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CHAPTER ONE
Introduction
ARTFAR, the project name for "Art's Response To Faith And Reason", represents a journey of faith and reason, a quest for truth and meaning, and the resilience of the human, creative intelligence in seeking answers and offering responses to "the fundamental questions which pervade human life: Who am I? Where have I come from and where am I going? Why is there evil? What is there after this life?" (John Paul II, 1998). To respond to these questions, my current practice, which resides in the interplay between theology and the arts, proposes a three-fold analogy based on the Biblical accounts of creation, the Fall, and redemption, taking these as a starting point for exploring coherent, theological possibilities in contemporary art. 
Influenced by the works of El Anatsui, I playfully engage with "the used and dumped" as an overarching metaphor for exploring narratives about the social and spiritual conditions of a humanity that is "wounded but not destroyed" – a powerful theological metaphor for rethinking historical and contemporary perspectives along socio-economic and political thresholds. I grapple with its materiality and I consider its theological possibilities, aiming to develop these by extended analogies beyond material representations and medium-specific boundaries.
ARTFAR: a synthesis of Theology and the Arts
The word ARTFAR may be analysed in two ways. Firstly – conceptually, it  is an acronym for lunching a clear trajectory of artistic enquiry and a vehicle for approaching art as a journey of faith and reason, aiming to demonstrate how contemporary art can help us to understand that there is “no contradiction between the truths of faith and the truths of human reason as gifts of God – one supernatural and the other natural, which are both deployed in my practice. Secondly – phonetically composed of two syllabic words, ‘ART-FAR’ implies an ambitious project – art that aims to go far beyond non-medium-specific boundaries in order to chieve its visions to engage in contemporary dialogues with every culture, discipline, and across the diverse contexts and fields of human life and endeavour. 
Thirdly– contextually, ARTFAR is a contemporary artistic practice that resides in the interplay between theology and the arts, deploying human artistic creativity as a quest for truth and meaning, using art as a form of rational enquiry to offer critical and rational responses to the propositions of faith which are not based on rational evidence, but on divinely revealed truths of the Christian religion (cf. Dei Verbum, Vatican Council II, 196). Reflecting the age-old Aristotelian dictum that the pursuit of knowledge begins from the immanent to the transcendent, from “the more familiar to the less,” from “the human and historical”, from “below” (Nichols, 1980), ARTFAR takes on some of the ‘propositions of faith and reason’ as the starting point – statements which are known to us either as religious beliefs or human reason – in a word, from the used and dumped. One of the central arguments suggested by ARTFAR is a vision of art as both theological and philosophical, embracing faith and reason through human artistic creativity, while expressing and embodying the transcendent in the immanent, “bringing the intangible within our touch” (Nichols, 1980).

The Used and Dumped: a Preferential Option for Material Redefinition
The concept of the Used and Dumped is used in the current practice as a preferential terminology that challenges the conventional notion of discarded materials, recycling, upcycling, and related categorizations in the contemporary society. It presupposes a possible redefinition of matter and a reconstruction of the traditional notion of materiality in art. In a throwaway culture where ‘used and dumped materials’ are considered as so much rubbish as ‘nothing’, I reimagine a conceptual redefinition of matter as nothing-reinterpreted and employed as an art medium embodying social connections and encounters. 

Art, Faith and Reason: Context, Parameters, and Conceptual Clarifications
Since the key theoretical concept that has influenced the ARTFAR project draws extensively on John Paul II’s 1998 encyclical Fides et Ratio- on the relationship between faith and reason, it is very crucial to begin by quoting the first few lines of his work.

Faith and reason are like two wings on which the human spirit rises to the contemplation of truth; and God has placed in the human heart a desire to know the truth—in a word, to know himself—so that, by knowing and loving God, men and women may also come to the fullness of truth about themselves (cf. Ex 33:18; Ps 27:8-9; 63:2-3; Jn 14:8; 1 Jn 3:2).

