
58 59

I really don’t think you’re strong enough now
Do you believe in life after love?

I can feel something inside me say
I really don’t think you’re strong enough now

What am I supposed to do?
Sit around and wait for you?

Well, I can’t do that
There’s no turning back
I need time to move on

I need love to feel strong 
‘Cause I’ve had time to think it through

And maybe I’m too good for you, oh
Do you believe in life after love?

I can feel something inside me say
I really don’t think you’re stro g enough now

Do you believe in life after love?
I can feel something inside me say

Well, I know that I’ll get through this
‘Cause I know that I am strong

I don’t need you anymore
Oh, I don’t need you anymore

I don’t need you anymore
No, I don’t need you anymore

I really don’t think you’re strong enough now 
Do you believe in life after love?

I can feel something inside me say

In December of 2018, almost one year after Like  
Nobody Is Watching, Marissa connected with 
Sopheak Sam, guest curator and collaborator for  
the exhibition, to discuss the show in retrospect.

MARISSA COTE What was your initial motivation for 
creating the split karaoke booth of  Like Nobody Is Watch-
ing?

SOPHEAK SAM I think the karaoke aspect 
was interesting to me. Just on a very personal 
note I think it’s because I had just gotten back 
from Glasgow where I made a lot of  intimate 
connections through song and dance. There’s 
ritualistic aspects of  singing and cathartic, thera-
peutic aspects of  singing, as well as this kind of  
armour or protection that comes with it. I like the 
idea of  activating this intimate space and feeling. 
Also, activating performance through karaoke and 
video, and then through surveillance were inter-
esting to me. I’ve always wanted to do a karaoke 
piece, and to be honest originally I wanted to do 
the Holiday in Cambodia karaoke, but because it’s an 
invitation piece that requires active participation to 
complete, it needed to be inviting. So yeah, that’s 
where it came from, me being sad and lonely and 

a mix of  all these things, like confusion 
and loss.

Can you speak a little bit about how the idea 
and act of  spectacle was part of  the show?

I don’t know if  that aspect was ever real-
ly resolved, right? Especially the idea of  
an active spectacle, because I think the 
intention was that someone else could 
watch you, this undertone of  surveil-
lance, but then at the same time no one 
really cared to watch. This is more about 
the person who kind of  is like contribut-
ing to this feed.

I think on the outside it appears to be a huge 
part of  it. Especially the tube guy. But like you 
said, it becomes spectacle in a vacuum because 
no one is really there to see it. At the same 
time, despite the often overwhelming performance 
of  it, Like Nobody Is Watching at points 
felt quietly sad. 

I think what you’re saying is pretty ac-
curate

M: Can you talk about that? The gallery 
itself  is quite empty, save for the two halves of  
the booth and the inflatable tube man. When 
activated, the space is saturated with sound 
from both, but when lacking all elements, or 
even one part of  the puzzle, the installation has 
lonesome feeling. What do you think the loneli-
ness or lack of  audience or viewer says about 
spectacle or performative action? You could even 
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contextualize further by adding, what does it mean in 2018, the combination of  loneliness and spectacle?

Sorry if  i’m going off  track but for whatever reason this is making me think about the idea of  
reflexivity, the idea that you’re activating it, the piece is almost looking back at you regardless of  
whether there are active participants or not, like the spectacle is more inward and inverted.
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It’s kind of  like the algorithm.

Yeah it’s kind of  like the algorithm. There’s also this classical idea of  the narcissist. Like if  you 
want to sing and talk about your loneliness through the act of  performing you’re putting a piece 
of  yourself  out there- but is it actually for anyone but yourself ? I think the spectacle aspect of  it 
is a little bit more complicated and layered and more inward than anything else. I don’t know if  
it makes sense- this being a first iteration, not everything was resolved. That aspect became more 
complicated as we began having people interact with the installation. 

Do you see yourself  making a second iteration?

Yeah, if  I were to make a second iteration I think I would record the performance aspect and 
document that as opposed to it being this live feed, which is ephemeral, it goes away. There’s 
no documentation of  it happening in the now. If  I were to do it again I would document that 
piece, document the people singing the karaoke songs. Because that seems like more practical. 
Then that documentation gets distributed and then you can talk about modes of  distribution 
and distribution channels and that becomes a wider network of  the content having a spectator 
as opposed to the way the installation was. I feel like it was trying to hit at that point but I don’t 
think I did successfully. 

For me, in the first iteration, what was special about it was the way it was so gestural and ephemeral the way that 
you really didn’t experience it unless you were physically present. There really is something special about art that 
you physically have to be there for in order to activate it. In this case, the need for activation, and in the end, the 
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lack thereof, added to the inherent sadness of  it. De-
spite the fact that you’re performing and you’re putting 
yourself  out there and doing all these things, no one is 
ever going to see that or know that it happened.

It’s like throwing your own needle in a hay-
stack. You’re submitting yourself  into this 
huge giant network that is so saturated. Pro-
viding a performance that eventually disap-
pears into cyberspace.

Modern day social media and online media arguably 
exist as one of  the largest platforms of  spectacle and 
performance. This show seems to be tapping into that 
context yet all of  the tech you used was completely 
analog and non-archival. What do you think about 
that layer, and what it added to this exhibition?

