Sjtiberg (samples) and HM 

===========================_====================z========== 
Text 5 non -- s 

Latent 
-------------------1----------------

no F no F no 
1----------1---------- -------------------:-----------------: 
IGullberg 
:SS samplesl 
IHM 

1306 
108 

1948 

711. 
561. 
441. 

483-493 
54-73 

1466-1732 

26-27'%.: 
28-38'%.: 
33-39'%.: 

38,--48 
12-:31 

758·--10:24 
6,-,16'%.1 

17,,2:3'% : 

The differences have been tested twice for statistical 

significance, once for the minimum numbers and once for the 

maximum (Table 53K). 

-------------------------------------------------------------
ITABLE ~3K Significance testing of creative Ncpd frequency : 

s .. n in relation to the total no of Ncpds 
,========= _______ ====c======================================: 

INcpds Creative cpds I 

Text ITotal 
: no 

Obs 
no 

----------1------ ------
HM 
SS samplesl 
Gullberg 

IHM 
ISS samples I 
IGullberg 

4438 
193 

1837 

4438 
193 

1837 

(min. ) 

758 
12 
38 

1 (max. ) I 
I 

1024 
31 
48 

Exp 
no 

554 
24 

229 

757 
33 

313 

ch i ::.! p I'''es. 

------- I ----.. --

+8.71 
104.39: 0.001 

-4.8: 

+9.71 
318. 65: <) • 001: _._(1. 4 : 

~--1.5.0: 

+/"'-

+ 

+ 

Not surprisingly, the differences are found to be statist-

ically significant. The chi 2 figures are very high, 13.82 be-

ing deemed to be significant at the 0.001 probability level 

with two degrees of freedom. According to these tests, the 
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Sj6berg figures do not contribute greatly to the uneven dis-

tribution, but can be accounted for by normal variation. 

In Tables 53J and K, the creative cpds have been seen as a 

proporti on of the total no of Nc:pds in thE? cjata. It n~mai ns 

to investigate how large a proportion they form of the poten-

tially new formations. Significance testing ta.kes account of 

the differences in size of the various texts, and I have 

therefore applied the chi2 square test to these figures also 

<Table 53U. I have again run the test both for minimum ,and 

maximum numbers. 

ITABLE 53L Creative cpd ••• en in relation to all non-s 
Ncpds, including significance testing 

p<O.OOl 
================================================~==========: 

Non
s 

total 
no 

Creative cpds 
-------------------: 

Obs 
no F 

IExp 
I no 

chi -, .. res .. +/-. 

--------------- ----- -------------1-----1------ ----- ----I 
(min) 

(3ull berg I 531 38 7.2'Y. 138 -"8.5 
Sjoberg samplesl 85 12 14.1'Y. 22 95.68. ,-,2. 1 
HM I 2490 758 30.4'Y. 648 +4.3 -+ 

------------------------------------------------------------
IGullberg I 
ISjoberg samplesl 
IHM 

531 I 
851 

(max) 
48 
31 

2490 11024 

9.0 
36.5 
41.1 

189 I --l.0. 3: -_. 
I 127 .. ~59 I +0 .. 2 : 

884 : +4.7: -+ 

The HM figures are even higher than those a.rrived at for 

the prose samples (Table 53B), where 29'Y. (including borderline 

cases) of non-s cpds were found to be creative. 

Of HM's potentially new formations in the ma.in data, three 

in ten are clearly, and four in ten possibly, creative. The 

corresponding figures for Gullberg are one in fourteen and 

one in eleven. The ma.ximum Sji:iberg figure comes close to HM's 

but, because of the small size of the sa.mple, it is difficult 
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to know how much importance to attach to it. The significance 

tests indicate that Gullberg's lack of creative cpds is the 

major factor in the uneven distribution. The Sjbberg figures 

are within the range of normal variation. HM's proportions of 

creative cpds, whether or not borderline cases are counted, 

are higher than one would expect in an even distribution 

allowing for normal variation. 

HM"s high proportion of non-established cpds in both prose 

and poetry is in line with the demands he made on his language 

to be fresh and free of clich~. It is a statistical indication 

of his conscious and consistent striving to avoid 'vaneord' 

and of the fact that all his writing has a lyrical character 

«:f 1.1. 1 and 1. 1. 2) • 

But it is not only the avoidance of well-worn combinations 

that is noticeable in his language: it is the high proportion 

of creative formations among his non-established cpds that 

above all, along with other innovative linguistic features, 

characterise his style. They are the true style-markers. It 

is interesting that, whereas the proportion of potentially 

rllJvel cpds remains fairly constant in HM"s languii:\(;:)e (Tabl(;? 

53E) , the proportion among them of creative cpds is consider

ably higher in the later, post-Passad, poetry (Table 5381. 

HM always liked to form new cpds, but his skill in creating 

interesting ones grew over the years. 

In Chapter 6 I shall take a closer look at the creative 

Ncpds, and in Chapter 7 I shall study them in their contexts. 



5.3.2 Frequencies of individual elements 

~3Ltmmer- was HM's :,e.::I50n ~ and §.Qf.nm"§.L. i ~5 C:ln€'~ of thl':~ mC)~,;t 

fr-eqLtently occurring elements in HM's Cpd5~ challenged only 

by vatten and sol for- top ranking. Table ~):3i"1 q:i.Vf2~'; twC) )"':0\111< 

or-der lists of the twenty most commonly used elements, 

counting on the one hand the total number of occurrences and 

on the other the number of different combinations elements 

enter into. All these most frequently Ltsed elements are nouns. 

Most are found in both lists. Consider-able differences in 

number between the two lists for anyone noLtn can be 

explained by its participating in lexicalised cpds with high 

frequenci es in the data (e. g. soloedgiflnq, mans:Ji.E:~m_ i3.nd man: 

strimma, instO, framtid and Yr~). 

TABLE :531'1 Rank order lists of the most commonly used 
elements in the HI'I m.dn data 

===========================================~=~~============ 

Total No No No 
Noun no of Noun di ff- as as 

occur- erent f i I'''st ·f:i nal 
rences c:pds c::nI15t. const.. 

------------------- --------------------------------------
1 sol 92 1 vat ten 66 56 10 
2 vat ten 89 2 sommar 51 4:3 8 
3 sommar- 82 3 hav 46 29 17 
4 tid 69 4 varld 47 34 1. :::; 
5 skog 68 5 sol 46 37 9 
6 varld 64 6 dod 45 ''l''1::" 

• ..:. ~_J 10 
7 dag 63 skog 45 24 21 

hav 63 st.en 45 23 22 
9 Sjo* 62 9 dag 43 9 :34 

vind 62 10 himmel 42 25 17 
11 sten 55 11 sang 40 4 36 
12 ljuS 52 vind 40 13 27 

sang 52 13 tid 37 10 27 
14 dod 51 14 land 36 7 :~9 

v:lnter 51 15 stjarna 35 20 15 
16 stjarna 50 vinter 35 :31. 4 
17 himmel 49 17 natt 34 1 ::::; 21 
18 mane if 48 18 IjuS 32 l.8 1.4 
19 land 47 19 fagel* 31 1 ''') ..:.. 19 
20 natt 46 sno~ 31 :~6 r.:" 

.J 

'l+'These four nouns only appeal'" in one of the lists. Sjd 
occurs in 26 different combinations and mane in 22; f~_\l!?l. 
and soo o(:c:ur totally 45 and 42 times, respec:t.ively.) 
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As can be seen from the last two columns, mest of these 

nouns, i.ncluding the top .... ·scm .. ing :i . .<E.\,i.ten and §'9.!.!.1.l!.1i~.!: .. " ClCCUI' 

most often as first constituent (modifier). A few nouns 

appear in approximately equal numbers as first and final 

cClI1stituent (e.g. atsn and sko_q), and S(::Jm~? an? mOI'''E-) commonly 

found as final constituent (head), a tendency particularly 

!it.rOr\(3 in sang, dag, land, tid_ and ::!ll"lQ. 

Are these rank order lists of any significance, or would 

lists of common cpd elements be similar whatever sizeable 

corpus of Swedish was sampled? In other words, are some of 

these nouns used more often by HM in cpds than by ether 

Swedish users? Are some nouns more prone to take part in cpds 

than others? Are some nouns used more often as modifiers, and 

others as head? 

In order to address such questions, I have made some com

parisons between the most frequently used cpd elements in the 

HM main data and in additional data extracted frem other 

sources. In all these comparisons I have counted types, not 

tokens, i.e. the number of different cpds the element in 

question is part of, not the total number of cpd occurrences 

of the element in the data. 

Initially I have compared the most frequently used modi

fier nouns in HM (cf Table 32A) and Hjalmar Gullberg. The 

Gullberg corpus is about half the size of the HM corpus 

(c. 50,000 words and c. 100,000 words, respectively). 

Table 53N lists, in rank order, the most frequent modifier 

nouns used by HM (down to a frequency of 22) and by Hjalmar 

Gullberg (down to a frequency of 8), eighteen nouns each. 
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:TABLE 53N Most frequent modifier nouns in HM and Gullberg 
Number of different cpds entered into 

:===============================================~===: 
HM Gull ben;:) 

vat ten- 56 karlek- 13 
sommar- 4 .... . ..;. mor-gcm- 1 ':.1 
5101·- :37 man (ni) skct~·-· 12 
dtid- 35 H\gel- l.0 
varld- 34 sommar-- 10 
vinter- 31 afton- 9 
jatte- 30 folk- 9 
hav- 29 gud- 9 
manCni)ska- 28 huvud- 9 
is- 27 vatten- ''1 
eld- 26 blomstey-- B 
liv- 26 herde- S 
sno- 26 hus- 8 
himmel- 25 kung- 8 
skog- 24 liv- 8 
sten- 23 silver-- a 
htlst- 22 sjalv- a 
ltiv- 22 vinter- a 

The lists are quite telling: anybody familiar with the 

writings of the two poets would not have much difficulty in 

identifying which list was culled from which poet - they could 

almost be inventories of their themes. Nature words dominate 

the HM list: aQ.!.., t:l.i\Y, iJii, §.!J.Q" hi mmel, skoq, St;,E~f1. and LQ..y. 

Gullberg h ... only fAgel and blgmst~ - his list is dominat.f?d 

by human and cui tural words: :f.o1.k.. huyud. her:J1~. i:;.l.,m.9 .• 

k.!lrlek, sjalv, hus. Ag .. inst Gullberg's gud stands HM's _i~_tt._E.J. .• 

Common to both lists .. re manniska, l.!..v., v...:a.s.tel'l. a..<,JITUJ.l~.C and 

yinter. HM also has I::llin., whilst vAr - popular'ly the mo'st. 

'poetic' of the se.son. - does not rate a place in either 

1:ist. CHM has 15 different vctr-cpds, Gullberg 3.) 

Despite the differences between the two lists, the fact 

remains that HM's top two modifier nouns, vatt..5'to .. and §.Ql!.1.!l.t<:;!.!:'., 

also come near the top of Gullberg's modifiers. In order to 

a!ssess how commonl y some of these nOl.lnS are used in mCldi f i f:!I" 

position in Swedish cpds in other registers, I have counted 
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the number of different cpds they have entered into as modi-

in HassI er-Gtiransson' s Ordfrekvens~L..i.._.JJ.h.L§'~lEl!..~.Lt._ ... r..:.t.J:.':.~).211r:.~J-:; .• 

The latter has been separated into three parts~ as they 

represent different registers: 

H-G 3 = literary prose (cf. 5.2.1) 10()~00O words 
H-G 5 == miNed prose 100~OOO wOI~ds 

H-G 124 = non-literary prose ::::;OO~ 000 wor-dt; 

All~n = newspaper 1 angLlage 1,000,000 wClr·ds 

I have investigated the ten most frequent modifier nouns 

in HM and the ten most frequent modifier nouns in Gullberg, 

plus liv, the only noun common to both 'top eighteen' lists 

which would otherwise have been eNcluded. SommM .. , va t,J:.!E.!::! and 

manniska are in both writers' top ten. Because of this over·-

lap, the result is again a 1 i st of eighteen nouns <Tabl e 5::m) • 

---------------------------------------------------------------------------------
ITABLE 530 Rink order lilts of Sillctid lodifitr nounl, 

frequent in H" Ind/or 6ullberQ 
I •• z ••••••••••••••••••••••••••••••••••••••••• : •• : ••••••••••••••••••••••• = ••• == •• 1 

IAll four I Paltry corpusls " IndividulI nan-paltry corpus.s 
" , nan- , 
" , I 
" 

I~difilr I poetry I H" 
, Hj.&. " H-& 3 , H-65 I H-& 124 : Alltn I 

" 
I 

I noun I corpuilil RANK no IRANK no f frlnk no frlnk no frlnk no frink no 
I OVERALL: diff: diff: I diU : diff : diff : di ff 
f RANKINS: cpdl: cpdl: : cpd.: cpd.: cpd.: cpds, : _________ : ________ : _________ : _________ ., _________ ' ____ -----:---------:---------: 

Ilolllr- 1 I 2 43 I 4- 10 4 12 20 I 2 29 : II 70 : , I 

lliv- 2 111 26 I 11- 8 2- 14 4- 10 ~ 2~ : 3 81 : 
IVitten- 3 I 1 56 6- 9 6- 10 2 13 4 26 : 5 72 : I 

Ihuvud- 4 18 4 I 6- 9 5 II 6- 9 6 24 I 1 118 : 
:vinter- 5- 6 31 16 4 8= 8 3 12 1 32 : 10 36 
:virld- 5- 5 34 11- 8 2- 14 9" 6 7 21 : 4 75 
Ifolk- , 7 17 7 6- 9 , 14" 4 12- 5 3 27 : 2 90 I 

:linnilkl- ' B 9 28 2- 12 I I 17 8 8 14 10 I 9 39 
Isol- 9 3 37 13- 7 6- 10 6- 9 10- 14 13 28 
Ilorgon- 10 I 13 19 2- 12 8- 8 4- 10 8- 15 16 20 
Idild- 11 4 3~ 1~ 6 S- B 9- II 15 S S 4S 
I figll- 12- 15 12 4- 10 14- 4 I~- 4 S- I~ 11= 32 
Ih- 12- 10 27 17- 0 12- 5 9- 6 13 11 14 27 
Ijitte- 14 7 30 17- 0 17 2 15= 4 10- 14 7 58 : 
IQud- I 15 16 S 6- 9 ,: 11 6 12· 5 16- 4 17 11: 
lkirllk- 16 14 13 I 13 16 3 12- 5 IS 3 : 11: 32 : 
Ilfton- 17 I 12 20 6= 9 I 12- 5 17 3 12 12 I 18 9 f 
:hav- IS , S 29 13- 7 I 18 1 18 2 16- 4 I 15 21 : I 

---------------------------------------------------------------------------------
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It should be borne in mind that the choice of nouns was 

decided by the HM and Gullberg lists; other modifiers~ not 

investigated, may well have been more productive in the other 

corpuses. Three of the four nouns common to both the poetry 

corpuses come out top of the overall ranking in the non-poetry 

corpuses. HM's top two nouns, vatten- and §.QJJl!],~C--, tur'n Clut 

to be generally common first elements, wheras his next two, 

?ol- and £t,od-, generally rank lower'. Gullberg's t.np modifiE.'I"', 

k~rlek-. generally ranks much lower. 

However, rank ordering can only give a vague indication of 

the usage of modifiers. The raw figures in Table 530 shnw 

some surprising things. In three cases, the smaller corpuses 

have actually recorded a larger number of different cpds than 

have been found among All~n's 1,000,000 words, namely '~f!gD_-

(HM and H-G 124) , hav- (HM) and §..9l..- (HM) • In the case of 

afton-, the relatively small number o'f cpds in Allen can 

perhaps be e>:plained by the fact that it is a word that may 

be felt to be 5lightly archaic or poetic and there'few'e 

unusual in the newspaper language of 1965. (The H-G data 

represent5 language of the early part of the century, and the 

HM main data i5, of course, all poetry.) However, no similar 

explanati on can be gi ven for b..~- and sol--. Perhaps it is 

justified to talk about writers favouring certain modifier 

nouns. 

The frequencies of modifier nouns should ideally be 

measured again5t the numbers of Ncpds in the various corpuses 

but, unfortunately, those figures are not available except 

for HM and Gullberg. Measuring them against the total number 

of words in the corpuses is another possibility, and those 

figures are available. Provided the corpus i5 not too small 

or too specialised, it 5eem5 rea50nable to assume some 



relationship between the number of wards and the number uf 

found, aver the expected number in an even distrjbution, may 

simply be a reflection of an everall tendency to form cpds, 

and it should be remembered that factual prase in general has 

l)(~en fOIJnd to be richer in Ncpds th,-an litel~':"I'''y liJr\(:Jt..k'\(:JE~ (, 'f 

Tabl es 52A, B, C and L). If, ther-efon=~ HM C)I" [Jull bc'?I"q <3.1' C,· 

+ound to have e:·(cess numbers, that must. Si<3.y s;uuH?thirlcJ ahULll. 

the user's preferences, per-haps about preferred subJpct ~red 

(:i.e. mark the corpLls OIJt as 'spec:ialis!0!d'). F'cll"~ E!VC!1l tl'lOU(Jil 

the head-noun is normal I y regar"ded as the ' top i c ,. dnd tile> 

~Jdifier the 'comment', many modifier nouns are semantically 

as important as the head (a word like va.t.t:E~n.§,:~ .. Ll.JJ:),~(A., 'f m 

example, cannot be said to be a type 0+ stillness: the 

water carries at least equal semantic: weight), and whilst t.he 

list of frequent modifiers can read like a list 0+ a poet's 

themes (Table 53N) , the same is certainly nat true of the 

list of HM's most frequent head-nouns (Table 53Q). 

Table 53P summarises significance testing undertaken for 

twelve* of the eighteen modifier nouns listed in Table 530. 

The six corpuses have been listed in an order ranging from 

poetry (HM and Gullberg) via literary prose (H-G 3), mixed 

prose (H-G 5) and non-literary prose (H-G 124) to newspaper 

language (Allen). 

Chi 2 values above 20.515 are significant at the 0.001 

level with, as here, five degrees of freedom. 

--------------------
* A condition for the chi2 test to be appropriate is that the 
expected frequencies must have certain minimum value5~ usually 
no less than 5 in 80X of the cases. Six nouns~ whose expected 
frequencies would be less than 5 in two or more texts, have 
therefore been rul ed out (afton-, fc!lgel-~ gJ.ld,-, tl!:~.Y:'·", ,1 Si:'-
and, unfortunately, Gullberg's top-scoring kar.:.lgL·-). 



ITABLE 53 P Significance testing of frequencies of certain 
modifier nouns, common in HM and/or Gullberg 

=========================================== -
The HM 91,905 words (poetry) 
corpus- Hj G 48,975 words (poetry) 
es: H-G 3 100,000 words (literary prose) 

H-G 5 100,000 words (mixed prose) 
H-G 124 300,000 words (non-literary pros~) 

1 All~n 1,000,000 words (newspaper language) 
:---------------------------------------

The star indicates from whose list of top ten modifiers 
the noun is taken. 

1------------------------------------------
NOLin CorpLls Cpds c:h i ',' p + / .. , 

lObs E:-:p 
Ino no 

:---------1---------:-----------:-------:-- .... : .... : 
: !!iommar-- :*HM 42 10 I 1.0. 12: + 

: *Hj G 10 
H-'G 3 12 
H-G 5 20 
H-G 124 29 
All~n 70 

5 
11 
11 
"1t'":r .... , . .,) 

112 

131..08: 0.001 

-+ :.'? .. ;\4: 
+. (i. ·:';0 : 
+ 2.71: 

0.69: 
;':.97: 

---------1---------1-----------1-------1------1 ..... : ..... 
vatten- :*HM 

:*Hj G 
H-G 3 
H-G 5 
H-G 124 
Al1~n 

56 
9 

10 
13 
26 
72 

10 
6 

11 
11 
34 

113 

+ 11.1 • ~S~:3 : 
+ 1.. ~?2 : 

0.:'''0 : 
230.31: 0.001: + 0.60: 

1.371 
:::.86 : 

,--------- --------- -----------:-------:------:-------: 
liv-

va.rld-

*HM 
*Hj G 

H-G 3 
H-G 5 
H-8 124 
Allen 

*HM 
Hj G 
H-G 3 
H-'8 5 
H-G 124 

, All en 

26 9 
8 5 

14 10 
10 10 32.84 
25 30 
81 100 

-----------1-------
34 9 

8 5 
14 10 

6 10 81 • 2i~ : 
21 29 
75 96 

0.001 : 

... : .. 

0.001 I 
I 

t· 5 .. 00: 
+ 1. .:';t.~ : 
"".. 1. .. :?b : 

o 
0.91 : 
1 . 90 : 

: " 

+ U .3":: 
1 "',,q : 
1 .. :.?6 : 
1 .. :? t1 ~ 

1.49: 
2.14 : 

+ 

. ' 

... : 

: • ____ M _____________ ._: ____ ._. ____ .. .-._: _ ••• _ ...... ___ ._ : ...... _ ............. ~._ : " •••• : " ••• : 

Ihuvud- HM 4 10 : 
*Hj G 9 5 

H-G 3 11 11 
H-8 5 9 11 9.92 NOT SIGNIFICANT 
H-G 124 
AII~n 

24 
118 

32 
107 

--------- --------- -----------:------- ------:-------:----
minska/ 
manniska 

*HM 
*Hj G 

H-G 3 
H-G 5 
H-8 124 
Allen 

28 
12 
17 

8 
10 
39 

6 
3 
7 
7 140.901 O. 001 

21 
69 

+ £I. 98 : 
+ "" ,_J .. 20: 
+ 

. .,. 
713: ..• :t • 

I + 0. T! I , I 
,-, 

40: .oS .. 

..... 3. 61 I , 
:---------:--------- -----------:-------i------I-------:-

(Cc:mt:. ) 

+ 
+ 
+ 



--------- ---------:-----------:----
·M+·IM :31 

Hj G 4 
H-'-["; 3 El 
I-I·_··G 51? 
H--[3 124 ' :32 
All. en :::::6 

7 
4 
7 
7 

22 
'75 

., .. 9_ 07: 

U 
+ O. :'::7: 

