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Abstract: Voices after Extraction is a Working Paper series produced as part of the KAKENHI
Grant-in-Aid for Scientific Research (C) project “Creating a Literature of Reparation to Make
Slow Violence Visible: Women Living with Mining in Mindanao” (Project No. 25K 15608,
FY2025-FY2029). Focusing on a specific mining-affected area in Mindanao, the Philippines—
where large-scale extraction has formally ceased but small-scale mining continues
intermittently—this series approaches extraction not merely as an economic or environmental
process, but as a form of slow violence unfolding across time, bodies, landscapes, and everyday
labor. Rather than extracting, summarizing, or representing voices, the series treats listening as an
ethical and relational practice, attending carefully to what is spoken, withheld, and carried in
silence. Through methodological reflections on kikigaki (listening-based narrative practice), field
reflections grounded in repeated visits, and minimally edited interview transcripts released on a
rolling basis, the series forms an archive-in-the-making. Over the five-year research period, it
traces how narratives shift as relationships deepen, foregrounding how women’s voices emerge as
sites of endurance, repair, and collective memory in everyday life after extraction.
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Voices after Extraction Working Paper No. 1

Listening as Ethics:

Kikigaki, Slow Violence, and Relational Ethnography

Waka Aoyama
Institute for Advanced Studies on Asia

The University of Tokyo

Abstract

This paper reconsiders kikigaki, a narrative practice that originated in Japan, not as a technique
for recording or documenting testimony but as an ethical practice concerned with the generation
of relationships. Tracing a genealogy of works by Kazue Morisaki, Michiko Ishimure, Kazuko
Fujimoto, and Svetlana Alexievich, the paper shows that narrative emerges as a collaborative
event between listener and speaker. Listening, in this sense, is an act of living through time
together with others through the mediation of their voices and of opening relationships marked
by silence and pain. The religious and embodied dimensions found in the practices of Morisaki
and Ishimure, as well as the translational and collective dimensions in the works of Fujimoto and
Alexievich, can all be read as practices of recovery that resist slow violence. Narrative thus
appears not as proof of the past but as a “literature of recovery and reparation” that seeks to restore
damaged temporalities and relationships. The discussion presented here forms the methodological
foundation of the author’s ongoing Grant-in-Aid for Scientific Research (C) project, Creating a
Literature of Recovery: Making Slow Violence Visible among Women Living with Mining in
Mindanao, and positions kikigaki as an ethical and literary practice through which narratives may

be entrusted to the future.

1 An Ethics that Begins with Listening

How can we listen to the voices that emerge “after extraction”? The purpose of this paper is to
reconsider the practice of kikigaki not as a technique for recording or documenting testimony but
as an ethical practice within relational ethnography. Listening, in this sense, is not a method for
collecting and reconstructing the narratives of others. Rather, it is an event in which we live
through time together and witness the emergence of narrative. Narrative arises within the

relationship between listener and speaker and appears as an event that exists only in that moment.



The site of kikigaki is therefore a place where relationships come into being before words are

fixed as records, and the process of this emergence itself becomes the core of what is recorded.

Kikigaki touches the invisible realms of silence, pain, and loss while opening the possibilities of
narrative that lie within them. Listening is a way of sharing time through the mediation of
another’s voice and of giving form to what lies beyond the reach of words. In this process, the
listener is transformed within the relationship, moving beyond the position of a mere recorder.
Through interaction, changes also occur within the speaker, and through listening and writing we

ourselves may become “other” than we were before.

Tracing these genealogies of kikigaki, this paper explores the ethical possibilities that arise
between voice and silence. Not only spoken words but also what remains unspoken—silence
itself—may emerge as part of narrative. In such moments, both listener and speaker are
transformed. Listening is therefore not an act of “receiving” the testimony of another life; it is a
shared practice of witnessing the emergence of relationships. Recording, in this sense, is not a

device that fixes events but a catalyst that weaves together time and relationships.

