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Abstract  
This paper is aimed at giving publicity to the pots of a lady potter who has been involved in the act of 
pot making from childhood.  Raliat Saka has successfully trained a lot of women who were willing to 
learn the artistry at a training house known as Dada Pottery Center located at Dada Quarters along 
Okelele Area of Ilorin in Kwara State. Today her pots are commonly found in markets and shops, 
especially within Kwara State. But, it seems as if Raliat Saka and her products are not yet known in 
the world of academics. Hence, the need of making her and her works known so that even when she 
passes on, her pots will still speak for her. This paper therefore looked at the followings; description 
of forms, styles, function, and documentation of Raliat Saka’s pots. Subsequently, personal 
observation and oral interview methods were used to elicit information from the respondent. 
Thereafter challenges that borders on the potter’s pot-making practice were highlighted and possible 
prospects as envisaged by the potter were discussed. Also, some of findings such as teaching a 
number of the women within the state the art of pot making through which they earn a living. The 
pottery center also became a place for field trip and industrial attachment for students to learn about 
traditional pot making. Based on these and some other findings, conclusions and recommendations 
were made. 
 
 
 
Introduction 
Art workshops are simply put as places where 
art works are produced and disseminated to 
where they are required. From the early part 
of this century, art workshops and private art 
studios sprang up at various towns and cities 
in different parts of Africa and they constituted 
vital tools for development and helped in 
reinforcing the advancement of visual 
creativity and awareness. In the early part of 
the 20

th
 century, art workshops and private 

studios sprang up at various centers in 
different parts of Africa and constituted 
important tools for development and helped in 
reinforcing the advancement of visual 
creativity. In 1939 Rev. Edward Peterson, a 
part time artist and a minister of the Church of 
English establish a workshop center at the 
Cyrene Mission located outside Bulawayo, 
Zimbabwe. Also, in 1951, the Potopoto 
workshop Centre in Brazzaville was founded 
by a French painter and a teacher with sole 

aim of adopting style that shows the influence 
of the rock paintings in South/West Africa. 
The center was popularly known as Centre de 
Art Africaine and it was encouraged and 
subsidized by government, (Ikpakronyi, 1999).  
 
Art centers that sprang up simultaneously 
informed critical reflection of Africans and their 
activities assisted greatly in the wide spread 
of consciousness in contemporary art schools 
among the people of Africa, (Ikpakronyi, 
1999). He argued further that Contemporary 
African artists benefited a lot from the various 
programmes of these art workshops 
especially, the earliest workshops organized 
by Europeans and Christian Missionaries for 
artists with the sole aim of producing Christian 
religious icons to foster the propagation of the 
Christian faith.         
 
This was expertly the story in this country- 
Nigeria were art centers and workshops were 
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established in different parts of the country by 
different groups of people with similar desire 
or by individuals. The purpose of establishing 
the art centers / workshops are almost the 
same, although with little variations. One of 
the centers was established with the main aim 
to free artists from the restriction imposed by 
formal school training, and the center was 
Mbari art school at Ibadan was established in 
196I. Where writers like Clark Bekederomo, 
Wole Soyinka, Christ Okigbo, etcetera and 
artists like Nwoko Demas, Uche Okeke and 
Bruce Onobrakpeya were foundation 
members, Egonwa ( 2011). 
 
Egonwa explained further to say that an art 
center known and named as Mbari-Mbayo 
which literally means “If I see it, I shall be 
happy” was another art center that was 
established by Ulli Beir with the sole aim to 
hunt for latent talented artists. There was yet 
another one known as Ori Olakun cultural 
centre, the center was established with the 
aim of exposing people without previous 
training in art to the world of art, as to help 
them discover their talents. An artist like the 
person of Ademola Williams was a product of 
that art centre. Also, another center / 
workshop was established and it was known 
as the Mbaisi school of new tradition covers 
under the aegis of Chukwuegu and 
Mbazuigwe families with the sole aim to draw 
themes form mythology and folklore, (P:140 ). 
Most recently, a harmattan workshop was 
established by Papa Bruce Onobrakpeya at 
Agbarha-otor, a village in Delta State of 
Nigeria. The name Harmattan was given to 
the workshop, because of period (January, 
February, March, and April) in which the 
activities of the workshop are held, and the 
main aim is for development of the artist 
through exposure to new techniques‟, 
interaction (P:30). In addition, he said 
sometimes people ask the question why do 
people attend workshops instead of art 
schools? But, the answer to this question is 
not farfetched, workshops were organized for 
people with the urge to practice art, but do not 
have the necessary academic qualification to 
enter into art schools. In this sense, 
workshops may be the only way to open to 
them an avenue to acquire some skills which 
could break them into the world of artistic 
creativity. The Oshogbo workshop experience 
is a classical example of how the informal art 

training has produced artists who became 
distinguished in the world of art.  
 