110.83: 0.001 -+ 1.89: 
~~~ It 1. ::::. : 

--------- --------- ----------- -------:------:-- :-
morgon- HM 

"lI-Hj G 
H-G 3 
H-G 5 
H-G 124 
Allen 

19 
12 

8 
10 
15 
20 

5 
3 
c' 
•. J 

, 
5 

15 
51 

91.84 0.001 

.. ~ 6 .. ~?~~): 

+ !=5 .. 20: 
+ 1. :'!:4 : 
+ 2.21.1·: 

() 

4. :',4: 
." .......... : .. 

l;;ol-- *HM 38 6 +. I:!:. 06 : .+ 
Hj G 
H-G 3 
H-G 5 
H-G 124 
Allen 

7 
10 

9 
14 
28 

..". .... 
6 
6 

19 
65 

+ ~2 .. :::1 : 
+ 1.6"'::: 

202.55 0.001: + 1.22: 
1 • l:;j : 

.... 4·. :.'j9: 
:--------- --------- -----------:------- ------:---
:folk- HM 

*Hj G 
H-G 3 
H-G 5 
H-G 124 
Allen 

7 
9 
4 
5 

27 
90 

8 
4 
9 
9 1 

26 
87 

, O. O~:5 I 

1 08 , BARE:LY . I , S IC3N I-' , 
:FICANT 

._. 0. ::':;6 , , 
, 

+ ~l 

~'jO 
, , . .:;, " , 

.... , 1 67 I , I 

I 1 ":f .• :~ I 
I . " .. I '~.' I 

I + O. :?O 
, 

I I , 
of- O. '7"" I 

I ":'.':':. I 

--------- --------- ----------- -------'------:-------:----: 
cjod-

,j atte-

*HM 
Hj G 
H-G 3 
H-G 5 
H-G 124 
All4m 

*HM 
Hj G 
H-G 3 
H-G 5 
H-G 124 
Allll!n 

34 6 
6 3 
8 7 
6 7 146.54 
8 20 

48 67 
-----------,-------

30 6 
0 3 
2 7 
4 7 106.63 

14 20 
58 66 

+11.4:;: 
+ 1.. T-:;: 
-+- O. ::-;-7: 

0.001: -... O. :.)7: 
..... :,? 60: 
._. ,., "=!' .... ' I 

. .:" ...... , . .: .. I 

+ 

------:-------: .--: 
1- 9. E30 : + 
._ .. 1." 7:3: 
..... 1. D9 : 

O. 00:[: ..... 1. 14 : 
l. .. ::;:4: 
<)" ';'!3 : 

The consistent tendency for the positive residuals to be 

found in the poetry corpuses and the negative residuals in 

the more factual corpuses when one might have expected it to 

be the other way round (cf discussion above), must be regarded 

as evidence for the idea that poets favour certain nouns as 

first element in cpds. In all the clearly significant CQses 

it is HM's e>:cess that is chiefly ",·esponsi.ble fclI'" the cli:i.··'-

values. Thus, even though from the rank order list (Table 530) 



".- ~2 ~:.:,:j ::::: ••••. 

it l· c.-.::> clear that HM's tap noun~:; al"e, i.n 'fact., c:: Dlnrnnn 1. y 'f ClUII i1 

as first elements, the high residual values - all well above 

+3, same very much more - in the signifi.cance testing (Tablp 

:5:3F') !:ihow t.hat HM, in fact, ·ft'Jf"rned miany rrHJr'E~ than hi!:'; "L,Lll" 

vi,JJter_-, man (ni ) ska-, var .1..Q.-", f!J.Q!:.9.QI!:- and 1...:.LY... .. - .. 

For examples of HM cpds formed with some of the f~equent 

modifier nouns, see 3.2.3 and 7.2.1. 

In order to investigate whether HM also 'favours ce~t.ain 

head-nouns, his five most frequently used final constituents 

(Table 53M) have been compared with the same nouns used as 

heads in AIl~n's Nusvensk fr·e~§.!l.~rdboL. thE' only OnE! uf th(>, 

control texts in which head-nouns can be easily identified 

(the others only having initial alphabetic listings) .. The 

figures have been tested for statistical significance (Table 

53Q). Chi 3 values above 10.828 count as significant at the 

0.001 level when there is one degree of freedom, as here. 

------------------------------------------------------- -: 
ITABLE 53Q SiQnificance te.tinQ of frequencies of HM's 

five most commonly used head-nouns , , 
'==========================================a================: 

CorpLlses: HM 
AII!!!n 

91.905 wor'ds 
1,000,000 words 

Noun ICorpus Cpds chi Co? 

lObs Exp 1 
no no 1 

p +/· .. · 

------1-------1------------1--------1------- -------- -: 
,-s~ng , HM 36 ~ : 

AIUn 1 28 59 1 208.49 1 0.001 
+1:3. Elf.:, 
.. - 4.04 

+. 

------ -------1------------1--------1------- -------- -----: 
-dag HM 34 

AIUn I 101 
11 

124 1 52.3 
1 1" 6.93 +-

I 0.001 1 ..... 2.0'1 
------ -------1------------1--------1-------1--------1 --I 
.-} and HM 

AII!!!n 1 
29 
85 

10 1 
104 1 

1 ..... 6.01 ..... 

39. 57 1 O. 001 1 .- 1. E36 : 
------ -------:------------:--------:-------1--------:-----: 
-tid HM 27 

AIUn 1 182 
18 1 

191 4.92 1 NOT SIGNIFICANT 
------,-------1------------1--------1-------:--------:-----1 
-vind 1 HM 1 27 3 1 +13.86: ..... 

1 AII~n 1 11 35 1 208.46 1 0.00]. 1 - 4·.06 : 
-----------------------------------------------------------
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Again, the positive residuals in the significant cases 

belong to the HM corpuB. The chi 2 values and residuals for 

the HM corpus in both cases actually contains a larger number 

o·f differ-ent cpds thian the tEm times l,'\I'"(;)er· All en COI'pU~::i .• 

Vi rid suggests a r·ecur-r-i rig theme in HM' ~5 PO(;2t.V··Y!, and ha~:;; 

given r-ise to a number of interesting cr-eative cpds (spp 

7.2.1). Even combinations with some of the most frequent. modi 

f i er nouns, 501- and 1 i v-··, can pr·odLICE.~ creiat i Vf!:! C:pCh:i: 

, Det iii'"" torrstrU i ga 1 Angdagar- med ut torkande s.qJ..Y.:.L.[!cJ.' 
(C~'j5) • 

bivsvind och dodsvind blandas, 
talar i tungsint molnkv~ll 
med tidens vAgor. (T67) 

SAng can be combined latently with al mC:Jst any noun i nUlf.,· 

sense 'song about something' or 'song produced by somebody/ 

something', but several of HM's examples are creative, with 

more diffuse meanings: 

alIt medan spoknatten senas 
mot v~rIdssjalens gr-yning@sAng. (SbEI) 

och den 10cktAngskrusade dragspelskonungen 
r·iknade till pA sin gloddtarst:\n.fl.. (e',]) 

VArar och somrar kom f orbi med tra.str"op oc::h b..!~ll.G1D§.~!:l£:-l .• 
(V1.2) 

Jattegranen nastan en egen skog 
med egen stormsAnq. (T1I) 

Obviously, cpds do not require exotic elements to be cree-

tive - even the most common elements can combine with great 

effect. In fact, HM's most freqLlent modifier noun, Y~E).t .. t.~~I:~"··, 

combi nes wi th hi s most frequent head-noLIn, -·§'i~D..£b to PI~Clc:luC:f::! 

a creative c:pd. The poem is "Havsorakel": 

Medan vi ~nnu gungar 
sjunger yattensAngen om v~r verklighet som skall db. 

(C9:::;) 
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~.3.3 Frequencie. of individual noun compounds 

The vast majority of the Ncpds in the HM main data, lexi-

calised as well as potentially novel formations, occur only 

once. This is also true of the Hjalmar Gullberg data. In fact., 

the proportions of different numbers of occurrences are very 

similar for the two poets (Table 53R). 

ITABLE ~3R Single and multiple occurrence. of Ncpd. in HM 
and Hjalmar 8ullberg. Number. and percentages. 

IOccurrences HM Hj G 
no I. 

1------------------- -------------------1-------------------1 
ISingle 
ITwo 
IThre. 
IFour 
IFive 
ISix-ten 
IEleven-fifteen 

2990 
364 
101 
35 
22 
22 

7 

84.41. 
10.31. 

2.91. 
1. 01. 
0.61. 
0.61. 
0.21. 

1206 8:3.51. 
159 11.01. 

51 3.51. 
9 0.61. 
9 0.61. 

10 0.71. 
0 0 I. 

-------------------------------------------------------------

HM'. mo.t commonly used cpd is solnedgang, which occurs 15 

tim •• , and 8ullberg's is ~gonlock (10 times). Table 535 (next 

page) lists HM's most often used Ncpds and compares their 

frequencies in the main data with their numbers in the Gull-

berg concordance (Thavenius 1971), Hassler-Goransson's (1966) 

lists (not separated but seen as one corpus of 500,000 words; 

cf 5.3.2) and AII'n'. Nusyensk frekyensordbok. 

No d.tailed significance (chi2) testing has been performed 

but, for e.sy comparison, the raw frequencies (F) have been 

converted to an approximate frequency per 100,000 words 

(f 0/0000) • 

.. _._------------------
* The figures in this table are taken from the summary 

statistics in the computer printouts and therefore include 
the reprinted Nm poems. This doe. not affect the number of 
different cpds (3541), but increases the total number of 
occurrences. 



iTABLE 538 HM"s twenty most commonly used Ncpds. 
Comparison of frequencies in HM, Gullberg, 
Hassler-Goransson and All~n 

==========-================================~ ... _ .. _ ........ " ................ ,;::;:-: 

!--1M 1"·lj G H .... ·C; (ill (jr, 
Nc:pd F f 

, 
F , 

0/0000' 
f F' 

0/0000: 
f 

0/0000: 
1'" f 

0/0000 

-----------i---------- ----------i-------- ...... : 
lsol nedg<!lng , 

15 15 7 14 8 1.6 , 
Dori sbLlrg 14 14 

,klc)ckboj 14 14 1 2 
andedrakt 13 13 5 10 l. 0.2 .-:~' 0 :~: · 
:i nsj i:i 12 12 4 O. El 4 0 II 

regnb<!lge 11 11 2 4 4 0.13 1 0 .. 1 
lSj oHigel 11 11 :3 0.6 1 0 · j 
jungfru 10 10 2 4 16 :::;. .. 2 b o. (:, 

lsinnebild 10 10 
~, (I ,0'1 ..;:. .. .. ; .. 

havsvind 9 9 1 0 . .2 
vattenfall 9 9 3 0.6 '7f (I .-:~. 

'.w' · 'w.' 

dragspel 8 8 5 1.0 l. (; · I 

kyrkogcir'd 8 8 2 4 24 4.El 10 1 · ( 1 

slaktled 8 8 '?,' 

'-' 0.6 1 0 .. 1 
'fototurb 7 7 , , 
1 j us3.r 7 7 , -, l. O. j 

(::lrmbunk (e) 7 7 3 6 "l!' .... 0.6 ( 2 ) * . 
solsken 7 7 1 2 41 8.2 1 0 1. " 

() 

!sv<!lr'mod 7 7 2 0.4 .. " O. :::. 
agonblick 7 7 8 16 91 113.2 9~:' ... , 9 r.::' · •. J 

As can be seen from Tabl e 538, )Sol nedg<!nc3., i~n . .9gJ~.!.:.}E.\..I.:::.t. Clilci 

orm~unk(e) have similar frequencies in the two poetry corpus-

es, and they are less commonly used in non-poetic language. 

{.~t the opposite end of the scale is i:igonb:Li.fJ:.:;.~ whl?n:;! Gul1bE!I'(~J 

has a high score but HM is outnumbered by all the ether 

corpuses, both in actual and converted frequency figures. Of 

HM's other top twenty c:pds, onl y !i.ol skeo.., .tY..r.:.L9H.~.r.:J.t and iLl.D(:l: 

f..r::.g (the latter probably often used, at leasit. in thE! Ha~,;s;ll='I" 

Garansson corpus, in the sense (house-)maid) have high 

frequencies in the other corpuses. The remainder can safely 

be assumed to be used with more than average frequency by HM. 

The frequency figures do not tell the whole stury, how-

ever: some of the frequent c:pds occur in only ane collection 

* <Two OCCLlrrences wi thi n secclndary c:pds onl y: 9.Crr.l.!"JJ=-m.L2::::) 



(]I~ in only thr'ee elf' fOLw' poems, c)'thel"s tl.wn up in cClllf?cti.nn 

after collection. Table 53T outlines the distr-iliutiorl uf thc' 

'fl'-equent cpds. 

:TABLE 53T Distribution of HM~s twenty most frequent Ncpds 
:=====================================================~= 
:Ncpd F No No 1 poems Icollectiolls 1 
1------------1---------1-------1------------
solnedg~ng 15 14 9 
,sndedrakt 13 11 7 
insjo 12 11 6 
r-egnbi1ge 11 8 6 
sinnebild 10 6 6 

Ivattenfall 9 6 6 
lormbunk(e) 7 7 5 
logonblick 7 7 5 
1 kyrkog~rd 8 6 5 
Ihavsvind 9 4* 5* 
Isolsken 7 5 4 
:!sH\ktled 8 4 4 
'kloc:kboj 14 3* 4* 
sjofi1gel 11 ~) 3 
1 jl.lS~r 7 6 " '-' 
svirmod 7 3 -:r ..... 
'fototl.lrb 7 6 2 
dragspel 8 5 2 
Dorisburg 14 6 1 
jungfru 10 3 1 

Rdnqf!:~ 0+ 
: ,_ .. _N. . ......................... _ 

19::; 17U 
19:::4"/8 
1. 94~j"'7El 
19:::4"/U 
1 94~S ··Cl2 
1'7'::;1 r:; 
191.1·571 
194:;; ... !!:; 
1 9:~9 .. If] 
1 ''1:':.4·· .. ·/:3 
19L~::'i .. ···7::: 
1 'y~2('11 9~36 
1. 9:~9· .. ··:,4 (11'::) 
1929, 1960 
:[ ''1~:;6'''''7El 
1. C?45-~.m 
1956, 19D? 
1931., 1. 9~):3 

19~)6 

193Lf 

Whereas solnedgi1ng OCCl..lr-S in nine differ"e.'ITt. cClIIG:H::tiC:Hl~;;, 

published at different times during virtually the whole of 

HM's productive period, DorisbLlr.9., iliS only found in 0..LLL,)X::.iJ, 

and jungfru only in Nat yr. 

The majority of cpds which occur more than once are lexi 

calised or latent formations. In the list above~ all but two 

q;)(Jr-i sbyrg and fototurQ.> are found in SAClL. Q.~;u::._U!Li;;!l:.\J::-_Sl., at 

least, must be regarded as a latent cpd, once the concept of 

Qpris has been accepted. The same is true of SeVf?1'"i:l1 CJtl"l(~r" 

* These apparently paradoxical figures are due to poems 
appearing in more than one collection. 
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&1.i..£\.CE. CCli nag es wh:i c:h h,,:\ VE~ I'" ep ea tf:?d C)t: c:: L.lr·,'· E'n c E~~::; i 1'1 t:. h C' c:i ,j t. ,) , 

e.g. 
m:l mahall 
mimasal 

(5 time~s) 

(2) 

rn:l m,::\!skir"va (2) 
mimasktital~e (2) 

tensorlira (5) 
goptalira (4) 
goptaborcl ('2) 

fokusverk (2) 
goldonder~ung (2) 

It is unusual for creative cpds to occur more than once, 

and those that do will often be found in the same poem, e.g. 

bOj stj a.l k 4 times in FU 105f1' 
Fingersclngare 3 A 100 
j arntrad 3 No 46 
lyckovarme 3 DLM 7("1 

modersrad 3 N 45 
askstod 2 A 148'-9 
varldssorg 2 DL.M i2B 

There are, however, a small number of cpds towards the 

creative end of the spectrum that have repeated, apparently 

unconnected, occurrences. Details are given in Table 53U. 

ITABLE :53U Cr •• tive compounds: 
occurrence. in different poems 

:================================================~==== .... I , 
Ncpd F No poems Reference!s 
--------------------------------------------, , •• U •• _.H"H •••• H_ ." ............... , , 
!!ioleld 4 4 N5i N125 DU110(1 T:::;(! 
dodsflod 3 3 V36 Vi 03·-'+ D t.. I"! 1 '2 
mclnsclng 5 2 C19 V44-45 
dagsken 2 2 V93 V98 
regnridcl 2 2 No44 TDB105 
snokllpa 2 :2 C24 GT90 
sommardorr 2 2 C32 V12i 
stjarndjup 2 2 V:37 DLM124 
stjarnhav :2 :2 C42 V94 
vattensloja 2 :2 Nm84 T31 
varl dsbUlst :2 :2 DLM20 DLM49 
varldsdod 2 :2 C8l DLM43 

Two of these (dagsken and varldsb13st) have their two 

occurrences in the same collection and there may therefore 

be a tenuous link between them, but the others look as if 

they may have been 'created for the moment' en more than ene 

occasion. I shall look more closely at these in Chapter 7. 
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5 . 4 Conc l usion 

In thi s chapt e r, I h a v e exami ned HM's cpd u sage within a 

s tati s ti cal framework . It i s i mportan t to n~membel'- that, in a 

s:;tyli s tic s tLldy, s tati s ti c al si gnifi cance is not in itsE!l ·f of 

any interest or importanc e ; it mer e ly conf i r ms and l e nd s 

weight to intuitive insights : 

Statistical significance ... is not a s uff icient 
c ondition of literary or historical s ignif icance, nor 
is it a necessary condition in all cases : bu t i f a 
phenomenon lacks statistical significance , th is may 
put the student on his guard against att ac h i n g t oo 
great importance to it. It is idle for th e critic or 
the historian to seek causes for a v a ri a tion i n a n 
author's habits when chance is an adequat e ex pl a nation 
of the observed variations. It is the s t a ti s t ician 
who can indicate the bounds within which it is 
reasonable to seek explanation other th a n chance.' 

(j-:~enny 19 8 2 p8l> 

I have established that there are stati s t ically s i g n ifi -

cant differences between HM and other u s er s of Swe d ish in a 

number" of areas: 

ove rall Ncpd fre quency (Tables 526, 52C, 52F , 52M and 520), 
where literary language in general was found t o h a v e fewer 
Ncpds than bruksprosa ('functional Swedi s h ' ) but, within 
literary prose, HM was found to have a high e r Nc pd frequen
cy than other contemporary writers , both in pros e (samples 
only) and poetry; 

creative Ncpd freque ncy (Tables 53 C, 53 H, 53K a n d 53L ) , 
Where HM's figures are compared with those of Bi r ger Sjd
berg (samples) and Hjalmar Gullberg (concor d a n ce ) , and are 
found to be consistently higher than theirs; 

- fr e quencies of e lements (Tables 53P and 5 3 Q) and of 
individua l Ncpds (Table 53S), where certain e l e me nt s a nd 
Ncpds were found to occur with much higher p roportion al 
frequencies in HM than in several control c o rp uses, both 
literary and non-literary. 

In Chapters Six and Seven I shall seek s ome o f t he 

El:·:pl anati ons. 
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CHAPTER SIX: STYLISTIC ANALYSIS OF CREATIVE COMPOUNDS 

6.1 INTRODUCTION 

6.1.1 Creatively formed and creatively used cpds 

In this chapter, I am concerned with the cpds at the crea

tive end of the establishment scale (see Table 21C). By defi

nition, they are not a strictly delimited group (cf Tables 

536, 53H and 53J), and any figures in this chapter are to be 

read simply as indications to show tendencies. The same vague

ness of definition applies to the various types of creative 

cpd identified in the chapter. Many cpds could be included in 

more than one type. The lists of examples are not intended to 

be exhaustive, but merely serve an illustrative purpose. 

In addition to the main data (see 2.2.1), among whIch 50me 

750-1000 creative cpds have been identified, additional data 

from the prose books, the collection Ur fie .t.hL'§.en_.~.t.j.f~_t'§LQE.\_\'il 

9..Q.k (TDB> and, above all, from the e:<tensive collection C)·f 

poetry manuscripts in the HM Archive in Uppsala University 

Library have been used. The archive data alone comprises some 

1000 creative cpds, and it goes without saying that I shall 

not account for each individual formation found there. Their 

main use will be as further exemplification of the different 

types identified in the main data. 

The distinction between a creatively formed and a creative-

ly used cpd is important. As I have discussed in earlier 

chapters, a creative, i.e. creatively formed, cpd is one 

which cannot, on the whole, be understood without its con

text, or one which strikes the reader as particularly invent

ive or baffling. 
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Any word, inc lud i ng a c r eat ive c pd , can also be u sed in a 

creative way: as par t of sound or other patterns, as met a 

phors and s ymbols, in u nex pected co llocations. Th e present 

s tudy is not c hi e fly concern e d with creative use but with 

creat ive word - formation. Some l atent and lexica li sed c pd s , 

u sed creatively, are included in the discussion, but I am 

c hiefly interested in creatively formed cpd s and th e ir U SB . 

When creatively formed words are a l so used creatively , th e 

language can be said to be stretched to its limi ts. Surpri s

ingly, perhaps, as we shall see below, this does not a lw ays 

lead to obscurity. Occasiona lly, creative writer s do go 

beyond the limits of strict c ompreh e n sibi l ity, and readers at 

best experience a kind of 'through a glass, dark ly' insight . 

This can be caused by two different tendenc ies in mod erni s t 

poetry: 

1) Metaphors may be of such a personal nat ure a s to confound 

most readers. Hallberg (1980 p48) talks about the v ar ying 

d(3grees of tension between tenor ( l?~q) and vehicle <Q.iJ. .. d -:. 

led), 'fran den lagsta I mycket narliggande eller· b a nala 

metaforer, dar vi knappast fbrnimmer den , till en punkt, d ir 

den kanske upplevs som alltf6r h6g och vall ar kortslutning i 

var f6rstaelse'. 

2 ) Words in poetry, particul ar ly moderni s t poetry, ma y be 

used to suggest rather than to denote. In cpds, it can be th e 

i:~(: tual combination of elements, rather th.-an the participating 

words themselves, that is used to suggest a nd to evoke associ 

ations. In vattensang, for example (see p254 for the context), 

it is not so much the water or the song, but rat h er the link 

between them, that intrigues. 'Comprehension' of s u c h cpds is 
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totally dependent on the degree of rapport and common ground 

between writer and reader. In fact, comprehension is often 

the wrong word to use: it is usually more a question of 

intuitive perception. 

On the whole, HM's language is accessible. Most of his 

creative cpds are inventive, often striking, short-cuts to 

immediate visions and insights. But there are also examples 

of more obscure cpds, where a seeking for an unequivocal 

"meaning' is pointless. For want of a better t.er·m, I call 

these TGD ('through a glass darkly') cpds. 

6.1.2 Different type. of creative compound 

In order to outline characteristic features of HM's crea

tive cpd formation, I shall attempt a rough typological 

classification. I am aware that such an undertaking is 

fraught with pitfalls. 'Den ofta sv~vande karakt~ren has Mar

tinsons komposita gtir det sv~rt att alltid dra gr~nserna 

skarpt' (Hallberg 1941 p23l. At the risk of oversimplifying 

matters by not always taking account of the numerous 

"kameleontiska ~vergangsformer' (op.cit. p23l, I believe that 

a discussion of types can nevertheless reveal something about 

HM's style, and about the use of cpds in poetiC language in 

general. 

Belfrage, in his wide-ranging stylistic studies (1916, 

1920), suggests a division into illLlsionskomposi.ta.., ~:ompl..iki£: 

tionskomposita and komplikatoriska illusionskomposit;..§!., the 

latter divided into metaforkomposiJ;..9. and besj~I.oingsl-:;gJ.!lR..Q.§.it...sl.. 
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Th(: mi:,in d:l'ff,~I'''enc:e betwen th(;? f:i.I,·~:;t two tYPE~~::; :l':i tl,,::\t, .iI' 

L.Ll.Jd"~ . .LQ.!J . .? ... b..9"mQQ.a.iJ: a ~ , 6:'\ r c:I f~' t n i~ ~l a 1"1 a v 1 t" cI c:.~ I" n d ( E~ 1 1 f .. ' 1" l. .. :,\ d.·\ I,; I •• r, 

i sig sjalv ger- ett Llttr'yc:k ·for" E!11 est.f:2ti.Ek :;;~n~;ld', IfJIIE'I' E'i:\'::"" 

in kcmplikationskcmpcsita, 'det estetiska vardet ligyer 

Sj al. va komposi ti onen, i of or"h,tH 1 andet mel 1 an de <,~ssc:Jc j d'l i ur,c·'!' 

~i;(Jm ssgsleder"na representera' (Belfr'age 1''120 p2)" U";l.! uf 1.'1,.:' 

term illusignskomposita therefore involves identifying 

certain words (constituents) as in themselves having esthetic 

v.-alue. Hallberg (1941 p 17· ... 23) tentativE'Iy ~:;u~~~~c:!~::;t~,; d r'Llmb,::,'I" 

of HM cpds with 'illusionselement' (e.g. i5ltte-::j~.WJ.i~\.r .. ,r;E\m, 

-sax, -mantlar; silywr-dal_, -l...YiJ;:_, -lary", ·-giJ;.m.9f·:) iand iOl qroup 

of cpds 'av overvagande komplikatorisk natUl" (E"'~l' y.I:'.i3.L~;,..iij" 

septemberlamca). He also gives examples of cpds 'clar det 

metaforiska inslaget synes ••• ofrankCJmligt:' (f.~"g. (::!.J...c.;!J:l .. s\!:lJ~t, 

vattentundra), but he is cautious about claiming clear-cut 

differences. 

I find the Belfrage typology difficult to apply to the HM 

data. By definition, almost all o·f the creativE:~ c:pcl~;>~ wi I'll 

t.he e){ception of metaphoric format.ions, would b~? L .. E?J!.I.lJ.J .... tJ: ... ~~.:::. 

tionskomposita. I also find it difficult to identify what 

might be 'illusionselement' in HM's c:pds~ and am not entirely 

cClnvinced by Hallberg's e:·:amples. (I do n(::It., for' :in~"t"II'ICf,", 

understand why kOPQarrgt (p19) is regarded as containing an 

'illusionselement' but the adjective oljeblA (p2S) is said to 

be of 'komplikativ natur'). I shall not, therefol"E0, m,~ke 

1.1.1 I,.tsi OD§1tkgmgosi ta a separate group. Al so, I need i:l ·h.ll,·ttlc'r 

division of not only kom2...l.i.lliionskornRos .. Lt.<i!.. but i..'11su of [!.l(g.tj~\.:: 

forkomposita. BeIfr'age defines the latter as cpd~s in v~h.icll 

'ftirleden utgores av det psykologiska subjektet till den 

metafor som efterleden inneh,tuler' (my emphi:H,;ls). 
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I suggest the fo ll owing basic categories of creative cpds 

i n HM: 

Me t a phoric cpds: 

1) metaphor containe d in the final c on s tituent 

2) metaphor contained in the initi al con s titue nt 

3) creative cpds used metaphorically 

4) mixed and multiple metaphor s 

Contextual cpds: 

1) incongruous, bordering on l atent 

2) verbally contextual 

3) generally contextual (inc ludi ng ' TGD'; see p262 ) 

Complicational cpds: 

1) word-play 

2) alliteration, rhyme and onomatopoeia 

3) paradoxical and accumulative cpds 

4) transference of semantic f eatureo 

The approximate correspondence between my terminol ogy a nd 

Belfrage's is set out below: 

-------------------------------------------------------------
: Belfrage's classification I My classification 
1================================== 1======================== : 

Illusionskomposlta Con textua l c pd s 1-3 : 
:----------------------------------: Compli cational c pd s 1-3: 
1 Komplikationskomposita 1 Metaphoric cpds 2- 4( 7 ) : 
1- --------------------------------- 1------------------------ : 
1 Komplika- 1 metaforkomposit a 1 Metaphori c c pd s 1 
1 toriska 1----------------------1------------------------: 

ill.komp. 1 besj. lning skomposita I Complicational cpds 4 
-------------------------------------------------------------
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6 . 2 .1 Metaphoric c pds : basic types 

About a fifth of the creative cpds noted in the main data 

are met aphoric~ i.e. eit her metaphorically formed or meta-

phorically used . In strict stylistic terminology, only those 

cases where the tenor, or proper term, is un expressed and has 

to be concluded from the context are called metaphors, as 

when HM, for instance, refer s to a block of ice as a vinter-

stycke (DLM60) or autumn leaves as e ldsktir d ( V92 ). Wh e n 

the tenor is explicit, as in metaphoric ally formed cpds lik e 

Etimgardin and korkskruvshorrl~ the strict term wCluld be si mi I e 

or comparison <liknelse). However, I use the term metaphor i.n 

its wider sense, whether or not the tenor is explicit. 

Metaphoric use of words is by no me ans a l iterary prero-

gative. It has been suggested that a large part of ou r vocab-

ulary may be originally metaphoric, that ther e appears to be 

a general human compulsion to compare thing s a nd find 

similarities. 

Oet finns •.. en kontinuitet mell an d ik t en 
och spr~ket sam s~dant, en gemen sam met aforisk 
disposition~ sam stlrker v~r bered s ka p att upp 
fatta diktens bildspr~k ocks~ i dess mera avan -
cerade former. (Hallberg 1982 p33) 

What is more, I believe we may be particul arly predisposed 

to try to understand metaphors in compound s . We are used to 

meeting new cpds in other registers, such as technic a l and 

newspaper language, and used to maki ng some sense of them 

from our familiarity with the constituents. A c pd is a word, 

and we expect to understand words in our own language, 

especially words made up of familiar component s. We a re even 

wi l ling to stretch the meaning of these compon e n ts , in order 

to make sense of the combination. One way, and often the 
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easiest~ of stretch ing the mea ning is to assume a non

liter a l, metaphoric use of one of the const ituent s. 

Ma ny originally metaphoric a lly formed or used cp d s have 

become estab 1 i shed ~ e. g. grasmatta , trumh:LOllil, prastkrage. 

Even though all metaphors mu s t be assumed to b e origin a ll y 

creative, only fresh metaphors, those in wh ich a certain 

tension i s felt b e tween tenor (sak l ed ) and vehicl e (bildled)~ 

are of interest from a s tyl istic point of vi e w. Wh en cosmic 

nebLllae al~e referred to a s himl a h i3.r,gor they catch our' at.b? n -' 

tion, but when a c:ertain flower is called a ru::_~.1?t..L.!:-=lgg, a 

vicar's collar is usually far from our minds. The only way 

established, 'f ossi lised ' , metaphors can b ecome sty l istically 

interesting is when the context bring s out the origin a l 

meaning, or allows both a litera l and a me taphoric inter 

pretation (see 6. 3 .~). 

Cpds are unique among word s i n that t heir stems always 

consist of at least two other stems. As a ny stem can b e u sed 

metaphorically, it follows that there are basica lly three 

kinds of metaphoric cpd: the whol e c pd itself may be use d as 

a metaphor or, within the c pd, either th e f irst or the second 

constituent may be used metaphoric a lly. In cpds with mor e 

than two elements, there are possi b ilities of mu ltiple meta

phors, e.g. the last two examples of Typ e 1 in Table 62A (on 

t he next page). (See further 6. 2 .8). 

Type 1 cpds, which coincide with Belfrage 's met a phori c 

cpds, are much more frequent than Type 2 cpd s in the HM data, 

and probably in the l anguage generally. In W"u-ren's (1978) 

semantic classification system, Typ e 1 cpds are di s persed 

a mong various classes and the metaphoric use of th e fin a l 

c on s tituent is indicated in footnotes , wh ereas Type 2 cpd s 
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are given a separate c l ass, 'RESEMB LE'. 

TABLE 62A Basic types of metaphoric cpd 
=========================================================== 1 
Typ e Te nor 

Sakl e d 
IVehic l e HM exampl es 
ISildl ed 

ellaptel" I 
~:;ec: t i. on: 

1 

2 

3 

---------1-------- ----------------------------------- : 
In 
f i r's t 
con
st i tu '
ent 

, In 
second 
con 
sti tLI 
ent 

dimgar d in 
n <'a versi den 
blomguld -' 

(ML171 ) 
(e77) 

,b 1 omg l.!l d s f lor 
Itottmoln shjLIJ. 

(N L27) 
( Nm89) 

:6 .. 2 .2 

- ----- --- - ------- 1----------------------------- 1-----
In In I tot: tmol n '· 

Isecond fir st Iskov e lhan d (LES72) 
CTl.6 ) ' const it- ,con s tit - Ihinnbark 

uent Il.le nt : kork skr Llvs horn (N80) 
--------- 1--------1----------------------------- :-----: 
In ether 
word in 
conteNt 

IWhol e 
(crea
tive) 
c pd ,or under· - I 

Is t ood 

Ihiml a h arpa: nebulosa (N76) 
Imjdl k huml. a: separator (N131) 
ImAnst r i mm a n s kvi cksilver - :6.2 . 41 

s n ok CDLM69) 
l e ld s kHrd: a utumn l eav es (V92) 

-------------------------------------------------------------

In all the examples in Table 6 2 A, there is a one- to- one 

correspondence between tenor and vehi c l e : the mist resembles 

a curtain, the hand a shovel, the n eb ul a a h eaven ly harp, 

etc. This is not always the case . It i s oft en only an un··· 

e:< pressed part or aspect of the t e nor n OLln thiiilt: is compan:: d 

to the vehicle noun: the actual tenc)r is not. e:<prE)SSEi!d. In 

!lli~.nsUip (N96) , for example, it is not the moo n but it s light 

or r·eflection that resembles a §..~ap, a nd in eld sky., th e 

cloud does not resemble fire in every res pect , on l y in colour. 

Sometimes the exact basis for compari s on is difficult to 

express in 'neutral' terms . What, for instance, is the exact 

tenor of parkyalv (FU99 and 102)? We are here c l ose to Hall-

berg's 'metafor av tv~ng'*, that is to say th e metaphor, 

rat her than being a n embellishment, i s th e most economical 

e :':pressi on. 

* Used in hi s discussion (1982 p35) of He i n z Werner's 
Die UrsprOnge der Metapher (Leip zi g, 1919). 
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6.2.2 Metaphoric cpds, Type 1: tenor - vehicle 

Despite many borderline cases, Type I epds can be claimed 

to fall into three subgroups, as suggested by the discussion 

of defective tenors in the previous section: 

---------------------------------------------------
ITABLE 62B Metaphoric cpds Type 1 
:=================================================: 
1 Type Tenor Vehicle Refer'enee 1 

1-------------------------------------------------: 
1 a 

b 
c: 

dim
mygg(svarms'
park(x'-

-gardin 
-maIn 
-valv 

(ML1?I) 
(C72, 
(FU99' 

---------------------------------------------------
Other examples: 

la: biflodstrad (DLM12), gaskammarfjall (V31), kottbj~llra 
(N27" kustb~rd (DLM104), lingonklocka (LESI8), Ibnnlbvs
fat (T66', molnvigg (N25) , molnviv (LESI6', niversiden 
(C77), regndroppsbgon (ML165), regnrid~ (N044, TDB105), 
tottmolnshjul (NmB9), trygghetsvadd (V61', tunnel rot 
(N25, • 

Ib: damm(tuss)spindel (LESB', Ijus(str~ls)kvast (TDB65), 
m~n (ref 1 ex) stig (P35), m~n (ref 1 ex II jUs) sl ap (1\196), 
rokC'pelar"stod (S44), sol (skens'eld (N51, DLM1(0), 
sol (skens)rbk (Nol12, V65), sol (strims)bjilke (DLM25), 
sol (strims)spjala (T62), sol (str~ls)eker (LES34), 
vatten(stanks'rbk (T34), vatten(yts)tyg (V9B,. 

lc: bOj(x'stjalk (FUI0S', braken(x'skog* (T71', gnejs(x'nos 
(DLM69), granit(x)kittel (NB4), gren(>:'vigg <TDB65), 
gyttje(x)tunga (C60) , hundloks(x)hav (NoIOI), is(x'orgel
O~ust) (CB5), klipp(>:)tunna (N047), ltiv(>:'moln <T72) , 
slant(x)regn (N51l, SPjut(x)regn (N062', stjirn(:<lhav 
(C42), stjirn(x)s~dd (T60), vatten(x)skuldra (N32). 

Some of HM's metaphors are conventional, some are very 

striking. There are several examples of HM replacing an 

establised metaphor with a new formation, e.g. cokstQQ, 

(rokpelare), m~nstig (m~ngata) and kustb~rd (kustband). 

Sometimes the metaphoric cpd is only part of a larger 

image: 

--------------------
* Can also be interpreted as a non-metaphoric cpd 

(bracken-filled forest). 
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Sommaren vaggade undan ankvis 
p~ avhuggna ltinnltivsfotter:. <T66) 

Dromstaden ser helt annorlunda ut ~n vad ritningarna utvisar. 

Husen ar av dromt material, solbjalkar. <DLM2~5 ) 

Sometimes the metaphor is triggered off by another word, 

in this case vattenskr~ddarna, itself an established meta-

phor whose literal meaning is refreshed in the poem, partly 

by its interaction with the new formation: 

01 kilade vattenskr~ddarna till pi vattnet 
snabbt frln alia hill for att hinna ta mItt 
pi det stillnade yattentyg.t fore bllst och byar. (V9E1) 

There are some cases of type 1a cpds where the tenor seems 

to comprise not only the first constituent but also a pre-

ceding noun in the genitive case. In kikell.lQoens e:!ldteat~ 

(N38), teater is obvi ousl y not a metaphor for el din genel~al 

but for k.k.lygnseld. Similarly, gbservatoriets tornhi<\:\l.ill 

(N76), an gr@nats aldblomm@ (FU98), ma!krosors klctmoln (V66) 

and Isayaldynets st UU kkapp ("Naturen I Umar") . 

The borderline between Types 1b and 1c is particularly 

diffuse, and depends to some extent on one's ability to think 

of a suitable word for the omitted part of the tenor. Two 

main varieties of Type 1c cpd seem to emerge from the 

examples: ona where tha vehicle noun denotes the shape of 

Borne material expressed by the tenor, and one where the 

vahicle noun is a collective or group noun of which the tenor 

is the individual member. (Cf also 6.4.4.) 

In some cases, the metaphor has to be seen in its context 

for a correct classification. In isolation, tl.ll'}nel..r.:.Q.t" fClI~ 

instance, could equally well be referred to Type 1 (rootlike 
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tunnel) and Type 2 (tunnel-like root). In the context of an 

ant-hill, it is obvious that passages extending from it into 

the ground beneath are seen as its anchorage and root system~ 

i.e. it is a type 1 cpd. 

Trollvisionen under granarna. Skogarnas slagghog. 
Ett bo f~r myrmillioner. Den har tunnelrotter 
med Adror vari myrfolken flyta fram i strommar ... (N25) 

There is an interesting antithesis of tunnel rot in another 

poem in Natur. Instead of tunnels being seen as roots, we 

there find roots compared to pipes. It is in the poem about 

John Bauer a 

net ringlar, ringlar guld 
pi kr~kta kODparr~tters r§rJ 
och jordens mHrkar vander sig, 
att si1a solens sagohtr 
i alIa skogars valvo (N126) 

In this case, it is quite possible that the colour of pine 

root. gave rise to the Type 2 metaphoric cpd kopparro~, which 

might then in turn have suggested ~. 

6.2.3 Metaphoric cpds, Type 21 vehicle - tenor 

Metaphoric cpds with the vehicle in the first constituent, 

•• g. ~Qrkskruyshgrn, are much l.ss frequent than Type 1 

metaphors, which outnumber them by about 4 to 1 in the main 

data. It is neverthele •• possible to recognise subgroups 

Similar to those found among Type 1 metaphors. 

The main subgroup is represented by korkskruyshorn, which 
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can be paraphrased as 'a corkscrew-like horn'. A subgroup 

somewhat similar to 1b can be found among those cpds where 

"-like' is not an adequate paraphrase, where the first 

constituent is not a metaphor for the whole of the second but 

only an aspect of it, e.g. nalstingsstrid, a needleprick 

(-sharp) fight. A third subgroup, somewhat similar to lc can 

be identified in cpds like kocparrot, where the first 

constituent is a substance or material of which the second 

constituent is (metaphorically) made. The dividing-lines 

between subgroups are not clear-cut. 

------------------------------------------------------
ITABLE 62C "-taphoric cpds, Typ. 2 : 
I-=.-=-.-=--.==.===============================~=~===: 
IType Vehicle Tenor Reference : 
1----------------------------------------------------: 
12 a korkskruvs(liknande) -horn NBO 

b nllstings(vass) -strid N73 
c koppar- -rot N126 

------------------------------------------------------
Other examplesl 

2a: bikupshimmel (018), hinnbark (T16), katr'inplommonsroc:k 
(T26) , pansarl~der (N79) , pyramidberg (N37), skcvelhand 
(LE872), tempelskog (P92). 

2bl eld(fJargli\d)li\gli\t (AlI8), eld(f~rgli\d)sky (857), ele'fant.
(stort)block (N103), guld(flrgad)gas (N76), silver
(skimrande)dal (N96), sot(svart)natt (N121), askmolns
(flrgat)b~r (LES46). 

2c: granitkvinna (V38) , guldblad (AllB), guldgolv <T1B), 
guldhlr (N124), guldspenat (NI22), guldull (Nc9B), 
istunga (V64), J~rntr~d (N046), kristallspiral (N32) , 
sammetstunga (P43), silversj~ (N94), vitpllstak (N49). 

It is along the lines of 2c thli\t one must imagine the 

conventionally poetic silyer- and ~- cpds originally to 

have been formed. Once words like silyerb~ck and ~uldhar have 

become li\ccepted as conventional metaphors, however, the 

actual resemblance between tenor and vehicle is forgotten, 

and the first constituent is regarded as simply adjectival 

(silver or gold coloured, i.e. Type 2b) and lyrically poetic, 
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esthetically pleasing: they have become "illusionselement" 

and can be used wi th purel y ornamental intent, i. e. ar-e no 

longer metaphorical. 

Sometimes HM's silver- and guld-cpds C(:Jme close t.o the 

conventionally poetic. With very few e:·:ceptions, e.g. silv§!.:..:: 

~ (N7) and silvergingel (Nm68), all HM's silver-c:pds are 

linked with either the moon or with water or often both, and 

this is, of course, entirely traditional ('ekans marka tr. i 

'ily,r'iij' N94). Naturally, HM is aware of this feature of 

the semantic make-up of ,ilyer- and ~-cpds and, on the 

whole, he avoids combinations that could be felt to be hack-

n~yed. This is also the case with those I have noted in the 

archive po.ms: vattensilver (Type 1 metaphor), for example, 

is a fresher cpd than lilvervatten would be. 

Langs an back som tvattar ,tenar 
med pannband av ormbunk 
klingar mitt vattensllver 

(IIRegndropparna samtalar") 

and, as .. verbl 

Oe nyss sa torra enarna 
lat.r sig vattansilvras 
av regnvinden (IIHtistbild") 

Silyerl.k .ncapsulat.s tha colour and the movement in one: 

Vind och sol mtits och bjuder 
takdroppets silvarlak ("Vind och sol ") 

Thera are also several examples of silver-words with moon 

conn.ctions, '.Q.I 

mansUv.rkedjor at huldrorna (IISkogen.iir en miiH:tig") 

Mansk.n.ts lilv.rskilva 
dallrar pa vik och Sjti (IIGrablockens I avar ") 
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One way HM can achieve a certain degree of freshness with a 

word like silver is to form creative cpds, like ~iilver$k.itlva, 

silvergrys, silversopor (see 7.2.1), silvervind (see 7.2.1.1 

and §ilverpyckel, or to use possibly new, but latent, cpds 

like silverbuckla and silversnurra (objects actually made of 

silver) in a metaphoric way. Notice also, in the following 

poem, how the insistent repetition of silver seems to prevent 

it from being a pure 'illusionselement': 

och framfor klang den stenen 
som bOjde upp vattnet till silverbucklan 
och lyfte silverpyckaln 
mot trollslindevingarnas sprattlande glitter 
och flimmertunna glas 

och vingen sprang som pulverdunst 
av fartens sily.r.nurra. (N128) 

The sun is normally linked with gold and, at first Sight. 

solsilver is an unexpected combination. It is, however, not a 

type 1 but a type 3 metaphor (with ~- as an adjectival 

first element, approximately • sglbelyst) and silver, as 

usual, referring to water, as the context shows: 

Dan ringlande alven blixtrar till 
som en l1na av solsilver 
slungad genom skogarna 

("Fr'n .s.ns kren") 

HM' s ~-cpds are rarel y purel y ornamental. Even thOLlgh 

the sun sometimes in HM reaches symbolic proportions, he can 

also bring it down to earth. §uldbunke, in the following 

poem, is a parallel to silverbyckla and silversDYL~, a 

lat.nt cpd used metaphoricallYI 

Endast pOjken i byn 
vagade laka med den riktigt 
dar den lAg som en guldbynke i damman 
vid sidan av de hoppanda kaninerna, 
de vaggande ankorna och d. 
ro11ga svinen. (N123) 
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Another example is found in these lines in an archive poem: 

En stund varje kvall stod solen och drojda 
som ett rodrokigt ansikt. av ald 
fastbitet med sin guldmun i myren. 

("En stund var j e kviH 1") 

In the following archive poem, the sunlight gives rise to 

several ~-cpds. Again, the sheer repetition seems to 

counteract the effect of guld as an 'illusionselement'. 

Knottmolnen syns rotera 
frin kammare till kammare av skogen. 
Punkterna flyger---

genom tradhtlga guldblad aV luft. 
Tunga granar och hOQa stammar 
bestammer om skuQQans grans och guldlyftans vagg. 
Oet syns rader av skiktada skan 
kantstallda mellan himmel och jord. 
Rakt in genom dessa guldspeglar 
flyger knotten Bom floder. 

("Knottmolnen syns") 

The most intriguing gLlld-cpd is guldspenat. It must alhlde 

to the habit of choppinQ spinach, and perhaps be a jocular 

reference to the fact that one of the Chin.se characters for 

the sun (see illustration) is very complicated ('Kinas vise / 

misstydde den med snirklar'): 

Solen gick upp, litt att fl fatt, 
i manskolycka; 
men Kinas vise 
misstydde den med snirklar 
och moralisten sade 
att solen ar det enda ritta. 
Si blev den lite guldspenat 
for hogvordiga arkivet 
och en gyllene slant 
for soldyrkaren att be till. 

(N122) 

It is in his silver- and ~-cpds that HM comes closest 

to using 'illusionselement', but his use of these first 

elements is almost always complex; he uses fresh combinations, 

and he links them up with other words in repetitive series or 

extended metaphors. I shall have occasion to return to some 

of them in Chapter 7. 
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6.2.4 ~t.phoric cpd., Type 3: metaphorically used 
cre.tive cpds 

This section deals with cases where a whole creative cpd 

is used metaphorically. The tenor may be expressed by a word 

in the immediate context (Types 3a and b in Table 62D), or 

separated from the vehicle by several lines (Type 3c). It may 

al.o be left unexpressed, to b. deduced from the general con

t.xt (Type 3d; cf 'true metaphor' and kenning, e.g. Hallberg 

1982 p14 and 142). 

There are s.veral different ways in which the tenor can be 

found in the immediate context. One structure, much favoured 

by HM, is the one Hallb.rg calls 'komprimerad l1knelse' (1982 

p14) .nd I normally r.f.r to as "g.nitive metaphor' <Type 3.,.), 

in which the m.taphorically u •• d cpd* is preceded by the tenor 

noun in the genitive casa, e.g. !i.imman!ll yatt.ensl.Jti.§.\ (NM84). 

Hallb.rg •••• Typ. 1 mataphoric cpds, a.g. dimgardin 

(ML171), as a po •• ibl. furth.r .tage of concentrating the 

comparison. An .laborat.d variant (Typ. 3b) is also quite 

commonly found. I refer to cas •• where the tenor, instead of 

b.ing in the g.nitive ca •• , .xpr ••••• a similar relationship 

to the vehicle by a prepo.ition or a pos •• s.ive or both, e.g. 

"regnet med .in slagridl' (V102). Other syntactic structLlres 

are also found: appo.ition ('slaghagl.t, sommarens isgissel' 

V97), subj.ct-obj.ct ('cirrusmolnen s~nker sina frostgardinec' 

T0869), and subject-complement ('O.nna mine, som varit ••• 

baramets mglnfll. ay pirlemor' N99). Notice that, in some of 

--------------------
*It i., of cour.e, not always a cpd, but I am only dealing 

with those genitive mataphor. that contain creative cpds. 
Hallberg"s .xampl. is 'mln.ns vita dublon' (N93). 
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these more elaborate phrases, a noun in the genitive can 

precede the creative cpd and, - instead of being the tenor -

together with it, form the metaphor. Compare, for instance, 

> Ti dvat tnen havdes och sj onk i havens mlinandni.!l9." (LES65) 

with 'Men pA Atlantens vattentundra i juli / gn~ller v~rt 

dragspal' (N021). 'Havens mAnandning' is a Type 3b metaphor, 

with tidvattnan as the tenor, whereas 'Atlantans vattentundra" 

i. a genitive metaphor (Type 3a) with Atlanten as the tenor. 

Table 620 outlines the main subgroups of metaphorically 

Used craative cpds. 

----_________________________________________ M _______________ _ 

TABLE 62D "-taphoric cpds, Type 3 
.. -.. -.... -.---.-.==-..... =====.==.==.=~=-================= 

TENOR I VEHICLE 
I (containing creative cpd) 

-----------------------------------------------------------
3a In preced

ing Ngen 
Atlantens 
dimman. 

vattentundra 
vattensli:ija 

------------- ----------------------------------------------
3b In immedi

ate context 
(not Ngen) 

tidvattn.n ••• 
.laghaglet, 
cirru.molnen ••• 

havens mlinandning 
.ommarens 1sgissel 

sina frostgardiner 
------------- ---------------------------------------------1 
3c •• parated •• parator... Burrand. blA mji:ilkhumla 

.k~rdetr~.kan ••• verklighetens tunga prosabox: 
------------- ----------------------------------------------: 

13d un-
I .l<pr •••• d 

(norrsk.n) 
(tele.kop) 

el dvi mpeJ. 
tekniska j~ttei:irat 

-------------------------------------------------------------

::Sal d1mman. silv.r.li:lj" ("Kom med och vandra"), va.sens 
vatten.kog (P9~), hjulen. gummimunk .. r (GT103), 
klyftan. skr.tthu. (N84) , man.ten. gel.boj (GT10l), 
ond.kan. flackland (P145), solen. ~dleglimt (ML165), 
.tidet. jirnkropp (I3T~l), vedtravan. ut.byrli ("Hogt over"J 

The cpd. that form the vehicl.s of the.e metaphors some

tim •• have. fir.t con.tituent that modifies the imp.ct of 

the metaphor by linking up with the tenor noun, and it is 

strictly the •• cond constituent alone that is metaphoric: 

• (dimmans vatten).l~i.·, ' (manetens gel~)QQi", ' (stadets 
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jarn)kroQR". At other times the whole cpd is the vehicle: 

, (vedtravens) utebyr<1\' ~ , (dimmans) silversloja'. 

In most of these genitive metaphors there is a one-to-one 

relationship between tenor and vehicle, but it is possible 

for the vehicle to represent only one aspect of the tenor 

noun (cf Type 1 metaphors with defective tenors). 'Solens 

~dleglimt· is an example: ~dleglimt is a metaphor, not for the 

sun but for the sunlight. (It could also be interpreted as an 

ordinary genitive phrase, 'solens glimt', containing a Type 2 

metaphor, Odleglimt.) 

Oet vandrar en klocka 
i kvill ~ver glintorna -
Over skogarna miltals: en spillkr'kas ekande ljud. 
Hon vicker en riv 
och mossklidda blocket vid lyans svarta oga 
ser dolskt i sin skugga. 
Men solens ~dl.glimt Bas klittra uppit aspens starn. 
Oet ir i lingonens ungdom. 

(ML165) 

d.dl egl tmt is one of the creati ve cpds commente(j on by 

Espmark <1970 pl09): 'nybildningen "adleglimt" ger en fi:ir"-

bluffande metaforisk konkretisering av ljuset pi samma g<1\ng 

som raden lstadkommer en mirklig tidsf~rkortning= den ned-

gaende sol ens IjuS rar sig uppf~r stammen med ~dlans snabb

het'. There is an interesting parallel in a poem in Pas5a~: 

Med indl~s hoppl~shet far dig personligen 
skall glitterormen fri i sn'ren krila 
i eVigheters evighet, och Ijusets pdl« 
p' stammen klittra upp--- (P53) 

And, in an unpublished poem, it is not the light but the heat. 

and the wind which, similarly, climb up the trunks: 

Virmen stiger med markdofter 
ringlande sig upplt till tradens kronor 
Uppat stammarnas solsidor 
klc!ittrar vinden fran gren till gren. ("Dagen.':ir' het") 
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Other example. of Type 3b 
(Tenor in immediate context, other than a noun 
in the genitive): 

The genitive noun tenor may be replaced by a pos$essive: 

Moln.n spinnas tunga upp i vaster 
som linnegumpar och skara tunga rosor, 
dara, Ingkinder ligga pi havet (N137) 

The vahicle may be in apposition to the tenor: '1 moln 

gick mIn en - jordan. n@ttklenod' (FUl13), or it may be the 

other way around, the tenor being in apposition to the 

vehicle: 

LAngt bortom larv och grymh.t 
lyslr i sommarlns hagar 
klrl,klnl sgmmaratilrna, 
midlommartid,roa. blomma. (A18l) 

MId .krim.II i 6gonen 
sago fralsning.soldaterna 
frIo obslrvatorilts tornhjilm: himliharporna; 
d, titaoi.ka. Ivlogind. nlbulo.grn@! 
kaoti.ka stringar av gyldgas. (N76) 

In thl last example, thlre is a complex tenor-vehicle 

structure: both himlahargorn. and the genitive phrase follow

ing it .5 an apposition are usad metaphorically, with ~bu-

19sOrn4 as thlir common tenor. 

Thlrl arl othlr ways of linking t.nor and vehicle syntact

ically, e.gl 

Soleo vintar mad garadiskrggg.o 
bakom vistlrmaot,lns skirm. (N47) 

HBstlns mgrgoodimmgr bllvo lojarl, 
tBjdl sig lingl och bradd, sig tinid@ 
till sllta 10ggglv pi saoka ingar. (C76) 

Dch vintern vlvlr vid Iklrrenln 
eo frusen lyddfilt IV so§n i nordan. (OLM98) 
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Other example. of Type 3c 
(Tenor present in poem but not syntactically linked 
with vehicle> 

The metaphor may be close to the tenor noun, and serve as 

a kind of elegant variation, simply embroidering on the 

original concept: 

Jittegranen spjnner ut m~rka stormfjidrar. Sjuttifaldigt 
parasoll. Hundra utsprAngs Lutande torn. Jattepagod med 
kottbjallror i morka NordingrA. (N27) 

Thera is a similar idea in a much later poem: 

"Granskogarna" 
Susande tgrnyirld utan slut. 
Tungsinta skog vAr skarm, vart beskydd (GT50) 

The cpd may be only a part of an elaborate metaphor: 

~anetan r~r sig, vidgas och andas 
i vAgornas hivning 
i Bvallet frAn utflod och inflod. 
I den sAg jag skAlen frAn Tyris 
och alIa former f~r glasets konst som 
Van.dig fick lira av havet. 
Gltsklphkan kupar .ig genomlyst, 
blir skAlen som form.kont forlange. till vas~ 
buktas ut till terrin, 
vidgas for att iter bli fatet i havet 
formsk~na fatet av glas frAn Venedig. (DLM91) 

At other times, the metaphoric cpd is introduced without 

any preparation and is intended to hit the reader with full 

force: 

Att vara en lokomotivforares fosterson 
och fara mad ett lovbehlngt lokomotiv genom 

flera sommarmanader 
det ar mer an guds tron for en yngling pi 

Nockebybanan. 

Dat regnade over oss korsbarsblom! 
de sogos in i roken 
och blAstes upp i virvlar 
som en molnstod over sondagsskolan. 
D. satte Big som guds frimarken 
pA vart kolBtycke i tendern. 

Ack, dessa korsbarsblommor som overfollo mig 
och min fader med Bkonhet 

dA jag var hans fosterson i tre minader! 
Datta minne ar prickigt av blom som en vacker blus. 
Och sa denna stora .tAlhynda, 
som jag tamjt 
och ingjutit mad lokomotivets sjal! (N040) 
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The creative cpd may be only a qualifier to the actual 

vehicle noun: 

Kladd med en oerhord stjarnskog 
ar gal@xen en 0 som vrider sig i evighetshavet. 
Var 1 ever vi dar pi denna st Hlrnhavens kont i nent .. 

"Neytronst;arnan" 

Exploderad init, imploderad 
och sammantryckt till sAdan litenhet 
att den kompakta sol av neutroner 
som Aterstllr 
bar solans hala tyngd fBrlagd 
till knappt ett milstort klot. 
Vad hander dar 
i uckraftalRPPwta sista itervandsgrand 
dar inga sinnen, 
inga fijrestallningar 
kan vara med 

other .M amp l.a of Typ. 3d 
(Tenor unexpressed) 

(LES13) 

(V94) 

There are numerous instances of creative cpds being used 

instead of an established word, i.e. to denote a concept that 

already exists. Usually, the effect is that of a metaphor, 

but occasionally it may be more appropriate to regard it 

Simply .s a descriptive paraphrase. I list some examples 

below, with an approximate inferred tenor in brackets. 

evighetahav (kosmos) V94, evighetshed (dBden) V30, 
himmalsdln (Iska) T39, jittetub (tele.kop) 057, klutboll 
(knopp) C38, skymningsbird (solnadglngsstrimma) C67, 
stormfjader (kvist) N27, vagnsgladiator (racerforare) V108, 
vinterstycke (isbit) OLM60, vitrBk (dimma) T0860. 



- 281 -

In some cases, a preceding adjective is part of the 

metaphor: den store kretsloppsstyraren (Gud, 'G~tan') LES?l, 

b;ri ngkil ande smakonst (i nsekter) LES40 and tekni~ka j atteQr..J!t 

(teleskop) LESI2. 

Waterfalls have inspired two metaphors for which the tenor 

is difficult to express in neutral terms even though they are 

easily visualised: Ingkar (N86) and Isk.iliA (N84) (c:f 

'metafor av tving', 6.2.1). These will be discussed further 

in 6.2.8 and 7.2.2. 

Virtually all metaphoric cpds of this type are also 

contextual I their interpretation as metaphors depends entire-

lyon the context, often the whole poem. This is perhaps 

particularly true of F,nixklocka which, after due consider-

ation, can be interpreted as a metaphor for 'atom'. The poem 

is called "Figeln i Fenixklockan". The title is obscure and 

can only be understood after the poem has been read: 

H~r tickar de klockorna 
aom kan gi utan att alIa ticka, 
i ofattbart sma rum med egna g6kur, 
d~r dan minata g6ken gal stumt 

men j ubI ande. 
Han slir ut sina Ijusfj~drar, filler dam samman, 
alar ut dem och flyger runt. 
Kalla honom om du viII den min.te 

av Figel Fenix sllkte. 

Den flyger runt i sin klocka 
och klockan Ir rymlig, 
nlatan som en vlldig aal 
mad h6gt till tak och till golv. 
Roterande tak, roterande golv, 
.flrer med r6rliga valv och spinn 
och klockan gar och gar 
med Figel Fenix lltta vingslag. 
Han lever och flyger 
mitt inne i tingena natur 
i undret. aal 
i atomernaa inre. 

<DLMl14) 
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In the case of glitterorm (P53) , understanding really 

depends on a familiarity with a lot of HM's poetry, not just 

the poem or collection it occurs in, and it should perhaps 

more justifiably be classified as a contextual cpd. As a 

metaphor, it would stand for (man7)lius(reflex7).: 

"Oat outtrtittliga" 

Fort trottnar m~n.kan, livet trtittnar inte. 
Fort trtittnar tigat, Ijuset trtittnar inte. 
Med ~ndlos hopploshet for dig personligen 
skall glittercrmen fri i snaren kr~la 
i eVigheters evighet, och Ijusets tidla 
pi stammen kl~ttra upp och se pa mlnens v~gar 
som ligga dallrande pa alIa hay. (P53) 

Light and its movement are depicted in striking terms: crawl-

ing and climbing snakes and lizards (cf. 'solens odleglimt' 

ML165). The parallals between gl i ttercrmln and liuset.s~!..2. 

are obvious, but the associations between glitterorm and 

mlnens yicAr are fairly idiosyncratic. There is an archive 

poem in which the glittergrm returns, and develops into a 

1 iysdrakel 

SI rastltist stralar mlngatans band pI sjon, 
an glittergrm kr~lande h~n mot en fj~rran O. 
Se nu noga varthin dan v~g forsvinner 
som den pi slingrande vag or 
till mlnen gAr. 

Lit blicken folja den, prtiva din skenbilds IjuS 
nir liysdraken fjillar sig 
bytande glitt.rdr~kt. 
Snart sar du blindad 
dess ormvig, vartat den rinner, 
hur i ditt bl~ndade oga 
den trollas in. 

(IIManv~gen /I) 

There are numerous other lines In HM's poetry that suggest 

a strong link in his mind between mana, glittra, krala 

and 9J:JD.= 

manstrimman glittrar pa strommen (819) 

- manstig av glittersilver (P35) 
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••• nar manen stege 
Varje vig blev en glitterslav (DLM70) 

I skalvande nattmoln skares vag 
av manens vita dublon. 
Nattglitter kastar den ner 
att krala pi sjon. (N93) 

- Stjarnklart och mAnsken, glittret kralade pi v~gorna 
och den forlangda minspeglingen gick som ett slap mot 
horisonten. (KF46) 

manslapeta silverl.rver 
6verskrida nu udden. (N96) 

- manstrimmans bleka kvicksilversnok (OLM69) 

The notion (in the P •••• d poem above) that the moon's 

reflection .hould be able to '1 .naren krala' or (in the 

~ty( poem) '6verskrida ••• udden', i.e. somehow crawl LIp 

on land, i. rather odd, a. i. the idea that it c.an 'se pa 

~~nens vag.r', i.e. itself. It is as if the metaphor'ical 

reptile, once created, acquire. its own identity separate 

from it. tenor, and can coexist with it. 

The 'meaning' of g11tt.(grm, then, could be said to be the 

accumul.tive effect of all the.e inst.nce. of linked phrases. 

Metaphoric cpds are thus not a strictly delimited group -

there is a blurred araa of transitional forms between meta-

phoric and contextual (6.3) cpds. 
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6.2.5 The effect of using a creative cpd as vehicle 

A metaphor makes us draw an analogy between two unrelated 

phenomena. It serves to '1 nigra ord i5kidligg~ra det sam 

annars fordrade en ling beskrivning' (Hans Larsson, E.Q.§.si.§.D .. §. 

199i~ 1899 p27). It makes the abstract concrete, the unfamil

iar easier to envisage. Thus the vehicle is more often con

crete than abstract, and can normally be expected to be some

thing clos. to hand and familiar to most people: 'tidens ~~g' 

(Tegn6r) and 'hostmAnens roda kastrull' (I<arlfeldt). 

HM of course also uses this technique: naversidan (C77), 

kgrkakryvahorn (N80) , 'nyponets roda cylinder (No1l8), bLlt he 

also - typically - turns the tables on the reader, challeng

ing him by comparing tha familiar with something exotic: 

'mAnens vita dyblon' (N93) or with a novel formation like a 

creative cpd. 

What does HM achieve by comparing a cloud to an angkind, 

autumn ros.s to trasfrOknar and a waterfall's spray to an 

askslijia7 Firstly, this kind of metaphor is more diffuse and 

open-ended than mora conventional metaphors, and therefore 

many-faceted and open to a variety of interpretations. 

Secondly, the effect of using a creative cpd metaphorically 

can be to give the reader a sensa of baing initiated, of 

obtaining an inSight into the poet's private and secret 

conceptual world: 'med fr~mmande inifranklanger I talade den 

till mitt hj~rta I som till en i hemlighet invigd och ftir

lupen' (OLM17). 

HM's version of the Old Testament'. 'Sisom en ros ibland 

torne, sa ar min kara ibland dottrarna' (1703) or 'Ja, sasom 
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en lilja bland tarnen, sa Mr min Mlskade bland jungfrur' 

(1917) is to be found in Passad: 

Ja, du ar av sommar utsprungen, 
av en sommardrom i min sjal omsmekt 

som en ljusros 
och en skimmergyllne lilja. 

(P66) 

HM does not compare his loved one to just a rose and a lily 

but to 'en liysros' and 'en skimmergyllne lilja'. The expecta-

tion inherent in the metaphoric structure is that the vehicle 

noun will giva a new slant on the tenor. When we are asked to 

compare a woman to a l1ysros, we do not need to visualise it 

in every detail in order to appraciate the image. It is 

enough to take in the associations the word evokes. It is, 

aftar all, the associations of the lily or the rose that a 

more conventional metaphor also relies on, not a precise 

likeness. 

However, a metaphor that uses a creative cpd as vehicle 

can only succeed if the new formation is evocative enough for 

u. to r •• pond to it immediately, in the same way as we 

respond to established words. 

If a cpd of a more idiosyncratic type is used figurative-

ly, the metaphor ganarally fails to have a direct impact. Our 

comprehenSion, such .s it is, is purely contextual, and the 

cpd is more appropriately classified .s an obscure contextual 

('TGD') cpd (sae 6.3.2): 

Frostgula Idvskogar molna sin lysande skirhet 
som lander av ald,tgo. 
Da stampa med ,lfen,korna vid den marka rovmossen. 

(N34) 
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6.2.6 The use of abstract and concrete nouns 

An interesting aspect of metaphors is the distribution 

of concrete and abstract nouns in tenor and vehicle. "Oet ~r 

inte osannolikt, att de i sin f6rdelning ... kan rbja karak-

teristiska skillnader mel Ian olika diktare och/eller epoker" 

(Hallberg 1982 p59). 

There are four possible combinations of abstract and con-

crete nouns in metaphors (using Hallberg's order): 

(al Concrete tenor with concrete vehicle 
(bl Abstract tenor with abstract vehicle 
(e) Concrete tenor with abstract vehicle 
(d) Abstract tenor with concrete vehicle 

For reasons discussed above (6.2.5). a concrete vehicle i~j 

likely to be more common than an abstract one, i.e. types (a) 

and Cd) would probably outnumber (b) and (c) in any poet. 

Type (d) is regarded by Hallberg as a natural metaphoric form, 

'eftersom den poetiska metaforiken ••• i stort sett syftar till 

att askadliggbra, konkretisera". He also predicts that poets 

like HM 'med sin inriktning pa sinnesintryckens brokiga mAng-

fald skall g6ra flitigt bruk av kategorien (a)". The evidence 

from my material strongly supports this hypothesis (Table 

62E). Type (d), on the other hand, is surpriSingly poorly 

represented. 

-------------------------------------------------------------
TABLE 62E Abstract and concrete nouns in metaphoric cpds 
===========================================================: 

Type Tenor Vehicle no 
-----------------------------------------------------------i Ca) 

(b) 
(c) 
(d) 

conc 
abs 
cone 
abs 

conc 
abs 
abs 
cone 

299 88% 
6 1% 
9 2% 

24 7% 
-------------------------------------------------------------

(a) Concrete tenor with concrete vehicle 

This is by far the most common combination in HM, and it 

is among these that most of the unequivocally metaphoric cpds 
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can be found, those that can be seen as metaphors even out of 

C::(:lnte){ t. 

Vinden slitsar hinnlikt tunna remsor 
ur flagnat naversiden. 

T V (e77) 

Sommaren vaggade undan ankvis 
pa avhuggna lOnnlOysfOtt.r. 

T V <T66) 

Ovarkligare ~n nagot flot Amasona 
med hela biflodstrad.t fyllt 

T V 
av outforskade fagelskaror 

Mastfurornas hinnbark 
V T 

flagar sig fOr vindan. 

(OLM12) 

(T16) 

Majerinnan drog sin bla .eparatgr vid sjOn Bolmen. 
T 

Langtad. till s1n .gen mjOlktid. 
FOraran strOk spanande och larmande langs 

sjOn mad sitt pas.agerarfyllda tig. 
Mejerinnan lockade honom till sig med surrande 

bla mitilkhumla. 
V 

Oeras barn leka pi Bolmens hoi mar. 

(b) Abstract tenor with abstract vehicle 

(Nl::H) 

It proved difficult for Hallberg to find 'renodlade prov 

pi d.nna typ (1982 p58). My examples are perhaps not strictly 

'renodlade' (much depends on one's definition of abstract 

noun), and thare ara not many of them: 

Spindeln pa spindeln. Bitt 

.palar pi dallartrid 

Ovar i solig dilg 
flygfanast.ns harRgslag. 

T V (T47) 
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Ti dvattnen havdes och sj onk i healvens mc!nac!.9.Cl.!.D..9 .. 
T V 

Pc! sommaren stodo Vendes faltkanoner 
och hostade i graset -
manQveraskorna rullade mot hembyn 

T V (N58) 

Fattigdomen ar varst for det inre hat den feder, 
for den eviga nalstingsstriden 

V T (N73) 

sa dold i sin skapande klarhet 
i genomskinliga varldsrum 
en osynlig varld sig forandrar 

(L.ES65) 

och sAr sjalv osynlig en gatsAdd (Tenor unexpressed) 
att blomma till ljus V 
och till solar. 

(liSA dold") 

elt.ldd i. a borderline metaphoric-contextual cpd: it 

could be regarded as a metaphor with a tenor meaning, perhaps, 

"creation' or 'perpetuation of matter/energy/life', or it may 

more appropriately be classified as a contextual cpd. 

(c) Concrete tenor with Ab.trAct vehicle 

Hallberg estimate. this type to be even more unusual than 

type (b). Some of the example. I have found that involve 

creative cpds are rather doubtful. Stijrnsyntax and 1!.tiarn

~, for example, may more appropriately be referred to type 

(b) with defective tenors. approximately st jarn (syste!lli!l.synt~t; .. 

and Iti4rn(mangd,)-,ldd. 

I vanlig vardag drev vi Iter ut 
och Ilg .om forr i rymden Ghazilnut 
.a kallar man den lob av vir galax 
.om nirmar sig till minsklig stjjrnsynt@x. 

All den ,tiirn,add vintern gav 
T V 

bleks nir midnattssolen blommar. 

T V 

(T60) 

(A161) 
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The following involve adjectival nouns as vehicles, though 

it is perhaps debatable whether they are to be regarded as 

metaphors at all: 

Et t svanpar I yste vi tt p~ ins j gns granskogsqJ .. 4i.DL~ .. 
T V (DLM87) 

I virnatten sedan alIt stillnat 
och skogstjarnen fingat in stjarnhimlen 

T 
sitter en fiskande huldra 
med sitt spa nedsankt i gransyartao. 

V (C60) 

Eldsk§r~ is a metaphor for the unexpressed tenor 'autumn-

coloured sycamore leaves': 

Men vackrast om hHstekvillarna nar lonnarna falla 
i instingda forgingenhetsparker sin §ldskarg. (V92) 

Butterflies seem particularly able to inspire abstract 

imagery, giving rise to some beautiful creative cpds as 

vehicles. 

I sommaren tumla fjirilar som liysdr§mmar fram 
(V66) 

Fjirilarna 11kna blomsillar. ("Juni ") 

There is a very similar idea in a poem in Va.gnen (though 

not involving a cpd). 

En fj.llril har upp • .Ilnts av ingen. Den liknar en sjil... 
(VB7) 

In other poems, butterflies are seen as thoughts and. 

even, words. 

Med sina mirakelschalar till vingar 
kommer fjirilarna flygande i vindarnas nyckfullhet. 
Oe ir innu inta notta av livet. 
Irrande som unga tank.r 
oc:h fladdrande framleds och sidleds, 
vrider de sina sid.nroder 
oc:h ft;rsvinn.r t;ver Ingarna. ("Fjiirilarna") 

Fjirilar flHg upp frin trildomstunet, 
lysta, blav till tysta gc£ i henne, 
lju.a solord som hon llrda barnen <DLM1(2) 
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This is not the only time Q[..f!. is used as the vehicle o·f a 

metaphor by HM. Here, the insects are compared to words and a 

swarm of them seen as a whole language: 

Senfodda svarmar av flygande varelser 
drar fram under avlovade trad. 

Om var och en av dem kunde kallas ett orq 
d~ bl~ser dar bort ett liysserak i vinden. 

In "Ensamma vandringar", snowflakes become words: 

Skont att fa tala vid sig sjllv 
som 1 en skog i snodagar begraven 

Varje flinga som faller ett tyst QCQ 

(T79) 

HM often endows nature with linguistic characteristics: 

MItaren stiller .ig upp pi bladets kant 150m en f.r~!.l§l. 
<DLM96) 

Blomsteringar illu.trerar livet. lyckligaste lasarter, med 
vindgungande blommor 150m sitt bild,grak och med 
flyktiga fjarilar Bom Ikiljetecken. (TDBl13) 

A similar metaphor concerns the chaff emitted by the 

mechanical reaper, and alludes to the financial advantages 

this brings: 

Bestlmt och mekani.kt schoffar den fram, 
en frimmande kropp med full lon.amhet, 
an varklighetens tunga pros.box 
sprutande agnarna 150m ,1ffrgr. 

<TDB72) 

The number. are rather more concrete, perhaps, in this 

example from one of the prose books: 'Hir kila myror 150m 

slipa pi rgmer.ka femmgr av tallbarr' (DFJ38). 

In the following poem, the moon is .een not as a hawk's 

beak but as the stab of the beak: 

Nymanen 150m en gyllne hoknabb. hugg 
kom fram ur mol net och grep in i berget <TOB 15) 
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There is also a concrete-abstract metaphor as part of a 

complex metaphoric bUild-up of the description of a water-

fall which, in these lines, is seen as a bride: 

Regnb~gens skarp 
T 

(itself a genitive metaphor) 

spannes som en liuslek om bruden. 
V (N84) 

As the examples show, it is clear that HM is perfectly 

prepared to use abstract vehicles for concrete tenors. Even 

disregarding the examples above that do not contain creative 

cpds, type (c) metaphors still clearly outnumber type (b)~ 

although they cannot, of course, compete with type (aI, or 

even (d), as Table 62E showed. 

(d) Abstract tenor with concrete vehicle 

In Passad, there is an extended and complex concrete meta-

phor for logner: first they are seen in terms of rain, then 

as a swarm of dagslandor, whose fate is sealed by the sun~ 

the symbol of truth: 

Ett lognregn for ogonen skimrar. 
Extas vander lognen i sanning. 

Uess dagslandor svarma i natten, 
men sluta nar vingarna trattna. 
Och slandsvarmen drunknar i gryning. 

Dar mater dess yra sitt ode. 

Med overmakt reser sig solen 
och lyser p~ startade slandor. 

(P49 ) 

Lognregn is a good example of a "chameleonlike" formation: in-

stead of interpreting ~ as a metaphor for' l.ogn, it is also 

Possible to read it as meaning approximately "apparent rain' 
~ 

a reading that would lead to playing down the symbolic meaning 

and seeing the whole poem as more of a nature study. 
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A poem in Tuvor starts off as a straightforward nature 

poem but takes a sudden twist into metaphor after the word 

sn§tanke~ which is itself ambiguous: a snow-inspired thought 

or, metaphorically, a chilling thought. 

Klar vintermorgon med snoiga grenverk. 
Vinden har annu en timme benadat 
all skanhet hajd mot himmelen. 
En gang, ja manga sag jag samma syn 
som nastan bara ar en snotanke. 
Minnets flingor farsamlade. 
Tiderna fall som omtalig grensnQ. 

T V 
TideDs flyktiahet kunde raknas, som nu 

T 
flinga fOr flinga av vinden. (T53) 

V 

HM has some light-haarted concretisations of abstracts: 

Den narmaste tiden ir valdtagen och belagd 
med alIa tankbara bOjcr 

Int. minst nyttans och den fadda trevnadens 
med dess andligt billiga trygghetsvadd och dess 

laksaksvagn at alIa. (V61) 

Oumt att tanka sig bara losta gator 
mjuka tank.notter, beky@mlighetsyjllingar, 
floder ordnade bara for medstrams laxar. (DLM95) 

Out of context, bekyamlighetsyalling would probably not be 

understood as a metaphor but simply as some convenience food 

product. In this ganarally playful context, HM is obviously 

happy for us to read it either way - or both ways. 

On more serious themes, there are some genitive metaphors 

which are also arguably of this type: 

De sliktlad som i sa fall skulle straffas 
ha hunnit vila tusan Ar i sandan 
da rymden filler k~ldklimatetB gissel 
till att fors.nat slag mad istidshanden. 

Oa tUBen drammarna i s;llens frilyftslander. 

Oetta var Had.B, gndskans flackland. 
(P145) 

(Al37) 

(N37) 
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Similar to these in structure but more 'chameleonlike' are 

m~nl angtans gl askl ari netter and I angtans .. ..P..§...!.ar.§.t9..9.~ when? :i t 

is not a question of clear metaphors but of contextual cpds 

with a metaphoric element as an undoubted feature. 

M!nllngtans glasklarinetter is an elusive collocation. A 

direct genitive relationship seems unlikely and a genitive 

metaphor appears to be the only possible interpretation 

structurally. However, even a metaphoric relationship can 

only be perceived 'as through a glass darkly': 

Ut p! den silvrade avgrund 
llngtar v!rt tjirade skal. 
Sagorna svartna. Strlnderna hungra. Stet ut! 
Manlangtans glasklarinetter 
spela en brlnning vid on. (N95) 

Langtans pelarskog is eqLlally elLlsive. If !;!.el ... ~J:::..§.kC:H;:t. is a 

metaphor for llngtan, it is also an actual forest, with 

pillar-like tree-trunks: 

"Eko" 
Hlr Ir skog, 
hlr Ir eko 

Av dig. 
Av mig. 

Vida vlrlden brusade. 
Skogarna bara susade. 

Sjunger ej mer 
i den olndliga Ilngtans pelarskog - du 
olndliga Vox human a? (No 12E:1l 

E,elare serves two functions: as a metaphor for" the t.ree-

trunks, but also adding a feature of culture, and of rever-

ence, to skog (echoed from earlier lines), and pn?paring t.he 

way for the Latin 'punch-word'. 
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6.2.7 Semantic fields of nouns used as vehicle and tenor 

Another line of investigation suggested by Hallberg (1982 

p74) as possibly providing 'virdefulla bidrag till enskilda 

d1ktares signalement' - if cautiously applied - is to lock 

more closely at the actual nouns used in the metaphors in 

order to establish what semantic fields they belong tel. 

Nouns used •• the vehicle of met.phors 

According to Hallberg (op.cit. p600) , the sources for 

poetic imagery have remained largely unchanged since the Old 

Testament and the classical writings of Greece and Rome: 

de celesta f~reteelserna, dag och natt, ljus 
och mBrker, de fyra elementen jord, vatten, 
luft och eld, 3rstidernas v~xlingar, djurvirld 
och vixtliv. Hela tiden har ocks3 de minskliga 
artefakternas sfar varit med, givetvis undan 
fBr un dan starkt utvidgad med nya inslag fr~n 
vetenskapens och teknikens omr3de. 

Bearing in mind the fact that Hallberg's statement con-

cerns metaphoric language in general, as well as his warnings 

about reading too much into such a typology, I show in Table 

62F to what extent, in the vehicles of metaphors involving 

creative cpds, HM makes use of the various semantic fields 

suggested above. 

It turns out that almost 90X of the nouns used as vehicles 

in HM's metaphoric cpds do indeed belong within the semantic 

fields traditionally used for poetic imagery in general. How-

ever, some of the areas mentioned by Hallberg, namely 'dag 

och natt, IjuS och mBrker' and '3rstidernas vixlingar' do nat 

figure at all, and some areas, mainly Abstracts and Foods, 

suggest themselves as being at least as important as, far 

instance, Plant Life and Celestial Phenomena. 
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TABLE b2F Semantic fields of nouns used as the vehicle 
of metaphors involving creative cpds. 
(Main data, TDB and HM archive) 

===========================================================: 
Semantic field No 

-----------------------------------------------------------: 
Human art.fact. 148 44'1. 

(Texti I es, clothing 53 161.) 
(Domestic utensils etc. 46 141.) 
(Buildings and parts 38 11 I.) 
(Others 11 31.) 

El .... nt. 86 2:5'1. 

(Earth, minerals 44 131.) 
(Fire 28 81. ) 
(Water, air 14 41.) 

An1INI k1nQdo. 44 13'1. 

(Parts of the body 30 91.) 
(Animals 14 41. ) 

Plant l1f. 12 4'1. 

C.l •• Ual ph.nom.na 11 3'1. 

Oth~. 39 11Y. 

(Abstracts, verbal nouns 19 61.) 
(Foods etc. 11 31. ) 
(Others 9 31.) 

-------------------------------------------------------------
Futhermore, the various traditional fields are by no means 

equally represented. Almost half of the nouns denote Arte-

facts. There is a striking lack of 'inslag fr~n vetenskapens 

Cl(:h teknikens omrid.' - apart from the building t.erms -, and 

an interesting predominance of Textiles within this field. 

Words like gardin, s16;a, matta, ~, side~. and va~ are all 

used metaphorically. The first two are particularly versatile: 

blomgardin 
dimgard1n 
frostQardin 
hundlokegardin 
solgardin 

frosts16ja 
silver-sIeja 
spindelsleja 
vattensloja 
Asksloja 
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Domestic Utensils are not as uniform a group as the Text-

it also includes musical instruments (e.g. !:l.~(fL~., gr.~ .. U, 

toys (e.g. docka, gunga). coins etc., i.e. more or less any 

personal belonging other than clothing. No noun is used in 

more than two different metaphoric combinations. 

Words for Buildings in a broad sense (e.g. hus, ~.r.:1.!lb 

bikypa, pyramid) and parts of, or materials for, buildings 

(e.g. ~, kammare, tllt, spi .. l@) are almost as common a~5 

words for utensils. Q..Q.r:.r:. and ~ are particLllarly ver'satile 

and interesting (cf 7.2.1): 

berQdBrr 
QrisdBrr 
lc;vdc;rr 

granvigg 
grenv.tlgg 
molnvigg 
vattenvagg 
.tsl<vagg 

Both this type of metaphor and some of the textile metaphors, 

which, so to speak, domesticate nature, are probably as old 

as poetry - or even language - itself, and there are examples 

of established metaphoric c:pds of this kind, e.g. gr:asmatta. 

and bimlayaly. 

For an old sailor, HM uses surprisingly few naLltical terms 

as vehic:les in his metaphoric: cpds. ~, roder and segel .. are 

the only three I have noted in my material: 'manetens 9..~.l.Jtg.n.i.' ,. 

'fjirilarnas sidenrgd,r' and l§yseg,l. 

Next to Human Artefacts, the semantic: field most Llsed is 

Elements, with Earth as the largest subgroup. This contains 

the numerous and somet i mes border line instances of si~ygr:..--

and 9.Y.!.9.-c:pds. As discussed in 6.2.3, these are often not. 

strictly metaphoric but often simultaneously contextual or 
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are a kind of illLlsionskomposita. Combinations in which gJ,,!.JJ=! 

and silver simply denote the colour or the material of an 

object are, of course, not metaphoric but latent or lexical-

ised, and they have not been included in these counts even 

when used as metaphors (e.g. "backen glimmade bara fram 

likt en silverkedja" C66, and 'solen 

i dammen·). 8i I ver and gul d have produced eqLla 1 number"s c)'f 

possibly metaphoric cpds, but none of the other words in this 

group (e.g. jarn, koppar, granit, cement) is used in mor" E.' t.han 

two combinations. Notice that these vehicles usually occur as 

first constituents. 

silverdal 
silverdimma 
silvergrus 
silverlarv 
silverluft 
silverpingel 
silverpuckel 
si I versj ti 
silverskalva 
silversopor 
vattansilver 

guldblad 
guldgas 
guldgolv 
guldhir 
guldluft 
guldmoln 
guldmun 
guldspegel 
guldspenat 
gul dull 
htistguld 

The next largest subgroup within the Elements is Fire. The 

two words ~ and ~ get particularly wide use, rot always 

as the final constituent, !tlQ. usually as the fir'st: 

forsrtik 
fro.trtik 
ktildrtik 
myggrtik 
sntirtik 
.olrtik 
stjirn(e)rtik 
vattenrtik 
vAtrtik 

eldagat 
eldblick 
aldk .. ppa 
eldltiv 
eldpappar 
eldsky 
eldsktird 

soleld 

~ and I:!!9.Jl are the two most widely used metaphors in the 

W .. ter subgroup: 

avighetshav 
granhav 
hundlokshav 
rymdhav 
stjarnhav 

ltignregn 
slantregn 
spjutregn 
ti dregn 
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The semantic field of the Animal Kingdom (including humans) 

is unusual in one respect. In the subgroup Animals (as oppos-

ed to Parts of the body), there are only four metaphorically 

formed cpds (i.e. types 1 and 2 in Table 62A): 

dammsgindel elefantblock 
garsgArdsorm tjanarinnegran 

But there are no less than ten metaphorically used creative 

cpds (i.e. type 3), words like mj6lkhumla (=separator), 

'haremets molnfc1le' (=miinen), stiilhynda (:::engine). haVEEl.lYJ:_~. 

(-tramp), molnsnigel (flygplan). The moon's reflection has 

inspired a particularly large number of these metaphors: 

Ql1tterorm, ljusdrake, kyic:ksilversnok and ·m~nsl.':ipet5i 

lilyerlaryer' (cf. 6.2.4). 

The group of vehicle nouns not mentioned by Hallberg 

comprises mainly Abstracts (for examples see 6.2.6 b and c) 

and Foods, used in metaphoric cpds of all thr'ee types: 

bgurgogoernasa 
geggarblic:k 
smijrklimgsblomma 

tanke9!:...Q.t 
forsmjOlk 
bekvaml i ghetsy_@J...J. i n(1. 

honungshagring (= rainbow) 
. sol sotma (= rai nbow) 

When we begin to investigate what it is that has inspired 

the metaphors, it sooo becomes obvious that this is a less 

well-defined area, aod word-c:ounts are more difficl.llt. Hall·

berg (1982 p600) outline. what metaphorical language has 

dealt with through the a;esl 

Fran be;ynnel.en har det i h~g ;rad varit inriktat 
po. att belysa oc:h tolka manni.kans viseo, hennes 
egenskaper, erfareoheter, moraliska oc:h soc:iala problem, 
hennes f~rhallande till naturen oc:h till h6gre makter. 
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These broad areas are rather too diffuse to serve as a 

guide for classification, and I have decided to use the same 

semantic groupings for the tenor nouns as for the vehicle 

nouns. It will also permit a diY-ect compa.rison. 

Defining the tenor nouns is not as stra.ightforward as 

defining the vehicle nouns, however. A number of them are, as 

we have seen, defective (e.g.Types lb and c in Table 62B), 

and the missing part or feature - the actual basis for the 

comparison - has to be postulated (e.g. 'mCln(reiJJE.;i.!stig"). 

However, as the postulated term is usually a part or feature 

of the stated term and therefore likely to be closely seman

tically linked (both !!l!o..!. and mClnreflex are Celestial F'hel"lc)'-" 

mena) , I have normally been able to count the stated noun 

even though it is not always, strictly speaking, the tenor of 

the metaphor. 

Occasionally, in doubtful cases, or when the omitted term 

s •• ms clearly to b. from a different semantic field than that 

stated, the cpd has simply been omitted from the tenor ana

lysis. In yingsang, for example, §.!os. is obviously a metaphor'" 

for the sound produced by the wings in flight, not far the 

wings themselves. In tha cases of creative cpds used metaphor

ically (Type 3), I hava only included tenors that are expli

Citly stated, whether in the immediate vicinity (e.g. 'Y..§l_~El,?_§m~§ 

vattenskog') or at some distance (a.g. 'separator ... mjblk

humla'). Tenors that have to ba daduced from the general con

text and are not actually stated have not been included (e.g. 

'Jittegranan spinner ut mHrka ,tgrmfiidrar': approximately = 

tarrkYi star:). For these reasons, the total m.lmber o·f 

tenors noted in Table 62G is smaller than the number of 

vehiCles (Table 62F) based on the same data. 
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-------------------------------------------------------------
TABLE 626 Semantic fields of nouns used as the tenor 

in metaphors involving creative cpds 
(Main data~ TOB and HM archive) 

===========================================================: 
Semantic field No 

----------------------------------------------------------~: 
ELEMENTS S9 30Y. 

(Water 52 17% 
(Earth 20 7%) 
(Ai r 16 5%) 
(Fire 1 0.3%) 

PLANT LIFE 73 24Y. 

(Parts of plants 31 10% ) 
(PI ants 29 10%) 
(General 13 4% ) 

CELESTIAL Pi£NOt1ENA 53 lSY. 

ANIMAL KINGDOt1 25 SY. 

(Parts of the body 15 5% ) 
(Animals 10 3%) 

HlJHAN ARTEFACTS 23 SY. 

(BUildings and parts 9 3%) 
<Texti I es + utensils 6 2% 
(Others 8 3%) 

OTHERS 35 12Y. 

(Abstracts, verbal nouns 29 10%) 
(Miscelleneous 6 2%) 

-------------------------------------------------------------
As Table 626 shows, almost 90% of the tenor nouns can be 

fitted into the same major semantic fields as the vehicle 

nouns. However, the rank order (based on the number of cases) 

of the various fields is very different in the two tables. 

Above all, the balance between nouns related to man on the 

one hand and nouns related to the natural world on the other 

is different. Whereas words linked to nature - in a broad 

sense, including 'celestial phenomena' like sun and cloud 

(i.e. all groups except Human Artefacts and Others) - are 

responsible for less than half of the vehicle nouns~ they 

amount to 80Y. of the tenor nouns. 
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Elements figure largely in both vehicles (25%) and tenors 

(30%), but while as vehicle the dominant subgroup is Earth, 

as tenor it is Water. Indeed, the wor'd ~.9.:t.:tJ~m i t.sf?l·f hasi 

inspired no less than 18 metaphors involving creative cpds, 

m(:Jre than any other single word. The most e:·:tr·aor·dincwy, btl't: 

still clearly metaphoric, cpds are vcattenbra.mt, ~:~J.:t.~[L§.tl.~L.fl..r;:\ 

and vcattenka~el. The f i r'st two care found i n ~h~:LIdr:.. and ck'lsc:r- :i. t)(", 

a waterfall and a spring, respectively: ·~a:tJ;'.§.[LI;;!,r:.§![Lg .. @n ras,:\r 

hest' (N84) and 'kristail spi ral en ••• borrar dar. DE-'sS ~_~.!; .. :t...§..D .. ::::: 

skyldrgr svarva jorden Ulnga ~r' (N32). Vattenk9_~_1.. is 'found 

in an unpublished poem about a gale: 

Den gAr vidare mot land 
med rullande vattenkavlar 
i rotation med sand (IIHavssorl.et kommer") 

a, too, has given rise to a number of different meta .... · 

phors. Some stress ice as a flat sheet: iJ!i9..gJ.-Y., .L~llt.. 

vint.rcllt and isskijld, in others it forms more interesting 

shapes: ilifrans, istand, isorgel- and isst.9.tJ:~, and in two 

cpds the ic. is B.en as a rather more active instrument: 

is1ie and isrigel. §rJJl is mainly seen as something soft: 

himlabgmul~ and mar.lakan (in a manuscript, later relaced by 

sntimadraBS) and .nOkAga. SntiridA refers to fcalling snow: '?..D._Q.:.~: 

rid'ernas fall'; and .ntirQk to drifting snow: 

Vindskirmar mot sntidrift 
.Igs staplada i sommarbacken 
nira intill dir da behtlvdes i !"Q.Qr:i:iken~ tid. 

(DLM60) 

In the subgroup Air, dimmi has produced the most metaphors. 

Thera are two metaphoric cpds (Type 1 and 2, respectively): 

dimgardin and liilyerdimma, and s.veral creative cpds Llsed 

metaphorically to denote mist: gasggly, bAo.c..vav, silver_slQ..is 

and yltrijk. Th. most intriguing cpd is found in an unpublish-

ed poem. There are two versions: "Den tidiga morgonens" and 



"Morgondi mmorna dr"oj er ", both c:ontai ni ng the 1 i. nes ' mOI'-gon-' 

climmorna ••. vandrar' ..• bor·t / p~ s;:lna tQj';; .. L!E...I'J."f. .. gJ~t .. ~r:.'. 

Some of the Plant Life nouns have also inspired several 

different metaphors. Most prolific: is lov (and Q..1 ... @ .. 9). In 

bladspegel and lovsegel the leaves are seen individually, but 

more often they are seen collectively, as in 

lovmoln 
eldlov 

lovdorr 
htistguld 

lovkyrka 
gltidhtig f 1 a.ckmat b::>. 

Slomma and blomster are seen either in terms of textiles 

or of fire: blomflor, blomgardin, blomfackla and tLl..gm§.:t:e.r.:.:':' 

brand. Of the named plants, c.r:AO. has inspired the most meta .... · 

phors in my data (see also 7.2.3). In addition to Na.:h.!::JL.'s 

gyramidb'rg (Type3) and tijnarinnegran (Type 2), there are 

some Typ. 1 cpds: granhay, and the i ntri gui ng Q.C.§...I1.§l:;.l11.9L .. !;lr.: 

Bland f11kmossan stir en skogsstjarna. 
Dan har b.sok av den varligt llgtflygande myggan. 
D. samta1ar sinsemellan om sommarstunders liv 
som de delar 1ika, i skydd av granarna. 
Dan stora handel sen ir nar vinden 
kommer eller vander 
och vita mo1n bars forbi pi granskyldror. 

("Bl and f Ii kmossan") 

The Celestial tenors have over 50 uses recorded in my 

material. A small number of nouns are responsible fClr over' 40 

of them: Ill9.l..o. and I.!iIl. (10 each), st j irna (9), ~ne and m~IJ~:: 

9..AU (8) and himmel (5). The sun can, naturally enough, be 

se.n as fire or smoke: solald occurs in four different poems 

(cf 7.2.3) and we also find splrok and splskensblixt. In some 

cpds the sun' s 1 i ght is made very sol i d: §.PJJ;Li!i\ 1 ke. §.glJ~J:.;.§lr.:.. 

lolsPilla and lo1g1ims.1ant. The latter is part of an extend

.d metaphor in an unpublished po.m: 

Med s01kig Bnokraga om hals.n 
.tod var.n lang. vid knuten. 
Dan tog sol.n dar den fanns Itt fl 
och tiggde Big dag for dag till 
nigra sp1glims.lant'r i i.polens skal. 

(liMed solkig") 
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It loeks as if HM uses metaphors not so mu c h in order to 

make concrete somet hing abstract as to enhance a description 

of somethin g a lr eady concrete. In four ou t of five cases of 

~1 using a metaphoric cpd, it is when describing some natural 

phenomenon. It is also in the middle of such a metaphor -

interrupts himself in annoyan c e at hi s own 'semaforering marl 

{'\- B, B --A' (see 6.5 for th e fLlll quotation). 

To summarise, a typical HM metaphoric cpd consists of a 

tenor (usually as the first constituen t) from the semantic 

class of Element (particularly Wa t er) er frem Plant Life or 

Celestial Phenomena, and a vehicl e (us u a lly as the final 

constitUent) from the class of Human Artefact (particularly 

Textile, Utensi l or Building) or from Elemen t (particul arly 

Earth), as exemplified below: 

TABLE 62H Some typical HM metaphor i c cpds 
=========================================================~=: 

TENOR: 

VEHICLE: WATER PL.ANT LIFE CEl._EST IAJ... 
PI'-!E"ICJI"IENA 

:--------------------------------------------------: 
TEXTILE regnridcl:\ 

vattensiden 
vattensloja 
vattentyg 

bal'-rbl'·iit'l'.:e 
naversi d e n 
blomduk 
vallmo kl l.l t 

st j a r-nl j Llssl ~\p 
solg,::\rd:in 
mo ln vav 
m<1:\n s 1 .':ip 

:--------------------------------------------------: 
:UTENSIL 1 iaguntr~g 

vattenkavel. 
islie 
insjospegel 

lingonklocka 
kottbjalll'-a 
maskros lykt a 
kloverdocka 

l"liml a l"l al'"f,Ja 
(::.:nebul osa) 

mol nkar·t.a 
mtlnsi 1 vf?d::E'dj a 

--------------------------------------------------: 
BUILDING vattenkammare 

vattensal 
vattenvagg 
isgolv 

1. ovdikr 
lovl<yrka 
gi~anvagg 

algtapet 

st j arnhus 
so lbj alke 
mo l nv~~gg 
evi gh~)ts1!:ial 

( :::s tj ~ir-nd jup) 

,-------------------------------------------------- : 
EARTH vattenbacke 

vattenberg 
vattentundr"a 
snogrus 

htistguld (:=1 elv) 
gLll dbliad 
j arnt.i'-ad 
kopparstam 

si. 1 v~~r- gr Lls 

( :::: (Tl€lnl..iL.l ~:5) 

mol n1 antiskap 
c:erTH?nthi mlll E.' l 

-------------------------------------------------------------
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6.2.8 Mixed and multiple metaphors 

As we have seen, creative cpds of any type (even meta-

phoric ones) can themselves be used as the tenor or vehicle 

of metaphors. When a poet uses a metaphoric cpd as part of a 

secondary metaphor, he runs the risk - possibly the calculated 

risk - of mixing his metaphors. In HM's 'molnya,gmgtlJ.§. sv"lr'lia 

l:u.Ql: (NllO), for example, ~ and kjol, are so inc:cHnpat.ibl£! 

as to make the combination almost comical. But disparate 

vehicles do not necessarily clash: more often they seem to 

work separately, illuminating different aspects of the tenor, 

and it is justifiable to talk of dual, or even multiple, 

metaphors. biderbladsschal is an example: 1..@,.ge,I:, is an imac,;)E' 

of the consi stency of each leaf, and schal. an i mac;:)e c)'f thf:.~ 

shape of the amassed leaves: 

Lingonris flyttar njra 
sl uter mad ti dan stubben 1 sl n ~r:.!tladssc;,..t:L~J .. ,. (1"17> 

In Table 62I, a suggestion for the internal structure of 

dual metaphors is set out. In the first four, the primary 

metaphor becomes the tenor of the secondary metaphor, in the 

last four it becomes the vehicle. 

-------------------------------------------------------------------------------
I TAILE 621 DUll Iltlphor Itructurl 
I Ixl • unl.prlilid 1IIIlnt 
: ........................................................................ : •• ==: 

SECONDARY "ETAPHOR IDUAL) 

: YEHICLE TENOR VEHICLE TENOR YEHICLE 
---------------------------------------1---------------------------------.---: 
lidlr- blld I lIderbladl- IchAI 
tatt- lOin I tottlalnl- hjul 

Ilk-
vrldd
hicklllvlr
kltrlnploalonl-

Ilvlxl Ipil 16vlplll- vuld 
(xl vlltlrllntll ylltlrllntllnl Ikirl 

l16jl 
Dgon 
Inok 
rock 

(xl .. kaltijl 
(xl vrldd6von 

Ilnltrllllnl tvlcklllYlrlnak 
InlVlln lif6rdl kltrlnplallansrack: 

------------------------------------------------------------------------------
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When the tenor of the primary metaphor is unexpressed, as 

in v~stermantel~ the tenor of the secondary metaphor is natur 

ally somewhat diffuse, but there is net necessarily any prob-

lem of comprehension. The phrase is part of a mere elaborat0 

image: 
Solen v~ntar med paradiskroppen 
bakom vastermantelns sk~rm. (1\147> 

When the tenor of the secondary metaphor is unexpressed, 

as in asksl§ia and gr~dd6gon, it is doubtful whether the 

primary formation should be regarded as a metaphor, or 

whether it is better regarded as a contextual cpd. Either 

way, the formations have the effect of dual metaphors: 

whether or not asksltiia is interpreted initially as an 

'askliknande sl~ja', in the final analysis the two constitu-

ents work as separate metaphors for two aspects of the tenor: 

b!sA (echoed from an earlier line) for the auditiVE' and §.;,LQ",:i.!'\ 

for tha visual impression of the waterfall's spray. Again, WD 

are dealing with an elaborate image: 

I taQgade granitkittlar 
askar forsmj~lken tusen arM 

Vargtandsharda spetsar far drottningen. 
AskwlPja uthanges kring danande grotthala. 
ReQnbagens skirp 
spinnew som en Ijuslek om bruden. (N84) 

9i mi 1 arl y, the two c:onsti tuents of grcilddog,g.o. wCJr'k sepi:tr',atf.!" 

ly: gradd- is a metaphor for the colour (and perhaps consist-

eney), -Ogon for the shape of the toadstool's spots: 

Flugsvampen har vit sidenstrumpa 
oc:h atta graddPggn i rodmosigt ansikte. (N:':;!» 

It is even possible for a latent cpd to act as a dual meta-

phor. The subject, again, is a waterfall, and the word is 

'Dgkar, a tub full of steam. As a metaphor, the twa constitu-

ents descri be di fferant aspacts of the vi si on: ~.ng"~, descr:i. bes 

the water and spray, and ki!r:. the hollowed out r-ock: 
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Aldrig en spegel i dessa grytor! 
S15jlekarna dyka ned i ~ngkaren: 
vit dunstputtring~ 
stockarnas kalvhopp genom d~net. 

(1\186) 

There is an extraordinary mixed metaphor in another poem 

in Natur: 'Solen ••• blinkar ej mera med den flammande ugnens 

trop i ska havsoga·. Pedant i call y anal ysed, ?cJIJi1.D. i!5 the tencw 

for the prepositional vehicle 'med den flammande ugnen', 

which is the tenor of a genitive metaphor, of which 'tropi"k,,\ 

havs~ga' is the vehicle. In the context, where the sun is 

generally anthropomorphised, and is linked to the genitive 

phrase by the verb bl i nk@r, the secondary metaphor (b..l1Y.1;"iQ . .!:l~) 

dominates, and 'den flammande ugnen' is at best reduced to an 

adjectival function (furnace-like), at worst seems like an 

irrelevant, mixed-metaphor intrusion: 

Solen gAr upp i lage, 
svanger Bitt gl~d med eldhanden, 
blinkar ej mera med den flammande ygnene 

troei ska hevsi:i.g.~: 
slungar ett eldskri mot isarna. 

Oag efter dag en mera stirrande l~ga. 
(N140) 

In some cases of Type 3 metaphors, both tenor and vehicle 

are creative cpds. If they are straightforward metaphors or 

border on latent formations, there is usually no problem of 

co~prehension, even out of context: 

TENOR 

j~ttegran.ns 
stjirndjupens 
Dansmyggor 
Ktlldhimlen 

lyfter sina 
vilver sig. Dess 

VEHICLE 

pyramidberg 
evighetssal 
sillskapsmoln 
stj arnsi I ... 

When, as in the phrase 'mAnslapets silverlarver' the tenor it-

self 1s a more far-fetched metaphor, and one with a defective 

tenor, the end result ought to be less clear: 
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--------------------------------------------------------
PRIMARY METAPHORS i SECONDARY METAPHOR 

TENOR VEHICLE TENOR i TENOR VEHICLE 
-----------------------------------i-------------------------
man(ljus/reflex) - slip 

silver*- larver i m~nslipets silverlarver 
-----------------------------------------------------------

The t.enor. manslap, is a metaphor- for" the light the moon 

• trai 1 s' behi nd it. The vehi cl e, si I verl.§\I~'y.§i[", e:·:pn.?~:;se~:; thE' 

details of that light. If we analyse the caterpillars as a 

metaphor for the moon's 'train', as set out above, the result 

is a less happy mixed metaphor. One can also see the two 

constituents of silverlaryer as operating separately and 

being direct metaphors for the moonl i ght: si,l v.§::·- fcll'" UH:'? 

colour and -larver for the movement. The phrase then is a 

complicated triple metaphor, in which the tenor- m.i1!J._tLU::.L~L hi:!'~" 

three independent vehicles. 

M_nslipets silverlaryer 6verskrida nu udden, 
vitstanka tallar som vixa ur r6ken med bavan. 
Dimma och andedrakt sanda 
lysande, sl~jiga gaser. (N96) 

Surprisingly, the complexity of structure does not lead to 

obscurity. On the contrary, the metaphor is quite transparent, 

perhaps even out of context. That this is so is evidence of 

our readiness to go along with a poet in his metaphoric 

imagination to quite extreme lengths. 

There is a genitive phrase in "Svardets dod" (N20·-·22) 

which, on the face of it, seems similar to 'm~nsl~pets silver-

larver', containing two creative, possibly metaphoric, cpds: 

• (jen grans16sa haysskogens blodvarmda aodeiMLt;!·. Wha:t mi:\ke~::; it 

different is that not only are the tenors of the two partici-

--------------------
*Silver can also be seen as a straightforward colour adjective. 
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pating cpds unstated, they are probably unstatable because 

they are unsurmisable: their meanings cannot even be guessed 

at without the context of the poem - and possibly not even 

then: 

En gang skall eldmalen sanka 
sig ned i krigets krona 
och svarden virvla som agnar 
fdr ddets vandande harskri. 

En gang nar vagorna lamnats 
att tjana sitt djupaste flddes 
gC§ng i den gransl dsa havsskogens blodvar:::..!!.l.!l-<!._._ancl.Ql.<El.mJ .. 
klingar i blodgudens grotta 
lampor och klockor pa stanglar, 
som ifrC§n urtidens navlar 
vinka med eldtC§gors hand. (N20) 

If, indeed, havsskgg and andeland are metaphoric cpcls, and 

the whole phrase a genitive metaphor, then they are of such a 

personal nature that the metaphors are lost on most readers. 

Trying to express their individual tenors would be a futile 

exercise. 'Oet specifikt nya bildspraket har alltsl inget 

direkt identifierbart fdremAI eller sakled' (Hallberg 1982 

p507). The reader has to rely on the context and instinctive 

associations - in my terms, havsskgg and andeland are not 

metaphoric but contextual ('T80') cpds. I shall return to 

this poem in 7.1. I (where the full text is also repr·odLlced). 
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6.3 Contextual compounds 

The majority of HM's creative cpds are 'contextual'. By 

contextual cpd r mean any cpd that acquires its meaning more 

from its context than from its own constituents. It follows 

that, if it is encountered outside its context, such a cpd is 

either utterly baffling or its meaning is vaguer than, or 

even different from, the meaning in context. 

There are various ways in which a contextual cpd can be 

dependent on the surrounding text. The types suggested below 

illustrate the different levels on which a contextual cpd can 

function, sometimes on more than one level at one and the 

Same time. As we have already seen, for instance, many meta-

phoric cpds are also contextual. 

6.3.1 Incongruous co.pounds, bord.ring on latent 

About a quarter of the creative cpds recorded in the main 

data border on being latent formations. Their effect is usu-

ally due to a juxtaposition of seemingly incompatible ele-

ments: 'a semantic confrontation can result in aesthetically 

effective stylistic " a bbrevj.ation"' (Mukarovsky 1977 p4U. 

Like all contextual cpds, they are felt to be 'tillf~11iga', 

occaSional, formations: 

k.lirleksfigel (525) 
gemensamhetsskugga (NollS) 
nyttorag (NolOl) 
dromnejd (Nll0) 
expressmatvarutag (Nl2) 
Karl ahj ul (N36) 
linnegump (Nl47) 
struntsj.lil (Pl32) 
llingdag (CSS) 
nyttobetyg (C22) 
armbAgsbuffel (A90) 
I j udmynt (AlOO) 
Fingersangare (AlOO) 

bronspristinna (GT67) 
finregn (V20) 
hambodunge (V43) 
i nifrAnkl ang <OLM17) 
lingonkittelton (OLM80) 
mildgArd (DLM56) 
proppm.littnadstimme (T25) 
strAmil j on <T62) 
livsbekanting (LES41) 
1 instol suts~kt (040) 
griskrAngel (TDB70) 
ordporl <TDB8"!·) 
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The cpds listed above, chosen at random from the different 

collections, vary in degree of incongruity. (An adjective + 

noun formation like l~ngd'!fl may feel perfe(:tly norm.,1l t.o ~:;omc! 

native speakers, for instance.) What they have in common is 

that, on the whole, unlike the truly contextual formations 

(6.3.2), these cpds suggest plausible meanings even in isola-

tion, meanings that are confirmed, usually enriched, but not 

changed, by the context. 

§emensamhetsskugga, for example, suggests a mult.iple 

cause of a shadow, one cast by people or rocks or trees, 

perhaps. This meaning is confirmed and narrowed down by the 

context: 

I asparnas gemensamhetsskugga 
stAr en hastrafsa nedsjunken 
med hjulen drunknade i gras. (Nol15) 

Unlike the English 'love-bird", karleksfAgel is not a 

lexicalised formation. One might take it to have some similar 

metaphoric meaning also in Swedish, or even be the name of a 

species of bird, but the context narrows down the possibili

ties and makes it clear that it is simply 'a bird to love, a 

mate' : 

Som en hungerns och karlekens budb~rare 
strackte du ut 
frAn vindkloc:kornas sund • 

••. for att m/:lta 
en gammal kjrleksfigel frAn Kamtjatka. 
Efter dagar av vantan kom hon 
stormyvig, regnruggig 
ur en tjutande /:Istan. (S25) 

Brmbiasbuffel is an inventive but fairly transparent form

ation, which gains an extra degree of nastiness when put in 

the context of the doomed people of Aniara: 

Och vi fick slAss med hansynslosa gossar 
och armbAgsbufflar vid goldonderns grind. (A90) 
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o Ll t 0 f c: C) 11 t ext, F i 1J.9.§.r s -'~D.9.§K e and l..il::l.Q.m:-Z::.D. .. t may b e r ii t h (.? (' 

b,affling c(:Jmbinations. In the C(:Jnte:·:t of filli .. El.i: .. <a., hOW(?VE~lr, 

where we expect to meet new c:oncepts, we are not particularly 

surprised by the first few lines of Song 46: 

Vi lyssnar alla dagar till de Li!.:.\fJ..r!!Y..!lt 
som var och en ftirsetts med och scm spelas 
i FingersAngaren pA v~nstra handen. (AlOO) 

The inventiveness, in this case, lies in the ccncept rather 

than in the cpd formation: the cpds themselves are more latent 

than creative. 

6trunts i 9\1 ar and struntbegciir are part o·f b..L Kan' stab nq 

the human race to task: 

Sanningen intrider i sinnena n~r sinnesindringen sker, 
den dag dA minskan fattar sol ens sjilvklarhet scm 

Llppenbar'el ~:;e) 
i nte som en sl entr i anens 1 ampa over strunts . .il\J_~.i:. o(:h 

s t CJ::l!}.tQ.g .. 9 .. ~L. 
(P132) 

In Doriderna, it is HM himself who addresses us: 

DA hinder att jag kastar dig ur stolen. 
Din l~nstolsutsikt skall jag sondersl. 
emedan den ~r falsk... (040) 

Ordporl, which in isolation might suggest the word-flow of 

a gossip (although poria really has rather more pleasant 

aSSOCiations), gains so much in depth and sincerity by its 

context that it is debatable whether it belongs in this group 

or among the truly contextual cpds: 

Riddning ur tankens forknytningar 
var att dikta och finna 
for lyckan mOjliga glintor 
i levanda drommar. 

Att tro pi det spriket 
som dagligen uppstir ur ting och luft 
ir bAde dromma och leva. 
Den fria och vuxenbarnsliga leken 
med ordporl ur levande vatten. 
Tron att det rinner ett levande vatten 
ur nar och fjirran, 
tron att det vimlar av killor. (TOE84) 
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6.3.2 Generally contextual compounds and 'TGD'-compounds 

In some cases the elements are so incompatible as to make 

the cpd formation utterly baffling out of context. Words like 

!!J;!rilbro, neder·tillskratt, golartak and l..i.\:\'?.i!CH::IrLi:...flCl tend t(J 

suggest several possible meanings, or none at all. Their true 

meanings can only be grasped through the context, and often 

remain vague. They cannot usually be paraphrased with any 

degree of accuracy. 

In the following poem, for example, several 'bridges' 

assist in the arrival of spring, but it would not be a good 

idea to attempt to give exact paraphrases of 9.1:l!:i..Jbr·o, S9J..QL.!.=.l 

and vindbrg. They could be seen as parts of an elaborate meta

phor, but their individual tenors cannot be easily stated, 

and I prefer to regard them as contextual cpds. 

Vid havets vindb(g 

Solen gAr upp i l~ge 

Snart ~r borgen tagen, solbron byggd 
At sommardrottarnas tAg. 

Vinterns tjocka tank gAr pA fors~k over 9.!:1!:..L1broQ, 
men allting brister under den, bryggan rasar in. 

(N140) 

The extraordinary cpd nede(tilllkratt can also be seen as 

a kind of metaphor, but one totally dependent on its context. 

In actual fact, the tenor would be very difficLllt to state, 

and it may be more appropriate to regard the sentence in 

N4.s1grna blgmma that it occurs in as an example of 'word-

painting' (cf 7.3.4). Even though both nedertillskratt and 

the equally contextual adjective bgndflammandR suggest rather 

than denote, they contribute to a gradual building up of a 

concrete visual image. I shall attempt to demonstrate how 
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this is achieved by putting HM's sentence (in the left-hand 

Column) side by side with a sentence in ordinary prOSE 

expessing the same extra-linguistic reality: 

NB:56: Ordinary prose: 

[--------------------].----------"'i[_~_~-_t_-;~_~_~_~_;_~_-_~_~_;~~_~_~_~J :~~-~~~~~~:-~~~~~~~~ -----
fill frAn hlnnl. iVtrlidjl 
--- ---------------------
Dch 

lid .tt 

[~~;;~: 
IV 

i 

911dl] 
----- --] 
111109'-

