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The global handicraft market was valued at 
nearly USD 700 Billion in 2020 with strong 
growth prospects over the next five years.  At 
the same time, the global craft industry is facing 
radical changes owing to rapid technological 
development (including the rise of e-commerce 
platforms as well as changes in the manufacturing 
process) and a growing consumer interest in 
sustainability. 

With both aesthetic and artistic significance, 
handicraft have long been a symbol of 
Bangladeshi culture and tradition. Apart from its 
exceptional textile traditions, Bangladesh has a 
significantly vast range of handicraft produced 
in different regions largely through informal 
cottage industries. Pottery, metal work, jewellery, 
woodwork, cane and bamboo work, jute and 
leather products etc. have their deep roots in the 
tradition, customs and culture of Bangladesh. 
In essence, it can be said that Bangladesh has 
unique handicraft products and potentials in all its 
64 districts. The key players in the handicraft value 
chain include governmental organisations, NGOs, 
business support organisations, educational and 
training institutes, and foreign donors. 

Craft is a source of unique expression through 
which the Bangladeshi market reflects the 
craftmanship and artistic genius of its producers 
and artisans. The rich history, culture, traditions, 
and heritage of the country hold the power to 
drive a sustainable strong creative economy in 
the country. Within this context, as a successful 
outcome of SIDA funded project, “Reshaping 
Cultural Policies”, UNESCO Dhaka Office 
carried out a pilot mapping on Craft industry 
with the support of the Innovation, Creativity and 
Entrepreneurship (ICE) Center, University of 
Dhaka. The purpose of the mapping was to obtain 
a solid understanding of the players and their 
roles in the ecosystem within the craft sector as 
well as analyzing its current state and potentials 
in achieving the four goals of the UNESCO 2005 
Convention on the Protection and Promotion 
of the Diversity of Cultural Expressions; (1) 
supporting sustainable systems of governance for 
culture (2) achieving a balanced flow of cultural 
goods and services and increase the mobility of 
artists and cultural professionals, (3) integrating 
culture in sustainable development frameworks 
and (4) promoting human rights and fundamental 
freedoms.

Operating within the heritage sector, the craft 
sector in Bangladesh can play a vital role in 
preserving the heritage of the nation, while 
generating economic growth. The Bangladesh 
Handicraft Manufacturers and Exporters 
Association (BANGLACRAFT) estimated that 
the annual domestic market for handicraft had 
risen to BDT 7,500 crore in 2020 (The Business 
Standard, 2020). With a growth rate of 10.5%, the 
demand for high-end craft has been estimated 
to grow at a rapid pace in the upcoming years. 
Export potential is also enormous. According 
to the government’s Export Promotion Bureau, 
handicraft export increased recently by USD 
2 to 4 million, which is further an indication of 
increasing global demand. While the global 
craft sector struggled and local demand fell, the 
Bangladeshi handicraft export sector surprisingly 
survived through the pandemic. It continued to 
show stable growth in the global market with 
steady demand (Handicraft exports untouched by 
pandemic, 2021). However, several challenges 
exist in the path to creating a competitive global 
position for the Bangladeshi craft industry

The craft industry is highly fragmented and 
primarily dominated by some specific established 
brands. Key issues facing the sector include: 
absence of national craft mapping; lack of 
adequate policy support including recognition as 
a separate industry with a National Handicraft 
Industry Policy; lack of access to proper financial 
support for the sector dominated by cottage 
industries as well as SMEs; unfair pricing for 
smaller players via-a-vis dominant brands; lack 
of direct access for craft people to consumers 
via e-commerce platforms; poor business 
environment for young entrepreneurs; import 
dependence on raw material; break in traditions 
of generational craftmanship; largely informal 
industry; lack of support for internationalisation; 
identify crisis for craft people; and, poor adoption 
of advanced technologies. 

The craft sector has a spill over effect on some 
other important industries including tourism, 
fashion and textiles. Therefore, the Ministry of 
Textiles, the Ministry of Industry and the Ministry 
of Culture are responsible for different initiatives 
to support the craft industry. There has been 
substantial government support allotted for 
cottage industries, handloom weavers, and for 
rural development.  Further, the Export Policy 
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2018-2021 mentions plans for supporting the 
handicraft sector to a great extent, along with 
plans to revive the pottery sector.

The government, universities, individuals and 
institutions associated with the craft industries, 
and the development sector need to work 
together to address the myriad challenges. This 
report recommends a 4P model of interventions 
i.e. person, programme, policy, and platform, 
wherein the government, the craft sector as 
well as universities and other partners (such 
as development agencies and NGOs) have a 
significant and complementary part to play. 

The government is called on to: 

• Take necessary actions to implement the 
draft a national handicraft industry policy and 
develop a roadmap for the sector

• Clarify roles and leadership of different 
ministries involved in the sector 

• Undertake national craft mapping for up-to-
date data, the stakeholders involved and 
their journeys, challenges and business 
opportunities

• Establish design center in districts level and 
provide training and capacity building of 
designers and entrepreneurs

• Create public awareness on authentic craft 
products and sustainable business models 

• Connect craft people with investors and 
e-commerce platforms

• Provide subsidies to products which has 
historical value for preserving national 
heritage and customs 

• Offer recognition and incentives to all craft 
traditions and craft people 

Universities are called on to: 

• Update their curriculum to reflect 
contemporary realities 

• Establish strong network with industry for 
research and development, market insights 
and linkages,  

• Provide industry exposure to students and 
faculties

• Organise craft fairs and other promotional 
activities to introduce the value of the sector 
to the next generation of customers 

• Prepare books, articles and case studies on 
the entrepreneurs and their journeys 

• Organise multistakeholder dialogues to offer 
sectoral input to policymaking 

The industry in the craft sector is called on to:

• Improve capacity to understand the changing 
dynamics due to technology and globalization

• Prepare strategies with execution plan to 
adopt modern technology while maintaining 
the uniqueness and value the industry offers

• Establish a national platform among the 
stakeholders for strong and effective value 
chain and communication

• Partnership with universities and research 
and development organizations for innovative 
ideas, business knowledge, and trends and 
developments

• Invest in research, training, and advocacy for 
sustainability and growth

• Give special importance on diversification 
of products and design, and take necessary 
actions for export diversification

• Facilitate the entrepreneurs to dream big, 
think beyond their traditional scope and go 
global

Other partners such as development agencies, 
private foundations, Non-Government 
Organizations (NGOs) and media are called on to: 

• Create public awareness on the use of 
authentic craft products and sustainable 
business models, and share the national and 
international best practices, challenges and 
opportunities with other stakeholders. 

• Take leadership in preserving the cultural 
heritage and history, 

• Undertake development projects to advocate 
the importance, provide training, undertake 
research and organize dialogues and other 
policy seminars

• NGOs should take leadership in sharing 
the extensive knowledge, network and 
experience with stakeholders and connect 
them

• Media should regularly report on the stories, 
journey, challenges and opportunities 
prevailing in the sector and present 
stakeholders’ insights and opinions to 
sensitize the importance and help to 
formulate effective policy and their successful 
implementation.
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CHAPTER 1

The global cultural and creative industries 
have been in the spotlight for the last 
few decades. While the concept is not 
new, the study of the impact of these 
industries on strengthening the global 

creative economy is a recent development, starting 
in the 1990s (What do we Mean by the Cultural and 
Creative Industries?, 2005). If well-nurtured, the 
cultural and creative industries hold the potential to 
acknowledge cultural differences and multicultural 
viewpoints while contributing to innovation, socio-
economic progress and job creation while promoting 
diversity and inclusivity (UNDP Human Development 
Report, 2004).

The National Industrial Policy, 2016 of Bangladesh 
describes creative industry as those industries that 
use artistic thinking and innovative talent, skills 
and techniques or modern technology to produce 
aesthetic and creative products. For example: 
advertising, architecture, art & antique, design, 
fashion design, film & video, music etc. 

According to the UNESCO 2005 Convention on 
the Protection and Promotion of the Diversity of 
Cultural Expressions, “cultural industries refers to 
industries producing and distributing cultural goods 
and services, which are considered as a specific 
attribute, use or purpose, embody or convey cultural 
expressions, irrespective of the commercial value 
they may have.” From an economic perspective, 
the creative industries have continually become 
a significant contributor to GDP growth. Studies 
reveal that the creative economy is one of the 
fastest-growing sectors of the global economy 
transforming the job landscape, income generation 
and exports of goods. As per UNESCO estimates, 
the cultural and creative industries account for 3.1% 
of global GDP while employing 6.2% of overall 
active population employment (UNESCO, 2021). 
Furthermore, exports of cultural goods and services 
doubled in value from 2005 to 2019, reaching USD 
389.1 billion. As of January 2021, 6.7% of total global 
LinkedIn users estimated to be 51.2 million people 
self-registered on the application as working within 
the cultural and creative industries, which further 
indicates the growing global appeal of the sector.

While cultural and creative industries (CCI) aim for 
inclusivity, studies show that various factors including 
gender inequality, income inequality, and regional 
differences plague the development process. 
Historically, advanced economies were seen to be 
the most economically benefited from their creative 
economy. The recent trends, however, showcase 
a transforming wave as developing economies are 
reported to face associated economic gains from 

cultural and creative industries. This maldistribution 
calls for the need to tap the untapped economic 
potential in regions falling behind, which leads 
to the introduction and use of the term “cultural 
mapping”. As the definitive goal of cultural mapping 
remains to drive change that focuses on the action 
and inclusion of communities, it does not adopt 
any universal structure. The UNESCO concept of 
cultural mapping combines concepts and produces 
guidelines for a cultural policy while keeping the 
objective of sustainable development at its core. 
Coming to Bangladesh, one of the fastest-growing 
developing economies with a GDP growth rate of 
6.94% and a population size of 165 million, the 
cultural and creative industries can play a socio-
economic role bigger than expected.

According to a study by the British Council, the Asia 
Pacific creative industry is worth USD 743 billion 
whereas the Bangladeshi creative industry serves 
the role of a consumer more than of a contributor 
(Creative Industry: Endless Opportunities, 2018). 
This serves as an indication of crucial gaps at the 
national and industrial policy levels. The cultural 
and creative industries is a broad umbrella term 
for music, visual arts, craft, advertising, design, 
entertainment, architecture, books, media and 
software. This study focuses on the craft sector 
in Bangladesh. The global handicraft market was 
valued at nearly USD 700 Billion in 2020 with an 
exhibition of strong growth in the next five years 
(BBC News, 2022). 

Craft are a source of unique expression through 
which the Bangladeshi market reflects the 
craftmanship and artistic genius of its producers 
and artisans. The rich history, culture, traditions, 
and heritage of the country hold the power to drive a 
sustainable strong creative economy in the country. 

In this context, the Innovation, Creativity and 
Entrepreneurship (ICE) Center, University of Dhaka 
has initiated a project with UNESCO Dhaka office to 
conduct a pilot cultural mapping study which intends 
to highlight the potential of the creative scene in 
Bangladesh by obtaining a solid understanding of 
the players and their roles in the ecosystem within 
the craft sector as well as analysing its current state 
in achieving the four goals of the UNESCO 2005 
Convention on the Protection and Promotion of the 
Diversity of Cultural Expressions; (1) supporting 
sustainable systems of governance for culture 
(2) achieving a balanced flow of cultural goods 
and services and increase the mobility of artists 
and cultural professionals, (3) integrating culture 
in sustainable development frameworks and (4) 
promoting human rights and fundamental freedoms.
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CHAPTER 2

2.1 Objective

The main objective of this report is to devise a framework that focuses on mapping the craft sector within 
the cultural and creative industries in Bangladesh. Since the CCIs comprise many industries and is a 
broader spectrum to cover, only one sector, i.e., the craft sector has been selected for further analysis in 
this report. The craft sector is crucial to Bangladesh’s socio-cultural and economic development. To get 
a clear overview of the sector, a brief historical context of the sector, a macro analysis of what it means 
for our economy and the development of the sector is elaborated here. Current policies and practices, 
and the economic contribution of the sector, are also covered by the report. 

The pandemic has disrupted the functionality of the craft sector in many ways. So, it is important to 
assess the impact of the pandemic on the sector and provide an analysis that will highlight the need 
for change in existing policies and practices to adapt to the new normal we find ourselves in. The 
report, therefore, makes recommendations for the future development of the sector.  It is also critical to 
recognise current worldwide trends in the craft sector as (i) they provide a basis for comparing local and 
regional trends and growth to global ones; (ii) help benchmark good practices around the world; and, (iii) 
help incorporate the learnings in the development of these industries. For this reason, the report also 
briefly discusses the global scenario of the craft industry. 

Mapping the craft sector aids in identifying opportunities for enhancing local and regional development, 
as well as recognising and supporting successful entrepreneurship stories to collect experience gained 
and develop a strategic framework for future development. This would also foster the development 
of entrepreneurial abilities in these areas and create awareness about the importance of contributing 
more to the craft sector, which will increase Bangladesh’s potential for social and economic growth. 
Therefore, the report also focuses on enlisting real-life experiences from people involved in the selected 
sector and attempts to extract lessons from their entrepreneurial journey. The overall discussion on the 
craft sector along with the real-life experience of the people has been combined to get valuable findings 
and recommendations on change in the current policies for this CCI.