In the Beginning: Art Inspired by a Universe Created ex Nihilo
The opening words in the biblical book of Genesis begins with the words: “In the beginning God created the heavens and the earth” (Gen 1:1). Two fundamental questions are therefore crucial to understanding the focus of this biblical account that is of vital significance to creativity in art. First, what is creation? Secondly, what does it mean to create? The English word creation is one word that has commonly been used in many different ways, across various disciplines and under diverse conditions of use and applications. But it would seem that its profound meaning has been lost to the prevailing assumptions of science and “everyday use.” While science often uses the term creation to designate the origin or the evolution of all cosmic elements withing the material and immaterial universe, conventional usage speaks of creation as an active expression of human artistic creativity. But a bit of conceptual clarification and theological distinction will reveal that the word creation defines certain relations which imply both an ontological distance and relational analogy between creation as a divine act and creation as some human artistic enterprise. 
The opening page of the book of Genesis (1:1-26) reveals that the highest gift to humanity as they stand in relation to God and other creatures is the gift of reason, best described in the language of art as inventive skill and creative vision, that God-given power that sacred Scripture calls dominion, which presupposes mastery or lordship with creative power of superintendence over the material universe (Genesis 1:26). This biblical text of Genesis presents God not only as the sole Creator but also “as a kind of exemplar of everyone who produces a work” (John Paul II, 1999). This  relationship defines in some sense the close link between the divine act of creatio ex nihilo and the human art of creatio ex materia. A theological study of the creation account as recorded in Genesis (1:1-26) shows that God is the only one who has the power to create something ex nihilo, that is, from no pre-existent materials, while the human artist, on the contrary, is called to share in God’s creative dominion only to the extent that he can make or “create” something ex materia, from some pre-existent. This presuppose that “God therefore called man into existence, committing to him the craftsman's task” (John Paul II, 1999). At the level of artistic creativity, this relationship of the creature to the Creator would seem to suggest that the imago Dei (image of God) in the human artist is nothing less than the image of a creator, at least by analogy. “Through his ‘artistic creativity’ man appears more than ever ‘in the image of God’, and he accomplishes this task above all in shaping the wondrous ‘material’ of his own humanity and then exercising creative dominion over the universe which surrounds him” (John Paul II, 1999). At the level of artistic creativity, this relationship also implies that “the human craftsman mirrors the image of God as Creator” (John Paul II, 1999). Nevertheless, it is believed that God the divine Artist, after creating humanity and calling them to share in his creative power, left “intact the infinite distance between the Creator and the creature” (John Paul II, 1999). 
  In his Letter to Artists, Pope John Paul II (1999) speaks of the relationship between the words Creator and craftsman. At the level of artistic creativity, this relationship presupposes the dependency of the creature on the Creator in which God is presented “as a kind of exemplar of everyone who produces a work” of art. 
This relationship is particularly clear in the Polish language because of the lexical link between the words stwórca (creator) and twórca (craftsman). What is the difference between “creator” and “craftsman”? The one who creates bestows being itself, he brings something out of nothing—ex nihilo sui et subiecti, as the Latin puts it—and this, in the strict sense, is a mode of operation which belongs to the Almighty alone. The craftsman, by contrast, uses something that already exists, to which he gives form and meaning (John Paul II, 1999). 