This paper does not aim to offer a comprehensive historical survey of kikigaki. Rather, it seeks to
reposition the author’s own research and practice by focusing on writers who have profoundly
shaped this work: Kazue Morisaki, Michiko Ishimure, Kazuko Fujimoto, and Svetlana Alexievich.
What runs through their practices is the ethical tension that arises when experiences of pain and
loss are translated into language. This tension is also a question that the author cannot avoid in
reflecting on her own kikigaki. The present study may thus be understood as a quiet

methodological confirmation that situates this work within a broader genealogy.

This methodological inquiry is also connected to the author’s ongoing Grant-in-Aid for Scientific
Research (C) project, Creating a Literature of Recovery: Making Slow Violence Visible among
Women Living with Mining in Mindanao (25K15608). As a literary attempt to render visible,
within relationships, the voices of people living with slow violence, the project seeks to

reposition kikigaki as an ethical and literary practice.

2 The Genealogy of Voices—Kazue Morisaki, Michiko Ishimure, and Kazuko Fujimoto

The genealogy of kikigaki in Japan extends from the postwar seikatsu kiroku (life-writing)
movement while developing into what may be called a “literature of voices” that emerges from
silence and absence. In A Spiritual History of Necropolitics: Kikigaki and the Literature of
Resistance, Izumi Sato (2023) rereads the practices of Michiko Ishimure, Kazue Morisaki,

Kazuko Fujimoto, and Svetlana Alexievich as forms of literature that illuminate the structures of



power and violence. Many of the writers who practice kikigaki are women, and the narrators
themselves are also often women (Sato 2023, 240)'. Kikigaki may thus be understood as an
attempt to receive, at the level of silence and fragments, voices that overflow the boundaries of
“official language.” Rather than representing suppressed voices, it is a practice that situates the

writer within the very process through which narrative emerges (Sato 2023, 241-247).

Kazue Morisaki’s Makkura: Kikigaki from Women Coal Miners (1961) begins from what she
called a “lucid absence,” a phrase that evokes a literature that starts from the impossibility of
language revealed through the testimonies of women in coal-mining communities. Her stance—
remaining in silence before pain that cannot be spoken—embodies an ethics that understands the
absence of voice not as defeat but as a point of departure. In Michiko Ishimure’s Paradise in the
Sea of Sorrow (1969), listening and writing overlap almost like an act of prayer. Her writing body
mediates between the living and the dead, reviving within the undulations of time the voices of
people living through what Rob Nixon has called “slow violence”—the long duration of

environmental and structural violence (Nixon 2011).

Kazuko Fujimoto’s Women Who Eat Salt: Kikigaki of Black Women in North America (1982)
expanded kikigaki into a practice of transnational feminism. Fujimoto demonstrates an ethics in
which listening and translation occur simultaneously, openly accepting the frictions and
instabilities that arise when the narratives of others are translated into Japanese (Sato 2023, 246).
It is precisely within this unstable space that different voices encounter one another and
relationships begin to form. In the polyphonic structures of Alexievich’s works, moreover, diverse
voices coexist without being subsumed into a single truth (Sato 2023, 258-267). Sato describes
this “aesthetics of polyphony” by comparing the kikigaki author to an “absent god,” one who
creates a space in which irreconcilable voices are nevertheless allowed to coexist (Sato 2023,
266-267).

Sato characterizes such practices of kikigaki as a form of “middle-voice writing.” It is a mode of
writing that moves beyond the binaries of record and fiction, activity and passivity, allowing the
subject to remain within the action while engaging with others (Sato 2023, 281-287). Kikigaki is
neither a document as source material nor a completed narrative. Rather, it is a “literature of
relations” that generates the very site in which narratives emerge. Within this practice, one listens

for the breath of others hidden within silence and fragments, continually reweaving a damaged

! Page references are based on the Kindle edition (Seidosha, 2023). Pagination differs from that of the

printed edition.



world through relationships. Listening to the voices of others also means encountering the silence
within oneself. From listening to voices outside to listening to voices within—the next section
turns to the setting of psychoanalytic psychotherapy to explore how this ethics of listening unfolds

within the self.
3 Listening to the Self—From the Setting of Psychoanalytic Psychotherapy

If kikigaki generates relationships through the mediation of others’ voices, psychoanalytic
psychotherapy may be understood as an attempt to listen to the otherness that arises within the
self. Since 2018, the author has undergone weekly psychotherapy, increasing to twice-weekly
sessions in 2025, with Dr. Kaito Towhata, a clinical psychologist and certified public psychologist
who directs the Shirokanetakanawa Counseling Room in Tokyo’. His recent book is Counseling:
On Change (Japanese original: Kaunseringu to wa nanika—Henka suru to iu koto) (Towhata
2025).

