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IN one of these excursions, travelling then

Unearth a hedgehog in the mountain-crags,

Through Wales on foot and with a youthful friend,

Round which he made a barking turbulent.

I left Bethkelet’s huts at couching-time,

This small adventure—for even such it seemed

And westward took my way to see the sun

In that wild place and at the dead of night—

Rise from the top of Snowdon. Having reached

Being over and forgotten, on we wound

The cottage at the mountain’s foot, we there

In silence as before. With forehead bent

Rouzed up the shepherd who by ancient right

Earthward, as if in opposition set

Of office is the stranger’s usual guide,

Against an enemy, I panted up

And after short refreshment sallied forth.

With eager pace, and no less eager thoughts,
Thus might we wear perhaps an hour away,

It was a summer’s night, a close warm night,

Ascending at loose distance each from each,

Wan, dull, and glaring, with a dripping mist

And I, as chanced, the foremost of the band—

Low-hung and thick that covered all the sky,

When at my feet the ground appeared to brighten,

Half threatening storm and rain; but on we went

And with a step or two seemed brighter still;

Unchecked, being full of heart and having faith

Nor had I time to ask the cause of this,

In our tried pilot. Little could we see,

For instantly a light upon the turf

Hemmed round on every side with fog and damp,

Fell like a flash. I looked about, and lo,

And, after ordinary travellers’ chat

The moon stood naked in the heavens at height

With our conductor, silently we sunk

Immense above my head, and on the shore

Each into commerce with his private thoughts.

I found myself of a huge sea of mist,

Thus did we breast the ascent, and by myself

Which meek and silent rested at my feet.

Was nothing either seen or heard the while

A hundred hills their dusky backs upheaved

Which took me from my musings, save that once

All over this still ocean, and beyond,

The shepherd’s cur did to his own great joy

Far, far beyond, the vapours shot themselves

In headlands, tongues, and promontory shapes,
Into the sea, the real sea, that seemed
To dwindle and give up its majesty,
Usurped upon as far as sight could reach.
Meanwhile, the moon looked down upon this shew
In single glory, and we stood, the mist
Touching our very feet; and from the shore
At distance not the third part of a mile
Was a blue chasm, a fracture in the vapour,
A deep and gloomy breathing-place, through which
Mounted the roar of waters, torrents, steams
Innumerable, roaring with one voice.
The universal spectacle throughout
Was shaped for admiration and delight,
Grand in itself alone, but in that breach
Through which the homeless voice of waters rose,
That dark deep thoroughfare, had Nature lodged
The soul, the imagination of the whole.

William Wordsworth
The Prelude (1805)
13. 1-65
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Seven Ways Up is a pilot project, a creative collaboration, initally generated from ongoing research
undertaken by WALK*, bringing together artists, designers and literary academics from the
University of Sunderland and Lancaster University to explore and interpret the rich history and
literature of mountain pathways, to create new visions of literary mountain climbs.

Inspired by William Wordsworth’s account of his night-time ascent of Snowdon (an event
that became the climax of his autobiographical epic, The Prelude) the project’s own
journey began as a literal climb; tracing the poet’s words and footsteps to the summit of
Snowdon’s peak. This initial journey represented an important starting point from which
further exploration into the historical and literary background to the climb was undertaken.

The ‘seven ways’ makes reference to the main routes to the top of Snowdon, tracks well known by
the time of William Wordsworth’s climb, and hint at the variety of individual pathways that writers,
artists and poets may take in pursuit of their own ‘summit experience’. The exhibition held at the
Wordsworth Museum in July 2016 represents the individual creative pathways followed as part of
the group’s on-going creative journey.

*WALK (Walking, Art, Landscape and Knowledge) is a research centre at The University of Sunderland
founded in 2010 by Dr Mike Collier and Emeritus Professor Brian Thompson that explores the way we
creatively engage with the world as we walk through it. http://walk.uk.net

Simon Bainbridge
Simon Bainbridge is a Professor of Romantic Studies in the Department of English and Creative Writing, Lancaster University.
His main research interest is in the relationship between the writing of the Romantic period and its historical contexts.