~~~!~~I ______________________ ] 
vir knut.t kring he noes lidja 
-----------------------------
Dch 

~~~!~~~~~~ 

The intensity of HM's sentence is partly achieved by the 

repetition of c:ertain semantic features (r.::..endj, . .9.. .... .± __ 1§..t.r:_§.£J::§..~ 

Hill + nederU 11 and, perhaps, skratt + fl afJlllL~.nd.§.) witrlolJ"t 

Using any more words than the more neutral sentence. t:-Ieg~r:..::_ 

ti llskratt and bgndf I ammamde contr i bute a great deal to the 

vivid description of the woman (or, rather, her apron). 

Without their context, both are obscure. 

Another obscure word whose meaning is clear in context is 

gglartak. It may be felt to be a metaphoric formation~ but 

the language lacks a 'proper term' for the phenomenon, even 

though it is familiar to most of us: 
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Vinterstycke 

Spr6da hermelinsp~r 
sa>:as Uitt 
i ~ttor p~ vintersnon 
bort dit en b~ck slingrar fram 
med vitpalstak. 
Har dricker uttern ur isens ega 
har dar vattenvirveln svarvat upp en porlande skal: 
Hit komma barnen med roda luvor 
fer att hera detta sjungande polartat. 
D~ graver sig uttern i grottan 
och ser deras ogon i springan. 

(N49) 

Furthermore, the word polartak clearly has its roots in the 

context, wi th links back to the earl i er vi1fLal§.tat~ w:i t.h th(~ 

same meaning. In the latter cpd, both tak a.nd vi1fLiA.l.§. an:~ 

metaphors, but the cpd is, at the same time, contextual. The 

snow may look like white fur, but there is no doubt that the 

ermine"s coat has contributed - perhaps even given rise - to 

the metaphor. 

Most contextual cpds are not in any way metaphoric. Usual-

Iy - as with polartak - it is a case of a cpd suggesting an 

intuitive comprehension of, or sudden insight into, a pheno-

menan or concept for which there is no word in ordinary lang-

uage (cf "det traffande uttrycket', 1.4.1). Many of these 

cpds are only understandable in a wider context. The line 

quoted on the computer printouts in my data is rarely any 

help in such cases: the whole stanza or the whole poem or a 

whole page in prose works has to be consulted. Even then~ 

comprehension may still be vague - we may perceive the con-

cepts as 'through a glass darkly" (TGD-cpds). 

When HM tries to tell us about what goes on 'mitt inne i 

tingens natur I 1 undrets sal I i atomernas inre', he has to 

resort to new words. They may seem like metaphors, but we 

have no tenors to put in their place: we grasp the concepts 



throLlgh the conte:·:t. Words 1 i ke !...ih~andnirJJa, 1 . .i.t~l.~j':".i.s.~9._§1.r::., 

even if only dimly grasped by the reader. 

Det i nre I j Llset 

I de innersta allra minsta rummen 
p~g~r ett tyst oeh st~ndigt f~rgspel, oatkomligt fUr bgon. 

Cet r~rde sig i cykler av nanosekunder oeh i mikrorymder 
fr~n vitt IjuS till spektrats f~rger 
Och ~ter till vitt Ijus. 
Ett slags ljusandning. 

Cet var som ett solfj~derspel, 
enligt samma lag som g~ller f6r regnb~gar, 
men med 6ppnade och ihopslagna solfj~drar 

Med denna sin konst sammanhAller ljuset 
materiens tallosa sv~rmar 
och sjunger med ljusets spektralvingar 
den eviga sAngen till v~rldsalltets ~ra. 

Figeln i Fenixklockan 
1 

H~r tickar de klockorna 
som kan gA utan att aIls ticka, 
i ofattbart sma rum med egna g~kur, 
dar den minsta goken gal stumt 

men jublande. 
Han slAr ut sina Ijusfj~drar, fMller dem samman, 
slAr ut dem oeh flyger runt. 
Kalla honom om du viII den minste 

av FAgel Fenix slakte. 

Han bavarar darfor sitt mysterium. 
SA kan undret inte bara ske, 
men bibehAlla sig. 
Detta ~r spektralvingarnas hemlighet. (DLM114) 

At the extreme end of the contextual scale there are cpds 

that rely solely on associations. They may fail to give 

resonance in a reader, or - and this is more commonly the 

case - they may be felt to be evocative whilst remaining 

semantically obscure. 
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How, for instance, in "Libidella", the 'secr-et song clf 

melancholy', could m~nluta possibly be paraphrased? 

Libidella 
oklMdd i nudinell 
hOj mot stella 
m~nvit din nudibell. 
I Alfa Centauris str~lar 
vi i v~ra t~rar sk~lar. 
o nuda d~ 
trMd nudis pill 
i millnlutas skog for tvill. (A169) 

The word cannot be taken out of its context, the immediate 

phrase 'mcllnlutas skog for tvcll', which links up with the words 

millnvit and stella in the same stanza, and with the phrase 

'din aftonlund' in the first line of the poem. The obvious 

sexual allusion goes hand in hand with allusions to space and 

the Whole Aniara situation. Whether HM had the instrument 

~ in mind or the verb luta - or both, or neither -- is 

not relevant*. The only 'meaning' of the word is the bundle of 

aSSOCiations it evokes, within its context, in each reader. 

The poem "Svardets dod" in Nat.!:!.!:. reI i es to a I ar'ge e:.:tent 

on this type of obscure cpd-formation for its effect. Words 

11 ke 
blodgud 
blodsillng 

eldmal 
eldtillga 

andeland 
evighetsvalv 

remain only dimly understood even in context. However, this 

poem (see 7.1. t for the text and a more detailed discussion) 

stands out in HM's whole production as particularly complex 

and concentrated. 

The most felicitous TGD-cpds, like I jusandnin.,.g, or- r.!l~r:ll.l:l.t(3 .• 

are given 'space' by being put into contexts which are not 

too baffling. The associations evoked by such TGD cpds are 

confirmed, not challenged, by the surrounding text. 

-._------------------
*The English translation (London: Hutchinson L Co. 1963) has 
opted for the instrument: 'mandola's moon for two'. 
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6.3.3 Verbally contextual cpds 

Many contextual cpds have actual verbal l i n ks wi th the 

surrounding text: they reiterate words or morph e mes which 

.::\:L so OCCLlr el sewhere. Vi1.Q.'H stak and l2.Qlartak in the poe m 

(N55) quoted above (6.3.2) have this link. Another example i s 

found in a passage in Nlsslorna blomma. Out of cont ext, the 

words snusskymning, snustempel and snustunne l may evoke vari-

ous vague associations but not really have any clear meaning. 

In context, they link up with other words and wit h each other 

and snus begins to grow to almost symbolic dimen sions: 

Hon ~ppnade en farstud~rr in till en korridor sam 
var m~rk som en snusdosa och lang som en rep s l agarbana. 
Milt ••• sk~t hon in Martin dir och stingde hiftigt s till a 
d~rren sedan hon ~vertagit paketen •... Martin gick l edssn 

5 in i korridorens langa snusskymning. Hlr oc h dlr stack ett 
hjon ut huvudet genom nagon av de manga ddrrarn a, det var 
gubbavdelningen .•.. 

Martin satte sig pa en av binkarna. Det hade bbr 
jat skymma oeh skymningen rann fran korridorerna sam Snu-

10 sets ande •••• Skymningen blev m~rker. Kanske hdll man 
brasskymninQ pi det h~r fattighuset, kanske skulls nAgon 
komma oeh virma sin virk under sti ll a mummel o e h ve. 

Oet drag vil om en kvart .•. Ibland voro hans tan
kar inne hos Stor-Fr~ken, hos Tyra, ja, me s t voro de viI 

15 dir, med ett utplAningsdunkel brett lagt dver Frdken Edit, 
hon med sitt snystempel, sitt gamla, mdrk a, greniga f attig 
hus! .•. En san fattiggrotta med riktiga gamla snustunnl a~ 
1. 

(N8295-97 ) 

This passage illustrates the compl ex network that context -

usl cpds sometimes participate in. The constitue n ts, locked 

together in a new formation, snusskymning, also h a v e their 

individual links with other words in the vicinity: 

line line 

2 snusdosa 
5 s nus - -skymn i ng 5 

skymma 9 
skymningen 9 

9 Snusets ande 
Skymningen 10 
brasskymning 11 

16 snustempel 
17 snustunnlar 
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A verbally contextual cpd often serves as a summary or 

succinct reminder of earlier, more elaborate phrases: en 

korridor som var mbrk som en snusdosa och l~ng som en rep-

slagarbana' is turned into 'korridorens IAnga snusskymning' 

and later simply 'snustunnlar'. 

In the same way, vMvkonstnMr is linked with many other 

occurrences of vMv- ina passage from Va.q~IL. .. ..tj:JJ: .. _._bJ.n.<;.!:~.!:::: .. ! .. L(~ 

quoted in 6.3.4, and becomes a kind of summarising 'punch-

w(::Ird' • 

The verbally contextual cpd can also be an anticipation 

of what is to come. A poem title can be obscure for this 

reason, until the poem has been read. There is a poem in 

ECUiiSid call ed "Lyc:kf 1 atni ng". In it HM twi sts and tur·ns all 

possible permutations of the morpheme l.Y£..!::.:.._ .. : 

In minns jag de lyckliga aren 
dA lyckan var lycklig och saren 
ej lyckats fa lyc:kan ur sparen; 
da lyckligtvis ingen med lycka 
helt lyckats att lyckan fbrrycka; 
da lyckan var lyckad som lycka 
och lyckades bra, till all lycka. 
(etc. ) 

(For this type of word-play see also 6.4.1.) 

(P8f3 ) 

Some creative cpds gain an extra dimension through a 

repetitive use of elements. There is another (cf above) col-

lection of ~-cpds in a passage in Vager.l..-.i.il1 ...... fd.9c::~:~r..:.i}~.§. 

<p59). Here the cpd-formations are more tongue-in-cheek and 

the effect intentionally comical: 

Sjalv fbrstod hon sa val att han ville bryta 5ig ut ur 
snuskediin. Hon tillhbrde sjalv en gammal 2.O..!::.\.§slat.:t, som 
hade pulsat fram i §.ill.!.§. sedan mitten av 1700·-talet. I 
si n ungdom hade hon kri ngsvassats av i del §nuEs.d~l.. Hr.m 
hade varit balens drottning vid val ett dUBsin berbmda 
snusbaler dMr de olika snusslakterna hade sammankommit. Dch 
pi en av dessa snusbaler hade hon blivit uppbjuden av 
sonen till en sDuskonung. Hon fann emellertid inget behag 
i karl en, trots hans bergsakra framti d sam §.D..h\..§.!!Ll.LLLon,i!: ... 
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""IM cannot resist also ,,"evitalising som(: lE!;·(iCClliS€i!d §El.:U.ii.·· 

combinations: 'varjande sig mot alla aQust.9..!:..m.ltLUd,<2:. inflyte.l-

ser' and 'nu foljde ett sn\!.sto.r::rt. liv'. He also like~:; c:pci<5 

t.hat r·hyme: 'ett inpyrt oc:h bigott gammalt. §.DJdstl.lJ.§.' <c·f 6.4.1 

and 6.4.2). 

In "I<lockboj en" (FU104ff), we encountel~ an 01 d sei:\gl.lll 

which twice (on the fifth and seventh page of the se.ven-and-a-

half-page long poetic prose passage) is refE!rred tD as §E~§.~:=\.r.f1::::. 

figel. Out of context, the cpd means little more than 'en 

ensam fagel'. In the context, the cpd seems to hDld wit.hi.n i.t:. 

all the references to the loneliness of the bird and of the 

bell-buoy which precede and follow it: 

• (Klockbojen) ••• sjunger ••• Ostfriesiska reve1ns §LD_l?_<E.\!.!l::~ 
het.Sllng likt en sorgsen kvinna'; , (en sjomls) ... Vid 
lugnt vader lever hon alltid for sig I~. L .. ..<?.:~L\a..f:.;J .. htbe .. t 
med det ensamma havet kring Ostfriesiska reveln'; 'n~r 
hon Ii t tel'" dar i bOj stj al ken, hopruggad L...§.i.9.. .... ELi.4U_y.~ 
spanande over ett hay blankt som olja, liknar hen en stcr 
ensamhets evi ghetsf'gel'; "tel'" sjunger boj en §J1S~m si n sl~ng 

for Giri', 'Ensamflgeln Giri satt kvar 1 bOjstj~lken ... Dch 
bOjen vaggade med hofterna och sjong Ostfriesiska revelns 
ensamhetssing'; 'over dem alia sjong bOjen .•. Ostfriesiska 
revelns ensamhetssing likt en sorgsen kvinna'; 'DI v~nde 
Giri, ensamf'geln, tillbaka fr'n Helgoland'. 

(FUI05-110) 

Repetition is a common feature in HM's language~ also in 

the poetry. A verbally contextual cpd can simply be part of 

an inSistent sequence of repeated occurrences of a noun. 

"Ratt ofta motel'" man hos Martinson en benlgenhet att drtija 

kvar vid ett visst motiv och inskarpa det genom att fler-a 

g'nger upprepa samma ord; inte minst tar den s1g l.ltlopp i 

hans komposita' (Hallberg 1941 p21). 

In Bniara"s song 36, for example, the 'mimarob' has an 

idea: '.tt lita tusen spaQlar trada till / och ge OS5 allt 

sam speglar kunna ge I av 'terspegling ••• '. From these linss 

to the end of the poem (another 200 odd words), §J;;).eq,tl. be'"'' 
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comes a key word: it occurs, either on its own as noun o~ 

verb or as a cpd element, no less than 17 times. The last 

stanza contains four spegel-cpds: 

Var sak f~r l.mna alIt den kan av sken 
n.r spegel dansen trc1ds pc1 ~tlbe[!. 
och skenet appnar v.g i yurgens sal 
mot spegelklyfta och mot spegeldal. (A73) 

Here, the many different spegel-words do not anticipate o~ 

summarise each other: the relentless repetition of §£L@,9JE."LL::::.l 

serves the specific purpose of expressing the repetition of 

images reflected in the multiple mirrors. On the phonetic 

level, the regular appearance of spegel has the effect of a 

kind of rhythmic beat. 

The same technique is used in "Fartens tjLlSning" in !;.i..J:,:,;~,CL:l. 

Here it is the word 9s.!D.!n. that punctLlates the f i r"st and 1 a~:;t 

stanza like an insistent drum-beat, and is part of three cpds: 

Klaga mc1 har de blommor och blad 
som den milda slumpen stallde 
i den breda bc1rden av ~. 
De bor i dammlandet, i dammkorridoren 
somrarna igenom 
i hjuluppvirvlande dammcykloner. 

Denna kvast av ~ 
som sopar skogarna med damm. 
Om trad Kunde rygga far m.nskan 
skulle skogen bli okenland. 

(C28) 

The repetitions here playa definite rhythmic role. Through 

the line-final positioning of the repeated word, the poem is 

heavily weighted to the right. In the lines quoted, the first 

stress only falls on the first syllable twice O<l§J;t<?l and 

lomrarna), in both cases in lines that do not contain the 

keY-word !U!m.m.. In the lines that do conted n damm" the f i r"st 

stress is delayed, and the main stress falls on the final 

word. The poem ends with a typical punch-line, and its last 

word is semantically and phonetically linked with the key word. 
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In the poem "Tar-ningsspelet", with an obvioLIS allLlsion to 

Einstein's phrase 'God does not play dice', the key word is 

used mor-e sparingly, and there is no feeling of it playing 

any r-hythmic role in the poem. This is closer to Hallberg's 

suggestion of a theme being brought home by sheer repetition. 

The poem begins: 

N~gon sade: 
Om tron p~ en morgondag 
skall kunna uppst~ 1gen 
m~ste det ske som 1 tarningsspel. 
Nar n~got d~ faller gott ut 
sker det som i en lange 6vad chansernas drbm, 
en forvantan om overraskningens tarning. 
Att betrakta varlden sa 
ar att se p~ den med tarningsogon. 
V~rt basta val ar att kasta tarningen o·fta, ofta. 

"Dice eyes' naturally cast 'dice glances', and these reflect-" 

ions lead HM, later in the poem, to seeing the falling hail-

stones as dice, 'som foil i orakneligt antal / och stirrade 

pi alIt med tarningsblickar'. The poem ends: 

Det val'" tarningshaglet, tarningsfallet., 
det som verkligen spelar om slumpens skbrdar. 

(DLM34) 

The hail seen as a gambler's dice undoubtedly has a topical 

ring, but the poem was written long before acid rain or 

Chernobyl had hit the headlines. 

There is a sequence of linggn-words in a poem in bforill§ 

,kgts stigar that begins: 

and ends: 

Hir fanns en linggnkyinna, lyder spillkr~ksropet. 
Hal'" lag en hemkommun av skog 
och slingerstigen bet sig lange fast 
vid m~let kOjans trappsten. 

Vern raknar lingon och vem raknar dagar, 
sade lingonkyinnan glatt och rorde om i kitteln 
dir linggnkgket bubblade kring sleven. 
Man raknar inte bar t lingontiden. 
Och angelas tnte med att rakna dagar-. 
De kommer och de gAr. En del ar lingonrbda. 

(LES5?) 



It is cer-tainly no c:oinc:idence that the woy"c:I l§ . .L..Lo..GL<gr.:.5!!.i.:~ .. .tJ.:J., 

with its phonetic links with the key word, is used in the 

t.hil'·d line. 

There are Similar phonetic echoes (::If the key W(::llr.c:I If,lL:!:; .. i.n 

"Tyngden" in Grasen i Thul e. The choi ce o·f the WOlr·d~:; !;:I.1..~~.:tt.J .. (I, 

med ratta and klarinetter provides the poem with a kind of 

rhyme structure. If it were not for its phonetic properties, 

klarinett, for instance, would probably not have come to minc:l 

as a 'lattpipare' - a flute or a recorder might. Note how the 

cpd lattgigare, obscure out of context, seems a perfectly 

natural formation in the context of the poem. 

Gl voss nagot I att, sager med rat.tCl dEm nf,~c:jt yn(.;Jc:I(-;~. 
Han viII upp ur ett kletigt jordtr~g. 

Kom trastar och klarioetter. 
Snabbt hitat, lattgigere. 
Upplyften med hjalptrudelutter 
latthetskravaren, den tyngdf6rskjutne. 
Spelen sa glattigt det gar '0' 

(See also rhyming and alliterative cpds in 6.4.2.) 

«(;i"l""46) 

A different kind of verbal linking can be found in phrases 

where a cpd follows a noun in the geni ti ve. In a few cases, 

the first constituent of the cpd appears to have direct, and 

stronger, links with the preceding noun than with the final 

constituent of the cpd. (Cf the discussion of genitive 

metaphors like • (manetens g~l~)boi' in 6.2.4.) 

Kalyskionssiemmer seems almost paradoxical in isolation. 

In context, it is found to refer to the noise emanating from 

drums made of calf skin: • (trummors kelvskin["I!!li)s1.sJ.!1~r::.' (N11). 

There is a similar structure in an aF"chive pClem, "f<r-<~kv~k" 

(see 6.4.2 for the complete text): '(vanans i.!lL~~:::J .. §Ji!';l9..'~r.: . .'. 

On its own, iessa-skgger is meaningless: jass~ obviously 

has closer links with y@nan than with skogac. 
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, (Harkrankens a.g.iDkben~5) aft.on' (T44 and LE~317) i '5 anDt.I"}(::~r 

such phrase. The cpd §.Qinkbensafj;: . .Q!J. is certainly totally 

baffling* without the preceding word. (See 7.3.1 for the text 

of the poem.) In the phrase 'drbmmens skr',':irnselki::\tf?dr',~l' (D16) .. 

skramsel links LIp with both drom and katedr'.$ll. to mean appru;:' 

imately 'mardrommens skrammande katedral". 

In a similar way, in the following poem the established 

cpd stgrmhatt (a flower: 'Monk's Hood') links up with blL;i1.t:~,u .. ~'i, 

and "hastens stormhatt' appears to be as much about autumn 

gales as about the plant: 

Nar sommaren ar sliten nag 
doljer den inte langre sina nbtningsstallen. 
Dess blad och hakar 
lossnar och tar avsked. 
Traden borjar sinsemellan viska 
i begynnande lovfall. 
Den utarbetade humlan 
slapper plotsligt sitt tag 
faller utntitt 
med genomskinlig kitinhud 
ned ur hOstens stormhatt. 

<T69) 

As we have seen, verbally contextual cpds often function 

on some other level as well. The repetition of an element can 

be felt as a pulse or a key-word running through a poem (e.g. 

Q.amm. in C28 and tarning in DLM34), but the las-.t OCCLtrTenc:e 

can also be part of a summarising cpd (e.g. §DJd§ .. tJLQ[ll,ar::, in "IE). 

Sometimes there are phonetic, punning or semantic links with 

other words (e. g. 1 jttpi gare, vaykonstnar, sk[ a.!.!l§.!E.l..L..§l.:tedr·',.g.JJ . 

The context can range from a whol e passage (snustunnlar', ~<iy~::~ 

kgnstnCir) to just one preceding word (spinkbensattoo..l. 

--------------------
* One person asked to interpret it out of context associated 

it with the thin legs of poverty-stricken children~ another 
suggested it might be an evening (in a club) when there was 
a competition to see Who had the spindliest legs (cf 'knobb
ly knees contests'). 
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6.3.4 Expanded use of lexicalised compounds 

Any word can have its meaning stretched by its context~ 

and it could be claimed that it is the business of poets to 

explore the outer limits of word-meanings. Thus~ a lexical-

ised cpd is often given an unexpected slant by its context: 

Vem minns inte v~rarna. 
BI~sipporna sammansmugna i sm~ trosvissa sekter. 
vitsippornas massmBten. (DLM28) 

Det nalkas morgonen 
eller det nalkas aftonen 
och havsvinden k~nner i sitt ansikte - landvinden. 
t(lockbojarna tona morgon och aftons~nger. 
en kol~ngares rBk 
eller en fenicisk beckelds r6k dunstar vid horiscnterna. 

(N143) 

The plural form afton5~nger in this poem may not bring to 

mind the lexicalised aftons~ng (evensong), but in the singu-

lar the tension between the two possible interpretations is 

clearly felt: 

Har tutade om hosten vinden i h~lig stam. 
Har tillredde hjartat en aftonsAng i mj61kningstimmen. 

(LES63) 

In liusfest and minnessten, both the lexicalised~ single-

concept, meanings ('festival of light' and 'monument') and 

more analytical, double-concept interpretations ('light-feast' 

and 'memory-stone') are present: 

I barnsliga lr 
ar holmen ett flermastat skepp. 
Alia lovsegel satta. 
Dagen sjalv drar ut p~ spegeln och f~r vind. 
Solen staller till ljusfest i vattensommaren. 
Sinnena gAr pi inbillningsfiske i vinden. (LES64) 

8verskoljd av havet 
raknar klippan vAgor, 
glommer vad den raknar 
borjar om frAn grunden. 

Klippan glBmmer rakna 
kan till slut ej minnas. 
Blir sjalv minnesstenen 
nednott sjalv av v~gor. (LES66) 



Rather like a child~ or a fDreigner~ HM is sensitive tu 

the possible meanings lexicalised formations contain within 

them: 
Nyckelblomstret pi skcgsstigen 
h~ller frc:~m nyc:klar·f1.e. till torpf?t. ([;7·4) 

And, in an archive poem: 

Stigen vaxte igen. 
Nyckelblomstret tappade sina Q...Y..£1.J .. s:;\.r:~. 
Skogen sltit sig, minnena fbrsltiades. 

("Alltid fann!:; E~n t:i.c1") 

Vavnad, tiSSl.le, is made to yield its oric.::Jinal link with 

the verb vava, and vavkonstnar is gi yen a VE!r'y S~H;?C: i ,:d ITH':i:1n 

ing, in Vagen till Klockrike: 

Sanatoriet ligger hogt p~ en ~s. 
V~ren blev sv~r far dem som hade stora forandringar 

och dubbelsidig vavnadsbrist. Naturen hann inte med att 
yava nytt dar' inne bland allt det dold,'i:\ ftir"f,"llE~t, Ed IC!I' 
att tillrackligt fort spinna kokonger kring fel och 
h~lor, och trots att den hela tiden assisterades av 
lakare och sk~terskor, lyckades den inte hills de 
stavformiga p~ avstAnd. De kom med i y"~JE.[1. bVf?I"ii:dlt, 
sA att aven den nya vaven blev sjuk. 

Naturens lakande makt raddade, understbdd av lakarens 
kunskap och v~rderskans erfarenhet, atta av tic. 

Det var en stor och mirklig prestation BV de tre 
samarbetande vivkonstnarerna. 

(VTK.357) 

Naringsfing, which normally means 'livelihood, business' 

and is associated with f~ riather than f~ng~, is givE-'1l a !"lE'!W 

dimension through its association with spiders: 

Spindelvavarnas glasparlspel 
glimmar en morgon kring de fallna 
flugornas rester, en bild cav Hel. 
Dodsrike, naringsfaOg, omhet, foda 
strilade samman vid sommarns slut. 

(IIHosten kommer ") 

HM's 'dream kitchen' is not one equipped with the latest 

gcadgets: 

Dromstaden ser helt annorlunda ut an vad ritningarna utvisar. 
Som nu denna bro. sa litt och sa lite kostsam. 
Den ir gjord av morgondimmor och aftondimmor bemAlade med scI 
Husen ar av dramt material, solbjalkar. I drti.[!ll~iH:~erl. behbve!' 

n i bar"a dr' ommi::'" 
(DLM2!::'j) 



- T26 .-

What HM does here is to give a word with an established 

figLwative meaning a more literal interpretation. There is a 

related edifice in a poem in L,3ngs ekots stigar.:.: 

RegnbAgen ar det forsta val vet 
i ett luftslott som Ijuset bygger. 

Similarly, solskenshistoria is ambiguous in the following 

poem: it can be read literally as a 'sunshine tale' or in its 

established figurative sense of a 'happy. touching story': 

Den kammartrAnga skogsangen blir rord av 
kviH I svi nden 

och berattar med daggfyllda ogon om solen 
hur den vid sin nedgAng tittade in 
och fyllde hela glantan med strAlar. 
For alia de dar inneboende 
berattas denna solskenshistoria 
och alIa ler med aftonglans. (T21) 

In the context of sirens, the word vAgspel can hardly 

avoid having a double meaning, the lexicalised 'risky enter-

prise' as well as a latent 'wave play'. (In additicln, of 

course, it is linked alliteratively and rhythmically to the 

preceding cpds; cf 6.4.2.> 

SirensAng 

En vaggsang 
en vaggsyn 
at t vagspel, 
allting fora de med, 
med alltlng drar de forbi. (GT10ll 

In Langs ekots stigar, HM talks in resigned tones of 

'verkligheten / som en gapande grustagsAs' and of his diffi-

culty in finding the right note 'i detta land av forMndring': 

Oet hander att du snart ger upp. 
PI. grysharca lar du dig spela. (LES2:3) 

!;kysharca is a technical term, an instrument ('riddlE!') found 

in a gravel-pit, but the meaning that comes to the fore is 



..... T2"7 

metaphoric, or symbolic. A poet playing a harp i5 a convent-

ional, w~?ll-"establ:i :ihecl metaphor', anel thE~ c)vertone~:; cd ~lr""t",l.','!., 

cannot evade anyone familiar with HM's poetry, where words 

like gravel, sand, dLl~:;t and dryne~:;s consist(~mt.ly havE'~ rIl·:;)l.;),::\'" 

tive values (cf. Hallber·g's analysis of the pm0m 1I~3'::"'l'ldE~n", 

1982 p8). 

HM cannot resist playing with word meanings even in the 

most serious contexts: 

De av hunger d~da kan inte l.ngre d6 av hunger. 
De verkligt kalla fakta om dHdstorka 
II'" sa torra och snabba att de fort och obevekligen dUdar. 
Dar hjalper inga tarefloder. 

Man lever ett steg innan 
sin egen dod ibland, 
och gar-na inom hinnan 
kring fostrets fosterland 
den stora moderskroppen 

<DL .. M18) 

<DLM22) 

Den nya Minskan hal'" vaknat i en virld 
som ar den stHrsta fHrstoringens, galaxer-na, 
och den mi nsta f ormi nskn i ngens, atomer"nas L .. @,L.D..L\.!-:!.2 .• 

(IIDen nya Manskal'l") 

All the cases discussed in this section are examples of 

creative use of established cpds. Forcing new or, in many 

cases, mOre basic meanings on to lexicalised cpds is, of 

course, a kind of punning, a stylistic feature traditionally 

connected more with stand-up comedians than with peets. 

To HM, punning is not effect-seeking trickery, but a 

natUral way of using the multi-facetednes6 of words, as Sven-

Arne Bergmann has argued. He talks of 'ordlskens skapande 

formaga, som Harry Martinson i sina verk gener-Hst eeh master-

l:lgt hal'" uppenbarat' (Bergmann 1954 p364). 
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6.4 Complicational compounds 

Under the heading complicational* cpds I want to discuss 

various creative cpd formations that strike the reader as 

inventive for a variety of specific reasons. There are cpds 

in which there is an obvious pun intended, or where the phone-

tic build-up of the word takes precedence over, or is as 

important as, the semantic, or where the language is treated 

in a generally playful way. There are cases of cpds where the 

two constituents seem to refuse to merge into one concept, 

and others where one constituent significantly colours the 

other. 

Many of these cpds are simultaneously contextual cpds, in 

that their meaning or specific impact can usually only be 

appreciated in the context. 

6.4.1 Word-play 

As we have already seen in 6.3.3 and 6.3.4, HM delighted 

in playing with words. Actual punning is not the only form of 

word-play he indulges in: 'SprAket i garadis I parar sig 

lyckligt med dig' (DLMS1). There are numerous examples (cf 

1.1.2) of him making usa of actual, imagined, or completely 

fortuitous similarities and connections between words, along 

the lines of 'fostrets fosterland' (DLM22) and 'Lingtan 

kommer av lang, av l~ngd och av l~nge' (P36), but only a few 

that involve creative cpds. 

--------------------* My use of the term is more restricted than Belfrage's 
(1920), as discussed in 6.1.2. 
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the double meaning of "sorja for"}: 

AlIa m~ste l.3.r-a att §.or-ja_ for- var-ldem. 

Na.r- ma.nskan nu f~tt makt nog 
att sta.lla till va.rldssorq 
d~ ar- tiden inne 
att bota var-ldssor-q i tid 
innan all naturen bllr 
~orgegarnet for alIa. 

Detta kallas omsorg i tid. 
Den verkliga sorgen 
sam i tid ser och inser. WLM128) 

An archive poem is dependent for its effEct on a series of 

pairs of words, linked etymologically and/or alliteratively. 

It ends on a creative cpd, olycksja.rn: 

Tala inte om att ilY eller flyk~. 
Hellre om att sky och avsky. 
Ett liv vart att leve 
ar att sl~ vakt om en stil, en stolthet. 

Rakna med fiender. 
Ra.kna med overmakt mot dig, 
men inte med vanmakt inom dig. 
Det ar inte omojligt, bara sv~rt 
att valja ur ~varr sitt vir-ke, 
att flata sin korg va.l. 
SvArast ar att gor-a lyckans smide r-ent 
av 01 ycks Hirn. 

("Tala inte om") 

(Cf also lyckflatninq in 6.3.3.) 

Another type of word-play involves alluding to some estab-

lished phrase and creating a str-iking new version of it: 

TrafikbArhuset 
~r tidens drive-in-kryptA. (V115) 

.... :J'"ebbsaltare is an old metaphor for a miserablE! wn?tc::tl, i:\ 

coward. In "Den dCiende matrosen" HM plays on the or-igi.nal 

meaning by alluding to the vessel used in the salting prOCESS: 

DA kravlar jag upp ur det krabgsaltarkar 
dar jag har forstelnat sen strandningens dar. «(:22) 
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"Tjugondag Knut' is a common name for the last day of the 

Swedish Christmas. HM sees another possibility in the combi-

nation: 

Drivorna viMer till fonsterhojd. 
8akom tiugondagsknuten tittar kylan fram 
med frusen talg i blicken. (GT95) 

Tyngdkraftverk is a technical innovation in Ani.~. Out (Jf 

context it is ambiguous, and probably understood as a haplo-

logical formation, i.e. really "tyngdkrafts-kraftverk'. a 

possibility that HM with his love of word-play will no doubt 

have been aware of. However, the context in this case disam-

biguates: 

Ett svArbestimbart fel i tyngdkraftverket 
gav nedatkinsla och den illusionen 
att vi hur in vi gjorde bara foIl 
mad ri ktat fall och nedat... (A202) 

And earlier, in song 3, where the context may have left 

the reader wondering, it is the form that clarifies the 

meaning. Here, the secondary-cpd link 1+51 is inserted: 

Vi lag i dodrymd men till allan lycka 
var tyngdkraftsyerket inte ur funktion, 
och iven virmeledningen och ljuset 
var utan storningar. (A12) 

As the last few examples show, by alluding to the mean-

1ngs of Similar, lexicalised, cpds or phrases, HM is able to 

produce puns also in novel formations. 

Allit~ativ •• rhyming and ono •• topo.ic compounds 

In poetic language, words are used not only to convey a 

message Dr to evoke associations in the mind of the reader; 

they also playa phonetic role. 



There is an unfinished poem in the archive which relies 

heavily on sounds for its E.'f-fect. It i.5 c:allE~d "1<r'~kvt\I""" i.Hle! 

t.he SOLlnds that go to make LIp kreft~:; .. QL, i. E.' .. lcnq and shcwt iii,' 

sounds and consonants clusters with Ikl and 11"'/, abound: 

Vinden nosar nirgeftnget efter veftr 
i drivans svarta kanter. 
Deft ordnar krikan 
med sitt bo i glesbygdens stympade dungar. 
Hdgt i hennes riskorg 
kisar himmelen p~stridigt bleftsig. 
Snart klMckes i bleftst och drag 
en snorgrilig kraxmakare oeh treftkmAnskr~ka 
att nabba ~t sig husbehovsfodan 
i vanans jass~-skogar. 

(IIKr~kvt:lr", my punctuat. i. em) 

Notic:e partic:ularly the line 'en §.!:lQr.,ru:,il .... Lq",,,l.cS\):'.J!1§:\L.s:l.Cfi'! och 

tra~m~nskraka>, with its three novel cpd formations. 

The new formation vaggsyn is part of an even more obvious 

alliterative series at the beginning of "Sin'mseftng": 

En vaggs~ng 
en vaggsyn 
ett v~gspel (GTlOl) 

The interplay of the three cpds - one established formation, 

one contextual and one ambiguous, punning formatien - wit.h 

the rocking rhythm that the c:pd stress naturally results in, 

is very evocative. The alliteration is only part of the 

effect. 

If HM had written in English, he would probably not. have 

regarded alder-trees as particularly earnest or serious: it 

is almost certainly the sound similarity betwen g,L and §.\1LY .. £~\.I:" .. 

that was the impetus for the association in his mind: 

Alarna kring backen 
badar sig lugnt igenom 
v~rens vattenveckor. 
De staller sig i vattenstr5mmen oeh 5verskuggar den 

med allvarsdr5mmar .• 

D~ glider alens allvarsmin s~ sakta bver 
i sommaralens allvsr. 



enc:es: the alliter-ative c:onnectic)I1 with i.~.1. anel UH~ d'l'~/fTli.r\q 

connect i on wi th §.tr- ii!.!l in t.he pr-E~v:l CHJS 1 i rH? A !;J(~nt:l. c' l'h,(fTIl nq 

link within lines is often found in HM Ccf. the discussion of 

!att etc. in 6.3.3 and 'sommar- drommar' in "Mi::inskan 'U:\I"1(Jal"" 

qlloted below). It is found even in poems wit.h line"·"fi.n",\l 

rhymes, and must have been a contributing factor in the US0 

of the cpd flaggspel in this poem: 

Blommorna lyfta ur- marken 
ett levande flaggspel som ~~. 
Fjarilar dansa med gula 
slojor kring tistelns taggar. (A lElO) 

Internal rhyme in an even narrower sense is a nice by-

produc:t of the tongue-in-c:heek formation YJ~m,!.2.!;?,,\,.\.2.§. (not ii:\ 

motorbus, as the context shows, but a word formed in analogy 

with sjobuss, 'old sea-dog'): 

---av sin egen mangd de pressas fram 
alit narmare goldonderns manskoslussar 
dar nigra valbefarna Venysbussa~ 
med stjarnans glimt i ogat granskar dem 
oc:h skamtar hahaha valkomna hem 
till himmelriket frAn Jerusalem. (ABO) 

There is a poem in the arc:hive (possibly a rejected frag-

ment of "Juninatten". C67) with a lovely semi'-'r"!1ymin\;J c:pd: 

Sinnet gic:k i ljuset viiI 
kvallens skimmertimmar horde 
redan soluppgAngen till. 

In another arc:hive poem we find hostrost: 

Insprangda smA speglar av glimmer 
lysande till mellan bulligheter av mossa. 
Vatans hOstrost. 
bac:kens halvdolda 
novembersorl fore frysningen. 
Att fa vandra sa 
novemberstalld i tranbarens vaderstreck 
pa en stig som tappat tr-Aden. (" InBpr"angda") 

A line dominated by internal rhyming is found in "Manskan 

fingar": "Manskan ••• I sommar drommar till Y.SD.§far:L~:. 



Song 59 of Ani..ar..§.: 

I Minneshallen h~lls det ~ngerm~ssor 
cch de som sjunkit i sin ~nger 
ha samlsts d~r med askbestrbdda hj~5sor, 
torterande sig sjiHv med !l!.!J..9..er'a.~rLggr:," (A:l:3~:'j) 

Sometimes the alliteration, internal rhyme or onomatopooia 

appears to be more important than, or' as :i rnpor"tc-u'lt. "IS;, thE,! 

semantic load, as in the descr'iption of a wat.m--f'al.l in t!"'.At"l~,~I:,., 

Sltijlekarna dyka ned i ~ngkaren: 

vit dunstputtring, 
stockarnas kalvhopp genom danet. 

and of the rain on a lake in Tuvor: 

Regnet faller t~tare och tyngre 

(N86) 

studsar upp i dropphopp sam brister i st.~nkvlgor" 

Perhaps most effective of all. the sound of the bell-buoy 

is evoked in the cpd dyninqabAng with its internal allitera-

tion and e>:ter"nal rhyming link wit.h tAng: 

Nu gungar en bOj pA min graY vid Ushant, 
och v~rldshavet virar bad kransar och grant 
av sjtiskum och tang 
och i dyningabAng gAr min gray. (S16) 

Seen overall, there are relatively few cpds in HM's poetic 

language that exploit the sound qualities of the constituent.s, 

particularly in view of the fact that rhyme is something that 

came easily to him - perhaps too easily, as he complains in 

"R<lttfAnQaren i Hameln": 

Det k~ndes sam om jag fatt en sammetst,.!::.!.!l9...<E.\, i mL.lI'H'l(~n. 
Min sAng blev slickningar i tironen. 
Av vijll iydsfaglar var mitt hjirta fullt.: 
en klingande konkurs. (P43) 

He was undoubtedly conscious of the risk of writing poetry 

that appeared too facile, or even banal, and perhaps tried 

deliberately to use sound effects sparingly. 



6.4.3 

- 334 -

Paradoxical and accumulative compounds 

Det 6mma ordet motsade sig sj~lv 
sam en r6nnb~rshonung. (C55) 

Cpds where the two constituents actually contradict each 

other are rare: rHnnb~rshonung has been deliberately formed 

with that purpose in mind. Another possible example is 

a:J,lyarslek, which is also a generally conte:·:tLlal cpd: 

Nymftnens skara passar i hHger hand. 
Skar du it vanster snabbt genom glittrande s~d 
skordar du drommar dar det ar ikerland. 
Snart v~xer minen. Snart blir din skira fHr bred. 

Oft har din allvarslek fort dig till ~kerns reno 
(C 17> 

After reading the whole poem we can appreciate the paradox 

more fully. The meaning is not simply 'allvarlig lek': writ

ing poetry is both deadly serious and something of a game. 

"Mitt lekande liv ir h~rt·, 'skaldernas kamp f6r ett m~nskens-

ord', 'slit och slip med minsing' are all phrases that throw 

light on the meaning of allvarslek. 

A related phrase concerned with the same idea, which con

tains a paradoxical adjective cpd, is fOI.md in a poem in Ur:, 

d, tYBan dikt.rna. bgk (quoted more fully in 6.3.1): 

Den fria och yyxenbarnslica leken 
med ordporl ur levande vatten (TD884) 

The paradox may be resolved by one of the constituents in 

some way adapting to the meaning of the other, for instance 

by being a metaphor, like the second c:onstitLlent in y'attml=. 

brand in the description of a waterfall: 'Vattenbranden rasar 

hast' (N8:5). 

In the archive, there is a copy of Tuvor annotated by HM 

himself. One of his proposed changes introduces the paradox-
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i cal metaphol" f.!.1..:.i. .. dn<=\tt.sdagelJ. .• A c::han9(2 in th(? '1' :i.1' ~,:>t 111'"Ie 0+ 

the second stanza confirms that it is meant as a metaphor: 

~~inted version (T60): Proposed changes: 

All den stjirnsadd vintern gay 
bleks nir midnattssolen blommar. 
Ljusa ligger Nordens hav 
~verviIvda av sin sommar. 

Bara dagar moter vi: 
Bottenhavets sommarnatter. 
Skymningar som ej hann bli 
dar av IjuS pa havets slitter. 

The paradoxical formation !!l.Q.rkersol~ is act.ually ..... elF" 

also - a summarising contextual c:pd: 

Vid skeppets tub vi ryggar nir vi ser 
en kolsvart sol, som namnlost slocknad ~r, 
an svartkladd sol pa rymdens kyrkogard 
pa en gang svartnat lik oeh solgravvard 

Den aterkastar inget IjuS men trader fram 
som en f6rmorkelse av nagra stjarnor 
som bara for en mAnad sedan syntes 
pA samma flack dar morkerwoleo nu 
framtrader kantskarp likt en kolsvart slant. UU 7:5) 

The paradox in dodsliv reflects the paradox of life it-

self the death of one secures the life of another: 

I vassvikens dy dit var van a ej 5er 
oeh godhetens vilja ej tringer sig ner, 
dar Indrades intet i dodslivets text; 
i urtida banor gick rovlivets vixt. 

There are also cpds where the two constituents do not 

exactly contradict each other but weem to compete for 

dominance. Instead of having the normal structure of modifier 

+ head and semantically fusing into one concept, they seem to 

have two heads which act together, accumulating their mean-

ingw rather than merging them. A key-word in the poem 'Nos-

htirningen' (N79-81> is paOlRar-. It can act mc-:?taphc}l'"icc.,lly 

<gansarlider) or be part of fairly obscure contextual combi-
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obviously part of the same sequence and therefore a verbally 

contextual cpd, also seems to me to be an example of an 

acc:umul at i ve cpd where both c:anst i tuent!:; have f:2ql..\';,11 pI'· f2S,E'1 ICI." 

and neither is subordinated: it describes both the rhino's 

hard skin (metaphorically) and its rotund shape (mor~ direct 

Iy) in one word. Notice how one of the preceding adjectives 

modi f i es Q..ansar-, the other· -fetm."il. 

Rusade mot dem med hela 
min blytunga kropps block, min genomhArda, digra 
panserfetma: 
tog dem pA pannhj~lmen (N81) 

Similarly, the look and the consistency of LtI.!.EtQ[t····lf?,;:we!:. 

are described in the one word l~derglans. <I._ES;lEll. It C/Uf2!:. nelt 

mean "sheen of I as of leather" but rather "leatherlike 

consistency and shiny look". 

Solvind does not refer to "solar wind', but is used as an 

accumulative cpd meaning "sun and wind" r-ather than ~'l.ll"Hly 

wind", and regnblAst means "rain and wind': 

En kl~ngv~xt sam slingrar sig pA luften 
i flykt frAn sig sj~lv i aolvind 
lyftande sig mot solen 
likt en leksaksdrake. (V65) 

Det ~r torrstral i ga 1 Angdagar med uttor-kand~? §..gJ .. Y:.inc4 .. 
( C:!:j~5) 

En dag med regnblAst gick vi over angen. (L.ES6:-~ ) 

Two independent adverbial noun phrases (denoting place and 

time) can also be collapsed into one in a cpd: 

En orkid.s~kande nattfj~ril 
vi nkar med tysta vi ngar· i gr.asskymni n9..(-£).£l. 

Minnens kommer med stormkast, 
prydda med farande lovskaror. 

(e72) 

Nya rovor i stukan, i jordskymningen htisten!:; 1 ykta. 
(V 1::::) 



9rk~s:- and jor·.!.t"- dc) not modi.fy ··-§J~~.y..f.!Jn.tDJl i.n thp,,;;i;;! b'<}o c:pc:i;;" 

The meaning is rather approximately '1 gr~set i skymningpn' 

and 'n~ra jorden i skymningen'. 

Vattenveckor means approximately 'wet weeks', and is a 

normal determinative cpd: 'Alarna kring b~cken I badar 51g 

llJgnt i genom I vc§.rens vat tenvec kor ' (T58). I n 1~~lJ::~U2J~.s:~.t::'Di.j1.h'?_ 

Arsbok 1958 (p295) vattensommar h,T:\S a sim:il<iu'· m(~~anin(.;:), 

(though with overtones of 'summers spent by the water'): 

Vi bodde l~ngst ut mot havet~ och daggen var sA stark 
att tog man inte ner saglen med detsamma man kommit 
hem om kv~llen kunde de vara blbta efter en stund fast 
solen inta gc§.tt nero Det var ~s11'§'o'§"QJnr:.E!.!::: .• 

But in the following poem, vattensommaren is not: a wet summer 

I barnsliga c§.r 
Mr holmen ett flermastat skepp. 
AlIa lovsegel satta. 
Dagen sj~lv drar ut pc§. spegaln och far vind. 
Solen st~ller till Ijusfest i vatt~[l.J§9Jl11Jg~L§n. 
Sinnena gc§.r pc§. inbillningsfiske i vinden. (LES64) 

The effect of the combination in context is that of an 

accumulative cpd: 'i/pc§./over vattnet i sommartid' or, even, 

'pi sommarvattnet' - despite HM's own assertion about the 

recombi nat i on of el ements: • Bet~c;:Iel seord bl:[ r· ... a1 cit'· i 9 

riktigt det samma som ordbetydelse.' (083) 

The common feature of paradoxical and accumulative cpds is 

the fact that, syntactically and morphologically, they are 

determinative cpds but, semantically, they do not appear to 

consist of a modifier and head: the two elements have a ce~-

tain amount of independent semantic weight, a feature normally 

associated with copulative cpds. The elements of the latte~~ 

however, are also independent on the morphological level* 

(e.g. forfattaren-regissoren). 

* Cf, however, copulative adjectival cpds: 
blc§.gul - blagult (not *blattgult). 



6.4.4 Trans~erence o~ semantic ~eatures 

Head to modifier 

In the discussion of metaphori c cpcls in the section on 

semantic analysis (4.2.4), I have mention ed Weinreic h' s (1966) 

idea of 'transfer features', i . e. the notion that seman tic 

features may be transferred from one word to a nother. 

It is customary to regard the second element in form ations 

like 16vsvirm (TDB35) as metaphoric: 'it is true that bukett 

may be used about girls (fli ckbukett ) •.. , but th e n girls .•. 

are considered as flowers. We will return to such metaphor

ical senses b e low.' (SigLlrd 1975 p17, my emphc':lsis.) I ci e) not. 

agree that girls are necessarily 'considered as flower s' , or 

leaves as insects, in such combinations. 

The structure of the HM cpd is approximately 'lbv(m~ngd s) 

svlrm', and it is the unexpressed 'amount' or ' coll ec tion' 

that is expressed metaphori cally. This does have a certain 

effect on the (expressed) fir st constituent, but I wa nt to 

suggest that the effect is not that of seeing the leaves as 

insects, but only that of lending them certain qualiti es t ha t 

they do not normally have: they are s ub ject to a process of 

feature transference. 

Whilst it is true th.:lt sva\rm. is a word nor-'mally used wi th 

insects rather than leaves, its own basic me aning i s th a t of 

'. large number, a mass', which is exactly what it means in 

16vsvlrm. But we also associate svirm with quick conc ert-

ed motion, and a certain feeling of danger and threat - un 

dl:lubtedly because of combinations like bisva\r m., 9J'?t!..r.:LQ§.:-L4irJ!l, 

gra\shoppssvirm, mygg svirm and f !Llgsvirm (all in SAOL). In 
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the established cpds, these qualities may, of course , e qu a l ly 

well be features of the firs t e l ement. In Ibvsv~rm however .-_. __ • __ .. , !t 

they are the features that are noticed an d seam to get tr a n s-

HM has several e)·:amples of word s similar to J bvq..v~ir:1!l , 

where the second element is a group noun that subtly affects 

our perception of the fir'st element, e.g. §.:t;.~.LO.J?Y~I":..rrl (DI S ), 

stjarnevimmel (ML163), lbvskara (GT13) a nd Q..:lm.f1.o~l. (P148 ). 

In the process of feature - tran s fer ence, st i a l~na, l..tiv and 

dimma momentarily embrace the transfer feature s. I do not 

feel that this amounts to a 'recategorisation ' of the noun s 

(Sigurd 1975 p1S) or to them necessarily being the tenor s of 

metaphors. There is a subtle difference between metaphoric 

cpds, in which one element (which does not in the process 

change its character in any way) is c omp ared to another (e .g. 

dimgardin, skovelhand~ see 6.2), and a tr a nsferred featur e 

cpd, where a comparison is not uppermost in c ur mind s: the 

major semantic features of the second element operate normal -

ly in the new combination, and only a few 'transfer feature s ' 

affect the meaning of the first eleme nt. Wh ether th e transf e r 

features actually originate in the group nouns t hemselves or 

the nouns they are normally associated wit h is unc ertai n, but 

it has no practical relevance for the interpretation of thes e 

C:1~eati ve cpds. 

The second element does not have to be a group noun fo r 

feature transference to take place. In stenveck, the tr a n s f e r -

red feature is apprOXimately I+soft, pliabl el or I - solidi. It 

is possible that its formation Was influenced by th e earlier 

metaphor of the moss cushion, but the ' pleat' in the stene i s 

s trictly a separate idea: 
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Mossan lever upp p ~ s in s ten 
evi ller alltmer och fyller 
si n tidlbsa kudde med regnet sam nyss f b l l . 

Vid torrtid vlrar den upp sig nir det 51 behbvs 
med hjilp av vattenklunkar 
gbmda i ett sten veck. (LES31) 

I t might be argue d that stenveck should be regarded a s a 

metaphoric c pd <Type 1c; 6. 2.2 ) li ke, for instance, 9C§lll.t.h:::. 

kittel or klipptunna. I would ma in tain that th e r e i s a diff -

erence: in the latter two, the s hape of the crack or hol e in 

the granite and rock is comp a red t o a kettl e and barrel, 

res pectively, whilst the gr a nit e a nd rock themse lves are 

~,changed by the comparison, just as the moss is un af f e c ted 

by being compared to a cushion. In stenveck~ an th e other 

hand, sten undoLlbtedly acqu i r es a ce l~ tain pliability fl~orTl thf? 

second elemfmt, veck. 

There are, as always , borderl ine cases: some rTl e t ap hori c 

cpds, brikenskog (if regard e d as met a phoric, see 6.2.2) a n d 

dammspindel, for example, also appear to be affect e d by 

feature transference: the bracken borrows f eat Lll~e s fr c.HTI §J:::Clq 

(or trid) and gai ns in strength and si ze~ and the dLlst Cl'" 

fluff borrows the spider 's fast, erratic movement. 

Another case of feature transference occurs in a nima tion 

and personification. Probably the mast frequent tr a n s fer of 

this kind happens between a ver b a nd its (logi cal) s ubj ect or 

'agent', e.g. 'En fjiril har uppsints a v ingen" (VB7), wh ere 

a feature I+humanl or I+ag e ntl i s transferred from the verb 

uppsinda (or from nouns norma lly acting as s ubjects t o it ? ) 

to an inani mate noun that does nat normal I y 'act', ifLr·IQ.§JJ.. Th ~~ 

same process can take place within a cpd (cf Be l frage' s 

' besjilningskomposita'). HM has, for i ns t ance lbvvi slw in\l 

(P95), fagelbipnad (FU10S) and fageltunqomll (T38). 
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It is not only th e f eat ure I +humanl t hat ca n get tr a ns-

fer red in thi s way . In fl a it s tiD..9.. and §! .iAi.L.!:;tstiIl..9. it i s 

rather I +animatel a nd I +pa i n/ : 

Gryning s ljus et o ppnar s ig ove r dagg e n . 
Sn ~ren str~ l ar o c h t on ar p ~ fAg e ltung c mAl . 
med hAr d a a n s l a g o c h I Anga f l oit s tin(l 
tavlar de alIa i a t t h a r as. 
De t u sen kvi t tr e n skarmyts l a r i gl a nt orna. 
LAngt i nnan al I a sag t s i t t 
a r det s olig d a g. (T38) 

Fonstret var fullt av stj arn stin~, 
Le onidernas stjarnsvl rm kom . (01 5 ) 

There i s ia phras e i n the poe m "MAn e n" in Cik a d a wh i c h thn::wJ s 

some light on the e>:traordinar· y lin k ing of ?..:t.i ar:~ a nd St;jJJJ.l 

(and perhaps also the connected s v lrm): 

Andra som yvs for a tt de stAr me d ben e n pA jord 
med a n var dromvl rld forf a ll e r om kr ing d e m till g r us 
klnner ej skaldernas ka mp fo r e tt mAnsk e n sord 
a ldrig det plAgande s ting e t a v stjlrnor·na s . ..l...i.h\.a.. (CI8) 

Modifi e r to head 

In other cpds there a pp e ar s to b e s emantic t r a nsference 

fro m modifier to head. Mostly, these cpd s are late nt fo rma-

t ion s which h a ve a season, month or time o f day as th e mcdi -

fier, and a certain degree of incongrui t y b etwe en th e consti -

tuents. It is usually a bundle of a sso c i at i ons c onnected with 

the modifier noun, rath e r than one or more d e fin a bl e f eatures, 

which are tra nsferred to th e hea d noun a nd signif ican t l y 

colour its meaning. 

When HM tal ks aboLlt aftonvass (No53 ) and afton ~5 jj;!. ( l\Jo12 ::::; ) , 

for example, he me a n s r e ed s a nd a lake as t hey appear in 

t h e evening. Vague and s ubj ec tive s ema nti c featur es associa-

t e d with afton (like d eep e ning c o l our s •. a ch i ll i n th e ~l' "" r, 
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st illness and calm, etc.) a r e trans·f E1rTed to thr:! he ,3ci noun. 

The e ff ect i s d ue to the fact that the normal semanti c rela-

tion s hip i n cpds with a time- ward as modifier implies simply 

, o cc Ltr"ri ng in :-:' or ' approp l~i ate to :-::. (cf !il:f...t.9nJ:l . ..9.Jl, ~Lt.cll::L:::::. 

vard:::: prayer , meal inlfor th e evenin<]). OLlr' e:-:per-ien c:e b "!11 s; 

u s that ther e are no reeds or lakes that occur on ly in the 

e vening, but it also tell s u s that they can c hang e their 

appearance or their characteri s tics, and our interpretation 

of s uch A8-comb inations is 'B as a ff ected by A'. 

V~rens aftonf~gel l aser pipig t 
de ovissa v~rtecken som kvistarna skriver 
mot h i mme lens kallvit a sken 

En aftontrast avslutar dagen 
med ett par marka drillningar 
ur ett tal han annu minnes 
fr~n sin ungdoms a fton s kogar 

(IILj Llset dagvandr- ar ") 

En flicka drev hem so lnedg~ng ens aftenko. 
Den lunkade bukig fram~t stigens bukter . 
Under d ess hals klang en s kilia med lingen kittelton. 

( DL.M80) 

It may be argued that afton has a poet ic r i n g (i s an 

' illusionselement" in 8elfrage ' s sen se ), a nd th a t that is the 

r"'!: a s on for its ef·fect. If that wer e the case , all n e w !If.:t<;?.J].--

cpds should display the tran s fer e nce I have d escribed , and ne 

c:pd formed with the more neutral element kvill - s h o uld d o 50. 

I feel, however, that there are s ome non -establi s hed ~ft.Q!J.-

words, which are contrasted with morgon - words and simpl y mean 

' >: in the evening', e.g. aftondimma and a ·ft.9ndJid. in the 

following poems: 

Som nu denna bro . S~ l a tt och s~ lite kostsam. 
Den ar gjord av morgondimmor och aftondimmor b emA l ade 

med so l. 
(DLM:25 ) 
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p~ Mi mas tid var v i arena- tro l l 

som var g~n g n ~r sp ~nn i n gen fatt s itt 
o c h sp~r av blods mak mirk t es i v ar mun 
bad mimask tit aren att kop pl a e m 
och byta s ynf i lt, v i lj a n ista rond 
i n~g ot a nnat. sa bl e v v~r me n y 
e n v a l avd e l a d ko s t dar af t gpdtid 
omvix lande med lyc kligt morgon gry 
g a y s var p~ fr~gor... (A96) 

On the other hand, kvill s qrod a seeems to me t el be aid n t.o 

aftonko and aftonf~ge l: a frog s ome h o w affected by the f act 

that it is evening. 

Lundviolen lutar s ig in, Ijus blA i myggtuvan. 
Fr~n mossig sten hoppar kvi ll s g r od an n ero (DLM99) 

A related creature is morgon s or ken: 

Den knipsluge riven 

satter framtassarna titt samman 
p~ den ritta f~ngstpunkten 
och kniper s~ den ftirvill a d e morgon s orken. (TOBen) 