At the beginning of the therapeutic process, the question was described as “exploring what lies
behind a passive mode of being.” What was required there was not listening to narratives from
the external world but listening to the voice of the self that emerges within silence. In the author’s
understanding, silence is not a lack but a vibration from which narrative begins to take form.
Attending to the subtle shifts of sensation within that vibration gradually became what the author

came to understand as “listening” in this therapeutic practice.

During the sessions, the author’s habitual way of listening undergoes a reversal in the presence
of a therapist who rarely nods. The body that has long listened to and recorded the voices of others
gradually becomes a body that listens to its own silence. At times emotions surge intensely and
words disappear; at other moments a single remark from the therapist causes pain, or the author’s
own words wound the other. Yet the author has gradually come to learn, through experience, that
such moments of misalignment and discomfort may deepen the relationship. In the therapeutic

setting, the therapist—who is ostensibly the listener—also appears at times as someone who

? This section was first drafted on 24 October 2025, at a time when the author had temporarily suspended
psychotherapy sessions with Dr. Towhata. The sessions resumed in November 2025 and have continued to
the present (as of March 2026). In this article, the term [[E{€1 (kaifitku) is used primarily in the sense
of recovery or reparation. In this particular section, however, the term also overlaps with the author’s
ongoing treatment for complex PTSD. At the level of the author’s personal experience, [[Bl1f8 ] (kaifitku)
also carries a nuance closer to convalescence—a gradual process through which the body and the senses

slowly regain stability.



“cannot listen well.” Through the careful retracing of these failures and misunderstandings, a
fragile understanding slowly begins to grow between the two of them. This experience resonates
with the moments in kikigaki when one encounters the silence or misunderstanding of another.

The experience is viscerally immediate.

For the author, psychotherapy has also become a space in which the very choice of language
reflects the structure of the self. When hesitating between Japanese (the author’s mother tongue),
English, and Cebuano (a Visayan language widely spoken in the central Visayas and many parts
of Mindanao in the Philippines), the author becomes aware that speaking in one language often
requires suppressing another. Just as kikigaki weaves together the multiple voices of a community,
psychotherapy is also a practice of discerning the plurality of voices within the self—those of the

mother tongue and other languages, of silence and speech.

The notes the author writes after each session share the same structure as kikigaki conducted with
others. Their aim is not to fix events but to trace the relational conditions under which narrative
emerged. For the author, the ethics of kikigaki becomes visible only when responsibility extends
not only to the voices of others but also to the voices that arise within the self. Psychotherapy with
Towhata has thus become a site of learning in which this ethics is gradually internalized, opening
the practice of listening toward the deeper layers of the self. The author has come to realize
through experience that listening and being listened to can remain on the surface; yet when they
enter deeper layers, the process can become demanding. Within that experience unfolds a time in
which despair and hope continually pass through one another. In that movement, listening

continues.

4 The Speaking Body and the Listening Body

The essence of kikigaki lies not in recording words but in bearing witness to the lived time of the
body in which narration emerges. A voice is destined to vanish the moment it is uttered; yet the
bodily experience that receives its resonance eventually takes the form of a record. In Makkura—
Onna kofu kara no kikigaki (Darkness: Kikigaki from Women Miners, 1961), Kazue Morisaki
understood narration both as a “record of experience” and as an embodiment of labor. For
Morisaki, listening meant touching the traces of everyday life inscribed in another’s body. By
remaining close to that silence, listening became an ethical practice through which the invisible

dimensions of society could be made visible.