To climb Snowdon is to tread history’s tracks in the company of innumerable fellow walkers, past
and present.
Snowdon is defined by its pathways, an idea stunningly conveyed by Brian Thompson’s sculptures
‘Snowdon Seven ways up 2016’, which present the popular walking routes to the top of Wales’s highest
peak. These seven tracks were already established by the time of William Wordsworth’s ascent in the
final decade of the eighteenth century, a climb that inspired the current exhibition. The English cleric and
naturalist William Bingley described in detail all seven routes up ‘the most celebrated mountain in Great
Britain’ in his A Tour Round North Wales, performed during the Summer of 1798.1 While today Snowdon
is often claimed as the busiest mountain in Britain, even at the turn of the nineteenth-century it was being
presented as an essential tourist destination. The poet and historian William Hutton commented in 1803
that it was ‘unfashionable not to visit the Lakes of Llanberis, but chiefly Snowdon’, and reported that ‘there
is already ... more than thirty thousand [pounds] a year spent by the English mountain-hunters’.2 Some
of these ‘mountain-hunters’ came armed with a Claude glass, a convex tinted mirror used to observe
the landscape. Inge Panneels’ contribution to this exhibition invokes this culture of mirrored landscapes,
playing through reflections with the tension between natural and artificial topographies central to the
picturesque tradition.
The rage for ‘mountain-hunting’ was part of the remarkable transformation in taste and travel that had
occurred in the eighteenth-century as tourists went in search of the picturesque and the sublime. As
Hutton wryly noted, ‘In former ages, the English rarely entered Wales but to destroy it’, but in recent
decades the ‘English traveller’ had ‘ventured to climb her precipices, descend her glens, and admire her
curiosities, and now the vast influx of annual visitants enrich her with wealth’.3

The earliest known ascents of Snowdon were undertaken for scientific reasons. The peak was the setting
for the first recorded ascent of one of the major British mountains when the botanist Thomas Johnson
and his party reached its summit in 1639. Johnson’s account of his climb acted as an invitation and an
inspiration to other botanists.4 And it was not only botanists whose scientific ambitions led them up
Wales’s highest mountain. Snowdon became an early focus for the rage for measuring mountains and
it witnessed early examples of climbers armed with barometers for this purpose, a trend that would
continue well into the Victorian period. The Oxford mathematician John Caswell ascended the mountain
in 1682 to measure its height, and was followed in 1697 by Edmond Halley (of comet fame) who repeated
Caswell’s barometrical observations, taking readings at the summit and base of the mountain on the
same day.5 Halley’s response to his experimental and previously un-experienced environment illustrates
the prevailing and continuing distaste for mountainous regions; his description of ‘this horrid spot of Hills’
anticipating Daniel Defoe’s more famous revulsion at the ‘horrid Mountains’ of Wales in his 1725 A Tour
Thro’ the whole Island of Great Britain.6
However, with the development of the cult of the sublime in the eighteenth century, mountains increasingly
became an attractive rather than a repulsive force. A key figure in the increasing popularity of Welsh
peaks was the Flintshire squire, naturalist and travel writer Thomas Pennant, described by the historian
of climbing literature Jim Perrin as ‘the father of our mountain writing’;7 Perrin has classed Pennant’s
description of being on Snowdon’s summit in the mist in A Tour of Wales (1778) as ‘the first significant
passage in mountain literature’.8 Through the power of his descriptions and his guidance for future
travellers, Pennant made the ascent of Welsh mountains a key part of the increasingly popular antiquarian
tour. His description of extraordinary summit landscapes and of meteorological conditions tempted many
to re-enact his climbs and his texts were repeatedly cited, reproduced and borrowed by numerous travel
writers throughout the period. Following Pennant’s ascents, Snowdon became by far the most frequented
and described Welsh summit, the subject of climbs and descriptions by William Sotheby (in verse) in

1794, William Hucks in 1795 (in the company of Samuel Taylor Coleridge), Arthur Aikin in 1796 and
Richard Warner 1797. Indeed, William Wordsworth’s night-time climb of Snowdon to witness the sun rise
was inspired by Pennant’s account of such an ascent.