Skvmning, as a first constitue nt*, lend s an air of s oft -

ness and mystery to kvinna and blomma : 

Jag sjting en psalm i den stilla n a tten 

htiren skymningskvinnor! skymningsbl o mf!l.Q.[':', 
gris som bugen er i mtirkret: 
armt mitt liv och tidslig strid. 
Men jag lagger min kind ner 
och blommar sjalv p~ guds tundra. (No35 ) 

The head nouns in these combination s a re often ani mate, 

but they do not have to be: 

finbucklat btiljeljus 
i litt spel pa morgonv~gor . (V74) 

'~Cf grisskymni ng and jords kymniD.9.., wher e there is no 
transference of features from either con s ti tuent; on 
the contrary, the two el e ment s work accumul atively 
( s ee 6.4.3). 
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Names of season s and month s used a s modifier s can work in 

a si milar wa y to the t imes of day: 

Genom kaldfan s tren lyste sna n s 
nyutbredda vithet in frAn vinterAsarna. (LES6) 

D_r marken sluttar ner 
mot upptorkat sommarkArr 
v_>:er odon. (LES18) 

Och la man arat tAtt till sjan nAr kv innan dopp a t mag en 
sa horde man den kvinnans rop~ ett lyckligt iJdO.:i ~lJ::.J::.i...t, . 

(DLlv1l37 ) 

It is, of course, a l s o possi ble to find straightf o rw a r d 

latent formations (occurring in x ) using thes e modifi e r s. 

Vinterhlst, for example, in isolation would seem to b e on a 

par with aftonko, kvlllsqroda and morqon sork~ but in c o n t ext 

it clearly simply means 'horse in wint e r': 

Ho och dagg hera inte samman 
och vinterhlsten delar heI s t upp sin dyrkan 
pa torrt runt ho och klart vatten. (P63) 

There are many other examples, 

sommaral (T58), 
s ommarbacke (DLM60) 
sommarskog (DLM100) 

e.g. 

jun ilid (GT3E3) 
hti stltinn (GT97) 
hi:i s ttri~ d (T67) 
v i n tertr Ad (DLM92) 

However, the dividing line between creative, latent a n d lex i -

c alised formations is particularly unclear here. Scmmar Ang~ 

for example, is a perfectly normal establi s h e d formation 

(included in SAOL): 

Hlr behover ingen dromma sig bart . 
Sommarlngen sjllv vlver sa mycket 
att all drem farirrar si g, 
snubblar och upphor i en kret s a v ver kliga mirakel. 

CDl_M79) 
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6.5 Co nclusion 

The a pproximate overall prop o rti o n s of diff e r e nt ma i n 

types of creative cpd are shown in Ta b le 65A . The contextual 

cpds are in the majority, a nd have b een f u r th er subdi v id e d : 

: TABLE 65A Overall proportions of d i f ferent types of 
creative cpd. Ma in d a ta and TDB (1047 cpds) 

:=======================================================; 
Typ e of cpd Part. I. 

:------------------------------------------------------- I 
Cont e>:t. ual 

Verbal a nd general 3 4% 
Incongruous/latent 28% 
Obsc ure ("TGD") 13% 

75'%. 

:-------------------------------------------------------I 
: Met aphori c 2 11. 
:------------------------------------------------------- I 

Complicational 4% 

These proportions are not reflected in ever y collecti o n . 

Genera lly speaking, the metaphoric cpds s eem to b e more 

common ly found in the earlier col l ec t ions t h an in th e l a t er 

collections, wh ic h a pp ear to b e more cl e arl y domin a t e d b y 

contextual cpds. This trend is born e out by the a pp r o xima t e 

percentage fig ures : 

: TABLE 65B Proportions of main cpd t y pes in 
the early and late poetry 

: =================================-===~======== : 
1929 ~· 43 

( 239 cpds) 
1945--78 (86) 

(80S c pd s ) 
:---------------------------------------------- : 

Conte>:tual cpds 
Metap hori c CpdSi 

Complicational cpds 

64% 

4'%. 

78'% 
17% 

5 '% 

The mov e away from metaphoric cpds i n HM's l a t er poetr y 

ma y be a result of his constant a nd con s ci o u s search f o r 

e xpressive language. He did not f eel th a t me t ap h or wa s n eces-

S:i<:irily al way: . t h e best so lution. In t1:ld..§.Q!.nJ!l ;a I~ 9.9.J .. _!illl (1 '7'38) h (~ 

interrupts h is own flow of metaphors wih t h e commen t: 
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Nej, liknelserna halta ... Oet besv~rliga och 
fortvivlade med skriftspraket d~ man malar darmed 
~r att det ena maste bli det andras pensel, man tar 
det ena och malar fram det andra med, en i langden 
otillfresst~llande omflyttningssyssla, en semaforering 
med A-B, B-A ••• Alltid bilder, men aldrig spr~ket. 
Aldrig Fagel bias o~ndliga alltolkande fMrgspr~ksfjMder. 

(M30) 

The poet's difficulty is illustrated by the fact that he has 

to resort to metaphors even in his rejection of them. It is 

possible that his frustration at this 'otillfredsstallande 

omflyttningssyssla' led him to 'mala' with words in a differ-

ant way. By using bold collocations and daring compounds he 

gave words new life, a naw 'scent': 

Pr ob I .met ••• ir 
hur livet skall Hverlistas 
att dofta hos orden sa att dessa 
kan fada hallfasta drommar. 

(GT18) 

I am not, of course, suggesting that HM abandoned metaphor-

ic cpds in his later poetry, only that the balance shifted. He 

could still in 1960 write: 

For att vara vid liv masta allting liknas vid n~got. 
Datta ~r sprakets rarels. aver tingen. 

(V26) 

And in an archive poem he declares. 

Naturen liknar bara sig sjilv. 
Vi liknar dan vid annat for att umgas. 
Kavaldunets stjilkkipp lyfter en mHrk cigarr. 
Vattanskriddaren ror sig som an skyttelfigur pi 

ytsp~nningen. 

Trollslindan har glasvingar fran Venedig. 
("Naturen Ii knar ") 

As regards tha contextual cpds, thera are two cases in 

which the distribution of subgroups stand out: 

1) In the early collections, it is Natur that breaks the 

general patterna aven though its proportion of contextual cpds 

overall (65X) is similar to the other early collections, 
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there is an abnormally high proportion within that group of 

impenetrable TGD cpds: 26% (as against the overall 13%). This 

high proportion of obscure formations, added to the many 

metaphoric cpds (33%), accountsfor the fact that NatLlC stands 

out as the collection with the highest concentration of re-

markable cpd formations. 

2) Anilra and Dgridernl have an Llnusually high proportion of 

contextual cpds borderin~ on latent formations, and they are 

particularly lacking in metaphoriC cpds. In these collections, 

it is sometimes difficult to distinguish between latent and 

contextual cpds. Tha reason, I believe, is that when we enter 

into the world of Aniara, we also enter into a certain - if 

only dimly understood - conceptull sphere. So much of an 

extraordinary natura i. presented in a factual and seemingly 

objective way that the raader is led to accept the neologisms 

as if they were normal words with established meanings. Th:is 

also makes him more prepared to accept new cpds that would, 

in other contaxts, seem highly original. They are, after all, 

as HM tells us, part of ordinary langulge: 

PI yanligt lerlk (ett Irv frln Doris dalar) 
betydde stHrningen vlrom jag talar 
att tyngdkr.ftlggldaol j~mnvikt kom i fara. 

Cpds containing neologisms: 

tyngdkraft.gold 
mimahall 
cantorverk 

~optabord 

JenderkurvI 

IS wall I. formation. like 

foku.verk 
formalcykal 

valjarcell 
gyrospiner 

tansorlira 
yessertub 

(A20l) 

are tharafore cl •••• d as contextual bordering on latent, 

and are largely respon.ible for the high proportion of this 

type of cpd in the two Ipace poetry collections. 



- 348 -

We are now in a position to suggest a refinement of the 

creative end of the 'scale of establishment' outlined in 

2.1.4. The sub-groups of the three major types of creative 

cpd - metaphoric, contextual and complicational - can be 

graded from the more latent formations (left) to the more 

obscure and idiosyncratic formations (right). 

ITABLE 6SC R.fin ... nt of the seal. of .stablishment 
I (Tentativ. sugg.stion) Cf Table 21C : 
1·· •••••••••••••••••••••••• •• •• ===·========================: 

C REA T I V E 

INCONGRUOUS (6.3.1) 
METAPHORIC (6.2) 

FOR MAT ION S 

TRANSFERRED FEATURE (6.4.4) 
I RHYMING (6.4.2) 

I PUNNING (6.4.1) 
I I PARADOXICAL (6.4.3) 

I ACCUMULATIVE (6.4.3) 
I I I VERBALLY CONTEXTUAL (6.3.3) 
I I I GENERALLY CONTEXTUAL (6.3.2) 
I I I I TGD-FORMATIONS (6.3.2) 
I I I I I 
I I I I 

hambodung. I I 
I I I I I 
korkskruvshorn 

I I I I I 
aftonko I I 

I I I I 
skimmertimmar I 

I I I I I 
tjugondedagsknut 

I I I I 
m~rkersol I 

I I I 
pansarfetma 

I I I 
snusskymning 

I 
solbro 

I 
eldtiga 

----------------------------------------------------_.-------

To my usual reservations about blurred dividing lines and 

numerous borderline cas.s, I want to add that many individual 

cpds will not nece.sarily fall in the area of the scale 
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suggested by its classification: within groups there is also 

a wide spectrum of acceptability or originality. 

Broadly speaking, however, I feel that there a gradual 

change in 'normality' from left to right in the tentative 

suggestion above. Nearest the latent formations are the in-

ventive, slightly incongruous formations. Many metaphoric and 

transferred feature cpds also border on being latent format-

ions. The contextual cpds are generally less 'normal', and 

furthest from lexicaliaad and latent cpds are the obscure 

TGD-cpds. 

Metaphoric and complicational cpds are generally more 

'self-.ufficient' than contextual cpds, although they also 

often have links outside their own word-boundaries. No word 

is fully understood in isolationJ to that extent, all words 

are contextual. All creative cpds come about as part of a 

context, in respon.e to an urge to verbal is. a particular 

emotion, impreSSion, experience or thought, for which a fresh 

expre.sion i. felt to be needed. I have tried to show that 

some creative cpds are more dependent on their context than 

others. 
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CHAPTER SEVEN 
LITERARY ANALYSIS: NOUN COMPOUND USAGE 

The emphasis throughout this chapter is on usage rather 

than formation. I want to select examples of HM's cpd usage 

and consider the roles the cpds play within their contexts. 

PtJems that either are particularly cpd-denll:;e cwo e:·:empl ify pClf" 

ticularly interesting or typical formations or uses will be 

d,osen. The selection process is necessarily subjective, but 

I shall be guided by the general trends found in earlier, 

mtJre objective, chapters, e.g. the observations abt:Jut the 

predominance of different cpd types during different periods 

(6.5) and the difference in general cpd-density in different 

genres (5.2.4). 

The first section attempts to show how HM's Ncpd usage in 

the poetry developed over the years. Examples from the prose 

wtJrks will be brought in for comparison. 

7.1 A chronoloQicAl ov.rvi.w: .om. r.pr ••• ntative 
.xAmpl •• di.cu ••• d 

7.1.1 Th. u •• of noun compound. in the early poetry 

The first poem in HM's first collection 5pdkske.QJ2., "Havets 

soner", contains nine Ncpds, all latent or le:·:icalised. The 

cpds - albeit with some exotic elements - are as conventional 

as the expression as a whole. The second stanza reads: 

Vi ha glomt vira singer om k~rlek oeh v~r 
under hembygdsgranarnas sus -
vi sjunga monsunernas glada sang 
till Samoabr~nningens brus. 
Vi lago pi drift i Bengaliens vik, 
med pestsjuka, spoklika vrak -
och lanQtade efter befrielsens storm 
till SaiDangtyfonernas brake (S5) 

There is a hint of the wish to avoid clich~ that is so typi-
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cal of HM in a cpd adjective in the next stanza - although 

rhythmic factors may also have played a part in this new 

formation: 

---vir a stelfrusna lik 
ha stirrat f~rgaves efter en grav 
i Advends gudsglOmda vik. (56) 

Gudsal§md makes a stronger impact than the established guds~ 

fOralten would have done. In the final stanza, we note an 

early appearance of the trade wind. It already has a positive 

ring to it: 

---vi l~ngta till vidderna ut -
ditut dar de drunknade gl igen 
och gassadyinden fyller var klut - (86) 

Metaphoric cpds in this first collection can also be fair-

ly unoriginal: 

Seglen ut dlr stormen drar 
friskt kring hlrigt br~.t, 
ut dlr brAnning •• skors larm 
kvava d6den. r6st. (S19) 

But there is evidence of the same wish to avoid cliche in t.he 

metaphors, too. In "SjU b6ner", for instance, HM sees !:.QJ~'-

Itod'r rather than the more normal <also metaphoric) cok-

celare: 
SjU rOkstoder stego ur dalens djup 
Sju offer, sju b6ner, SjU hardar (544) 

On. is reminded of a poem in Mod.rn lyrik two years later: 

'R6karna stiga sam gfferpelare rakt upp fran kojorna' (ML168) 

where, in a different way, the conventional r9k~L~~ has 

been avoided, and yet alluded to. 

All the major types of cpd-formation are found in the 

early collections, but - leaving aside Natur for the moment -

apart from a few formations like '.olens Odleglimt" (discus-

sed in 6.2.4), the creative cpds are not on the whole as 

striking as those found in the later poetry - or in the ear'ly 

prose, where there art some adventurous formations, e.g.: 
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Eller nir de stora stivbrottsjoarna vrika grova 
vatten-himalayor mot ett ankarspel s~ det 
klagar sam en drunknande kyrkklocka i stormen. 

(RUM47 ) 

---m~nga pOjkaktiga tankar am Mark Twain, alias 
Cl emens - han med den sntivi ta h~rr-!eyol ut i . .QO..~1J. 
kring huvudet (RUM63) 

Some contextual formations are very evocative: 

Dessa ogon. Dessa svarta, djupa gasellkallor sam plots
ligt skalva till och overgA i sammetstrollerier, eller 
ar de ocksA 150m eviga cirkelskivor skurna ur svarta, 
o~ndligt mjuka pens'er i paradiset. Unga negresser. Min 
beundran for dem har int. sa mycket att gora med kon sam 
mad skonheten sj~lv, ablnboltsdrOmmar, svart elfenben, 
yppigt hoftsv~ngda glinsande vattenkrukor. 

(RUM?3) 

There are also cpds of the TGD-type (see 6.3.2): 

Maria Rosa stingde sitt fonstar p~ grund av den 
kylande svalkan. No Bueno! Hon stangde den morka 
fonsterluckan om sin konvaljvita kropp, om sin 
tankfyllda elfenbensand.. (RUM95) 

A certain amount of light may be thrown on this obscure cpd 

by the poem "Syn" in the second edition of Nomad: 

Jag aag negresaen Ammya ajil 

vi sjongo henne upp till dessa gudar 
som vlra sjilars drommar snidat stolt 
ur hemligt elfenben. (Nm95) 

Hallberg (1982 p4) points out the importance of the Ncpds 

in HM's elaborate imagery in the description of a cyclone in 

Kap Earyjll 'Mycket framtridande ~r ocks~ de sammansatta sub-

stantivenl domedagsskynken, eldkablar, jirnris, eldlinor, 

h~rrufserier, elddolkar, stormsOmn, fontinsjud, tyfongata.' 

The pro.e in both the travel books from the early 30's is 

very poetic, and full of metaphors. 

Ullharig som en nagar liggar Ijunghedenl ett ind
lost, vajanda myller av mikroskopiska rosor som 
beskratta Vintergatan med sin mingd. (KEl??) 

Manen skymtade mel Ian molnen 150m en framAtgAende 
guldvagga i en all' och rinde sakta sin kroksabel 
i Granda Madres buskhofter. (RUMl44) 
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The obscure contextual formations seen in some of the ex-

amples above and the mixed metaphor in the last example can 

be seen as precursors of the complex language we meet in 

Natur is the collection that stands out in HM's production 

in many rlspects, not least cpd usage. Espmark (1970 p244-5) 

points out ' ••• den mycket IAngt drivna innovationen i Natur, 

d~r dl tunga nya samman.~ttningarna intar en vida mer fram-

tridande plats in i Nomad". Cf Tables ~3E and G, in which the 

Ncpda in Natyr are found to contain 66Y. non-SAOL (24-281. 

crlative) formations compared to Ngmad'. SlY. (11-171. crea-

tive). About a quarter of all HM'a obscure TGD-cpds are from 

~tur. There are also numerous multiple and mixed metaphors 

(a.e 6.2.8, in which all examples but one are from that col-

laction). 

In "M~nniskobarnet och skogarna", the metaphors come thick 

and faat, often in the form of Ncpds. There are also other 

innovative features, e.g. soml novel adjectival and particip-

lal cpda (frostgul, grandynkel.undrande and ~ningsdov). The 

poem ia too long to include in its entirety, but I quote two 

particularly cpd-dlnsl extractsl 

Ett bortaprunglt barn gAr i skogarna. 
~yrstackln, akogarnas trollhijs.a och en bula pA granfoten, 
stiger ur markln. hAr6vlrhHljd med jittarna. 
akiggatr'n och kottarna. fjilla kammad av vindarna. 

Ogon16a li;glr den. Har 1ngln rlktnlng. ~ronlos 
~r dIn och lys8nar 1nte utlt v1ndln, efter 
vandrarea .teg, flygandl tjidrars dan. Men ~r dock 
In panna, hjiaaa och huva. Barr.mul,ta kupol. 
Irollyi81gnen under granarna. Skogarna. sli9ghCg. 
Ett bo fHr mil11onmylllr. Den har tynn.lrOtter 
mad Idror vari myrfolkln flyta fram 1 strOmmar. 
Oan har bIt katakomber och killare f6r tort yr. 
Myrmyllrlt flimrar avart pi de •• Kulle. 
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••. Skogarna giga 
oeh brusa. Granarna orgla dova i vindarnas vag. 
Barnet nirmar s1g grandunkelsundrande. Faller 
kul1 vid stackens stora stiekande luva • 

••. Jittegranen spinner ut morka 
stormfjjdrar. Sjuttifaldigt parasoll. Hundra 
utsprlngs Lutande torn. J4ttecagod med kott
bijllror i morka Nordingrl. Dinar med stammens 
.tora gecelbas, den grlning.dova. Sprickliga 
skggshijns skrocka som invanda jyncfryr i 
jattetgrnet. 
Srltande barn springer skrimt genom jitte
gransgator. Sparkar av vida .vamparna under hakan 
sa att kylihattarna rulla i frostgula backar. 

CN24-27) 

E.ch m.in met.phor is developed or paraphrased with 

further metaphor. into intric.te patterns. The ant hill is at 

first pre.ent.d as '.kog.rnas trollhjassa', and this idea is 

developed with phr •••• like 'hAr6verh6ljd med jattarnas 

skigg.trln', 'kammad av vindarna' .nd 'panna, hjassa oeh 

huv.'. Then, .bruptly, the ant hill ch.nges character and 

b.com •• an edifice: 'barr.mulet. kupol' and 'skogarnas slagg--

hog'. It i •• aid to have tunn.lrotter, • metaphor for the pass-

age. under the ant hill. The root metaphor is not developed, 

but the 'tunn.l.' .well into katakgmber and killare. In the 

middle of this extended metaphor, another is inserted, that 

of the arterie. through which the ant. - no mYCiolken! -

flow in torrent •• The idea of the anthill as head or hood is 

briefly brought back in the phra.e '.tackens stora stickande 

luva'. A little later in the poem, when the child is rushing 

homeward. in a panic, the big fir-tree take. on a threatening 

.hape. 'Jattegranen .pinner ut morka .tormfjidrar', and it 

sound. like an organ Can in.trument that also frightens young 

Martin in NB) - but it is al.o compar.d to • mass of parasols, 

a l.aning tower and a pagoda, all within two lines. Almost 

in pa.sing, the fir-cone. become bell. (kottbiillror), the 
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forest fowl 'skrocka som invanda jungfrur', and the child 

kicks the mushrooms 'under hakan' so that 'kulihattarna rulla 

i frostgula backar'. 

The many different impressions hit the reader. one after 

another, and the general effect is one of extraordinary 

intensity. The large number of epds, lexiealised and latent 

as wall as cr.ative, contribute greatly to the concentrated 

effect. This almost breathless, metaphor-within-metaphor 

style with a large number of innovative formations, is 

typical of HM's early writing, and particularly of ~atyc. 

The ralative complexity of the language in Natyr is 

aVidant not only in the metaphors but also in the obscure 

contextual cpd-formations. Different cpds will inevitably 

feel impanatrabla to different readers, but most readers will 

probably agree that "Svirdets d6d" contains some cpds that 

defy analysis and only work through intuitive associations. 

En gang skall aldmalan slnka 
s1g nad 1 krigats krona 
och svlrdan virvla som agnar 
f6r 6dats v~ndanda hlrskri. 

En gang n~r vagorna llmnats 
att tjln. aitt djupaste fl6de. 
gang i dan gr~n.IB.a hava.kogens blodvlrmda andeland 
klingar i blodgudena grotta 
lampor oeh kloekor pa stlnglar, 
som ifran urtidans navlar 
vinka mad eldtagora hand. 

aanomvandrat av andans 
grin.IBsa Bda.skimmar 
pajl.s dan bottenl6s. 
blod.trBmman. avighatsvaivi 

dinar av undrans sangar i d6dens omskapande kalla; 
skapad ur sjuk6nad gata i havsgyttjans nattliga skalv 

Oeh mad dat evigas blodsang 
ringer i Bdats Bron 
lyssnarans agan andes 
egna stag ganom alIt. 

DI ha i utanvarkan 
mlnskorna slutat att .trida. 
Svlrdsskammans dBdfBdda stormar 
fa ieka mara havat. (N20-22) 
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Many of the cpds and phrases appear to be, 50 to speak, 

standing for something else, i.e. be metaphors (e.g. eld~ 

malen, 'den granslosa havsskogens blodvarmda andelan.,Q.'~ 

'blgdgudeos grotta', 'lampor och Idockor p<1 stanglar', 'el.£lt~-,-

9.Qr..!!.hand), but trying to express that 'something else', i.e. 

the tenors of metaphors, would be a futile exercise. The only 

rnaanings these phrases yield is through their conte:,:t., and 

they will be interpretations arrived at through intUition, 

not analysis. 

The poem is possibly HM's most inaccessible piece of 

writing. Espmark (1970), who refers to it as 'denna pa en 

g~ng abstrakta och sn'riga text', discusses it in detail 

(p24~ and 28~-6), pointing out impulses from the Edda~ from 

el<pre.sionist poetry, from the thinking of OH Lawrence and 

CG Jung. The theme is a basic HM theme: dreams of a utopian 

time when masculine, aggre.sive instincts no longer lead to 

fighting and warfare but are channelled positively into 

physical-spiritual love. 'Oet ror sig om ett satt att utan 

respekt for verklighet och logik uttrycka en sjalens varld, 

en syftning som .tar expres.ionism.n mycket nara' (Espmar'k 

1970 p24~). In expre •• ionist poetry, images do not 'stand for 

anything el.e', they work directly. Most of the obscure 

image. in this poem rely on ob.cure (TGD) cpds for part of 

their effect, 

andeland 
blodgud 
blod.tng 

eldm.l 
eldtaga 

avighetlivalv 
havs.kog 

E.pmark (1970 p28~) shows an~eland's link. with the c.on-

text and point. out that 'blodets djupa makter •.• for Martin-

son ir fundamentalt forknippade mad "anden"; tre ganger be

tonar han denna relation'. Espmark doe. not comment on the 

role of the .ea, which also appearli three timeli in the poem: 
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bavsskogen, havsgyttjen and hevet. The sea is the seed-bed 

of the new c:reation, achieved when blod and ande join for'ces: 

"att tjana sitt djupaste flodes I gang i den granslosa 

havsskogens blodvarmda andeland'; 'skapad ur sjukonad gata 

i havsgyttjans nattliga skalv'. The closing lines 01: another 

expressionist poem in Natyr, "Balkonger I",repeat several of 

the key words from "Svi.rdets dod", again as part of an intense 

visionl 'Ltngt in i blodets skogar I hors sangen om varma hay' 

(N40). One is also reminded of an earlier, much simpler, poem 

on a similar theme, where the sea plays a major role in a new 

creationa 

Efter slaget vid Helgoland 
och after slaget vid Utshima 
upp16st. havet m~nniskolikens drivtimmer. 

Och f6rde dem med uppltisande salter 
sakta tillbaka till havet -
till ett kambriskt skapande uryatt,n, 
till ett nytt forstik. (N026) 

Water is, as always in HM, 'en forfrisk.nde kraft' (Hallberg 

1982 p492). 

Many images, encapsulated in cpds that HM created in the 

early period, obviously stayed with him throughout his 

life. In Den fOrlorad, jaayarlD (1941), for example, we come 

across the metaphoric 'spindelns falskharca' <DFJ41) as well 

as 'spindelns silkesfina dOdsharpa' (DFJ42). In Vagnen, 

almost twenty years later, 'spelar spindeln I pi alia vader-

strecks str~ngar I pt ryntom-str.lia hlrea (V66), and in Ty-

~, the 1 ast collecti on HM publi shed in hi s 1 iieti me, another' 

spider 'ovar i solig dag I flugflngstens harcoslee' (T47). 

There is no doubt that HM was aware of thl expressive 

Possibilities of cpds from the earliest years of his writing, 

as particularly the prose works and the collection Natu~ 

show. 
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7.1.2 The use of noun compounds in the later poetry 

Passad is something of a watershed as regards the distri

bution of poem types (Table 22C)~ and also as regards the 

distribution of creative cpd types (Table 65B) and cpd usage. 

It is from Passad onwards that the metaphoric cpds become 

less frequent and the contextual cpds begin to catch our 

attention more, particularly those that are of the type 'det 

tr~ffande uttrycket' (cf 1.4.1). But the main difference is 

that the language from Passad on is in general simpler~ less 

cluttered, than in the thirties. Metaphors do not intermingle 

but stand alone, and the TGO-cpds do not appear clustered to

gether (as they often do in Natur), and they become less 

impenetrable. 

Once HM finds his distinctive po.tic voice, the style 

remains fairly stable. This is also true of his Ncpd usage, 

with a certain slight change discernible after his long 

silence in the sixties (see below). There is also the diffe

rence that I have already discussed (6.5) between the space 

poetry (with a predominance of contextual cpds bordering on 

latent) and the contemplative and nature poetry (with a pre

dominance of generally contextual cpds). 

There are a few poems in the later work which have a high 

concentration of cpds. They do not, however, feel as bewilder

ingly intense as some of the Natur poems. Rather than compete 

with each other for the reader's attention, the cpds work to

gether. The effect of a large number of juxtaposed stems can 

be either one of fragmentation or one of great concentration 

because, in a cpd, particularly a newly formed one~ we can at 

one and the same time be aware of each stem individually and 



- 359 -

of the stems merged, interacting with each other. A couple of 

examples will show how HM makes use of this property of cpds. 

One of the most cpd-dense poems is "Picassotavla". Ther"e 

are both established and creative contextual formations: 

En kall avv~gning. Vii anvinda spanningar. 
Full demonbalans mel Ian blgdytornl och kQttsnjt~err. 
NAgra farska gl~der 
utlagda pA ett stycke vampyrsammet. 
Yirldlfrukgltenl fetstil,tidning 
med utbredda dadsdelar 
oeh klyftade liysdelar. 
Slutligen ett mindre mlnniskohiirta i genomsk~rning 
inne i en jlrnk.min. 

(GT84) 

The language in this poem is a reflection of the sUbject-

matter. in a description of a painting it is natural to find 

a large number of nouns (41Y. of the words are nouns, compared 

to a mean of 27Y. in standard Swedish prose, cf 5.2.4). Eleven 

of the lixteen nouns are epds (69Y.). This is an extremely 

high proportion (cf maan percentages of 13Y., 23Y. and 281. in 

DgridernA, Lings ekgts stigAr and Tuyor, respectively, Table 

~2Z). The picture wa are asked to envisage is of the collage 

type, and the many epds produce a kind of collage of words. 

The elamentl -~, -Initt and -~ (as well as stycke, 

klyftAdW and a.ngmsk4rnina) accentuate both the artist's tech

nique and the diSjointed life he depicts. 

In a very different POam in vagnan, the cpds, clustered 

together .t the end, playa similarly 'concrete' role: 

Litt frihat 

Den basta friheten Ir bara vind, 
I dan kan sinnena lev. luftlades 

som yattenspeglingarns. 
Oet finns an litthet att Inabbt erovra sam med 

osynliga linser, 
en luftspeglingsglldie, 
finbucklat b~ljelju' 
i litt spel pA mgrggny'ggr. (V'74) 
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Ostensibly, this poem is aboLlt siDpen.1i and f...r:.ihe.:t... but. the 

metaphors of wind and reflections of light on water are so 

elaborate that one suspects that it may have begun as a 

nature observation, and that the analogy of the freedom of 

the sensas may have been a secondary idea. The concentration 

of noun and adjective stems fragments the last three lines, 

emulating the concentrated effect of the myriad little light 

reflections on rippled water. In addition - because new cpds 

wIJrk both through the participating elements and through the 

fused new concepts - we get fresh insights: luftsceglings-

glld;_, bQI;eljys, mcraonyigpr. 

Giving expression to fresh insights is probably the most. 

important contribution that the cpds make to HM's style. His 

search for 'det triffande uttrycket' resulted, among other 

things, in a wealth of bold new cpds that - even if they are 

labelled 'tillfilliga' by lexicographers - stay in the reader's 

memory as inventive and felicitous innovations, words that 

give a new slant to something familiar or capture the essence 

of an observation, feeling or idea. 

There is a poem to Karin Boye in Passad, "Efterskrift", 

whic:h begins: 

Du satt i en hangande trldgird. 
Den hlngde pi ett enda hAr an livets ~!solldag. 

Du lyfte med filtpiplirkan mot skyn 
utan att frig! om det bar sig. 

(Pl0S) 

The phrase 'livets parasolldag' perfectly conveys the 

precarious instability of a suicidal person, a vulnerability 

whic:h HM c:om.s bac:k to later in the poeml 'Nu blommar for din 

flyktiga brlc:klighets skull I vallmon, din blomma.' 
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HM often returns to the fragility and brief life of the 

poppy. Whether he also wishes to allude to the poppy's asso-' 

ciations with opium and forgetfulness is uncertain. A poem in 

eikada ends with this stanza, which culminates in an express-

ive creative cpd: 

I sommarens mitt var blomman sig sjllv, 
hennes vingslag var sommer. 
Frin grodd till fro var hon pa flykt 
med roda yallmgvingar. (C66) 

Poppies are included in "Blomsterrabatten", another poem 

in the same collection with some intriguing contextual cpds: 

Penseen stir som vanligt forsinkt 
i mHrka sammltstankar. 

Da tapper Vellmon aina klider 
och lyfter en urna 
upp mot den fjlrilslika Lathyrus 
som dricker gastallsaft om sommaren. (C53) 

Sammetstanker is a clever blend of a pun (~~ - ta~ke) and 

a metaphor for the texture of the petals. Pastellsaft evokes 

associationa both to the pastel ahades of the Lathyru5 (vetch. 

sweet pea) and to nectar. Possibly the similarity between 

gistill and gastell was also at the back of the poet's 

mind. Both cpds are of the TGD-type, but they are given 

plenty of space - the immediate context is lucid - in which 

to prodUce their full effect (unlike some of those discussed 

in N@tur). 

In Aniar., most of the cpds that approach 'det traffande 

uttrycket' ara words that aim to help us grasp ungraspable 

distances or apace phenomena. An extinguished sun, for 

example, is referred to as mgrkersgl and 'pa en gang svartnat 

lik och sglgrayylrd' (9175). The most intriguing of these 

cpds is perhaps the one in Song 70. Ona suspects that the 

rhyme was influential in bringing it about: 



... ~ 362 -

I vanlig vardag drev vi iter ut 
och lag som forr i rymden Ghazilnut 
si kallar man den lob av vir galax 
scm n~rmar sig till mlnsklig stilrnsyntax. (A16!) 

Another cpd in Aniara reminds us of a central symbol in 

HM's writing, the steady trade-wind and its opposites, the 

gale and the doldrums (see Kap Faryll plSl): 

Nlr sedan det gick upp for Ledningen 
att ingen atervlndo fanns 

kom forst paniken, sedan apatien 
som mel Ian stormar av fortvivlan lade 
sin kalla stiltjeY4rld av klnslodod. (A22-3) 

Stiltie recurs, with similarly negative overtones 

though in a completely different conta>:t, in a cpd in (3r1~Jl 

i Thul@: 

Ce mjikigt mildnideliga 

~v.rallt finns de 
med sina falska stilt1arym 
upphov till desparationans tromber 
till luftsjukligt tillkomna orkanar. (GT24) 

In "Tidens vagn" we meet sevaral of HM'. more playful 

'triffande uttryck' cpds: 

En bil gar alltid i galoschar. 
Beskiftigt lubbar den ivig mot sina horisonter 
pi sina hjuls hlrdposta gymmimunkar, 
rundolattfotat viskande 
med litta asfaltsyckar. 
Pi ilsnabba Duth1ul 
skyndar den bort att forbrukas. 

(GTl03) 

Another expressive cpd de.cribes the cuckoo's call: 

det hlr ir morgon, tycks det, tidig sommar 
da goken ka.tar sina sljngky.srop 

(GT64) 

"Avside. gammelglrd" in Ylgnan is one of many poems on 

the theme of minnet, which in HM usually represents 'till

varons dJupdimension, i den enskild.s sAvl1 som i sllktets 

liv' (Hallbarg 1982 p489): 
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Applen som boknat pi kvisten 
minns genom savs~gner hHst~ppleplockerskan. 
Hon som i hundra ir 
nedsankt i graven vilat. 

Traambaret har i bottnen en fHrdold mun 
inskuren i forna ira 
Den sanker 51g ner i brunnens dJup 
~nda till hennes ungdom. 
Ropar till henne, 
men hon 5varar bara svagt 
som g.nom vatten. 

(V19) 

Hallb.rg (1982 p495) ••••• aysigner as a metaphor, but adds 

that the word 'ger .tt koncentrerat uttryck it sammansmalt

n1ngen av natur och minsklig tradition'. Calling it a meta-

phor (with ~ a. tenor and signlr as vehicle) seems to me to 

narrow the meaning of the word and make it too precise. It 

has too many links with other words in the poem: ~gneL is 

only a part of the genaral anthropomorphisation (the apples 

al.o minns and, latar, the wooden ves.el ropac.) and sa~ links 

up with the well and the watar in the sacond stanza. Within 

the cpd, u.v. and signer work both side by side and fused to'-

gether as an expre.sive contextual formation. 

Anothar poem in Vagnan 'S called "In.jHsomma/,,·II. It ends: 

Sedan kom sommarkvillen 
h~g och vakande vit 6ver holmen, 
med himlavalvet lyftande natt.n till 

vidHppat dag.kln 
som i my ten om Alno. (V98) 

The simple formation daolken beautifully captures the 

light of the summer night, but it does not have to work alone: 

it follows the evocative adjective phra •• 'hHg och vakande 

vit', and ,. it.elf the climax of a phra.e containing several 

unexpected collocation •• 'himlavalvet lyftande nat ten till 

vid~ppet dagsken'. Tha metaphor that follow., '.om i my ten om 

A1no', i. (a •• 0 often in HM) .omething of a challenge: not 

ev.ryone i. familiar with the Kalevala myth. 
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Ljusdrj;immar in the short poem "I sommaren" is similar'Iy 

enmeshed in its context: 

I sommaren tumla fjMrilar sam liysdr§mmar fram. 
Tankarna vandra pi maskrosors klotmoln 
och over angar dar somrar bo 
mitt i insekters grjskonserter spelar spindeln 
pi alia vaderstrecks strangar 
pi runtom-strtlig harpa. 

(V66) 

The metaphorically used creative cpd IjusdrOmmar links up 

with tlnkarna in the next line. They, in turn, are made 

animate: they yandra, and what they are wandering on are 

the metlphoric 'clouds' of the dandelions' puffballs. In the 

first few linea we move in and out of metaphors until we are 

not quite sure whether the butterlies flitting over the 

summer meadow are 1 i ke our drelms and thoughts, or whet~ler 

our dreams and thoughta are like butterflies. In the 'grass 

concert' in the second half of the poem we happily accept the 

spider playing hia circular harp, forgetting that spiders do 

not normally produce any audible sound, possibly because of 

the intriguing adjective ryntom-.tr'lia which leads us to 

concentrate on' the visuII aspect of the 'instrument'. The 

four creative cpds, l1ysdr8m, klotmoln, griskonsert and the 

adjective ryntom-atr'lig thus carry a lot of the weight of 

the poem. 

The integrltion of the inventive cpds into the pattern as 

a whole, noticeable in aome of the Vagnen poems discussed, is 

Ilwaya pre.ent to a amaller or greater degree. After Vagnen, 

there wla a gap of eleven yelrs before Dikter om liJ..!.JL..9ch 

mijrker appeared in 1971. This collection shows an even 

stronger degree of integrltion of the creative cpds: it is be-

ginning to be difficult to find examples of individual cpds 

to exemplify 'det triffande uttrycket'. 



- :365 -

There are some inventive metaphoric cpds in Dikter.:_.Q1!l 

I jus och mtlrker, like biflodstra.d (DLM12), "a:·:en kast.ar so:L::: 

skenSibl i xter" (DLM40) and 'mAnstri mmans bl eka kv!.£.tsi 1 vE"tr.::..§..IJJ2L" 

(DLM69 - cf. 6.2.4). But more typical of this collection are 

microcosmic TGD-cpds like 1 jusendning, solf jadersp~.! .. , §.I2gJ..:;.t . .!: ... i§l.l.:: 

vinger and I iys-f;.iidrar, found in "Det inre ljuset" and 

"Fageln i Fenixklockan" (see 6.3.2 for these te>:ts). The 

majority of poems in this collection are contemplative in 

character, and many of the striking contextual cpds are of a 

symbolic nature, bordering on metaphoric or TGD. 

Yirld.kloc:kan 

Tungt haven .ter pi tidens berg 
oc:h bergen samla. i tidens hav. 
Dar skogen fann. djupnar fiskens dalar. 
Dar haven lag BUBar skogen sval. 
YjrIdskloc:kor tickar oc:h rymden glimmar. 
AlIt vixiar Ilge och ordning.tal. 
Dock ar de raknade, varldens timmar 
pa Gaurisankar, i havets dal. <DLM7> 

There are a large number of yjrld-cpd. in DLM, re·flecting the 

overall concern of this collec:tion, and I shall return to 

these in 7.2.1. 

Another c:pd of a similarly symbolic type is kakei.:-hi!d~!~., 

which ha. links back to Pa.s.d ('den yta som rasar i Hades', 

P147). Smoothnes., glibness, superficiality are part of HM's 

hall. 

~v.n tiden ar halkig, timm.rna i.blanka. 
Nuet torkar till hardad yta pi SjU timmar. 
Om d •• sa vaggar som ar glas.r.de 
b6rJade vandra utAt 
skull. d. remna, oppna .ig till blihimlars friska svalg. 
Lov skull. Bu.a i mangd 
klingrosor falla inat 
till hjart.t i k.k.l-had... (DLM14) 

An archive poem works with similar imagery: 

Samtidigt or mar en forfal.kad glatth.t 
friktionsfritt genom vlrldan .om polaras. 
Ett blitt turkosvalv overkupar havet 
mad solgla.yr ocn emaljerad lycka. 

("Alit syns ibland") 
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Tidspiska is a another symbolic formation, though put 

into a context where a whip would be a natural implement: 

Vi satt pA fj~dervagnen med de vackersnickrade ekrarna. 

Den stora tidspiskan var inte uppfunnen. 
(OLM58) 

Even though Tuvor consists of only nature poetry, mainly 

vignettes, the striking cpds cannot so easily be picked out 

and isolated as 'traffande uttryck' or as 'metaphoric cpds' a!s 

they could in the collections from the fifties, because they 

tend to merge with the poem as a whole. In the following poem, 

for instance, IOymarknad, IOnnlQysfOtter and 'den vanliga 

lijydijrren' link up with each other and with the anthropo-

morphised autumn and summer to create a kind of reality of 

their own. Even though there is obviously a strong metaphoric 

element in them, I feel that something is lost if they are 

regarded only as metaphoric cpds: 

Annu tasslade markvinden med lOven, 
som trangda. mot .narans spjalvark. 
HOsten .prad ut sin sista lOymarknad billigt 
i motvallska dalar. 
Sommaran vaggada undan ankvis 
pi avhuggna lOnnlOysfOtter. 
I glantan stOrtade den vanliga IOydQrren in och 

fOrsvann. 
(T66) 

There are many eMample. of inventive creative cpds in the 

posthumously published poetry and in the archive poems. 

Att med blicken fOlja fjarilen, 
tappa bert den ibland stran, 
glimtvis atertinna, 
s. den blinka gult, 
.edan vara semmarfritt farlerad. 
Oet r.cker mad att vanta pa sin fjaril 
ech sedan resa bert med blicken, vara sommar 
sa llngt man kan yingblinka med sin latta tankes sommar, 
laka tyngdlOs, sanda sinn.,fjyn 
ditut dar sommarn har sitt latta vasen 
forlagt i svavningar bland strano (TOB93) 
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Some have echoes of earlier poems. The above lines. few 

e:<ample, remind us of the butterflies of "I sommar-en" (V66) 

discussed earlier-. An archive poem has a cpd that is r-eminis-

cent of the • morka sammetstankar' in II B1 ornster-r-abat ten II (CS3)" 

also discussed above: 

I minnet har jag upplevt dina ogon 
sam nar man en afton i tradgArden 
sar en ansam stjarna tanda 
sin flyktiga lagereld 
i penseans sot, dess .orgesammet. 
Och mitt hjarta har 'jungit am dig. 

("Karen Blixen") 

The connection between censean and sammet (cf also the 

RUM7J pa.saga quoted in 7.1.1) recur. in another ar-chive 

poem, and hare sammet, in characteristic HM fashion, leads 

directly into samvete: 

En skugga .myger in bland da andra. 
Den tranger Big med de bahagliga. 
Pensaarna - tankarna. 
Pansaerna sam sammet. samyete. 
Tungsinnet Ir en plikt. 

("Vern kan lyfta") 

Earlier in the Same poem we find again the phrase 'livets 

g;arasclldag' Ccf PI08) - here more claarly motivated. The 

fountain's water is appropriately de.cribed as ~~~: 

Parasol len .llr ut sam en vallmo over vArt huvud 
dlr under dricka vi av stundens 'aft 

i vilgrundad blomgard. 
Hir ar var tillkimpade frids konstnatur och Babel, 
dar fontlnen kastar fritt .itt lYltregn 

ovar livet. carasolldagar. 

Thera are Bome ironic reference. to the vanity of sunbath-

ing holidaymakers in Cikada (a.g. badsyltanar, C92, and 

'Flyktighetens drottnin;' and 'Konung for en dag / och Konung 

utan land', C49). Nowhere is the sarcasm as sharp as in this 

archive poam: 
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N~gra outtrtittliga muskelmin upptrider p~ sanddynerna 

Hela dagen p~g~r denna deras sjMlvdyrkan, 
avbruten endast under m~ltidstimmarna 
d~ de ljudligt malande och mumsande fbrtMr 

sin spMnststuvning. 
("E>:hi bi t i oni sterna" ) 

In a poem in Vagnen two cpds are used to characterise two 

seasons: 'Vlrar och somrar kom forbi med trastrop octL.Q_~llc)I)..:::~ 

§ina' (V12). The cpd ippelyinden below could be said to 

characterise early autumn in the same way, though it is given 

a much more elaborate development than the Vagnen cpds. 

September hOjer sitt tak 
Oet ligger en lattnad i luften 
som hor hosten till. 
Den kalla blotdaggen tvittar 
grundligt alit den vidror. 
ApDelyinden spelar krocket 
pi overgivna lekplaner. 
Fallfrukten rullar stotvis in 
under blgar av grls. ("September") 

There are also some fine examples of metaphorically used 

creative cpds. As usual in the later poetry, the metaphors 

are well integrated into the context and the c:pds work simul··-

taneously as 'trlffande uttryck'. 

Figlar som drar llngvigs gastar lunden. 
De forsamlar sig och vandrar fram 
under valven dar en hackspett driver 
in en yintersDik i trldets stam. (T0841) 

Tystnaden kom over myren 
for att vavas till tanke. 
Odonbusken bllnade frisk. 
Aspen skallrade, porsens doft 
strok med r~kelsehlnder tjlrnens vigor. 

("8tJimni ngen") 

In both these example. the creative cpd serves as a kind of 

climax, a major contributor to an evocative 'punch-line'. 

From hi. very first published work, HM reveals a tendency 

to use original cpd formations, mora obviously so in the 

early pros. works than in the earliest poetry. More and more, 

in later collections, the creative cpds are integrated with 

the total structure and content of the poem. 
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7.2 Echoes and recurrence. 

7.2.1 Some recurring element. 

Some elements, whether amongst the most frequently used 

(see 5.3.2 and 3.2.3) or not, recur in HM's poetry with what 

amounts to thematic weight. 

Vlrld is suc:h a word. It is, in -fact, one of the most 

frequently used elements in HM's cpds, and the creative and 

latent y4rld-epds are fairly evenly spread throughout his 

produc:tion, with a peak in pikter om lius och mtirker with 

eight different non-established formations: 

vcilrldsbUlst 
vcilrldsfrost 
vcilrldskloc:ka 
varldsrum 

vcilrldsdtid 
vcilrldsfyr 
v.lirldspuls 
v.lirldssorg 

In the early writing, the v.lirld-cpds occur in poems that 

breathe optimism and hope: 

Men ur de skuggor som holjt oss 

dr6mma vi milet en gang, 
dr6mma am sjalar som enas 
s'som tva dimmor forenas, 
alIt madan sptiknatten sanas 
mot y.lirldssijlens gryningasang. 

En gang skall du sluta f6da 
ishetsande ism.lin 

oeh tjutande frosthjartan. 

(868) 

Du kommer en gang att gora y.lirldsdr~n 
varmare att leva, 

feda att kirleksmiktigt folk. (N46) 

In Nomad and Natur most of the formations reflect 

HM's fellow-feeling with the people. of the world; they can 

be seen as variations on the yirldsnomad theme. They often 

have overton.s of social or political indignation, and many 

of them are consciously droll combinations: 



men r~cken en v~rldsskyffel dYer havet 
med Durhamkol I (NoI8) 

~ven till svultna stj~rnor dMr splitet lever 
r~ckes pa virldsk~nslans brddstAng 

kakorna upp genom etern. (NIO) 

Alia som kMnna matvarubehovets fantastik 
vet att den Mr omvilvande, 
ibland grumlig 
oeh ofta farlig. 
Synerna v~xa till Midgardskorv 

och Virldslimpa. (NI4) 

N~gra styrande vrAherrar. 
De sitta i en htigsal 

De samtala om n~got riktigt dumt pi franska 
oeh knapra y~rldshistoriska kix. 
De nicka di oeh da. 
De si tta som en samling bakteri er i en :':LM~.Q..?J.:LJ.mQ. 

(1\141 ) 

There i. a lat. eeho of this slightly facetious use of varl.Q. 

in' Vlr I dsf rykostens fet st i 1st i dn i ng' (GTS4). 

Generally, after the war, the virld-cpds themselves, and 

the poems they occur ln, reflect HM's increasingly pessimis-

tic view of the world: 

virldsmtirker (P133) 
virldsgrimas (A99) 
varldsfrost (DLM9) 
virlds.org (DLM9128) 

virldsd~d (C81 and DLM43) 
virldsnatt (GTI04) 
virldsbla.t (DLM20 and 49) 

The two occurrence. of yarldsd~d are found in similar con

texts and can be •• en as symptomatic of HM's growing appre-

hension. In 1953 he still holds out some hope: 

En syrsa f~rkunnar 
bliklockans isikt: 
att hlnga lltt i griset, 
att IliRDa ringa 
till domedaR oeh yirld.dOd. (CSl) 

In 1971, 'Ringar.n / en liten .kalbagge av trettisjunde 

familjen, vivel-itten' is found in the same harebell. Now, 

having to toll for 'world-death' seems a much more inevitable 

pI:! •• i b i Ii t Y I 
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Nagon slger att am det stora 
borjar redan i det lilla 
skall han ringa till vlrldsdod 
p~ en forgiftad Ing. ( DLM4·3) 

In a few lines in a poem in Doriderna, it is as if a re-

signed HM looks back on his own youthful optimistic hopes of 

changing the world with some bitterness: 

blatt alltfBr stor var segertron vi haft. 
En enda stad fbrbrukade den kraft 
som vi trott rlcka for en ylrldsforvandling. 

There is a large number of var1d-cpds in the archive 

<041 ) 

poems, in fact more non-established formations (33) than in 

the main data (28). A few are the same as those found in the 

published poetry, e.g. varldsfrost ("~:rbkt som en" and DLM(1), 

varldskloc:ka ("Uingdgraden" and OLM7) and vlddsnat.t ("Det 

skona och det svAra" and GT104). V4r1dsyiod has the lEianle 

negative overtones as yirldsbU,st: 'Oet blAser kall v,arJ..f!..§.:-~ 

ti.J::ls! alIa dagar' ("Oet skooa och det svc1ra") and 'sa blir-

ocksc1 manni skan dr i yen hin, / kastad av och an / av en y1c.LdSl.::. 

bllst med vildigara kraft' (DLM20). 

There are also some interesting new formations. Some con-

jura up surraalistic images rather like the youthful 'vlrlds-

skyffel', e.g 'yirldskrans av kvinnor, fc1g1ar, skogar och 

gras' (and its two rei ated formati ons) in the foil owi ng poem: 

Stjirnn4tter utstrtidda genom an lavnad. 
Vattenregn nog for att dranka an virld. 
Soldagar sammanftirda av minnet till ett fBrbrukat paradis. 
Sntistormar sammanblasta med varandra till en istid. 

ett kretslopp som att jittehjul av snostormar och regn, 
en karusall av solar och tiknar, 
en yjrldskrans av kvinnor, flglar, skogar och grls. 
Eller otaliga stunder av fjirilar och slindor 
oc:ksl de till slut som an storm att sea Att frukta och 

~gnsunhiyl i rotation. 
!jayskarysaller. 

f orvanta. 

(" Kosmi ska summar II ) 



.- 372 -

A recurring theme in the archive poems is noise, and it 

sometimes reaches global proportions: 

De k~nsligaste d6 f6rst i v~rldslarmets virvlar 

Endast f6rh~rdade star ut oeh livas av det eviga lar-met. 
De ~r de glada laxarna i dodsforsen. 

(" Sllil erprovet") 

The playfulness of the last line recurs with almost 

desperate force in another archive poem: 

D. hOjtar i larmet 
och skrattar kittlade i virvelyrsel. 
De ropar till varandra: 
tjO livat pi d~dsbranten, stenhalkan kul. 
Hur lattjo i spadkoket 
hos puttret i kokarsjon. 
Hur beviljat med speeden. 
En gryta att verkligen va i. 
Nu snurrar vi omv~nt 
nu virvlar vi uppfots 
1 brusande y4rldsyadis. 

("Jlttegrytan" ) 

A similarly cynical jocularity has produced the formation 

YArldstarm: 

Vi mast. vara pA var vakt mot livsbegarans urskiljningslosa 
utvidgning, deras hemska utveekling hclin mot ett formlost 
insorplande av alIa mOjligheters soppa och dessas h~nsynslosa 
uttommande genom y.!irldstarmen. 

("Oet g~ller") 

Many of the v4rld-cpds in the archive poems reflect HM's 

conviction, in his later years, that the world 1s heading for 

disaster, formations like varldsblixt (in "N6dv~ndigt"), 

yilrlds'ska and y4rlds.ldsv.dE\ (in IVarldsAskan"), and v~rl.<i.\~'-::. 

~ in these despondent lines: 

Var .!ir den hlrda flgel som inte vingsvedd faller 
i tivlan mad y.!irldsbllets hane frin grenen ner? 
En halvbrind stav pi en blodig stig var Angestflojten, 
till h.!ilften f~rkolnad bland rok i en 6vertclind skog. 
Vem .pelade pi den nys. i det vandrande bAlet? 

("Efterlysning") 
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Virldsgestaltaren aims to express a "nen-theological God' 

or creator/fate/"the beginning'~ and is directly linked with 

9.i!1.s.o., the word HM uSl.lally prefers to use in such conte:<ts: 

Dar gAtan icke fanns och ingen skapnad 
forgick ej tid och rorde sig ej rum. 
Helt stelnad i sig sjalv som tomhet, morker 
Soy evigheten evighetens vila. 

Men virldsgestaltaren som allting skapar 
forandrade sig sjalv och gjorde gAtan. 
Nir gAtan formats uppstod rum och tider 
och utsovd tandes evighetens stjarna. 

("Dar g~t.i:\n") 

Our insignificance in relation to the cosmos is expressed 

with uncharacteristic fatalism in the following short poem: 

AlIt som forsummades och inte blev sagt 
sager sig slutligen sjalv, men med hArdare klang. 
De laxor vi maste ruskas till 
laser tiden till slut med oss, sent Eller fbrsent. 
Vi kastas skakande i virldssall 
som rinnande sand. 

(" All t sam for summades" ) 

Even HM has to withdraw momentarily from his Cassandra role, 

for the sake of his sanity: 

Om jag kan fly undan fran varlden betraktad som en 
overmaktig borda 

da gar jag den flykten for husbehovssjilens bevarande. 
Ingen ir fodd som kan vara en yjrldsgrAtare och dirmed 

hj ill pa var 1 den 

Man kan inte vinda Arsringarna i jattetriden. 
Men man kan innu soka sig fram till en naturlig fAra 
dir sadana floder rinna som innu kan renas. 

(" Om jag kan ·f 1 y" ) 

And there i. some consolation, even hope, still to be found 

on this threatened earth: 

pa den rundliga del av himlen 
dar du andas och bor 
lyser den nirmaste stjirnan 
genom det sfiriska 
fonstret av luft. 
Vid yjrldsfonstret 
sitter du alltid forvantansfull 
som barnet aller vintarfjiriln. 

("Overall t f inns grundens kcH I a" ) 
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Detta ~r den fj_rmast undanstuckna skogen 
i de 1 angst bort horda gokropens varl.f1..?_yra .. 
I brist pa ensamhet vandrar jag d_r. 
I brist pa namn kallar jag den Undkommans mo. 

("Detta _r dell f jar-mast") 

The last few lines of one archive poem could be said to 

summarise much of HM's writing. In these lines there is alsc 

a phrase that links the threat to the world with j_tte, a 

noun that often symbolises evil to HM: 

Stillsam var sommarnatten 
men over fridens rand 
reste sig virldsodets jitte 
och hotte med hotfull hand. 

("Genom den vistra porten") 

Jltt. is not to HM simply the giant of legend and fairy-

tale. Nor is it, as Peter Hallberg noted as early as 1941, 

often used by him - as it is in Swedish generally* -. simply 

as an enlarging or strengthening prefix. Hallberg quotes two 

