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Bangladesh is a country deeply rooted in rich 
traditions of both classical and folk music. Music 
traditions exist not only in the Bangla language but 
in other indigenous languages such as Chakma, 
Marma and Hajong as well. During important 
historical struggles such as 1952 or 1971, patriotic 
songs also emerged as a popular genre. With the 
advent of globalisation in the 1980s and 1990s, 
the rise of metal and rock bands changed the 
musical landscape in the country considerably. 

Within this context, as a successful outcome 
of SIDA funded project, “Reshaping Cultural 
Policies”, UNESCO Dhaka Office carried out a 
pilot mapping on Music 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 music 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.

The arrival of the digital revolution removed 
traditional gatekeepers such as venues and 
production companies to some extent as it 
connected the artist directly to audiences. Many 
artists turned producers to take advantage of 
digital. However, Bangladesh has not been 
able to fully embrace fast digital transformation 
owing to problems such as the lack of digital 
infrastructure as well as piracy, as there is little 
or no enforcement of the Copyright Act of 2000. 
This has left artists in a precarious situation with 
little income stability as there are nearly non-
existent royalties. They are therefore left to still 
rely on live shows for survival. Even in the live 
performance sector, problems persist such as 
lack of venues for newer and more independent 
artists or expensive venues. In this context, the 
need for facilitating organisations to collect and 
distribute music revenues to stakeholders is 
critical to harness the digital transformation in the 
music sector. Among those working in traditional 
music, there is still some resistance to embracing 

technology, while easy and cheap digital access 
also remains a challenge in many parts of the 
country.

The preservation of artists’ rights and protection of 
copyright has been a major issue in the industry 
for a long time. This has resulted in many artists 
facing precarious working conditions with unstable 
jobs, low pay, unfair pay and lack to access to 
social protections. These insecurities regarding 
their livelihood and financial stability have led to 
a situation where most artists cannot consider 
music as a full-time profession to invest in. 
There is also a serious lack of awareness among 
musicians about their legal rights. Education and 
training require to be updated to contemporary 
realities. Further, access to music education 
needs to be widened to ensure aspirants from all 
sectors of society are able to access it. 

The Bangladeshi music sector today comprises of 
six key components in its ecosystem: musicians, 
recording studios, sound system firms, venues 
for live performances, production companies, 
musical education institutes and patrons. 
However, the music sector suffers from the lack 
of a proper structure. Much of the sector operates 
in the informal economy. Government should 
support the formalisation of the sector to provide 
professional recognition to artists and industry 
status to the sector. Further, sustainable links 
and dialogue among the various stakeholders 
is absent. This not only affects the local 
development of the sector but limits its ability to 
shine internationally as well. This lack of synergy 
has resulted in some hostility as well. However, 
the sector is beginning to address these issues 
proactively. Musicians and other players in the 
sector are beginning to self-organise to access 
better pay and benefits as well as to harness the 
digital revolution to their advantage. Interesting 
examples in this regard include the Singers 
Association of Bangladesh, the Music Alliance 
Bangladesh and the Bangladesh Musical Bands’ 
Association to name a few. Another interesting 
example is the coming together of lyricists, 
composers, and vocalists through the Sangeet 
Oikya Bangladesh in July 2021 which has 
developed a 17-point programme to address the 
challenges in the sector. 

The music sector is concentrated in the capital, 
Dhaka, with limited possibilities around the 

EXECUTIVE SUMMARY 
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country. Further, buyers and audiences appear 
to prefer “safe” genres such as pop, rock, 
traditional band music, etc. Experimental music 
is largely underground with a niche demand. 
At the same time, there is an urgent need to 
preserve the country’s musical heritage. This 
calls for more collaboration between the two 
schools of thought, traditionalists who would 
like to preserve classical and folk traditions and 
those who would like to experiment with fusion. 

There is also a lack of comprehensive and 
updated national data on the music industry in 
Bangladesh. This needs to be addressed as 
data and analysis are crucial for policymaking. 

Importantly, there is a deeply rooted social stigma 
around artists who pursue music professionally. 
The low socio-economic status of professional 
artists needs to be addressed. 

The Constitution of Bangladesh calls for the 
State to adopt measures to conserve the cultural 
traditions and heritage of the people, and so 
to foster and improve the national language, 
literature, and the arts so that all sections of the 
people are afforded the opportunity to contribute 
towards and to participate in the enrichment 
of the national culture. Yet, public funding and 
support for the music sector remains limited.  
The Ministry of Cultural Affairs (MOCA) provides 
the framework for the overall cultural policy in 
the country; it sets the objectives, financial 
frameworks, subsidy arrangements, and 
organisational structures that form the basis 
of cultural policy in Bangladesh. The National 

Cultural Policy was introduced in 2006 and 
implemented through 17 institutions under 
MOCA, as well as in coordination with other 
ministries. The Shilpakala Academy remains 
a key public institution for the promotion of the 
arts, including music. 