Two of the works in this exhibition directly engage with Wordsworth’s description of this 1791 ascent, an
event that became the climax of the poet’s epic autobiographical masterpiece, The Prelude. Mike Collier
engages with the colours named by Wordsworth in his poetic account while Andrew Richardson and Sally
Bushell explore how Wordsworth’s text can be mapped onto the contours of the climb itself. All the pieces
in this exhibition, part of a pilot project, point to how future work might explore the extent to which the
rich history and literature of the ‘Seven Ways Up’ Snowdon outlined here can be used to create a version
of the magnificent mountain itself, one constructed of words, colours, paths and reflections that can be
read and viewed as well as climbed.
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Brian Thompson
from Snowdon Seven Ways Up, 2016
(Data from the seven Snowdon paths)
Above: Track data
Left: Elevation data

Brian Thompson
Snowdon Seven Ways Up, 2016
Painted Beech

from left to right:
Llanberis Path, Ranger Path, Rhyd – Dhu Path,
Pyg Track, Miner’s Track, Watkin Path, Y Lliwedd

Brian Thompson
from Snowdon Seven Ways Up, 2016
Colour information from route map

Brian Thompson
Brian Thompson is Emeritus Professor at the University of Sunderland. His research is focussed upon ‘journeys’ and how these
are mapped and recorded and valued. His practice unites two themes; a physical engagement with landscape, often through
walking, with invention in the manufacture and craft of sculpture.

This collection of sculptures records the tracks of seven popular routes to the summit of Snowdon and is part of
a research project following in the footsteps of William Wordsworth’s ascent of Snowdon in 1791 and described
in the final book of his major work The Prelude.

The sculptures provides a three dimensional drawing of each path as it winds its way to the summit of the
mountain and together they offer another ‘view’ of Snowdon not the typical vista from afar but physical sculptural
objects based on a physical engagement with the mountain.

I mapped the seven routes up Snowdon using on-line maps and in the case of the Rhyd – Dhu Path I used
the GPS recording of the route I took up Snowdon in May of 2015; this route was the same route taken by
Wordsworth in 1791. The tracks provided me with the line of each walk and became the top layer of the
sculpture, a template from which the further six layers were cut out of beech wood, each layer growing in size
and in geological fashion layer by layer.

In the Rhyd – Dhu Path sculpture I sampled the local colours from the walk made in May 2015 and applied
these as a mist of coloured particles that hint at far-off landscapes.

The remaining six tracks are ‘ghost tracks’, taken from on-line maps; these paths have been made by the
footsteps of many generations of people taking the different routes to the summit.
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Andrew Richardson, Wordsworth’s Ascent of Snowdon (Detail), 2016

Seven Ways Up Exhibition, The Wordsworth Museum, 4-16 July 2016

Brian Thompson, Snowdon Seven Ways Up (Detail), 2016
Mike Collier, The Starry Heavens (1), 2016
Mike Collier, The Starry Heavens (3), 2016
Inge Panneels, Claude Glass, 2016
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Brian Thompson, Snowdon Seven Ways Up, 2016

Mike Collier
Mike Collier is a lecturer, writer, curator and artist whose work integrates image and text. He has worked closely with the
Wordsworth Trust on a number of major exhibitions, both at Dove Cottage and at Kakimori Bunko in Itami, Japan. He has been
involved in education for several years and is currently a Reader at the University of Sunderland.

As a keen walker, the passage in The Prelude: 1850, XIV in which Wordsworth recounts a nighttime ascent of
Snowdon in 1791 with a friend and shepherd guide is one of my favourite texts in English literature. Together
they set off from Bethgelert:
It was a close, warm, breezeless summer night,
Wan, dull, and glaring, with a dripping fog
Low-hung and thick that covered all the sky;
But, undiscouraged, we began to climb
The mountain-side’. (11-15)
Wordsworth then says that after some convivial conversation:
… pensively we sank into commerce
Each with his private thoughts (17-18)
I am wary of ‘illustrating’ Wordsworth’s text, because he himself has such a wonderful eye … and this is especially
so in The Prelude where he ‘more fully, perhaps, then any other poet [lets us] into the secrets of the poetic
consciousness’, revealing and opening out to us ‘as no one else, however rich in visual imagery, the peculiar
function of the eye’. Wordsworth’s eye is not, however, a Cartesian eye – it is an embodied eye that feels and
senses. And so my piece here begins with Wordsworth’s phrase:
… as I looked up,
the Moon hung naked in a firmament
For Wordsworth, man and nature were intertwined in a great oneness with the earth, and with the heavens too.
www.mikecollier.eu

Mike Collier
The Starry Heavens (1) 2016
Unison pastel and digital print on paper
49 x 49 cm
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Mike Collier
The Starry Heavens (2 & 3) 2016
Digital print on paper
49 x 49 cm each
Produced in collaboration with EYELEVEL Creative
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Inge Panneels
Claude Glass, 2016
Grey Cast Glass Dome
photography courtesy of Kevin Greenfield

Inge Panneels, 2016
photography courtesy of Kevin Greenfield

Inge Panneels
Inge Panneels is an artist and academic at the University of Sunderland, whose work explores notions of space using glass as
a preferred medium for place-making projects.

