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About the Real Art Awards
In 2018, six visual artists received a $2,500 cash prize, and each will have
their work presented by Real Art Ways in a solo exhibition in 2018-19.
Sofia Plater is among the first of these artists exhibiting at Real Art Ways.
“Real Art Ways has a 42-year history of supporting artists and innovation,”
said Real Art Ways Executive Director Will K. Wilkins. “These awards are
intended to give artists a boost of recognition and opportunity, and to
highlight the importance of art and creativity in shaping our shared culture.”
Real Art Awards jurors were artist Saya Woolfalk, New Britain Museum of
American Art Director Min Jung Kim and Mr. Wilkins. The award competition
was open at no charge to artists living in New York, New Jersey, Connecticut,
Massachusetts, Rhode Island, Vermont, New Hampshire and Maine. 286
artists applied for consideration. This project is supported in part by an
award from the National Endowment for the Arts.

Project Statement
Homestead Metabolism is comprised of materials transported from
the Furlong Homestead in so-called Braintree, MA, which exists on the
occupied territory of the Massachuseuk Indian Nation. Beginning in 2012,
Keith Clougherty took on the responsibility of caring for his Great Auntie
Mary Furlong, known as Auntie Sister, and her home. For the next seven
years he cared for her, with the support of friends and comrades, until she
joined the ancestors at 99 years old on 08/08/18. Homestead Metabolism,
like the Furlong Homestead, is a site where connections between IrishAmerican folk history, household infrastructure and eldercare, and the
spiritual implications of colonialism collide.

About the Artist
Born in Miami Beach, Florida, Keith Clougherty attended The Design and
Architecture Senior High in Miami. During this time he was selected as one of
ten Visual Art finalists in the 2009 YoungArts program, a prestigious national
competition sponsored by the National Foundation for Advancement in
the Arts (NFAA). Keith earned his undergraduate degree from the School
of the Museum of Fine Arts at Tufts University. In addition to his art and
care practices, Clougherty is a member of The FANG Collective, a group of
politically active organizers and community advocates. Working with FANG
has helped galvanize his social sculpture to directly address issues like
white supremacy, capitalism, and global warming. Keith currently resides
in so-called Braintree, Massachusetts.

The Furlongs have been colonizers for almost 1,000 years. They were part
of the Norman invasions of England and then Ireland where they settled in
the 13th century. However, over the centuries the Furlongs integrated into
Gaelic culture, eventually fighting with the native Irish Catholics against
the British in the [failed] rebellions of 1641 and 1798. It was during the
repressive aftermath of the 1798 rising that the Furlong lineage fled to
Newfoundland, again becoming colonizers on occupied Indigenous land.

Auntie Sister’s parents moved in 1912 to Butte, Montana, a copper boomtown on the frontier before settling the Furlong homestead in 1930. The
term homestead refers to the myth of self-sufficiency as well as the U.S.
Empire policy of “giving” conquered Indian land to white settler-colonists.

Iroquois language) adorn the heating infrastructure from which emissions
from oil, coal, and gas-fired boilers are released via the chimney into our
shared atmosphere. The bricks from the chimney and fireplace are made of
clay at the sacred Mattakeesett village of Titicut.

The localized practice of keeping someone alive and cared for, which
entailed tending the land and all domestic infrastructure systems, became
the raw material for a social sculpture practice which positioned “a social
organism as a work of art,” in the words of Joseph Beuys. Like any social
organism, the Furlong homestead constantly transforms material and
energy to perpetuate everyday life. This social metabolism, as described
in 1860 by Karl Marx,
refers to the interexchange
between labor and ‘Nature’
which fulfill universal
human needs such as food,
heating, care, shelter, etc.
Keith’s practice explores
the economic and ecologic
stories (eco-myths) that
perpetuate the specific
mode of social metabolism
through which he relates to
the world.

Homestead Metabolism exists as a re-presentation of intergenerational,
energetic exchanges that sustained the Furlong homestead and as an
extension of the artistic research practice Keith explored throughout the
caregiving intervention. This research focuses on the cultural myths of
the U.S. Empire, especially those
propelling capitalist colonialism
by obscuring the ongoing
genocide of Indigenous Nations
and the disintegration of Earth’s
climate by extractive industries.
Rather than shy away from this
violence or wallow in guilt, this
practice is interested in what it
means to take responsibility for
the future reality our everyday
actions are manifesting. What acts of ancestral recovery, reparations and
repatriation, economic re-imagination, and nonviolent direct action can
white people push themselves to take in order to heal historical traumas
and fight for livable planet for all beings?

The tension between lovely things in life (a hot cup of tea with Auntie,
gardening in the backyard, a warm home) and their underlying reality
(fracked-gas pipelines, stolen Indigenous land, an oil heating system) is
the space Homestead Metabolism activates. The hearth sits at the heart of
this tension due to it’s infrastructural and symbolic prominence within the
home. As opposed to the ancient Irish hearth mythology, which revolves
around the life-bringing Goddess Brigid, the fireplaces of the Furlong
homestead enshrine the parasitic mythos of the U.S. Empire. Images of
slaveholders like George Washington (known as “Town Destroyer in the

Over the next 3 months Homestead Metabolism will explore these questions
in a semi-public space at Real Art Ways as an evolving residency. Check
out www.metahomestead.com for a growing compendium of additional
materials from the Furlong Homestead to enhance your visit. Keith will also
be spending Tuesdays in the space to host guests, create performances,
make connections, and continue to deepen the research. If you would like
to link up feel free to email him at everydaykeith@gmail.com or DM on
instagram at @so_called_braintree . Deepest gratitude to everyone who
made this possible and for all of you who came to experience the piece.