instances from Kag Faryal and Resor utan mal where it is 

used in this way. Examples from my data are few. There are 

two in the archive poems: a sailing boat is described as a 

HittefHiril (IILjusa, vackra"). and in "Undret" we 'find the 

word i4ttedropRe: 

Daggklpan gomd i lunden 
smog du dig tyst inpl. 
Dar i tystnaden levde den. 
Regndroppar fallna i skalar 
rinna ihop till en i4ttedrgRpe: 
hjirtats liskare, 
bevarad och klarnad. 

At first sight, i4ttldiur in the following poem also seems 

to b. a straightforward prefix-formation: 

I Juran levde Brachiosaurus, vadarodlan 
ett iitt,djur av sauropodarnas ordning. 
det starata och tyngsta djur 
som stitt och glltt pa jordan <DLM1(4) 

--------------------
*As an adjective modifier, Sigurd (1983) finds it to be the 
prefix with the most general usage. 
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It soon becomes obvious, however, that i§.tte- has not. been 

used casually. It is picked up several times in the following 

stanzas ('medan j.tten ~t', 'd.r kolossen g~tt fram' and 

'fossila ben av i.tten'), but always with straightforward 

allusion to enormous size and power, and no other overtones. 

Usually, and particularly in the early poems, there are 

definite undercurrents of the giants of fairy-tales, of 

primitive fears and feelin~s of threat. As an example, Hall-

berg quotes "Mtilnniskobarnet och skogarna" (N24-28, see 7.1.1. 

for part of the text), in which, before a section with several 

iitte-cpds (jattecran, jtilttepagod, jattetorn, j.ttegran!:;,fLator), 

HM also talks about 'trg11visionen under granarna'. 

When the rhinoceros says 'Jag var f6dd till att vara ett 

ijttesyin' (N79), we are meant to pick up the overtones of 

blind, stupid rage that is associated with giants and which, 

along with blind fear, is one of the main characteristics of 

the rhino in the poem. 

More and more, HM's giants come to represent something 

much more sinister and menacing - 'maktcivilisationen': 

Makten beh6ver inoa best.mda sinnebilder. Den .r 
all tiltare. 

Dilri liooer dess makt. Dilri ligger dess stridskraft 
att den likt ijttarna ,lllr de goda bland gudarD~a 
rycker till sig vad som heIst 
och slass med 10ssbrutna stycken ur kaos: 
med forml6sa klippor, 
med str6mmar som bara str6mma, 
med hav som svalla gratis at jattehinder. 

(C26) 

Hallberg (1982 p483) recognises the similarity with Poly-

phemus in the Odyssey, and there are obvious echoes: 'The 

angry Cyclops ••• tore the top off a great pinnacle of rock 

Cilnd hurled it at us ••• As it plunged in, the water r'(:Jse and 
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the backwash, like a swell from the cpen sea, swept us land-

w .. ~rd' <translation by E.V. RieLl, 1946 p155). But ,:\150 pn~~,jent 

are the giants of Norse mythology. which 'largely represent 

the forces of chaos, attempting through physical force. 

trickery and magic to upset the order of the universe ... The 

distinction between gods and giants is far from absolute. 

Some gods have bad qualities ••. • (Crossley-Holland 1980). For 

HM, jatte comes to stand for unenlightened political p(Jwel' 

and for the evil force within man himself which, he feels, 

will ultimately lead to the destruction of the race and the 

planet. Cf also the poem "Jatten" (V51> and the archive poem 

"J~ttegrytan" quoted above). 

No I ess than ten of HM's thirty j~tte-epds are in Ani ac_~. 

From unobtrusive beginnings, the links with evil get mere and 

m(::Ire firmly rooted in our minds: 

Och likt an i4ttecucga utan vikt 
gyreras Aniara vibrationsfritt 
oeh utan varje st6rning bort fran Jorden 

••• en stor goldonder ••• 
d6k med snabbt adder ad hastighet 
mot Jupiter oeh uppsl~ks av dess oknar. 
begrovs i j4ttest;~rnaos tunga halje 
dess onda dodsmadras. av nedkylt vjte 
som ••. 
••• bepansrar d;jyylsst;irnan. (A28) 

Alit storr. blev det yttres ;4ttemakt. 
De oerhorda Aren broto in 
da alit blev over.v~mning utifran • 

••• jAtteflodan tog dem en f6r en. 

sa visst. m~nskan nar hoo damdes bort 
till landsforvisningen pa Tundra tva 
platt ingenting om arten av sitt brott 
men desto mer om i4tteos grymma kray. 
Och ~nnu mara om den harda lott 
hon giek till motes i en gruvas gap 
oeh i ett genomskinligt ;4tteslott 
som far en rationell bevaknings skull 
roterade vid cesisgruvans rand 
vid staden Antalex i straffet. land. 

(Al0) 

(A88'-9) 
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En issktild lade sig p! Europa 
som dolt inunder isens jittekaka 
blev biddat ner i sexton tusen vintrar (A138) 

Som i en jittekista av kristall 
s~g alla, nistan alIa vart de ftirdes 
ty alIt var ftinster nu mot fasans hall (A20S) 

I salarna var tyst men n~gonstans 
i iittehylsans g6mmen h6rdes ljud (A213) 

There is no doubt that by the time the jittepup~ hiaS beceJrne 

a i4ttahylsa it is difficult for the reader to see it only as 

gigantic: by this time jitte- has accumulated toe rnany other 

layers of meaning. There are, admittedly, cases where it 

would not be appropri.te to re.d too much into the wor'd, e.g. 

iittespegel (A191>, j.iittetub CD57) and 'tekniska ,i.§ttebrat' 

(LES12), which seem to be simply descriptions of various 

large astronomical instruments without sinister overtones. On 

the other hand, once the expanded meaning has become a possi-

bility, it adds depth to a phrasing like the following: 

F6r skBn att vara sann 
~r skyn som himlen formar. 
Dan lys.s strax i bann 
nir tusan rB.ter gormar 
som i en i4ttelyr. 
De kallas tidens .tormar. <DLM16) 

The apparently innocent formation i4ttehyn~ in an archive 

poem about the evil. of noise also acquires menacing over-

tCJnes: 

Ljud frln hundra motorkanonader 
tr6skade i nattena blomatarslngar. 

Stindigt ny. hArda bullermassor 
vaxte fram, fBrstorades oeh smallde. 
IfrAn kvall till gryning plgiek detta. 
Pllthlrt tusen jittehyndar skillda. 

(IISvenak sommarnatt") 

Jittelngara would appear to be a perfectly normal format

ion, but in HM's handa the word is given an extra dimension. 
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We know that the Titanic (its very name linked with giants) 

C(Jntributed stron(~ly to the Ani~ idea: 'derma I"'ymdens 

Titanic som min inbillning en gang sjbsatte' (Wrede 1965 

p44), 'for mig omfattade katastl"'ofen hela manskli(,~hE~ten' 

(El"'furth 1980 p103). There is no doubting whose message is 

in the bottle in the following poem: 

Underrattelsen 

Guppande butelj 
med biljetten sjalv som passagerare 
reste sjutton AI'" i nordatlanten. 
Refererade tyst och standigt 
till en jatteAngare frAn Southampton. 
Strandade olast och fl"'os in 
i isen vid Labrador. (DLM67) 

Just oval'" seventeen years earlier, the first Doris and Mirna 

poems had appeared in eikada, and also the lines: 

di ville jag slutligt ensam do 
som bara drivved drivel'" 
och sorlas in och slipas in i havet 
isorgelkusterna vid Labrador. 

(e86) 

As we saw in 6.2.4 (3d), the moon's reflection is a motif 

that stayed with HM throughout his life. His silyer-cpds 

almost always refer to something to do with the moon or with 

water, or both. In 6.2.::5 I suggest that cpds wi t,h §.,i..l.Y,§.!:, and 

!l!:!lQ. as first constituents, though ol"'igini1illy metaphor'ie, c\r-p 

often felt to be generally poetiC ('illusionskomposita:'). In 

HM they are also usually contextual. 

Silyersiij and silyerdimmor are perhaps his most conven-

tionally poetic silyer-cpds. Hallberg (1941 p18) feels them 

to have 'ratt mycket av traditionellt poetisk pragel'. Hcw-

ever, they are al so part of an i nsi stent ser i es elf si l'till.:.,-.. 

words and are thus also verbally contextual cpds (6.3.3). 
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Both occur in "M~ndikt" in Nat;,Llr, (N93-100) ~ a suite c)'f ~:;f;~VE'n 

short poems, each one of which contains, at least once, the 

word silver, either on its own or in a cpd or derivation, and 

always with a direct link with the moon's light, even in the 

boldest of the combinations: 

M~nd i kt I: I skU vande nat tmol n skar-es v~g 
av m~nens vita dublon. 
Nattglitter kastar den ner 
att krala pA sjon. 
Oet lockar i glans och alIt viII bli drommareland_ 
Skepp gAr i silvret med undran. 

II: •••• drommare viII preva ekans 
morka tra i silversio -
langta till on dar det blixtrar av kissl. 
MAnen lyfter 
i vanvett sin flojt. 
Oet sprudlar likt IOjor om ynglingars trlnad, 
spelet brinner i fjarran hay s~ vitt 
som skarande silver pi iris. 

III: Ut pi den silyrade avgrund 
langtar virt tjirade skal. 
Sagorna 5vartna. Stranderna hungra. Stdt ut' 
Minlingtans glasklarinetter 
spela en branning vid on. 

IV: Min51ipets silyeriarver overskrida nu udden, 

NattAget kommer ur silyerdalen, visslar ur flbjten, 

V: Tyst i griset mAnljuset silyerloskar 
spokar den glesaste bjorkskog 

VI: Silyerlyften i 50nderfall 
frAgar mad manniskomunnar: 

VII: 

skall den nigon5in nA sin marka dal 
denne spoklike glimmargud pA danslysten och 

roles vag? 
Men svaret skall falla over alia 
som an gycklanda glittarfillning 

Oenna mAne ••• 
••• har lyst pA vattanringar efter 
doda, som i silyerdimmgr dodde. Den har 

5prattlat 
med havsspegelns drakbilder och kastat ande

dr.iH:t,ens 
hin och silyersoporna in i langtarens hytt. 



_.- 380 -

In IM<1ndikt" (the first five sections of which ""I"'e n,,-' 

printed in Nomad 1943), we find a young man furiously trying 

to come to terms with his own yearnings and experiences: his 

s~a-faring, his erotic longings, his poetic ambitions - and 

with the romantic moon. The insistent silvIT"'-element is r-i?'-' 

i nf orced by format ions like n.at tg 1 i t ter, 9.1.i.!.!lJ!!.£r...9J.:l~;''- and 

glitterfilining. Silver may represent the romantic, convsn-

tionally poetic, aspect of the moon. "Har var, minns jag, en 

g~ng minskenet / anstillt som f~rsilvrare" is his mocking way 

of expressing it 1n a later poem (GT71). A similarly mocking 

attitude may be behind the whimsical TGD--formations silv§~J::"'::'. 

li9por: and the verb silverlOskar (presumably wit.h associat.iorlsi 

to ltjskerkarl = IOsdrivare, rather than the verb Ltisk~. __ 

'plocka l~ss av nAgon'). Silversopor is obscure. There is a 

somewhat Similar, though less impenetrable, formation in an 

al~c:hive poem which contains several creat.iVE! cpds: 

Virkvlliens mine gungar sitt ljus 
glittrar och bryts i en tillfillig vAg 

(Spegelskirvor och mingatstig 
byts och forbryts till silvergrus.>* 

Bittre mad mAnglans oeh minglittersvinn 
In tingen. trildom i plAthirda Ar. 

("Vir'kvi1:illens m'ne") 

Like §ilvergrYI, silverlgpor must refer to the fragmented 

ref 1 ecti onion r1 ppl ed water. In another poem, the vedl §.QQ.Si 

i. used about the northern lights: 'I norr dlr polskenets 

sloja sopar I de ode fjillen i vinterkvillen" (872). 

There i. an echo of "MAndikt VI" ("denne spoklike glimmer"--

gud pi danslysten och ro10s vAg') in an archive poem, which 

has produced a new silver-cpd: 

---------------------
*The two lines in brack.ts J including the §..tL't.§!:.-"·cpd, have 
later been crossed out in the manuscript. 
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Fullm!nen bjuder p! vattnen 
~ndlost vidgade mot haven 
upp till rastlBs silverdans med m~llcisa vimpelturer. 
Alltid vakna. alltid lika glada 
dansar kirlekens blickar dltut med stordgda steg. 

("Fullmil:\nem bjuder") 

More than twenty years after "Mil:\ndikt" HM retLlr"nS to tl'H2 

theme, now an older man but still with the same yearnings. The 

elements are e>:actly the same (see partic:ul.arly "1"Iftndikt" II 

and III): the moon and its reflection on water. a beat, the 

shore, musi cal instruments - and there is iii new §J .. l._':i~r.::"··c:pd .. 

The styl e and tone a.re now more restrai ned. and the poem man,! 

m(:lving: 

Anrop 

FullmAnen lyser pa havet 
oeh du i mitt hjarta. 
Stranden vantar och aldras. Du kommer aldrig. 
Flyktig ar mAnstrimmans stig dYer hay scm slukat 
baten med vilken vi skulle ha firdats linge 
burna av AtrA, spelande flojt och lyra 
enande .ang och kdtt i silvervinden. 

«(3Tl9) 

A longer archive poem on a similar theme ends: 

Den sAngen skall alltid fdrkunnas 
av langtarnas gilyerrgr 
att intet 055 sammanfdr, 
att aldrig oss motet forunnas. 

("Han sande") 

'Langtarnas silverror' is an obscure phrase, though much less 

so if read with 'mAnlangtans glasklarinetter' , and the senti-

ment of "Anrop ", in fresh memory. 

The harmony envisaged in the last few lines of "Anrop" 

culminates in the word gilyeryinden~ which is not merely a 

lyrical 'illusionskomposltum', nor can it be said to be a 

metaphori cal cpd. It is contextual, in the wi dest sense cl·f 

the term, combininQ as it does the romantic associations of 

~:i.lver, including the echoes of "Mclndikt" (as well as the 

more immediate echoes of 'mAnstrimmans stig' and 'fullmanen 
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Uru;i~ including those of passad~ HM" s personal symbol CJ·f 

gentle, positive strength and harmony - a symbol and a word 

that occurs throughout his production, from the very first 

poem in Spokskecp (see 7.1.1) to one of the last poems in 

L~ngs ekots stlgar ("Skeppets sjMI skall en g~ng l~mna 

skeppet i en 1 i ten bat i passaden" (LES75). The word :iJ .. D..Q .. 

itself can also take on symbolic dimensions, representing the 

natural order of things, as in this poem: 

Nir havets lynnen var vir resas regel, 
i tider da vi levde nara vinden, 
da var vi alIa mera lika segel. 

Vi fangade var by som kunde fora 
ett strak av havssorl 
bort fran hemmagrinden. 
Det blev oss vant att 055 bland vindar fbra 
med saglet som ett ora 
titt till vinden. 

<TDB23) 

In thi 5 poem from the same colI ecti on, :ti.of! comes tCJ symbol .... · 

ise a merging with nature after death: 

De forlistas ocean 

Nu vilar de pi vinden alIa 
som albatrosser i det vida 
pi hay som losgjort horisonten 
fran varje synrand, varje sida. 
De firdas fritt oeh outsigligt 
som vindar i ett evigt segel 
som sjalv ar vind som genomskinligt 
ar ett med havets storm oeh spegel. 

(TOB26) 

The dead are like winds in a sail, which itself is wind and 

sea. In a poem in Doriderna, this idea is taken a step 

further: one day everything will dissolve into wind, and it 

is in the wind that the new life might emerge - the new 

humanity that HM had dreamed of all his life (e.g. 568. 

quoted above), the new life that builds on minnet which to 



HM is 'en garant fdr kulturens kontinuitet genom tiderna" 

(Hallberg 1982 p492). The message of hope conveyed by the 

last two lines is partly c:arT]'l':'d by the n:;)pe<1tE~d evoca.ti.vc' 

En dag ska:Ll tiden med en I"(ll;;t. S;Din vf!!r"kar' ·fiJrfllultll.,:.u·,,:!c:' 
fa alit att sdnderfalla till vind. 
Men p. en hemlig plats i vind(",n ska,ll minn(::'t mdL,\ ell,':>"I: 

ny~'" l:ivE~t. 

Detta Mr inte n.got 16fte 
men ett vindrwm fdr vingar, 
ett vindrum fdr dnskan allenast. 

"Harry Martinson, sommarma.nniskan' was the heading qf 

Geor'g Svensson's commemor'ative article in ~§!J.;J:LQ"i.9J.,l'!:'[\"!3l.L~L1 

shortly after HM's death in February 1978, and the article 

begins, 'Sommaren var Harry Martinson's Arstid, ett slags 

frAHsning, "det andliga vinterfodl~et"~ sja,lvii symbcllerl fbI' 

livet". It is not the only time the epithet §,Q!.!l[TJ~,r.1lbi\.[lnJ.2"L_S\. 

was applied to him in the press, e.g. 'Sommarm~nniskan Harry 

Spmmar is also one of the most c:ommC)rl elements in h:i.si C:PCI'''i. 

Most of his sommar-c:pds oc:c:ur in the later poetry: there are 

27 (or 31 if cpds with §ommar as the final element are also 

included) occurrences of non-established formations in the 

poetry from Passad onwards, and only six (seven) in the early 

poetry. The only creative formation in the early poetry is 

Sommardrott (N140). 

HM's creative sommar-cpds can be divided into three broad 

categories. The first are formations that border en latent 

but display some transference of features, the second element 

not simply 'occ:urring in' but rather 'affected by'I'as it is 

in' summer. Most of these cpds refer to plants or features of 

the 1 andsc:ape: 



somm~al'-al 

somma,~karr-
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siommarbac: ke 
sommar mar- k 

sommarvatten sommarang 

sommi3.r-gra~:i 

sommc,r-skog 
S(JnHnal~ i n~~j b 
S:i(Jmmc"H" ~o t i 9 

Here the meaning is generally ambiguous: "about/concerning 

summer'" and/Clr 'occurring in summer". The second i:'dE·.'IlI(?nt.: IS; 

abstract: 

sommardrom 
sommar-sprik 

sommarminne 
sommarsing 

sommarord summarrop 
sommarviskning 

The third category consists of contextual cpds, sometimes 

bordering on TGD. HM, like the oak-tree ("Eken stod tyst i 

backen / med somm~rsekler i sin krona", V21), must have 

Counted his life in summers, not years. Only the memory of 

summer keeps him going through the winter: 

Da n~r vintern hugger in sin stenkil i ditt hj~rta 
skall sommaren som verkligen levdes 
rusa till som en konvolvolusranka 
oeh minnenas flitiga sommargoomer 
v~va med gr~shoppan till skyttel 
denna rika v~v jag alltid velat~ men ej kunnat. 

(liD! n.!ir vintef"ll") 

Summer becomes a symbol of life and health: 

Hade vi ej sommaren att tillgi 
satt vi alIa som ett kdldens fdlje 

aldrig botade fr~n vinterskuggans sjukdom, 
aldrig sjalvklart lyfta mot ett sJ~lvklart 
sommar~al~ som ~ndrar och forloser. 

("Hade vi ej 50mmaren", printed in " 
slightly different form in FIB 42/48) 

The last couplet in a short archive poem CQuld serve as a 

characterisation of his life'. work: 

Att se9la sin bat. 
Ett svirspelat naje, en dyrkopt latthet. 
Nu bugar sig desR vackra klinning, 
sinnet kan andas ut, varvsrikningen en 5tund fbrglbmmas. 
En sommar~imQel fladdrar' grann 
instucken i ett tappert vinterhjart •. 

(JlAtt seqla") 
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A summer meadow was a perpetual source of strength and 

refreshment for him, and he lent it an air of mystery: 

Blicken fbljer tyst en insekt 
ut i ~ngens mMngd och susning. 
Livets IMtta ouppnlelighet 
bor i dess obestigeliga torn av strano 
Tjugo steg dit ut i fjMrran 
fladdrar alIt vi aldrig nir. 
Endast bgonblicken kl~ttrar dMr 
upp och ner och sommarsiMlen kl.nger 
hbgt mot solen, ned i strinas skogar 
~ngen andas och en insekt tickar 
likt en klocka som ibland hbrs stann. 
medan nuet och det andelMtta ljuset vMxlar tecken. 

(DU'124 ) 

Sometimes butterflies embody this 'summer soul': 

Vad junidagen lyser vacker. 
Alit ar i mittens minad. 
Fjarilarna likna blomsialar 
pi bekymmerslbs flykt undan slittern. 

("Juni ") 

When, for consolation on board Aniara, thcughts turn to 

the Earth, it is to the Earth in its summer clothing: 

Mitt i den brinnande solen 
finns en pupill, en karna 
som med sin gitfulla virvel 
gor den till karlekens stjarna. 
Var ging den sar pi jorden 
uppstir en ang och blommar 
dag efter dag och froar 
glad genom lycklig sommar. 

Flyktig ar lyckan - an stundens 
slumpvinst i soliga dagar. 
Lingt bortom larv och grymhat 
lyser i sommarens hagar 
k~rlek.ns sommarstiarna, 
midsommartidernas blomma. (A180--1 ) 

Most beautifully (and with several evocative cpds) the Earth 

is remembered in the 'space mariner's' "Sing om Kan::!len": 

Skbnast ibland skena glimtar syns dock skymten av Karel en, 
som att vclttenglim bland traden, som ett IjLlsnat §"9...!!1.rJl-!:1r.'y,!~,ttJ~!Xl 
i den jyniliysi tiden di en kvall knappt hinner skymmas 
forrn den traflijitsklara geken ropar it den Ijuva Aino 
att ta dimmans slbja med sig, stiga upp Ltr" jLlr1i_Yj.a.tl.D.~n 
gi emot den stlgna reken, komma till den glada gbken, 
i det susande Karelen. (A165) 
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SommardHrr is an intriguing formation~ which occurs on two 

different occasions in HM. The idea that summer is somehow 

enclosed~ with the opening of a door at the beginning anJ thu 

Closing of a door at the end, is evident in some poems. 

Smetigt gul i ogat 
tMnder kabbelekan 
vArens forsta svala lampa 
Ledd av dess sken 
letar vinden lange 
efter somm@rns dQrr. 
Den gommer sig i skuggan under alen. 

<TDB5:3) 

However, whether, in the Cikada poem below~ an actual O~ d 

more symbolic summer is meant is an open question. 'Den 

tappra syrsan' - the poet - did after all sing both about 

summer and about the preservation of life on earth. 

Ett brokigt dodsforakt ar yard en minnesrad. 
Var gulnad dunge blossar upp 
och spelar eldigt glad. 
Den halsar inte doden pA dess bana 
med skrackfyllt fjask och slokig sorgflorsfana. 

Den minst hogtidlige av alIa tranger 
iii vets dunge in. Han §.ommardorre'l stanger
och ar precis det rAskinn som han ar. 
Han tar en gammal kniv och genomskar 
den vackra sommarns strupe, sedan g~r han ut 
ur dungens eld dar sommarn nu ar slut. 

Den tappra syrsan spelar an en tid 
och hiller ut, sin fana narmst darvid. 

Den trogna sommarn dog dar den blev stalld 
och ligger fallen i sin fanas eld. 

(C32) 

The more concrete formation lovdQrr also puts an end to 

summer in this poem: 

Sommaren vaggade undan ankvis 
pi avhuggna lonnlovsfotter. 
I gl~ntan stortade den vMnliga lovdorren in och 

forsvann. 
(T66) 

There are other examples of nature having 'doors'. Some of 

these cpds could be seen as metaphoric~ but I find the tenor 
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somewhat diffuse and prefer to see them as contextual. 

Girna flyr min tanke i sin 6nskan till lummiga lunda~ 

Hettan f~r endast efterhand tilltride, 
steg for- steg genom avsval. kande !2..Ladpg.rt,.Sl.C. 

("Gk~I'Tla f 1 yr") 

Fr-om HM's perspective, not only tr-ees but gr-asses can form 

d(::lors: 

Genom glintans tippna grisd~r-r-a~ sur-r-ar stojet 
frAn insekter-nas solkalas. 

("F'A den blommande tr-adan") 

HM is not alone in the notion of summer somehow closing its 

door-. When Gtiran Tunstrtim in Pristungen (p81) writes 'Oet yar 

kv~llen innan sommar-n st~ngde', he may only have had in mind 

the closing of camp sites, beach kiosks and caf~s, but in 

Tove Jansson's "Htistvisa", 'sommarns dtir-r-' is akin to HI""~;: 

"Nu blAser storm d~rLlte oc:h stinger sommN-D..§. do.r..L. ' 

There is al so a creati ve cpd wi th -por.1. that opens a way 

for summer: 

Solekrar svinger upp 
mel Ian Asens granar i maj 
dir vArhimlen tippnat 
en molnport ftir sommardagar. (LES34) 

The sec:ond time we meet the c:pd sommardar~ in HM. there is 

no doubt about the symbolic: implic:ations. Som-'IlSlr:por·r.:.ar.:.. gr·ow 

into kirlaksDortar and varld§dQrrsr: 

Vagnen tippnade v~gen for en varldsglidje. 
slog upp alIt vac:krare §ommird§rrar medan vi for. 

Att sa fara fram i en lyckobr-ingande vagn 
det var var maning. 
Att se IIi.nder oc:h fol k tippna sig som kar.LEt.L'?'p'.9.r..l.SlL 
varld§dtirr efter varldsdQrr. 
Jag tinskar att vi kunde pA nytt btirja med vagnen. 
Att vi hade annu ett liv 
att fara vidare med i var gr~nsltisa lyckas r-ike 
pA brtillopsfard 
genom karlek,portirna. (V121) 
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Perhaps, ultimately, the netion is linked with the idea of 

the bergd6rr or stend6rr of the mountain kings of ballad and 

legend, traditional material that HM uses for his own purposes. 

"Berget i skogen" is a fairy-tale with a moral: in t.his poem, 

the trolls play the role usually shouldered by giants in HM's 

poetry. Two boys have gone in search of a girl 'som hade bli-

vit bergtagen.! De fann det laga skogsberget ! oeh bultade p~ 

st,ndgrren'. But the girl refused to eeme with them. 

Da f6rstod pOjkarna att hon redan hade vant sig 
att hon hade blivit ftirvand med de nya tingen 
i stillet ftir forvind av demo 

De kinde ocksa pa sig 
att bygden nu inte som f6rr 
brydde sig om troll eller bergtagna. CDLM51 ) 

The cpd mtendgrr also occurs in a metaphor in Vagnen: 

Haftigt vanstillda av olyckan 
rasade vi in i plotslig tystnad. 
Tiden stingde sig om oss 
tyngre an stend~rrar. 

HM is not talking of an ordinary motor accident but of a much 

greater disaster. The poem ends: 

Livsvarmet Angade annu 
som fran ett offeraltare. 
Drog sedan bort med en blAst. 
Frosten kom till var .kog. (V123) 

Sa.n in the light of thes. formations, sommardgrr is a many

facetted cpd which can be said to be truly contextual in the 

same wide sense as silyeryind discussed above. It is, of 

Course, related to the many other metaphoric cpds that repre-

sant a taming of natur •• As we found in Table 62F, words de-

noting parts of buildings are commonly used as vehicles in 

HM's metaphoric cpds. Bergyiag (N121) and molnvagg (Nl10), and 

perhaps also ask (moln.lyiaa (C54) , are sufficiently normal to 

be counted as latent formations, alb,it metaphoric, but gran-·: 

dSUiI. (or arenylgg, see below) i. more creative, and c:onveys a 

similar idea to that of 19yd~rr, grisdgrr and bladport: 
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Blocket niAr·mast grc!'!J.:'!:a~qg!'l 
bar en tattsittande kalott av vindlav. ("Gr-~b 1 DC kf?I"lC.., II ) 

Efter vandringen i stigdunklet 
br ac ker 1 j uskvastar- in genom 9C~,f.lya,9..9.§rn~,*. 

("E,fter- vandlr'i I"lCjE'I',") 

In the following poem, the whole epd is used metaphorical-

ly, but it is also a contextual epd, the pines forming a daF~ 

solid contr-ast to the br-ight ash-trees: 

Askarna ir Ijusa. De har en litthet med 501en5 sken 
oeh sander- det f6rdelat snabbt genom bladverket. 
netta ir- 16vskogsgladje. 
Den sprider sig runtom p~ mar-ken 
och sl~r- upp i vandrarens sinne. 
Han ser pl6tsligt p~ mar-ken ett lyckosken. 
~ven i minnet och l~ngt ifr~n 
tar han sig ofta med vilja dit, 
genom granvaggar- av ~r. (TOB109) 

See also 7.2.2 for the use of vattenvagg. 

The most impor-tant vehicle type in HM's metaphor-ic cpds 

(6.2.7) was found to be 'Textiles', and among these gardin was 

seen to be par-ticularly pr-odl.lctive. With the e:,(ception (::>f (t,lm 

gardin (ML171), all the examples ar-e actually from archive 

poems. Fr-ostgardin occurs in three versions of a poem, one of 

which is printed in Ur- de tusen dikter-nas bo~: 

H6gvinden hal'" sopat runt 
pa himmelens turkosisar. 
Nu tanjer den miltals 
de genombrutna molnen 
till utdragna och l~ngsamt sonderslitna 
frostgar-diner glest f6r-blasta over ~sarna. 
De ligger kvar en timme p~ sin lilla tidrymds hay. 

("HCigvindE?n") 

H6gt dar vinden svalkat himlapannan 
spreta nu de skbna cirrusmolnen 
spr-ider- l~ngt i vinterbl~elsernas fjarr-an 
sina frostgardiner glest fbrbl~sta. 

("Hbgt dar' vi nden sval kat") 

Hogt dar vinden sopat omkring solen 
spreta nu de sk6na cirrusmolnen, 
sanker l~ngt i bl~elsernas fjarr-an 
sina fr-ostgardiner glest for-bl~sta. 

--------------------

(TOB69) 

*See Appendix C for a facsimile of the manuscript. TOB65 has 
"grenviggarna' (in accordance with the typed version), 
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These could well be preliminary studies to two poems in 

common wi th these poems (thm.lgh not t.he wor'd f.r::.G..2:!;.9..i.-,:\.r.:o_Q.oJ....n), 

namely "Ideerna" and "Himmelsmi§.lning", whic::h contain tilE? 

lines: 
Hel J.r·e 5vavar de 
vassade som cirrusskyar, 
en skingrad fenixf~gels 
frostiga vingpennor 
dcppade till tankeskrift 
i flyende hay. (DLM48) 

Molnlandskapet f6r dagen 
ett milsl~ngt anglahi§.r 
scm bl~st ut och stannat 
p~ himlabl~elsen. 

N~gra glansande tofsar hinger kvar 
i cirrusmolnens frostiga hdgland. (DU'186) 

Blomgardirl and hundlclkeqardin are very similaro combinat:lon~'i 

and, in fact, the ccmte}:t shows that !2J .. .Qmgarodi.!l also re+er'''~; 

to hedge parsley: 

Hundlokan spelar m~nggrenat p~ stjalkpipan 
under utbredda ~lomgardin~~. 

(IiScunmarmiaroken ") 

Nar sommaren val kom 
mel Ian hundlokegardinernA i juni 

(liMed solkig") 

The metaphor may well have its roots in these lines from 

"Mul tnande st I..lg a ": 

De vita hundlokorna med sitt skira blomflor 
blev ~destugans sista gardiner. 

(C4<) 

HM has a word for a phenomenon often observed in the forest: 

pa snedd ~ver glantan 
en solgardin av fjun och dagsflyn. 

(IIStekhettan ti ndrarroll , fr'agmf?nt) 

It is not often that creative cpds have a chance of entering 

the common Vocabulary, but solgardin would seem to fill a 

real gap in the language. 
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7.2.2 Some recurring established compounds 

As we saw in 5.3.3, only about 5% of the cpds occur mor~ 

than twice in the main data, and the majority, even of estab-

I i shed format ions, occur on I yonce. Sol nedg~[)g, i.ll? .. tit, .1~ .. f~(;E:.\::: 

b~ and viatten'fall ar'e among the most freque:~nt and the mu~:;t 

widely dispersed cpds (Table 53T); they also constitute 

motifs that HM liked returning to. 

Solo.dglog OCCLlrs 15 times in 14 different poern~; pLltJli~,;I-\c'(j 

between 1931 and 1978. It is also on the list of Gullberg's 

repeated cpds (Table 538) and is of course a popul.31', Cif,E' mi LJht 

say hackneyed, subject in both pictorial art and poetry. The 

immediate contexts of HM sunsets through the years neverthe-

less provide an intriguing miniature picture of the develop-

ment of his poetry and his vision, from the conventional first 

appearance in Nomad, through Passad's typically contemplative 

view and Aniara's wistful imagined and remembered sunsets, to 

the later collections where 'alit' and 'alia tider' move 

towards a sunset in which peace and strife merge, and finally 

to the last occurrence in the posthumous collection which, 

appropriately. signals the end of a life: 

No123 

P36 

C91 

A19 

A199 

GT75 

Glodande aftonsjoar 
lyste i solnedg3ngen 

SoiDedg3ngen i v~ster ir fHr Ilngtaren 
en solens egen vistliga resa om kvillen 

Men solnedg3ngarna Ie 

Vi 13tsas gryning. skymning, solnedq~Dg 

••. spillrorna ur Mimas syner mAla 
i efterglansens firg en kavalkad. 
en solnedging i Aniaras stad. 

Alit lie;;, samlat i en enda syn: solnedgiftDJl.@ 

V39 Alla tider kommer h~r ftirbi 
denna vig till sin solnedg3ng 



DLMBO 

T27 

LES35 

LESS7 

.... 39:? ... 

En flicka dr-ev l1em s(:Jlned.9..'~J:lqens a+t.onko. 
Den lunkade bukig fr-am~t stigens bukter. 
Under· dess hals klang en skalla rned lingonkitb:dtun" 

Str-iden ... oeh fr-iden .•. 
rn6tas i solnedg~nqen 

Kvillens himlavir-ld av skyar- ir- sarnlad till 
§J.2J. .. DJ~ft(l~.un. 

Men solnedgangeo ater-kom till myr-en 
s~ ofta att ett liv till slut var- rdknat 

In an archive poem, the talk is also of the end of life: 

Knappt hinner livet finna livets lag 
f6rrn denna lag slar till med dodens hand. 
Knappt hinner livet mota sommarns dag 
fHrrn solnedgangen stinger- livets land. 

("Med sol mun ") 

In another, it is as if he takes himself to task for having 

been tempted so often by this well-worn poetic image: 

Kvillssolen bredde 
rHda sken pi solnedgangens myrar. 
Nar jag bjod denna 
envisa levnadsstamning fara 

vredgades traden. 
BlistrHrda grenar slog hart 
mot tallarnas kopparstammar. 

<"Jag stannade till") 

Characteristically, solnedgang is quickly followed by three 

novel cpd-formations: HM makes sure we share something of his 

Own fresh delight in the familiar sight. 

'Solnedgtngens aftonko' (DLM80, quoted above) is obviously 

a descendant of the cattle in "Kvall i inlandet": 

Tyst boskap stirrar med gr-ona ogon. 
Den vandrar kvallslugn till vattnet ned. 
Och insjan hailer till alia munnar 
sin jattesked. 

(P70) 

The peace and stillness associated with evening is often 

also, as here, associated with lakes. The first appearance of 

the word insHi is in the above poem in E..assaJ;!. In t.he E!arli(;!1' 

poetry, forests seem to feature more often than lakes (though 
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some ~omad poems about lakes with bathing women). 

Rippled lab?s do occur in HI'1's poetTY, but m05,t elf UIE'1n .\I'l' 

begins 'Tyst g&tan speglas'. Reflections oftE·~n fea.ture, ,MICj 

Sl::! do words like lugn and still (n)a(d). 

Insj~n h~ller kv~llens IjuS 
glidande p~ yattenspegeln (C67) 

Ett svanpar I yste vi tt pa i os j ons_...9..r.'..fln..§J:D_\:J._~;bJ.J~r.:LU~!. 

L~ngs sjon sam stilla lag kom roster hela dagen 
det lugna vattnet ledde dem... CDI M8?) 

N~ckrosvattnet sk~rper sin spegel. 
Klar ligger dagytan 
med vaxblanka flytblad. 
Insioos stillhet ~r en stund sin egen 
med skenbara himmelsdjup ned~t mot gyttjan. 

N~r dyningen stillnede ner 
vaknade klarogd vattenscegeln. 
I sin skenbarhets djup 
tog den molnen 
sam seglade undan at sidan 
in under insitins ogonkanter. 

(L .. E:~:;3H) 

Granarna taggades upp- oc:h nedvclint i §'pJ?~@.l.EL\~IJ.§.t .. 
En flicka som rodde hemat 
stannade av sin rodd och lade 
sin tj~rsvarta bat pi 18k 
sam en mork pupill mitt i insiOnj 6ga. 
Oet val'" en j uni dag, snart bortspegl.S,\d av tkf?r1. 
Men l~nge blev baten hon rodde 
den sjons pupill fordjupad. 

(LES60) 

The peace can be disturbed: the Cikada poem quoted above 

continues 'eller vacklande pA vAgor' (C67) - t.hoU~lh the 

feeling is that this is not the normal state of affairs: 

Tclitt over sjQspegelo snittar 
svalan med slipade vingar. 
Upp frAn sin yta tittar 
storogda vattenringar. 

(TDB59) 
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A water bClatman in I~,\'y'or:" moves ac:r'CI~S!:i a mil'r'Clr' ~sul~facf.~: 

'Under sig ser han alIa sina ~gonblick i ftiljd / ~tergivnd pi 

speglad vattenhimmel' (T42), bL.lt his countel"parts in ~,~:l,r:J.J.:I,(:?D, 

fear that the peace may not last: 

.!r.lS j osommar' 

D~ kilade vattenskr~ddarna till p~ vattnet 
snabbt fr~n alia h~ll for att hinna ta m~tt 
p~ det stillnade vattentyget ftire blast cch byar. 

(V9rJ) 

In the following poem, the bad weather is a fact, and the 

customary stillness is shattered: 

Regnets forsta drappar 
faller pi vattenstillnaden. 
De reI'" ilsnabbt vid insjens nerv 
och hela viken svarar tusenringad. 

Oc:casionally, insjO occurs in a winter poem: 

lOSjOo f~r hjalp av blist och sol 
berjar genast skrota ner sin vinter. 

("1":36) 

But, even in winter, what we remember is the calm summer la~,e: 

Vinterstormen okar. 
Nordan knacker pip~r 
och kastar Spjut ever isen. 
N~sta morgan 
hal'" vassen glesnat. 
80m torr vildhalm 
kanar den kringstrodd 
hemlest over isgolvan. 
Dch vi som minns hur l~ngt 
den en g~ng vadade ut 
i scmmarinsjons spegel. (IIVinterstorrnen bkar"") 

If insjR represents stillness, rcgoblac represent~, be,'\l.Ity 

and fragility: 

En regnbige ar sa Ijuv 
att dan genast brister. 
Eo sonderfallande solsatma, 
en honungsh~gring over bargen. 

(liEn regnb~ge car- s~ Ijuv") 

It. balancing act ('sted pi tal and its fragile, brief life 

(Platt', 'sker', 'n~gra miDl.lter') are often stress(~d: 

H~r latt fastad vid blcmmernas str~lar 
stod en regnbage tyst pa t~. 
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Regndagarnas moln drar bort 
oeh solen blottas. 
Regnb3.gen bygger' si 9 
for nigra skora minuter 
med skimmerfastena bOjda ner 
i granskog oeh sjbar. 
Fastan skyhbg och valdig 
tynger den mindre an en mygga. (LE520) 

The beginning of a poem in Ur de tu!:;en dikt,_~,2.."J?_(;l,L, dppearSi 

to be another version of the same poem: 

Regnridan falld sedan veekor av tung vata 
drar plotsligt oeh ovjntat bort. 
Regnbigen intar dess plats 
nigra skora minuter, 
stir gl asf.!olrgad 
med skimmerbenen i granskog 

Tungsinnet skyndar att torka sig till lattnad. 
<TDB1()S) 

For HM the rainbow is more than an esthetic experience. 

It is one of the words in his vocabulary with a definlte 

Positive charge. Like vallmo and fijril~ it can represent 

Cl..!.!§!.t or ogonblicket. He identifies it with lightnes!:; (WhICh, 

as often elsewhere, he sets against negatively charged wo~ds 

like tung - tyngd - tungsinne) , and with gentleness: 

Den mildhet som ovas jr sk6r i sitt sken, 
en regnbAge domd att forfalla. (GT~?O ) 

Among the archi ve poems are some "Paradi sdi kter"" in pr-oDf 

form, obviously originally intended to be included in the 

suite with that name in Rikter om Ijus och mbrker,. 

Njr miraklen komma som de jr 
uppstAr lltt hos tvivlarna besvjr. 
Blott for de naiva 
frojderna forbliva. 
BegnbAQsvalvet hiller, 
vattnet bjr. 

("Paradisdikter VII: Etir'gf?r Sjob6.'r'g") 

Here the rainbow seems to represent a simple faith in a para-

dime, in goodness and idealism, which HM himself~ and Birger 

Sjoberg, embraced in their optimistic moments~ but also viewed 

with considerable scepticism. 
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'~ere is something of the same idea in the followlng poem, 

but we also here see evidence that the scientist and the peet 

in HM can both simultaneously enjoy the spectacle of a rain 

bow: he can see it as a spectrum of colours and at the same 

time as a 'sketch' of a celestial building project: 

RegnbAgen ar det forsta val vet 
i ett luftslott sam Ijuset bygger. 
Oet passar ingenstans pA jorden 
men ljuset kommer indA hit 
frAn yttersta fjirran land 
och visar den spektrala skissen 
till en av bagarna 
i himlens stad. (LES42) 

The idea is further developed in the following pOf?rn, "[)m 

regnbAgar", in whi ch the raj. nbow begi ns to gr-cJW into i.-\ 

symbol of a perfect state of lightness or relief, unattain-

able for us heavy ordinary mortals, 'jordens barn': 

Begnbagen har alltid varit sk6r. 
Oet ar dess natur att litt forsvinna. 
Men den visar sig alltid pA nytt 
i kraft av ljusets lagar. 
Oess ide ar nedlagd 
i den prismatiska lagen. 
SA ar den verkligan ett tacken 
frAn det stora ljusets spel. 
Ingen onskar att den skulle vara tyngre. 
Den ir en bild av en stor Ilttnad 
storre an Hoppets regnbAge 
som bara sallan handlar 
om 1 atthetens ro, men om tyngre t:i ng vi vi 11 a.C;;)" oeh 1'1,1. 
Oarfor kan regnbAgen ibland irritera 
vart sinne for stenar och handfasta skaft. 
Vi ar jordena barn och hor jorden till. 
Himmelen ar avstAndets land. 
Vi ar mer Eller mindre nedgravda, 
sam vi jU ser. 
Med mull i ogonen. 
81 and vAra mull i gheter. (DU137) 

The rainbow, formed according to 'den prismatiska lagen' is a 

sign 'frAn det stora ljusets spel'. In "Det inre Ijuset." in 

the same collection, where light has split 'till ett minsta 

spektrum I enligt prismatisk lag', there is also an allusion 

to rainbows: 

Oet var som ett solfjaderspel, 
enligt samma lag scm galler for r:...~b~.Q..ill.L WU'I113 ) 
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HI"! also wl~ites about a very cli+'f(:::'rc~nt kine:! u-f 1'3inL:lCwJ., I..~'(' 

sort that is created when light is refracted by the cascading 

particularly lacking in words to describe vattenfall. ~nd 

in HM"s poetry they have inspired iii large number of met3phur 

ic: cpds, e.g. (fr'om three ear'ly poems): 9.r~JJ...:t.L.iJ ... t.(~~l... L.L .. i...p .. p. 

tunna, klyftans skratthus and luttringsv'El.lY. t.o SL.l(;)(~"!~"t. ttlL' 

rock shapes, and forsmHilk, Ijuslek, sitY.E?r~E!'tr~j...rIll.D.£:, ~2:U~11.(LI:. .• 

vattenbrand and asksltija to Sl.lggest the falling watE'I'!:i. ~J.l.(d.:~ 

kar combines the two, the spray and the sihapE! l1·f thf? r'oel lei 

6.2.8). 

"Vattenfallen" is the earliest, and the most l:;tra.ight· 

forward of the three poems, with its cClnventiona,l OpE?rll.nq 

phrase 'vattenfallens silverstrimmor". The poem ends wittl a 

nice example of an established metaphor (Q..y"er·sJ2.-,~r:)J~ .. : 'highly 

strung') being used in a more literal sense: 

Yattenfallens silverstrimmor, 
som slingra sig hogt pi grana bergssidor, 
ha tjusat oss vandrare oeh gjort oss b~ttre ~n vi ~r. 

Vi ha druekit deras vatten 
ur medforda notskal oeh hattar. 
Vi ha stitt vid de hiliga grottorna i bergen 
oeh hort vattnet storta ned 
- i de bottenlosa klipptunnor. -
Ja, vi ha, kylda av kitteldalarnas dimmor, 
k~nt de hetsade, vita yattenfallens st~ndigt dver

spanda liv. 
(1\1047 ) 

In the first half of "Strtimskarlslit" there is a conc:.ellt 

ration of epds, attempting to emulate the intensity of llTl-

pressions provided by the waterfall itself: 

Vildnatur. 
Kvall vid Stora kylans yattenfall. 
Sjuka granar 
risiga av evig vattenradpl~. 
Aldrig en spegel i dess grytor! 
SIOjlekarna dyka ned i angkaren: 
vit dunstguttring, 
stockarnas kalyhogc genom dinet. (NE!6) 
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Nate how the abst.r·act metaphol'- §_LQ ... U ... §.LE\.CIL!~. (~"h i c:h 1 read :;\:" 

morphi sed by i. ts combinati on wi tl1 ttle ver'b phl'''",.~;e !.i:'i.L.!'~ ..... _r.:l.s~J;L" 

The logs, too, are made animate through the metaphorically 

LI!sed kal vhopp • 

HM resorts to metaphors in almost every line in the puem 

"Vattenfallet". The main metaphor is that CJf ~}; .. :t(:~n9...r::i:~.Dj.1., i:lLli 

this is intermingled with that of seeing the falling waters 

as a queen or bride, with an asksl§ii (itself a dual metaphor. 

see 6.2.8) and with the rainbow as a sash tied round the 

bride 'som en Ijuslek" (cf 6.2.5): 

I taggade granitkittlar 
askar for5midtken tusen ar. 
Den slas som till eld 
mot rytande flinta; 
i klyftans skratthus antlndas i vitt 
de morkogda, startande vatten. 

Vargtandsharda spetsar far drottningen. 
~sksloja uthlnges kring danande grotthala. 
Regnbagens skarg 
splnnes som en liyelek om bruden. 
Askorna gurgla: Evinnerligen! Evinnerligen' 
Yattenbrand~n rasar hest! 
Skont vlltrar hlrdens ellnde! 
Det klagar oeh danar i iYttrinqsvatY~n. 
Fortvivlade hOja sig de hoga kaskaderna 
och rama mot himmelen. 

(NE34) 

The paradoxical xattenbrand* is anticipated by earlier phras 

es: 'slas som till aId mot rytande flinta' and 'ant~ndas', 

and it is followed up by "hlr'dens ellnde". Trle sudclf?rl bovill(;:' 

image brought in by the verb r:AI.D.i. in the last:. 1 ine remind<:; u!:; 

of 'stockarnas kalvhopp', but was perhaps included more for 

its sound effect than for its semantic content, echoing as it 

does the vowel-sounds of the earlier ~. 

------------------
* There is a counterpart in a kenning in thE! ICf?landic: Y.L)!;t:::. 
~atal, where fire is mysteriously refer-r'ed tCJ as §'9...~!::'.'~L_ 
n r, 'the descendant of the sea' (Hallberg 1'7'82 plL~8). 



As a contrast to these early poems with theIr interwoven 

images~ there is a later waterfall poem using partly th~ same 

images and voeabulary~ but in a very different way: 

Framfdr vattenfallet i sol 
by tel" regnbagarna lltt och ofta plats. 
De fdrsvinner oeh avldser varandra 
alltefter malnens g~ng 
oeh vattenr6kens sidkast. 
Ljusets litthet oeh fallets danande tyngd 
mtiter varandra p~ stindigt 
tvjttade klippor. (T34) 

Here, HM relies on much more direct means tel c:C)f'lvey thE.' ~"::l(Jl(.' 

impression. There is only one metaphoric cpd, ~'it:t..(~l[JLL:; Lhe 

rainbows are brought in directly - not as an imaginary sash 

for a bride; the contrast between lightness and weight is 

stated rather than implied; and the earlier dramatic 'Evinnor 

l:i gen! Evi nner ligen!' corresponds to the simp 1 e ?":~ .. S\D<;L:i,...~lt. 

Two archive poems offer other versions, with ·f.;:~miliar-

ingredients in fresh combinations: 

Vettenfallet kastar sig 
standigt frAn sin evigt 
overskoljda stenbrant. 
Darunder finns en (ytareh~la 
som med lskande v@ttenkonst 
om igen och utan slut 
gurglar klippgrottan. ("VattenfallE~t ka:itdr''') 

Vattenyaggen faller tungsint dey. 
Solen glltte(plaska( med ljuset kastat i forsen. 
Forsen svarar med stegrade kallsiud 
som hoppar upp och kastar stoc kar- genom im:.5 cQ.L.s\L • 

(IIVattenfallet 'fdIler") 

The ultimate simplicity of waterfall metaphor i.s rE~achE'd 

in "Japansk mllning", in which we again see a distant ~'1 .. ·'J.ter 

fall (cf No47 above), but now depicted with Japanese E.'ccmomy 

Q·f expressi on: 

En spenslig bro pl h6ga styltor vajar. 
Dess bambu knaar till nar bonden g~r. 
En snoyit hastsyaos hanger llngt i fj~rran. 
Det ar ett vattenf@ll i Sugibergen. (C62 ) 
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7.2.3 Recurring creative compounds 

As the majority of HM's cpds, even established formati0ns, 

OCcur only once (Table 53R), repeated occurrences of non-

lexicalised formations should be fairly rare, and one would 

hardly expect to find any creative cpds at all repeated 

a'fter' all, they are created for the moment '::'\rId fOI'· their 

particular context. 

Repetition of a cr'eative cpd within the SamE! p(J<-':~flI i<', Ilut 

so remarkable, and there are several examples, e.g.: 

ensamfagel (FU108ff) 
isorgelkust (C85-6) 
fol ksagehi mmel (VI5) 
helgonlager (041) 

Eroshard (NcI85) 
talmangdsfi 1050+ (A10,2> 
dr6mk6k, drHmstad (DLM25) 

Repeated occurrences in different poems, though lI') UIP 

same collection and therefore possibly linked, an~ '2icJcnewhat 

rarer, but there are a number of 

parkvalv (FU99, FU102) 
gjutjarnsvisa (A56, All0) 
tUndreklot (A7, A81) 
goldonderkung (018, 021) 

eNamples: 

hHstsyrsa (P45, P59) 
ljusarsgrav (AI7S, AIBl) 
feni:<fagc::11 <DLM4!3, DLML2:21 

More interestingly, there are also a few examples of 

creative cpds seemingly having been freshly created for 

different contexts (see Table 53U). Sometimes, the meanirl(] 

remains essentially the same, sometimes the new contGxt ma~es 

for a different meaning. 

StilrnbAV is a fairly transparent metaphor, and bord(0!r~, [)II 

being a latent formation. HM uses it twice. Both times, it 15 

also a verbally contextual cpd. In the first poem, the meta-

phoric hay is also used punning1y: the poem desc:r-ibe!::; a 

"turistresa" , and we travel through tunnels and round a bend 

t(J come upon a stunni nlil vi ew - "of the sea' WOlll d not bE? dll 

unexpected continuation: 
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Och kurvan var livat sj~lv~ upplyste guiden. 
Dar- hade vi en 1 ysandE~ ut.si kt genclm i2.LiArDJ)!;iYJ.~m .. 
Dar slg vi det trestjarniga stallat i Orion. (C4?) 

also found in other cpds, and again there is allusion tu the 

Klidd med en oerhdrd stjarnskog 
ar galaxen en d scm vrider sig i evighetshavet. 
Var I ever- vi dar pill denna ?t i ar:..o..!J.j:..l.'L!@Il.§. kc:m t. 1. nl~:nL 

(,)'7'1) 

Stjlrndjup can have a similar· meaning tCJ §.!:; ... i.i~r:J:.~t.1..!.lY.:.. 1\lul.ic •.. , 

stH~rnhaven"s link with §vighetshci\v above, and ?J'; .. H\r..I:lQ .. :L.UHl::/l":., 

link with evighetssci\l in the following poem: 

Jag letar i stjlrnertiken 
som lyser i rymdernas dken 
i stilrndiupens evighetssal. <DLM 124) 

However, in other poems, we are dealing with a different kind 

C)'f at j Irnd j '-IP: 

Drtimma att sjunka i stilrndiup och klara t.jarnar 
begill den tonande ddden i sillngens vattanringar. 

Here, the meaning seems to be approximately 'still water 

n?:!flec:ting the light of the stars", ancj Wf? ",\ra fE!mincjeci of 

other reflections in HM"s poetry, such as 'skanb.:.ua t!.l..!J.l.L!.lf~L~i~_ 

~. (LES38, see p393 for the te;·:t) and~ ClH:w·e par-tlculdr 1,/ 

of other reflected stars, e.g. PEn stilrna lyser sdnder-

spillrad / till en trilld i bakken" (C81)~ or: 

Btij dig och se. Det finns stjlrnor i killan. 
Mellan ormbunkars speglade blad 
tyst den glimmande Venus lyser. 
Det Ir en grdnskande jordisk natt. 
Stjlrna vid stjlrna tittar fram 
klart som genom ett ftinster i jorden. (DLM82) 

In an archive poem, $tj~rndjyp appears for a third tIme, 

again with the meaning ·stars reflected in water'. In thi::; 

Poem, we are rowing among the stars in the same way as the 
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sti9.§l!:_ (LES60) qW:Jtf..!d above (p393). 

S~ djupt blir alit nMr vi sakta ror. 
80m himlens evighet klara. 
Vi ser i §..iiMr-ndjLlp sl:Jm spegL!:\ si<;l~ 
vi ror bland stjMrnornas skara. 

SjustjMrnan speglar sig i vAr vik. 
Tv~ Aror tar dem pA bladen. 
De f~ngar glansen frAn himmelrik 
och fr~n den himmelska staden. 

("Till Jonas L.ove") 

Among HM's repeated creative cpds are two metaphoric 

formations with a textile vehicle. SoakAgA appears in three 

poems, always in connection with 9!:..S.U. The -fir-st. t.ifTlE~ t.hc! 

word occurs, it is in the shape of a Ku Klux Klan hood: 

Dromde mig vara en neger. 
Jag fAngades in 
av alIt det maktiga vitas 
fientliga vinterskog: 
de snotyngda granarnas 
ridande klan. 
Tusenden kom de i toppiga sn9kApo(, 
trangde sig narmare, tyngre och vitare, 
knep mig i glantan. (C24) 

The image must have remained in HM's mind, though the other 

appearances of the word are not as threatening: 

En ljusning blev synlig i hArdvinterns skog. 
En skiftning av IjuS over himmelen drog. 
En 'lind som var battre bland stammarna kom. 
Och granen i sn~kig!n vande sig om. (GT90) 

Stjarnfjarran i hoghet 
ar koldnattens himmel. 
Hogt lyser valtrande evigheter. 
Tider i virvelgAng. 
Granar med snQkAporna halvlyftade 
som till tigande stjsrntjanst i kolden. 
0, maning till ovning i litenhet 
jag foljer dig garna. 
Genast kanns stigen tryggare. ("StjarnfjarTan") 

In the archive poem particularly, it seems to be rather the 

priest's or monk's cowl that is behind the formation. There 
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are other instances of spruce-trees appearing in human attirp 

och buga.' (N30) ~ and: 

Gran st~r titt invid gran. 
De schalar sig samman 
haIler ett barrbritte Bver linneornas klockor. (T9) 

In V~gen till Klockrike, the shawl metaphor is elaborated 

(and an opportunity of a pun is not missed): 

Med kvistyxan klidde de av granen den §..chaJ_ V,::IFflied cI,}ll 

omfablade sin stock med sus oeh stimningar oeh mbrk~ 
loften om nagonti ng bor·tom. De a.vsl OJ ade skO(.;Je:?ll. 

(VTI·:',l ) 

The other example of a textile metaphor~ yattenslOia, IS 

not associated with anyone particular e>:pm-ience. It mi.(Jht:. 

seem an obvi ous metaphor to I..ISe about a waterf all, but. in 

fact - though similar words (ilsksloia~ N84~ sl..Q.jJ...!s.tfit::., 1\1(:16, 

and imsl~ja, RUMl18) are used in descriptions of waterfalls 

vattenslijia is not, at least not in the poetry. The first 

time HM uses the word is in Nomad 1943: 

En morgon stod den gria hagern hir~ 
den rastade och stod som tranan star 
strax under dimmans latta vattenslojor. (1\ImEI4) 

It does not reappear until Tuvor. This time it has noUdnq tu 

do with a morning mist: 

Kvarnhjul som langesen multnat 
valver sig friska i dr~mmar. 
Minnet ser an sina kvarnhjul 
kladda i vattensl~iQr. <T31 ) 

In an archive poem, the talk is neither of mist nor of a 

Wc'ilter-mi 11, but of rai n: 

Torkan avslutas med ett iskslag 
oeh regnet stortar. 
Skogen tar pi sig yattenslqieO. 
Den ar inte till for skydd 
men for hushillning med vat an 
om torkan snart skulle komma igen. 

(IIVadersk i·f te") 
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Mlnslng has five occurrences in two poems in the m~in 

stand for creative writing in general, for poetry: 

Andra som yvs fbr att de st~r med benen pa jord 
medan var drHmvirld fHrfaller omkring dem till grus 
k~nner ej skaldernas kamp fbr ett manskensord~ 
aldrig det plagande st1nget av stjirnornas Ijus. 

Dirf6r tag nymanens sk~ra, tag den i din hand. 
Den som f6rsummar· en mansk6rd hHr inte till m~nc,!ns; 1 "II\C; .. 

Om slitet och slipet med mansang berittar varje vdg. 
Tusen dagsverken kostar dig detta drbmlivs rag. 

Vassa klor av stjirnglans dig djupt i hj~rtat rev. 
AlIt slit och slip med maosang dig ofta till vanvett dr0v. 
Men varje natt nir mAnens nyvassa skira brann 
yen dina snitt av mansang genom kvinna och man. (CIB19' 

In the archive poem, the word may not represent poetry jt-

self, but something very much akin to it: tradition, legend, 

old values - the stuff that dreams and poems are made of: 

I fj~rran syns tornhbga granar i mandimmans strbm. 
Dir lever som flyktingar bortom var rickvidd och ma~t 
de vlsen och andar som lever i mlnniskans drbm. 
D~r sker bara det som i barndomens sag or blev ssgt. 

Hur h~rligt att vandra i natten uch se denna vy, 
att limna var verklighets tyngande kedja och tro. 
Dir kvclHlssolen lost sig fran pabjuden clag firll"l~,i E!fl LlY 

d~r signerna lever av mansang, dir feerna boo 
( "I -f j arT aHi ~; YiI~; " .' 

In Vagnen, in a poem with the tit.le "!jj§ns!!J.9.", the wm"c! 