This consideration brings our minds too to the basic theological distinction between creatio ex nihilo – creation out of nothing and creatio ex materia – creation from some pre-existent material. According to Oswalt (2018), creation “is exclusively divine activity involving no express material, contrasting with the way in which humans make things as a result of which something that has not existed before emerges” (Oswalt, 2018). This is obviously not the way human creativity works. Unlike the divine act by which God created all things ex nihilo, the artist deals with pre-existent materials as the basis for creativity. For the scholastic theologian, following the teaching of Thomas Aquinas, both relationship and the distinction between creation ex nihilo and creation ex materia are very clearly defined. 
Creation does not start from some pre-existent material. Even the very laws of physics, the most fundamental forces, space, time, the very structure of material reality itself – all of this is in some sense something. When we are talking about creation from nothing, we are not designating the emergence of a determinate matter from a background of indeterminate forces or pre-states. Rather to speak of creation ex nihilo – from nothing – is to designate something even more radical. The point is that there is nothing at all whatsoever that is in the background, nothing at all that God acts upon, nothing at all that exists other than God prior to, or as the basis for the divine act of creation. This is very hard for our minds to grasp because we can’t have any clear idea of pure nothingness (‘Creation isn’t what you think, 2022.
For Aquinas, the primordial act of creation by which the universe of all things came into existence ex nihilo is a purely divine act and must be clearly distinguished from human artistic creativity, which in theological aesthetics may be designated with the expression creatio ex materia – creation from pre-existent material. Thomas Aquinas definition of creation can be understood from two perspectives, active and passive sides of creation. “Creation is an active divine agency on the part of God, while on the part of the creature creation is a passive reception of the agency” (Aquinas quoted in Tabaczek, 2020). Creation as an active agency refers to the primordial divine act by which God brought the universe into existence ex nihilo, out of nothing, that is without using any pre-existent matter (Tabaczek, 2020). The doctrine of creatio ex nihilo has however been challenged by some scientists. In more recent time, the cosmological assumptions of scientists like Lawrence Krauss and Richard Dawkins come to mind. Sharing a similar view with Dawkins, Lawrence Krauss considers the whole idea of creation ex nihilo as a philosophical and theological failure. Krauss is of the opinion that the doctrine of creation from nothing only reveals the intellectual bankruptcy of much of theology and some of modern philosophy. He rather argues that the notion of "nothing’ is every bit as physical as ‘something" especially if it is to be defined as the "absence of something" (Krauss, 2012). The scientific claims made by Krauss however does not explain the ontological nature of nothing as a non-being. His view of nothing would be very well appreciated only by atheists who are core proponents of the laws of physics and quantum mechanics. For Krauss, “nothing is not nothing. Nothing is something”, an assumption which contrasts totally with the subject of creation in Thomas Aquinas’ theological treatise, which provides the right conceptual framework for analysing and reconstructing the works of El Anatsui as material pointers to creation out of nothing. 