Michiko Ishimure likewise portrayed, in Kugai Jodo (Paradise in the Sea of Sorrow, 1969),

listening as hearing voices that cannot yet become words “from the depths of the body.” The pain



of the narrator moves into another body, gradually giving rise to new language. The process
of kikigaki is precisely the bodily experience of receiving this passage. Words are recorded even

as they are transformed, and between narrator and listener a third voice begins to emerge.

In Kazuko Fujimoto’s Shio o kuu onna-tachi—Kikigaki: Hokubei no kokujin josei (Women Who
Eat Salt: Kikigaki of Black Women in North America, 1982), this bodily resonance becomes even
more explicit. Fujimoto received the narratives of Black women who had survived discrimination
and violence as “words that mediate pain,” asking what the ethics of listening might require. For
her, listening was not an act of explaining suffering but of sharing the moment in which narrators
encounter their own voices once again. The site of kikigaki thus becomes a place where narration

emerges as a moment of [[E1f8 ] (kaifiku)—recovery or reparation.

The historian Masakatsu Okado, in Telling History, Listening to History (2017), describes this
practice as consisting of three processes: ask, listen, and take. Kikigaki is not the collection of
information but the generation of an embodied relationship. The listener, attuning to the rhythm

of the narrator’s time and space, becomes a co-creator of the place in which narration emerges.

Svetlana Alexievich, a writer and journalist from the former Soviet Union and Belarus, has
documented war, disaster, and social collapse as a “mosaic of voices.” In Voices from
Chernobyl (1997/2005), she weaves together testimonies of those who lived through the nuclear
catastrophe, composing a “chorus of voices” through which pain and fear that resist language
come to be heard. Her work reconstructs countless voices as an archive of listening and redefines
listening as a practice of bodily endurance. By assembling fragments of narration, she produces a
collective record that includes silence itself, demonstrating how kikigaki stands at the intersection

of literature and ethics.

Seen in this way, what runs through the genealogy of kikigaki is the equation of hearing a voice
with touching a body. The listening body resonates with pain and memory, mediating the recovery
of lost time and relationships. Fragments of a world damaged by slow violence regain narrative
form through the body that listens. Kikigaki is therefore not a technique for reproducing another’s

voice but an act through which relationships themselves are restored.
5 The Emergence of Narration and the Ethics of Recording

In kikigaki, narration exists only in the moment of listening and takes on another form the moment
it is written down. By writing narration, the listener mediates the voice of the other while
inevitably transforming it. To record narration is to translate the time inscribed in another’s body

into the form of written language, and in this process the listener’s own interpretations and



emotions inevitably enter the text. The ethics of kikigaki, therefore, lies not in reproducing

narration but in assuming responsibility for its transformation.

Kazue Morisaki understood the transcription of narration as a form of “shared labor.” For her,
recording was not merely the preservation of testimony but a way of leaving traces of time lived
together. Writing does not simply stand in for the words of the other; rather, it accompanies them,
touching the tremor of the voice and the breathing of silence. As Morisaki herself remarked,
writing is accompanied by pain. The transcription of kikigaki thus emerges as an act through
which the suffering of another is mediated through one’s own body. This pain becomes an ethical

tension shared between narrator and listener.

In the work of Michiko Ishimure, this sharing of pain deepens even further. The prose of Kugai
Jodo refuses the attempt to reproduce the narrator’s words “as they are.” Instead, it may be read
as an effort to sustain the life of narration by gathering the trembling of voices and the breathing
of silence. For the author, Ishimure’s act of writing appears as something close to prayer, and
perhaps also close to forgiveness. Writing in this sense does not simply copy the voices of others
but recalls together the “shape of the soul,” serving as a medium through which memory may be

carried forward into the future.

Svetlana Alexievich extends this ethics of the “writing listener” into the domain of social memory.
In Voices from Chernobyl, the voices of those who lived through war and disaster are arranged as
a mosaic, and individual testimonies resonate like a chorus. Listening there becomes a practice of
bodily endurance, and writing an ethical responsibility. The assembling of fragments produces a
record of a collective body that includes silence itself, revealing how kikigaki may stand at the

intersection of literature and ethics (Sato 2023, 258-267).