2.2 Methodology 

The methodology of this report includes stakeholder profile assessment. Government, professional 
organisations, and the private sector are the main stakeholders in the craft sector. Each stakeholder’s 
areas of responsibility (i.e., what they should be doing and what they do), as well as existing collaborations 
(active or inactive, national and international) have been mapped. The institutional and technical capacities 
of local stakeholders in the craft sector are also addressed in this report. To conduct this report, both 
primary and secondary data have been used. Primary data was collected by (i) administering a structured 
survey questionnaire; (ii) through Focus Group Discussions (FGDs); (iii) expert interviews (i.e., Key 
Personal Interviews/KPIs); (iv) field visits and case studies; and, (v) stakeholders discussion session. 
Several FGDs sessions were held with the stakeholders from the craft sector. The questions asked during 
the FGDs sessions and expert interviews were structured to identify the role and technical capacity of 
stakeholders to support the industry which is crucial to devising the framework for CCI mapping.  The 
secondary data include reviewing the literature on the CCI and craft industries. 

2.3 Limitations

The scope of the craft sector is large; it possesses historical significance. It is, therefore, not easy to 
devise a complete framework within a very short period of time. Further, there were both time and 
resource constraints in conducting this research. Despite all these limitations, people who are engaged 
to this study have tried to give their best effort, often voluntarily to make this report a fruitful one. It is to 
be considered a pilot study which needs to go in further detail with a niche strategy in future.
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CHAPTER 3

Operating within the heritage sector, the craft industry can play a vital role in defining the socio-cultural 
and economic aspects of a region. Craft symbolise a country’s tradition, culture, and legacy. They include 
things that are rendered completely by hand or with the use of tools. Aesthetic, creative, decorative, 
traditional, utilitarian, artistic, functional, cultural, social, and religious qualities can all be assigned to 
crafted items. They play an important part in the economic growth of many counties, as a significant 
source of foreign exchange earnings, needing little capital investment, and providing employment 
opportunities. The worldwide handicraft market is worth US$ 680 billion in 2021 and is predicted to 
grow to US$ 1,252 billion by 2027, exhibiting a compound annual growth rate  of 10.41% from 2022 to 
2027. (ltd, 2022). This demonstrates that, globally, the craft industry is contributing greatly and has the 
potential to be a profitable sector within the economy in future. This section of the report will cover the 
nature of craft industries around the world and focus on current global trends. 

The importance of and recent developments in the craft industry around the 
world: 

The craft industry works as a mechanism for poverty reduction in many countries. It is also one method 
of maintaining and fostering cultural and aesthetic traditions, since craft are an important part of many 
countries’ distinctive cultural heritage. The nature and artistic appeal of crafted items are unique in every 
region. Hence, the importance of the craft industry is irrefutable for preserving the heritage of a nation 
and generating economic growth.

Asia-Pacific 

The handicraft market in the Asia Pacific is now seeing rapid expansion. It is predicted 
to maintain its rapid expansion between 2021 and 2026.

In the Asia-Pacific region, increased domestic and international tourism is driving 
the industry, propelling local artisans and craft people to produce handicraft for 
the mass market. The region’s main handicraft firms export handlooms, clothing, 
carpets, wooden furniture, and textiles, among others. Leading corporations are also 
important players: they often give design and processing training to local artisans 
in order to generate market prospects. Furthermore, policy actions by government 
authorities favourably boost handcraft demand. For example, the Vietnamese 
Chamber of Commerce and Industry (VCCI) has created an internet platform to 
promote handcraft sales in the country by offering extensive descriptions of craft, 
the artisans and items for sale. Indonesia is one of the leading exporters of wooden 
furniture from this region. The Indonesian handicraft and furniture business has 
around 3,500 enterprises, although the true number of small and medium sized 
enterprises (SMEs) is substantially greater, with many of them partially controlled 
by foreign direct investments (International, 2022). The Indonesian government 
has taken various steps to revitalise the industry. In January 2005, the International 
Finance Corporation (IFC) Program for Eastern Indonesian SME Development (IFC-
PENSA) started its Handicraft Export Promotion Programme. The initiative lasted 
2.5 years and aimed to reinvigorate the Bali handicraft sector, with a demonstrative 
effect spreading to other Indonesian handicraft regions. (Dagenhart, 2007).

South Asia

The South Asia region comprises the following nations: Afghanistan, Bangladesh, 
Bhutan, India, Maldives, Nepal, Pakistan, and Sri Lanka. These countries have a 
long heritage of arts and craft. The craft in the south Asian region reflect their vibrant 
history and traditions. 
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For example, Afghanistan has excelled in craft for generations, and despite the nation 
being at war for decades, some skills such as delicately filigreed gilded jewellery set 
with semi-precious stones, crochet, and cross-stitch embroideries, blown glassware, 
and carpet weaving have survived. The handicraft sector has seen a massive decline 
after 2014. Foreign aid institutions have assisted the Afghan craft sector in resuming 
operations under the post-war administration of Ashraf Ghani. (Yusuf, 2019). Along 
with jewellery, woodwork, and other craft, Istaalif pottery had been resurrected. 
However, earlier this year in February 2022, Tolo News reported owing to recent 
political change and COVID-19 in the country, more than forty percent of the craft 
people’s work had stopped in recent times, as attested by the Chamber of Craft 
people and Shopkeepers of Afghanistan. 

 In Bangladesh, in almost every district, there are distinct forms of craft as well as 
highly skilled craft people. These craft people often continue to uphold their legacy 
from generation to generation. Tantis/weavers, kumars/potters, kamars/brass smiths, 
sutradhar/wood carvers, subarnabaniks/ goldsmiths, malakars/shoal craftpersons, 
and others have pursued their traditional activities to manufacture craft for everyday 
use, rituals, as well as for ornamental reasons. 

There are thirteen traditional forms of craft in Bhutan. Bhutanese artists specialise 
in metalwork, wood and slate carving, clay sculpting as well as wooden artifacts 
including bowls and dishes, some of which are lined with silver. Elegant and durable 
woven bamboo baskets, mats, caps, and quivers are used for both utilitarian and 
ornamental purposes. Handmade paper is created from tree bark using a centuries-
old technique.

India has a rich cultural past steeped in arts and craft. Official estimates place the 
number of craft people in India at 7 million. However, unverified statistics suggest that 
the artisan strength might be as high as 200 million. The informal and unstructured 
nature of this sector explains the broad range and variance in numbers. There are 
over 3,000 craft across the various regions of India. With such a diverse spectrum of 
craft abilities and a large number of craft people, India has the potential to turn this 
sector into a multibillion-dollar business. In 2019–20, India’s handicraft exports stood 
at US$ 3.5 billion (“India’s Handicraft Craft: A Sector Gaining Momentum | IBEF”, 
2021). 

The Maldives’ principal handicraft goods include jewellery – silver, gold, mother of 
pearl and coral, lacquerware, mat weaving, coir rope, coconut products, textiles, and 
boat-building. Historically, different islands have specialised in different craft, such as 
the silversmiths of Rinbudhoo Island, the lacquer craft people of Eydafushi, and the 
weavers of Gaddhoo. 

The craft of Nepal can be divided into two categories. One is traditional craft, and 
the other is contemporary craft. Traditional Nepalese craft include metal statues, 
ethnic textiles, traditional silver jewellery, wood carving, religious and ceremonial 
itemss such as bells, vajra stone sculpture, metal utensils, paubha painting, pottery, 
handmade paper, hand knitwear and filigree. On the other hand, some modern forms 
of Nepalese handicraft include home furnishing material, floor covering, modern 
painting, patina products, felt craft, puzzle toys, macramé (knot craft), pashmina, 
leather products, modern silver jewellery giftware, decorative items, dolls and 
puppets, hats, batik, bead craft, bone and horn products, natural buttons, and so on.

Pakistan has a long history of producing craft such as cloth, embroidery, beading, 
block-printing, patchwork, woodcraft, ceramics, jewellery, stone carving, and so on. 
Sindh is Pakistan’s largest centre for handicraft. This province produces almost 80% 
of all handicraft in the country. Balochistan is noted for its intricate handicraft output, 
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which includes hand-made Balochi shoes (which are known throughout the country 
for their durability, distinctiveness, and delicacy); excellent mirror work, embroidery, 
and marble work; and fine quality precious stones.

Gold and silver jewellery, wooden masks, complex lacework, lacquer work, and 
pottery are popular handicraft in Sri Lanka. Despite the rich craft culture in the 
country, Sri Lanka does not have strong policies to revitalise the craft sector and is 
one of the most under tapped industry sectors in the country. 

Europe

According to the Association for Creative Industries (AFCI) UK section, the creative 
market in the EU, which has 510 million people, is worth $35 billion. So, the handicraft 
industry is a major source of employment in the European region. In Europe, the 
market is largely driven by rising demand for handicraft such as silk and cashmere 
scarves, hand-woven rugs and carpets, pashmina shawls, and wooden home 
décor. Aside from that, the growing demand for eco-friendly items produced from 
jute and bamboo is fuelling market expansion. Furthermore, top industry players are 
working on partnerships to provide a blend of ethnic and modern handcraft styles, 
which is fuelling market growth. The retail of craft supplies in Europe is based on 
small retailers. There is little to no existence of major national or European-wide 
chains of craft shops. This is working as a form of protection for independent craft 
retailers in European countries. However, the existence of online shops is changing 
this scenario and making it difficult for many craft people to continue working in the 
industry. For example, in Germany, there are about 3,500 independent craft stores, 
down from 5,000 at the turn of the century. Some of these stores are shutting down 
due to pricing pressure from internet sales(State of the European Handmade Market 
- Craft Industry Alliance, 2019). 

Africa

Traditional talents and experience are highly valued and respected in the African 
craft ecosystem. This region’s craft is mostly connected with the manufacturing of 
functional goods, yet it is really about beauty, sometimes in its purest form. Because of 
the incorporation of technical logistics, this region is having a struggle to maintaining 
local craft alive. To better understand the evolution of craft, it is necessary to research 
a region’s unique history, customs, and economic situation.

The craft trends in Africa are growing as design, tourism, and media industries 
spread throughout the continent. However, the cost of doing business continues 
to suffocate African manufacturers, who face unpredictable natural resource 
costs, production constraints, and the problem of processing orders with very 
little operational procedures in place—difficulties that considerably raise cost of 
production. Furthermore, artisans are ill-equipped to design and produce products 
with the global customer in mind, as they are not adequately trained in business or 
well connected to the international marketplace.

North America

The North American handicraft market reached a value of around US$ 242.4 Billion 
in 2019. Several factors are now driving the North American handicraft sector. Rising 
travel and tourism in the region have drawn a big number of foreign visitors, creating 
numerous opportunities for local handicraft makers to sell their products to tourists 
who are ready to spend significant sums of money on souvenirs and other craft items. 
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Furthermore, with the advent of internet shopping and the development of numerous 
e-commerce websites, access to handicraft has grown substantially. Consumers can 
now buy handcrafted things and have them transported anywhere in the globe with 
the touch of a smartphone. Additionally, social media and the internet have made it 
easier for craft people to reach their target audiences directly. The aesthetic appeal 
and distinctive designs of handcrafted décor accessories have increased demand in 
homes, businesses, restaurants, and other commercial settings. Furthermore, the 
utilisation of handcrafted items in the gifting business has had a favourable influence 
on market growth. Aside from that, handicraft are non-essential commodities having 
a significant relationship to spare money. Per capita earnings in the region have 
steadily increased over the last several decades, owing to the region’s robust 
economic growth. This has increased the demand for high-quality, expensive, and 
antique handcrafted goods throughout the region.

Oceania

The Oceania region comprises 14 countries- Australia, Micronesia, Fiji, Kiribati, 
Marshall Islands, Nauru, New Zealand, Palau, Papua New Guinea, Samoa, Solomon 
Islands, Tonga, Tuvalu, and Vanuatu. These countries are economically diverse and 
have a unique mix of different traditions and customs. Craft in this region did not 
emerge from one distinct heritage. Countries like Australia and New Zealand have 
a strong European influence as well as a history of Indigenous craft. The craft in 
Australia can be categorised into three distinct categories. (“What are Australian 
craft?”, 2022) These three categories are pre-contact craft, settler/missionary craft, 
and lastly, modern craft. Pre-contact craft are linked to traditional Aboriginal utilitarian 
and ceremonial requirements. These are made entirely of Australian materials 
and are one-of-a-kind. Settler/missionary craft entail the conversion of indigenous 
traditions to European settlers’ materials and skills. Modern craft emerged as part 
of the studio movement that began in the 1960s. This form of craft is incorporated 
with the production of creative artworks and is increasingly internationally engaged. 
Currently, Australia has the following craft: bush jewellery, Eel traps, baskets, fiber 
string figures, emu shell carvings, carved shell jewellery, boomerang making, 
didgeridoo making, pokerwork, plaiting and whip-making saddlery, hats in fur and 
straw, woodturning, furniture, studio craft, ceramics, grass sculptures jewellery and 
metal, textiles and fibre, tapestry weaving, basket making and glassware. 