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: 

• Invest in human capital through accessible 
initial and continual training 

• Improve budget allocation for the music 
sector, including during emergencies such as 
the pandemic 

• Strengthen copyright laws and their 
implementation: the government should 
ideally be seen as a patron of the intellectual 
rights of all creative artists. 

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

• Undertake national mapping of music industry 
for up-to-date data, the stakeholders involved 
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and their journeys, challenges and business 
opportunities, and develop a roadmap for the 
sector

• Support formalisation of the sector through 
industry status, sustainable digital business 
models and better pay scales for artists 

• Widen infrastructure and policy support to 
grow the music sector beyond Dhaka 

Universities are called on to: 

• Help professionalise the sector (by updating 
the music curriculum; providing training 
for commercialization and entrepreneurial 
initiatives along with artistic training; exposing 
students to the realities of work in the sector 
and organize various competition)

• Improve research and development activities 
on musical heritage, history and legacy

• Organize dialogue between the academia, 
music sector, policymakers and others 

• Build stronger links with the sector, linking 
education and the industry  

The industry in the music sector should focus on: 

• National platform to build better links and 
synergies among various stakeholders within 
the sector 

• Setting standards for fair fees, give recognition 
of all stakeholders, and ensure transparency 
and fairness 

• Ensuring that all players in the sector 
comply with government policy, and 
provide leadership in copyrights and others 
compliance and governance issues

• Harnessing digital technology through viable 
business models

• Supporting the widening of the sector outside 
Dhaka and provide leadership

• Allocate funds for research, training and 
advocacy in the music sector

• Collaborating with universities to help 
students and faculties to understand how the 
sector works

Other partners such as development enterprises, 
and media are called on to: 

• Improve awareness on the role and value of 
art and artists for society in order to improve 
their social and economic status 

• 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

• 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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The last few decades have seen a rise 
in interest in the international cultural 
and creative sectors. UNESCO defines 
cultural and creative industries as 
"sectors of organized activity whose 

principal purpose is the production or reproduction, 
promotion, distribution and/or commercialization of 
goods, services and activities of a cultural, artistic 
or heritage-related nature," according to World 
Intellectual Property Organization (WIPO) (2003).

The National Industrial Policy of Bangladesh, published 
in 2016, defines the creative industries as those that 
make aesthetic and creative products using current 
technology, innovative talent, and creative abilities. As 
an example, consider the following fields: advertising, 
architecture, art & antiques, design, fashion design, 
cinema & video, etc. The 2005 Convention on the 
Protection and Promotion of the Diversity of Cultural 
Expressions by the United Nations Educational, 
Scientific and Cultural Organization (UNESCO) states 
that "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 a financial 
standpoint, the creative industries have consistently 
increased their contribution to GDP growth. According 
to studies, the creative economy is one of the parts of 
the global economy that is expanding the quickest. It is 
changing how people get jobs, how they make money, 
and how they export goods. UNESCO estimates that 
although employing 6.2 percent of the world's active 
population, the cultural and creative sectors provide 
3.1 percent of the world economy (UNESCO, 2021). 
In addition, exports of cultural products and services 
increased in value by a factor of two between 2005 
and 2019, totalling USD 389.1 billion. The fact that 6.7 
percent of the estimated 51.2 million LinkedIn users 
worldwide as of January 2021 self-identified as working 
in the cultural and creative sectors is further evidence 
of the industry's expanding appeal on a global scale.

Although the culture and creative industries (CCI) 
strive for inclusivity, studies demonstrate that the 
growth process is hampered by a number of reasons, 
including gender disparity, wealth inequality, and 
geographical variations. In the past, developed 
economies were seen to have profited economically 
the most from their creative industries. The most 
recent developments, however, suggest a wave of 
transformation as it is projected that the cultural and 
creative sectors would bring economic benefits to 
developing nations. The phrase "cultural mapping" 
is used to describe the process of identifying 
untapped economic potential in underdeveloped 
places as a result of this inequity. Cultural mapping 

does not follow any universal framework because 
its overarching objective continues to be to promote 
change that centers on the participation and action 
of communities. Keeping the goal of sustainable 
development at its center, the UNESCO concept 
of cultural mapping mixes ideas and generates 
guidelines for a cultural policy. With a GDP growth 
rate of 6.94 percent and a population of 165 million, 
Bangladesh is one of the emerging nations with the 
fastest economic growth. The cultural and creative 
industries can have a greater socioeconomic 
impact than was anticipated. A British Council study 
estimates that the Asia Pacific creative sector is 
valued USD 743 billion, whereas the Bangladeshi 
sector plays more of a consumer than a producer 
role (Creative Industry: Endless Opportunities, 2018). 
This shows that there are significant gaps in national 
and industrial policy. Music, visual arts, crafts, 
advertising, design, entertainment, entertainment 
technology, architecture, books, media, and software 
all fall under the broad category of the cultural and 
creative industries. The music industry in Bangladesh 
is the subject of this study. The music industry has 
played a significant role in economic development, 
artistic progress, tourism development, job creation, 
and commercial investment worldwide. According 
to the International Federation of the Phonographic 
Industry, the recorded music market would expand 
by 18.5 percent globally in 2021, bringing in a total 
of USD 25.9 billion (IFPI Global Music Report, 2021). 
Asia experienced the greatest growth of any market, 
expanding at a rate of 16.1 percent and accounting 
for a sizable portion of the global industry.