Materiality, Medium, and Practice: Comparative Perspectives
Traces of the notions of materiality and immateriality may be well found in the works of classical Greek philosophers like Plato and Aristotle and the subsequent generations of proponents of Platonic Idealism and Aristotelian materialism. In the Platonic vision of things, the immaterial world is the basic causality of the material universe. On the contrary, proponents of Aristotelian materialism argue that the material world begets the immaterial world (Ferrari, 2000; Sandra, 2011). The implications of the Platonic and Aristotelian cosmology has been shown in the contemporary clarifications of the notions of materiality and immateriality. Chalaby (2021) speaks of the expressive unity of these notions in a work of art. For him, materiality and immateriality may differ ontologically but they both constitute an integral and unifying element that makes the whole visual work of art. For him, “materiality and immateriality are conceptually and physically bound together” just as our common humanity is a composite of body and soul (Catechism of the Catholic Church, 1993). While Chalaby’s conception makes reference to the Aristotelian principle of the unity of matter and form in a single reality, Mills (2009) provides a similar insight in trying to define materiality. For Mills, materiality in art is “a generic name for all the physical matter and the relevant information related to the work’s physical construct.”
Hart (1998) seems to have a different view in his consideration of the work of art as it relates to the notion of materiality and immateriality. He argues that “the raw stuff of all art is matter.” When taken literarily, Hart’s materialistic perception would seem to have no space for the notion of immateriality or transcendence in the visual work of art. But his further argument in the same work suggests otherwise, for he speaks of “transfiguring matter” including our common humanity to a certain level of transcendence.  This view has been given a profound theological consideration in the Letter to Artists by John Paull II (1999). “Through his ‘artistic creativity’ man appears more than ever ‘in the image of God’, and he accomplishes this task above all in shaping the wondrous ‘material’ of his own humanity and then exercising creative dominion over the universe which surrounds him.” John Paul’s teaching inspires certain conviction. Our common humanity – conceived  as the masterpiece of God’s creation, can be explored, not only as the principle of materiality but also as the primary material for art and the crucial starting point for material practices in art. To argue for the primacy and priority of the human agency in art as in all other spheres of human life and activities is to recognise the truth of faith recorded in the sacred pages of the Bible about the centrality of the human image as the masterpiece of God’s creation and a rational moral being – the truth that the material universe is subject to the creative intelligence and to the transformative power of human artistic creativity in many ways, for after creating humanity in his image and likeness, God endowed men and women with creative dominion – the power to become in their own rights co-creators in  a created universe - a universe created ex nihilo, from nothing. Truths of faith are divinely revealed to humanity so that human reason is capable of knowing and responding to it. 
The notions of materiality and immateriality have also found new expressions in contemporary discourse. Grosz (2017) discusses materiality and immateriality in terms of the relationship between the corporeal and the incorporeal, a relationship in which the obvious limitations of materiality as well as its conceptual transcendence in representational art is apparently suggested. Slightly different from the relationship drawn by Grosz, Coole and Frost (2010) make a strong argument for the primacy of matter over the immaterial principles of existence. Central to their argument is the view that matter is an essential part of our common humanity. 
“As human beings we inhabit an ineluctably material world. We live our everyday lives surrounded by, immersed in, matter. We are ourselves composed of matter. We experience its restlessness and intransigence even as we reconfigure and consume it. At every turn we encounter physical objects fashioned by human design…. the material artifacts and natural stuff…populate our environment…. In light of this massive materiality, how could we be anything other than materialist? How could we ignore the power of matter and the ways it materializes in our ordinary experiences or fail to acknowledge the primacy of matter in our theories?” (Coole and Frost, 2010)
In Coole and Frost’s view, we may find a very convincing argument for the necessity of material art practices as an instrument of transformation and capable of changing the world through the exploration of the material universe in its various conditions and manifestations as reflected in the physical and social environment. If matter is something we live with (Coole and Frost, 2010), we cannot feign indifferent to the decaying reality of a material universe that is increasingly “shedding its skin” (Anatsui, 2010) and experiencing on a daily basis the gruesome acts of human destructiveness, careless abandonment and other acts of human indifference which have been shown to have negative impacts on our physical and social environment. There may be grave consequences if we fail to see from a creative distance the connection between the miserable human condition and the discarded materials under study which seem to represent this condition in ways that inspire creativity, or fail to rediscover the primordial creative tradition by which all things were created ex nihilo (creation) and and the redemptive and recreative act by which the wounded universe of all creation was restored ex materia through the Incarnation. The implication of this analogy is both philosophical and theological. 
The fact that we are a unique part of a material universe that was created ex nihilo and subjected to our creative dominion raises some philosophical and anthropological questions on the extent to which we have been able to employ our creative intelligence in addressing the contemporary human condition in need of healing.  The theological implication of this comes to mind when we consider the events of the Fall as a link between creation and redemption of our fallen humanity, which discarded materials of everyday use represent, as explored in this essay. The hermeneutics employed in this interpretative analogy is more theological since it draws extensively on the Christian theology of creation and Incarnation by which the wondrous material of our humanity was redeemed. 
The theological themes of creation and Incarnation provide us with the basic analogy to speak of the redemption of discarded materials as wounded but not destroyed since in them lye the often hidden possibilities of transformation, transfiguration, and recreation of matter through art practices that imitate creatio ex nihilo. 

El Anatsui from a Theological Perspective: a Case Study of an African Contemporary Artist
Thomas Aquinas’s treatise on creation and particularly his classical definition of what it means to create will offer us some insight in considering how Anatsui’s material installations made from discarded bottle tops embody the notion of art made from nothing, an extended analogy for creatio ex nihilo. If what it means to create is “to make something from nothing,” and that this divine act is different from producing a work of art from pre-existent material, then it would make sense to appreciate works made from those discarded materials that the throwaway society conceive as nothing, and to contemplate them as material pointers to creatio ex nihilo. In describing the material art practices of El Anatsui, Vogel (2020) has made an insightful statement about the artist’s interest in redefining and transforming discarded materials into something of profound meaning and relevance. According to Vogel (2020), Anatsui’s work has ceased to be an art to be read, but has turned inward to become an art to be experienced with the totality of one’s being – an art inspiring wonder and awe. A central tenet of his recent art-making…is a metaphysical transformation of commonplace things onto higher plane…(Vogel. 2020, p. 6).
Anatsui’s complex practice has long been grounded in materiality – in the use of specific materials imbued with meanings – and his work, especially after 2000, must be understood through his intense, fine-graned focus on the material, discarded aluminium bottle tops…. A grasp of his work must start with his relationship to the message-laden material that has both resisted and guided his search for resonant effects (Vogel. 2020, p.6).
In the incredible material art practices of El Anatsui, we see how “the biblical word has become image, music and poetry, evoking the mystery of “the Word made flesh” in the language of art, a convincing argument suggesting how the human artist “mirrors the image of 

God as Creator” (John Paull II, 1999), especially as he gives visual and material expression to the theological notion of creatio ex nihilo, creation out of nothing. 