For artists that have been already trained in 
art schools, the art workshops are 
supplementary and very necessary for growth 
to them. They give artists opportunity to get 
into areas hitherto unknown to them. 
Onobrakpeya (1999) stresses that art 
workshops/art centers do not aim at producing 
finished pieces, but when successful, the 
artist is given fresh ideas which in turn gives 
new direction. It is therefore not immediately 
possible to access the full gains of workshops 
training as soon as after they are completion. 
But, the acquired gradually being to manifest 
as the artist constantly works. Usually, 
participants are given the opportunities to 
share ideas through lectures, films, videos 
and slide shows etcetera. He reiterated that 
workshops / art centers are hoped to expose 
and develop the artists through new 
techniques, interactions with one another in 
conclusive environments that increases art 
appreciation which eventually lead to increase 
in image of self worth in the community and 
finally the workshops help to foster a sense of 
understanding and friendship amongst 
participants and their cultures, (P. 30). 
 
The idea to establish a workshop / art center 
in most cases usually emanated from an 
individuals or group of persons who have the 
same aim or aspirations toward achieving a 
goal that may be beneficial to that individuals 
or group of persons entire society. A lot of 
people have indulged in this activity in pass 
and even in the present.  One of such people 
is Mrs. Raliat Saka, Who was noticed at Dada 
Pottery centre (workshop) is situated along 
Okelele road in Ilorin town in Kwara State. 
She has been on the art of Pot making for 
over fifty (50) years and she has also trained 
a lot of young women in the art. Mrs. Raliat 
Saka was born in Dada Quarter a village in 
Ilorin of kwara State into a Muslim family. 
 
The establishment of pottery centers has 
helped so much in elevating peoples‟ 
standard of living especially women in this 
side of the world. From the monies got in pot-
making like other crafts such mat weaving that 
is common to the women of Delta State in the 
Southern Nigeria have helped many them to 
able to fund for their needs themselves. Some 
of these women now have voice because 
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when they make suggestions in regards their 
communities, people including men listen to 
them and somehow leadership position is 
given to them among the women forks even in 
the community. Ladi Kwali was a vivid 
example. This potter was discovered and 
found by the Emir of Suleja who introduced 
Ladi Kwali to Michael Cardew. Ladi started to 
work with Michael Cardew at the age of 34 
years. In spite of her age before meeting 
Michael Cardew she put in thirty (30) years 
with Cardew at the Abuja Pottery Centre. 
Where Ladi was taught the production of 
modern ceramics although proved difficulty at 
the initial stage but gradually she got adapted 
to the modern style. Although, in the early 
period of pottery production pots by Ladi in 
Kwali village, not much attention was 
particularly paid to surface decoration but in 
modern randas (kind for storage of pots) there 
are attempts at profusely decorating the body 
of the pot. The techniques vary from incisions, 
combination of roulette impressions to scratch 
designs, which sometimes expose inlays of 
white or black clay that could be termed 
scrafitto, (Agberia, 2005).  
 
However, because of the serious attention 
Ladi gave to the tutorship of Michael Cardew, 
Ladi was piloted to a position of honour in the 
world of ceramics/ pottery that even after she 
passed on she is still being spoken of and the 
popular Abuja Pottery Center was renamed 
after Ladi and today the center reads and 
known as Ladi Kwali Pottery Center. She was 
awarded several awards among which are: an 
honourary doctorial degree of the Ahmadu 
Bello University, Zaria and „Orders Of The 
Niger‟ (OON). She also was exposed to 
opportunity of travelling almost around the 
whole world teaching pottery.  
 