I’m open to how people want to interpret 
that, including yourself -laughs-. I think a lot of  
my work often uses analog aesthetics without 

really thinking about the intention behind 
them but having it harken back to maybe 
archival footage with all the cambodian 
themes.  Also, one thing that I’m thinking 
about more subconsciously is that I’m a 
bit older than everyone else, so my gener-
ation of  using social media is, maybe not 
starkly different, but still different from 
everyone else. Growing up in that era, 
the webcam was so nefarious and people 
would use webcams for salacious reasons, 
so I think there is a darker aspect to older 
technology and older, dying technology 
that were reusing and recontextualizing

Technologically speaking, I think about that 
way that no matter what generation it is, what 
was used “then” versus what, in a broad way, is 
available now (for the right amount of  money), 
makes me think about a sort of  consistency 
despite the generational split. Though there’s a 
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difference in technology when it comes to a webcam with a really long cable streaming across the gallery, as opposed 
to the immediacy of  a live stream on a social media account, both tap into this idea of  the algorithm that we 
mentioned earlier. This kind of  sorting of  an algorithm is so relevant to so many people now, and a common 
question amongst media users has been, how do you navigate this media space that is automatically looking back 
at you? You’re posting, thinking this is going right out to your audience, but really it’s going through this mediator. 
So even though in Like Nobody Is Watching  you’re using analog technology, you’re tapping into that with all 
these ideas of  the installation looking back at you. This happens formally in the installation, with the perfor-
mance happening in one nook, and the audience in another. In a way, to me, that’s  indicative of  the fact that 
no matter how far technology goes, we’re always looking for ways to put ourselves out there, but somehow there’s 
always something in between. 

I agree with that. It’s almost like you can take the idea back even further, like having a live feed 
and TV monitors and just have a mirror. They’re similar themes but different modes of  media 
and methods. We’re also forgetting about the disco ball.

Oh my god the disco ball was my favorite part! It was like someone threw this party for you but nobody’s there 
anymore. Stumbling upon that on your own and seeing this continually moving disco ball. Everything’s moving, 
everything is streaming all the time. Also, the show interrupted quite of  a few classes, whether the tube inflatable 
was turned on, or someone was singing their heart out in the booth. What do you think about this interruption? 
Was it something you planned for as completely part of  the concept, or was this an accidental result? 

It was nothing I planned for. I was the one that controlled the volume on the TV, so I did want 
it to be loud enough, like breadcrumbs, so viewers would maybe want to participate and activate 
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it. I didn’t realize how loud the tube man would be. I 
like how it was disruptive.

I remember at one point I was in Max’s class and I think Lids 
went in there and she was singing so loudly for like fifteen minutes 
straight and max was just like “…..damn.” He couldn’t talk, 
someone was just rocking out.

And I love that. I don’t know if  that’s a bad thing, that 
unbeknownst to her she was being disruptive, or dis-
turbing someone else. I love that unintentional aspect 
of  the piece, I like bothering people.

It’s funny that we just got through talking about how it exists in 
a vacuum and you’re performing all alone but actually, maybe a 
lot of  people heard it. There’s someone screaming into a micro-
phone and they’re singing alone and having this sad moment but 
in reality there’s twenty people in the next room. I love that juxta-
position of  the mode of  the show being lonesome and isolating but 
then at the same time it’s still a public space.

If  you think about it formally, in a lot of  art forms contrast is a strong strategy. I wish it was 
even louder and even more contrasted, maybe that would have been more effective. 

I think as a whole when you look at the duration of  the show it did accomplish that, because the moments where 
someone’s singing and the inflatable guy is on, there’s so much noise and there’s so much happening that it actually 
amplified those quiet moments when no one is in there and all you can hear is the whirring of  the discoball and 
the soft ambient music. 

I also like the idea that it was punking people. Like they might sing and then go to the other side 
and realize they were being watched. 

Were there any exciting moments or connections that happened for you throughout the making and duration of  
Like Nobody Is Watching that stand out? Was there anything you discovered about your concept or the work of  
this show as you were making it?

You know how I always have this weird thing about talking about my work? I feel like I have to 
lump them into categories, I’m doing paintings about queer bodies, or making work about my 
cambodian ancestry. In retrospect, this is a very queer installation. I don’t think I necessarily ever 
had to “queer” my work, it’s always been there and will always been there. This piece was cre-
ated because I was trying to deal with the fact of  my long distance person, being separated from 
someone after being with them for months, so that in itself  is super queer. Some of  the songs 
were super queer like Cher’s Believe, Justin Bieber, and Madonna.  I think a surprising thing to 
look back on is how queer the piece is and how it’s in conversation with all my other work and 
defining that queer aspect of  it. Queer performativity, and the singing and performance

Was there a moment throughout the show that you felt was special, or stood out? Like turning the disco ball on, 
or-

The tube man was really amazing for me. I know that stupid tube man was there to fill up space, 
to fill up gallery space like real talk that’s why we got him, but now I feel like he’s so embedded 
into what Godine is now. And for SIM. It’s super corny, but I feel like if  you were to talk about 
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