CHAPTER FOUR
 Critical Reflections and Evaluation of Work Produced
Exhibition Statement
ARTFAR, the project name for "Art's Response To Faith And Reason", represents a journey of faith and reason, a quest for truth and meaning, and the resilience of the human spirit in deploying the gift of creative intelligence in seeking answers and offering responses to "the fundamental questions which pervade human life: Who am I? Where have I come from and where am I going? Why is there evil? What is there after this life?" (John Paul II, 1998). 
To respond to these questions, my current practice, which resides in the interplay between theology and the arts, draws a three-fold analogy from the Biblical accounts of creation, the Fall, and redemption, taking these as a starting point for an expansive exploration of coherent, theological possibilities in contemporary art. 
Influenced by the works of El Anatsui, my teacher and mentor, who is globally considered a leading African contemporary sculptor, I playfully engage with "the used and dumped" of our physical and social environment – I grapple with its materiality and spirituality and consider how these straddle the concepts of the immanent and the transcendent in art; I explore the theological possibilities that they suggest, aiming to develop these by extended analogies beyond material representations and medium-specific boundaries. By deploying "the used and dumped" as an overarching metaphor and a universal language for communicating truth and meaning, ARTFAR explores narratives about the social and spiritual conditions of a humanity that is "wounded but not destroyed" – a powerful theological metaphor for rethinking historical and contemporary perspectives along socio-economic and political thresholds. 

I Thirst 
I Thirst (2020) is a high-relief sculpture of about 5' × 3' in dimension, made in concrete plaster using the direct-modelling technique on a concrete outdoor holy-water font located at St Thomas Moore Catholic Chaplaincy, University of Lagos, Nigeria. When I was commissioned with the liberty to design the walls of a newly completed, outdoor holy-water font, I quickly made a connection to the theme of water. Choosing to work with the theme of 'water' as a central motif opened up horizons for further research on the crucial necessity of water, a powerful metaphor for referencing biblical, theological and historical narratives in ways that reveal their vital significance to contemporary issues about the social and spiritual conditions of a humanity that once suffered hunger and thirst in the sacred humanity of Jesus Christ whom Christians believe to be truly God and truly human, whose thirst for the redemption of humanity still remains in us as both a spiritual and a physical thirst. 
Taken from the biblical account in John 19:28, I Thirst portrays Jesus who, languishing for pain and distress, spoke eloquently on behalf of all suffering humanity, transforming suffering into a powerful sermon that invites humanity to offer help and support especially to those whose suffer, the dying, the poor and needy who are always with us. Inspired by my apostolic work experience and ministry in Nigeria as a Catholic priest, I Thirst depicts how the humanity of Jesus suffered from thirst on behalf of the suffering humanity of our own world today, especially in all those who hunger for daily bread and thirst for ordinary water even in a land that is blessed with rich natural and human resources. The poor and the needy in those rural and urban communities in Nigeria where I began my priestly ministry as a Dominican were the most treasured and heartfelt inspiration of this masterpiece of Christ's sacred and saving humanity which was sculpted in 2020 but has continued to inspire further explorations in new directions, varied but coherent in thematic approach and have been applied to diverse contexts in my current practice – ARTFAR (Art’s Response to Faith and Reason).

Kenosis and Kenotic Mediations: Developing Extended Analogies with Empty Cans
Kenosis and Kenotic Mediations was the general title of my second solo work-in-progress art exhibition held at St. David’s Place, City Center, Swansea, from 29th – 30th March 2025. This exhibition deployed the overarching metaphor of the used and dumped to explore themes of migration, the social and spiritual conditions of migrants across borders, doing so in ways that reference historical and contemporary narratives within the context of the three-fold analogy which this practice offers as creative and redemptive in a society that is blinded to the possibility of redemption and renewal in the used and dumped of our physical and social environment. Among the works exhibited during this period was Scattered Abroad, 2025.