From the above discussion on the global scenario of the craft industry, it is quite 
clear that the trends and demands of crafted items vary regionally. Some regions in 
the world like the Asia-Pacific region are growing substantially in their craft industry, 
while regions like Europe are facing an unprecedented decline in traditional forms of 
craft making. Africa, on the other hand, is plagued by many logistical difficulties which 
are hindering the growth of the craft industry. From a holistic point of view, it can be 
said that the craft industries around the world are facing some radical changes that 
are bringing either positive or negative impacts on the growth of the craft industry. 
There are many factors behind these changes. For this report, four factors have 
been identified that are causing a change in trends in the global craft industry. 

1. Recent technological development in the industry: 

a. The use of computer-aided design (CAD) and high-tech lasers in making 
handmade jewellery.  Computer-aided design (CAD) and high-tech lasers 
may appear more at home in an industrial park than in an artist’s workshop, 
but a rising number of forward-thinking craft people are embracing these and 
other new technologies. As a result, the often-delicate boundary between 
traditionally handcrafted workmanship and high-tech invention is becoming 
increasingly blurred.
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b. 3D printing technology has emerged with new ways of creating craft. Many 
designers are adapting to 3D printing technology, and this has changed the way 
of doing traditional methods of creating craft. For example, Berto Pandolfo, an 
Australian designer, has exhibited his 3D-printed side tables at the Kensington 
Contemporary in Sydney. (3D Printing: A New Wave of Crafting | Alvexo Blog, 
2022) In an endeavour called ‘the digital handmade’, Pandolfo merges new 
technologies with old methods. Even though Pandolfo’s side tables and other 
things are technically built on a machine, each piece is unique and has a 
distinct feel rather than appearing to be mass-produced.

2. Disruption in the industry

a. The online craft business has disrupted the ways of the traditional craft 
business. This shift in people’s willingness to buy online can be observed 
globally after the pandemic. This has made the traditional craft people’s 
position more vulnerable.

b. E-commerce platforms are also defining new ways for craft people to connect 
with their targeted consumers. For example, under Project ReWeave, Microsoft 
India has established a new e-commerce site re-weave. in for handloom 
weavers. This programme unites craft people from several categories under 
one umbrella with consumers to whom they may sell their products directly. 
(Digital Disruptions in the Traditional Handicraft Industry - Quokka Labs, 2020)

3. Innovation

a. New technologies have changed the manufacturing process. Innovation such 
as Artificial Intelligence has made the operational and manufacturing process 
much more efficient

b. Communication technologies have lessened the communication gap between 
the stakeholders of the craft industry. 

c. Social media is one of the latest innovations of science that craft people can 
use to make the best use of their talent and resources. Platforms like Facebook, 
Instagram, WhatsApp, Messenger, YouTube, and Pinterest can be used to 
promote arts and craft. After the pandemic, the need for an online presence 
has become a necessary element to sustain market interest. A prominent 
presence in social media enables a crafter to reach huge audiences. This 
helps individual crafters to grow economically. For craft people, Facebook and 
Instagram are well-suited options to promote their work. These social media 
platforms are easy to use and cost nothing to advertise the products to the 
audience. 

Facebook: Facebook is the oldest and most popular platform, 
with an amazing 1.62 billion daily users. This platform gives the 
opportunity to show crafted products to people at zero cost. The 
marketplace option on Facebook is very useful for buyers and 
sellers. Moreover, crafters can open their own Facebook page, 
which basically works as an online shop. 

Instagram: Instagram is a comparatively newer platform. However, 
the platform is useful if someone wants to reach out to a younger 
audience. There are around a billion monthly active users, with 
more than half of those being under the age of 34. Furthermore, 
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around 130 million users interact with shopping posts, making it an excellent 
alternative space for selling a product. There are several creative tools 
available for craft and makers. Instagram Stories, IGTV, polls, quizzes, and 
the new Reels feature are all great ways for people to exhibit their crafting 
skills.

Pinterest: Pinterest is simply a massive digital pinboard and is 
ideal for anybody who creates visual material. It is not as popular 
as Facebook or Instagram but has the potential to reach a huge 
number of people. This platform has around 335 million monthly 
active users. The Pinterest audience is primarily female and, in 
general, has discretionary cash to spend on handcrafted items.

4. Changes in Supply Chain: 

a. The pandemic has disrupted the global supply chain of the craft industry in 
many ways. Since many countries depend on China for sourcing raw materials, 
the pandemic delayed the sourcing of the raw materials. Moreover, container 
costs and shipping costs have increased substantially. These circumstances 
put a toll on the craft people as well as the people involved in the supply chain 
of the craft industry.

b. Due to the rapid development of communication technologies nowadays, it is 
easier to connect with the supply chain drivers (logistical and cross-functional 
support) of any industry. Craft people can now use technology to gather 
logistical and cross-functional support more conveniently.

SUSTAINABILITY IN THE 
CRAFT INDUSTRY: 

Sustainability has become a critical issue nowadays. In every aspect of human life, sustainable methods 
of doing a task are playing a vital role as the need for combating environmental issues is becoming more 
prominent. Consistent solutions to global concerns affecting all levels and areas of society must be developed 
to attain sustainability. The craft industry must also be included in this regard. 

Craft are a natural way of promoting sustainable lifestyles because the methods for producing craft are eco-
friendly most of the time. However, the impact of modern science and technology has brought tremendous 
changes in the methods of producing craft. Previously, traditional craft people used to work with natural dyes. 
With the invention of commercially produced chemical dyes, many craft people and small businesses are 
switching to chemical dyes. The invention of plastic has also brought some drastic changes.  Utensils made 
from plastic are replacing metal, clay, or wooden ones. These current shifts in the craft industry are making it 
quite difficult to implement a holistic approach to conform to sustainability in this industry. 

Sustainability in the craft industry can be attained only when the crafters are well educated and willing enough 
to choose eco-friendly options to make the products. Craft people must choose more eco-friendly materials, 
and work with more sustainable suppliers to improve the sustainability of the industry. However, selecting more 
ethical suppliers can often be costly. Either in terms of time spent investigating and testing with a new supplier 
or in terms of greater material costs because of higher ethical or environmental requirements. The government 
should play a role here by supporting crafters financially and promoting sustainable ways of producing craft.
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With both aesthetic and artistic significance, handicraft have long been a symbol of Bangladeshi culture 
and tradition. Historically, due to their aesthetic appeal, different types of craft items gained heavy 
attraction typically from the higher socio-economic sections of society. Consequently, these craft were 
commercially produced and economic value was assigned to them.

According to UNESCO, craft are “products that are produced by artisans, either completely by hand 
or with the help of hand-tools or even mechanical means, as long as the direct manual contribution 
of the artisan remains the most substantial component of the finished product. The special nature of 
artisanal products derives from their distinctive features, which can be utilitarian, aesthetic, artistic, 
creative, culturally attached, decorative, functional, traditional, religiously and socially symbolic and 
significant”. The Bangladeshi craft industry holds unique potential both locally and globally. However, 
craft in Bangladesh remain mostly limited to handicraft, meaning that craft are made using hands and 
minimal tools or instruments. Moreover, in Bangladesh, there is a sense of ambiguity regarding the 
definitions of folk craft and handicraft. 

To compete in the global landscape, the modernisation of this industry is critical. Without technological 
support, it seems unlikely that we can achieve competitiveness in the market. This leads to the debate 
about whether tradition serves as a barrier in the path of modernising craft (Quadrennial Periodic Report, 
2013). Considering how China has successfully preserved its cultural industries with necessary policy 
support and required patronisation, the notion of villainising modernization appears unreasonable. It 
is crucial to understand the concept of modernisation in order to accept it. It is often confused with 
westernisation, while, in reality, it means the formation of artisan groups, extensive training support, 
technology inclusion for value generation and the establishment of necessary institutions. These can 
easily be achieved without detaching tradition from craft. To make this possible, immense support from 
enabling policy interventions is crucial at the national level. From policy formulation to execution, each 
step requires much attention to present local craft in the global market, while also staying in line with 
traditions. Without modernisation, the goal of securing a competitive global position for the Bangladeshi 
craft industry will remain unattainable.

4.1 Brief historical context of the craft in Bangladesh

The practice of making handicraft is centuries old in the Indian subcontinent. 
Bengal, as a part of eastern India, gained wide popularity for its rich textile craft 
by the late seventeenth century. Notable work included silk, muslin and jamdani 
production. Dhaka, then part of Bengal, was prominent for fine handweaving, 
especially for muslins, a sophisticated craft form, which could only be made in 
the city due to its unique environmental fit. Apart from the exceptional textile 
traditions, Bangladesh has a significantly vast range of handicraft produced in 
different regions, and mostly taking shape of cottage industries. Pottery, metal 
work, jewellery, wood work, cane and bamboo work, jute and leather, conch shell, 
etc. are forms of handicraft that have their deep roots in the tradition, customs 
and culture of the country. In essence, Bangladesh has unique handicraft 
products in all of its 64 districts, which are heavily culturally significant.
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Muslin: The history of muslin is one of the glorious golden past of Bengal and dates 
back to the Mughal period. The fabric was the most favourite choices of aristocrats 
and emperors of the Mughal Empire. Malmal khas, malbus khas, sarkar-i-ala, jhuna, 
khassa, shabnam, etc are different types of muslin. While muslin was produced in 
different areas, the Dhakai Muslin was considered of the finest quality. The craft, 
however, was lost in time, until the Government of Bangladesh successfully led the 
initiative to revive Dhakai Muslin in 2020. After 160 years, the six-year long project 
came to fruition and successfully led to the rebirth of the lost craft (Business Inspection 
BD, 2021).  

Jamdani: Jamdani, a fine muslin, is another popular handloom product which is mostly 
produced in Narayanganj and Narsingdi. In Narsingdi district, the Narsingdi Sadar and 
Raipura upazila are known for making different artistic saris like jamdani, katan, bruket 
and Titanic employing about 5.83% people in the weaving business. The traditional art 
of weaving jamdani was declared a UNESCO Intangible Cultural Heritage of Humanity 
in 2013 and Bangladesh received geographical indication (GI) status for Jamdani Sari 
in 2016.

Silk: Similar to muslin and jamdani, Bengal silk is also the pride for Bangladesh; it was 
previously known as ‘Ganges Silk’ in the 13th century. Silk manufacturing and export 
process were started here by the British East India Company. Due to the proximity to 
China and India, the country naturally inherited the art of sericulture, which effectively 
paved the way for producing silk in independent Bangladesh. After 1971, a grand 
sericulture development programme was carried out in Rajshahi. The region was 
selected due to its suitable climate for silk production. Among the various types of silk, 
the most popular are mulberry silk, endi silk and, tassar silk (Silk of Bengal, 2016).

Tangail weaving (Tant): In the late 19th century, tangail weaving was expanded 
in the country by the weavers who were original descendants of traditional muslin 
weavers. They originally came from Dhamrai and Chauhatta in the Dhaka district. 
Types of Tangail sari include cotton sari, half-silk sari, soft silk sari, cotton jamdani sari, 
gas-merchandised sari, twisted-cotton sari, danya sari and balucuri sari, etc. Tangail 
weaving is considered a cottage industry with more than 1 lac small and large factories 
and 325,000 weavers, employers, traders-buyers engaged in the industry. The oldest 
community, Basak community of Patail Union, continues to make loom sari with its 
own brand of originality and tradition and primarily sells them through haats or local 
markets twice weekly at Bajitpur and Karatia.

Nakshi katha: The centuries-old art tradition, Nakshi kantha is a type of embroidered 
quilt, holding significance in Bengali tradition. Old cloth and thread are the basic 
materials used for this art with colourful embroidery work beautifully embellished 
through the kantha stitch. The greater Mymensingh, Jessore, Faridpur, Rajshahi, 
Bogra and Chittagong areas are distinguished for this craft. Kantha was traditionally 
produced for family use but is now commercially produced.

Apart from the aforementioned, block and screen-printed fabric, hand printing by pen 
and tie-dye, batik, gamcha, etc. are also culturally significant in Bangladeshi traditional 
textile craft.
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The brass and bell-metal cottage industries are concentrated in Dhamrai, Savar, Nawabgonj, Islampur, 
Rangpur, Tangail and Shariatpur. These family-based workshops are deeply involved with the culture 
and tradition of Bangladesh. Around 400 brass and bell-metal production units operate in the country 
involving about 2000 highly skilled brass and bell craft people. The industry produces brass and bell-
metal goods of about BDT 333.7 million per year. Goldwork, silverwork including silver jewellery, silver 
plate, and filigree as well as ornamental work (such as amulets, bangles, beads, earrings, rings, hairpin, 
etc.) are commonly found metal craft, holding significant cultural value.