In this sense, writing in kikigaki does not bring narration to an end but allows it to remain alive.
Recording does not close the past; it opens narration to the future. Writing thus becomes a practice
that sustains the continuity of another’s life in textual form. In an age marked by slow violence
(Nixon 2011), kikigaki listens within time to forms of pain that remain unseen and weaves them
once more into the form of narration. Kikigaki is therefore not a technique for reproducing

another’s voice but a shared practice through which narration may be entrusted to the future.

6 The Horizon of Recovery in Narration

Kikigaki is at once a record of events and an attempt to repair time. Slow violence (Nixon 2011)
does not appear as explosive destruction but as damage that gradually settles into bodies and

landscapes. To face such delayed temporality requires that narration be understood not as a



method of reproducing stories but as a practice of living together. Listening to and writing
narration does not hasten healing; rather, it becomes a gentle movement through which time itself

may be gradually regained.

When Kazue Morisaki wrote Makkura—Onna kofu kara no kikigaki (Darkness: Kikigaki from
Women Miners, 1961), it was a response to the recovery of life emerging through the voices of
women miners (Satd 2023, 241-243). For Morisaki, kikigaki meant cultivating time together with
those placed at the margins of society, and the act of remaining close to their silence was itself an
ethical commitment. The words of Michiko Ishimure likewise illuminated the memories of those
who had lost language by listening “from the depths of the body” (Satd 2023, 244-247). Her

records extend beyond individual testimony and resonate with the breadth of a communal prayer.

Just as conventional journalistic interviews did not exist in Ishimure’s practice of kikigaki,
listening is not a means of collecting information or pursuing a predetermined theme. As the
theologian and philosopher of religion Hisao Miyamoto writes in Language and Witness: From
Radical Evil to the Mystery of Human Transformation and the Birth of Ehiyehlogia (Japanese
original: Gengo to shonin—Kongen aku kara ningen hen’yo no shinpi, soshite Ehiyerogia no
tanjo e, 2022), Ishimure walked through fishing villages while listening to the “patterns of life”
of those afflicted by illness. Her way of listening placed herself within the rhythm of others’ lives,
from which the symbolic figure of Modaegami-san gradually emerged (Miyamoto 2022, 331).

Miyamoto further argues that the tragedies of modern society are rooted in a form of “economic—
technological-bureaucratic totalitarianism,” through which the Lebenswelt, or lifeworld, becomes
colonized by economic and political power (ibid., 367). From this perspective, the practice
of kikigaki may also be understood as an ethical effort to recover this colonized lifeworld. To
listen is to live once more, through the voices of others, the memories of time and place that have

been taken away.

For Miyamoto, a “witness” is not someone who merely observes the suffering of others but
someone who stands present as a powerless participant in the event. The listener cannot remain
outside what has occurred. It is precisely within this powerlessness that narration begins to acquire
the force of recovery. In this sense, kikigaki becomes a practice through which, by assuming the

position of witness, a space of hope is inscribed within the very midst of slow violence.

The work of these predecessors teaches us to understand records not simply as documents or texts
but as continuations of relationships. Listening and writing mean placing oneself within a portion

of another’s life, and through that experience attempting to weave together once more



relationships and times that have been damaged. Narration in kikigaki is not spoken in order to
prove the past. Rather, it is spoken in order to generate new understanding among those who live
in the present. In an age of slow violence, recovery does not mean restoring what was broken to
its original state but allowing voices to resonate once again within relationships that had been

severed.

Narration is always unfinished, and the listener’s act of writing remains unfinished as well. To
refuse completion, and to accept this condition of incompleteness, is part of the ethics of kikigaki.
It is within such unfinished narration that a literature of recovery begins to emerge. To listen to
narration is to learn how to remain with the time of another, and to write is to pass that time
forward into the future. Kikigaki, therefore, is a practice that accompanies the voices of the past

while opening narration toward a future yet to be seen.
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