Gerald Isiguzo, Scattered Abroad, 2025
Scattered Abroad is a sculptural installation that was both site-specific and temporal, two concepts that make reference to Thomas Aquinas’ theological concept of “exitus-reditus” – the fundamental framework that explains the origin of life and existence as coming from God (exitus) and returning to Him (reditus) – which is deployed in Scattered Abroad as a metaphor for exploring narratives about the social and spiritual conditions of migrants as “pilgrims of hope” (Francis, 2024) in an earthly pilgrimage that may well be described as a journey of human life across borders and beyond boundaries of ethical or national divisions. Perceived from the Christian perspective and inspired by it, the glittering lights that shine forth from the installation not only suggests “the strength and beauty of the doctrine of the faith” (The Catechism of the Catholic Church, 1994, hereafter referred to as CCC), but also it calmly radiates “the joy and hope [amidst] the grief and anguish” of people of our time along life’s challenging journey and sometimes across the dark thresholds of the “constant, restless search” for truth and meaning (Nichols, 1980), “making the truth of the Gospel shine forth to lead all people to seek and receive Christ’s love which surpasses all knowledge (Eph 3:9)” (CCC, 1994), provides food in due season, and satisfies the hungry heart and the thirsty soul (cf. Psalm 145:15). 
Scattered Abroad thus highlights the central argument and purpose of the ARTFAR project, which is to demonstrate with art as far and as rational as possible that there is “no contradiction between faith in God and the utmost excellence in rational enquiry” (Lennox, 2012), for the enlightenment that comes from both faith and human reason is God’s gift to humanity. This conviction presupposes that the human mind can deploy the creative intelligence in communicating the truths of reason without contradicting the truths of faith, or put in some context, the fact that the human reason, “illumined by the light of [faith]” (CCC, 1994) can clearly express and “present better the precious deposit of Christian doctrine in order to make it more accessible to the Christin faithful and to all people of good will” (CCC, 1994) means that the “model of the artwork” as an expression of human artistic creativity “can help us to make sense of the faith of the Church”.