Mrs. Raliat Saka determined even in the face 
of many problems to produce pots and train 
women in the art of pot-making. This potter 
has been on the art of pot-making from 
childhood yet it seems she and her pots are 
not known by many people even those in the 
field with her, and as well as her contributions 
toward national development. This paper 
therefore publicized her by describing the 
form, style, decoration and function of her 
pots. The paper also used research questions 
designed through oral interview to elicited 
answers from Mrs. Raliat Saka. 
 

Questions used to elicit responses from 
Mrs. Raliat Saka  

(1) Who is Mrs Raliat Saka? 
(2) When did start pots prodution? 
(3) What kind of pots does she produce? 
(4) What is your style of pottery 

production? 
(5) What functions do your pots serve? 
(6) Motifs for decoration what are they 

based on? 
(7) Has the government or individuals 

ever encourage you? 
(8) What is the average number of 

trainees in the centre since you 
started running it? 

(9) What are the challenges you have 
encountered?  

(10)What are the prospects you envisage 
that could happen to the centre? 

 
Who is Mrs. Raliat Saka? 
She is an indigene of Dada Quarter in Okelele 
Street of Ilorin town in kwara State. She did 
not have the opportunity to attend western or 
introduced to western system of education. 
But, she acquired the Moslem form and type 
of education. She is quite influent in speaking 
her language – Yoruba. Raliat Saka said 
when she was born, she does not know 
exactly, but her mother told her the names of 
those people that were giving birth to with her 
at the same time. So her age is assessed by 
assumption. However, she will not be younger 
than 65 years from physical assessment.  
 
When did you start pots production? 
Mrs. Raliat Saka said she was born into it, 
and that she grew up, seeing her grandmother 
producing pots. Being that she spent a better 
part of her youthful age staying with her, she 
was then exposed to the artistry very early. 
Mrs. Raliat Saka confirmed that she learnt 
very fast and with so much confidence. She 
went on to say that her grandmother is very 
good at showering one with praises, in order 
not to be discouraged from completing a task 
she may have given. In other to make her 
happy, l take any task  given to me very 
seriously and with a lot of carefulness so that l 
can receive more of my grandmother‟s 
praises and including double portion of meal.  
 
Types of Pots Produced by Mrs Raliat 
Saka: These pots include: koko omi (water 
pot), kolo (local bank), fitila (candle stand), 
koko obe (pot for soup), jijo nkan (smoking 
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pot), koko amala (pot for cooking pastry) koko 
igi (flower pot) and kolo (money saving pot).  
 
Description of Pot Forms:  
The basic shapes of Mrs Raliat pots can be 
seen in Figures 1 to 4. Most of pots are oval in 
nature and from the basic shape, that she 
being to tint the shape of her pot toward the 
later shape she wants to take to. The big pot 
in Fig.1 is known and called koko omi is used 
for water storage and other items like grains. 
The form of this pot is obviously oval. There is 
another small size of pot in fig. 2, known as 
koko igi which looks roundish at the bottom 
than the big ones and it serve as a flower 
vase.  The jijo nkan is roundish in shape and it 
has holes on the body like a filter, fig.3. It is 
used for the burning incense and the drying of 
fish and the likes. There is another pot called 
fitila which serves as a candle stand and it is 
produced in a tray like form with designs on 
top. Kolo (Pot for keeping money) roundish in 
shape and it serves as storage for money. 
koko obe and koko amala are oval in shape; 
the difference between the two is that koko 
amala is not as high as koko obe in height. 
Koko amala serves as a serving plate for 
pastry while koko obe is a serving plate for 
soup. Also, she went further to explain that 
some of the initial forms they use to give to 
shapes of pots are changing gradually 
because of the interference of modernization. 
All the types of pots are indicated in the 
picture page beneath in this paper. 
 
Pots and Style of Production: 
 Mrs. Raliat Saka said that she makes use of 
already made pots as mould however, 
depending on the size of pot she wants to 
build. That, first step she produces a slab from 
already prepared clay. She matches on a 
lump of clay tight on the ground with her bare 
feet until the lump flattens out into a slab. The 
slab is lifted, sometimes with help of others 
and placed on already bisque fired pot that 
serves as mould. The slab is gradually 
beaten, until it takes the form or shape of 
already bisque fired pot that serving as the 
mould. However, the mould is taken in bits the 
ld is taken from the remaining half to the   
mouth region. While, taking the mould, a 
separator is used on the body of already 
bisque fired clay before the clay slab is beaten 
on the mould. Both halves are allowed to set 
before they are joined together to form the full 
green pot. 