Ornament making is one of the remarkable cottage-based industries of Bangladesh. Ornament makers, 
commonly known as goldsmiths, typically belong to particular Hindu communities. Generationally, they 
have developed creative designs and motifs of foliage, flowers, fruits, birds, animals and stars, primarily 
taking inspiration from nature to make ornaments. According to BSCIC, there are 12,250 ornament-
making units, engaging 20,000 professional goldsmiths in Bangladesh. The major ornament-making 
units are concentrated in Dhaka, Comilla, Chittagong, Sylhet and Faridpur regions. Among the different 
types of ornament styles, meenakari work in Begumganj, Noakhali, and Kundan jewelry in Dhaka are 
prominent. Tribal jewellery with its intricate details is rich in symbolism, and the most famous ones 
include Hashuli, Mal and Kartha.. Moreover, there are pink pearls, collected by the nomadic Bede tribe 
in swampy Haors and Beels areas of Mymensingh and Comilla, which are used for jewellery and are 
exclusive to Bangladesh.

Bamboo craft is a cultural symbol for rural people, who are both producers and consumers of this craft. 
Due to its low production cost, bamboo is used as the primary material for everyday use products such 
as stools, mats, baskets, traps as well as decorative items. Among the 26 species of bamboo available 
in the country, only three species are used for industrial purposes; muli, talla and baira. In rural life, 
bamboo products can be seen used predominantly. Bamboo mathal (hat) and bamboo baskets are 
used in farm work, while bamboo traps and creels are used by fishermen. Traditional houses such as 
dochala, charchala, or atchala are made of bamboo, along with bamboo fences. Other common craft 
items include basketry, weapons, boats, rickshaw hoods, prayer mats, hand-made fans, folk musical 
instruments and caskets.

The art of pottery in this subcontinent can be traced back to the cities of Mohenjo Daro and Harappa, 
which were part of the Indus Valley civilisation. It has been a traditional profession carried on by Hindu  
families over the years. Inexpensive household utensils, religious sculptures and showpieces are the 
major clay craft to be seen. The Dhamrai pottery industry consists of several pottery villages, which 
are well-known for pottery in Bangladesh. The use of terracotta art, which is another form of clay art, 
has historically been the most common and popular medium for artistic expression among the people 
of this region. Terracotta art is noticed in all forms such as small clay figures and clay sculptures, but 
most notably as plaques. As surface decoration on brick buildings, terracotta is Bengal’s remarkable 
contribution to South Asian art as a whole.

METAL WORKS

JEWELLERY

CANE & BAMBOO

CLAY & POTTERY
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Jute craft is more versatile than it might seem, as it is used to make a large variety of products. From 
hessian and carpets to bags, mats, hanging string bags (shika), jute is used to make several different 
products. Similar to jute, leather craft have their appeal in Bangladesh due to large scale leather 
production. Bags, table mats, wall hangings, plant holders, hammocks, floor coverings, etc. are some 
common handicraft made of leather.

Craft are a significant sub-sector of the creative economy in Bangladesh. According to the British Council, 
heritage and craft cover 12% of the creative industry in the country and commanding high demand 
by 2025 (Creative Industry: Endless Opportunities, 2018). Bangladesh Handicraft Manufacturers and 
Exporters Association (BANGLACRAFT) estimated that the annual domestic market for handicraft had 
risen to BDT 7,500 crore in 2020 (The Business Standard, 2020). With a growth rate of 10.5%, the 
demand for high-end craft has been estimated to grow at a rapid pace in the upcoming years.

The handicraft sector in Bangladesh holds an important position as a part of the cottage and craft 
industries, consisting of small manufacturing units mostly located in rural areas. The larger companies 
have their headquarters in Dhaka, while keeping their production units at rural locations. Considering 
all handicraft manufacturers as part of cottage, small and medium-sized enterprises (CMSMEs), the 
annual sales are estimated to be less than USD 1 million, while they employ up to 1 million handicraft 
artisans in the industry. 

BRAC-Aarong, a fair-trade company has dominated the domestic market for over thirty years; it has 23 
outlets across Bangladesh reportedly involving 65,000 artisans. Prokritee, another fair trade, targets 
expats and tourists through its two SOURCE retail outlets located in the diplomatic zones of Dhaka.

With an intent to become the public equivalent of Aarong, the Bangladesh Rural Development Board 
(BRDB), organises small and marginal farmers into cooperative societies and conducts training 
initiatives. Under the name of Karupalli, the organisation sells products from cooperatives. These 
domestic players organise, support and promote various exhibitions or craft fairs to facilitate linkage 
among foreign customers, local vendors and fair-trade supporters. 

Jatra, another celebrated handloom and handicraft fashion house, has been successfully promoting 
Bangladeshi handmade craft and clothing products to youth. Under the brand name ‘Deshi Dosh’, ten 
reputed local fashion brands created a collaboration to uphold local heritage. The ten brands - Anjan’s, 
Banglar Mela, Bibiana, Deshal, Kay Kraft, Nipun, Nogordola, Prabartana, Rang, and Sadakalo - formed 
a unique partnership to preserve Bangladeshi culture and tradition. 

JUTE & LEATHER

DOMESTIC MARKET

LOCAL PLAYERS

4.2 Economic contribution of the craft industry 
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The export scenario for the handicraft 
sector seems promising with people in the 
West becoming more and more responsible 
consumers. Globally, consciousness about the 
environment among consumers is increasing, as 
they opt for biodegradable, hand-made products, 
especially from the producers among marginal 
communities. According to the Export Promotion 
Bureau, handicraft export increased recently by 
USD 2 to 4 million, which is further an indication 
of increasing global demand.

Figure: Handicraft Exports FY 2016- FY 2020

Private enterprises and NGOs are primarily 
responsible for trading and exporting handicraft 
items. Among the private exporters, Dhaka Trade, 
Classical Homemade Products, Karuponno 
Rangpur, Creation, Kumudini, Pioneers are well 
known for promoting Bangladeshi craft abroad. 

Despite Bangladesh falling behind regional 
contemporaries (such as Vietnam, China, 
Indonesia, and India) in terms of labour 
competitiveness, productivity and skills, there 
is scope for improvement. The sector currently 
enjoys a 10% incentive on handicraft exports 
(Crafting a way out of poverty, 2019). The 
association BANGLACRAFT has 485 handicraft 
manufacturers and exporters registered under 
them. Among these, 92 organisations annually 
export handicraft worth USD 20 million to over 
fifty countries.

Europe is the primary market for handicraft 
exports, covering 60% of total exports, followed 
by other key markets in North America and the 
Middle East. Products with the highest export 
volumes include jute products, baskets made of 
hogla leaves, floor mats and carpets, bamboo 
and cane, nakshi kantha and nakshi bedsheets, 
and recycled items.

To understand and analyse the factors and forces shaping the craft industry and its competitiveness at 
a national level, the team used Porter’s Five Forces and Porter Diamond Theory of National Advantage. 
Findings are as follows: 

Bargaining power of suppliers: The bargaining power of the suppliers in the industry is low. 
The decision of setting the price is usually held by large brands. Moreover, an abundance 
of available suppliers makes the market highly competitive, decreasing suppliers’ bargaining 
power. 

Bargaining power of buyers: The bargaining power of buyers in the craft industry is very 
high. Customers have many options to choose crafted items from; these include different 
vendors and craft people as well as from established brands like Aarong and Deshi Dosh.

(Source: Export Promotion Bureau)

EXPORT MARKET

4.3 Industry environment and national competitiveness 
analysis of craft industry

MICHAEL E. PORTERS’ FIVE FORCES ANALYSIS
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Low entry barrier for new entrants: Establishing a craft-based business requires 
comparatively low investment. Many aspiring entrepreneurs are able to start their business 
due to the low entry barrier. 

Dominant brands in the market: The local industry is dominated by a few existing renowned 
brands like Aarong and Deshi Dosh. For this reason, marginalised craft people and aspiring 
entrepreneurs face strong competition in the industry. 

Threat of substitutes: Traditional forms of crafted utensils and other items have been 
replaced by other cheaper alternatives such as plastic-based products. This indicates the 
high threat of substitutes in this industry. 

Firm Strategy, 
Structure and Rivalry

The craft industry is 
highly fragmented and 

primarily dominated 
by some specific 

established brands. 
The ecosystem of 
the craft industry is 

not well established; 
hence, many potential 

entrepreneurs and 
craft people are 

demotivated to make 
an entrance into the 

industry. Furthermore, 
the macroeconomic and 
policy environment has 
cultivated an unhealthy 
business environment in 

the craft industry.

Factor 
conditions

Factor conditions are the 
basic inputs to produce 
a product which include 

land, labour, capital, 
physical infrastructure, 
natural resources, and 
scientific knowledge. 
While the geographic 
elements in different 

regions in Bangladesh 
have heavily influenced 
the development of a 

diversified craft portfolio, 
the industry is lagging 
in terms of scientific 

knowledge and physical 
infrastructure due to 
poor coordination.

Demand 
conditions

Demand conditions 
indicate the presence of 
sophisticated customer 

demand. Locally, 
different varieties of 

craft-related products 
can be observed to 

have unequal demand. 
Financially affluent 
consumers demand 

variety, while the 
people living on the 

other spectrum do not 
require such variety 
or sophistication. On 

a global level, there is 
a need for variety and 

sophistication of crafted 
products.

Related supporting 
industries

Bangladesh has 
strong prospects in the 
tourism sector, which 

could serve as a major 
supporting industry for 
the craft industry. Yet, 
there has been little 

to no effort to reap the 
benefits of the same by 
building a strong local 

and global connectivity. 
The absence of linkage 
among the stakeholders 

serves as the main 
challenge here. 

5 FORCES HIGH MODERATE LOW

Bargaining power of suppliers 

Bargaining power of buyers 

Low entry barrier for new entrants 

Dominant brands in the market 

Threat of substitutes 

MICHAEL E. PORTERS’ DIAMOND THEORY OF NATIONAL ADVANTAGE

Figure: Porter’s Five Forces
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The craft sector has a spill over effect on some other important industries including tourism, fashion 
and textiles. Therefore, the Ministry of Textiles, the Ministry of Industry and the Ministry of Culture 
are responsible for different initiatives to support the craft industry. Moreover, craft products being 
environment-friendly directly contribute to the country’s commitment to achieving the UN Sustainable 
Development Goals. As craft is a way of showcasing creative expression, it impacts individual health 
and wellbeing by reducing stress, elevating mood and improving immune systems. 

The players in the handicraft value chain include 
governmental organisations, NGOs, business 
support organisations, and foreign donors. The 
diverse range of handicraft in Bangladesh deal 
with value chains for different products. The value 
chain analysis of the three key raw materials, 
jute, grass and cotton, reflect an overview of the 
overall handicraft sector. 

Firstly, Bangladesh is distinguished for its history 
of jute production and currently holds the position 
of second largest jute producer in the world. In 
the craft sector, two types of products are made 
of jute: (1) traditional low-value-added jute 
goods (e.g., jute bags as a packaging solution 
for commodities) and (2) high-value-added jute-

diversified products (e.g., baskets, shopping bags, 
handicraft, home decor). The Ministry of Textiles 
and Jute along with its centre, Jute Diversification 
Promotion Centre widely promote jute.

Secondly, seagrass (hogla), catkin (kaisa) 
and palm leaves are various grasses that are 
the primary raw materials for baskets, mats 
and shopping bags in Bangladesh. Recycled 
materials (such as old cotton and cotton waste), 
sourced from the Bangladeshi Ready Made 
Garmet/RMG industry, are also increasingly 
being used for these products. People living 
along the riverbanks are mostly responsible for 
harvesting grass and selling them to traders for 
the handicraft manufacturing industry. 

4.4. Craft industry ecosystem, value chain and stakeholder  
  analysis

Figure: Craft Industry Ecosystem
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Many governmental stakeholders in involved 
either in farming and collection of raw materials or 
the manufacture of handicraft. A minimum of six 
ministries have a direct relation to the handicraft 
sector:  the Ministry of Commerce (Export Policy 
Department, Export Promotion Bureau); the 
Ministry of Agriculture; the Ministry of Textiles 
& Jute; the Ministry of Planning; the Ministry of 
Industries; and the Ministry of Local Government, 
Rural Development and Cooperatives. Apart 
from these, the Ministry of Women and Children 
Affairs, the Ministry of Chittagong Hill Tracts 
Affairs and the organisations  under the Ministry 
of Cultural Affairs, namely Bangladesh Shilpakala 
Academy, Bangla Academy, National Museum, 
Folk Arts and Craft Foundation, Copyright Office 
and seven cultural centres for small ethnic groups 
are also linked with the craft industry. The most 
crucial institutions are briefly discussed below. 

Export Promotion Bureau (EPB): As a 
part of the Ministry of Commerce, the Export 
Promotion Bureau (EPB), supports handicraft 
manufacturers at international handicraft 
fairs through promotional activities. It uses its 
network to invite companies to trade fairs and 
can subsidise the exhibition and overhead 
costs. It is, hence, recognised as a valuable 
governmental agency for the handicraft value 
chain.