Keith Clougherty: Homestead Metabolism
Essay by Sarah Fritchey • Curator, Artspace New Haven
“I think of this whole exhibition as a
deprogramming space for everyone,
especially white settlers.”
—Keith Clougherty, 2019
In 2010, artist Keith Clougherty relocated to Boston, Massachusetts to
study at the School of the Museum of Fine Arts. He found himself just a
few miles from his great aunt Mary, who had lived in the nearby town of
Braintree, a majority white suburb of Boston, for her entire life. Realizing
that his great-aunt, then in her 90’s, needed a living assistant, he began
commuting to care for her on a regular basis. In 2014 he moved into her
home, taking care of her full time and integrating their intimate friendship
into his practice until she passed at the age of 99. Their time together
changed the course of Clougherty’s life. It was through Mary that he learned
the stories of his Irish ancestry, and came into a racial consciousness,
albeit by his description “as a 20-year old, late in life.”
Hundreds of objects from Mary’s house are the stuff of this exhibition,
Homestead Metabolism, which Clougherty thinks about as a deprogramming
space. The household items show how the violence of settler-colonialism
operates today in plain sight, embedded in everyday objects, language,
image and form, yet is paradoxically invisible. Installed to evoke the
first floor of an elder-owned Dutch Colonial home, some objects point
to Mary’s Irish Catholic heritage, career path and ailing condition. J.F.K.
souvenir plates, manuals for telephone operators, Braintree Cooperative
Bank St. Patty’s Day pins, handmade crocheted doilies and daily care notes
fill the room. A second set of objects point to Mary’s love for Braintree,
which was invaded by the English in 1623, settler-colonized in 1635, and
incorporated in 1640. A souvenir plate memorializing the return of the
Mayflower, an image of Mickey Mouse dressed as a Continental Soldier, a

pile of bricks from Mary’s fireplace, a bill from the Algonquin Gas Line and
potted non-indigenous plants are displayed on credenzas, refrigerators,
wooden floors and a space that mimics an outdoor garden. The objects tell
a lifetime of stories, some that are clearly read and others, like the bricks,
which hold secrets.
A video in the room, titled Settlers of So-Called Braintree, features
Clougherty interviewing his aunt over coffee and helps tell these personal
stories and communicate the project’s bigger intentions. In it, Clougherty
asks his great aunt a series of questions that probe her racial and historic
consciousness. Mary’s honest and non-defensive responses demonstrate
her surprising comfort navigating these politically sensitive narratives:

Where is our family from? —We are from Plate Cove Newfoundland. What
is a Colonist? —A person who starts settling and building up, settling and
building up. Are we still settlers? —Yes. Would you say that the United
States is a Colonial Empire? —Probably. What is the basic design of an
empire? —A Colonial Home. and, Do you know why this place is called
Massachusetts? —No, I don’t. Through this exchange, we realize just how

close Mary and Clougherty are, and begin to sense that they have explored
these questions together in the past.
This video is the conscious-raising turnkey of the exhibition. It
simultaneously commemorates Mary’s house and her objects as tender
artifacts of a radically progressive woman, and as lasting agents of a white
woman’s settler-colonial inheritance, which still assert their power today.
It also implicates Cloughtery as a young carrier family’s living legacy,
especially as he survives under the protection of Mary’s home. Here, we
ingest Clougherty’s take away message: these two seemingly contradictory
conditions of “acting as ally” and “living as colonizer” can coexist, even
within the people who we love, who are revolutionary, who are gentle, who
are not bad or ill-intentioned, who were themselves escaping oppression,
who seek equity and include us. Clougherty organized the exhibition
with the hope that viewers might enter the room, feel nostalgic for times
spent in their grandparents’ homes, remember the everyday conversations
they had with their elders, and use these feelings as starting points for
reassessing their own connections to their settler-colonial pasts, just as
he has.
On a phone call with Clougherty, I learned more about the ways that aunt
Mary and her house lent to his practice over the years. When it was decided
that Mary needed Clougherty’s full-time care, her house served as a
meeting place for the FANG Collective, an environmentally-focused group
of activists organizing for a more just world. Mary hosted their activist
meetings and protest planning sessions. During this time, Clougherty
befriended Wompimeequin Wampatuck Chief of the Mattakeesett Tribe of
the Massachusuek Nation, whose ancestor Josias Wampatuck supposedly
signed the quit-claim deed for Braintree in 1660, and whose peoples’
stolen sacred lands serve as the foundation for the Furlong homestead1.
These stolen grounds helped produce new artwork. In 2017, Clougherty
produced a rosary made from flax grown in the backyard. Later that year
he installed a maypole in the yard, which consisted of a forged metal
pike, crafted by an Irish blacksmith, strung with old telephone wires that

used to connect the house to the grid. The house was also the birthplace
of Clougherty’s thinking around the terms of his own practice, which he
has come to realize as “social sculpture,” a term coined by the late Joseph
Beuys to describe art that transforms society or the environment.
Two less visible threads weave together the multifarious parts of this
project-- karma and care. After the show was installed, Clougherty told me
about the secret of the bricks. They were mined from earth taken from the
nearby Mattakeesett reservation, and made up the hearth in his aunt Mary’s
house. He marveled at this coincidence, describing how the first major
installation he had made as an undergraduate art student also included
bricks mined from stolen earth. Clougherty also told me that aunt Mary
had cared for her own ailing aunt as a youth. These spiraling connections
evidence of how time often repeats itself, for better or for worse, gathering
in folds and giving back to the energies that bore us. They remind us to
take care of our elders and neighbors, to learn their stories, and nurture
alternatives to our settler-colonial inheritances, so that one day we might
be able to pass forward a more full picture of who we are and who we intend
to be.
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