Decoration of Pots:  
Raliat Saka said that she makes use of Oda 
ibile (coloured clay) for the decoration of the 
pots that she produces. She said the coloured 
clay (oda ibile) is gotten from a layer of the 
earth in place called Ibo in Sobi quarters in 
Kwara State. The ibile (clay) is dug from the 
ground like any other clay and it is soaked to 
allow for disintegration and a piece of cloth is 
used to rub over the ibile and she uses it to 
paint whatever design she has in mind. 
However, after the pot has been dried up to 
leather dryness, then the ibile serves as 
oxide, it then applied unto the pot as a deco. 
The decorations on the pots do not connote 
any traditional philosophy or symbolism. But, 
it is just for beatification of the pots. She 
added, by saying that she saw her mother 
using such decoration, so hers is doing what 
she saw her grandmother did, because when 
she said she asked her grandmother and she 
said was told that decorations were just for 
beatification, no string is attached. From 
Saks‟s description of the Oda ibile (Coloured 
Clay) it seems that the clay being described is 
other type of but it red iron oxide 
contaminated clay. According Cardew, as 
cited by Mathias (2015) stated that iron oxide, 
whether in glaze or fired clay will only produce 
a red colour if it is in the state of red-iron 
oxide. He added that small quantities up to 
three percent or more will produce a possible 
colour of celadon. While, large quantities 
produce some range of colours such as 
reddish, brown, dark-brown, temoku. 
 
Sources for Clay: 
The main clay that she worked with is sourced 
from where a septic tank or water well is being 
sunk. The clay dug from the proposed well 
serves as her working clay. From the 
explanation, the researcher was tempted to 
ask Raliat that how did she know that the clay 
from the water well would be good for 
modeling and that clay would survive firing? 
She replied, saying that she grew up saw her 
grandmother and others in their village “Dada 
quarter” which has now merged together with 
Ilorin main town using clay dug from well to 
make pots. This statement buttressed the fact 
that clay has been put in use for long by 
traditional informal artists as stated by Ganiyu 
(2012) when he says that clay in its raw form 
was used for decoration especially by potters 
and sculptors as exemplified in the various 
ancestral figurines and sculptural artworks, 
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decorative pots found everywhere across the 
globe. Another question was asked; does clay 
dug from water wells or septic tanks are 
enough for the center to work with? She 
replied that Ilorin is a big town and you find 
people undertaking such activities. Also, the 
clay she gets from one of such digging is 
usually much and will be enough to be used 
by all the women she is training in the centre 
for almost six (6) months. 
 
Average Number of Trainees since 
Commencement: 
Raliat said the number is not stable, young 
ladies who registered are most times taken 
away by marriages, and also those who went 
to school among them always after a while to 
cities to sort for white collars job. When they 
cannot get such jobs, they end up serving and 
washing plates in restaurants. Also, when 
they find that the earning from such jobs 
cannot take care of their expenses especially 
for those who have one or two children out of 
wedlock they come back to take the practice 
of pot making again. But for the mature 
women are always dwindling between thirty 
five (35) to fifty (50) potters and five (5) 
among them are instructors who are helping 
to train the trainees. Also, some of them come 
with their children and many of the children 
can even model small pots that the mothers 
can always sell to make small money too.  
 
Government Assistance Since Dada 
Pottery Center Started: 
She said that no segment of the government 
has encouraged her in any way since she 
started. When government officials and 
politicians assume office in the first time, they 
usually visit the pottery center and make a lot 
of promise on things that will be provided for 
the centre. But, after making the promises 
they never fulfill them, instead the promises 
are just forgotten. She added, the government 
has not been of any help to since we started 
except for proprietors and proprietress of 
private schools that give money sometimes 
when they come for industrial training and 
field trips with their students.  
 