Bangladesh Rural Development Board: The 
Bangladesh Rural Development Board (BRDB) 
supports around 7 million rural people, of which 
over 80,000 are organised in cooperatives 
and around 65,000 belong to informal farmer 
groups. It also actively plays a role in the 
domestic handicraft market, with its own brand, 
Karupalli.

Thirdly, cotton supply relies predominantly on 
India, as 80% of cotton imports come from the 
country, making cotton a costly raw material. 
Manufacturers, thus, resort to old, recycled cotton 
for a cheaper price.

The following section contains a brief discussion on 
the stakeholders in the craft sector, which involve 
supporting organisations from industry, academic 
institutions, governmental organisations, and 
development partners.

Figure: Craft Industry Stakeholders
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Bangladesh Handloom Board: Under the 
guidance of the Ministry of Textiles and Jute, the 
Bangladesh Handloom Board (BHB) operates 
with a mission to develop, promote and extend 
the handloom sector by establishing backward 
and forward linkages; driving the export of 
handloom products; creating jobs; reducing 
poverty and improving the quality of life of 
handloom weavers.

Bangladesh Small and Cottage Industries 
Corporation (BSCIC): The Bangladesh Small 
and Cottage Industries Corporation (BSCIC), 
a government organisation operating under 
the Ministry of Industries, aims to accelerate 

economic growth through CMSMEs. It has 
training institutes, design centers, and skill 
development centers to provide services to 
entrepreneurs.

JDPC and BJRI: The Jute Diversification 
Promotion Centre (JDPC) under the Ministry 
of Textiles and the Bangladesh Jute Research 
Institute (BJRI) under the Ministry of Agriculture 
aim to support the sustained development of the 
jute economy, through the diversification of jute 
applications. Aside from technical know-how, the 
organisations focus on continued research for 
innovation and product development.

To truly promote the craft sector on both local 
and international levels, the active participation 
of graduates in the sector is important. The 
Faculties of Fine Arts in multiple public and 
private universities in the country have been 
working in this direction. 

The universities that offer Bachelor’s and 
Master’s in Fine Arts include the University of 
Dhaka, Janahagirnagar University, Jagannath 
University, University of Development 
Alternative, University of Rajshahi, University 
of Chittagong, Islamic University, and Sheikh 

Fazilatunnesa Mujib University. The faculties 
typically have departments dedicated to teaching 
drawing and painting, craft, printmaking, 
graphic designing, sculpture, ceramic, etc. 
which are all are directly or indirectly related to 
the craft sector. 

The comprehensive education prepare the 
graduates with holistic perspectives of arts 
and craft, which contribute to the development 
and betterment of the creative economy of 
Bangladesh.

BANGLACRAFT: BANGLACRAFT, a key 
organisation in the handicraft sector, advocates 
for the interests of its members to the 
government, gathers and shares information 
among the members, and organises training 
sessions on product design, development, and 
marketing. However, its capacity seems limited 
in terms of supporting SMEs due to frequent 
management changes, 

ECOTA Fair Trade Forum: The ECOTA Fair 
Trade Forum (EFTF), a body responsible 
for networking and coordinating fair-trade 
handicraft SMEs in Bangladesh, promotes fair-
trade practices to lessen poverty and enhance 

the wellbeing of artisans, who are important 
to the SME supply chain. With 38 members, 
the EFTF reportedly employs approximately 
115,000 artisans.

Dhaka Chamber of Commerce and 
Industries: Being a non-profit trade body, the 
Dhaka Chamber of Commerce and Industries 
(DCCI) serves 4000 members, among which 
85% are SMEs. With its own DCCI Business 
Institute (DBI) consisting of advanced classroom 
facilities, the organisation helps entrepreneurs 
and executives to upgrade their skills and 
knowledge through short and long-term training 
programmes.

UNIVERSITIES

INDUSTRIES
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NGOs and donor organisations: The list of NGOs 
and foreign donors is too large to cover in one study. 
Among the exhaustive number of NGOs, iDE, 
Traidcraft, PUM Netherlands, and Care Bangladesh 
play significant roles in driving the growth of the 
handicraft sector. These NGOs seek partnerships 
with diverse stakeholders to build synergies in the 
execution of their programmes, which are aimed at 
facilitating the creation of a n enabling environment.

National Craft Council of Bangladesh: The 

National Craft Council of Bangladesh (NCCB), 
the apex body of individuals and organisations 
actively engaged in the field of craft research and 
development, is the National Entity Member of the 
World Craft Council (WCC) and the WCC Asia 
Pacific Region. It organises programmes to improve 
and uphold the craft sector. It works to preserving 
the integrity of craft traditions and sustain a livelihood 
for the craft community of the country by combining 
multidisciplinary groups including craft people, 
development workers, researchers, and the media. 

DEVELOPMENT ENTERPRISES

During the pandemic, almost all industries across 
the world suffered to some extent. The global craft 
industry was no exception. Across the South and 
Central American region, approximately 53% of 
craft organisations witnessed a more than 80% fall 
in revenue in 2020 (MERCOSUR et al., forthcoming 
2021). The Bangladeshi local market for handicraft 
faced a hit too. Research revealed that low and mid 
skilled workers and people with routine intensive jobs 
were likely to fall below poverty line due to COVID-19 
shocks. Among the estimated population, 13.4% are 
involved in craft and related trades. 

While the global craft sector struggled and local 
demand fell, the Bangladeshi handicraft export 

sector surprisingly survived through the pandemic. 
It continued to show stable growth in the global 
market with steady demand (Handicraft exports 
untouched by pandemic, 2021). According to 
BANGLACRAFT, the demand for Bangladeshi craft 
in the international market was on the increase 
despite the economic fallout during the pandemic. 
In the initial lockdown phase, BDT 200 crore worth 
of export orders were cancelled. Typically, a big 
chunk of orders is generated through handicraft 
exhibitions in Germany, Italy, the USA, Hong Kong 
and France. These exhibitions could not be held due 
to the pandemic. However, the damage of these lost 
orders was quickly adjusted as online orders started 
coming in.  

While considerable support has been offered to 
jute production and jute-based handicraft, similar 
support is yet to be provided to grass-based and 
cotton-based handicraft by the government. There 
has been some government support allotted for 
cottage industries, handloom weavers, and for 
rural development. The Export Policy 2018-2021 
mentions plans for supporting the handicraft sector to 
a great extent, along with plans to revive the pottery 
sector. The Ministry of Commerce designated jute 
as one of the Highest Priority Sectors. 

Support plan for handicraft and pottery exports: 
Export Policy 2018- 2021

Key highlights include: 

• Steps will be taken to set-up Karupalli [the BRDB 
outlet store for Karupalli-branded handicraft -] in 
different places including Dhaka.

• Commercial production of inputs, such as 
bamboo, cane, coconut, palm, wood, etc. will 
be encouraged with a view to making the raw 
materials of handicraft easily available.

• Export of value-added products made from 
local inputs, such as bamboo, cane, water 
hyacinth, coconut coir, etc. will be encouraged.

• Assistance will be provided for the development 
of design to bring newness and diversity to the 

4.5 Craft Sector in the light of COVID-19

4.6 Policy framework
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production of handicraft products. Steps will 
be taken to establish a design centre under 
the joint initiative of public and private sectors. 
Steps will be taken for the multi- dimensional 
training on export of handicraft.

• Steps will be taken to send marketing 
missions abroad, to organise and participate 
in international trade fairs both at home and 
abroad in order to expand and consolidate 
the market of handicraft products.

• Initiative will be taken to set-up display center 
for handicraft products at Hazrat Shahjalal 
International Airport Port; and necessary 
steps will be taken under the initiative of the 
public and private sectors for the improvement 
of handicraft products.

• Production of traditional potteries in different 
parts of the country and their export will be 
encouraged.

• BSCIC will provide assistance for making 
designs and patterns in order to bring novelty 
and diversity to the production of potteries.

• Steps will be taken in co-operation with the 
Institute of Fine Arts and other organisations 
to organise special trainings for the potters 
aiming at development of the pottery industry.

Apart from these, government also allow several 
financial benefits to the handicraft exporters. 
These include:

• The handicraft industry, in general, has waiver for 
company income tax, which is around 20–25%.

• Handicraft companies receive a subsidy of 
20% of the value of their foreign sales when 
the payment from abroad is being received 
by the Bangladeshi Central Bank.

• The Export Promotion Bureau (EPB) 
promotes Bangladesh by subsidising 50% of 
the exhibition costs – 60% in case of SMEs 
– for selected international trade fairs such 
as the HKDTC in Hong Kong, as well as also 
overhead costs. 

• In addition, handicraft, handloom products 
and diversified jute products are designed as 
Special Development Sectors. 

In early 2016, the Ministry of Industries framed 
a draft of the National Handicraft Industry 
Policy that envisions employment generation by 
stimulating craft trade production and export. 
The policy contains plans regarding necessary 
capacity building training for artisans; however, is 
yet to be finalised and adopted. 

Legal framework: Acts, ordinances and 
policies

To promote and protect the diversity of the wide 
range of cultural expressions, the government 
of Bangladesh has enacted different Acts, 
Ordinances and Policies under the provision of the 
Constitution. The following table includes some of 
the acts and ordinance that are directly or indirectly 
relevant for the cultural heritage and craft:

• Antiquities Act, 1968
• Bangla Academy Ordinance 1978 
• Bangladesh National Museum Ordinance 

1983 
• Bangladesh Shilpakala Academy Act 1989
• Bangladesh Folk Art and Craft Foundation 

Act 1998
• Copyright Act 2000
• Bangladesh National Cultural Policy 2006
• Small Ethnic Groups Cultural Organisation 

Act 2010

According to the Antiquities Act (1968), any 
ancient product of human activity, movable or 
immovable, illustrative of art, architecture, craft, 
custom, literature, morals, politics, religion, 
warfare, science, or any aspect of civilisation or 
culture are considered antiquities. Bangladesh 
Shilpakala Academy Act 1989 ensures activities 
are directed to effectuating the uplift, growth, 
and circulation of national culture and practice in 
accordance with national aspirations and creating 
favorable conditions for their uplift. 

The Bangladesh Folk Art and Craft Foundation Act 
1998 advocates for the preservation of historical 
folk art and craft materials, arranging training 
programmes on arts and craft and setting up a 
folk-art museum in different parts of the country. 
Under Section 15 of the 2000 Act, copyright 
protection is included for original literary works, 
dramatic works, musical works, artistic works, 
cinematograph films, and sound recording. 

Under the Ministry of Cultural Affairs, the 
Bangladesh Folk Art and Craft Foundation month-
long annual folk festivals are held at Sonargaon 
with the participation of various folk artists from 
all over Bangladesh. The major objective of the 
Small Ethnic Groups Cultural Organisation Act 
2010 is to recognise small ethnic groups with 
respect for their separate identity and to protect, 
preserve and promote the cultural expressions 
of small ethnic groups of Bangladesh at local, 
national, and international levels.
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DHAKA

CHATTOGRAM

KHADI 

Since 1948, Khadi has been associated with Cumilla. Khadi, as a fabric, has its history woven into the 
freedom movement in the Indian subcontinent. Moreover, Mahatma Gandhi himself made and wore 
khadi in the form of dhotis. The hand-spun fabric is known for its thickness, an uneven texture, and 
slightly coarse touch.

Cumilla: The land of khadi: Despite being produced in other parts of the country, Comilla became 
a selected spot for khadi production as a large community of Jugi or Debnath lived here, who were 
khadi weavers. For production, cotton is brought from Kushtia, processed in Comilla, distributed to the 
spinners, and finally handed over to weavers who make the final product based on designs. Historically, 
wraps or shawls made from this material were popular during the winter months.  

MUSLIN

Muslin was the favourite garment among the aristocrats of the society and of the emperors of the 
Mughal Empire. Muslin, the textile of the golden past of Bengal, used to be exported to Europe after 
meeting the demands of the subcontinent. The finest muslin cloth could be easily inserted through 
a simple ring. Moreover, even a 50-meter-long muslin fabric could be fitted in a matchbox. With the 
passage of time, muslin traditions were lost from Bengal with its last exhibit in 1850. After 170 years, 
finally in 2021, a six-year project revived this traditional fabric. The fabric is inextricably linked to the 
history and heritage of Bangladesh. This almost-extinct fabric of Dhake has now secured recognition of 
Geographical Indication (GI) as a product of Bangladesh.

Reviving the cloth that passes through a ring: The collaborative effort of the Bangladesh Handloom 
Board, academic institutions, Bangladesh Cotton Development Board (BCDB), Bangladesh Sericulture 
Research and Training Institute, and Bangladesh Textile Mills Corporation has made it possible to 
revive muslin. Starting in 2014, the team spent significant time and effort in search of the ‘phuti karpas’ 
plant, the main elixir of the fabric. They needed a sample of the fabric, which was nowhere to be found. 
Finally, in 2017 the sample was collected from the Victoria and Albert Museum in London, from a saree 
woven in 1710.  