seems to have two meanings. The title can be seen as d 

straight-forward latent "song of the moon', but later it 

seems to stands for cheap, commercialised art: 

Fast brukad till mycket i minskornas land p~ sin fdrd, 
som kall hamrad penni ng pii saftstita ~rll:;~ngen~ Vi':\~J, 
som maltavla triffad av skutt fr~n en d8dsrustad varld 
forblir den en skyns astrakan i vart minne~ vAr h~g. (V4S) 

The contrast could hardly be greater: 'saftsbt mAnsAng' is 

not the kind that cost the poet 'tusen dagsverken' or that 

'Yen ••• genom kvinna och man'. 



The creative! ~pd that appears in the greatest numbor of 

different poems is soleld. It is almost invariably uS0rl3~nul 

sunshine breaking into a forest, sunlight among trees: 

Et t. 1 ti'lver k r' LIS k ,301'" agJ .. §~;.lst in 
mot stammens kalla hud (1\151) 

S:imilarly in "Saga", the poem dedic::ated to t.hl? palrltC!I' ,fulill 

Bauer: Nu fbll fran triden kottarna, 
nu ropte trollen: stena'na! 
mad slumpens svamp och sten. 
Men striden blev ftirst~s ej st.rid 
$olelden ar s~ genomblid, 
troll kan ej slass 
m(:d dessa b loss 
som inga nivar haM (N125) 

Also in the later collections, soleld" i!Ei found ,'"rnullq th!:' 

trees: 'Ett spel av soleld g<1r fr~n starn till Sit.;;WI" CDLI'1l.)()), 

and: 
Ovlntad soleld slar in i glintorna och fbrlbser 
tankar som vintrat sig fast 
i tungsi nnets dal. n:;(i) 

Here, the sunlight serves the same pur'pose olS ttlf2 f2\inbCH-'J :i. II 

other poems, as a relief frclrn tL\l'J.9..§.i.Ilfle, and we i',\I'''E' n:'ilIirj(j·· 

ed of the signific:ance of sol in HM's poetr'Y: it ha!,i a 

c:entral place in his world of §innebUde[" and pli::\Y~:; .:;\ 

major role in Li Kan's philosophy: 

Sanningen ir i solen. inte i de tillf~11iga storrnarna. 
Sanningen intrider i' sinnena nir sinne.'si.~ndringE-m Sk(·?I''',. 

den dag da m~nskan fa.ttar soleos sjilvklarhet scm 
upp€~nbar"el SE:\~ 

inte som en slentrianens lampa 6ver struntsj~lar och 
!st.r·untbc?9ill'" (F' 1':;::.') 

Men morgonsolen som gar upp ~r alltid mer ~n kArlsl, 
alltid mer In hat, IBje, sorQ eller ftirakt, 
alltid mer In skbnhet. 
Den ~r 5anningen bortom det plock vi kalla fakta 

Solen, var gemensamma klrlek g~r upp 
oc:h livgivandet gir frin henna genom virlden 

There is an arc:hive poem in which sol§tl9.. clear"ly picksi up 

these symbolic: overtones. Here the sun is not found in arnong 

the trees but in the open meadows: 
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Oft a n ~r j a g blun d a r 
s er jag Se l e n s lin der, 
ser hur i des s l andskap 
undret j i mnt 5i g t~nd er. 
~ver fa i ten vand rar 
solens g y l lne d ran gar 
meja mii s i a ng t h oga 
gras pa guia ~n gar . 

Jungfrur e vigt gl a da 
I e i so l en s ha g a r 
dar e n sol e~ s kap a r 
a li a s omrars daga r . ("0fta ni r j a g blundi::lr") 

If soleld c a n be l i fe - giv i ng, there i s a l s o a rec urring 

creative cpd representing d eath. DOdsflod a ppears in three 

different poems (a nd a l s o in Vagen ti l l K lockri k~). Twi ce 

it h as obvious reference to St y x, t h e mytholog ica l river of 

death, but both time s a l s o to on e o f the migh tiest rivers of 

the world, the Amaz on: 

Overkligare a n na got f lo t Amason a 

Styx flot in fran a lia ha ll 
pa alIa r e gnvagar, 
overallt oundflyeliga 
stakades karonstammar, kar o nstockar 
i virvlar av dods flod e rs samma nf lode n. 

Stundom forefoll den vilda flod e n 
vara Styx och han sag Karon s bat 
komma mot sig och han flydd e und an . 

I en indianby dit han smog 
for att lyssna ut det s prA k s am t a l t es 
horde han den forsta gang v i d namn: 
Amazonas. ~nnu aterstod 
dock for Orellanas sjal att f a tt a 
att han upptackt varldens st or s t a f l od . 
AlIa floders drottning h a r pa j orden . 
Nara vanvett, sarad av en p i l, 
sag han sa den Nya va rld e n s Ni l 
flyta bred och val dig utan sl u t , 
s tundom dodaflod , stundom li vets fled 
outhardligt tung for hjart a t s mod . 
Men i feber hetare a n glod 
foljde han dess lopp trot s o r m e c h flAt. 

<DL M1:n 

Orellana foljde floden at. (Vl03- 4 ) 

South America had made a prof oun d i mpress ion on t h e young 

HM, a nd in hi s memory it s river s l i ve d on as a mysterious 

St1ur'ce of life, as a last hope. "De n dCi e nde ma trosen" c l aims: 
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Jag hdr Orinoce l Den brinqar ett bud 
(3m grenverk~ am bifloder rakt in i Giud.' (C22) 

No wonder then that Boll e, in V.':iqen t. i 11 ... -1:: l.ockr .:LLg, after' 

dying, i s reborn i n to a tribe ca l led 'den b~ckvandrand e s tam-

men" , in a Brazilian village 'v~ster om Rio Purus', a tribu-

tary of the Amazon. We r ecognise the name of t he river and 

i ts deathly water s from one of the early prose book s : 

••. far dit Rio Purus dodande feberflod<EL dyka in i Matte 
Grossos urskog och dir de med svarta bl~nk ande medicin 
bes ka vattenarmar bilda grona hund ramilatunnlar. (RUM1 20 ) 

Before Bolle could be reborn, he had to face death. And 

this is where, again, we meet the word dddsflod: 

••• Sent p~ kv~llen ••• kl e v luff aren Bolle dver i den 
e vart a tr~nga ekan och roddes bar t fr ~n h~lsans d och ut 
p~ dddens hay. Men nir Karon och han hade hunnit 
tillrickligt l~ngt ut fr~n land s~ att ingen s~g dem. 
lade de upp ~rorna~ rests den ens ~ran ti ll mast och tog 
svepningen till segel. Forst seglade de med v~stlig kur s 
en l~ng distans, och sedan med s ydlig kurs en lika l ~ng 

eller lingre. Dddsfloden var oerhdrt bred, stdrre jn nAgot 
jordiskt hay . (VTK360) 

g§dens hay and dodsfloden seem to be equated. It is obvious ly 

Styx, for Charon is there - but it i s not the route to Hades 

but to a new life in the paradise west of Rio Purus. 

80l1e's rebirth has a cautious counterpart at the e nd of 

Lings ekots stigar. There is now no certainty of an after -

life, but it is not ruled out: 

Till att avveckla s ig skall man alltid vara beredd. 
Att tackla av sin rigg, att packa in seglen. 
Vara instilld p~ v~gornas somns~ng och p~ att hug gas upp av 

havet. 
Skeppets sjil skall en g~ng limna skeppet i en liten bat i 

D~ skall matrosen vara med, 
skramd och blottstalld, men beredd 
for en lingre och mBrkare fard. 
Ingenting har sagts och ingen har v~gat fr~g a . 
Kompassen en annan. 
Havet ovisshet. 
Kanske finnes en okind B. 

piElssaden. 

(LES75) 

Neither 'dtldens hay' nor d§dsflod are mentioned, but dying 

is again seen as crossing the water. This classical image 
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i s given a personal tou ch by thf:? inclLlsion c) 'f th e favoLlritE~ 

HM wards matrosen and gassad e n. 

The poe m is strongly r e mini scen t of D.H. Lawrence's much 

longer poem "The Ship of Deat h" 1. F'r'obably coin(: ident. i3. ll y, 

Lawrence in this poe m u ses t h e word death - fl ood: 

We are dying, we are dying, we are all of u s dying 
a nd nothing will stay the death - flood r ising within u s 
and soon it will rise on the world , on th e outside world. 

The l ast time dBdsf lod appears in HM 's poetry , it daes net 

refer to Styx or the Amazon but is used more in Lawr ence's 

sense, and seems to stand for the hum a n condition: l ife it.-

self and the inevitability of death~ : 

Vi trampar alltid vatten 
den ene efter den andre, 
till dass vi •.• 
Hel a l i v e t en vattentrampn i ng 
i alIa tider trampas de d~nande vattnen. 

Vad drommer vi om medan vi s~ trampar? 
I<anske n~gon g~ng am s jalens lyftning upp LlI'" !i.i:idsfl..9.!1@. 
Detta att man till slut inte kan hj a lpas d arur av 

vanl i ga hande,~ 

om an aldrig s~ hjalpsamma. 
(V36 ) 

When Orellana describes the Amazon as 'stund om dHdsfl od, 

s t.undom live ts flod ' (V104), it can obviously be und erstood 

literally: the great river bein g both a l et hal danger a nd a 

provider and communications l i n k. But it can also be read with 

a mare symbolic meaning: life and death overlap and merge, as 

they do in the poem that gave ri se to the parado>:ical d Cic:.!.!i 1 iv: 

v e m levde val annu, och vilken var dod ? 

I vassvikens dy dit var vana ej ser 
och godheten s vilj a ej tranger 5ig ner, 
dar andrades intet i d§d s liyets tex t; 
i urtida banor gick rovlivets vaxt. 

---------------------

( F'50) 

1 Se lected poems, Penguin 1972 p253 (org inally in Last goem~, 
1929) 

~ Cf also dodsforsen in "SLlll e rprov " (7. 3 . 3 ) 
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The par a dox ean a l s o ap ply to human being s : 

L6vsuset ~r som Ijudet a v orikneliga ving ar 
ur tiden s flykt. 
Varje nu har ett e get vingpar. 
Lyssnar du djupt inunder 
ta l ar i hbsttr~den s kron or 
vftrar oeh somrar i blandn i ng. 
Vintrarn a kommer dig fry sande nira. 
Livs vind oeh dodsvind bl an d ~, 

talar i tung si nt moln kvi ll 
med tidens v~gor. (T67) 

Whether we believe in a transmigration of souls, in a 

Chri s tian afterlife or in a mor e Darwini an continuation of 

life on earth, HM seems to be saying, lif e and death are per -

haps not the absolutes we normally assume them to be. 

The fact that several creative cpds do recur in HM 's 

poetry is an unexpected finding in itself: 

Betecknande for de utpriglat litterira komposita ir 
att de mestadels har tillkommit for att till gcdcse 
uttrycksbehovet i en alldeles best~md si tuation. 
Mycket ofta forblir de ocksa momentana oeh ~terkommer 
aldrig, varken hos upphovsmannen s j i lv eller andra. 

(Ha llb e rg 1970 p134) 

It is even more interesting to find that the discussion of 

these repeated creative cpd formations has t aken u s f rom 

outer space (stiirnhav, stiirndiup), vi a nature ( sti~rndiup, 

Sook~p~, vattensloia, soleld) and poetry it se lf (ml n slnq) to 

metaphysical contemplations on lif e and death (dbdsflod). 

It has, in fact, given us cause to c on sider some o f HM' s 

major themes and concerns, wh ic h l ends suppor t to Ha ll berg's 

statement (1970 p135): 'Just i valet BV samm a nsittningar rOj er 

en litter~r riktning Eller en enskild dfktare ofta mycket av 

sitt poetiska ideal och sin livssyn'. 
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7. 3 Compounds as a conscious poetic tool 

What justification is there for i solating the cpds, as I 

have done, and ana l ysing them and their use? Wh at evidence 

is there for believing that HM reg arded cpd s as in any way 

special words? How conscious was he himself of th e c pd as a 

powerful poetic tool? 

7.3.1 For. grounding a nd promin e nce 

Some features of poetic langua ge that the reader, critic, 

l iterary historian and linguist pick out in their ap precia

tion or analysis are poetic dev ices deliberately employed b y 

the poet (e.g. rhymes, assonances , f or ma l metre), while 

others will have been produced more intuitively. Th e border 

line between poetic intuition and craftsmanship is of course 

a blurred one . Wh e n I s uggest that HM 's creative cpds a re 

'foregrounded' and 'prominent', I do not by th a t wish to 

maintain that foregrounding cpds was a definite strategy an 

his part, or that he deliberately placed th e m in key posi 

tions. On the contrary, I think t h at the cp d usa ge I have 

observed is much more l ikely to be the result of h is intui 

tive gift for expression, and of his strong urge to use th e 

language generally in fre s h ways. 

After the previous section, in whi c h we tried to p enetrate 

the meaning and significance of some creative cpd form a tions, 

it is important to remind our selves that, in poetry, words 

are not only chosen in order to 'mean': they also h a ve an 

esthetic value of their own. 

Creative cpd formations, by the very fact th a t th e y dev i 

ate from stan dard cpd formations, are 'foregrounded ' in the 
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Prague School sense of the term. Foregrounding could perhaps 

be translated into modern media jargon as 'f eatur ing' , i.e. 

holding up for special notice. It i s " the esthetically inten-

t:lona l violation of the norm' (I'1Ll i<arovsk y 1964 p1G). In 

poetic language, foregrounding "is not used in the services 

of communication, but in order to place in th e for egroun d th e 

act of eHpression, the act of ~;peeci"\ itself' <ibid. p19). 

Syntactic foregrounding i s ac hi eved by bending or breaking 

the syntactic rules of the standard language. As discussed in 

2.1.2, the formation of a lat e nt or creative c pd is part of 

the transformational apparatus , it is a syntactic choice 

available among others (e.g. a g e nitive phrase, a p reposi

tional phrase or an adjective+noun phrase ) . The c hoi ce o f a 

cpd in preference to any other noun phrase is th e r efore a 

syntactic choice. The syntactic rules to be broken in fore 

grounding are, in this case, th e normal rul es for cpd forma

tion. The creative cpds are different from l atent form ations 

c hiefly in that they e Hploit seldom, or never before, used 

semantic cpd - forming rules (see 4.2.3). 

There is a cl ear di stl ncti on btl! twee n fIJreqroLtn(1.iD..9., as 

discussed above, and prominence . "A poet often bend s the laws 

of ordinary language where his des ign most asks u s to notice' 

(Freeman 1975 p21). There are 50me obvious places in a poem 

in which words are especially noticed. Thi s is connected with 

the 'skeleton' of the poem, its rhythm and line structure. As 

shown in 1.2.2, line-ends in HM tend to coincide with syntac 

tic group boundaries, often major ones l ike clause or sen 

tence ends. Syntactic constituents are rarely broken up by 

line divisions. Thi s means that the s light break always 

implied by the line-end is emphasised, and the final word of 
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the line, which a lways has a certain a mount of prominenc e, 

tends to be particularly emphatic in HM 's poetry . 

When a foregrounded un it is placed in a promine nt position, 

it has ma x imum effect. Th e r e a re a t l east six possible de -

grees of line-end prominence. Th e y are, from the weak est to 

the strongest: 

1) line (but not constituent) final position 
2) line and constituent final position 
3) line and clause final position 
4) line and sentence final position 
5) line, sentence and stanza final position 
6) line, sentence and poem final position 

Examples: 

1) de som sammanlagda visar samhallsvarel sens 
abstrakta fotsp3r (T22) 

2) ••• innan dess stamningsdod 
g3tt forlorad i kalla ogon. 

3) Tankarna vandra p3 maskrosors klotmoln 
oeh Over angar ••• 
.•.. spelar spindeln 

Traden har tappat den rika frostf~ngst 
de nyss hade kvar i risen. 

4) Dessa bl3a berg ar stoft och so lrok. 

(T0883) 

(V66) 

(T0843) 

Strack dig ut fr3n dig sjalv, glid bort en s tund. (GT39) 

5) En morgon stod den gr3a hagern har; 
den rastade och stod som tranan star 
s trax under dimmans latta vattenslojor. 

6) I Vagnen fardas vi mot bad och manfrojd, 
mot lovad midsommarlycka 

(Nm84) 

eller traflisig dod genom fillda bommar oeh 
evighetsgrindar. (V11 4 ) 

A creative epd used in a prominent position is given th e 

necessary time for it to sink in with the read e r a nd take 

effect. The more adventurous the formation s - particul a rl y 

TGO and 'traffande uttryck' cpds - the mor e space they need, 

i.e. the more effective they are if they occur in the strongly 

prominent positions. This partly explains why th e TGO cpds in 



- 41. :3 --

Nat~.!l':.~ often crowded toget.her in th e same 1 i ne, ar-e 1 ess 

effective than si milar cpds in the l ater- poetry . These are of 

C::(Jurse not all 1 i ne--f i nal, bLlt tllf? Spi:lCe t hat such cpds nf?ecl 

can also be provided by putting t h e new formation s into simpl e 

c::ontexts so that they do not h a v e to compete with other 

poetic effect s or with each other. 

My impression is, howe ver, that many of HM 's striking, i .e. 

foregrounded, cpds occur in prominent posi t ions. To test th is 

subjective notion, but withoLlt wishing to miake a complet e 

statistical investigation, I have look e d at the c o mpl ete 

lines of HM poetry quoted in Chapter Six (for r easons that 

have nothing to do with the position of th e cpd within the 

line). In each case, the position of the creative cpd 

(initial, final or medial) and the length of the line (in 

number of words) have been recorded. 

I have noted a total of 194 cpds in 188 lines compri s ing 

967 words. The mean line leng t h i s ther-efore just over five 

w(Jrds. If it is assumed that, in a random di s tribLttion, a 

Ncpd may appear in any position in th e lin e with equal proba

bility, one in five of the rec orded cpds (i.e. 39) cou ld b e 

expected to occur finally. However, as a singular ind e fini te 

noun in Swedish is normally preceded by an ar-ticle o r o ther 

determiner, line-initial position of Ncpd s may be unusual. In 

my examples it actually only occurs eight times, and I ha ve 

decided to disregard the initial Ncpds. That l eaves four 

Possible positions for the remaining 186 cpds, and one cou ld 

expect a quarter of them (i.e. 47) to occur in the line - final 

Position. In fact, 60% (112) are line-final. For examples, 

see Chapter Six, e.g. the si lver-cpds in 6.2. 3. 
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A word's position in the line is not the only measure of 

prominence. Commas, full-stops and other punctuation ma rk s, 

as well as rhymes, wi ll further emphasise the pause at the 

e nd of a line. Extra prom i n ence is a l so ac hi eved if a ward i s 

given a line to itself. or almost to itself, p articularly the 

final line. There are many examples of 'punch- lines' consist -

ing of just a noun phrase, with a creative cpd as the head: 

Jag ~n skar att vi kunde pa nytt b6rja med vagnen. 
Att vi hade annu ett liv 
att fara vidare med i var granslosa lyckas rike 
p~ brollopsfard 
genom karleksportarna. (V1 2 1) 

Ratt gestalt valde Psyke, 
fjarilsdrakt, nuets kappa and~ evig. 
Den ratta latthetens seger OVe r tyngd och tid. 
Omtagbar varje stund pa de nna sidan daden. 
sam en solblinkning. (T33) 

Thus, several factors can work together to produce a 

heightened effect of prominence. To d e monstrate thi s , I wan t 

to analyse in detail two poems in which creatively formed, 

i.e. foregrounded, cpds are made prominent both by their 

Positioning in the line and by linking up with each other and 

with other words in the poem. 

Line 
1 
2 
3 
4 
5 
6 
7 
8 
9 

10 
11 
12 
13 
14 

AlIt det l~gvaxande finstaller 5 ig 
for sitt och de sina 
i sin finurliga l~gvarld 
mel Ian skogsmaktig gran. 
Det Ijust vanliga bl~barsri set 

val besatt med riktiga sm~ lov 
de buktiga lingonbladens marka l aderglans 
och OVer dem i klasar 
lingonklockorna. 
Dar marken sluttar ner 
mot upptorkat sommarkarr 
vaxer odon. 
Dar ordnar en spindel 
sitt f~ngarsilke. (LESl8) 

If the poem is reduced to a simple cpd matrix, the r elev-

ant structure shows up clearly. All c pds (including adjec -
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tives and verbs) a re recorded, creat ive Ncpds (bearing in 

mind the s ubjective nature of the ide ntifi cation of these) 

in capita l s. Simplex word s are represented by dashes. 

-------------------------------------------------------------
Cpd matri x for LES18 

Line 
Lin e 
final 

Degl'- ee of 
pr'omi n ~?nce 

-------------------------------------------------------------
1 I ~gva:< ande finsUUler -
2 - - - -
3 - - - LAGVARLD NCPD ~, 

..::. 
4 - skogsmaktig -
!'5 - - - bl~barsriset Ncpd ,-, 

.:. 
6 - - - -
7 lingonbladens - LADERGLANS, NCPD, 3 
8 - - - - -
9 LINGONKLOCKORNA. NCPD. Li-

10 - - -
11 - - SOMMARKARR NCPD 3 
12 
13 - - -
14 - FANGARSILKE. NCPD. 6 

-------------------------------------------------------------
The matrix shows that the majority of the Ncpds oc cur at 

the end of the lines (only lingonbladen s does not). The 

five creative cpds are all line final, and occur in roughl y 

alternate lines, providing plenty of s p ace for the m to 

'breathe'. The two most interesting formation s, lingonklockor 

and fingarsilke, are both sentence final and are both give n 

extra prominence, the former by being given a lin e to it se lf, 

the latter by being poem final. In addition to the asson ance5i 

in lines 1-3, there are also phonetic lin ks b etween the cpds: 

lagv.xande I l~gvarld I blabar; lingonbl a dens .. . I l derglans; 

iommar- I fangar-. 

The repeated lAa.- and 1 i ngon- are e:< amp I es of a no ther 

common way for HM to give cpds prominenc e : r e pet iti on of 

elements. In the same collection, there i s a po em about th e 

continually changing sky, momentarily seen as a ma p*: 

_._------------------
*Cf, many years earlier, HM's referenc e to 'ett 
frankrikestort tak av ... ballongmoln (KF3 1'. 
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6 
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11 
12 
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Melnt~cket dregs sakta i s~r 
BV lyftande htigvindar. 
De himmel sbl~ h~len i moln en bl ev tydliga 
och l~g d~r sam sjtiar 
tippna och ut s pridda pI moln kartan. 
St~n digt omtecknade av vind stb tar 
och av dragningar utAt i molnv~ven. 

Kartans konturer fbrd es 
till nya och avl~gsnare orter av him len. 
De l.mnade i mitt en ett hay . 
BIA have t kallat. 
Stundens hay. (LES16) 

A matrix highlighting the cpds and key word s/elements 

s hows the structure, with the repeated e l ements forming a 

clear pattern: 

--------------------------------------------------------------
Cpd matrix for LES16 lDegree I 

I Line lof pro-I Key e l e ments and 
ILine I finallmin encel words 
-------------------------- 1------ 1------- '------------------

1 Molnt~cket - - - moln -
2 - - HOGVINDAR. NCF'D. 1 4 -vi nd 
3 -himmelsbl&- - - 11 i. mm e l -
4 - - (sjoar) Sj (): 
5 - - MOLNKARTAN. NCF'D. 4 mol n '- -kar·ta 
6 - vindsttitar Ncpd 2 vi nd --
7 MOLNV.iS.VEN. NCF' D. 4 mol n -' 
8 (Kartans) kart a 
9 - - - - - - (himlen). I hi mmel 

110 - - - - (hav) , h avl 
III - (havet) - hc":\v I 
112 (hav) • h ay: 
--------------------------------------------------------------
Again, we find the poem weighted towards th e end of t h e 

lines, both as far as cpds and key word s are concerned. Only 

one of the five Ncpd s - molntlck et - does not appear in lin e 

final position but, as it is the opening word of the poem, it 

is not without prominence. The three creative c pd s are spaced 

out, .'ind are all strongl y promi nent, b ei n g sentence final as 

well as 1 i ne final. The el ements mel n a nd ~J1l.:i a l ternate in 

the first half of the poem, and every l ine cont ains one key 

e lement/word, and only one, except line 5 wh ere moln kartan 

combines two key elements. The " ungr a mmat ic a l ' full stop 

whi c h isolates the las t phrase Stundens h ay pick s i t out as 
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a concluding punch l i ne. The phras e does not come as a great 

surprise as it has bee n carefully l ed up to by the many 

mention s of the c hanging map and by the repeated word b.~y. 

The concl Lldi ng word f<l1lngarsj_1 ke in th e previ CILIS poem, on the 

other hand, works by its surprise element. 

It is not at all unusual for a HM poe m to conc lud e on th is 

type of pithy line, a phrase or word that form s a cli max, or 

that is a synthesis or summary of the id e as in th e poem, a nd 

towards which the whole poem seems to point (c f 1. 2.1 ) . The 

phrase "Njsslorna blomma', for example, first appear s as the 

last line of a poem (N72). The most well - known of these 

punch-lines is perhaps " Giv Doft i Blomma" (Na7 2 ), quot e d for 

instance by Kerstin Ekman in her inaugural s peec h to the 

Swedish Academy: " Det var den beromda dikten "G iv Daft i 

Slomma" som gav mig den forsta aningen om vad ett s p dAk ar 

annat an en sjalvklarhet' (Ekman 197EJ p6). The poe m i s 

actual 1 y si mp 1 y call ed "Di kt", and the phrase Ekman remember-s 

is the final line. 

HM had a certain weakness for foreign -sounding n a mes, a nd 

exotic names or phrases are sometimes left to ring in the ear 

at the end of poems - to mention just a few examples: 

'du - oandl i ga VON humana?' (No129) 
'Vid Ptjom Banna!/Vid Djam Bvabamu!/Vid Nj amkan gan za ! (N8 ll 
'sitt vassrika fjarrtrask vid Jeni sej' (F'2 ~» 
'en ny passad, ett nytt Gondwanaland' (P24) 

In Aniara, almost a third of the Songs conclude with a n a me, 

sometimes as part of a final nOLIn phrase, e.g. 'Q.or i ~ dalCar")" 

(Al0, 160, 210, 217> and 'Mimas sal (ar ) ' (A50, 20 1), but 

mostly as the final word of the poem: 

Gond (Al0l. 140) Rind (Al05) Xinombra (AB7, 155 ) 
Isagel (A6~n Chebaba (A74) Libidel (A76) 
Dorisburg (A30, 54, 121) 
Aniara (Al3, 33, 42, 48, 56,161,195, 2 14, 2 15) 
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In the l ater poetry~ it is often a Ncpd that i s placed in 

thi s key position~ as a culmination of an idea d eve l oped in 

the poem. It is especially common in short. poems, e.g. the 

nature vignettes. 

Sometimes it is a latent or established cpd used as a 

striking metaphor that concludes a poem~ e.g. 'och in sjbn 

ho'Uler till al I a munnar I sin ic'i:ittesked' (F'70) , 'RClv sUjndo l~ n a 

'" I Civerlamnar for en minut / en stilla bild I ~t. ~f!.t..t§J:l=. 

§pegeln (LES14), 'Korsspindeln .•• 1 f~ngar • .. uppehill e d irekt 

i si n 1 evnads ci rkusnat (TDB100), 'dar flskan I antligf?n 

kommer" skramlande / med sin regntunna' (TDB7 1 ). 

But mOre often it is a creative contextua l fClrmati on - ' ett 

traffande uttryck' - that is given th is prominent position. 

Sometimes they pick up elements from earlier lines : 

Igelkotten ••. 
visade 

hur man tar solstr~lar 
och h~ller dem stilla, stilla 
p~ igelkottsstr~lar . (N1 23 ) 

I sommarens mitt var blomma n sig sjalv, 
hennes vingslag var sommar. 
Fr~n grodd till fro var han p~ flykt 
med roda vallmovingar. (C66) 

Akta sanning 
forsenar sig inte. 
Den ar hlnsynsrik, 
har grynings kraft och morgonogon. 
Den vet sin vag och hal" flr ska kartor. 
Med nytimrat roder styr d e n ut 
ur morgonhamnen. (V78) 

Gokrop och v~gkluck guppar, doppar sig i speglingar 
medan sommarljuset II" 
upp och ner hela nattdagen oeh d ag natten 
som en sommarens ljuspump, 

dess ljushjlrta. (IOG okrop ") 

As the last example shows, s ever al cr eative cpds can work 

together very effectively. If th e y are not. obvious ly connect -

ed, however, they tend to clash: 
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kastade sig evighet en tung oc h krossand e 
mot dessa nagl~a unga so mmarvar..fl.f..9.l.L 
i nystul en gl a dj ekarra. ( "Sommartidtabellens") 

Here, before there has been time to "d igest" it, sommarvarg -

folk has to be ab a ndoned for gladjekarroa . 

The most effective formations are probably those that take 

the reader by complete surprise - provide d they are given 

enough space. For these, the pause afforded by th e poe m-final 

POsition is particul arl y wel come, p e rh aps necessary~ for the 

new formation to be fully appreciated: 

En axelryckning arvd fr~n forna dar 
ir alIt han kan: ett isigt andens flin 
a v bitter Hdslighet, en varldsgrimas. (A99) 

Att minnas innu medan tiden svinner sam sma streck 
alIa Hgonblicken titt intill 
nuens narhallsliv. 
Solstralens morgonsting i tuvan, 
harkrankens spinkbensafton. (T44) 

Med brlnnvins~ngans str~k am pannan skrek skogarnas bir sark 
bland granarna i knytnavskvllien. 

("AlIt trHttare ... dc>g Llndan") 

Ga ut och lat Hgonen leva fria och rik a ~ 
och Hronen samla in av livsl ngarnas surr . 
Annu g~r din bHlja anda ut till Hn. 
Annu brummar i grlset din levnad s narhetshumla. 

(IIG ~ ut") 

HM's creative cpd formations are, of course, not al l 

placed in prominent positions in the way I have descri b ed , 

and I have not attempted a full statistical investigation to 

find out exactly what proportion of them are . However, there 

are enough examples to indicate that, intuitive ly at l east, 

HI"! treated them as special words which can sLlccinctly put 

across a feeling or an idea, and he gradua ll y - intuitively 

or consciously - developed an understand i ng for the fact 

that, in order to work, they need a certain amount o f s pace . 
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Evidence of syntactic choice 

There is no doubt about HM gener a lly bei n g a linguisti ca l 

ly highly aware writer . The manuscripts in the a r chive show 

how poems have been worked a nd reworked, lines and sections 

interchanged, words an d phrases a dd ed a n d r ejected, cpds 

form e d and di ssolved . Not e ven publi shed poe ms wer e fini s hed, 

as far as he was concerned. Almost every sentence he wr ote 

bears witness to his urge to express himself fre s hly. 

If the use of cpds is a syntactic choice, wh at indi cations 

are there in HM's writings that it was a c onscious c hoice on 

his part? 

Split compounds 

There are a few examples of HM experimenting with th e 

normal formal patterns of cpd - formation. The fir st constit 

uent in a (determinative) cpd is always indefi ni te, whereas 

in other combinations of two singular nouns, the fir st noun 

is in the genitive case and normally appears either in the 

definite form or" with some indefinite determiner, i.e §.Qill!l@!"-=: 

oatt, sommarens natt, en/min sommars natt are all felt to b e 

grammatical, but *sommar natt a nd *sommars natt are not . 

HM, in a very few cases, actually chooses these l atter, 

'ungrammatical', types of noun phrase, whi ch can be regarded 

as a kind of sp lit cpd formation. (Simil ar formations in Eng 

liSh would be seen as cpds. ) The main reas on for this syntac 

ti c choi ce may well be rhythmi cal. Th e c pd ?omm~.n.~"t.t has a 

grave tonal accent with one main stress . The combination 

lliJmmar natt has two equal stresses, one on eac h word. 
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In the poem entitled IJLlninatten"~ the last stanza begi m; 

'Juni natt blir aldrig av'. The split cpd is a way o f main 

taining the pattern of a natural stress falling on the third 

syllable of the line~ which i s evident in all bu t two lines 

of the poem ('Skymningsb~rd ..• ' and 'glidande ... ' ), and cer -

tainly in the first and l as t lines of each stanza: 

Nu gar solen knappast ner, 
blindar bara av sitt sken. 
Skymningsbard blir gryningstimme 
varken tidig eller sen. 

Insjcin haIler kvillens IjuS 
glidande pa vattenspeglen 
eller vaeklande pft vagor 
scm langt innan de ha mcirknat 
spegla morgonsolens lagor. 

Juni natt blir aldrig av, 
liknar mest en daggig dag. 
SIHjlikt lyfter sig dess skymning 
och birs bort pa ljusa hav. 

"F ardebrev II has a mLleh 1 ess regul ar metre: 

Akta sanning 
forsenar sig inte. 
Den ar hansynsrik, 
hal" grynings kraft oeh morgonogon. 

(C67 ) 

Den vet sin vag och hal" firska kartor. 
Med nytimrat roder styr den ut 
ur morgonhamnen. 

(V78) 

Nevertheless, the reason for Q.L'ynings kraft instead of 

*gryni ngskraft (wh i eh WOLII d have b(:en analogoLls wi th morg Q.!l::. 

ogon in the same I ine) must be rhythmi cal: ' ha l" gryni ng s 

kraft' matches exactly the rhythmic pattern of 'Den vet sin 

vig' in the following line. The split form a l so s lows up th e 

pace: the first three lines have two main stresses a nd, if 

bcth noun phrases in the fourth line had been c:pd s , the tend -

ency would have been to read that line also with t wo s tresses, 

hurrying over a number of unstressed syllables a nd not giving 

the creative epds the necessary breathing-room. 
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Two similar- for-miat.ions ar-El 5tr"Llngly preJminent in "Avlae]s;E~t" 

- they form it s punch - l i ne. Here, the r-easons and the effect 

are mor e subt l e. It is a nost al gic poe m about unspoilt natur e 

as a sour ce of inspiration: 

I skydd av e n obr-ukb ar- myr 
fann jag en sIng, 
ej sangbar med fr~mmande in ifr-Inklanger 
talade den till mi tt hj arta 
s om till en i hemlighet invi gd ech f Hr- l upen. 
Sammansusad av granar 
cch med fAgelropet till tornur 
kallade den a lI a skogens ting 
till d er-as egna tider och mbten: 
till lingene mergon och tranbar s a ·fton. (OLI"117) 

Tranb lrs could be a plural for-m and th e l ast noun phras e 

perfectly normal. However, the evocative ferm ation l~ngon~ 

wi th it s overtones of an arched cease endi ng (ef. pI si st.Q!J.££ 

a nd Atminstone) f a vour s a split c pd (or possibly a dj ective + 

noun) interpretation of linge n e morgon and, by analogy, alse 

of tranblrs afton. Because ef the split, meJrgon a nd af,to.o. 

receive extra stress and are contrasted much mor e strongl y 

than they wou ld ha ve been as final constitue nt s in cpds. The 

slight touc h of archaic language, and the slowing down of the 

pace caused by a l arger number of fully stressed sy ll ables, 

are both well in tune with the general theme of th e poem. 

aenitive phrase versus compound 

A very similar poem to the one quoted above i s f ound in 

the archive: 

De n sAngmo han inte kan und vara 
glr fra m emot hanom pa minn esstigen. 
Det Ir i hans bd s lighets skog 
i den sanna ensamhetens 5 n b. 
sa trlng Ir stigen 
at t de tva genas t uppg l i varandra 
i e n sIng am tranb a r sroda l lppar oc h sno. 

(IIDen st:\ng rno" ) 
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n,is po~m contains two genitive phrases of a kind that is 

parti cularly common in poe t ry (see 1.3.2). Some a l terations 

i n the manuscript s show that HM eften fac~d the choice b~-

tween a genitive phrase and a cpd. Below is wh a t appears to 

be th e final version of a n unpubli s hed poe m en a famili ar 

theme - a lake with a water boat man: 

:It NMrmast intill det sk enbara 
l~tt stretande p~ sin egen s kugg a 
befar vattenskr~ddaren den speglade daghimlen s sken . (1) 
Ror sig med rastlosa stotar 
p~ ljusningsstrimmor oeh lugnvattnets sl~tor . (2) 
Alltid t~tt p~ spegelytan (3) 
van vid Ijusf6rvillelsens spel (4) 
has himmel oeh sjo. 

( Ii Narmast intill") 

The elements in the e mphasised cpds and phrases have been 

picked up from other phrases in an earlier, heavily amended, 

version of the poem ( :It " Vattenskradd aren "): 

(1) dagem. sken 
vattenspegeln .•• himlens sken 
det speglade himmelsskenet 
den speglade dAghimlens sken 

(2) lugnvattenslator 
lugnvattnets slator 

(3) p~ vikens sakta 5vangande spegel 
p~ spegelgrans~n 
pI. spegelytan 

(4) hemma hos ljusforvillelsen 
van vid ljusf6rvillelsens spel 

The final choice is s ometimes a cpd, sometimes a genitive 

phrase including a epd, but in every case ther e is evidence 

of HM trying out different syntactic possibilities. 

In another archive poem, he tried a straightforward choice 

be tween a genitive phrase and a cpd, u si ng the same e l ements, 

a nd came down in favour of the epd: 

--------------------
# See Appendix C for facsimiles of the manuscripts of all 

poems marked with this s ign. 
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# Runt omkring i n kl~mt i Ikerr6sen 
vaxer det slln och nyponrosor. 
Stackmolnen Ingas mot bllhimmel sfonden. 

t i 11 Hi. 11 es.f..J ad len ]-
tl.l lf a l.lets ·f jaril (ar) } rastal~ pI stenen. 

( IIH ogt i backliclens") 

In the publi s hed poetry, one can find examples of the same 

t wo eleme nt s sometimes bei ng combined into a cpd. sometimes 

into a gen itive phr ase, with n o appreciable diff erence in 

rTll~ aning. In Grasen i Thul e there i s a poe m called "Grail::. 

skogaOJ..S," (GT50 ) and a nother t hat ends ' M~n en •.. / slog i 

s itt tornur i granen s skog ' (GT7 3 ). A cpd has the advantage 

that it can, in turn. be Lls~? d in a g e nit ive phrase : " Runt --

o rnkri ng oss r~gens gL.lI a h avsvi k / famn a nd e e n qran!:;kc::l,9.2..J.AIl.Q£ 

!,.Idde · (N029). Compare also g;om ma rdorr (C32 and V1 21) wi th 

sommarns dorr (TB53 ), and braken skog (T71) with formation s 

like vassens skog (Nm67) a nd nat en s skoq (C71 ). aftonvass 

(N053) with kv a llens gris (Nol17). One unpubl ished poem h as 

bladport ("Garna flyr"), another glantan s port (fr agment on 

reverse of "Gammal sp3nkorg"). 

TWice , a cpd is c ontrasted with a parallel genitive phr ase 

in the same line. The reason s may b e rhythmic al, but the fact 

that an unexpected st ruct ur e draws attention to itself may 

have been a contributory factor: the semanti c contrast is 

Lmderpinned by the syntactic difference : 

bladet i hj artfor m glimmar i forgangel se 
forgyllt av so luppglngen el l er so l en s nedglng. 

<F'12) 

Nara vanvett, s~rad BV en pil, 
s~g han sl d e n Nya var lden s Ni l 
flyta bred och valdig utan s lut, 
st undom dodsflod, stundom l ivets flod 
outhardligt tung for hj artats mod. 

--------------------

(V104 ) 

# See Appendix C for a f acs imil e of the ma nuscript 
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7.3.3 Manuscript evidence of the evolution of noun compounds 

Published poetry 

The HM archive contains manuscripts not only of unpublish -

ed poetry, but also of different versions of publi shed poems 

im d a mended versi on s of proof cop :l es. Change!:; and al t.ernati v €! 

formulations in other versions can throw ligh t on how parti -

cUlar cpds might have come abClut~ a nd can indicate HM's atti -

tude to the retention, rejection or positioning of creative 

c pd s . 

The inventive formation solspj~lor is found in a poem in 

ILlvor aboLlt a cornfield: ' Man tittar dit in som g(i!nom sol ":. 

sJ:/ja.lor' <T62). Thi s cpd may be a concentrated versicln of 

a phrase found in an archive poem: the same image has occur -

red to HM looking into a forest 'dar solljusets liggande 

saHilverk glider' (18ergduntrav") . 

Another poem in Tuvor has the playful lines 'Sommaren 

vaggade undan ankvis / pA avhuggna lannl6vsfBtter' CT66) - a 

mUch more striking image than the version in the archive poem 

below. Again, the creati ve cpd may well be the r esult of ccn -

centrating earlier, more explicit phrasing: 

I stilla dagar 
samlar ltinnen sl~pphant runt sin s tam 
sina gula och lattlyfta skatter 
av ankfotslika lOve ("I sti ll a d agar ") 

The manuscript of a poem that contains th e intriguing cpd 

manspindeio goes some way to explain i ng the formati on . The 

Published version reads: 

Hastkvallen ryssr v~t, 
v~tluddar sina stjarnor. 
De sitter inbitna som f astingar i h i mm e l en. 
L~gt i sankan ligger dimmorn a t lt vivd a 
av den gula m~nspindeln. 

<TDB3 S) 
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Ag a in, an e>:p li cit comparison has been made implicit. In C:~n 

earli er draft it was: 

Htistkvall e n ar fylld av ett svagt v~tt dis. 
AlIa ting blir di s ludna , i ven s tjarnorna. 
De rdr s ig som lys ande insekter 
krypande dYer hi mme l en rJ..SL..§..ma -9.Y1.l.§D.J1Lbel1.. 
Lagt i d a lsankan ligger dimmorna. 

(IIHti st kvillen ryser") 

"Den ar vildrokelsen " in tt'le same collection contai.n s thf.? 

word trollos, referring to sk v attralll, a type of heather with 

a strong smell: ' Amvi s drar si 9 dess statal'" av iroll C)!:;. I ut 

over myrarna' (TDB95). The manuscript shows t h at two other 

cpds wi th tl~oll- (troll t j arn and tl~oll!:.~.Y..) h a ve been rej ect.ed 

before trollos was decided on. 

For HM, the publication of a poem did not mean that it was 

in it s final form. The archive c opy of Tuvor h as the aut.hor"s 

amendments on almost every page. Some of the suggest.ed chang -

es involve c pd s , sometimes, but not always, resulting in a 

m(Jr e creative formation: klippblocket <T77) > grabl ocket. 

and himmel s danet (T39) > askdanet. 'Hir s tracker sig emellan 

granarna / ett p a pper utan s l ut ' (T22) is c h anged to "ett 

~xportpapper utan s lut'. In one case a cpd is dissolved: 

'som en urtidsdrtim' (T77) > 'sa som vaka och dram ", a nd 

'tidens strom' <T77) is fir s t changed into 'tidsfl_odei.2 

strom' but that is then amended to ':t..~mm.$lr n as strom' . The 

most interesting change is that suggested in a poem on one of 

HM' s favour i te themes, a summer's night. Th e fir st stanza, as 

Published, reads: 

All den stjarnsadd vint er n gay 
bleks nar midnattss olen blommar. 
Ljusa ligger Nordens hay 
Qvervalvda av sin sommar. (T60) 

In his annotated copy, HM suggests c h a nging the established 

ffi.:! .. dnattssolen to (nidnattsdagen, a (parado:dcal ) creat.ive 

formation (6.4.3). Cf nattdagen below. 
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The posthumous c all ecti on UiOJl§ E~ko_~§..J§.ti q a r c eJn s i sts of 

poems that had reached the proof stage in HM 's lif e - time . In 

the archive~ thel'"·e is a typed copy of " G yll env~r" as publ ish ed 

(LES33)~ where the whole of the original text has even t ua lly 

been crossed out, and a ll that remains is the name of the 

flower a nd the association with 'smearing' and ' butter' : 

# Efter vinterns 
torftighet med liv 
svaljer man hungrigt 
vid tanken p~ s olen. 
O~ kommer ens vantans 16n: 
I det sjaskiga kirret 
fetmar lysigt kabbelekan 
sm~rklimpsblomman. 

Bade pa blad och i luft 
smetar den alIt rikligare 
sitt guldsmoriga sken. 

("Efter vi nterns") 

Gyllenv~r 

Kabbel ekan s 01 j i g a Q1!Js.l ... L'L<,;ig 
smet.ar sitt sken 
pa blad oeh i luft, 
s kiner med s mul ten gl a n s 
sam prima bond s m6r 
i killans tina. 

(LES33 ) 

It is Virtually a new poem. As r e gard s the vocabular y, on e 

creative cpd~ guldlyse, has been los t, but the new version 

has several other creative formations: the Ncpd s m6..r klimps-

blomman (earlier guldklimpsblomma n) and the a dj ective cpd 

9uldsmorig, as well as the derivative ~Jat. 

The poem "(jdemark" (LES7) has been given the new titl e 

"Nordlig 6demark" in a typed copy, and has been heavily 

amended. The cpd ri ksr6ster has been di 5501 ved into ri LIE.ts 

r6ster, and a new ending, f i nishing on the cpd soln edg~ng~ 

skoqarna~ has been written and then late r- rejected ag a in. In 

"Rovslindorna" (LES14) 'en s till a bild ' has been contrac t e d 

to 'sin stillbild' in a proof copy. 

Two changes result in a creative cpd being given more 

prominence by being made poem-finial. "Oet. f611" in Tuvor 

contains a line in the middle ending with the cpd sommar -

--------------------
# See Appendix C for a facsimile of the ma nuscript 



-- 428 -, 

hornet. The suggested change moves the last five lines to the 

beginning of the poem~ making it end on the creative cpd: 

pa verandan hade vi dukat. 
Vi at med tyst lyssnande glidje, 
nickade tyst till varandra 
om livets nykomna skimmer, 
I"'egnets sus. 
Det Hill 
ett ~ntligt och efterlingtat regno 
Det kom med friskt skbljande svalka. 
pa rutorna rann 
lekande och grenade floder. 
Stuprbret spelade glatt 
med vattenst6tar i sommarhornet. 

(Cf 1'63) 

The poem "Den ar vildrokelsen", mentioned above, print~~d 

in Ur de tusen dikternas bok, originally ended: 

Hit drog sig strovare 
mot hiortronpunkten. 
H~r drog sig sjoar tillbaka 
krympte till tjirnar och k~rr. 

The last two lines are rejected, and the final ver"siol1 end~:i 

w:l th the c:pd: 

Amvis drar sig dess st6tar av troll05 
ut 6ver myrarna 
mot hiortronpynkten. 

(TD895) 

Unpublish.d poetry 

Adding an element to a simplex may seem an obvious way 

for a creative cpd to come about, and the evidence from the 

HM archive indicates that many elf HM's cpds began as siimplE':< 

Words. 

As Birger Sjoberg's cpds have also attracted attention, I 

have, for comparison, gone through the manuscl"'ipts included 

in an appendix in C.J. Lawton's thesis (1975) on ~:l"i'§'§'Loctl 

krans@r, looking for alterations affecting cpds. In around 80 
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manusc:ripts~ only seven ':lfnendrnent~;:; c:onCE!r'n c:pcl~;;;. To jUd(]E' fl' \JIll 

this data, at least, it leoks as if c:pds usually came to SJb 

berg 'in one piece'. Most of his amendments change one ~qnstll 

uent in what was already a cpd. One genitive phrase, 'ondskans 

'fader" is changed to a c:pd, but with cli·fferEmt. elements: ~~'L0)X·.J .. ,_ 

koostrukttiren (SA. 299: 19). In one C:iase two wor-cls suq(;jE'<:;t a c pl1:: 

Hander, Stpftet ) Stofthand (SA.275.2). Only in one case is 

an original simplex word turned into a c:pd by the addltlon of 

a modifier: Firman >- Jord'fir'man > Var'ldsfirrna (SA.2'1Cf.20). 

Among the alterations in HM's manuscripts are a large 

number of cases where a simplex has been rnade into a cpd by 

an addition, usually of a first constituent. As the examples 

show, it is often a line-final word that is affected. 

dacen > nattdagen 

Gtikrop och v8gkluck guppar, 
doppar 5ig i speglingar 
medan sommarljuset ir 
upp och ner hela nattdagen och dagnatten 
som en sommarens Ijuspump, 

dess Ijushjarta. ("Gdkrop") 

dagen ) minni&kgdagen ) manskodagen 

# Ett enkelt sprAk har vintermorgonen. 
mot rymdens nakoa kvistar, 

D~rutanfj:ir kommer manskodagen 
drinkande sig sjilv 
i gina viljors mingder'. ("Ett Emkl?lt. sipr'~k") 

dimman > inliQdimman 
bglmen > l§vtridshglmeo 

Ute i insj~dimman som gulnar av soluppg8ngen 
tippnar vinden klara rum och solen glittrar redan. 
Envar som vakar i juni 
minos dA my ten om Aino. 
Knappt hann hon bliva till Ijus bortom l..tiv.tr~clst!.9lJI!_(:~D.. 
fBrrn kantelespelarens bitstjv sk~r efter henne i vAgen. 

("Ute :l") 

--------------------
# See Appendix C for a facsimile of the manuscript 
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Stad e n V,::I lr·S n a mn i:\l'"· en ff!1J.J;i.£<l.9JEJ.2 .• 
( " "1L11~I'"·sken8ts I I'·una " ) 

huml-EL~~ narhE?tshuml <l (i n onE~ Vial'"· i. ant. o f the poem) 

Ga ut oeh lat Bgcn en leva fria c ch rik a, 
cch dronen samla in av li vsangarnas surl'". 
Innu gAr din bolja anda ut till on. 
AnnLI brummar i gras;et. din 1. evnads nal'"·hets h u(ll1.~ .. 

("eli\. ut " ) 

!:..Ok~l.§.!.L2. rokel seka.U:i.\\.!:.. 

b 1 ommornas dal! r· ande r i:i kelJii e k~JJ::a.r. 
( 1I 1< r·okt SC)(Tl E!I"1") 

# Skogsskuggan* drar sig undan 
oeh lamnar Ijusoppen ang. 

("Sk ogsskugg,:1n " ) 

skaQ..get .' 9 1 tidskaggE?t: 

tLlppen. 
Han stAr vand utAt 
med r·egn i gl tidsk~flget 
oeh ser med fast oeh storringad eldblick 
ut mot de fall ande vat tnen. (" 1101 net." ) 

steg > himlast.§lll 

Om saknad och vemod ftirbjude s pA jorden 
dA mAste vi ta detta hi 011 a!:;teq 

strommarna i la[mhAlan ;. larmstrdmmarQ.E. 
Nt agar-a > dtidsfcl~sen 

("J ,!\, bygd en ") 

# De kansligaste do forst i virldslar-mets vir-viar 
de darnast kansliga avtrubbas sakta men forv isso 
sovas ner, fortrottas och sjunka sedan i l armstrommarn a 
kringforda utan styrsel av bullerp r-ovets spiraler. 
Endast for-hardade 
stAr ut oeh livas av det eviga larmet. 
De ar de glada l axar-na i dodsforsen. 

("Bull§r...Q.["~" ) 

--------------------
* The typed version has 'Skogshuggarn' (p ro bab l y a misreadi ng ) . 

# See Appendix C for a facsimil e of th e man uscript. 
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symbol, en ;~ __ ~:.l.r.symbol en 

Wr'·sY,!!lbolen stirrar h~rt. fl"·~n klippan 
som en skrimmande och artltis fags! 
byggd of til'" tankens all a Clcec'lner'. ( "Ur-syrnbol E~n") 

timme :> tontrMffstimme 

Det ~r skimrets tontrlffstimme 
nIl'" man Bverl~mnar 
sina besegrade ~gon ~t 

mirakeldagrar. (" Htist.nYPClf'H?n II ) 

viI ja :> solstirr och hoouogsVil ja :> "91stirl"" och poll .. fW.=. 

.. Naturen ---
I ~ngsbiet reser den runt 
med surrande solsti(( Clch POIlenb~bdsn~sa. 

(" ver'allt allesta(je!~") 

virrverr ) Ijusdyoingsvirrvprr 

••• allt som ~r syn blir ett lyssnande 
tecknat i vigen, 
alit bIil"" ett tyst Ijy.dyning'vil""l""yarr speglat, 
vAgslingertecknad siv. 

vi te skaror > b j Orkernas .kercr > pI addrande fagel s.kar .. QL 

.. Vita liknelser trings kring bjbrkarnas st.ammar 
orosvita bj6rkar fi minnena att irl""a och blandas 
nivervita stammar ir pi Ijusvandring i spegelbucklig v~y 

en somma I'" av rikaste oro 
hos pladdrande fag,lsk!ror. ("Vita liknelser") 

The origin of the intriguing word 1 jusvcmdrirl.9. can be tri,H~f:>cI 

to !n earlier: "den vaggar pa spegelbucklig vag I radsn av 

linnevita Wilarlius / som kyinnoben i sjon' - I""eminls.cent Df 

a phrase 1n the youthful poetry: 'bArens kolonne~ - de heliga 

1 juseo' CNo119). 

Two cpds can be seen to have their origin in longer meta-

phorical expressions. The phrase' lyser solEm 3.Q!ll.....§D...J£.::d .. £l 

maskros' has been changed into 'lyser· hirlig solen, ~1:r:.52~.~::~ 

lyktao" ("Skogens hjarta"). 'SprAket komrnel"" I spanne:!r ut E!t .. L 

--------------------
.. See Appendix C for a facsimile of the manuscript 
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In some cases, it appears as if the creation of a cpd has 

clearly resolved pr"oblems of phrasing. SE:~ver"c,I Ii.nes can 'C;ClfTlC" 

times be rejected in favour of one creative cpd. An o~igin31 

* Hosten kommer med avf~rd, f~rger, rus och dbd. 
Farggladjen regnar s6nder sorgen. 

has been replaced by one line: "Hasten faller" sin ~Y':f-i.Lfg(L~,~.f.::.LL!· 

(IIH6sten filler"). An earlier version of "I mildgLAntan" ha~:, 

two reconciliatory stanzas (nine lines) replaced by the ang~y: 

* I mildglintan svor du till 
over sol och glitterj@yelsktp. 

In one unpublished poem HM makes a large number of abortive 

attempts at finding satisfactory metaphors for a hailstorm: 

(Tung (hArd» Aska och syrener 
kolsvarta main och irenpris, 
Emaljhart slog mot rutan 
det vita haglets ris. 
Kulkirven lik (sam loppor i-) fran himlen 
det smattrade mot (hoppade pal plat (sten) oeh h~ll. 

Finally, he rejects all these ideas for the much simpler 

Ett htgelyrik fran himlen 
nedst6rtade mot plat oeh hall ("Ett hagE~l vl'·ak") 

The word hagelyrak is surrounded by a strongly drawn pencil 

frame, which might well indicate a feeling of relief at hay" 

ing found a solution at last. Similarly framed is the word 

inijOBiden in a line from an unpublished version of "Im'.Ji)-

sommar" (V98). It is as if HM wants to draw attention to th~ 

word - perhaps for use elsewhere. I have not found it any-

where else, although there is a version in the archive of 

"Den mitande vattenskriddaren" (T42) whi ch has bf~(?n 91 ven t tll} 

title "Iosii:!spegel och vattensiden". 

--------------------
# See Appendix C for ci facsimile of the manuscript 
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7.3.4 "Att mAla med ord" 

When discussing a certain kind of contextual cpd (6.3.21 

I used the term 'word-painting'. I chose the term advlsedly. 

There is a poem in HM's archive that can be seen as a kind of 

cr' edo: 

Jag s~tter en ~ra i att m~la med ord. 
Att med sprAket teckna linjer som fly inat 
i sinnen och tanke, 
till en djupare laterna magica. 
SprAkets kamera 
mad agna blandara och slutare. 
Snabbt arbetande i inre synrum 
sAsom det alltid sker nar nAgot rbr sig~ 
i de fyra rummen hos sprAket, 
i tanken. hjarta. ("Jag satter HI'l ,ir-a") 

It is not the first time HM makes pronouncements 11'1 his 

poetry on his own art (cf 1.1.2)~ and not the first time he 

connects writing with painting: 'Oet besvarliga oeh fdrtvlv

lade med skriftsprAket dA man mAlar d~rmed ... ', he writes in 

Midsommardal!o (M30). 

There is evidence in the manuscript alterations that 50me-

times it occurred to HM to use cpd elements rather like a 

painter uses primary colours, and a composer individual notes 

or instruments, able to create exciting new shades and harmo-

nies by combining them in different ways. One way is to ~xpe-

riment with the ordering of the elements in genitive phrases 

containing cpds: 

jag rastar tyst 
pA mo och ren 
och 1yssnar ut det val 
IY ord som an kan dr~mmas in 
i trlstens aftontal. ("SAngeres tvi yeH;vaU_" 1 

One 'choice of words' that he has in mind is obvious from an 

a1 terati on to the 1 ast line: 'i aftontrastens tal'. 

--------------------