Gerald Isiguzo, ARTFAR, 2024
ARTFAR was the general title of my first solo, work-in-progress art exhibition held at The Bleddfa Center in Mid-Wales from 13th to 16th September 2024. This exhibition was intended to be an expansive approach to Explorative Research and Praxis, a module designed to challenge students to develop a confirmative body of work leading up to the final exhibition in MA Contemporary Dialogues. "ARTFAR"  thus started off as an ambitious and expansive project designed to explore the creative and “communicative energies” (Nichols, 1980) of the communities in which I live and work, sharing insights and receiving responses from different classes of people including members of the Dominican religious Order to which I belong, my multicultural parish congregation, ecumenical colleagues, and friends from across the UK. By encouraging audience participation and collaborative community art practice, the ARTFAR exhibition which opened to the positive reception of a diverse, large, and enthusiastic audience at the Bleddfa Center have been commended for creating a safe space for shared narratives across borders, from the Nigerian art and culture to a multicultural African-European setting in a Welsh community. 
Deploying the used and dumped as an overarching metaphor for exploring diverse contexts, the exhibition addressed the themes of neglect, abuse, transformation, renewal, sustainability, and resilience through community-based art workshops, audience participation, and interdisciplinary collaboration that featured many participants and guest artist(e)s from diverse socio-cultural and religious backgrounds. 
Visual Melodies: Sound as Medium in Sculpture
By aiming to be more expansive in my approach to art medium and process, I have explored non-medium-specific boundaries of interdisciplinarity and collaboration, which often offer the creative liberty to be more expressive and able to communicate with “whatever the environment throws up” (Anatsui quoted in Vogel, 2020). While this approach allows one to explore new ways of communicating truth and meaning with faith and reason, the artist is challenged to embark on a journey of rediscovering that there exists other realms of aesthetic experience and sources of artistic inspiration which are neither given by the creative intelligence nor based on rational evidence, but can only be revealed to the human reason under the influence of the Holy Spirit of God. The Fathers of the Second Vatican Council uses the term divino afflatus – divine inspiration to describe this kind of experience (Dei Verbum, 1965), while John Paul II (1999) likens artistic inspiration to “a spark of [God’s] own surpassing wisdom” when he wrote: “With loving regard, the divine Artist [God] passes on to the human artist a spark of his own surpassing wisdom, calling him to share in his creative power.” 
Approaching art in this way from a certain creative distance seems to widen the scope of the artistic practice without losing its depth and relevance. This approach is recurrent particularly in my musical improvisations. For example, by incorporating music into my practice, I have been fascinated by a tremendous rediscovery of the coherence of the visual image with words and music (Sherry, 2003). The creative logic behind this coherence seems to have assumed an articulated encapsulation in El Anatsui’s idea of the “non-fixed form” in art, a concept that will be well appreciated in the honest recognition “that there exists other ‘communicative energies’ for expressing intellectual and sensuous reality, the visual image and the musical note” (Nichols, 1980).
Incorporating music into my practice seems to inspire new ways of exploring the scope and depth of inventive skill and creative vision. I have explored this in various ways as a part of my confirmative and continuing practice, but three ways have been particularly crucial. Firstly and most importantly, by using music as a medium in contemporary art, I explore “art as a window to the really real, a uniquely privileged access to truth” (Nichols, 1980), showing how music can communicate the spiritual nature of certain aesthetic experiences which often lead to an exciting rediscovery of who we are as rational moral beings capable of knowing and loving. Secondly, I use music to highlight the relation between the visual image and its theatrical duo, live performance and the art of the written and spoken words,  relationship that has been recognized as a paradigm shift since the Middle Ages, as Nichols (1980) observes: “There has been an extraordinary shift in the relation between the visual image and its big brother in the media, the written word. It seems that people scarcely expect the word to communicate without some reinforcement of its potency by ‘visual aid’.”
There is evidence from  personal experience and practice to suggest that this expensive and interdisciplinary approach to creativity often reveals what John Pual II (1999) identified as “the wondrous “material” of [our] own humanity”, allowing us to recognise the dignity and creative power of the human person not just as “as ‘the image-making animal’”, but also “as the language-making animal” (Nichols, 1980), “the animal aesthetically aware” (Nichols, 1980) of their potential’s as well as limitations as rational moral beings created in the image of God (CCC, 1994), capable of using universal “language to generate and sustain the meanings by which [we] live” (Nichols, 1980), meanings which find their fulfilment in the ultimate truth of who we are, our ultimate purpose, and our final end. Thirdly, this interdisciplinary approach creates space for an expansive exploration of shared narratives, fostering audience participation, community involvement, and collaborative dialogues. Among the live musical performances I have used in my practice include among others He Was Despised, Let the Bright Serphim – both classical music composed by George Frederick Handel; and "Pie Jesu" by Andrew Lloyd Webber performed by the Nigeran music artiste and soloist Elvira Chioma, and translated into the art of storytelling and spoken-words by the Nigeran creative writer Chinyere Chukwudi-Okeh. Pairing these themed live performances with my sculptural installations shows the expansive but coherent ways in which the practice addresses the theme of the Used and Dumped, pain and rejection, suffering and death – sitting these within the context of faith and reason and the synthesis of theology and the arts. 




Conclusion
ARTFAR, the project-name for Art’s Response to Faith and Reason, explores art as a journey of faith and reason, a quest for truth and meaning, and represents the resilience of the human spirit in deploying the creative intelligence to seeking seeking answers and offering responses to "the fundamental questions which pervade human life: Who am I? Where have I come from and where am I going? Why is there evil? What is there after this life?" (John Paul II, 1998). 
This paper explores how the biblical accounts of Creatio ex nihilo (Creation from nothing), the Fall, and Redemption are deployed as a profound metaphor in the contemporary creative process. Drawing parallels between biblical and theological narratives and the artistic practice, this paper argues that many contemporary art practices mirror this tripartite analogy—not necessarily as religious dogma, but as a paradigm of all human artistic creativity deeply rooted in the materiality and spiritualty of creation, the Fall, redemption, and their analogous relationships to rupture, failure, and renewal. From conceptual art to installation and live performance, the human artist mirrors the image of God as creator and redeemer -  conviction which is particularly true in the three-fold analogy which this paper proposes as a contemporary creative model that is of vital significance for humanity and the world today, an artistic practice that responds to contemporary issues with faith and reason in ways that echo biblical cosmology in contemporary creative process.
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