Challenges in bulk production:The cost of each saree made during the revival project was BDT 
3,60,000. It has been estimated that even with commercial production, each piece of muslin saree would 
cost no less than BDT 1 lakh. Skilled manpower and manual yarn production remain the fundamental 
requirements for muslin production. On top of that, the fabric requires certain temperature controls and 
humidifiers to achieve a low moisture environment. The tools and techniques previously used are also 
long lost, while the procedure is delicate and time-consuming.

A way forward: The government has extended its support to the sector and launched a Muslin House 
at Rupganj. Twenty looms are set to start primary production, while Phuti Karpas cotton fibre is to be 
cultivated in different places. Similar to the readymade garment industry, an industry around muslin with 
a well-established supply chain can help the industry flourish lowering the cost of production in the future.
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The average selling price of a yard of thick khadi is BDT 150, whereas it is BDT 200 for thinner khadi. 
Popular fashion houses in the country such as Aarong, Kay Kraft, Aranya, Nipun, and Prabartana have 
been working with khadi for a long time. Khadi cotton and khadi silk are promoted as sustainable local 
fabrics by the designers. However, the khadi industry has been suffering in silence. 

Fake khadi replacing the real craft: Khadi is a traditional textile craft passed from generation to 
generation; most weavers who are still involved in the jobs are doing it to preserve their heritage. 
Over time, the demand for khadi declined as power loom (mechanized loom) and imported products 
started becoming more popular. As income decreased, weavers and spinners also began to change 
their professions. 

One of the major reasons for the industry’s dire situation is the imitation of the fabric done on machines. 
Machine-made fabrics are wrongfully marketed as ‘khadi’, which can be found in Islampur or New 
Market. These are of much lower quality compared to real khadi. Pure khadi is rare in our country, being 
available only in Cumilla and Noakhali. 

As fake khadi floods the market, it is crucial to bring the weavers under a common platform to keep 
the production alive. Consumers buy fake khadi as the prices are low, leading to low demand for pure 
khadi.  The supply of cotton yarn is also low, which calls for a strong focus on R&D in our khadi sector 
to increase its production. 

Light at the end of the tunnel: The ongoing global trend for everything organic can create a surge 
in demand for khadi in the global market. Quality certification for khadi can enable consumers to 
differentiate between fake and real khadi. Technological innovation is imperative as well as the active 
involvement of experts in the khadi sector to revive the sector and increase production.

BARISHAL

HOGLA PATA 

Barishal Division is situated in the south of Bangladesh. The geographical location of this division has a 
crucial role in curating unique craft. Each district of the Barisal division has its unique traditional traits. 
The Jhalokati district’s ganimiya towel has preserved its distinctiveness and history throughout the 
country. The pottery of Madanpur in Patuakhali, Hogla pata craft in Jhalokati and Barguna districts, and 
Shola in Pirojpur district are also noteworthy.

Use of Hogla pata: Hogla pata craft is one of the authentic forms of craft in Barishal. Hogla pata, also 
known as elephant grass, has been used in Barishal for a long time. This particular grass only grows 
in the marshy lands like the river banks of Barishal. By separating the soft leaves, products like cool 
rugs, hand fans, and prayer mats are made. Artists from Jhalakati and Barguna districts are making 
beds, ropes, floor mats, tables, cooking utensils, laundry baskets, paper, trays, fruit baskets, and other 
products with hogla pata and selling them across the country. 

Potential of this craft: One of the main craft using hogla pata is mats. The mats produced by using 
hogla pata has demand all over the country. These mats are mainly used for cutting meats and during 
Eid-ul-Azha, the demand for this product is increased immensely across the country. Around 3,000 
families work to produce mats, and while the craft has been around for a long time, the business often 
earns little profit owing to a lack of product diversity. If a variety of hogla-based commodities were 
produced, this industry could potentially generate Tk 50 crore per year.
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RANGPUR

KHULNA

SHOTORONJI

Rangpur division has a rich history of handicraft. This division is well known for shotoronji. Shotoronji 
has recently been identified as a Geographical Indicator product of Bangladesh. It is essentially a carpet 
that is utilised as both a home décor item and to keep warm during winter, thus both for functional and 
aesthetic purposes. Shotoronji is seen as a symbol of aristocracy in Bangladesh’s northern area. It is 
currently one of Bangladesh’s most popular export handicraft goods, with the country exporting it to 
over 50 nations.

Origin of shotoronji: The origin of shotoronji may be traced back to the Middle Ages, and it is commonly 
described as a product of the Mughal era. The skills are so distinctive that they have been passed down 
through generations of the same weaving family. During British rule, this product gained popularity 
throughout the Indian subcontinent, with prominent exporting destinations including Sri Lanka, Burma, 
Indonesia, Thailand, and Malaysia.  Following India’s partition, this product gradually lost popularity 
and was on the verge of extinction. However, it has seen a substantial increase in the recent several 
decades as a result of Karupanya Limited’s industrial manufacturing, marketing, and exporting.

Current scenario: During the pandemic, the shotoronji industry was severely affected. The rising 
cost of raw materials has made it harder for manufacturers to sustain operations. Moreover, foreign 
orders were cancelled due to the pandemic which lead to immense financial distress for the industry.  
Approximately 50,000 Rangpur residents are employed in the production of shotoranji items, with 95 
percent of them being women. So, economically a large population of this district is dependent on this 
particular industry.

Craft in Khulna: Khulna district is also rich in folk culture and traditional handicraft. Different forms of 
folk culture and handicraft can be noticed. For example, Nakshikantha in Shelabunia has been named 
after a sewing center in a village. There are palm fans, shola toys, bamboo and cane pots, earthenware 
pots, dolls and toys, mats, wooden toys, etc. Recently coconut shell craft have been popularised in this 
division.

The emergence of coconut shell craft: Khalid bin Walid, a young entrepreneur from Chuadanga, 
established a business in the municipality to manufacture handicraft from abandoned coconut shells 
with the goal of producing eco-friendly items. Khalid, a scientist at a Pabna firm, established the “Rodo 
Handicraft” factory in the Chuadanga municipality’s Satgari district in 2018. He buys coconut shells 
from Jashore and Khulna for Tk15 per kilogram to sell as handicraft. Coconut shells are now used to 
make around 250 goods, including bird’s nests, soap boxes, lampshades, salt containers, decorations, 
cutlery, flower vases, boats, pen holders, lamps, kettles, spoons, and cups. Each item ranges in price 
from Tk100 to Tk800, depending on its size and quality. After meeting demand in local marketplaces, 
the handicraft are shipped to many nations in Europe and Asia since they are fully eco-friendly and 
visually appealing.

Potential of this craft: This craft has the potential to gain profitability as well as combat environmental 
pollution.  Every month, products costing Tk40,000-50,000 are sold. This has also resulted in the 
creation of jobs for disadvantaged people.
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RAJSHAHI

SYLHET

SILK 

Rajshahi has a unique and rich culture of arts and craft. Among the craft in Rajshahi, silk plays a 
significant role. Rajshahi silk refers to the silk items made in Rajshahi, Bangladesh. It is well-known for 
being a high-quality fabric used for garments, particularly saris. It was granted Geographical Indication 
status as a Bangladeshi product in 2021.

Brief history: During the British rule of Rajshahi, silk manufacture began. After 1947, the majority of 
silk production was exported to India. Following the Liberation War, silk production was transferred to 
the Bangladesh Sericulture Development Board in 1978. Despite the fact that Rajshahi is the world’s 
silk capital, just two silk firms remain in operation: Sopura and Usha Silk. The Jute and Textile Ministry 
closed two government-owned silk firms on November 30, 2002. At the moment, a few private sericulture 
enterprises are producing silk items in small quantities while contending with high production costs. The 
harsh reality is that a big number of silk enterprises have been converted into auto-rickshaw garages, 
and the workforce have been relocated to another industry. So, for a number of socioeconomic reasons, 
it is not recognised as a well-established industry, and its long-term future is in doubt. 

Current situation: For many years, the silk industry has been on the point of extinction. Silk plays a 
vital role in employment development for marginalised people. However, silk receives less funding than 
other industrial areas such as RMG and accessories. The silk industry in the country was founded by 18 
commercial businesses and 21 government agencies. Currently, the number of governmental agencies 
participating at the national level is approximately ten, but the number of commercial organisations 
participating at both the national and global levels is around seventeen.

Potential of this craft: Because sericulture requires little initial input, a short gestation period, and large 
yields, it has provided several opportunities for this division’s rural and agricultural inhabitants – notably 
the impoverished – to make a sustainable living.  The majority of the people in the area grow silkworm in 
addition to their usual household chores, with aid from the Bangladesh Sericulture Development Board 
(BSDB).   This activity brings unique work prospects to marginal farmers, the landless poor, rural craft 
people, and urban silk fabric manufacturing businesses, and contributes greatly to poverty alleviation.  
Thousands of people are employed in this business, which includes cocoon production, silk reeling, 
spinning, weaving, dyeing, printing, finishing, and trade.

SHITAL PATI

Shital pati, the traditional art of making a handcrafted mat by weaving together strips of a green cane 
(murta), is used by people all over Bangladesh as a sitting mat, bedspread or prayer mat. Balaganj upazila 
of Sylhet has its ties to the origin of Shital pati. It is said that Murshid Quli Khan, Bengal’s first Nawab, 
gifted a Shitalpati to the 17th-century Mughal Emperor Aurangzeb. In 2017, UNESCO inscribed the art of 
weaving Shitalpati on its Representative List of the Intangible Cultural Heritage (ICH) of Humanity. 

A peek at the hundred-year-old craft: The weavers living mostly in the low-lying villages in the greater 
Sylhet region of Bangladesh are the main bearers and practitioners of this handicraft. This is due to 
the heavy growth of murta in the lowlands. However, there are also many Shital pati weavers scattered 
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MYMENSINGH

NAKSHI KANTHA

Nakshi Kantha, a type of embroidered quilt, is a centuries-old Bengali art tradition of the Bengal region. 
Jamalpur district of Mymensingh has been known for its Nakshi Kantha industry for decades. The constant 
up-gradation and popularisation of the industry have helped the industry grow over the years. Jamalpur’s 
Bakshiganj, Dewanganj, Madarganj, Islampur, Melandah and Sadar upazilas are known for production of 
this craft. Among them, Jamalpur city is the most prominent. As the quality of the products is improving 
while keeping the prices relatively low, the demand for Nakshi Kantha is increasing regularly inside and 
outside the country.

Uplifting the industry: Role of NGOs: Behind the success of this industry, NGOs play a crucial role. 
Like most other craft, once Nakshi Kantha too was on the verge of extinction. During the early 80s, BRAC 
initiated commercial and institutional efforts to restore the industry. It was not immediately successful; 
however, BRAC’s continuous research materialised it into reality. They supported Jamalpur villages with 
Nakshi Kantha artisans and helped them to preserve the craft. Furthermore, Unnayan Sangha’s training 
of 1000 rural women led to the establishment of many organisations including Rongdhonu Handicraft, 
Supti, Srijon Mohila Sangstha, Camp, Josna Handicraft, Karu Niloy, Satadal, Pratyay Craft etc.

Nakshi Kantha: The current scene: At present, around 300 companies produce Nakshi Kantha in all 
the upazilas in Jamalpur. Among these, Ayjon, Karu Palli, Raoja Karu Shipa, Karu Nir, Jhinuk, Dolon 

in other regions of the country including Chattogram, Cumilla, Barisal, Tangail, Laxmipur, Faridpur, 
Noakhali, Mymensingh, Jhalokati, Patuakhali, and Khulna regions.

The collection and processing of murta are done by both men and women, with women particularly 
being involved in the weaving process. To make an average-sized Shitalpati, it takes around 15 days, 
and can sell for BDT 1000-1200. Larger ones can take up to two months to craft, with an average 
selling price of BDT 5,000-6000. The mats are known by many names, including Nakshi, Adhali, Siki, 
Nayantara, Taka, Chira, Chira, etc. 

The craft is mainly a generational craft and is a major source of livelihood. Underprivileged communities, 
especially women are empowered through the practice. Sadly, the industry is facing an existential crisis 
due to falling demand, lack of publicity, increased usage of plastic floor coverings, and a steep fall in the 
number of artisans. Above everything, the pandemic has deepened the misery of this industry. 

Lack of publicity crippling the industry: The rise in plastic use in the last few decades is a primary 
factor for the industry’s decline. Artisans in this industry are switching other jobs due to low income. As 
weavers are switching jobs due to declining sales, owners are being forced to drop their businesses as 
well. Previously, the monthly earning was around one lakh taka per month selling Shitalpati before the 
pandemic hit the country, which has now reduced to BDT 30,000-40,000.

Due to the dire situation of the industry, the younger generation is not interested in this profession while 
the veterans are unable to continue the craft. The National Museum reported that about 4000 families 
from 100 villages of Sylhet Division were previously engaged in the industry and this has now reduced 
to 1000 families. 