# See Appendix C for a facsimile of the manuscript 
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Sometimes, perhaps for reasons of rhythm, the reDrd~ring 

of elements involve the dissolution of a creative cpd: 

Ursymbolen stirrar h~rt fr~n klippan 
som en skr~mmande och artlos f~gel 
byggd for all..t.€t:ts tankeQ.!;..§..§l.IJ.§lL 

is c:hanged to 

byggd for tankeos @lla oceaner ("Ursymbult:'n") " 

Similarly: 

pa vilket s~tt f~rh'ller vi oss h~r 
nir mognad maj slar ut 

i iwnihimmelriket pa jorden 

is changed to: 

i iordens htmmelril<:e jLlni (IIVem kan lyfta")" 

Sometimes the elements come and go during several attempts 

at finding the best combination. In "Hogt i backlic/en£," (~:>(-::,(,.~ 

Appendix C), for instance, a creative cpd is tried and then 

rejected again: 'slLlttningens grova ekar' :> 'sluttninIJen!5 

ildersekar' > "ldrarnas tunga ekar' > 'backlidens tunga ekar 

The final version of a poem about an aspen tree reads: 

~ Aspen har stillnat ner tusen blad 
och vilar en stund 
sin skallra. 
Skilver 'tar med Itlven och slar 
tacken till alIa att dallra igen 
i lQyrysningsyinden, 
i lQyfladdersg.l.t. 

(" Vi S..$l.") 

eafore the two cpds received their final fOr-fn, li:iv-fla.!1!~gL~: 

seel et had al ready been crossed out once, 1 ovd@11 r .iJ·IQ.~~§iP.gL 

had been tried and r"ejec:tad twic:e, and 1 i;ivrY'i!;[linq5.,spe.lE.t 

once. This 115 not the only time that there is manuscript 

evidence of HM trying out several different per'mutatIUn!:; uf 

the sama cpd elements. 

--------------------
# See Appendix C for a facsimile of the manuscript 
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worked on his creative cpd formations, and used the elements 

'to paint with', is found in a poem that appears in at leasi 

seven, only slightly different, versions in the archivp_ All 

e>:cept the +i.nal version, have the i.ni.tial phr-ase "Ftir' Vi:H'je 

~I~" • 

The poem seems to have begun as a simple four~llno plC~P 

of nostal gi a, not unl i ke "S~ngares_ . .t'yi vel k':!:Ei.LL" (qUClt pc-! 

above), and appears in a clean, type-written version: 

# For varje ~r 
lyssnar sig hjartat 
alit I angr'e in 
i a+tonfaglarnas flyktingsland. 

The two cpds in the last line then seem to have given the 

idea for further development for, in what r conslder to be 

the second version (see Appendix C), there are an addltlunal 

two lines at the end: 

# I fagelsomrarnas aftonskogar. 
I aftonsomrarnas fagelskogar. 

This and the third version begin to question the origInal rpd 

flyktingsland, and try replacing it by som!l1_i¥..:"2"L(::Jg~.r.""., and tllPll 

flyktingskogar. The third version also shows some rsshufflinq 

of the elements in the four new cpds. In the next two versiuns 

(4 and 5), i!.::L_Lt.ings~;..qgar is in tLtrn r"ejectF..!cI and is r"epl",,:r.'cI 

by ei ther the new combi nati on skymni ngssk(J..9.'='lL or thc? prp--

vi ousl y r-ej ected ta9J!l.!!l.arskogar:_. 

There is a long handwritten manuscript which I regard AS 

version 6 (see Appendix C), the first in which the element 

£:..1 ykti ng never' appears at all. I t seems to t"l,S\ve bt?(:jun a",. 

a different poem on a similar theme: a thrush or blackblrd 

Singing in the wOIJd in the evening. Howevel~, E:!VE?ry 1 ine Clf thE' 

------------------
# See Appendix C for a facsimile of the manuscript 
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Llii:l.lly takes (lVer· the sht?E!t. It is n(Jt only t.tH? ~\lE-!mF:!nt"; thc'\t 

change pi aces, the i nter'nal or-der of the cpds wi thj. n th(~ qt:·~n.l· 

further possibilities ef permutation. In subtly different ways 

each new combination suggests a new idea. 

Eventually, through much trial and error, the four ele-

ments afton_, fa\gel, a.kog and §.Q.!!lmar.:. establ i sh themsE<1 VI"':; in 

SiH different combinations, rejecting along the way all cpds 

finally selected combinations. 

In what I feel must be the final versien, the poem lS, as 

it began, a simple four-liner, though with an amended flrst 

line: 
# Med ~ren lyssnar du dig in~t 

till aftonsomrarnas f~gelskogar 
till sommarskogarnas aftonf~glar 
till fagelsomrarnas aftonskogar 

It, is new dominated by the cpd-"for'mations. It tells us 

about an ageing man's (escapist? suggested by the rejected 

flYkting~) dreams and memories of 'evening bird-weeds' of 

summers past - a late echo perhaps of the journey planned 

in 1945 'p~ nomadiska kuster inat' (P24J. 

The sceptic will object that this concentration of cpds 

cannot have been meant as a serious poem but is more likely 

to be a mere experiment or doodle. That this is not the case 

is proved by the fact that the poem has been type-set (see 

versions 4 and 5). The type-face is that which was first used 

in Dl kter' om .l..i!::IS och mer- ker (1971 J and then in JJ.-:!'y'f.!.L., (197::;). 

-----------------
# See Appendix C for a facsimile of the manuscript 
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"For' varje ~.r-I/ could eith~i?I~' be one elf the poems dnJppedfl'ClITI 

one of those collections~ or a later poem intended for the 

planned book 'Vagor' or 'Ekcn'~ which was proof-set in 1974 

and formed the bul k of t.lle posthumoLts b..S\D.qa_ .... § .. L.9.:t.gL~.?..:Lu;J.i~r. (c-f 

Georg Svensson's postscript to this, 19781. As was his habit, 

HM continl..led working on the poem. By a stl~'okE! cd luck, the 

final version Can be given a fair-ly pr-ecise dating .. It i£; 

written in neat hand-writing on the back of an envelope post 

marked 6 June 1977~ eight months before his death. 

HM's numerous manuscript changes involving creatlve cpds 

suggest that he consciously manipulated them and experlmented 

with them~ and that he was well aware of their importance: 

Kanske hittar sjilen sillhetsord 
i sin nektarskal vid inglabord. 
Ord som aldrig funnits, 
ord som aldrig hunnits, 
f~das pl~tsligt~ bli forklaringsord. 

This poem has the sLlbheading "Birger Sjoberg" (and the metrf.:~ 

is certainly reminiscent of Sjoberg), but what HM says about 

Words app 1 i es at 1 east as much to hi msel f. Whet.her· §..~!.lh~J; ... ?::::~ 

ord is taken to mean 'felicitous wor'ds' or 'word!;:; conveyinq 

bliss', it is an appropriate description of many of hIS crea

tive cpds. Even if these were not always 'born suddenly' but 

were sometimes the result of a long and painful period of 

labour, fbrklaringsord they certainly are - in both senses: 

Words that clarify and transfigure. 

Med ordens hj~lp forsbker han f! ass att i en 
upplevelse bade ftirsta och kMnslomissigt talks 
den virld vi lever i. 

(Wrede in Harry Martinssons ik¥1ds~:~.Q. 1985 p47) 

I have tried to show that, among the words HM uses, the 

creative cpds stand out as words with remarkable suggestive 

power, uniquely suited to his life-long search far fresh and 

apt e:·:pression. 



FINAL SUMMARY AND CONCLUSION 

Whereas HM's language has previously been discussed ill 

general terms in broader-based studies of his develupment as 

a poet, in terms of individual works, or as exemplifying 

particular stylistic features, no major systematic study of 

HM's language, even less his vocabulary, or particularly his 

c(:Jmpc)unds, has been undertaken !5i nee Hall ber"g' s [:1.t.I.,.IJ:1.tEn . .1 

Harry Martinsons sprak (1941). The bLllk o·f HM's:~ pDPtry tiE> 

appeared since then. A more comprehensive and detailed stUdy 

s(=emed due. 

The first chapter briefly cutlines varicus aspects of 

HM's poetic language. His syntax is judged to be in lIne WIth 

normal practice, with a few colloquial and idiosyncratic 

featUres - an area of his language that would deserve further 

study, as would the relationship between syntactic boundarie~> 

and poem line structure. The innovations in HM's language are 

largely on the level of collocation and vocabulary. Noun 

compounds could be said to straddle those categories, as they 

are undoubtedly words, but also have much in common WIth 

noun phrases, e.g. genitive and prepositional phrases. 

My investigation of compounds in HM's writing begins as a 

linguistic study with the collection and analysis of data, 

.. md concludes as a stylistic study C)'f usage. ThE' metrlods i,UIlI 

terminology are explained in Chapter 2, as is the extent of 

the corpus and data used. Initially (Chapters 3 and 4). HM's 

cpds are treated simply as instances of the Swedish language. 



- 439 -

It is shown that HM makes use of flexibility in the rules 

for compound linking for poetic effect but, on th8 whole, 

his compound formations are found to conform with the rules 

of the standard language in all but one respect, namely the 

semantic relationship between the constituents. Here, a dlf 

ference is found between those cpds that are at the IP~lc~l 

ised/latent end of the establishment scale - which conform 

and t.hose towards the creat. i ve end -- wh i c:h do not.. EVf-'n t- f),-)III,i) 

it is doubtful whether it is possible to classify cpds accord 

ing to the semantic relationships between their constitllPnts. 

many attempts have been made to do so, and the fact remaIns 

that the I~eader perceives some compounds as con-fcwming tn ,3'HI 

others as rebelling against standard patterns. It is this 

'rebellion', this deviance from standard usage that enabl~s 

the creative compounds to command the reader's attention and 

trigger active, conscious interpretation. 

In the fifth chapter it is found that, although literary 

language - including HM's, taken overall - has a lower com

pound denSity than non-literary language, there are statist

ically significant differences between HM and other creativp 

writers of Swedish in several areas, with HM consist.ent.ly 

showing an eNcess over other writers: in over-all noun c(J(nprHHI<i 

frequency, in creative noun compound frequency, in frequen(I~S 

of certai n el ements and of certai n i ndi vi du.:1l noun cCHnpm.llld,',. 

Within HM"s production, the creative compounds are partlcular

ly frequent in the nature poetry of the pest-war collections. 

All that the statistical tables can do, however. is to suggest 

that the compounds are worth investigating. 'In stylistirs we 

have both tCI count thi ngs and to look at t.hem Onf? by ClrlP" 

(Ullman quoted by Halliday 1971 p346). 
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In Chaptc;>r' 6 t.he compounds iiwe loClked at 01'11:, by WlE':, and 

an attempt is made to classify the different ways in WhICh a 

compound can be creative, e.g. by being or cont.aining a meta

phor, by juxtaposing seemingly incompatible elements, or by 

exploiting various features (e.g. phonetic) of the partiCI

pating elements. A number of subclasses of three main cate

gories, metaphoric, contextual and complicatlonal, are estah 

lished. Metaphoric cpds are found to be more frequent in the 

eiarly poetry than in the post-war poetr'y, in which conte:<tudl 

cpds, particularly of the type 'det triffande uttrycket', are 

the most frequent category. Overall, contextual cpds account 

for about three quarters of all the creative formations. 

In the final chapter, I investigate the role of the com

Pounds within the poetry for which they were created, and con

sider whether HM consciously used compounds as a poet.iC: tool. 

By definition, HM's creative compounds are 'foregrounded'. 

They are also often found to be - and usually work best when 

placed in prominent positions, such as line-final or as the 

'punch-word' or climax of the whole poem. A more detaIled 

study of the positioning of creative compounds in HM and 

in ot.her poets would merit consideration. 

In HM's language, t.he creative compounds occupy a mC'Jor 

place and, in his work as a whole, they are in my view more 

important than the novel derivatives or the morphological 

idiosyncracies or the fLlturistic inventions elf An:i£l.r:,~l. HM 

experimented with the order of elements of compounds, and 

exploited the different meanings latent in any compound. 

lexicalised as well as novel. Changes in his manuscripts ma~~ 

it clear that the new compounds often evolved out of other 
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types of expression, s implex nouns, genit ive noun phr ases or 

n~re elaborate formul at ions, and s ometi mes underwent several 

metamorphoses . They have much in common with two other import 

a nt f e atures of his language - not a lwa ys easy to t e ll apart -

where incongruent elements are also juxtaposed to great effect, 

namely original metaphor s and unusua l co llocation s , e .g. 

'orkanen •.• Skrl.lvar vagorna till pelare S(Jm rycki~ fram mot 

tri:ii:in" (KF32>; 'en dag nar sommaren abdikerar' i vinden' (C: ~5l.); 

'den :tta s om rasar i Hades' (P147). 

But it is the creative compounds that make up the very 

speci al or·dvarl d of sommarorc:!. and vi nterord, s olore! and mtAn 

skensord, jordord ' and livsord, with which HM phrased and re

phrased his one major message about the be auty of the planet 

We inhabit, and about our responsibilities toward s it. 

To my mind, there can be no doubt that HM was himself 

keenly aware of the compound and all its inherent possibili 

ties as a very special type of word eminently suited to his 

wish 'att mala med ord'. In his own phrase 'det enkla ordets 

stjarnljud', the word enkla means 'si mple ' in th e sen se 

'true', 'making a direct impact'. It does not, of course , 

refer to 'simplex word'. In fact, HM' s lif e- long search fer 

' det traffande uttrycket' often ended not in a simplex but in 

a compound word. Paraphrasing slightly, one migh t sa y that 

Harry Martinson was a master at creating ' det samman satta 

ardets stjarnljud'. 
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(m: kopparkvinna - klnslostrid) 
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(3=adjective: gr~ - inrel 
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(skadebr~dsfrukt - solskenshistcrial 

Listing according to linking device 
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A~FENDIX A1 Alphabetical listin~ of all ~cuds 

(korkskruvshorn - kramsf~gel) 

korkskruvhorn 

p • NBO (0) (+s) korkskruvhorn borrar 8itt korkskruvshorn i Jorden 

korngr6t 

p m OLH56 (0) korngr6t Oa bjod honom aaltfiak oeh korngrot 

korsspindel 

p s NI29 (0) korsspindel 'terv~nde ••• -med en kor8spindel valdig i sio art 

kor8Btyng 

p s GT28 (0) korsBtyng ordet Tidningar i korsstyng 

korsstyngduk 

p m CT28 (-s) (+s) korsstyngduk med en korstyngsduk f6r byr4n 

korsvKg 3 

p s T76 (0) korsvKg med korsvagarnas fyra ansikten lyaande bleka 
p a DLMbO (0) korsvKg an6plogen ••• -llg vilande vid korBvagen hela sommaren 

p s V30 (0) korsv~g Vid mlnens korsvag satt en grHnskans gnom 

korthus 2 

p s Dbl (0) korthus Hans korthus sjunker hop, men snart vid disken 
p s DLM14 (0) korthus som man bygger ett korthus 

kottebjKllra 

p m N27 (-e) kottebjKllra JKttepagod med kott--bjKllror i mHrka Nordingrl 

krabbaklo 1 

p m S51 (-a) krabbaklo Jag sitter och plockar med krabbklor och skal 

krabbasaltarekar 

p m e22 (-a) (-e) krabbasaltarekar Dl kravlar jag upp ur det krabbsaltarkar 

kraftkandens 

p m A173 (+s) kraftkandens dl man i serier av kraftskandenser 

kraftverk 1 

p s NI6 (0) kraftverk Kraftverket mumlar inltv~nt i turbinerna 

kragetag 

p m T39 (-e) kragetag Blixten tar alIt hlrdare kragtag 

kramsflgel 

p s Nm45 (0) kramsf4gel Din blick smyger ••• -till kramsflgelns flack i graset 

A1 



Al:PENDIX iV: Frequency listine.; of 8.11 Nc pds 

(f:5 tensor1!ra - f:4 hondkvinna) 

tensorlllra 5 

p m AbJ (0) tensor lara alla grenar-soa svarade mot fjarde tensorlaran 
p m AS8 (0) tensorlara den dialekt-ur h~gre avancerad tensorlllra 

p m A209 (0) tensor lara i formler ur vir femte tensorlara 
p m D23 (0) tensorlara och fjarde tenaorlaran fullt forklara 

p m A144 (0) tensorlara och nya vidgnlngar av tensorlaran 

vinddrag 5 

p a LES44 (0) vinddrag ett vinddrag bar bort-bromaena kitindelar 
p a V21 (0) vinddrag Fjarilen fladdrade bort-pl a1umpartade vinddrag 

p a N025 (0) vinddrag Kanner man en vir eller en aommar bara 80m ett vinddrag 
p a Na57 (0) vinddrag aander vl1nader .ed varje vinddrag 

p a N97 (0) vinddrag aander va1nader aed varje vinddrag 

yrasno 5 

p a DLH85 (-a) yraano Den ir ramad av yrano-aom av ojamnt rivet papper 
p 8 LES53 (-a) yraano fal1ande yrano och aand 
p a LES53 (-a) yraan~ Stormen piskar med yrsnons katting 

p a V71 (-a) yraan~ Yranon dansar si08 turer 
p s V7l (-a) yraano YRSNON DANSAR 

odemark 5 

P 8 P52 (0) odemark HEHLIG ODEMARK 
p 8 C45 (0) tidemark Har ar allt befriat och odemarken glad 

p a DLM98 (0) odemark ova vinden-att tala gransprak i odemarken 
p s LES7 (0) tidemark Odemark talar till odemark 
p a LES7 (0) odemark Odemark talar till tidemark 

aftonsol 4 

p m C58 (0) aftonsol Aftonaolen skall anart finna oss gamla nog 
n m FUIIO (0) aftonso1 En rod aftonso1 lick ned 1 havet 

p m N067 (0) aftonsol och en spillkrlka flyger 1n 1 aftonaolen 
p a P92 (0) aftonaol elandornaa eskadrar led a jakten-mot aftonsolen 

alpland 4 

p m N7 (+en) alpland dolt aig 1 Alpenland 
p m N5 (+en) alpland Finna val att bera dolt i Alpen1and 
p m N9 (+en) a1p1and ned genom skogar 1 Alpenland 

p m NIO (+en) a1pland Sa atar det t1l1 dlr i A1penland 

bojstjIHIt 4 

n m FUl08 (0) bojstjllk G1r1 Batt kvar 1 bojatjalken 
n m FUIIO (0) bojstjalk Hon aatte aig i bOjatjalken 
n a FUI06 (0) bojstjalk nlr hon aitter dlr i bojatjllken 
n m FUI06 (0) bojstjalk satter sig pi bojstjalken 

bondekv1n08 4 

p s V16 (-e) bondeltvinna drogs bakat av bondkvinnan 
n a FU99 (-e) bondekvinna en skisa: havande bondkvinna 

p 8 V47 (-e) bondekvlnna och llt sig flngas av en bondkv1nna 
p a V47 (-e) bondekvinna amfamnade bondkvlnnan och sade 

A2 



APPENDIX A3: Chronological listing 
(Spokskenp: ostanorkan - Nomad: bjOrkskog) 

p a %s~ l/Uet.n lorkan Den .ndre for bort 1 en ~.t.norkan 
p a %S~ O/Sa1p.na /tyton bafriel.an •• tor.·oeh SalpaRjtyfonern •• brak 
p a %5' U/SI1pan, Ityton ... pibende kusler.dlr apyttet. ur Salp.n¥tyfoner. ud 
p a %SV O/Salplna Ityfon Dlr •• jlt. at .klb ud IV Selp.n,tylon.n 
p a ISS O/Samol Ibrlnnina ,lade I'na.till SI.albrlnnln,ana brul 
p • 'Sl~ O/Swln Iflod Vld Sw.nflodenl .Urke f13den 
p • ISS O/Newfoundland Idi.nl vi ,1 bort ••• -1 Newfoundlanddlaaornal sri 
p • %541 U/F.n 1.lnl PAH~AHG 

lItl. S2 

p • %HL164 1/.1 11~v Det vak. 1 kvllten-orh allUvet' nerver 
p • %KLI71 l/l.ka.e Iklocka plnslade i .1na ankarklockor oeh Mr., .oa .tc ••• bar. 
p • lMI.16S I/.prl1 Jv1nd Den 1 apr11vlnd.n fladdrande .katan 
p • %KLI69 l/boaull Ikrut oeh boaullakrutet. var •• d aan d~dada d .. 
p • %M1.167 Z/borra 1.11,,1 Ned hInder 10 •••••• v~n'd. borrllUI,orn. sv.r ber,an 
p • %HL171 l/dl .. a l,ard1n DIHCARDIHER 
p a lMLI66 I/dUd lur bar. dSd.ur .oa knlpp.: cul-tu1 
p • lHL167 I/far Ibror p, .kall d.t .ov. try •• '· ••• ·oeh .1Dna ••• (arbror 
p • lML1~S I/fr.kt Ifart rll ao. ,Ir-av.r .litt.n I baljor-ut pi fraltefart 
p a %HLlb4 I/tl,ll lakrl .. a de re.n loa akol. f.lll Dv.r 'k.r •• t ••• l.kr .... 
p I %HL166 Ilfllt Itl, krypa .yror ut p' lo .. aren. fUr.t. f.lttl. 
p • XHl.164 l/lUn Idun,a JaB alr blljd .oa en cJlnar. 1R .enOOI IIral\dlln, ... klIlt 
p • lHLl64 l/ber. I.yr. otb a.lkar dlr tYI' oeb taekll.t p' har.yranl bl.d 
p a lHLI68 l/h •• !by KEKBYN 
p • %Hl.l~1I l/be. !by 1 hlaby •• d.II ... kluckrld. trld,lrd 
p • %HL1611 l/hora 1,lt. oeb lare.lon •• horl.tor 
p • lKL167 I/huli,an lkalufl Min hulLsank.luf •• kulle du •• ~v.r .n kill. 
p • XHl.16& 1/1~1.n1nl lv" Nu bll •• Ikolarn.-oeh .ln4. h1llnlne.vl•or 
p • lHLl69 O/J •• uI lanl1kte frll.,. av lOath. ja.u •• natkt. t elll vlrld.b&8l\lr 
p • XHl.170 l/k.bel ItLakar. vL tll1 •• kabelfL,kar. 
p • lItLl69 l/kabel I.k.pp KAIII.SK£Pr 
p • %HL171 llkol Iln"r, LAnat bort •••• -l11 en kol'aaare 
p • lHI.l66 l/koppar Iport MLn vii t1ll ,ud aIr inta •• noa ltopp.rport.r 
p a lKL170 O/lube I'otlter aa. tala.oa priaet p' kuba.ockret oeh alnkn1na.n av-vlr. byror 
p , XHI.164 l/k1l I.opp .... kar ••• pI har.yran. blad·aoa pi •• k'l.opp. 
p • XHl.165 1/ .. t Idoft O •• tt anda. din .. tdoft. du lan4 
p I lHl.l61 I/.jSlk II.t ton.r ••••• o. frln .n .J~lk •• t. kill. I .ko,en 
p • XHl.lbll 1/0fl8r lpel.r. R6karna .tl, •• oa offerpel.ra r.kt upp frln koJoma 
p • lHLl71 11ptnt lboj V1d Cuin •• 11 •• n p1ntlboj oeb tJSt t111 uppbrott 
p a XHl.165 I/fe an I/dropp. 16ga re.atuna rl •••• • ••• ·ut pi fraktf.rt •• 01 r •• ndropp.ijgon.n 
p lHL166 l/rl' IhS, oeh 1 r1.h3 •• n •• kKa, kryp. ayror ut 
p %HL164 l/r6d I.yra fl,.l.kr .... ·l v.r. p.leor r~dayror leVI 
p XML1&5 I/.kSnhat It~r.t bortlS~ i .in .k6nhet.t~r.t·bitar .v .n gIl .potefl •• ka 
p IHLI&9 1/.nG Ifall 'oaull, boaull, 41Ct .n~fall 
p XMLI69 l/.na It.ll .oaull. bo.ull. dltt .n~f.ll liver jorel •• 
p lKL170 l/an~ Ilok o~b fUrlor •• 1, i deC r.,nbl.ndade .n~fok.t 
p XMLI70 I/a.o 1.10pp 1 d.nna dal .ad ~llt och vlct ,nUllopp trln hav.t 
p lHL165 l/.opor Iha, Hon .llt.r .edalj.rn. av .0phD,arn •• brO., 
p I"LI6S 7/.p111 Ikrlka an kloc .. - ••• ·ov.r .ko •• rna .1lt.l •• a. apl11krlkae .~nd. lJu4 
p lKL16S 2/.pottl Ifla.ka bitar ev .n bl' .potefll.It.-.oa tll1bSrt aD luna·lktl• 
p XMLI61 l/.tjlrna Ivi ... l vi vlll fdrn,. n3ttl .tjlm.vial.n 
p lHLJ64 1/,'n, It.l och j., .r .tt .In.c.l pi aull.n. bako.tn.d 
p XMLI67 I/tak I/dropp It.pp J" - .0. bara villa hi vattan frl. d1.a taltdropp.tappa" 
p lHLl63 l/cal."a I.col 1 klrr.t bYII'" v1pan a1n t.larltol 
p ZHLI68 l/trld 1,lrd I he.bYft' 4.' •••• kluekrad. trl4.1rd v.x.r •••• kl.j •• 
p %MI.171 l/v.l I/f1.k Ibukt Llnlt bort. t den dl .. 1,. V.lfl.Itbukt.n 
p XML164 l/vld.r Ilibyli. Klr1frl •• kall bon t tr ..... dar v.ra klrr.e. vld.ra1bylla 
p lHLI69 I/vlrld lhaen frll.t. IV Iootb. ja.u.an.1kt. 1 all. vlrld.bean.r 
p lHLl611 I/vlrid lhav fda vMrlcl.he .... n. ""rda arb.t •• ocb lareelo ... borletor 

p a lHLI69 l/v.rld I.k •• nd. Du f.ll.r .oa v'rld •• ka.ad.t. konf.cel kr1aa ... ki •• rn. 
p • I"LI6S I/odi. I.li., •• n .ol.n. Odl.,llat ••• kllttr. upp.C •• pan •• te. 
p a lKL069 O/Atl.nc.a !klbel VI fi.k.d. upp atlantkabeln .. ll.n •• rb.do. oeb tortuaa 

lifo JII4 

p • %Molla I/.fto. Il.n4 .kr1v. t111 fJ.rr.n ••• ·aftonlind.r .1. kill ••• ,. 
p INo126 I/afeon Irodn.d Djupt i en ,jO lick ,ftonrodn.d.n nar 
p ZNol23 I/.fton lajO ,16dand •• fton'J~ar·1Ylt. 1 101nld.1"11 • 

p IN0&7 1/.fton 1.01 oeh .n .pll1ltrlka fly.er In I afcoalolan 
n lNa5J l/afton IV.I. N.et.klrr.n •••• bSnkv.rn C.l.d •••• tll1 dl.h3ljd .tto.v ••• 
p IN027 l/elbatro •• Ijlkt Coda Hopp.-lnd13a, albatro •• j.ktl' 
p %NollI l/ala1r I.tybb nlr den dJlvul.ka .1slr.tybban prr f v',a u.n.r 
p IN064 5/av Ivl. 'r'D atad t111 etad. pi ltrok1 •• , .. I •• vvl,.r 
p lMo'S 2/beu latr."" IADSTIWID 
n IH051 I/b.raek Itrlppa d.n .p.l.r pi .n tra.l, bar.ektrappa 
p IN020 l/barr I"ttj' lndll.'lv.n. b.rr,yttj. Ir lOa Htl.nl 
n ZNo4~ l/berl IU"It. oeh ah1kat .... d. aa. 1 an barlaU,ft. 
p IH047 llberl la1d. '0 •• 11nlra .1. h3,t pi IrOna b.rl.lldor 
p IHol14 l/b.r, I.tup k.ll.v.tt.d •• b.rl •• tup.t 
n %Noll I/bec. Ifllt Drlver da. runt pl bl ... lana bet •• eMlt 

A3 

n %Nol1 I/b.te I •• rk Vita ulitia hJordar driva. ut ttll horl.ontorn •• lufti.a b.t .... rter 
p %No115 I/bj6rk I.ko, har bJijrk.kog.n hlr .kJutlt ut .1n. ,rDn. udder 
.. & .. 111..,'. IJ Il'\jh"'~o-..J)a IIS.t.rl\L.tI& lU~r"'all.i>lI""'.M~'LI';J·1.4ii1".!"'· 3:lJ'Uh.llU' _______ • _____________ _ 



~PPENDIX ~4: Separate listings of established (8) 
and potentially new (m) Ncpd8 

(8: Kochinkina - k~lhuvud) 

1705 p a 7/kochin lkina Nu gl Kochinkinaa peppartradare 
1706 p • l/kol Itraat Koltra.ten hIller ett v.ckert t.l 
1712 p • l/kol Ilngare en kollngare. r6k-.ller en fenici.k beckeld. r6k 
1711 p a l/kol Ilngare en kOllngare. r6k·eller en feniciak beckeld. r6k 
1714 p • l/kol Ilngare Llngt borta ••• ·llg en kollng.re 
1717 n • l/kempaaa lakiva gar en pejlande handrarelae aver komp.a8kivan 
1716 n • l/kempaaa lakiva gar en pejl.nda h.ndr6relae 6ver konpa.akiv.n -.ic-
1718 p a O/Kongo If lad och krHp upplt Kongofloden 
1719 p • 1/konkura lbo g6ken hiller bara .uktlon·pl .itt eget konkurabo 
1720 n • 1/kon.erv Iburk DKr kamaer en konaervburk ka.t.d frln ett f.rtyg 
1721 n • 1/kon.erv Iburk Han nicker It kon.ervburken 
1723 p • l/kon.t lart Hlnga gjorde vi.dem.ordat till .nbart en konlt.rt 
1725 n • 5/kontr. lband Featio.ex f.rtyg - kantr.band - •• yg. under 
1736 p I 1/koppar Iport Min vKg till gud glr inte genom kopparportar 
1743 p • 1/kora Ilplndel Itervlnde ••• -..d en karllplndel vlldlg i 11n art 
1742 p I I/kora Iltyng ordet Tidning.r i korl.tyas 
173~ p a l/korl Ivlg med korlvlg.rna. fyr •• naikten lya.nde bleke 
1740 p • 1/kor. Ivlg .n6plog.n •••• llg vil.nd. vld koravl,en hela eo.aaren 
1741 p • 1/kor. Ivlg Vld alnena kor.vl, a.tt 8Q IrGnakena anoa 
1746 p I l/kort Ihul Hana korthua ajunker hop •• en lnart vid dilken 
1745 p • l/kort Ihul .om man bygasr att kortbu. 
1751 p a 1/kr.ft Ivark Kraftverket .ual.r Inltvlnt i turbin.rn. 
1753 p • I/kra.s Itlgel Din blick •• yger •••• tl1l kr ... tlgelna flick i grlset 
1759 p • l/krat. Ilopp blcken.ett utrlknat kretllopp be.krev inom p.radiablcken 
1760 p I l/kret. Ilopp ett djupt fHrlteln.t kretlloPPI hexagoner 
1757 p • l/kreta Ilopp Kretaloppetl vlldlg. krlltallr.tt 
1758 p a l/kret. 110pp Sed.n hlrlkar Iter 101 och kretllopp 
1765 p a 1/krig Iv.gn vagnen. na.n i den eld.prutande krigavagnen. tid 
1772 p • O/Kriatua Ibild dr.pte kriatu.bilden och bealHt alg·fHr .tt .ldrlg dH 
1773 p a 1/krog Ivlrd h.n blev krogvlrd 1 Adar.lev 
1776 p • 1/krut Ihorn hareaeta .olaflla .v plrl.-or och kruthornat It·Per.ien 
1775 p • I/krut IrHk .torm.r ••• al •• ln krutrHk 1 fry •• nde h.g.r 
1782 p I l/kubik Ifot Min.t tre kubikfot .kell a •• 1g f6raeglaa 
1783 p a 1/kula Iklrve Sla~. aenoa kulklrv.r av fal.kt vete 
1784 p • I/kul. I.prut. daden. lie 1 kul.prut.nl tid 
1787 p I I/kultur Ikret. ej ena den vlldlga kulturkret.·.om fHdde henne 
1789 p • 1/kung Ivlg Tron pI det god. - ·en 1011gheten. kung.vlg .. ll.n vete 
1791 p • Z/kurra IgHama i ett politiakt ap6k.pel. kurr.gHmma 
1796 p • 1/kvarn Ihjul .tt moa •• pi ett k •• rahjul .v trl 
1795 p • 1/kv.rn Ibjul far mo ••• n pI hana kv.rnhjul 
1798 p • 1/kvarn Ihjul Kv.rnhjul .om Ilng •• en aultnat 
1797 p • l/kv.rn Ihjul KVAlNKJULEN 
1799 p I 1/kv.rn Ihjul Minnet ler In .ina kv.rnbjul 
1801 p I l/kv.rn I.ten kv.rn.tenar llr¥e .1, tal. 
1805 p I l/kvinn. Ibr6.t eller ett kvlnnobr6.t .Illlynt blot tat 
1808 p I l/kvilt Ihll .ed .kurkar. hjllt.r. dr.ken I .1tt kvlathll 
1810 p I 1/kvlll Idl ... Kvllladl .. an kryper I ,rl.et 
1816 n a I/kv.ll Ihl .. el Mot en r6d kvllllhi ... 1 likn.r hon en ••• r6d16k 
1814 p • 1/kvKl1 Itlg PHr den .oa for f6rbl 1 r ••• l.nde kvlllltiget 
1817 p I 2/kyl. Irum till .lut Indl .kall bli den .kanal kylrua 
1825 p • I/kyrka Iglrd Bred •• tora.r ••• ·.op. pl'kyrko,lrden 
181B p a 1/kyrk. Iglrd Clkad.n apel.r upp pi Digon kl.l.ilk kyrkoglrd 
1821 p I l/kyrke laIrd en Iv.rtklldd 101 pI ry.den. kyrkoglrd 
1B22 p a 1/kyrka Iglrd en Indl~. n.tt pI ryadena kyrkoglrdar 
1826 p I 1/kyrka Iglrd Genvlgen tar hon 6ver kyrkoglrden 
1819 p I I/kyrka I,lrd KYlllCOOAllDlN 
1820 P • 1/kyrka 1,lrd LHvlundarna krinaltlng. k1rkoalrden 
1828 n • l/kyrk. Iglrd Min hUltru ligger pi Norr. kyrkoglrden 
1827 p I l/kyrka Iklocka Mot Ilutet lit den aoa en kyrkklocka 
1829 p a 11kll Ihuvud Kllhuvuden i r.der.knubbar 11g 
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APPENDIX A4: Separate listings of esturljshed 
and potentially new (m) Ncpds 
(m: kopparkvinna - kanslostrid) 

p • l/koppar Ikvlnna Den stora kopparkvlnnan som dlr llg 
p • l/koppar Ikvlnna och kopparkvlnnan reste alg. ett akrlk 
p a l/koppar Iregn falla-fHr blyregn. fHr stllregn, fHr kopparregn 
p a l/koppar Irot pI krHkta kopparrHttera rHr 
p a l/koppar laken algo vi Jupltera kopparaken 
p • l/kork l/akruv Ihorn borrar altt korkakruvshorn 1 Jorden 
p m l/korn IgrHt De bjHd honom saltfiak och korngrHt 
p • l/kora l/styng Iduk med en korstyngsduk fijr byrln 
p • l/kotte Ibjilira Jlttepagod med kott--bjiliror 1 a6rka Nordlngrl 
p a l/krabba Iklo Jag altter och plockar aed krabbklor och skal 
p • l/krabba l/aaltare lkar Dl kravlar jag upp ur det krabbaaltarkar 
p • l/kraft lkandena dl .an 1 aerler av kraftaksndenaer 
p • l/krage Itag Bllxten tar alIt hlrdare kragtag 
p • l/krav lmorgon frln tldlg kravaorgon-tll1 prop~ttnadatl .. en 

(s) 

p • l/kreatur Iflrja Dlr Karona bit fHrr vlntat-llg en kreaturaflrja 
p • l/kremerlng Ihall soa grlvlt aska i kreaerlngahallen 
p • l/kreta l/iopp Istyrare vad rijr det viI den atore kretaloppaatyraren 
p • l/kreta 1/l0pp Itl .. e nIgra sekler. nigra krataloppsti .. ar 
n a l/krets IrHrelse De ha gjort kretsrHrelse omkring henna 
p a l/krig /gud ade och tomt pi den som flck-krigsgudena naan 
p a l/kristall lberg Utf6r himmelena kriatallberg stHrtade de alIa 
p a l/krlstall Iprls.a med sju hektoliter kristallpriaaor i varje 
p • l/kristall Iratt Kretsloppeta vlldlga kristallratt avinger 
p a l/kristall Isplral Den friska klilan porlar runt-aed kristallapiralen 
p • l/kristall Ispiral Den friska kilian porlar runtamed kristallapiralen 
p • l/kris /bild IAISBILD 
P • l/kropp Ibylte De rultiga gummorna i lins kropplbylten 
p a l/krydda lkapten Ilakllngadjuren-aGa kryddkaptenen hiller 
p a 2/krypa len en kryp-en pi havaheden 
p a 2/krypa Igrll Stigens Ilga krypgrll 
p a l/krHknlng Ikraft frAn krHkningakrafterna och bOjninglfllten 
p • O/Kuba laocker aom tala.om prllet pi kubalockret och Ilnknlngen av-vlra hyror 
p • l/kuli Ihatt al att kulihattarna rulla 1 froatgula backar 
p • l/kult Igudlnna och deraa kultgudinna Ir en Ilga 
p • l/kuaaln Ipipa Vinden visllar pi vlnteratlnden kuaainplpa 1 uttergrottan 
p a l/kunskap Itrlnglel Kunlkapatrlngselns skola. expoleer 
p a l/kuat IbArd 1 kuatbArderna lings jurahavet 
p • l/kvarn Iforl rHr aig-friaks Kring kvarnforlena rlnnor 
p • l/kvarn Igubbe Folk hetsade mot kvarngubben 
p • l/kvarn Igubbe Kvarngubben lit dem hAllaa 
p a 3/kvlck /by Ikynda II stela till Kvickby och Klckby och Grltarlld 
p • 3/kvlck l/al1ver lanok KlnatrLamana bleks kvickallveranok 
p a l/kvlnna Ihlr fladdrande kvinnohlr i blllt 
P • l/kvlnna Ilem Kommen ej .ed •••• kvinnole ... r. brHd -
p • l/kvinna /nlrhet och Indl vlraen frln en kvinnonlrhet 
n a l/kvlll Idyning llttjefullt nynnande fHr alg ajllv pi kvlliadynlngarna 
p • l/kvlll Igroda Frln aoallg aten boppar kvllisgrodan ner 
p • l/kvHl1 Iljua flngar kvlllaijua. kaatar lteraken 
p • l/kvlll Iryad De ajHrlka Ikogama alg upp mot kvlliaryaden 
p a l/kvlll Ivind akogalngen bllr rHrd av kvlliavinden 
p • l/kyrka Iljua 11kt hHga och gllnlande apjllverk av kyrkljua och dHdlljus 
p • l/kyrka Iljus och vld tHnda kyrkljua aos du kHpt hem 
p • l/klck Iby akynda al atela till Kvickby och Klckby och Grltarlld 
p • l/klilare Ihall pi ovila tid till llglta klilarhallen . 
p • l/kllla IvHrde Den lanna ltrln bevarar sed Hppen bllck aitt k»11vlrde 
p • l/klnga 1/an6re Ibunt En klngsn6rebunt binger pi hanl hHft 
p • l/klnala Idijd det andra aed altt stHd 1 klnalodHd 
p • l/klnlla Idijd ain kalla Itiltjevlrld av klnalodHd 
p • l/klnala Iflate Utklldd till drH. aen utan klnllofHate 
p • l/klnsla /strid Orelonlig llngtan glr till klnlloltrld 
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APPEN~IX A5: Frequency listing of all elements 

(f:7 tyngd - f:5 bi) 

Ityngd 1 

2/falla Ityngd lyfte fasans ••• - ••• falltyngd ifrAn deras brO.t 
l/kilo /tyngd uppnlr de kl10tyngd och torgprla 

l/tyngd l/kraft Igold att tyngdkraft.golden. jKmnvlkt kom 1 far. -.lc
l/tyngd l/kraft /rubbnlng Tyngdkr.ft.rubbnlngen-som grep omkrlnc .lg 

A5 

l/tyngd l/kraft /verk Ett .vlrbe.tKabart fel 1 tyngdkr.ftverket-aav nedltkKn.la 
l/tyngd l/kraft Iverk v.r tyngdkraft.verket Inte ur funktlon 
l/tyngd Ilag Tung.lnnet. egen tyngdl.g berOrde .11 •• 1nnen 

IvKrde 1 

l/kliia Ivlrde Den .anna ltrln bevarar med tippen blick .itt klllvKrde 
I/k6tt /vKrde End •• t pi ord med ktittvlrde riktar de in .i, 

I/foku. IvKrda f6rlndrar tredje vaben miman. foku.vlrden 
l/alnnlaka Ivlrde utforma. Inte ••• nlgon nyanaer.d mening om mlnnl.kovKrdet 

l/vlrde IbAge DKr .Hter rumaen.-vlrdeblgar tiden. 
I/vKrde I.inne Svlrmod och ve.od Ir vlrde.innen 
l/vlrde Ivlg Smaksinnet Kr en vlrdevl, fHr mlnnisken 

Ivlme 7 

l/schal Ivlrme Deral Ichalvlrme, dera. nlrvaro 
l/lYcka /vKrme i ett lyckovKrmets optlmum 

l/liv Ivlrme Llv.vlrmet lngade· Knnu-aom frln .tt off.ralt.re 
l/lycka Ivlrme LYCKOVARKET 
I/lYcka Ivlrme Mellan var glng llkorn •• llr ••• -hKrskar lyckovlrmet 
l/vlr l/vlrme /flKkt dlr vlrvKrmefllktarne-rus.r till 

l/vlrme Iledning och Iven vlrmelednlngen och lju.et-v.r utan .tHrDinger 

Ivlxt 7 

lIAr Ivlxt Bondens gud .om ger lrsvlxt, har vi f61jt 
Z/klKng. Ivlxt En kllngvlxt .om sllngr.r aI, pI luften 

I/grK. IV'xt Grl.v'xten llkn.r ett eprUtt hlr 
l/vlxt Ihu. Ibl.ad kaa.o ung. flickor in i aitt v.xthu. 
l/v.xt Ihu. Inn.n det stora kriget kom 'gde j.g ett v'xthua 
l/vlxt Ivlrd.re ty j.g v.r en v.xtvlrdar. 
l/vlxt Ivlrdara ute pi .l.gf.ltet dog j.g - jag v.xtvlrd.ren 

/b.rr 6 

Z/.tlcka Ib.rr Bl.nd .tlckbarren-.ltt. b'ren .v.rmvl. 
l/b.rr Ibr'tte hiller ett b.rrbrltt. Over linneorne. klockor 
l/barr Igyttj. Indal.llven. b.rrgyttja Ir .om Nl1.n. 
l/b.rr l/.ko, I.tig En .fton pI .n b.rr.koga.tlg 
l/barr I •• ul. en panna, hj •••• och huva. Barr •• ulet. kupol 
l/b.rr lamule fOrvalt.d. upplti.t b.rr •• ule 

Ibl 6 

l/honung Ibl H.n spel.de .ig .om ett honung.bi-in till henne •••• hjKrt. 
1/ •• lg /bl ly •• n.r tIll .KIgblna. kOr.r 
3/vlld Ibl Se vlldblt ut kelkarna hOjer-.in flykt 

l/honung /bl .om om .oar.rn. bllr lindelOv ocb honungsbl~ 1 11ndkron.n 
llbl l/kup. Ihl .. el goldondrer-tll1 ett .lag. blkup.hl .. el ..... n •• tt 
l/bl ladlare Biod1aren alnn. vl 



APPENDIX A6: Listing according to word-class 
of first element 
(l=noun: dans - djungel) 

I/dana 10 

I/dana Ibana ett IlaglmAl pI danlbanorna vld Bomhua 
I/dana lbana Om danabanornaa aaxkantlga paankakor 
I/dana Ibana 10m avhuggna aolroaaklvor llgga ••• danabanor 
1/danl Ihall 1 Anlaral danlhall aKgar bon raat ut 
1/dana Ikoaat VIr agea roll 1 alla-vKrldarl daaakoaat 
1/daal Isalong flyr jag •••••••• tlll danaaalonaea, flnner Dalal dlr 
1/danl Isalong Och danslalongen hlr 1 lad16ahetea 
l/danl Iteater 1 andra vlrldar ••• ·pa andra danateatrar 
l/dans Iyrlel uppltlgns till danlyrseln under an egea tro 
1/danl 1/bana Illngterlka Uan alarviga danabanelAngterakan fanaa 

1/deg 1 

l/deg Istille degstAllena i br6det och falkarnaa dun 

1/delfln 1 

l/delfin Ivakt vara delflnvakt It Afrodlta 

1/delta 1 

1/delta Ilandakap och 1 deltalandakap vara granar 

1/demon 2 

11de.on Ibalanl Full de.oabalanl aellln blodytorna och kattanltten 
Ilde.on Itro den Bverbelaltning-Ioa ledar till dl.ontro 

Ildl 

11dl 1/glvnlng letund Kellan dlglvnlngeatundarna llg han 1 an ••• trAvagga 

1/dlamant 

l/d1amant Ikorn llkt dia .. ntkorn 1 en bargkrletall 

1/d1l1 

lldlll IkBtt Man kokar dlllk6tt 1 att hus 

l/dlmma 2 

l/d1 .. a Iflock En gyllne dlmflock tyckta vl Oaa .a 
l/d1 .. a Igard1n UIMGARDINER 

l/d11c1plin 

l/dlaclplln latll ana1kt.akyddet av kallbaarat dlacipllnatll 

I/djungel 6 

l/djungel Idal glr ett rop-genom djungeldalea , 
l/djungel Ikllla en aprattlande aUkarlykta BVar djungelklll,aa a6rker 
I/djungal Iljud Vlldlga urkraftavlaan,.anad 1 djungalljud 
I/djungel Irltta ett djur rHt, en djungalrltta plumaade 1 floden 
I/djungel Ita.pel bland aalrdolda djuagalta.pal •• tlrra gudarna An 
l/djungel /vlr frla Veaua grBna-och atlnd1&t hUgf.rtlla djungalvlr 
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APPENDIX AS: Listing according to word-class 
of first element 
(3=adjective: grA - inre) 

J/gri ~ 

J/gri Iberg Grlberget llg tyat oeh mlktlgt 
J/gri Iberg 1 m6dana grAberg av vardag 
J/grl Iberg alpbubbellKtt pi ett grlberg 
J/gri laten Det hlrda lugnet hoa gneja oeh grlaten 
J/grA listen Ihlll Uver grlatenahillar 

3/grUn 2 

J/grUn l/aak I.lne och grHnaakamAnen uppglr redobogen 
3/gr6n l/aak latad av vl1ka en benlmndea Gr6naakaataden 

3/gul 2 

J/gul laparv Som en aegrare pi deaa topp aitter en gulaparv 
3/gul latrunt Aaeh alnt-gulatrunt. At helalke ungar 

3/gy11ene 1 

3/gyllene Ivlr GYLLENVAR 

3/heden 

3/heden I_laalon vld hednamiaalonen 1 Kina 

3/hel 

J/bel Iflgur Dlr ken han 1 fHrblfarten apegla alg 1 helflgur 

3/hlrd J 

3/hlrd latring tvlttar fra. kvlatar, hlrdatrlnaar 
3/hlrd latille Snart Ir atubbena hirdatillen gHada 
3/hlrd Ivlnter En ljuanlng b1ev aynlla 1 hlrdvlntarna akoa 

J/h6g 18 

3/h6S Iflod bet akulle vara aoa hHaflodena akapp 
3/h6g Ifrlayr 1 hHafrlayrena akUnt uppdrlvna hlrvalk 
3/h6a Ikoalker hHgkoalkarn uppgav aln bllrra och avalek .ad d6den 
3/h6g Ikoalker HHakoalker Sandon fHravann 1 da koa.iaka haven 
3/h6g /koalker HUskoalker Sandon 1 ryaderna lavde och gladde 
J/h6g Ikoalker h6Skoalker Sandon atod upp mot f6rla.nlnsena mara 
3/hUg Ikoalker hUskoalker Sandon upphlvde ett akrl kallat Illrran 
J/hUg /koalker HOGKOKIKERN SANDON 
J/h6g Iland en llten aJukatad 1 Doral .. a hUlland 
3/h6g Iland 1 clrruamolnena froltlga hUg land 
3/h6g lmod en telegrator utan h6Smod, flitiS, redbar 
3/h6g lmod uthlrdar andraa lidanden .. ed hjllp av ett hUS-ad 
3/h6s Iplatl upp emot hUgplatlnl lyktbealilade alltter 
J/h6g lalltt BrUdbaket hilia pi en hHsalltt 
J/hUg Itid och bllnKat hunser Iven efter hHatlden 
3/h6g /vlnd av lyftande h6gvindar 
3/hUg I/tid Is1ana Had gula fanor avlnada de-l aolana hUSt1daslana 
J/hUg I/tryck /panna de IJunks 1 havet, h6stryeklpannorna akrina 

3/1nre , 
3/inre lugn dlr vi sjllv vid innerugnar aleto 

. - .._--. ___ . __ " ~ ____ ... _h . ___ . 



APPENDIX A6: Listing according to word-class 
of first element 

(8=probable cOinage: Jender - Yedis) 

BtJender Z 

8/Jender /bord bad mig komaa-tl11 Jenderbordet dlr hon ••• flngat 
8/Jender Ikurva dlr hon var ayaaela.tt med Jenderkurvor 

8/1II1m. IS 

8/1II1ma /dyrkan en aekt tl11 1II1111.dyrkan allr al, nedar 
8/1111111. Igr.v tyat f6ratlrkte.-av .i .. gr.ven. Ijua. da anart f6rbrunna 
8/11111118 /hall frAn 1II1111ahallen tl1l de r6da ljuaen 
8/lIIima /hall helat ville fly 1 akrlek ur lIIilll.hallen 
B/.l.. /hall 1 alla ,Ingar In 1II0t lIIi •• hallen 
B/.1aa thall 1 Milll.b.llen dit det ond. aMnde 
B/lllilll8 /hall oeh 1II1l11ah.llen bllr en trlngaelnl hila 
B/.i.. /pall aom slimmed. och dog vid lIIi.a-pallen 
Blllll .. /rua Den kvlnnlisa pl10ten kOllllller In-l 1II1.aruamet 
B/1ll1ma /aal allt folk 10m trMngde pi 1II0t .1l11alalen 
B/1II11118 /aal Uti a1n a.inkloge bakolll 1111ma.alen 
B/.i.a /aklrva en dag dl jag aorterar milll8aklrvor 
~/.i.. /akKrv. KlHASKXRVO& 
B/ml .. /.k6t.re bad 1II1111.ak8t.ren att koppl. om-och byte Iynfllt 
B/.l .. /sk6tare oeb lIIilll.akataren 1 Aniar. 

B/nokt. 

B/Dokta lata. aj6jun,frurne .v Dokt •• t .... n 

B/rindel 

8/rindel /al.nt oeh rindel-.lanten toner In .in londl 

B/aaba 

B/a.b. /.ggreg.t f8r S.ba-.glr.gatet aOIll flck trlff .v ry.dat.n 

B/Sarl 

B/Sarl /.exton Vid fllt.t S.ri-.exton uppaav vl f6rlUkaD-att vlnda 0lIl 

B/Sell 

8/Seli /Yed11 pI Tany-llnjen. Y1bb oe\ Se.i-Yedil 

8/Tany 

8/Tany /llnje kan .. n ••• f8ra Bver-pl T.ny-linjen. Ylbb oeb Se,i-Yedi. 

~/T.be 

B/Teba latrlle .ed hjllp av ga .. oaal oeb Tebe-atrAI.r 

8/tynoa 

B/tyraoa /lalllpa berlknad vil fBr tyrloll •• pora aken 

IS/Yedie 

8/Yed1s /adel pl en fBrflnad gren av Yedle-adeln 

A6 
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APPENDIX A7: SeparAte listing of multiple Ncpds 

(skAdebrodsfrukt - solskenshistoria) 

Isklda IbrHd ./frukt 1 

p a P24 (-a+e) (+s) 2/skAda 1/brHd Ifrukt var den en gren av skldebr6dsfrukter 

Iskliia lord Igud 1 

p • DLKl20 (-s+a) (+s) 2/skalla lIard Igud vi blda alaoa de akUllaordsgudar vi ~: 

IskUld Ipadda Iksm 1 

p • N10l (0) (-a+s) 1/sk61d 1/padda Iks. en kvinnal sk61dpaddskaa i akterb'gen 

Islinga Ikyal Irop 1 

P • GT64 (-a) (0+) 2/s1lnga 1/kYIa Irop dl g6ken ksatar aina a1angkyaarop 

IsmA Ibarn Iskola 1 

p a N064 (0) (+s) 3/smA l/barn lakola Dl h6r han en dag en am1barnaakola akratt. till 

Isn6 Istorm IVinge 1 

p • DLH94 (0) (+s) 1/sn6 1/1torm Ivlnge Dit kommer vlnterk61den ••• ·pl anUstormavlngar 

laol Ifjlder Ispel 1 

p • DLK113 (0) (0+) 11sol 1/fjider Ilpel Det var som ett solfjiderlpel 

Isol Igrav Ivlrd 1 

A7 

p a A11S (0) (0) 11s01 1/grav IvArd svartklidd sol ••• ·pa en gAng Ivartnat 11k och aolgravvlrd 

Isol Ined Iglng 15 

p a GT15 (0) (0) I/sol 4/ned Iglng AlIt l4g lamlat i en ends ayn: aolnedglngen 
p a V39 (0) (0) 11s01 4/ned Iglng denns vig till sln solnedglng 

p a DLM80 (0) (0) I/sol 4/ned Iglng En flicks dray ham aoln.dalngens sftonko 
p a A199 (0) (0) 1/sol 4/ned lalng en lolnedglng i Aniaraa atad 

p a No12l (0) (0) l/aol 4/ned IgAng glUdanda .ftonljUsr·lyate 1 .01nedalDKan 
p a LBs3S (0) (0).1/101 4/ned IgAna Kvallena hlm1.virld ir ...... lad tlll ,01nedgAng 

~ a C91 (0) (0) 1/.01 4/nad Iglng Ken .olnedglnaarna le 
p • LESS1 (0) (0) I1s01 4/ned laAng Men ,olnadglogen 'tarka. till myren 

p a V39 (0) (0) Ilsol 4/ned laAng nir man .lutligen narmar alg graven 1 .01nedgAogen 
p • AI06 (0) (0) 11sol 4/ned laAng och .olnedglng.n 1 en nirbeligen d.l 
p • N061 (0) (0) 1/sol 4/ned IgAog SOLNEDGANG 
P a V34 (0) (0) I/sol 4/ned IgAna Solned,Inaen lcks .na pAtlnkt 
p a P36 (0) (0) 1/101 4/ned IgAna SolnedgAnaen 1 vl.ter Ir fHr Ilngt.ren-en .ol.n •••• re •• 
p • T27 (0) (0) 1/sol 4/ned IgAna Strlden ••• och frlden ..... Ut •• 1 101nedalnaen 
p a Al9 (0) (0) 1/.01 4/ned IgAna vl lAtsa. gryning, akyanlng, .olneda'na 

1101 Iro. I.klv. 1 

n a NoS2 (0) (0+) 1/.01 l/ro. laklv •• om .vhuggn. aolroa.kivor 11aaa granaul. d.n.banor 

1101 IrHk lhage 1 

P • V6S (0) (+s) 1/101 1/rUk Ihage bort frln rUttern •• klor-l .olrukahagar 

laol I.ken Iblixt 

p • DLM40 (0) (+a) 1/'01 l/.ken Ibllxt Axen ksat.r solak.nabllxt.r 

1.01 laken Ihiatoris 1 

p a TZ1 (0) (+S) 1/101 l/iken Ihiltorla berittal denns .01akenah1atorl~ 



APPENDIX A8: Listing according to linkine device 
(/-der/ - /-e+s/) 

(-der) 

p m Ab8 (-der) 8/goldonder Ideva den ed jag svurit kallaa goldondevan 

(-d+t) 3 

A8 

p a P75 (-d+t) 1/land Ig~rd ett vin aom juat nu tappaa ur fatet pi en lantglrd utanfUr Funchal 
n a NoSI (-d+t) 1/land Iman Han Ir urdriftena lantman redan 

n m FUIIO (-d+t) (-a+o) 1/land l/kyrka Iglrd den 1rllndska lantkyrkoglrden hemaa i Donegal 

(-e1+la) 2 

P II DLHtI& (-e1+1a) l/inael IbAr Holnlandlupet flSr dagen·eU m1l111nat llnalahlr 
p I A186 (-el+1a) l/lnael Ik6r Och ling av Inglak6rer·och tal av goldondUr~r 

(-en+na) 1 

P a 822 (-en+na) 3/heden /m1aaion vid hednamiaslonen i Kina 

(-en) 13 

p a ~797 (-en) I/vatten /grUt hell till kvillena vattgrUt 
p a DLH51 (-en) l/vatten IgrUt lien At tylt lin vattgrHt 
p a GT28 (-en) l/vatten IgrUt aedan han ain vattgrUt njutit 
p a VII (-en) l/vatten IgrUt slevar i fattigmansrodd ~enoll Ir av vattgrlSt 

p m LES38 (-en) (0+) O/Nicken l/roa Ivatten Nlckroavattnet sklrper 11n apegel 
n m NoS3 (-en) (0+) O/Nlcken l/rol Ivlk I lugnets nlckroavik 
p m N020 (-en) O/Atlanten /dynlng Den m6rka Atlantdynlngen apeglar Norrlanda trl 

p m HL069 (-en) O/Atlanten /kabel Vi fiakade upp atlantkabeln mellan Barbadoa oeh Tortuga 
p II P23 (-en) 0/Nilen /flod like flglar aom miatat aln nilflod 1 Afrikaa hjKrta 
p a V7 (-en) O/Nlcken Iroa att nlckrolen ruttnar till hHat 

p a ~77l (-en) O/Nllcken /roa Dl lyaer vit en nMckeoa.aom Ingel 1 ain vik 
p a V98 (-en) O/Nlcken Iroa Gyttjana Ingel nlckrosen·kom upp ur djupen 
p a N4J (-en) 0/NUcken /r08 Skamana nUekroaor gora aitt bUsta 

(-er) 3 

p a No127 (-er) l/kllder Ihlngare och hUnger sitt dUdsrep pI klidhlnaarn i akrubb~n 
p II A120 (-er) l/kllder /uppvlser.ka glr hylsad.som klUduppvlaeraka 
p a N121 (-er) l/mHrker Irlldala Bara mHrkrldlla. lotvllgg. aorgflor 

(-e+a) 17 

p a Al4 (-e+s) l/anlete Idrag av mlg 10m liaer deraa anietadrl, 
p a A74 (-e+s) l/anlete Idrag och viI ken frld i hennes anletsdrs, 
p a A44 (-e+a) l/anlete Idrag vllntar.hur anleeadragen om en .tund aka ly.a 
p • A44 (-e+s) l/an.ikee IfKrg Den akHnaa anslktsfUrg bllr Itrax en annan 

p I Pll7 (-e+a) l/anaikte /akydd anllktlskyddet av kallhlmrat dl'clplinatAl 
p I LES56 (-e+s) 1/arbete Ivagn hHll bonden In med arbetsvagnen 

Pm A90 (0) (-e+a) l/atll I/blge Ibuffel vi fick s11sa med •••• armbJg.bufflar vid goldondena grind 
p s Nl20 (-e+s) 1/glrde IgArd G~rdsglrden 801knakar.lutfisktorr och Ikev 

p m No24 (0) (-e+s) l/regn 1/blge ISkimmer Och regnbAg8skimret av vAr oljedunat 
p m Nm80 (0) (-e+a) l/regn 1/droppe loga regntung rlg •••••••• ut pI fraktfart med regndroppsHgonen 

p m HLl&S (0) (-e+s) 1/regn 1/droppe 16ga regntung rAg •••••••• ut pi fraktfart med regndroppsUgonen 
p m L~S7 (-e+s) l/rike /rH8t att myggen un hUraa aom rikarHlter 
p m GT&b (-e+a) l/rike /trKd Hur mycket mera krKver inte dA ett rikatrld 
p I Vl7 (-e+8) l/rike /vUg RlksvBgen lied mll8tenen rakt under mina grensr 
p I T22 (-e+.) l/aamhllile Ivarel.e lamhiliavarelscni-abstrakta fotapAr 
P m A97 (-e+a) 1/aamvete Itvlng fHr att fl rYla av aig Bamvetstvlnset 

p • V92 (0) (-e+a) I/akal I/bagge I.smling nlr den vlllkinda Bkalbagl •• amlingen rlnner ut 
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APPENDIX B: QUESTIONNAIRE 

81 

B2 

83 

Enkat rorande sammansatta substantiv: del 1 

(Creative - latent formations) 

Enkat rHrande sammansatta substantiv: del 2 

(himmel-, himmels- or himla-7) 

Enkat rHranda sammansatta substantiv: del 3 

(multiple formations) 



ENKAT RciRANDE SAMMANSATTA SUBSTANTIV 

DEL 1. 

APPENDIX B1 (a) 

Det Anses allmlnt att sammansatta substantiv i svenskan kan 

bildas sA gott som hur som heist, men det kan inte fornekas att 

somliga nya Eller tillfalliga bildningar verkar mycket mera 

"normala" an andra. Har ar nagra sammansattningar, tagna fran 

Harry Martinsons poesi, uppdelade i vad jag anser vara normala 

och mindre normala bildningar. 

NORMAL A MINDRE NORMALA 

(fast kanske tillfalliga) (pa nagot satt sliende> 

aftonsol aftonko 

aprilvind aprilbro 

aspskog akvariedrabant 

balsalsgolv allesteg 

bambugren barrbratte 

baracktrappa ansvarshus 

artillerigosse armbagsbuffel 

atlantkabel badsultan 

barnv.gga bergkropp 

bergsflod evighet!5vagga 

Haller du med mig, pi ett ungefar? For att ta reda pi om min 

intuition far st6d av andra, skulle jag vara tacksam om du 

ville ta stallning till listan pa nasta sida. 



Var snill och ge fdljande uppgifter om dig sjilv: 

Alder: ....• Kon: M I f< 

80cka fHr i limplig kolumn. 

am du ir tveksam kan du lAta din bock fbljas av ett 

fr~getecken. 

am du verkligen inte aIls kan bestimma dig finns det en 

tredje kolumn! 

------------,-----.--------------

NORMALT 

m NORE I KAN EJ 

NORMALT , 8ESTiMMA 

t M lEi 

----------------1------- - -------.------- ----
bergkulle 

beroringsglans 

; 

i-
l , 

betesfilt 
'"1 ---- --.-----

-----------------I-------l---------"- ---- ----- -----
betongdarnm 
-------------1------.-·----- ---
bikupshimmel 
---------------f----.---- ------------- -._-_._-------
expressmatvarut~g ---------------1-------.----r-------- --
fAgelhipnad 
---------------f-------t-------.- ---- ------------
f~gelklippa --------------- -_._---- -_. __ ._-- -'---'- ---_._----
glasyrtegel ---------------4·----- ---. __ .-.---
glomskeh.U -----------------1---------- ---._---- -
gnejsnos ------------------... - r.--------.-
gnisselljus 

-. ------ •• ~.-.--.------- .• - •••.•• -. 'T" - .------+.--.-. - _.-.- ---f .----- --------
.g~anskogsAs 

..... -... -.... " ~ .... ~. " .... ~ .~ ..... .... - .... -.... ~ --.•. _ ... --_.-._--- .- ---._-_ ... -----... -.-.. ---
gronsaksmc'Ane 

guldspenat 
-----_ .... - "-"'" ""'--'- .. -. --.. -... - .. _- , .. 

gyttjetunga 
----------------- .---- .. -- -
hageldriva -. __ . __ .... __ ._. __ ...... _. __ ..... - . 
hundlokshav ------------+----_._---_._ .. -

(\("I~~ "t .. t\\f(, l'd('~ ) 

I 
J 
I 

I 
1 

31 (h) 



---------------~~I:\j(~]:F\:I'I~ti~L~T:-~M~1 H i\~~ I<AN E.J EcE--

1 S' .. ,. ,'-i MMf_ ' ... _M_ I_G. I··i, ' "!(~L' _ • ---------------------_. 
k"icksilversnok 
------------------- .. _-- .... -~---. -- .. - ~_. 

Ijusandning 
------------------
1 j usspel 

Uiderb 1 adssc:ha 1 

manandning 

-.. -._------ -- .... --. -' 

__ a_._ .. _ .. _ ...... _, ._--

---- ----_._--.. -----_ ...... 

:_:_:_:_~ __ Qt_:d __________ I __ =+=-_ .. -.-- -------- .. --- I 
-... -... I 
,-- -.---_ .. - _. 

o_r_g:::..e_l_b_a_s ____________ 
il
_______ 1'_ -.-... --... --- -I 

p_a_st_el_l_Sa_ft _____ ,j_---t ___ · ___ · ___ · __ 1 __ · ___ . __ ._. __ .. _. __ _ 
r_Y_m_d_s_t_a_d __________ ---r-l ___ ~_T 1-----------1. --. -.--
Solbj.lHke I __ +______ _ ___ _ 

=;;;~====-~~~-=-il'l---:1-------~mardri:im .. 

-+- --+----- -.. ---------- -.-.- --.- -- .. ! 
S..:.P..::i..::l-=l~k~r..::A~k..:s:...r_o~p ________ ~ir_-----t---·----- -... -- .. - -- ------ .. ----1 
stenkamel! I -t------l---.. ------! 
;-=-=tj:':':':'.lir=nd=ik =-t----_ -_-to -- t--- .. ---------t----- ___ --j 
;~:::::dd I !~_~-~_--__ .t~-=~-. ___ ~_-__ .. 
t~~_-~r~n~i~n~g_S~b=l=i=c:=k=============~tl;~~-~~--I!i- - f- ----------J 
"attanp.arla ----l---.-- _. _____ ..... __ .... _ .... _. ___ . 
:-;-:-:-:-:-sm--y k L-;-:-d-r-a ________ TI _____ ~__l, -... _ -. -_ --- -- --.----.. -- --.--- '-" __ I' 
;-~~~r~l:d-~sd;o~r~r~~~~~~~~~~~_·-_--_-_--_---t_tr----·-"-.---,---- -- -.- i 

--t---- -------t-·-- --------.. - I 
I --_.-. --- - --.. I 
t , 

alakl1 ngs.lingel __ ._~ _____ .__ _ _______ .. --l. __ 

~l.gl imt --1-- i--- -----1--
Okenhetta j _______ •. _________ • -------------- -- .. - -------

spinkbensafton 

Varldsgrimas 

Varldsresa 
------------

31 (c) 

4 



£Nt(~T R~R~MDe: 
SAMt1ANSATTA S.UBSTANT IV 
DE: l. 2.. 

Himmel karl bilda sammafls.3t.:tningar p~ b--e ,;,:~lL: 
hi mmell~i ke, b.iJ.!ll!!eL'2.fard c)ch bi ml akr--opp. Hdr- n~:,d<"11 
ser- dll 20 olika sammansi,i:ttningat- med h.lmmE~l (~ll.1,3 (-1;",1a.-J,~~ II';J" 
(ji kter) • 

VALJ DEN FOFU1 DU TYCI<ER LATER BAST I S(:.t11'1tll'-lHf .. H'1hECT G~ 1101-'1 AT, 511< (I( f\ DE" MoJO/M. 

Om du absolut inte kan be5t~mma dig kan du limna tva - el10r 
~lla tre - och numr-er-a dem sA att den form du tror ~tL dtl 

f(ir-edrar- fAr nummer- 1. danlast 2 f.?tC. IVI~~n !:;rl~:Y~< HEL5T (-'IL.1 .. J, UTIlI'1 
EN FORM i var-je exemp~l. 

Satt en bock i mar-(,;jinalen am dl..( tyckt-::!r- att. d11.l.. \cll lliflue-; ,"'~ 
av att du kanner- igen diktraden. 

1. 

.., .... 

.,. 
-.) . 

4. 

5. 

himmelande 
Sedan denne utsande himmelsande hade fdrviEsat ~l~ om ... 

himlaclrlde 

hi fllllk' l.lJ 1 O~;,,; 
••• nattsvarta galgar resas m(:Jt hostli(;F,1 Ilimilli_dsldu;;',:" 

I'" i iIIl ab los,,; 

hi mmel b 1. ~(~'l SI:::'_'I"I 

.. • som blc'Ast LIt och stannat pA hirnrnelsbL~\f:.ds(~rl 

l"liml.abl~\e15ell 

himmeldjup 
••• med skenbara himmelsdjup nedat met gyttjan 

himladjLlp 

hi mmel dt allie:, 

••• som •• sig gjor-de ti.ll gud och tr-ollkar"J. i E:!t:t himmelsdr-,:,,11':_\ 
hi IIll adr -3 ill':: 

6. Himmeld;l:\net 

7. 

8. 

9. 

Himmelsdc'Anet rullar frarn 
Hirnlad~net: 

hi"\'flH~lhar--pcli rid 

••• s~go -f r ~u. sn i ngssolliaterna. •• hi mmel ~jh~-;,I'-pClI'T"_\ 
himlahar-I_lutnd 

h i 'nn't~l h tij ejpr 
Kan de ••• ha r~tt till andra himmelshciJdcr 

himlahdjcJ€?I'· 

hi mmel 1::1 yf t Dr" n , .... 
... i de krist"llll:L'Ira l"lilnmF.~l""fdyftL'1 11.1 

III ml.ll-l yf t .. ::.,-,1",-1 



10. tli. mlllel.!. and 
sa sitter Basil i sitt himmclsland 

I-li ml,,\1 anc.1 

11. himmelmoln 
••• gIAntans kolsvarta mLm vind mot himm~e15mQln 

himlamclln 

12. <Diktrubrik:) HIt1MELMALNIN(3 
HIMMELSMALNING 
HI MLAt1ALN I NG 

13. hi mme I m<~ t t 
••• da den mitt med himmelsm~tt var liten 

himlam::\tt 

14. himmelpi(ji:\ 
DAr fanns gitarrens klagande himmelspiga 

himlapigi,\ 

15. himmelruset 
••• hon fylls av himmelsruset 

hi ml ar'L\set 

16. himmelrymdens 
Ur himmelsrymdens hay jag ••• sag val'- galllL"iI ~:;kuta 

hi ml ar"ymdens 

17. himmelstrebrar 
••• ftlr alIa klittrare oeh himmelsstrebrar 

himl astrebrar' 

18. himmeltavlas 

19 • 

20. 

••• ifran en nytind himmelstavlas fond 
