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Julie: 
blister brumm, when I first read this title, I immediately wanted to say it out loud. 
It behaves as an urge for the spoken word. And the recorded reading, the sound- 
articulated word is important to the piece. As I understand it, the title is a com-
bination of two words extracted from your texts, one word from Rhiannon’s and 
one from Johanna’s. How does using the spoken word as sound translate from 
your individual practices into this collaboration?
 
Johanna: 
In my own practice I didn’t plan to use the spoken word at all, or to use sound 
at all. But I found myself writing and while I was writing I started speaking and 
trying out the sentences. I have been doing it before when I practiced to pres-
ent, for lectures or guided tours. I would use the spoken word for presentation 
reasons, for information. But when I started collecting words in lists and writing 
texts from this list-material I started reading out loud, to hear how it sounds. The 
word as a sound, not so much as a linguistic information, but as a sonic informa-
tion. 
In relation to the project blister brumm, when I started playing with the letter-
press in Belgium, I was improvising words. There are weird shifts, because I have 
words in my head and then I don’t have the exact letters to make them. So I 
improvise it, the letters change visually, for instance an upside down V becomes 
an A, but because I know the word, I will articulate it as it’s supposed to sound. 
In one of our Writing Group meetings, Anita said that my texts are like language 
candy and that she wants to eat it too and feel it in her mouth. She experienced 
how much pleasure there was for me to speak these word combinations because 
they are just delicious. I have been trying to create different situations where 
people can eat the language candy. I always try it out immediately, how the 
words sound together. Even when I write the lists I hear the words without saying 
them. I hear them on the inside. We decided to read the book out loud because 
when people look at it they cannot understand the words.
 
Laila: 
Because what you see is not what you hear.
 
Johanna: 
That is the shift that happens with the letterpress. There are gaps between what 
you see and what you hear. As a reader, there are moments when you have time 
to read the next word or sentence and try to make sense of it. What you hear is 
an explanation or interpretation. If you look at it as a notation, we could give the 
book to somebody and say: Now you read it out loud. Then these more abstract 

parts would turn into click sounds or however the person interprets certain 
arrangements of signs. What you see is not what you hear.
 
Laila: 
It is, but not always.

Johanna: 
Yes, because some words are intact. And there is a rhythm in it that was created 
by the amount of letters of each font of the letterpress. Each new font starts with 
“what you see is what you hear" but I slowly run out of letters. The gaps between 
what you see and what you hear get bigger and bigger. And I think that your 
approach, Rhiannon, is very similar, no?
 
Rhiannon: 
Well, for me the texts always change drastically from how they sound in my head 
when I read, to how they sound out loud, through my throat and into the air. I feel 
like the voice gives life to the texts.
 
Julie: 
I find it interesting that we have two very physical materials; the printed letters 
and the voicing of them, in a way competing to be the protagonist in the piece. 
There is an association to a radical activism, an active expression through the 
visual, oral and auditory use of words. Experiencing blister brumm is an excer-
cise in listening and seeing, and being aware of the simultaneous processes of 
meaning-making that are going on.
 
Rhiannon: 
Like Johanna said, with the voice there is also an extra element of sonic informa-
tion, of resonance and rhythm. And the character of the person is also transmit-
ted: the pace and volume of their voice, how certain words are emphasised, their 
accent. A voice gives so much information to the listener and a text can be totally 
transformed by how it is read. Although I always read my texts aloud privately, 
I am a shy public speaker and never really enjoy reading them for an audience. 
It feels far more personal somehow than people reading the text themselves. 
Reading Johanna’s text for this project gave me more distance than I have with 
my own writing - although it also feels quite intrusive somehow to read another 
person’s text aloud.
 
Julie: 
The act of voicing, which I think you are touching on here, Rhiannon, is both very 

direct and subtle in blister brumm. The voice is a powerful physical tool, very 
connected to emotional states and physical and mental blockages. So blister 
brumm also actualizes what can be conflicting voices, whether they are ones’ 
own or others, but also the space in which meaning is created by the conflict. 
 
Rhiannon: 
Yes, and I would say that in the relationship between Johanna’s voice and my 
mono prints there is this play between sound and silence. The project started as 
a collaboration between our writing practices. Whilst Johanna’s texts are dense 
and claustrophobic, mine are very open and spacious. My texts are about wide 
open landscapes, mapping and solitude, whilst Johanna uses intimate, closed 
spaces as a starting point. I want to stretch out the narrative, to get a feeling for 
the passing of time and spacial distances. Johanna operates in a more claustro-
phobic mind set, in spaces where not only things but also language is piling up 
and accumulates into piles and dense rhythms. 
Collecting, list making and a play with language are important in both our prac-
tices. In blister brumm these similarities and conflicts are also expressed visu-
ally. Johanna’s voice becomes visual through the use of letterpress. And through 
the gesture of the mark in mono printing another voice is formed.
 
Johanna: 
The voice for me is not only a tool for speaking, it’s also a tool for writing. I use it 
to write. And when I use my voice when I write, I also use my body, I rock it back 
and forth, I create a rhythm while writing, with my body, and try with my body if 
the rhythm of the words works. The voice is very much connected to that, voice 
as sound and body not to transmit information, or sense, it’s about making noise. 
And the physical experience of language more than the intellectual. First of all 
the voice is a physical phenomenon, it’s air going through, it’s connected to the 
breath, to the body. But what I meant here is this rocking back and forth.
 
Laila: 
It’s a little bit like writing music, you know? The body starts to move along.
 
Johanna: 
Yes, and people have been comparing my texts to song lyrics, rap music even. 
The texts are supposed to be spoken, they can also be spoken on the inside. 
But I think there is text work that functions more through the visuality and then 
there are texts that function more through the sound of the word. And mine are 
certainly composed for the sound of it. And the rocking is both for creating the 
rhythm as well as testing the rhythm. For this project, the text has to be voiced 

for the audience, it’s like a re-translation back into the original text, I take the 
original text, I put it through the letterpress and it comes out on the other side as 
fragmented and distorted and then the voice reading it puts it back together, it 
repairs it.
 
Rhiannon: 
Yes, it’s important that the book is read to you, it completes the circle. It felt 
necessary to reframe Johanna’s text through my voice as a way to continue the 
dialogue between our works.
 
Johanna: 
As I said before, the voiceover here is “repairing” the distortion of the letterpress. 
Or returning it to its original form somehow. We call it an audio-video book. To 
also not just go towards abstraction but to be generous: We gonna read to you, 
dear audience, here is the story, and it’s complete and you don’t have to strug-
gle, you can just lean back and can consume it. A story. Inhale it. And then it is 
in itself still absurd enough. But also to get the musicality of the text and the 
language. Because if you just read it by yourself it’s strong imagery, the visuality 
of the language, pictures, fragments you can read, but you can’t get the flow. 
Because of the specific fragmentation during the letterpress process.
 
Julie: 
So, considering these processes of translations and dialogues and mixing differ-
ent voices, I suppose, that relates to your decision to use the format of an 
interview as a reflection of your collaboration?
 
Rhiannon: 
Yes, the project began with a desire to create a conversation, between our prac-
tices, our texts and then also between mediums, between letterpress and mono 
print, sound and video. In between them a new knowledge is formed, a space 
that is yet to be defined. We consider a conversation a space of potentiality. So 
to discuss the results in this way, between us and others, and share sponta-
neous thoughts with an audience in this very immediate way, rather than being a 
closure the discussion adds to the work.