Bangladesh's rich history, culture, customs, and heritage 
have the potential to propel a vibrant, sustainable 
creative economy there, notably in the music industry.

In this regard, the Innovation, Creativity and 
Entrepreneurship (ICE) Center at the University of 
Dhaka has started a pilot project with the UNESCO 
Dhaka office to carry out a cultural mapping study 
that aims to highlight the potential of the creative 
scene in Bangladesh by gaining a thorough 
understanding of the players and their roles in the 
music sector's ecosystem and analyzing its current 
state in terms of 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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2.1 Objective

The main objective of this report is to devise a framework that focuses on mapping the music 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 music sector has been selected for further analysis 
in this report. The music 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 music 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 music 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 scenarios of the music industry. 

Mapping the music 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 music 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 music 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 music 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 music 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 crafts 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 music industries. 

2.3 Limitations

The scope of the music 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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North America

The North American music scene is essentially the frontier of the global music scene. 
The United States’ music represents the country’s multi-ethnic population through 
a wide range of styles. Jazz, blues, country, bluegrass, rock, rock and roll, R&B, 
pop, hip hop, soul, funk, gospel, disco, house, techno, ragtime, doo-wop, folk music, 
Americana, boogaloo, Tejano, reggaeton, surf, and salsa are the most internationally 
recognised genres in the country.

Record labels, radio stations, and community orchestras all fall under the umbrella 
of the American music industry. The Recording Industry Association of America 
(RIAA) represents the majority of the world’s major record firms, which are situated 
in the United States. The main record labels provide material for artists signed to 
one of their record labels, which is generally linked with a genre or record producer. 
Collectively, the main record labels have systematically arranged their industry not 
just into a superior creative platform but also an economically significant one. In core 
music operations including recording, streaming, and live performance, as well as 
associated industries like travel, retail, and marketing, the music industry contributes 
$170 billion to US GDP yearly and supports 2.5 million jobs countrywide. As an export, 
music contributes $9.1 billion in foreign sales each year. Furthermore, for every $1 
generated by music-related activities, an extra fifty cents are generated in related 
businesses or fields, demonstrating that music routinely outperforms its economic 
weight with a revenue multiplier of 1.5.

Latin America

Latin American music spans a wide range of forms due to its highly syncretic nature, 
including influential genres like cumbia, bachata, bossa nova, merengue, rumba, 
salsa, samba, son, and tango. Many styles were affected by American music over 
the twentieth century, giving rise to genres such as Latin pop, rock, jazz, hip hop, and 
reggaeton. 

In its 2019 Year-End Latin Music Industry Revenue Report, the RIAA reports that 
Latin music revenues in the U.S. grew 28 percent, to $554 million, last year, marking 
the highest figure the market has seen since 2006. Comparatively, the overall U.S. 
market grew 13 percent in the same year. A report from the RIAA shows that Latin 
music generated $886.1 million on a retail basis in the US in 2021. That $886.1 million 
haul was up by more than a third (+35.4%) of Latin music’s revenues in the US in the 
prior year. This annual revenue figure will now only have to rise by a further 12.9% 
(+$114m) in 2022 to hit the magic billion-dollar mark. These figures speak to the 
immense potential of Latin American music beyond their domestic markets. 

Europe

Music constitutes an important pillar of European culture and is probably the cultural 
and creative sector with the largest audience reach. It is an essential component 
of Europe’s cultural diversity. It is seen as a sector with the power to bring positive 
changes in society and is vital for people’s well-being.

3.1 Review of the global music sector 
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The European music sector has a major impact on the economies of the EU and the 
UK. In 2018 the recorded music industry supported an €81.9 billion contribution to the 
GDP of EU27 and UK, according to a study by Oxford Economics, commissioned by 
IFPI. This was larger than the GDP of nine of the 28 EU Member States in that year. 
Of this contribution, €37.5 billion was generated by the music sector itself through its 
output, wages, and tax payments. To give a sense of scale, this was 1.5 times larger 
than that made by the wine-making and brewing sectors.

The European music sector also had a significant indirect impact on the labour market 
and fiscal position around Europe. It is estimated that the music sector supported 2 
million jobs across the EU27 and UK, which meant that 1 in every 119 jobs in the 
28 countries was dependent on the sector’s activities to some degree. All of this 
economic activity also benefited public finances, with the sector supporting a total 
contribution of €31.0 billion to EU27 and UK tax revenues, equivalent to 19.4% of the 
entire EU budget for the same year.  

Africa

Given the vastness of the African continent, its music is diverse, with regions and 
nations having many distinct musical traditions. African music includes the genres 
Jùjú, Fuji, