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Mori’s {pectacu[ar pro ject Wave
UFO, which c[eﬁutecf] at  the
Kunsthaus Bregenz in Feb 2003

With enerqy and precision she devoted all of her
. ¢ r f ¢ ¢ t i 0 n

WAVE UFO, like any Gesamtkunstwerk, is deep-
ly rooted in the concepts underpinning artistic en-
deavor. But Wave UFO also calls for our complete
involvement, and requires us to be open to the aes-
thetic and mental energy reposing in the work. At
heart, Wave UFO might be taken as the structurally
embodied version of a modern fairy tale, the moral of
which is: Look at me, trust me, and you will achieve
personal happiness! To present this at once positive
and audacious human message to a world whose
intellectual climate tends more to doubt and skep-
ticism calls for a quick-witted precision and convic-
tion in the work’s formal, acoustic, choreographic,
technical, and cinematic elements. Only in this vital
co-presence of form and image can the beholder be
afforded the opportunity for proper participation, as a
“fictive traveler” and as the “spiritual amplifier” of art.




Like  Kubrick's wvision in 2001, Mori’s ﬁz:gﬁ[ styﬁzeJ and reservec[[y ﬁqpefu[ view
al "Otﬁer”(for Kubrick, extraterrestrials, ]‘or Mori, the fpiritua[ dimension of Buddhist en[igﬁtenment)
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MM: | began art-making with a focus on so-
cial criticism in the mid-90s, and shifted to
address more fundamental questions, such
as life, death, and re-birth, through the re-
search of Buddhism, Shintoism, prehis-
toric culture, and now paleoanthropology.
My recent works are interventions to be
re-con-nected with nature, and to hon-
or nature. It is a tradition of human spiri-
tuality that began a couple millions of
years ago, and it has been inherited to us.
As an artist, | would like to keep this
tradition  through  contemporary art.
ML: When creating futuristic charac-
ters, technology, sculptures, installa-
tions. As an artist, | would like to keep
this tradition through contemporary art.

ML: When creating futuristic —char-
acters, technol-ogy, sculptures, in-
stalla-tions, etc., do you imagine a
specific future year they exist in?
MM:  Not really. The future will
be the fruit of our imagina-tion.
ML: Have your 90s cre-

ations caught up to the present?

’

MM: Our future is dependent on us; we are re-
sponsible for the future environment. | imag-
ine a world where humans and nature are
one again. | imagine that we'll find a balance
in order to maintain the vast and precious na-
ture in the world. | imagine that we will pass
the knowledge of wisdom to the future gener-
ation, who will continue to keep the balance
with nature. | pray for the eternal prosperity
of all living beings on the earth, including us.
ML : With your interest in artifacts, and archaeol-
ogy, do you imagine your work as future artifacts ?
MM: | began art-making with a focus on so-
cial criticism in the mid-90s, and shifted to
address more fundamental questions, such
as life, death, and re-birth, through the re-
search of Buddhism, Shintoism, prehis-
toric culture, and now paleoanthropology.
My recent works are interventions to be re-con-
nectedwithnature, andtohonornature. Itisatradi-
tion of human spirituality that began a couple mil-
lions of years ago, and it has been inherited to us.
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In 1987, Klein came across the ﬂmz’ga com-
_puter that stood somewhere in a cubicle at
the school, without anyone ever using it

repetition froJuces an almost ﬁypnotizing image of [itera
[eetingﬁeaut

The _portraits and the video are c[ose[y related: the movir}g
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It cost a huge amount of time and money to get
even the simplest image from the computer, and by
the time these images were ready, technology had
moved on, and new generations hardware could pro-
duce the same and more at a tenth of the time and
expense. Because of the absurdly high costs, prac-
tically no artists could afford to work with the latest
technology unless they were attached to an institu-
tion; it was initially used almost only in the commer-
cial field. An example is Michael Jackson’s music
video BLACK AND WHITE (1991), which cost mil-
lions because of the morphing of the faces, a stun-
ning technique at the time. Micha Klein has made
very elegant use of the same method (morphing) but
with the newest, fastest - and by now much cheaper
- equipment in his recent series ARTIFICIAL BEAU-
TY, which consists of portraits, each of which is con-
structed out of the faces of two beautiful models.




Born in 1964, Micha Klein grew up in the punk
years, a period in which he started making ‘a
kind of punk music’ and - inspired by the graffiti
on the walls - also began making wild figurative
paintings. In 1983, he was accepted at the fine
art department of the Rietveld Academy in Am-
sterdam, but despite his enormous productivity,
he soon got into trouble there. “Actually, | was al-
ready much too independent or too preoccupied
with my own images for that department. | didn’t
feel like sitting there for days on end painting cur-
tain-folds or god knows what from life. | was just
making my own things, telling my own stories.”
They found that unacceptable, and | had to
do my first year over again, even though at
the same time two of my teachers bought
paintings by me - so | was already then be-
ginning to feel that there was something
definitely wrong with the whole system.
After that, | joined the audio-visual department
where | started experimenting with video and
photography, but of course, | also continued
to make music and paintings. | really paint-
ed like a maniac painter in those days, and |
think that | came up with many types of imag-
es, which formed the basis of the things | lat-
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er started doing on the computer. I've never
considered all that painting a waste of time.”
A good example of the way Klein sometimes
elaborates on a painted image in his comput-
er work is the PEANUTS MUSEUM from 1995.
An ironic work on the position of art (‘peanuts’),
in which the ‘peanut men’ are borrowed from
a figure in one of his earlier paintings. In addi-
tion, various art magazines, new at the time, are
Scattered around the floor of this virtual fantasy
world, so that time and reality are included in the
image in both subtle and casual manners. The
peanut man also figures in the series DOUBLE
DATE from 1996, in which human models enjoy
the attractions of a virtual nightlife. These are col-
lages of elements which remind one of Dadaism
and Surrealism, movements that appeal to Mi-
cha Klein, particularly with regard to the mental-
ity, the playfulness, and the love of experiment.
“l was fascinated by artists such as Max Ernst,
Picabia, and Man Ray. | actually like Salvador
Dali’s bizarre work very much too. But also
Polke and Warhol. | painted in lots of different
styles and was experimenting with photogra-
phy. Double exposures, solarizations, mess-
ing around with chemicals, making photomon-
tages. | liked the results very much, but didn’t
quite know what to do with them. Prints like
these are all unique and eventually formed
the raw material for a whole series of works
which were shown at Museum Fodor in 1991.
Very large, blue, dark works out of the computer.”
In 1987, Klein came across the Amiga com-
puter that stood somewhere in a cubicle at
the school, without anyone ever using it.
Infected by the enthusiastic stories of his brother
Ono who studied at the art academy in Utrecht
and was already working a lot with comput-
ers, he started to experiment with the Amiga;
from that moment on, it became his medium.
My brother told me that computer was incred-
ible - coloring and drawing and moving imag-
es, you could do anything with it. At school, |
had occasionally done things on a Fairlight
computer, experiments with images and short
films, that sort of stuff. | got really excited by
the whole thing, so | crouched over that ma-
chine with a couple of floppy disks that were ly-
ing around... That resulted in my first computer.
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Costa Rican born artist Nahomi talks about
her new vic[eogame for her brand “Nibiru Code”

-
Nibiru Code Eegan as a fr/(yect for Nahomi to ex-

_press her fpritiua[ity, exploration  into 3-D  and
artificia[inte[[igence

When [ first met Nahomi, we were in our freshman
year of highschool in Ms Chang'’s biology class. |
guess you could call us lab partners. We instant-
ly bonded over silly high school topics. | already
knew about her because everybody in the school
was fascinated by her beauty, humor, and signature
mysterious charm. As we grew older, she became
more intelligent and more detached from reality
compared to all of the other students. She was ob-
sessed with my star projector that | would post on
Snapchat. | could tell that she was always in her
own world. Nobody could predict her next move.
She didn’t care to let others know either. When we
graduated highschool, she moved to NYC and hit
the ground running. She modeled for technological-
ly advanced brands like VFILES. Now, that we're in
the same city, | had the pleasure of speaking with
her about her new videogame. Humans and aliens,
please give a round of appluase for the one and only.




NIBIRU WORLD ORDER

Okay, so the first question. So we met in high school, when we were
13 instantly bonded as misfits. It felt like we were both constantly isolated and had ——
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to create our own worlds. Do you think this influ-
enced you to create your own world with Nibiru?
“*Nahomi:** Well, first of all, | can’t believe it’s
been that long. Because that’s crazy. But, yeah,
| just always feel so isolated but that isolation, it
led me to being able to hyperfocus on things that
really interested me and being able to tune into
things like that, and | really just took that with me
in my design process. So, | would say because
| feel that really was like the foundation of like,
alright, I'll just kind of create my own world, you
know I’'m not really tuned into what other people
like. Even if | don't fit in at times, | can just kind
of imagine my own world, if that makes sense.

That definitely makes sense. How
did you specifically know what you wanted Nibiru
to have and | know, it probably didn’t come over-
night. Like it was probably something that slowly
developed overtime, were you just doing some
research and you found out like what you were
interested in? There’s just so much stuff that |
feel like you’re interested in. So how did you re-
fine what you wanted to exist in the Nibiru realm?
“Nahomi** Well, like you mentioned, it really
wasn’t overnight. Like | feel when | created Ni-
biru Code, it really wasn’t my intention to create
a brand out of it. Like it really was just like, hav-
ing a platform where like | visually depict what |
would experience and would be really interest-
ed in like these other worlds that | feel like that
existed before us and we don't really have cov-
erage or the full story and history behind those
worlds. And then over time, as | got more into

_like 3d design, | just feel like it was really syn-

chronized what | was doing. | always want to be

# “able tofhave some sort of storytelling that relates

u

_'.'L’té likegiwhat | love and like, you know, like all

e a quote, knowledge, like, ancestral knowl-
edge, like «all of that. | feel like it slowly started

ke that. And then like it brandhed off to like, all these different elements. No way.
“* Yeah, and so you did you did really well. But then like, how would

ﬂ you find because |, it is hidden knowledge if you think about it, it’s like not out

% in the open stuff Ilke that Espemally pertaining to like auras and like astrol\
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those are like the type of people that are like, big spiritual or think they’re like,

e higher than others. You know, so then how did you find reputable sources and
how did you like find information that actual-
ly was like kept so well in the dark and like just
written off as goofy? Or like, fake material?
“*Nahomi:** Yeah, | feel like | was always really into
like reading like the first time like astronomy and like
archaeology like things that | like | loved and like |
just really liked different books. So | had Naturally,
like, was able to explore different kind of authors
and like literature, but | think was really beautiful
about like, when you tune into something specifi-
cally, like, | think our brain is really like a hologram.
And when you’re like, create an intent of, okay, this
is what | want to attract and learn more about, like,
it really reflects, like in your outer world. And | feel
like I've been really fortunate enough to, like, come
across like people that like, have had those expe-
riences and like, even know, like, way more than
| had, like, were able to share that, like, that’s an
odd to me. So | would really like credit a lot to like,
certain mentors that | had, you know, that kind of
created that space for me where like, | was able to
elevate those experiences and then take it back
were like, oh my god, like, let me look this up. What
is this? Like, this mean? Like, how do | get to that?
So | feel like you just start coming across things. |
will literally try to find an article and then you come
across, like a certain link and it has like, a bunch of
like, | don’t know, unexposed, like knowledge and
topics and stuff like that. So yeah, it's kinda like
when you click on like, one YouTube video, and
then you just like, go through a whole rabbit hole.
But, like, knowing these types of

things, is definitely like, even for me, like it was
definitely like an isolating experience, you know,
because it that’s like something that’s like, it’s
definitely gonna isolate you, people are going
to probably write off as conspiracy your friends
or even like, What the fuck are you talking
about? So yeah, like, how did yeu have to, like,
let go of a lot of people and like, like, human experiences, once like the veil
was kind of lifted, and you like, figured out that there was just,Eso much other
stuff that you were interested in, that many people wouldn’t gri}ntate towards?

NIBIRU ~WORLD ORDER
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Yeah, but | think at first, | didn’t
really go about it in the best ways. Like when
| first started looking for outlets to express my
creativity and explore other “worlds”, | would
rather do like this rather than like, | don’t know,
go out when | was younger. Now, I'm awk-
ward, but you know what | mean, so it’s like,
I would just try and place myself in situations
where, | would feel | could keep a higher vi-
bration, and | feel like the older | got | realized
you just start developing a way to separate
yourself from things that don't align with you.

Like, if you don't really understand
these kind of topics, and like, what is there to
talk about? Yeah, you know, what it’s like, we're
open to hearing about it and not just being like,
You're crazy. You know? | went on a tangent.
“*Crystal**:when | first but then you didn't
know like, wrong way to go about it. Because
thats basically telling someone like, okay, like,
everything, you know, is fake. So naturally,
you're just going to be like, What the heck is
my life? What is everything? Am | living in real-
ity? You know, | remember during the summer
of COVID. We were just like, dude, are those
clouds real? Like, nothing’s for sure anymore.
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No, but | feel it's really hard to
balance both worlds and to just be ground-
ed in reality. Like to me, you felt like | was ei-
ther in or out. | wouldn't be able to, like, fully
connect with others. Unless | learned like cer-
tain social skills or small talk, for example.
“*Crystal*™: Yeah. | think these topics re-
late a lot to your video game and the line be-
tween what’s real or imaginary. Like a simu-
lation kind of, would you say that? What type
of world did you model the game after? Does
it kind of mess with you to be in multiple sim-
ulations, like you’re on the computer for how-
ever many hours and you go outside into the
real world? Does the line kind of get blurry?

Yes, | think it's not healthy to look
at and take in so much blue light everyday. And
who knows if it's gonna cause psychological ef-
fects and shit. But yes, | feel like, when | work
on it, I'm also just very disconnected from the
world. It’s not very healthy. But I'm not trying to
intentionally self isolate I'm just naturally doing
So because it’s just like...Okay, | really want to
fulfill this vision of Nibiru. | wouldn'’t say | partic-
ularly modeled it after anything in particular. But
| feel like now | want to create more. This is real
life. I'm just creating a literal realm and game
and | think about all of this like okay, is this what
they're doing with us? Like, I'm designing, cre-
ating, putting this tree here and there, thinking
about the algorithm of traffic and shit like that. |
think okay, this is how everything was designed.
“*Crystal™: Oh, my gosh, so true. That kind
of, | guess that is where it kind of gets...
not unhealthy. But maybe we didnt need
to know that part of the way life is designed,
| guess. Or we weren’'t meant to. Definite-
ly we weren't meant to, like, it was designed
so that we didn’t think about that type of stuff.

Thats why it's subjective. |
mean, this is the part that | love. I'm like,
Yeah, this stuff is really crazy, but | feel we
don'’t even really take in what it really means.
“*Crystal™: | mean, there are some ran-
dom or randomized elements like not ev-
erything can be planned to like a tee.

But it's never the case with arti-
ficial intelligence. Because you literally give
a machine the ability to think and make deci-
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LITERAL REALM AND GAME AND |
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“*Nahomi:** Oh, okay. I'm crazy, by the way.
“*Crystal:** Oh, okay. I'm crazy, by the way too.
“*Crystal:**Wait actually you didn’t answer the
question when | said, because we got the side-
tracked, butwhendidyoufindyourfootinginbuild-
ing your own brand after like being a model and
muse forothertechnologically advancedbrands?
“*Nahomi:** Right before COVID. And then
during that time | started to really invest more
of my time in like 3d software. Like | men-
tioned before, | didn’t really mean to ever
make it a brand. I'm sorry, | have been put-
ting a little note on that. Let’s talk about in my
words, it was that? What the fuck? Wait, Crys,
what was the question? Oh, I'm just hungry.

I'm sorry. Like, I'm losing like.my. brain cells. ..

“*Crystal:** Oh, yeah. Like, when did you start
to find your footing in building your own brands?
And | guess like, because you'’ve been a mod-
el. So when did you start to build your own
brand become your own kind of powerhouse?
Now you’re technically a brand, even though
you didn’t intend for that to be the case, prob-
ably everyone just started reaching out, right?
“*Nahomi:** Um, yeah, like, over time, it just

happened naturally, when | start to think | re-
ally don't put like that, much like thought into
it in the sense of like, okay, this is what I'm go-
ing to do for the internet. Like, | just flow into
things like | never really meant to start, like
the brand, | literally was just learning 3d soft-
ware,to put myself in a position where | can
creatively direct, and like, have the creative
freedom to do so. Because | have the tech-
nology for it. So | feel like that was really it.
“*Crystal:** You got the tools! And then you
just started putting yourself out there, basical-
ly. And then it found you. Yeah, | remember,
early, like, one of your earliest work was | lit-
erally just, like, vividly remember it for some
reason. There was like mirrors and columns,
kind of like the Roman columns. It was a pur-
ple and pink dreamscape. Do you remember?
“*Nahomi:** | don’t really like have a deep con-
nection with 3d work. | don‘treally remember that.
“*Crystal:** | feel like if | were to start 3d model-
ing, it would just probably be like a penguin or
something. But | feel like your style was always
super different. All of the earlier stuff has some
sort of connection with things you would make
today. You know | feel like none of your work
is wildly different in the way that it evolved. Al-
ways connected. The projects that you chose
to do, like Congruent Space just made sense.
Because they were on the same type of time
you were on. They were willing give you a
lot of creative freedom. | feel maybe most
of your clients do give you a lot of freedom.
“Nahomi:** In a way | feel you give me more
credit than what | actually deserve because I've
never really, even for the videogame you made
me really think about the event production as-
pect of things because I'm just so more focused
on the designing thing. Yeah, programming

‘things | just always did stuff because L liked

it like even when | started technically making
the video game, it wasn't really a video game
| was just like you know, okay let's add gam-
ing components, but | don't really feel | think
deeply about these kind of things. | feel like |
just do it because it interests me and it’s like
okay, let me share this with people. But even
with a video game, I'm never thinking about
what do | want people to feel or anything.