Some exporters are doing good and identify the main problem behind the local industry’s miserable 
state to be the lack of marketing publicity. The SME Fair in Dhaka creates market opportunities for 
industry players through the SME Foundation’s online-offline campaigns. The Shital pati industry may 
turn around again with more publicity and financial incentives from the government.
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champa, Bunan, Suchika, Onika, Torongo, Mamim, Mim, Deepto Kutir, etc are noteworthy. About 75,000 
males and females in Jamalpur are involved in the industry. Local entrepreneurs mostly distribute their 
products through middlemen. Another supply chain model of this industry is the direct supply of goods 
from Jamalpur to various fashion brands or showrooms in various districts

Local and global market: Nakshi Kantha produced in Jamalpur is distributed in Dhaka, Chittagong, 
Rajshahi, Comilla, Sylhet, Barisal, Mymensingh, Narayanganj, and the district towns of the country. 
Moreover, the products are also being exported to various countries in Europe, North America, the Middle 
East and Asia. The popular products of this industry are Nakshi Kantha, wall mats, bed covers, three 
pierce, cushion covers, pillow covers, TV covers, flat cushions, mobile bags, cloaks, shawl sheets, etc. 
The average price of Nakshi Kantha products ranges from BDT 25-10,000. 

While the industry has come a long way, there is enormous scope for it to grow with the right support from 
both private and public sectors. The Sheikh Hasina Nakshi Palli Jamalpur project was undertaken in 2018 
but has seen only limited progress as yet. 

CRAFT INDUSTRY AND THE INDIGENOUS 
CRAFT COMMUNITY OF BANGLADESH

The craft industry of indigenous community in Bangladesh is very rich. The use of these products encompasses 
their everyday lives. Each indigenous community has its own distinct traditional clothing or costume, for 
example, the traditional dress of the Chakma community is known as “Pinon-Hadi”. Moreover, indigenous 
women adorn various ornaments which are hand-made, for example, Mro women traditionally wear neckless 
known as “Kengongr”. Jum Cultivation among the indigenous communities have been prominent since 
historical times. The baskets they use to plant or lift the crops of this cultivation are typically made of Bamboo.

As a result, handicraft products, such as the bamboo baskets, are closely intertwined in the lives of indigenous 
people. But recently, the rising popularity of the use of plastic products has led to indigenous people creating 
and using their handicraft products to a lesser degree. 

To increase the use of such craft products, the Government needs to provide incentives to the entrepreneurs 
who are involved in the handicraft business because indigenous people are mostly craftmen who produce 
their traditional clothes or handicraft product only as a means of their craftmanship and to preserve their 
tradition, not technically for business. As a result, such entrepreneurs and their businesses are creating more 
products that are made by power loom or of plastic, instead of being handmade which is in contradiction to 
these products being labelled as craft since craft products require a handmade aspect to them. Also, there is 
no specific market system for their traditional products. So, the government needs to take immediate steps for 
marketing the traditional hand-made products of the indigenous community. The following steps can be taken:

• Create a market system for the handicraft products of the indigenous community.

• Provide incentives for the entrepreneurs in the indigenous community who are involved in the handicraft 
business.

• Arrange exhibition of their products in the local and international markets.

Make a digital archive for indigenous communities’ textiles and handicraft products.
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Based on the desk research, focus group discussions (FGDs), interviews, and stakeholder discussions 
with the representatives of the ecosystem players of craft industry in Bangladesh, this report finds the 
following:

Absence of a nationwide approach: Absence of craft mapping makes it difficult to 
understand the features of the craft industry as a whole. The lack of a real-time cluster-wise 
database as well as of market assessment studies at the national level generate ambiguity 
regarding the present state of the industry.

Lack of policy support: The findings from conducted interviews with craft people and 
entrepreneurs indicate that the government does not support the craft people to their 
expectations. The industrial policy of Bangladesh does not identify craft as a separate 
industry. Back in 2015, the government took an initiative to make the National Handicraft 
Industry Policy. That policy is yet to be finalised by the government. Even though there 
are many policies being drafted and aimed at revitalising the craft industry, there is little 
to no effort to implement those policies. Marginalised craft people do not have access to 
available information regarding the government’s policies to support this industry.

Lack of financial support: Even though craft-related businesses do not require a significant 
amount of investment, there is little or no financial support for starting and pursuing such 
businesses. The lack of access to proper financial support is impeding the growth of the 
industry. From conducted interviews, the need for proper financial support has become 
clearer. Financial institutions should play a key role in this regard.

Unfair pricing: The craft industry is dominated by some specific organisations like Aarong 
and Deshi Dosh. For this reason, craft people from marginalised areas face immense 
pressure to sell their products to their affluent counterparts/ organisations at lower prices. 
Thus, the majority of small businesses and craft people have to face unfair pricing for their 
crafted items. 

Lack of coordination between craft people and consumers: The local or marginalised 
craft people usually sell their products to big organisations like Aarong. They do not have 
the opportunity to connect with the consumers directly. This creates a communication gap 
between the consumers and the craft people. 

Lack of private sector support: Due to the lack of strong focus from the government 
on the craft industry, the commercialisation of craft is controlled by a few private sector 
players. There is limited scope for market linkage between large market players and 
cottage industries. When dealing with market leaders, craft people have little to no control 
over their creative efforts, which indicates a violation of their artistic integrity. This makes 
the growth of the industry stagnant, creating an unwelcoming business environment for 
young entrepreneurs. 

Supply chain obstacles: For textile handicraft, import dependence on raw material is 
a crucial challenge, leading to a higher cost of production. Lack of design and technical 
support also make the industry growth stationary. Lack of coordination among all supply 
chain players has resulted in fragmentation. The absence of an integrated and easily 
accessible marketplace has made it much more difficult to establish a level playing field for 
small ventures in the local craft industry.

Insufficient role of academia: The pedagogy in craft institutions seems to be lacking in 
terms of global industry standards. Craft graduates remain highly demotivated about their 
career prospects due to a lack of opportunities relevant to their field and end up diverting to 
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other career options. Moreover, academic institutions have little emphasis on establishing 
networks with the private sector and foreign institutions, which would prepare the graduates 
better job prospects.  

Socio-cultural challenges: Generational craftmanship is being discouraged by families 
as the industry deems to be lacking prospects. A major portion of the craft people belong to 
marginal and indigenous communities. Migratory tendencies of these communities are on 
increase due to the lack of financial support and insufficient social security policies, which 
adds to the growing challenge of intergenerational transfer of craft knowledge.

Linkage gaps: Lack of coordination between the cottage industry and private sector as 
well as inadequate support programmes, training initiatives and incentives obstruct the 
growth of the industry. Moreover, the unstructured nature of this largely informal industry 
has fostered the development of unfair competition in the urban craft sector.

Missing contact points: Lack of coordination among ministries and ambiguity among 
stakeholders about their roles and responsibilities have made the industry growth stagnant. 
The absence of governing bodies in districts and sub-districts further blocks inclusivity. As 
a result, large brands tend to dominate small craft business owners. Artistic collaboration 
is discouraged as designs are provided by the large brands, which seem to be mostly 
imported from India leading to the crippling of creative expressions of craft people at large. 

Internationalization: Craft people remain excluded from the formal economy due to lack 
of proper education and knowledge. Stakeholders thus remain unaware of the existence of 
industry prospects. The absence of market intelligence, little efforts in export diversification, 
and lack of focus on design development make the industry suffer further. 

Generational gap: Generational learning is crucial to the preservation of craft knowledge. 
This has emerged as a challenge. Migratory tendencies among marginal and indigenous 
communities add to the loss of generational craft knowledge. Social stigma regarding 
employment in this field demotivates youth. Furthermore, a lack of concern regarding 
responsible consumption among the public hampers growth.   

Technology adoption: Poor exposure to new technologies reduces the capacities 
of artisans. Disruptive adaptation of technologies (powerloom) poses a threat to the 
handloom industry. Plastic products are increasingly used as handicraft substitutes. 
Technological adoption and lifestyle changes play a big role in shifting consumer trends. 
Products made with authentic craftmanship naturally lead to a higher cost of production; 
therefore, affordability remains limited to a niche market consisting of the upper-middle 
class of society. Mass consumers opt for budget-friendly craft products that are made using 
advanced machine technologies and lack the true essence of craft. This remains a big 
challenge in scaling up the craft industry.

Honour and incentives: Craft people lack proper respect and dignity in society. This 
profession needs both healthy wages and dignity to flourish. If they get proper respect 
for their works and financial support, then it will encourage craft people to hold on to this 
profession with pride and ensure the passing on of the legacy to the next generation.
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Craft industries, with its heritage, legacy and customs gives people a sense of identify and ownership, 
promote the country’s reputation, uniqueness, and development journey to the international community, 
and is a sustainable source of income for aspirant entrepreneurs. Sustainable growth and development 
of the industries requires development of pragmatic yet visionary strategies and their effective 
implementation. 

While developing strategies, focusing on 4Ps level of intervention i.e. Development of capacity of 
Person; Sensitization and awareness session through Programmes; Conducting impact oriented 
applied research and developing effective Policy papers; and Establishment of Platforms with relevant 
stakeholders can play an important role. Role and responsibilities of the stakeholders including 
Government, Universities, Industries, Development Enterprises and others (GUIDE) are crucial here, 
and needs to be developed, clarified, shared and owned. 

We would like to present the following recommendations, based on our research which follows the 
4Ps intervention and highlights the roles of different stakeholders. A more detailed analysis and 
implementation framework can be developed in future. 

GOVERNMENT

1. Training and incentives: Efforts are needed to improve overall market intelligence to boost this 
sector. Training and incentives should be emphasised to encourage entrepreneurial participation 
in the sector. Potential entrepreneurs lack training and proper knowledge to start their business; 
business skills are critical to reach local and global markets.

2. Design development: This aspect needs strong focus to enhance the aesthetic appeal of the 
craftmanship. Design development can help promote craft in the local and global markets. 

3. Specific product-based subsidy: Government can take steps to revitalise the craft industry 
by giving specific product-based subsidies. For example, craft like jamdani require a significant 
amount of investment. Further, there is need for research to make this craft more sophisticated and 
versatile. Subsidies can incentivise craft people and entrepreneurs to enter the sector. 

UNIVERSITY

1. Updating the curriculum: The curriculum of the craft sector seems quite detached from real-
life implications. Courses are not designed in a way to secure employment in the competitive job 
market. The pedagogy in craft educational institutions must be updated as per global and local 
industry standards. 

2. Increasing research orientation: There is little to no scope for industry-academia collaborative 
research in the craft education system. Internships are also neglected. Hence, research orientation 
needs to be increased to make craft graduates aware of their career prospects and allow them to 
find opportunities relevant to their field.

PERSON LEVEL INTERVENTION:
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1. Introducing new technologies: In our country, small craft businesses depend on each other 
and are closely knitted. Even though new technologies can be beneficial to craft people, many 
small craft businesses tend to become obsolete due to sudden shifts in technology. Therefore, 
new technologies should be implemented in such a way that they support, not impede, existing 
businesses in the craft industry.

2. Offering internship opportunities to students: Students always look for opportunities where they 
can use their academic knowledge. Industry can offer different part time and full-time internship 
opportunities to these students to introduce them to the industry.

DEVELOPMENT ENTERPRISES

1. Knowledge sharing through raining and workshop: Educating modern consumers about 
sustainable, ethical and holistic craft business is a demand of time where development partners 
can take a lead role in partnership with the local; stakeholder groups. 

GOVERNMENT

1. Creating awareness: The traditional forms of craft making and crafted products have been replaced 
by new technologies and substitute products. Wooden furniture has been replaced by plastic 
furniture, which is a cheaper option. However, this imposes a negative effect on the sustainability 
of the environment. Introducing sustainable methods of craft making can be beneficial in this 
regard and the government must play a leading role here. Government must introduce awareness 
programmes across the nation and also place emphasis on the creation of sustainable craft. 

2. District-based artist acknowledgement campaigns:  Government could initiate yearlong 
programmes to acknowledge artists of different craft products in the country’s 64 districts. This will 
help creating a solid artist database throughout the country. 

UNIVERSITY

1. Arranging fairs and product showcases:  Universities can arrange different fairs to showcase 
craft products. Such programmes will introduce craft traditions to the next generation and to potential 
customers from different parts of society. 

INDUSTRY

1. Export diversification: Bangladesh is highly dependent on the readymade garments sector. To 
expand exports and endure the impact of the Covid-19 pandemic, Bangladesh must methodically 
search for new markets. The craft industry could be an answer to this problem. Industry stakeholders 
must find ways to access the markets in Russia, Japan, Poland, Romania, Bulgaria, Brazil, Mexico, 
Argentina, South Africa, Malaysia, Indonesia, China, Turkey, India, China, and the Commonwealth 
of Independent States (CIS) and offer inventive, sophisticated crafted products to these markets. 