The title references the Claude Glass invented by the 17th century painter Claude Lorrain. The black glass, or
mirror was used to frame the landscape and was used extensively by the picturesque landscape painters of the
18th and 19th century.

This is a collaboration between artist and academic Inge Panneels and photographer and mountaineer Kevin
Greenfield. William Wordsworth famously walked up Snowdon from Bedgellert. The artists retraced his steps
where possible, and photographed the landscape at various points framing it through a cast Claude Glass
made by Panneels. The dark grey cast glass shown here has a highly polished flat surface, which reflects the
surrounding landscape when placed strategically. The reflected image creates a live landscape within a landscape
thus creating on one plane two simultaneous points of view. It is reminiscent of the idea of multiverses explored in
the Dark Materials trilogy by author Philip Pullman. The photographs record the temporary and illusory moment
of simultaneous vision.
The Claude Glass thus offers not only an historical link between the 18th and the 21st century but also an
alternative vision of the landscape.

www.ingepanneels.com

Andrew Richardson
Andrew Richardson works as a senior lecturer in interactive media and games at the University of Sunderland. His recent
research activities focus upon the use of computation as a creative process and its potential to visually map cultural data.

These pieces of work are the result of an ongoing collaborative project with Sally Bushell, exploring
ways of using creative digital technology to visually connect the poetry of Wordsworth with the physical
landscape and place of the text.
Using the 1805 (‘13 book’ Prelude) version of Wordsworth’s ascent of Snowdon as the base text (a
significant piece which gives a detailed account of the poet’s route up the mountain) the work connects
the physical route of the walked path to the summit with the creative ‘journey’ of the poem as it is
developed through its early draft versions.
A physical re-enactment of Wordsworth’s Snowdon climb along the Rhyd – Dhu Path provided a detailed
GPS data path which was used as a ‘spine’, along which the core text was mapped. Transcriptions
of earlier drafts of the poem (from the manuscripts MS A and MS W) were subsequently used to add
‘layers’ to the main path, showing the development of the text through its various versions. Changes and
alterations in the poem create side tracks, off shoots and diversions away from the main route.
Each of the pieces give a different perspective on the same text. The words mapped to the walked path
provide a direct visual link between the mountain climb and the development of the poem; sections
the text have often been re-written and re-worked, and these are shown as multiple pathways and
diversions up the climb. The other piece (opposite) focuses specifically on the creative development of
the text in the manuscripts, and more clearly shows the detailed revisions and changes that occur in the
writing of the text. The final outcomes start to bring together words and place and provide new visual
representations of the poet’s literal and creative journey, as he climbs and then figuratively re-climbs by
re-writing, the mountain text.
www.agrichardson.com

Andrew Richardson
Wordsworth’s Ascent of Snowdon (1), 2016
Digital print on paper

Andrew Richardson
Visualising Wordsworth’s poem along the Snowdon path
(Development pieces)

Andrew Richardson
Wordsworth’s Ascent of Snowdon (2), (Detail), 2016
Digital print on paper

Andrew Richardson
Wordsworth’s Ascent of Snowdon (2), (Detail), 2016
Digital print on paper

Sally Bushell
Sally Bushell is a Professor in the Department of English and Creative Writing, Lancaster University. Her research interests are
in the field of British Romanticism with a particular interest in Wordsworth and the Lake District as well as in the form of the
long poem and in critical exploration of poetic process.

I first became aware of Andrew’s work through the “Wordsworth and Basho” exhibition at The Wordsworth Trust
for which Andrew created both a static and an interactive map of The Prelude incorporating the entire text in lines
shaped to the contour map of Grasmere and the hills around it. Following this exhibition Andrew got in touch
with me since he had heard of my work on literary mapping and thought our two ways of approaching a similar
subject area might be usefully brought together. Seven Ways Up is our first attempt to do this.