himlatavlas 

•• • atervinde till den ofattliCj':l himmelf:;tn:d:t. •• 
hi ml at.r·akt. 

hi mmel v.~t-l d 
KvallenM himmelsvirld av skyar ••. 

himlavir-ld 



APPENDIX B3 (a) 

ENKAT RoRANDE SAMMANSATTA SUBSTANTIV U==_f .. _ _ .. t-

DEL 3. 

Sammansattningar, aven nybildade, ~an i allmanhet, 

" ober·oende av Uingd, Uitt del as Llpp i TVA huvllddel Oil'", t. ex. 

balsals/golv, bladlus/olja, bond/spelman, falt/piplarka, 

tradgArdsmastar/skamt. 

I fHljande sammanslttningar, ocks~ hamtade wr Harry Mal'"tinsans 

paesi, ~r det kanske inte alltid s~ sjllvklal'"t val'" gr~nsen ska 

dras, men forsok att dra ett vertikalt streck dar du intuitivt 

tYcker att den g~r. Satt ett fr~geted(en i "VET EJ "-'kal wanen om 

du inte kan bestamma dig. 

,---------------_._-_ ... _ ........... _ .... -.- .•.. -
VET EJ 

r------------·--t-----·-----·---
bikupshimmel 

r----------------~-------------
bossinsamlingsmedel 

--------------- ----.------_ ... - .... 
expressmatvarut~g 

,------------------- ------_._._--
farttestfalt 

.. -----_ .. --..-..-_ .. __ .... __ .... - .... -----------p ..... -... -.-.-...... -.... --.-- .... -.~ -
f~geltungomAl ,------------_ .. _._--- -_ .. -_._. __ ._-_ ...... . 
hosthagelstarm 

1------------------------, 
host~ppleplackerska -------------_. __ •. _._ .•.. -_.- ... __ ._---_ .. -.. , 

jungfrudunkel 

vattenbambuskatt 
1--------------_ .. ·- ... ---

I .... ----------.-----------. .... t· .. _- ---........ . 

-----_. __ .. _ .. _-------_.-... . .-.. _. __ ..... 
vArviir·mafl.llkt 

- I 
-'------_ .. _---_ .. _.- . __ ._-----_ .. _ ... -. _ ... 

Var sn~ll och VAND INTE p<i\ sid.m 'forran dl.l l.:'lytt o::,t411nln'J t!ll 

alia sammans~ttningarna avan. 



H~r f~r du nu 5amma sammans~ttningar i deras sammanhang. 

Dela ~ter upp dem i tva delar genom att dra ett streck p~ --
l~mpligt st~lle. J~mf6r g~rna med dina beslut p~ fHreg~ende 

sida (men ~NDRA INGENTING d~r). I vissa fall kanske 

sammanhanget f~r dig att ~ndra ~sikt eller klargHr en fHrut 

os~ker grinsdragning. 

L -' (b) 

- ---------------

VET EJ 

----------------------------- ._- .. ---"--'--_. 

Goldonderkungen k~nde 5ig scm Gud 
och fast besluten leva upp till gudar 
han byggde 5ig en stad i himmelen. 
Det var en globisk v~rldsstad av goldondrer 
till ett slags bikupshimmel sammansatt. 

<D18) 1 ... -b-l-' f-::L-l-P-s-h-i-m-m-e-._-l_-._-.-. ~'-_-._-. -t-_-._-~~~=_. __ _ 
Jag reser nu alIt of tare 
i tanken till denna trakt 
d~r Samariterna f~r b~ssinsamlingsmedel 
har k~pt sig in och byggt sig nero 
(A162) I~----------------------r----------; 

bBssinsamlingsmedel 
--~--.----

p~ framrusande expressmatvarut~g 
vila konserverna. 
Sardinernas oljiga mumier 
skynda sa stela till Kvickby och 

Gr"atar]. i d 
dir bara en del fa del. 

K~ckby och 

I 
(N12) 

,
------------.--- t--------i 

expressmatvarutag ---_______________ ..L-__________ . t-----------

En gang pa resa till farttestf~lten 
kastade jag i inktlrskurvan 
plHtsligt upp en vagn av okint mirke. 
<V 107) lr-------~--~t------.. 

farttestf~lt --------_________ ...1-_______________ ._ 

Gryningsljuset Bppnar sig over daggen. 
Snaren stralar och tonar p~ fageltungom~l, 
med harda an5lag och langa flojtsting 
t~vlar de i att hora5. 
<T38) 

,. 

{ fagel hmgomal ---------------___ L ______________ + ____ .. ____ _ 
I 
I 

Dch dagarna g1ngo i lidande, i 
med tynande hj~rnorna kvidande I 
tills hB5thagel5tormen f::om ridande J 
med rc eller v1nternod. 
(S:'55) r----------- .------.---

hosthagelstorm I 
-----------------~----------.. ------



--------------------_._---_._._- \/£T EJ 

~pplen som boknat p~ kvisten 
minns genom savsagner hostappleplockerskan. 
Hon som i hundra Ar 
nedsankt i graven vilat. 
(V19) 

Dar fanns pigor med jungfrudunkel, 
med legenden i schalen 
och digra frAgar i hindklara ogon. 
(N61) 

!jUngfrUdunkel 
------________ -.1.... ________ ;-_ .. _ .... --- ... 

Ett svlrbestambart fel i tyngdkraftverket 
gay ned~tkansla och den illusionen 
att vi hur an vi gjorde bara foIl 

B5 

(A202) ,...---------------_. ------... - ... -. 

___________________ ...Ill..t_y_n_g_d_k_r_a_f_t_v_e_r_k_._ . ___ . ___ . _. __ 

Jag ~t farskgras, vattenbambuskott 
och flodmusslor. 
Rusade mot alia som kom, 
sam ett lokomotiv. 
<N79) 

I vatt:~-~a~bus~~t~- ... -'- ~.--

----------------------'---------------1-----_ .. -.. 
8proda hermelinspAr 
Saxas latt 
i Ittor pi vintersnon 
bort dit en back slingrar fram 
med vitpalstak. 
(N49) ,.----------.---f--- -------

___________________ .!-/V_i_t_P_il_ol_s_t_a_k _____ -1r·· ______ _ 

Nar blodet i v~rarna trAnade 
och vlrmorgonhimlarna bllnade, 
da gingo vi slagna och hAnade 
till kemp for en beta brad. 
(855) 

Nar sntifriden aldras 
och de sista drivorna brister 
ir snon grov som salt • . . . 

/vlrmorgonhimme,l 

Vi Sprider ut den till solskensstallen 
dar vlrvarmeflaktarna 
rusar till sam en flock hun dar 
kring avgnagda vinterben och rester. 
(LE82S) ~ _ ... ----.. ---. 

,. 

I vlrvarmef Uikt 
---------~--------- -- ----.--- -----. 

TACK F~R HJ~LPEN 
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APPENDIX C: MANUSCRIPTS 

Cl 

C3 

C4 

C5 

C6 

C7 

ca 

C9 

Cl0 

Cll 

C12 

C13 

C14 

C1S 

C16 

C17 

C1a 

1:19 

Efter vandringen 

Nikmast intill 

Vat tenskroiiddar"en 

Hdgt i backlidens 

Efter vinterns 

Ett enkelt spn1k 

Skogsskuggan 

Byllerproy 

bverallt allestades 

Vi ta Ii knel ser-

Hdsten faller 

I mildglantan 

Ett hagelvrak 

S~ngares tyivelkvall 

Visa 

For varje Ar (versions 

For varje c1\r (versions 

For varje Ar (version 

Mad ,ken 

1--3 ) 

4-5) 

6) 

Reference in t~xt 
F'ag,2 no 

4~24, 454 

427 

429 

430 

4::,0 



i1%axxII~~~t~KAxtxxtT!txstt!tmBkxa±X 

.X~~K%XX3K1kx&xtzzxtKX!.mmmxIXaAX~ggam. 

I 

. .;.,r-

Efter vandringen i stigdunklet 
bracker Ijuskvastar in genom gr~nvaggarna. 
Akerslatten oppnar sig med plotsl1ghet •. 

Cl 

'. 
t ,~~ 
i 

I 
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Bull erpro v • 

De kinsllgasts d~ t~rst 1 v~rld8larmet. vlrvlar 

de d~n'st kins11ga avtrubbas aakta men t~rvl •• o 

s~vas ner, t6rtr6ttas och ~sJunk~ sedan 

krlngtBrda 

~ndast ~~~~~~~~~~~r-
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Har luktar a~ch egenheter. 
~ smakar gran inne i granen 
och_talar duvlikt i skogsduvan. 
~~g<a"-- --I .. n reser rN:l; runt 

med surrande ~ __ _ 

Med hemvana koljeogon 
betraktar ~algtapeterna 
i vattensalen. 
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hit kom jag en sommar for att leva 
~ forskingrade mina tankar v ~ 

, bland dessa i:~fl:rB lOCkersko~." 3 61 ~ 

""'" 'S'\lm l.oltaQ.e mer an ja!::];JP1 akrA. d ro~ 
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attskynit-a-~ll ting i all t 

i //-' att ingenting kunna farena A" "'" 
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.. . ~~"O _&4.t/ 

~ =::::l»;~l enh~-------
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stod~!:1~iie~ kvar a tt bevi ttn~ 
ljusfarskingringens bolja 
undanglidandets v~g 

av rikaste 
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De glodande lonnbladen falla som hQetess trumfess 
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En bild dir&y i .ja oc~n 
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~ ... i~ar en stund 

sin Ik&llra ~, 

,.... .. t aog dell .1111 ... tAr. 



For varje ar 
lyssnar sig hjirtat 

alIt lingre in 

i aftonf&glarnas flJ~tingsland. 

1 fagelsomrarnas aftons~ogar. 

For varje a.r 

lyssnar sig hjartat 

all t 15.ngre bort 

i aftonf!glarnas flYkting~ 
. ~ ~:.saJ.-/ 

11 ~somrarnas ~skogar / , . 
, ~G.st.<1f'" ~If->""-
''lr~somrarnas ~skogar. 
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For varje ar 

lyssnar sig hjiirtat 

alIt Hi.ngre bon 

i aftonfaglarnas ~~ 

i aftonsomrarnas fageJskogar 

i fagelsomrarnas aftonskogar. 

For varje al" 

lyssnar sig h jartat 

allt Hingre bort 
i aftonfaglarnas flybin~~C'g.aTf) C"""\1"\ -\1\ .*~ .. y-;...t 
i aftonsomrarnas fageiskogar 

i fageisomrarnas aftonskogar. 
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APPENDIX D= INDEX OF COMPOUNDS 

The inch·,:.: cDntai nSi some cIne thCJusiand C111C' hundlr ,,·'d (ild e . III 

(Swedi.sh) c~lphabE.\tical onjE!r··. It. c:1"1i.e·fly C::Cln~.;;:i,~t=. 01 thl: 
cl~e.\ative HM c:pdSi rnent:ioned in th~;~ bClcly cl·f t.hc:~ thE,,;L'.c., vJt,,·! 1",\ 
a.ctually disc::us!:;ed or simply appf-.?ar-i.ng i.n qUDtaticm:', j 1111',;111 
ting other- ·feat.ures. Lat.ent ~Ind l!?>:icalisE~d cpch. (il',c:u,,,·\1 ill 
the thesis are also included. 

The HM reference is tel belok (Sf:e clbbrE!vi;i:li:iclIl!; o·f i, Ill,',. 
on pVIII or p442) and page number (fil"st edi.tiun) .. In till' (.,. 
cl'f an::hive manuscripts, the a.bbrevi':lt.ion fil:':._L 1<5 u!c;C'iI. TI,i' 
reference titles of archive poems qUCJted will b(~ h)llllI:i \)\ tl,,· 
text. Some fifty cpds fr'clm ar-c:hive poems havG.~ beuii qlll.ltf'li IIII! 

of c:ontext. Their reference is Ar-k·!t. The~;(", c:pdc:; ;,'<I'E' 11 '"t ,'d 
in Appendix E, with their immediate contexts dnd al'(hJ~C: 
r~ference titles. 

The page nLlmbers in the t.hird cCllutnn rEdE'r t.u (IIL'r!1 .11.111' .. III 

the t.hesi s. Emphasi ~.ed refer'ene:es ar-e to cpds qllClt;,'d \'J.1 1 I, 
CClntext. This may vary fr'om a complet.e PClL?tn t.o urily.\ VIlli ,I 'II 

two. Generally, if a c:pd is disc:ussed in ~;;evur',;ll diH','I'('I:t 

places with var'ying amounts o'f surrc:Jundir1t] tE!:d:, Dldy til' 
fLlller conteNts are given emphasised p.:.~ge r-E?ff?Y'C?Ill.C":. 

HM Page numbers in thesis 

aftondimma OLM25 114 190 196 325 342 
aftondi:id A96 158 159 345 
aftonfAgel LES28, Ark 187 342 343 435 436 
aftonglans T21 326 
aftonko OLM80 17 187 196 342 ::54') 34 'I '.4H 392 
aftonsjo No123 341 391 
aftonskog Ark, Ark 342 43~ 436 
aft.onsommar Ark 43~ 436 
aftonsAng N143, LES63 136 196 324 
aftontal Ark 433 
aftontrast Ark, Ar"k 342 433 
aftonvass No53 187 ,341 424 
e:Ak var'i edrabant 019 115 187 239 
algtapet Ark* 303 
all~5teg T57 186 187 239 
allvarsdrom T58 114 IB7 331 :3:3:;~ 

allvarslek el7 187 334 
allvarsmin T58 331 
ammfe N23 127 
andeland N20 187 307 308 '316 355 '::: ~~:j ~~) 357 
ankarklocka ML171 175 
ansvarshus N38 120 187 
aprilbro N140 187 239 312 
arena-troll A96 137 1:::::8 187 343 
armbAgsbuffel A90 187 309 310 
arvdel A124 117 145 
asfaltsuck GTl03 362 
askstod A148, A149 114 190 :258 
C:lvskedseld Ark 432 
avstegsvag P127 102 
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badsultan C92 101 187 ~;6? 

b,all ongmol n f<F31 415 
bandskala FU109 1.[37 

biil.l"n,:\vard~s·-

uppsynings-
tjansteman VU290 154 

barnavcirds-
uppsynings-
tj anstemans-" 
d(-?peschf or'are'-
vikarie VU29 1. 154 155 

barndoms-
landskap P79 187 

barrbratte T9 l.87 196 30~:' 403 
barrsmule N25 190 196 353 3~54 

bekvamlighets-
va11ing OLM95 122 191 292 2'1'(:1 

bergdorr N121 187 296 388 
bergkropp T37 187 
bergvagg N121 388 
beroringsglans OLM41 193 
betydelseord 083 337 
biflodstrad OLM12 268 287 365 
bikupshimmel 018 158 159 :L60 162 19:3 :~71 

billighets-
goldonder A35 237 

b1 adpclrt Ark 387 388 424 
bladspegel N51 302 
blodgud N21 308 316 355 356 
blods3.ng N21 316 355 356 
blodyta GT84 200 359 
blomduk OLM96 114 :3()3 

blomfa.ckla No112 302 
blomflor C40 302 390 
blomgardin Ark 295 3()2 390 
blomguldsflor N127 160 163 267 
blomsj al Ark 289 385 
blomsterbrand 864 302 
bl41himmel OLM14 365 
bItlhimmelsfond Ark 424 
bl3.klints-

klanning Nm82 160 
bOj stj,iH k FU109 258 268 319 
bottenskog KF7 233 
bourgognernasa Ark* 298 
bronsman N45 11 12 
bronsprastinna GT67 309 
brakenskog T71, Ark 268 340 424 
branningstlska 819 120 351 
bri:isttjusning RUM25 199 
bullermassa Ark 377 
bullerprov Ark 372 430 
buskhoft RUM144 352 
boljedrag N99 115 
boljeljus V74 343 359 360 
btinestu 1ning A204 114 



cantorverk 
c:(·? menthi mmel 
central-

sommarkvall 
cesisgruva 
chefsgoidondor 
c:::i r kLls nat 

daghimmel 
dagnatt 
dagsken 
dagyta 
dammcyklon 
dammkorridor 
dammland 
dammspind e l 
dc'insmygga 
demonbalans 
dimflock 
dimgardin 

djavulsglod 
djavulsstjarna 
domedagsskynke 
domsherr 
DOl"'isburg 

Dorisdal 
Dell'" i sstj arna 
drive-in-krypta 
dropphopp 
dramktik 
dramliv 
dromnejd 
dromstad 
dramvarld 
drtimmareland 
dunstputtring 
dyma-mynt 
dyningab~ng 
dodrymd 
dtidsbrant 
dodsdel 
dtidsflod 

dodsfors 
dodsharpa 
dodsliv 
dodsmadrass 
dodsvind 
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A57 
Ark* 

UFG9 
A89 
A186, Al87 
TDB100 

Ark 
Ark 
V93, V98 
LE838 
C28 
C28 
C28 
LES8 
Ark 
GT84 
F'148 
ML171 

GT99 
A28 
KF31 
Alb7 
A29,30,52,54, 
55,56,57,72, 
97,121 
A130 
A45 
Vli5 
T36 
DLM25 
C19 
Nll0 
DLM25 
C18 
N93 
N86 
Al00 
816 
A12 
Ark 
GT84 
V36, VI03-4, 
DLM12) ViI< %0 
Ark 
DFJ42 
P50 
A28 
T67 

3 47 
303 

235 
51 104 376 

237 
418 

423 
418 429 
258 3b3 
393 
320 
320 
320 
268 298 340 
30b 
200 359 
339 
114 265 267 

121 
37b 
352 
122 

110 256 257 
110 
110 
70 103 137 

333 
325 400 
404 
309 
325 400 
341 404 
118 142 379 
30b 333 397 

51 104 138 
125 142 333 
100 101 
372 
200 359 

258 40b 407 
372 408 430 
357 
335 408 
376 
254 409 

268 275 295 301 339 
389 

417 

329 

408 409 42 4 
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e b e nh o lt s d r bm RUM73 352 
s ft e rgl a n s A199 102 
f:? 'f t s r' j a gar's V78 102 
s ldagat Al18 27 1 297 
e ldbl ick Ar k 297 430 
e ldblomma FU98 269 
e lddolk KF32 ~C',.., 

~ ..J"::' 

e ldh a nd N140 263 306 
eldk a b e l KF3 1 352 
e ldkappa Al"' k*, Ar k* 297 
eldlina ~(F3 1 352 
e ldli:iv Ark* 297 302 
eldmal N20 308 316 355 3~56 

eldny N45 11 12 
eldpeppar P31 297 
elds kri N140 306 
eldsky 857 26 7 27 1 297 
e ldksktird V92 26 5 267 289 297 
eldsto N34 285 
eldteater N3B 269 
eldtc1ga N21 308 3 16 3 48 35S 356 
eldvimpel DLM45 276 
elefantblock NI03 27 1 298 
elementarande 867 114 
el-fenbensande RUM95 352 
elfensko N34 285 
ensamfc1gel FUI08, FU110 319 400 
eroshjarta No8S 11 0 
eroshard NoBS 11 0 400 
eyighetsflyg C22 12 0 

evighetsfc1gel FUI06 319 
evighetsgrind V74 412 
evighetshav V94 280 29 7 401 
eVighetshed V30 2 80 

evighetssal DLM124 132 303 306 401 
evighetsvalv N21 316 355 356 
eHportpapper Ark 426 
expressmatvaru-

tc1g N12 133 158 159 162 193 194 309 

falskharpa DFJ41 357 
farttestfalt VI07 161 162 164 
f .'it t i ggrot ta NB297 317 
feberf 1 od RUM120 407 
fenixfc1gel DLM4B, DLM1 22 18 19 11 0 390 400 
Fenixklocka DLM114 11 0 281 315 365 
fetstilstidning GT84 200 359 370 
Fingersingare AI00 258 309 311 
finregn V20 101 309 
f :l skord Ark 6 
fjarilsdrakt T33 414 
fj.arrmo LE87 114 
fjarrsken T50 20 
fjarrtr.i.sk P23 417 
flackland P145 276 292 
flaggspel Al80 332 
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flimrnerskede A24 101 1.15 
flyktingskag Ar-k 435 
flyktingsland Ark 435 
flytblad LES38 101 393 
flar.:kmatta FU99 3 0 2 
flojt st ing T38 341 
fakusverk Al6 , A24 258 :547 
folkhushallnings-

kammissians-
uppsynings-
man VU 121 154 155 

falksagehimmel V15 400 
fanaglab A58 , A61 47 237 
fontansjud KF32 199 352 
farmelc:ykel A66 3 47 
fC:Jrsmj tll k N84 298 305 397 398 
farsrok Ark 297 399 
fasterland DLM22 327 
fatafag A175 47 237 
fC:Jtaturb A52,55,57, 84 

A153, D24 47 237 256 257 
fr i 1 uft.s1 and N3 7 292 
frastfangst TDB43 412 
frastgardin TDB69, Ark, 

Ark 27:5 276 295 389 390 
frasthjarta N46 11 12 369 
frastrtik Ar-k * 2 97 
frostsloja Ark* 295 
fullandnings-

krets DFJ7 233 
fagelhapnad FUl08 193 3 40 
fagelrap DLM17 422 
fage1skog Ar~' 43:5 436 
fagelsommar Ark 43:5 436 
fageltungomal T3 8 161 162 340 341 
fangarsilke LES18 414 41 5 417 
fardebrev V78 123 
ffirgspdlks-

fj.!ider M30 346 
farskgras N79 101 
ftlrbitag DLM49 102 
forgangenhets -

pa rk V92 289 
forklaringsord Ark 437 

gase11kalla RUM73 3:52 
gasgolv Ark* 30 1 
g.a$kammarf j!ill 1 V31 128 160 268 
gel~boj GTlOl 276 296 322 
gemensamhets-

skugga N(:l11 5 309 310 
Ghazi1nut A70 5 1 52 362 
gjutj.!irnstid A3 8 106 
gjutjarnsvisa A!36, AllO 106 400 
glasklarinett N95 293 379 3 81 
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glask l ocka 0L.M91 279 
glasparlspel Ark 325 
glasvinge Ark 346 
9 1 i d - och'-pa£;sa--

p~-sprt-lk Ark 4 
gl.immergud 1\198 379 3EIO 
glitterdrakt Ark 282 
gl i. tterf.lH 1 ni ng N98 99 379 380 
gl i tter j avel--

skap Ark 432 
glitterarm P53, Ark 99 101 115 277 282 283 298 
glittersilver P35 282 
glitterslav OLM70 99 283 
gUidjekarra Ark 419 
gl CidbasLln N45 11 12 
gltidhtig Ark*, Ark* 3()2 

glodritars~ng C37 128 254 
gltidskagg Ark 430 
glomskeh~l V92 193 
gnejsnos OLM69 193 268 
gnisselljus Nm82 193 
glJl donderbygge A145 51 103 104 129 
goldonder-

h iHsning A130 104 237 
goldonderkung 018, 021 104 129 258 400 
glJl donderl cara A177 104 237 
goldondersluss AlO9 104 
goldondeva A68 104 114 129 
gonda-bo A128 51 104 115 125 138 
Gondiflad GT64, GT65 104 114 126 13 8 145 
goptabord A69, A102 5 1 104 138 240 258 347 
g(Jptafr~ga Al44 104 138 
goptakalkyl Al82 104 1:38 
gIJpta(-) lara A78,l44,202 104 138 237 258 
Goptarum A77 104 138 
glJpta- sal A130 104 138 
goptavagn A102 104 138 
glJptaval v A201 104 138 
goptaverk AI02 104 13 8 
gosterslant AI00 51 104 138 
granfot N24 353 
granhav Ark* 297 302 
granitkittel N84 268 305 340 3 97 398 
granitkvinna V38 271 
gl~anskogsbl anka DLM87 105 289 393 
granskogsfalk T12 105 
granskogs-

trygghet No21 105 117 
granskogsas OLM94 105 
granskuldra Ark 302 
gransvarta C60 289 
granvagg T08109, Ark, 

Ark 296 303 388 389 
grensno T53 292 
grenvagg TD865 268 296 388 389 
grusharpa LE823 326 
gryningasAng 868 126 142 145 254 369 
grynings kraft V78 418 421 
gryningstimme C67 421 
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gr~bl oek Ark 4 26 
(-31~~tarlid N1 2 128 
graddtigon N30 30L~ 305 
grasdorr Ark 296 387 388 
grc\iskonsert V66 364 
gras kr~ngel TOB70 309 
(;;JI~asskymni ng C72 336 343 
gronk ,;:irr 80H(9) 27 
grol1sak sm~ne D19 106 193 
gronsaksstad 019 106 
gudadans D55 12L~ 

gud af~fanglig-
het 866 12 4 

gudahalm 0 33 124 125 
gudavakt A168 124 
guldblad Al18, Ark 271 274 297 
guldbunke N123 273 297 
guldgas N76 271 278 297 
guldgolv T18 271 297 
guldhAr N124 27 1 2 97 
guldklimps-

blomma Ark 427 
guldluft Ark 274 297 
guldlyse LE833 68 427 
guldmoln P41 297 
guldmun Ark 274 2 97 
guldspegel Ark 274 297 
guldspenat N122 193 27 1. 274 297 303 
gul dLlll No98 271 297 
guldvagga RUM144 352 
gl.lmmi munk GTIC)3 276 362 
gummineger Nm32 30 19~~ 194 
gyllenvar LES33 427 
gyrospiner AIO 47 3 4·7 
gyttjetun<4a C60 192 268 
gAtsAdd Ark 288 
gclirsgardsorm Ark* 2 98 

h."igel vrclik Ark 432 
hallonsang V12 254 368 
h ambodunge V43 238 309 348 
h,arpobi!lge N76 38 115 
harposlag T47 287 357 
havskarusell Ark 371 
havsmyra Ark* 298 
h,avsskog N20 307 308 355 356 357 
havsspegel NI00 379 
h a vsoga N140 306 
hejareslav VTD11 233 
h(::!l gonlciiger 041 400 
hembygdsgran 85 3:50 
himlablAelse OLM86 115 135 390 
himlabomull Ar~:* 301 
himlagack UFG9 233 235 
himlaharpa N76 135 266 267 278 303 
himlamoln No90 135 
h:lmlapanna Ark 389 
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hi ml api g a N6 1 135 
h :i ml a s teg Ark 430 
h im l astreber 0 19 134 1:::;5 
h i ml atav l a A140 135 
l1 i ml avar ld LE835 392 
h i mme l b los s 858 135 
h :i mmel sande 0 6 7 13 4 135 
hi. mme l ~;dj up LE838 135 393 401 
hi mme l s drama 0 18 135 
h :l mme l s d<lin T39 135 280 4 26 
himmel s klyf t a 06 6 135 
h :i mme l s 1 a nd 019 13 4 135 
h i mmel s m<li1ning OLM86 135 390 
himmel s rus A44 13 5 
h:immel sske n Ark 423 
himmel s trakt 067 135 
h:innbark T16 182 267 271 2 8 7 
hjortronpunk t TOB95 428 
hj a lptrudelut t GT46 322 
hj a rteord Ark 8 
hj a rthus N3 7 13 0 
h(::mungs hagr i ng Ar k 298 394 
honungsvilja Ark 431 
horngung a N64 181 182 183 
hundlokegardin Ark 295 390 
hundlokshav Nol Ol 192 194 268 297 
hlJsbehovss j a l Ark 373 
h<lirdstciille T17 101 
h.1rdvi nter GT90 402 
h<lirrevolution RUM63 352 
h~rrufserier I<F3 2 352 
h c'a ngva v Ark* 301 
htifttjusning RUM25 199 
htigfrisyr A118 101 
htigkomiker' A117 101 
hogvind LE816 101 389 416 
ho s tguld Ark* 297 3 0 2 3 0 3 
hostha gel s torm 855 161 16 2 16 4 
ho s tltinn GT97 344 
ho s trtl s t Ark 332 
ho s tsyrs a P45 , P59 400 
ho s ttrad T67 344 409 
ho s tapple-

plockers ka V19 161 162 363 
htivdingefader P84 142 

ICE- tolv All 51 9 8 136 13 7 
igelkottspos e No62 106 
igel kottsstnlU e N123 106 418 
ims loja RUM11 8 403 
i '1f lod OLM91 10 2 
inifrftnklang DLM17 102 284 309 422 
in s j 0 P70,C67,V83, 

OLM87,T3 6,LE83 8 , LE8 6 0 102 256 257 391 392 3 9 3 394 
in s jtidimma Ark 429 
in s jos 1den Ark * 43 2 
i n s josomma r V98 102 363 394 4 :32 
i n s j os pegel Ar k 3 0 3 432 
i rr s tj a rna DLM106 101 
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isfrans NB8 301 
i !ag i siae l V Cr7 24 25 275 276 
isgCJlv V71 301 303 394 
islie Ark* 30 1 303 
j,!sman N46 11 12 369 
i s mun T51 20 2 1 
i sar"gel kus t C85 268 301 378 400 
isplat V83 30 1 
i !;;ri gel Ark* 301 
issktil d A1 38 301 377 
isslott LES54 301 
i!;;tand N141 301 
istidshand A137 292 
istung a V64 271 

ja.ssaskoc;J Ark 322 331 
Jenderbord A77 5 1 1 0t~ 

~J(~nder kurva A77 104 3 47 
jordesang No34 123 
jordord Ark 6 441 
jordskymning V1 3 336 343 
jungfrudunkel N61 105 160 162 
jungfruhjarta DLM52 105 
j ungfruhar N118 105 
jungfrulem N34 105 
junihimmelrike Ar-J.f. 434 
junilid GT38 3 44 
juni natt C67 421 
juniskrik DLM87 344 
junivatten A165 38~ 

j ar n~( ropp GT51 276 277 
jarnris KF31 352 
j i:i rntrad No46 258 271 303 
j atteande 834 263 
jc'ittedjur DLMI04 374 
jattedroppe Ad( 374 
jattefjaril Ark* 3 74 
j.Hteflod A8S 376 
j .!ittegam 857 263 
j.'HteQran N27 306 3~4 375 
jattegransgata. N27 3~4 375 
j attegryta Ark 372 376 
j at tehand C26 37~ 

j attehund Ark 377 
jattehylsa A213 377 
jattekaka A1 3 8 377 
jattekista A213 377 
jattelur DLM16 377 
jattemakt AS8 376 
jattemantel KF32 263 
j .':it tepagod N27 279 354 375 
jattepuppa AI0 376 377 
jattesax KF32 263 
j .attesked P70 392 418 
jatteslott A89 376 
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j attespegel A191 377 
jattestjikna A28 376 
jattesvin N79 375 
jattetorn N27 354 375 
jattetrad Ark 373 
jattetub 057 280 377 
jattec1ngar-e OLM67 377 378 
jatteora LES12 276 281 377 

kakal - hades OLM14 139 365 
kallsjud Ar-~~ 399 
kalvskinns-

slammer- Nll 322 
kaprifolium-

ftlnster N39 20 
Karl ahjul N36 110 309 
kc'lronstam OLM1 2 110 406 
karonstock OLM12 110 406 
katrinplommons-

r-oek T26 271 304 
kiselhtlft N45 11 12 
kittaldal No47 59 397 
kit tl arsekt A70 128 
klipptunna No47 268 340 397 
klockdam NBI04 16 
klotmoln V66 269 364 412 
klutboll C38 280 
k16verdocka Ar-k* 303 
knytnilvskvilll Ark 419 
kokarsjti Ark 372 
konstnatur Ark 367 
kopp.arrot N126 263 270 271 
kopparstam Ark 30 3 392 
korkskruvshorn N80 5 8 181 182 265 267 270 271 

284 348 
kottbjililra N27 24 25 268 279 303 353 
krabb • .altarkar C22 329 
kraxmakare Ark 331 
kratslopps-

styr.are LES7l 106 281 
kratsloppstimme LES71 106 
kristallspi ral N32 271 
krAkvAr Ark 331 
kulkilrva Ark 432 
kustbArd DLM104 268 
kvicksilversnok DLM69 193 267 283 298 304 365 
kvilliagroda DLM99 343 344 
kilrleksfAgel 825 309 310 
kJirleksport V121 120 387 414 
kilrnhus Ark 180 327 
ktildftinatar LE86 344 
ktildhimmal DLM45 306 
k ti 1 d klima t A137 292 
klHdnatt Ark 402 
koldrtik Ark* 297 
ktltt s nitt GT84 200 359 
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I agunt.r~g DL..MI04 303 
l.-ands pringa UFG9 235 
larmstrom Ar'k 430 
1 eksaksbrcid V99 105 
l e ksaksgLld V11 3 105 
l evnadsstamning Ark 392 
lillvarld T64 10l. 
lindegren Nrn41 123 124 
linde-loy DLM52 123 124 
lingone morgon DLlvI17 422 
lingonk1ttelton DLM80 17 309 342 3 92 
lingonklocka LE818 268 303 414 415 
lingonkvinn a LES57 321 
linnegump N147 278 309 
livsbekanting LES41 309 
l:i vs bi 1 d Ark 6 
1 i vsdel GT84 200 359 
livsord Ark 8 441 
livsspr~k T79 290 
1 i, v s ti d sok DLM68 106 160 
livstidsresa A28 106 
livsvind T67 254 409 
livs varme V1 23 388 
1 i vsang Ark 419 
Ijudmynt AI00 309 311 
Ijugtak N3 0 101 
Ijungragg NB64 30 
Ijusandning DLMl13 193 312 315 365 
Ijus drake Ark 282 298 
Ijusdrom V66 289 364 
Ijus dynings-

virrvarr Ark 431 
Ijusfest LE864 324 337 
Ijusf j.lider DLMl14 281 31:5 365 
Ijus forvillelse Ark 423 
1 j usg yckel UFG9 233 235 
Ijushj.lirta Ark 418 429 
Ijuskvast TOB6S, Ar k 268 389 
Ijuslek N84 291 305 397 3 98 
Ijus nings-

strimma Ark 423 
1 juspump Ark 418 429 
Ijusros P66 285 
Ijusvandrtng Ar k 431 
Ijus~rsgrav A178, A187 tr)5 106 400 
1 j us~ksnat t N7 105 106 
ljus~rspondus 0 35 105 
Ijus~rssal A18S, A186 105 
1 j usir svag 057 105 
l(;)cktapet VT I< 10 233 
luftslott LES42 326 396 
luftspeglings-

gladje V74 359 360 
lugnvattenslata Ark 423 
lllstregn Ark 367 
lustt~ga UFG9 233 235 
luttringsvalv N84 397 398 
1 yckfl atni ng P88 31B 329 
1 ycl(ovarme OLM79 258 
lyc kosken TDBI09 389 
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ly s marke OLM99 101 
1,fAgvar l d LESIS 10 1 414 415 
1 ~n~ld ag C55 101 309 310 
l.':ickerg lan s N3 0 10 1 
1 ad e l~ bl a d ssc h a l T1 7 193 304 
l a d e r g l a n s LES I S 336 414 4 15 
1 c'ikes tr-~H e 039 124 
l a n s t o l s u ts i kt 040 309 311 
l att h e t skravare GT46 322 
l a ttp j,p are GT4 6 322 323 

lognr-egn P49 291 297 
lClnnll:ivs fot T66 26 8 269 287 366 3 8 6 4 2 5 
lovdager UFG9 233 235 
lovdallr i ng s -

s pel Ark 434 
lovdorr T6 6 2 96 302 303 366 3 86 388 
lovfladderspel Ad( 434 
lovkyrka Ark* 302 3 0 3 
ltivmarknad T66 366 
ltivmoln T72 268 302 
lovrysningss pel Ark 434 
lovrys ningsvind Ark 434 
ltivsegel LES64 296 302 324 3 3 7 

ltivskara GT1 3 336 339 
1 tivskogsgUidj e TOBI09 389 
ll:ivs pel s guld N5 1 304 
ltivsva rm TOB35 338 339 
lovtr.ad s holme Ark 429 
lovviskning P95 3 40 

M.'igdal enaf c'H t All 1 10 
manetkisel KF7 233 
m.'ln over41ska N5 8 288 
mark - mos sa DLM64 1 15 139 
marslakan Ark* 3 01 
m.as krosl ykta Ark 3 03 431 
massmote OLM28 324 
MidgArdskorv N14 71 370 
midnattsdag Ark 335 4 2 6 
mildgU.nta Ark 431 
mildgArd OLM56 10 1 309 
millionmyll e r N2 5 10 2 353 
mimadyrkan A18 5 1 104 138 
m:Lmagrav A2 09 104 13 8 
mi mahall A2 2 , 33 ,59,61, 

A199 10 3 104 13 8 258 347 
mima-pall A67 10 4 13 8 
m:L marum A4 3 10 4 13 8 
mimasal A59,75 10 4 13 8 2 40 258 
m:l mas karva Al18,1 20 10 4 138 258 
mima skotar e A25,96 10 4 138 258 343 
minnesblomma V92 142 
m:l nnessten LES66 324 
mi nnesstig Ark 422 
mir a ke ldager Ark 431 
mir a ke l s ch a l Ar k 289 
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mjolkhumla N1 3 1 193 267 276 287 298 299 
mod ers l~ad N4 5 11 12 l C;;-

-) 258 
molnf~le N99 275 298 
mol nkarta LES16 303 416 
mollikvall T67 409 
molnland s kap DLM86 303 390 
mol nmjolk UFG9 233 235 
molnport LES34 387 
mo lns nigel Ark*, Ark* 298 
m(:Jlnstod No40 279 
molntacke LES16 416 
mol.nvagg Nll0 268 296 303 304 388 
molnvav LES16 268 303 416 
monsunhjul Ark 371 
morgongry A96 343 
morgonhamn V78 418 421 
morgonsork TOB97 343 344 
morgonsting T44, LES17 200 419 
morgonvAg V74 343 359 360 
morgonoga V78 418 421 
muskelman Ark 368 
myggmoln C72 268 
myggrtik Ark* 297 
myrfol.k N25 353 354 
myrmyll er N25 353 
m~nandn1ng LE865 55 56 58 60 193 275 288 
m~ndimma Ark 404 
m~nfrtijd V114 55 56 58 60 412 
mt\ngatsgrus Ark 380 
manglans Ark 380 
m~nglittersv1nn Ark 380 
mAnluta A169 55 56 58 60 193 316 
m~nUingtan N95 55 56 58 60 293 379 38 1 
m~nsilverkedja Ark 272 303 
m~nskensord C18 334 341 404 4 41 
man sktir d Cl9 55 56 58 60 193 404 
mt\nsUip N96 55 56 58 60 267 268 283 

303 306 207 379 
mt\nspindel TD838 425 
manstig P35 58 60 268 282 299 
mAns~ng C18,19,V45,Ark 258 334 404 409 
mlinni skohind C61 133 
m.'ilnskodag Ark 429 
mlinskokv.arn A158 133 
morkersol A175 335 348 36 1 

nattdag Ark 418 426 429 
nattglitter N93 283 379 380 
na.ttklenod FU113 278 
nedertillskratt N8(49) 312 313 
Noc:kebybanan No39 110 
n(Jktast.am DLM90 5 1 104 138 
novembersorl Ark 332 
nupunkt LES22 102 
nyck£~ lbl omster C74, Ar~': 325 
nyfrostvitt AlO7 98 
nysilvervana. NB1 32 30 
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nyttobetyg C22 309 
nyttor;~g NolO1 238 309 
n€tl s tingsstrid N73 271 288 
n ackroskapt e n NBI0 30 
n.':\rhE~tshuml a Ark 419 430 
n arhall s liv T44, LES 17 1.02 200 419 
n ar i,'1g sf il.I.ng Ark 325 
naver si d e n C77 267 268 284 287 303 

odlareml:ida No 3 1 117 142 
offerpelare ML168 3:51 
olycksjarn Ark 329 
orange-

scharlakan N89 98 136 
ordbetydelse 083 337 
ordf linga Ark 8 
ordleksvagn Ark 9 
ordliv TDB82 6 8 
ordporl TDB84 309 311 334 
ordvaskning Ark 4 
ordvarld NB30B 441 
C:1I- i ental mat t -

knytarefClrbunds-
ordforande-
klubbskafts-
knappspricks-
molekylen Ark* 155 157 

ormvag Ark 282 

pannhj.U m N81 336 
pc'!nsarfetma Ne1 336 3 48 
pansarlader N79 27 1 335 
p.'ilnsarrcildsl a NBO 336 
pansarskrcilc:k NBO 336 
pc'aradi sgras DLM81 18 
paradiskropp N47 278 30:5 
parasolldag PI0e, Ark 360 367 
parkvalv FU99,102 267 268 400 
pc':lssadvi nd S6 3:51 
pastellsaft C53 193 361 
pelarljus Ark 431 
pelarskog No128 293 
pepparblic:k Ark* 298 
p(::!l artak N49 101 3 12 3 13 314 317 
pollenbrCldsna.sa Ark 431 
poppelklaviatur RUM25 199 
proppma.ttnads-

timme T25 309 
prosabox TDB69 276 290 
puthjul GT103 10 1 362 
pyramidberg N37 271 3 02 306 
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rapid - forbryt are D22 
regnblls t LE862 
regnb~g e N84,C52,GT20, 

DLM3 7 ,DLMl1 3, 
T3 4 ,LE820,LE842, 
TDEW5 

regnblgsvalv 
reg nd a g 
regndr"opp sioga 
n~gnridl 

regntLlnna 
regnvag 
riksrtist 
r-i ndel - 5 1 ant 
ringarrep 
ringelgLlld 
r"ymdeslng 
rymdgrimas 
r"ymdhav 
rytarehlla 
rattareting 
roke l sehand 
rtikelsekalk 
rOkstod 
rtinnbarshonung 

8aba-aggregat 
£iaipangtyfon 
saktral 
samhallsvarelse 
sammetstanke 
nammetstrolleri 
sammetstunga 
Samoabranning 
samvetssoffa 
Stir i -se >: ton 
savsagen 
septemberlamp a 
Sesi - Vedis 
s:i denroder 
silverbuck l a 
s;i lverdal 
silverdans 
silverdi mma 
sil v ergrus 
si lverhorn 
sd 1 verkedj a 
si 1 ver"l arv 
silverlek 
silverluft 
si lverpingel 
~;:l l verpLlckel 
si lverror 
s1 lversjti 
s 1 1 verskciH va. 
si lversloja 
si lversnurra. 

Ark 
LE820 
ML165 
N(J44. TDBl05 
TOE71 
DLM1 2 
LE87 
AlOO 
DLM43 
N124 
No3 4 
A129 
FUl1 3 
Ark 
856 
Ark 
Ark 
844 
C35 

All 
85 
V26 
T22 
C53 
RUM73 
P43 
S5 
NE8l 
All 
V19 
N39 
A1 2 1 
Ark*, Ar"k* 
N1 28 
N96 
Ark 
NIOO 
Ark 
N7 
C66 
N96 
Ark 
N98 
Nm68 
N1 28 
Ad( 
N94 
Ark 
Ark 
N1 28 

139 
336 

256 257 3 15 326 391 394 395 
396 398 399 

395 
395 
268 

24 25 258 268 303 395 
418 
406 
142 42 7 
51 104 138 
68 

101 
123 145 
158 
297 
399 
118 142 
368 
430 
2 68 351 
334 

5 1 104 
110 350 
69 

142 412 
361 367 
352 

57 60 
350 

30 
51 98 

363 
20 263 
51 52 

289 296 
273 
263 271 
381 
297 30 1 
273 297 
181 272 
109 297 
263 283 
272 
2 63 297 
272 297 
273 297 
381 
2 71 272 
272 273 
276 277 
273 

139 

271 

104 

104 

297 

378 
303 

297 

379 

297 
297 
295 

333 

136 137 

115 13 8 

371 

379 
380 

298 306 307 

378 379 

301 

379 
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si lver-sopor- N100 239 263 273 297 379 380 
si lver-springa VU8 233 
~:; :llver-strirnm c:\ No 47 397 
silver-vi nd GT19 70 109 273 381 388 
s innesf jLln TDB93 366 
s innesor-d OLM101 142 
$; j aspegel TOB59 393 
skapar-es j clH 849 118 142 145 
skapar-laga C12 145 
sii kaparsken C1 2 145 
skeppareljug N66 118 142 
sk immerben TOBI 05 395 
skimmerfaste LES20 99 395 
ski mmertimme Ark 332 348 
sk ogss~(ugga Ar k 430 
sk or-stensfej are-

viske-
tillver-kare-
forbund s-
kongress--
presidie-
kateder- -
vir-kesflisa Ark* 155 157 

skovelhand LES72 267 271 339 
$Ikratthus N84 276 397 398 
skr-attjusning RUM25 199 
s kramsel-

katedr-al 016 323 
skr-ankor P1 3 8 99 
skumpatakt DLM88 101 119 145 
skymningsblomma No35 343 
skymningsbard C67 2 80 421 
skymningskvinna No35 343 
skymningsskog Ark 435 
slaghagel V97 24 25 276 
slagridlll V102 24 25 275 
slantregn N51 2 68 2 97 
slingerstig LES57 101 321 
s llingkyssrop GT64 362 
sltljlek N86 306 397 398 403 
s makonst LES40 101 281 
smU i 11 kr-yp DFJ 37 101 
s mclrum 064 101 
smaskimrner V85 101 
SlnU 1 mlirg N3 8 99 
smorkl1mps-

blomma Ark 298 427 
snLlsadel VTK59 318 
snusbal VTK59 318 
s nus hus VTK59 319 
s nuskedja VTK59 318 
snuskonung VTK59 318 
snusm111ionar VTI<59 318 
snusskymning N8295 317 3 18 348 
s nLlssl.likt VTI<59 318 
s nustempel N8297 317 
snLlstunnel N8297 317 323 
s nofagel Ark 430 
s nogr-us LES25 303 
sm akrage Ark 302 
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snok~pa C2L~, GT90, Ar k 
snomadrass Ar k'M-
sm orid£ Ark* 
s norok DLM60 
snotanke T53 
salbja1ke DLM25 
so1b1inkning T33 
solbok V94 
sell bra N140 
solbugning N89 
51:11 dag V21 
soldan A86 
501eker LES34 
soleld N51, N1 25, 

DLM100,T30,Ark 
solfjaderspel DLMl1 3 
solfall T18 
51:1 1 gardi n Ark 
solglasyr Ark 
solg1imsslant Ark 
sol gr"avvard A175 
solhjul V130 
51:1 1 kraft P124 
solkropp LES13 
51:111 uf t GT44 
solnamn V94 
501nedgang No123,P36,C90,C91, 

A19,A199,GT75,V39, 
DLM80,T27,LES35, 
LES57,Ark,Ark 

501nedgangsskog Ark* 
solord DLM102 
solrok Nol12, V65 
solrokshage V65 
51:11rott No52 
solsilver Ark 
solskensblixt DLM40 
solskens-

historia T21 
solspegel Vl2 
5(:11 Spj a1 a T62 
so1stirr Ark 
sol storm S34 
so lst.!llie LES19 
solstltma Ark 
solvind C55, V6 5 
sommaral T58 
sommarande UFG9 
sommarbacke DLM60 
sl:lmmardrot t N140 
sommardrom P66 
sommardorr C32, V121 
sommargnom Ark 
sommargras Ark* 
50mmarhorn T63 
sommarinsjo Ark 
sommar"karr LES18 
sommarmark C30,C39,T64 
sommarminne DLM44 
(,sommer mann i ska 

-
258 
301 
30 1 
297 
292 
108 
108 
108 
108 
108 
108 
108 
108 

108 
108 
108 
295 
365 
302 
108 
108 
108 
108 
108 
108 

301 402 40 9 

301 

193 239 268 269 302 303 325 
414 

312 348 

268 302 387 

258 268 297 302 405 406 409 
315 365 396 

303 390 

158 160 161 335 361 

17 255 256 257 342 391 392 
427 
108 289 441 
268 297 302 412 
108 
108 
273 
108 302 365 

326 
108 
108 
431 
108 
108 
298 
108 
331 
233 
108 
312 
108 
108 
384 
384 
181 
384 
108 
70 

384 

158 268 302 425 

394 
254 
344 
235 
344 
383 
285 
258 

428 
394 

336 
384 

384 

384 
386 387 388 

344 384 414 415 
384 

4 2 4 

383 - used .bout HII, not by hia) 



-- 50? .--

semmar-nat t --
sland a Ark 431 

sommarord DLM1 0 1 384 44·l. 
s (Jmmarrop Ark* 384 
s ommc'lrseke l V2 1 384 
sommarsj a l DLM24 385 
s omma r skog DLMI 00 , Ar-k 344 381.~ 435 436 
somma r s prcik LES7 384 
s c)mma r st ig Ark* 384 
sommarstj a rna AIBl 278 385 
sommars~ng V90 384 
S(:Jmmarva l v Ark 384 
s ommarvargfolk Ark 419 
sommarvatten A165 384 385 
sommarvimpel Ark 384 
sommarviskning T15 384 
s (Jmmarang DLM79 344 384 
sorgesammet Ark 367 
s otnatt N121 2 71 
s pegelben A?3 320 
spegeldal A73 320 
s pegeldans A73 320 
spegelgrans Ark 423 
spegelgronska UFG9 233 235 
spegelklyfta A73 320 
spegelsken LES60 393 
spegelyta Ark 423 
spektralvinge DLM114 10 1 315 365 
spelepipa P44 130 131 
spindelsloja Ark* 295 
s pinkbensafton T44, LES17 193 200 323 419 
spjutregn No62 268 2 97 
spj in verk T66, Ark 366 425 
spjarngrund A173 99 
s praknat Ark 6 432 
spanststuvning Ark 368 
spoknatt S68 126 369 
stendorr V123, DLM50 388 
stenveck LES31 339 340 
stickbarr PS8 99 10 1 
s tiltjerum GT24 362 
sti 1 tj evart d A23 362 
stjalkkapp Ark 269 346 
stjalkpipa Ark 390 
stjarndjup V37, DLM124, 

Ark 130 131 132 ?58 306 401 402 409 
stjarnebarn 819 130 
s tjarnemangd DLM1 2 4 130 132 
stj arn (e) riB:: DLM124 130 132 145 297 401 
stjarnevimmel ML163 130 339 
s tjarnglans C19 13 0 131 404 
stjarnhav C42, V94 130 258 268 280 297 400 401 409 
stjarnhus Ark* 30 3 
s ·tjarnljLld 8joma nnen 

193 0 nr1 2 31 441 
stjarnljusslap GT71 303 
s tj a rnsil Ark 306 
stjarnskog V94 130 280 401 
stjarnsting 015 130 341 
stjarnsvarm 015 130 339 341 
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st j a r"n s ynt ax A16 1 130 288 362 
st j a r" n s~dd T60 130 192 194· 2 68 288 335 426 
s t ji:irntj a n s t Ar k 402 
s tor-mfj a d e r- N27 279 280 299 354 
s tor-mh a tt T69 323 
stor' ms~ng Tll 254 
s tor"ms omn KF 32 199 352 
stormvind 848 14 
st c)l~ mvag FU106 238 
~;tr' af f doms-ur A1 37 1 15 137 
s tr-untbegar- F'1 32 311 405 
s truntsj .iH P1 32 309 311 405 
str-t~mi 1 j on T62 309 
!:; tupdtid N29 99 101 
stAl.hynda No40 279 298 
stamningsdtid TOB83 412 
stankv~g T3 6 99 333 
sugarfat N125 128 
svepr~g Nal11 99 
s virrhopp N1 2 8 99 
svaltsekel L_E848 9 (, 

~iVardsskam N22 355 
synrum Ark 433 
sallhetsord Ark 437 
sallskapsmoln Ark 306 
somnsting LES75 407 

talmangds-
filosof AI02 105 106 400 

talmangdslass AI02 105 10 6 
tial mangdsmcln AI03 105 106 
talmangds-

universum AI03 105 106 
tankegrtit Ark* 298 
tiankeocean Ark 434 
tankeskrift OLM48 18 19 390 
Tany-linje A121 51 10 4 1:::::8 
Tebe- strAle A3 5 5 1 138 
tempelskog P92 2 71 
tciiln SOl'" 1 ar a A58,63,144, 2 09 

023 13 8 258 347 
tidregn Ark* 2 9 7 
tidspiska DLM58 365 
ti Ilfalles-

f jarit Ark 424 
tillf.iHlighets-

valv VlI5 70 
tjugondedags-

knl..lt GT95 102 330 3 48 
tj anari nnegran N30 2 98 302 403 
tontraffstimme Ark 431 
tork-ria LES2I 11 5 137 
tcJrnhj al m N76 269 
tor-nvar-ld GT50 279 
torvupptagning s -

tiver-
Llppsyningsman VU123 154 155 

tottmolnshjLll Nm89 2 6 7 268 30L~ 
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tranbars afton DLM17 422 
traf i kbtl.r h L.lS Vl1 ~'5 70 329 
tra~;froken LES49 284, 
tra st l~ op V1 2 368 
tY-oll t1j as~;a N24 353 354 
trollos TD895 426 428 
tro llr av Ark 426 
trolltjarn Ark 426 
trollvision N24 353 375 
tr-utmun V64 101 
1: I~ ygghetsvadcl V6l 268 292 
trt:\kmt:\nskrt:\ka Ark 331 
tradgill.rdsmastar-

skamt FlJ96 38 158 159 161 
traindustri -

a rbatare-
fed erati ons-
for'h a ndl ings-
metodiks-
laroboks parms-
utsmyc:knings-
rJetal j Ark* 155 157 

trao KF32 441 
trasprits-Janne No53 11 5 139 
trtlstareorngott NBB 117 142 
tundreklot A7, A81 400 
tunnel rot N25 268 2 69 270 353 354 
turkosis Ark 389 
t urkosvalv Ark 365 
tusenflykt 8T45 102 
bJ veT 1 y No118 130 131 
tuvkrets T45 130 
tl.lvull P99 13 0 
tvi vel kviU 1 Ark 433 435 
tvattsvampsnasa. KF7 233 
t.yfongata ~:F32 352 
tyngdkraftsgold A201 105 122 347 
tyngdkrafts-

rubbning A158 105 122 
tyngdkrafts(s)- A12, A202 1<)6 121 122 159 161 162 163 

verk 164 166 330 
tyrsoslampa A75 51 10 4 
t<1reflod DLM18 327 
tarningsblick DLM3 4 193 321 
tarningsfall DLM 3 4 321 
tarningshagel DLM3 4 321 
tarningsoga DLM34 321 
ttlckenfot Ark, Ark 302 

Universalhut N15 71 10 1 
uppbrottshing s t RUM7 233 
ul~fri:i No86 109 
l.lrkra.ftslopp LE813 106 109 280 
Llr kraftsvasen 865 106 
L.lI~ sprungs-

gestaltning DLM1 26 15 
Llrsymbol Ark 431 434 
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ur s~ng No1 21 109 
l.JI~ t i d sbl ock T1B 105 
u rti dSid i mma V67 105 109 
ur U . d s cjrom T77 105 106 426 
u rt i d sg y"und GT59 10 5 
l.1I~ t i d s l ~g a A!37 105 109 
urtid s port V5 1 105 
~.lI~ t i d s vi 1 d e 865 105 
l.lrvatt e n No2 6 109 357 
utebydl. Ar k 276 277 
utflod DLM9 1 102 
utplAning s dun ke l NB 297 317 
uts iktskorg T1 2 105 
l.rtsi ktsrLlm A146 10 5 
utsiktsrut a PI00 105 

vaggsyn GT 10 1 326 331 
vagnscJl adi atoY" V198 280 
veall mok 1 ut A180 106 303 
vallmovinge C66 106 361 418 
vampyrsammet GT84 200 359 
vanefana Ark 332 
vanefras NB265 4 
v .aneord NB2 64 4 5 2 4 4 
vattenarm RUM120 407 
v a ttenbacke Ark* 303 
v .-at ·tenbambu-

skott N79 108 161 162 
vattenberg Ar~' * 303 
v.-at tenb i 1 d UFGl9 235 
vattenbrand N84 108 301 334 397 3 98 
vattenfall No47,N86,C62, 

T3 4,Ark 256 257 391 397 398 3 99 
vattenfradga. LES15 108 
v.-attenglim A165 108 385 
vatten - himalaya RLlM47 352 
vattenhimmel UFG9, T42 10 8 2 33 235 394 
v a ttenkammare Ark * 303 
Viattenkavel Ark 301 303 
vattenmoln No1 0 7 108 
V.lt tenpar 1 a DLM99 108 194 
vattenros T40 108 
V.lt tenradr.;l a N86 108 397 
vattenrtlk T3 4 108 2 68 297 399 
vattensal Ark*,Ark* 303 
v.lttensiden Ark 3 0 3 432 
vattensilver Ar k 272 297 
vattenskog P95 24 25 108 276 299 
vattenskugga V98 108 
v .at t f-:mskul dr a N3 2 108 19 3 2 6 8 301 
vattensluttning P126 10 8 
v.:ltten s loja Nm84,T3 1,Ark 108 25El 275 276 295 303 403 

4 0 9 412 
vattensno V41 108 
v .at. tensommar LES64 108 324 337 
v a ttenspeg e l C67,LE8 14, 

LES60,Ar k 393 418 421 423 
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vattenspegl i. n g V74 108 199 359 
vattensten Nm67 10 8 
vat ten l;t i 11 nad T36 108 250 3 94 
vattensttit T63 10 8 428 
vattensil!ng C93 10 8 254 26 1 
vc":\ttentundr"a No21 108 2 6 3 275 303 
vattentyg V98 108 268 269 303 3 94 
vattenvecka T58 108 331 337 
vattenvidd A27 108 
v.at.tenvagg Ark 2 96 303 389 3 99 
vattenangel A149 108 
W(-?i bLl1l s drang Nll0 110 
Venusbuss A80 110 332 
venusfo lk A35 110 
V(',!nus trask A81 110 
vildhalm Ark 394 
vi ldrti kelse TDB95 426 428 
vimpe1tur Ark 381 
vindbro N140 312 
vindk1oc:ka 825 310 
vindrum 065 383 
vingsil!ng Ark*,Ark*,Ar k* 299 
v :interb1 ael se Ark 389 
vinterhast P63 344 
vinterkrtining DLM88 119 
vinterlakan VPM7 233 
vinterord DLM1.Ol 44·1 
v :i nterp 1 at Ark* 301 
vi nter"skog C24 402 
vinterspik TDB41 368 
vinterstyc:ke N49, OLM60 265 280 314 
vintertrad DLM9 2 3 44 
v :i ntert!s LES6 344 
virvelgang Ark 402 
virvelyrsel Ark 372 
vitpalstak N49 101 161 162 16 4 271 3 14 3 17 
vittnesrop A83 142 
vl~esgran T10 129 
vrt!herre N41 370 
vralsjo t(F 149 263 
vi~gspel GTI01 326 3 3 1 
vt!trok TDB60 280 297 3 0 1 
viH j arcell A16, A2 4 3 4 7 
vall j udsfagel 043 333 
vantanslage Vl1 5 70 
varl d sb li xt Ark* 372 
v iarldsblas t DLM2 0,DLM49 258 369 370 371 
varl dsbal Ar' k 372 
varldsdrom N46 11 12 369 
v.lirldsdod C81, DLM43 68 258 369 370 371 
varldsdtirr V1 21 193 387 
varlds-eldsvada Ark* 372 
viirldsfrost DLM9, Ark * 369 370 3 71 
varldsfrukost GT84 200 359 370 
va.rldsfyr OLM1 21 369 
varldsfonster Ark 373 
varldsftirvand-

ling 041 371 
varlds-

gestaltare Ark 373 
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vci:\r"l. d s gladje V121 387 
var 1 dsgr- i mas A99 193 370 419 
varldsgr~tare Ad~ 373 
var ldsklock a OLM7~ Ark* 365 369 3 71 
var' ld sk l~ ans Ark 371 
varldskropp N4·1 370 
v ciir l.d s kan s la N10 370 
varl.dslarm Ar~~ 372 430 
Va rldslimpa Nl4 71 109 370 
vciirl.dsmorker- Pl33 370 
viiir 1 d s na t t GT104, Ark* 3 70 371 
varldsnomad RUM7 109 233 369 
viar 1 d s pul s OLM30 369 
varldsrum OLM1 26 3 69 
v ia r 1 dssj al 868 126 369 
varldsskyffel Nol8 109 370 37 1 
varldssorg DLM128 15 258 329 369 3 70 
varldss~ll Ark 373 
v.'iir 1 dstarm Ark 372 
varldsvind Ark 371 
varldsvr~ Ad( 374 
varldsv~dis Ark 372 
varlds~ska Ark* 3 72 
v.'iirldsode Ark 374 
vaster mantel N47 278 304 305 
vavkonstnar VTI<357 3 18 323 325 

Yedis-adel All8 138 
y(:ssertub A177 5 1 104 347 

Yko-nio All 51 98 104 136 13 7 

Zeusplanet 057 110 

iftldersek Ark 434 
~ngermassa A1 3 5 333 
Angers~ng A135 333 
angestflojt Ark 372 
~nggolv C76 278 
Angkar N86 2 81 305 306 333 397 
Angkind N1 37 278 284 
Askmolnsbar LE846 271 
~i!:;ksl oja N84 281 284 295 304 305 397 3 98 40 -::-
Askvagg C54 296 388 

ci~n gl c\bord Ark 437 
ankdok A1 3 9 127 145 
appelvind Ark 368 

odeskLlrva VU8 233 
odesski mmer N21 142 355 
od l egli mt ML1 65 30 193 276 277 282 35 1 
ogonabryn Al 25 125 126 142 145 
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APPENDIX E: 

REFERENCES OF ARCHIVE POEM COMPOUNDS QUOTED OUT OF CONTEXT 
" Ark * " i n Index of compounds (Appendix D) 

algt a pet Naturen ... /---
med hemvan a koljeogon 
bet r aktar den algtapeterna 
i vattensalen. 

("averallt allesUidt?s "j see also Appendix C) 

bour;o;ne rnas& Naket utstall da med bOllrgognernasor oeb 
ballongr"LlI1da 

nakenmagar p~ prinsesstuvan. 
(" Ivar Aro!:.en i us,") 

ceme nthimme l Marsvinterm~nad u tan vandpun kt 

e ldkapp& 

eldlov 

fro. trok 

fro" t . loja 

g&s ;olv 

gr~ cementbimmel oeh snosl aske t s virvlande 
tombala. 

(" ,..,Ia r'sv i nt er rn ~nad" ) 

La nn en ar hasten s trad 
Den skakar sin eldkappa runt taken . 

("L annen ar ha sten s tY"ad") 

Nu tar den lysande forglng elsen fro m si n f ;' rg 
lada. 

Hasten har borjat blasa. 
lonnen skakar sin eldkappa over ta ken . 

("Nu tar den lysand e ") 

Runtom en kalla som regnet skapat 
bloasa dess eldlqv i kranslika hagar . 

(IIH o5jt ") 

Bjorkens grenverk blir en vinterhav 
som i luften Hver in sj~ns is 
tatnar till en s Iej a, fangar frostrok . 

(" Vi ntervastien ") 

De isbl~ molnen falla I ltt si n l ast 
avanger i alia rymder sina frost s lej or . 

(IIDe isbla moln en") 

••• breddas kvallens dimmor 

svanger in i tranb lraviken som de l angsamt 
overholj er 

med ett g§\sgalv. 
( IIU~.ngsamt tOjd a" ) 



g1odhog 

granhav 

garsgArdsorm 

havs myra 

him1abomu11 

h&novAv 

hos tou1d 

i5ri981 
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Ltinnen •.. I ---
f~ller sina s~ll samt ut spir r ade blad ... 
De ligger sam gltidh gg a r under trid(:n. 

("Ltinn e n ir htistens triid") 

De arikn e lig a bl a d e n h cpas sam g l tidhtiqar . 
("Nu tar den I y!:;and e " ) 

--- I nir en s lngare s junger 
fnftn en topp i granh a v e t 
rakt under flygmaskinen. 

(IISkagsdal e n s ok er ") 

Gammal gArsglrd s orm a v grlsten utlt hed e n. 
Enar i blast oeh kattfot s h a ll a r. 

("Gamma l garsglrd sorm") 

Den stora vigen ••• 
• • . med skummet vindupprivet sam en karallgr en 
stortar den danande s amman i sitt salt. 
I fallet snubblade d e n pI e n gammal tramp 
en djupt nedlastad havsmyr a 
scm Ilg dar tungt pi kur s . 

("Ur s t ormen") 

Sn tistormen pressar sina ras e r i er. 
Hlrdpackad himlabamull s t a ng e r p asset. 

(" Snti s t ar men " ) 

•• • Dimman bara titnar. I ---
Dess enorma hingyiy tyng e r si nnet, 
slapar som en gravit sac k I Ang s jord en. 

( II Nc)ve mb er " ) 

Barnen pulsa ftirtjust i d e bl assande 
1 tivdri varona, 

det lattfangna bgstgyldet. 
(IILClnn e n Ar hti s tens trad") 

Hir levde vi en sommar, 
sag vattenstarren VaNa upp oe h insiosiden 

brista. 
(" Brev am e n in s j osomma,r ") 

Ktilden smyger nyskirpt in i s li e n 
i skorfrusna vassar. 

("He l .:I jul kortet") 

8ickens ftirsClk att porIa tys tnar av, 
stanger for natten med i sr i g l a ( i suckande 

frast ld irr. 
("FO I~ Var s k va ll e n atertar") 



jattef jari 1 

k16verdocka 

koldrok 

16vkyrka 

marslakan 

molnsnigel 

myggrok 
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Ljusa vackr a segelbAt, / --
Skrovets underbara karil 
cbeskrivligt s kdnt i form 
och dardver bildar seglen 
CJceanens starka jattefjaril. 

(ilLjusa v ackria ") 

Nu kommer bina, s urret stiger 
angen s junger, kldverd ockan s v i nger 
med kumarin ets rdke l se . 

( II J ag se l~ e n f j i:~r i 1 II ) 

strandgrana r r eser sig 
vinterkApade ur sndn. 
De kringdLlnstas al I a av kdU;Lrtlk 
130m kryp e r fram oc:h Ater 
niat t£!n 1 oftng, 
p~ den isbelagda insjdns sndgolv . 

Sommarens klockor ringer in bej akelsen 
i sina IHv kyrkor. 

(liDen opAlitlig a v Aren " ) 

Var och en gommer rester av vintern in s toppade 
under solkiga mars l Akan 
/changed to snomadrasser/ ("Mar svAr " ) 

Ljudets has tigh e t namner ma n i dag 
130m medelfart for molnsniglar . 

( II Hastigheter " and " Fartkurvan") 

In mot kaffemork a gr a nspegelskuggor 
virvlar myggroken bort. 

(liMorgonsolen tindrar") 

oriantalmattknytare forbunds ordfora nda-
klubbskaft s knapps pricks molekyl (See p519) 

s idenroder 

Reumatismen kommer ur granderna , men 
humtiret skall man hAll s upp e, 

s kratt a r gumma n med ett si ll fj a ll sglim i 
pepparbli cken. 
(liHimmelen ar bld") 

F l addrande framled s och s idl eds, 
vrider de sina sidenroder 
och forsvinner over a ng ar n a . 

("Fj ari l i:?, rna") 

vr1der sina si d e n roder 
oc h forsvinna s om blinkningar bland snAren 

in i somm.!lren. 
(liMed sina l atta") 
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skorstensfejarevisketillverkareforbunds
kongresspresidiekatedervlrkesflisa (See p519) 

sn6madrass 

sn6ridA 

solnedgAngs
skog 

sommarrop 

sommarstig 

spindels16ja 

stjirnhus 

(See mar sl akan in "MiiirsVar" above) 

Sparvar sam fallit fr~n grenar vid s no ri d aer n as 
fall 

pepo pA minnet s bestallning att vint er n var 
gni strande ka ll. 

("Jul di ktsf Qrso f;et") 

Inte ens l a.ngtan riktar sig hit. 
Skog och myr forvillar bort a lIt, 
med avsikt lAter d n spi ll krAkan 
med blodande n acke och i sorgdrakt ropa ut 
att har ~r de frAnv~nda solnedgang sskogarna . 

("Nor"dlig odemark") 

Grashoppans strake a.r glatt. 

S~ liten hon .lir 
k.linner hon hela sommaren do i si tt hj arta 
och ingen forstAr henne battre 
an solen 
sam nu kommer for dAligt till pa himmelen. 
Hit men inte l~ngre gick det att klara 
50mmargrasen. 

("Grliishoppans stn1ke") 

Den gor sig en goksocken nara intill, 
slungar klart ut sina sommarrop i ringar. 

(IIGtik arna gal") 

Vintern samlar s no. 
O.lir sommarstigen har gomt sin ringling 
finn. an hemlig adar han mot sommarens hj arta . 

("Tr aden a r nak n a" ) 

8ver gr.liset ligger en spindelsloj a 
nat vid n.lit, dan haIler vatan bunden. 

(,,8ver graset ") 

AlIt som hande dA sker bade jamnt och sall a n. 
Kvallen hliingde stjarnhus over kallan . 

(IIOagg&n foIl och skymningen blev ta.t") 



tankegrot 

tidregn 
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•.. de ordrika skenuppt ~c k t ern a i berbmda 
tankegrbtar med deras fb r me nt a mandelfynd. 

("Det f i.nns i e nkel h e t e n s sa.t t"; see also p VII ) 

En snart avs kuren soltimme 
tickar sig fram genom gr~set . . . 

delar ut och sprider 5 ig 
sam ett sista tidregn av 
sommar e n s sekunder . 

(" En snart avskuren") 

tr&indus triarbetare fade r ations for h andl ings
~etodiksl &roboksp&rmutsmyckningsd&ta lj (See p519) 

vattenbacke 

v a ttenbarQ 

Langst ut fr~n alia land g ~r b ara havet sja l v , 

O~r rulla tunnorna 
fbr yattenbacken ner i s jtlma n saran s da l. 

(" StOI:m." ) 

oa s~g vi ..• 

att vi alia var bade i skummet oc h i skeppet , 
att vi Var bergt agna av vatt e nb erg en . 

( "Oe t a e" ) 

vattenkammare Kom till d e m ibland, 

v a tten • • l 

till de levande i havets Vgtt~llll£amrar . 
("H a vet fl yger ") 

p~ mBrktigda kili sta ll en 
dyker doppingen, s midig 

akrobat i vatteosglar. 
("Ur sitt gytt jeb <3. cf" ) 

(See also a lgtaget in "dverallt a ll est "des" 
above) 

Myggens vings~ng besjunger i n a r s t rid 
vandraren som v llkomme n bl odmat 
ach k~rret sam alskat hem. 

e " Grans ~( uggan och tj arnens I j u sup e g 11 1"1 9 " ) 

myggornaS vings~ng bes junge r 
skogssagans vattenhem. 

("GranskLlggarna och tj ~rn en s s p e gl i n g " ) 

Svanan styr skb n fram pi sina v a tt e n 
Den flyger dessut om pi ett s kdnt sa t t d "rdver 
annLI i dag med en y :l ngs~ s am i s v a n sagorna . 

("Hur man an vri der ") 



vinta rplat 

v &rldsblixt 

v &rlds
ald.vad .. 

vlrldsfrost 

vlrldsklock .. 

vlrld." .. tt 

vlrldsask .. 
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Men nar vinterpl~tarna l055nar 
och solen kysst dem till al l enast vatten 
d~ ska ll v~rt IBft e f~ bredar e plats, var det 

1 ovat. 
(IOKobroki 9 10) 

Nodva ndigt ar ••• / ---
att dagligen g~ ut och samla i hop 
si na s kingrade delar, 
att hitta dem i sn~ren 
dar de kastats at a lI a hall 
av varlds blixten. 

(IINBdvandigt lO ) 

Varldsctskan bullrar standigt, 
dess grymma vagnar bullra 
i aiitid nagot fjarran. 
Tidningen kommer. Du laser om l an d efter land. 
Yarlds-eldsyctdan flyttar 5ig , byter stalle 
irrigt som i pyromanens vi rriga e ldspel. 

("Vc\irlds~skan") 

Hu r l c\inge skall du i orubbat rike 
und gct d en varldsfrost som tecknen bebctd ar . 

("KrBkt som e n"; linn lihr croSlied out ) 

Timvinkeln c\indrar sig punktli gt, 
vc\irldsklockaD g~r och g~r . 

("Liingdgrad en" ) 

Skrammande for tanken 
iir ockst de solar som plBts l igt br yter samman 
och sedan slungar ut sig 
i alIa riktningar i var lds natten. 

(IIRet SkODs och det syctralO) 

(See yarlds-elds vc1da in IOVarld sc1skanlO above) 
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CflA~tl-£ ,yI\~<,N_~ h~ t, tr1. d if.n """ ~ .kivt"( 

dz.~ ~~v~~~~p~J ~ 

-r~;~ &... /J.-!I-<- 0;fV~r.Jv.. Ar- <k,\ ~ ~1YVh ~.Jt\ d t.~ l __ ",'04- -

&j/( /l ~~ l!-~v.J 1,\~1/J ,\.~ n~Jc.!>\'v"'-("~ 0sdJa ~u., 

(On rev er e of II Bi 1dlekar ") 