PROGRAMME LEVEL INTERVENTION:
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GOVERNMENT

1. Well devised policies and clarity among ministries: Draft policies needs to be revised and 
finalised to boost exports and provide access to proper financial support for the craft sector. Also, 
clarity is needed among ministries (covering cultural, tourism, industry) about their roles and 
responsibilities. Further, adequate support programmes and training initiatives should be extended 
to the sector.  

2. Proper definition of the industry: The craft industry is not well defined and so there is a lack of 
clarity in devising proper policies for the same. Moreover, existing policies are not implemented in 
a proper way. The government must set specific industry-based parameters and define the nature 
of the industry in such a way that existing policies and emerging policies can cater to the growth of 
the industry. 

3. Nationwide mapping: Absence of craft mapping makes it difficult to understand the features of the 
national craft industry. The government should think about a real-time cluster-wise database and 
market assessment study. 

4. Roadmap for Craft Industry: prepare Craft Industry Roadmap highlighting the vision, targets, 
stakeholders, and their roles and responsibilities aligning with a specific timeframe.

UNIVERSITIES

1. Arrange social dialogues: University can arrange social dialogues where all the stakeholder 
body of craft industry gather and raise their concerns from time to time, towards impacting policy 
development.

INDUSTRY

1. Raising concerns and complying with government policy: The sector has to raise its concerns for 
proper policy formulation and execution. The sector’s united voice should be heard by policy makers. 
Industry also must comply with national policies and thus help government authority and others.

DEVELOPMENT ENTERPRISES 

1. Financing for capacity building:  Development partners can provide funds facility for capacity 
building programs of craftmen. In this regard, they can also initiate different pilot projects with 
stakeholder groups. 

2. Advocacy projects: Undertake development projects to advocate the importance, provide training, 
undertake research and organize dialogues and other policy seminars

3. Media’s role in promoting craft industries: Media should regularly report on the stories, journey, 
challenges and opportunities prevailing in the sector and present stakeholders’ insights and 
opinions to sensitize the importance and help to formulate effective policy and their successful 
implementation. 

POLICY LEVEL INTERVENTION:
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1. Effective partnership and advocacy to influence policies: Development partners through their effective 
partnership with government and other private bodies can have an influential role in policy level.

GOVERNMENT

1. Connecting craft people with e-commerce and online platforms: The pandemic has affected 
the craft industry tremendously. There was no strong online platform for craft people to connect 
directly with the customers during the pandemic. Only a few city-based craft-related businesses 
have prominent presence on social media. The majority of the marginalised craft people do not 
have any access to online platforms and social media. These craft people often sell their products 
to established businesses at a low price. To mitigate this problem, an e-commerce platform can 
be established. Such e-commerce platforms will help marginalised craft people connect with the 
targeted audience and enable them to receive the right price for their hard work. Government should 
take the key responsibility in this regard and should work on creating a database of craft people 
across the nation. This database can be an important tool to connect the artisans to customers 
through e-commerce platforms. 

2. Establishment of a commission: A commission, with representation from government, industry 
and academia, could be formed to monitor the activities of public bodies involved in the craft industry.

UNIVERSITY

1. Fostering network building: Academic institutions need to emphasise establishing networks 
with the private sector and foreign institutions, which will prepare students to explore sustainable 
careers. Empowering craft graduates will provide them with the necessary opportunities to unleash 
their potential and use their skills to uplift the local craft industry. 

INDUSTRY

1. Linkages and research: Industry has to build linkages with the university system and focus on 
research and development (R&D) to booster the growth of craft industry. 

DEVELOPMENT ENTERPRISES

1. Partnering with Public and Private entities: Development partners should work hand-in-hand 
with public and private sectors toward building a strong craft industry ecosystem. Instead of working 
from the only back-end, development organisations should focus on working at the front-end to help 
develop consumers and markets. Through multistakeholder collaborations, building an interface 
with global communities and markets will become possible. 

PLATFORM LEVEL INTERVENTION:
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PARTICIPANTS: 

Stakeholder Discussions on “Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh”

1. Shahid Hussain Shamim, Vice President, BanglaCraft 
2. Saifur Rahman, General Secretary, National Craft Council of Bangladesh 
3. Emdad Hoque, Fashion Designer, Founder of Medha, Vice President of FDCB
4. Mr. Zaki Uz Zaman, Country Representative, UNIDO 
5. Nusrat Mahmud, Co-Founder, Bureau_555
6. Nahin Idris, Head of Art, British Council
7. Dr. AFM Amir Hussain, Deputy Secretary, Ministry of Industries (MoI), Government of the People’s 

Republic of Bangladesh
8. Ms. Shayla Rafiq, Programme Officer, BNCU
9. Farhana Ferdousi, Chairman, Department of Craft, University of Dhaka 
10. Ms. Kohinoor Yeasmin, CEO, TARANGO
11. Hosne Ara, Owner of Hosne Ara Nakshi Kantha Karushilpo
12. Md. Abu Taher, Proprietor, Sarnolota Jamdani Kuthir 
13. Rafikul Islam, Wood Carving Craftmen 

Focused Group Discussions (FGDs)
FGDs with stakeholders from Government, University, Industry, Development Enterprises: 

1. Mr. Samsul Alam Azad, Principal, Art College, Narayanganj 
2. Shahid Hussain Shamim, Vice President, Bangla Craft
3. Md. Jahid Iqbal, Joint Director, Bangladesh Bank
4. Mr.Uday Shongkor, Associate Professor, Rajshahi University 
5. Shawon Akand, Owner, Jothashilpo
6. Md. Moazzem Hossen, Survey Researcher, (Pilot Craftmen Survey-2022 conducted by Bangladesh 

Folk Art & Craft Foundation, Sonargaon) 
7. Md. Mainul Islam, Survey Researcher, (Pilot Craftmen Survey-2022 conducted by Bangladesh Folk 

Art & Craft Foundation, Sonargaon) 
8. Naboraj Roy, Survey Researcher, (Pilot Craftmen Survey-2022 conducted by Bangladesh Folk Art 

& Craft Foundation, Sonargaon) 
9. Dollar Mia, Survey Researcher, (Pilot Craftmen Survey-2022 conducted by Bangladesh Folk Art & 

Craft Foundation, Sonargaon) 
10. Mahfuz Shakir, Art Director, Trimatric Design Studio 

FGDs with students Faculty of Fine Arts, University of Dhaka

11. Md. Zabir, Student, Department of Craft
12. Sovon Kumar Dali, Student, Department of Craft
13. Sumaya Shanta, Student, Department of Printmaking
14. Jannatul Ferdous Dristy, Student, Department of Printmaking
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15. Md. Mostak Ahamed Rifat, Student, Department of Printmaking
16. Shimanto Ghosh, Student, Department of Drawing and Painting
17. Sabita Sultana Akhi, Student, Department of Ceramic
18. Esteaq Hosen, Student, Department of Oriental Art
19. Sadia Afrose Piya, Student, Department of Ceramic
20. S.M Rahim Robi, Student, Department of Drawing and Painting
21. Vanramlom Bawm, Student, Department of Printmaking
22. Abu-Al-Naeem, Student, Department of Printmaking
23. Md. Al-Amin Islam, Student, Department of Craft
24. Sumit Sen, Student, Department of Sculpture
25. Fuad Hasan, Student, Department of Drawing and painting

Interviews:

1. Professor Mr. Nisar Hosain, Dean, Faculty of Fine Arts, University of Dhaka   
2. Chandra Shekhar Shaha, Executive member, National Craft Council of Bangladesh
3. Saifur Rahman, General Secretary, National Craft Council of Bangladesh 
4. Bilu Kabir, Writer
5. Shah Jalal, Secretary of Bangla craft
6. Rahat Uddin Billah, Chief Designer, BSCIC
7. Nusrat Mow, Owner of Beshardho
8. Md. Zakir Hossain, Trainer of Department of Craft, University of Dhaka
9. Mumtahina Binte Sultan, Founder of ‘মমমমমমম: Modhu-Makha’
10. Tenzing Chakma, Founder of Sozpodor Indigenous Textile, Rangamati
11. Mrs. Tuly, Inspector, Jute Diversification Promotion Centre
12. Rabiul Islam, Deputy Director, Bangladesh Folk Art and Craft Foundation
13. Ahmed Ullah, Director General, Bangladesh Folk Art and Craft Foundation

Visits:

1. Bangladesh Folk Art and Craft Foundation, Sonargaon
2. Design Centre, Bangladesh and Small and Cottage Industries Corporation (BSCIC)
3. Bangladesh Handicraft Manufacturers and Exporters Association- BanglaCraft
4. Brihatta Art Foundation
5. Sonargaon Jamdani Palli

Seminars/Workshops (Attended by ICE Team) 

1. Design Development workshop organized by the department of Craft, University of Dhaka
2. Seminar organised by Bureau 555 
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UNESCO Dhaka Office

1. Ms. Kizzy Tahnin, Programme Officer, Culture, UNESCO
2. Tasnima Ahmod, Junior Consultant, UNESCO Dhaka Office
3. Anupama, Sekhar, Member, UNESCO Expert Facility, 2005 Convention on the Protection and 

Promotion of the Diversity of Cultural Expressions

ICE Center, University of Dhaka

1. Md. Rashedur Rahman, Team Leader, Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh Project and Executive Director, ICE Center, University of Dhaka

2. Jubely Khanom, Research Assistant, Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh Project, ICE Center, University of Dhaka

3. Mehnaz Sadeque, Research Assistant, Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh Project, ICE Center, University of Dhaka

4. Nur Alam Siddiki, Project Assistant, Pilot Creative and Culture Industry (CCI) Mapping of Bangladesh 
Project, ICE Center, University of Dhaka

5. Shagatom Chakma, Intern, Pilot Creative and Culture Industry (CCI) Mapping of Bangladesh 
Project, ICE Center, University of Dhaka

6. Marwa Kazi Mohammed, Contributor, Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh Project, ICE Center, University of Dhaka

7. Ishrat Jahan Holy, Contributor, Pilot Creative and Culture Industry (CCI) Mapping of Bangladesh 
Project, ICE Center, University of Dhaka

8. Tasfia Tasnim Revu, Contributor, Pilot Creative and Culture Industry (CCI) Mapping of Bangladesh 
Project, ICE Center, University of Dhaka

9. Mumtahina Binte Sultan, Contributor, Pilot Creative and Culture Industry (CCI) Mapping of 
Bangladesh Project, ICE Center, University of Dhaka
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PHOTO GALLERY

STAKEHOLDER DISCUSSION

Consultation meeting with Mr 
Chandra Shekhar Saha

Consultation meeting with the 
stakeholders from Craft Industry

Consultation meeting with the 
stakeholders from Craft Industry 
(Nusrat Mahmud, Gabrielle Shiner-
Hill (Co founder of bureau 555), 
owner of Tanisha Jamdani, Nilkamal 
Basak (Entrepreneur of Indigenous 
looms)

Consultation meeting with Mr. 
Rabiul Hasan, Director General of 
Bangladesh Folk Arts and Crafts 
Foundation
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Development partners and craftsmen 
at the sharing session

Ms. Kizzy Tahnin, Programme 
Officer for Culture, UNESCO Dhaka 
Office and Mr. Rashedur Rahman, 
Executive Director, ICE Center 
moderating the sharing session

SHARING SESSION

UNESCO, craft industry stakeholders, development partners and craftsmen at the sharing session
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SHARING SESSION

Craft industry stakeholders at the sharing session

Craftsmen discussing at the sharing 
session
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To ensure the ownership & sustainability of the project, UNESCO Dhaka Office worked directly with 
partners and stakeholders, which have been instrumental to the success of the project activities. Donor 
& national partner are included: 

DONOR

SIDA
UNESCO implements, with the funding from the Swedish International 
Development Agency (Sida), the project “Reshaping cultural policies 
for the promotion of fundamental freedoms and the diversity of cultural 
expressions” (hereafter “UNESCO-Sida II project”). 

This project responds to the expressed needs of Parties to the 2005 
Convention seeking support to strengthen the human and institutional 
capacities of governmental and civil society actors in order to monitor 
and report on policies and measures that protect and promote the 
diversity of cultural expressions. 

PROJECT PARTNER

ICE Center, University of Dhaka:
The Innovation, Creativity, and Entrepreneurship (ICE) Center of the 
University of Dhaka was established on September 10, 2018 with a 
vision to be the leading architect towards building an innovation-driven 
entrepreneurial Bangladesh. 

The Center focuses on 4Ps (Persons, Programs, Policy and Platforms). 
The specific intervening areas of the center are: (1) Person: Developing 
Innovation Driven Entrepreneurs (IDEs) in Bangladesh; (2) Programs: 
Enabling an effective innovation, creativity and entrepreneurship (ICE) 
ecosystem through advocacy and awareness programs; (3) Policy: 
Conducting research and developing policy briefs and working papers, 
and (4) Platform: enable an interdisciplinary platform of relevant 
stakeholders to share and disseminate knowledge, best practices and 
take collective.

DONOR & PROJECT PARTNER
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