The static map is a beautiful object and I have it framed and hanging on the wall outside my office. However,
from a literary-critical point of view the problem with it was that it looked fabulous but one could not really read
it. By this I do not mean that the text is small (which it is) but that it was not possible to do anything with the
map, to make it useful as any map ought to be. This was mainly because there was no connection between the
physical area being mapped and the words placed upon that landscape. So the reader of the map could not
satisfactorily map the words onto a referential ground. This was the main issue we sought to address in working
together – how to make the map really work and be interesting and meaningful for someone whose primary
interest was in the text.
The relationship between the place one is writing about, the writer’s movement and the textual object is absolutely
crucial for a writer such as Wordsworth. Wordsworth repeatedly chooses key sites out in the landscape at which
to write his poetry – with favourite locations scattered around Grasmere and Rydal, and he also sometimes
chooses key times and places to read his poetry aloud in a way that deliberately maximizes the layers of actual
and represented place. So he reads “Michael” – a poem about a sheepfold, written beside a sheepfold – in the
same site up Greenhead Ghyll to Coleridge on New Year’s Day 1803, as Coleridge records in his Notebooks:
“On this blessed calming Day – sitting on the very sheepfold dear William read to me his divine Poem, Michael.
– The last day of the year.” I like to think that what we are trying to do is quite Wordsworthian. Our project is

about re-connecting poetry to place in a new way, enabled by digital technology, but a way that respects and is
alert to the poet’s own practices.

We chose as our subject Wordsworth’s account of his night-time ascent of Snowdon. This passage forms the
climax to The Prelude and is a highly canonical Romantic text as a supreme example of the power of the natural
sublime to act upon the mind, and of the human imagination to internalize that power. We also chose it because
it gave a detailed account of a specific route at a certain time and place. We decided to re-enact the route up
Snowdon from Bethgellert, intending to make a night ascent in order to see the sun rise, as the poet himself
did. This proved impossible due to 70 mile an hour winds but we made the route next morning in the daytime
(fogtime). With an accurate GPS giving us the shape of the ascent of Snowdon it was then relatively easy to
map the text of the poem onto the route so that we immediately created an indexical relationship between the
two in a way that was previously lacking. Still, our aim was to create something of interest and use to scholars.

My specialism is in theorizing and interpreting the underlying process of the text – the different versions of
the draft or “pre-text” and their relationship to the published versions. Here, again, Wordsworth’s Prelude is
extremely interesting. Wordsworth wrote and then returned to The Prelude repeatedly over a 40 year period,
with the first contingent completion of the poem in two books occurring in 1799, then the enlargement of the
poem into a temporary “five book” state and thirteen books in 1805 and finally into the 14 book edition that
was prepared for publication in 1839 but not published until after the author’s death in 1850. Not only are there
multiple versions of the text in draft, accruing over time, but there is also no single stable published version. I
suggested to Andrew that we attempt to spatialise not only the standard version of the text (for which we chose
the 1805 Prelude – the first “finished” version) but that we also try and spatially visualize the draft versions. This
then led us to the concept of the main route up the mountain with branches off it to represent alternate texts.
We tried to create a clear visual order relating this route to the three earlier manuscripts of MS W, MS WW and
MS A and distinguishing between different statuses within the draft for text that stands outside the later version
and that which is incorporated into it. In an earlier model Andrew had also tried to create layers of meaning with
more abstract meanings held in a space above the ground and others below it. So we also sought to explore

the imagery and other thematic elements within the poem. Many of these elements are still being developed.
For me the main aim of the project was to create a visualization of the text that intrigues and draws the reader
in, but also one that rewards further understanding of what is being seen and interests you in the meaning of
the text. In other words I was interested in creating a dynamic tension between looking and reading, between
the visual and the verbal. I was also really interested to work in a collaborative and creative way, applying
scholarly knowledge to other ways of responding to Wordsworth, and for me it was extremely liberating to
work in this way.

William Wordsworth. Manuscript ‘MS A’
‘Most Correct Copy’ of the Snowdon ascent (1805)
by permission of The Wordsworth Trust

William Wordsworth. Manuscript ‘MS W’
Early draft of the Snowdon ascent (early 1804)
by permission of The Wordsworth Trust

On the summit of Snowdon
May 2015