Raliat Saka and challenges Experienced 
Since Commencement of Dada Pottery 
Center: 
In explaining the challenges that Dada center 
has been facing, she lamented over non 
availability of buildings, storage gadgets, 

funds purchase clays, vehicles and 
machineries that would make easy and 
improve their productivity. The government is 
not helping, but just sending representatives 
to give empty promises that never fulfilled. 
Even philanthropies do not come often and 
when they do, they never come back to help 
(Funny enough, she asked me a question – it 
is because they did go to school that is 
making the government representatives and 
others who have made promises do not to 
come back to fulfill the promises? She went to 
explain further that even storage facilities – 
cabinets, space without building and roofs 
over their heads, and lack of materials like 
tools and equipment. Raliat also identified 
insufficient sun during the rainy season to dry 
up clays for preparation and pots for firing. 
Also, none availability of modern technology, 
finance and encouragement from the 
government has been responsible for low 
turnout in productivity. For example, she said 
that they have produced so many pots of 
different kinds hipped together in an empty 
space without root, meaning that the pots are 
exposed to sun shine and rain. This has to a 
great extent limited bulk production. 
 
Prospects envisaged by Mrs. Raliat Saka 
for Dada Pottery Centre:  
Pots making has really helped to elevate the 
living standard of the life of the women who 
are working with her (Raliat Saka) in the 
pottery centre. Some of the women‟s children 
and close relatives have been sent to schools 
through monies got from the sales of pots 
from the Dada pottery center. Raliat Saka 
further stressed that if the tradition of pot 
making that is inherited from their parents 
continually help those who are not opportune 
to acquire formal education, while those who 
are willing to go to school, well gradually grow 
until they become educational giants. She 
also said that she is hoping that a time would 
come when one of the series of leaders of 
their state would have pity on them or those 
that will take over from them in future and turn 
Dada Pottery to a standard Pottery Company 
in the future. If that is done, a lot of the 
daughters and sons of Ilorin and other places 
would want jobs, and more skills will be 
acquired to be able to meet up the present 
day future and standards products that they 
could not attain. 
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Conclusion  
From the findings, it was observed that Mrs. 
Raliat Saka has been producing pots from 
childhood. She has been able to sustain a 
tradition which many have been long faded 
away from among the people of Dada 
Quarters in Okelele village of Ilorin town.  She 
has successfully trained a good number of 
women who some are still working with her in 
the centre. These women also help to train 
new women as they show interest to learn the 
production of pots. Some of the ones with 
Raliat were able to say that they have gained 
so much from this centre, that their livelihood/ 
day to day activities is funded from the pots 
that they sell. Although, patronage is not high, 
yet they are able to sell the money that takes 
care of their responsibilities. She also noted 
that from prescription of consumer desire and 
needs, they have been able to delve in 
modern pottery, such as the production of 
different types of flower vases and slide 
modernization on pots forms and decorations. 
Also, interaction with students who are 

coming for visitation to the centre have been 
explaining some approaches in the production 
of pots which they listen with great attention. 
These new doors of interactions have helped 
the output move towards the needs of the 
present day, although not leaving traditional 
sense of pots production. And, with the 
improvement, the rate of sales has increased 
tremendously. 
 
Recommendations  
This therefore recommend that the 
government, the kingship of Ilorin town and 
bodies like CeRAN should please assist Mrs. 
Raliat Saka and the Dada Pottery Center to 
provide the needed machineries, building, and 
other facilities that would enable the centre to 
become a viable source of employment and 
training center that would encourage youths 
and other able bodied people to take up the 
profession instead of roaming the streets for 
white collar jobs that are never easy to come 
by. 

 
 
 
 
 
 
 
                                                                                                 
                                
                                                    
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig 2:  koko igi 
  
    

  Fig 1:    koko omi                                                            
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  Fig 3:    jijo nkan 
  
  
   

  Fig 4:    Kolo                                                             
  
  
   

  Fig 5:    Preparation of clay    Fig 6:    Preparation of clay  

  Fig 7:    Matching of clay    Fig 8: Kneading of clay  
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  Fig 9: Taking mould   Fig 10: Finishing the pot rim 

Fig 11: Produced pots left to dry under 
the sun 

  Fig 12: Fired pots scattered all over 

Fig 13: Pots for smoking fish or meat 
Fig 14: Pots heaped together without 
covers 
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Notes 
Mrs. Raliat Saka : 65 years  old, Dad Quarter, Okelele road, Ilorin- Kwara State. 
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Fig 15a & 15b: Pots painted with ibile (locally sourced oxide) 

Fig 16: Raliat Saka 
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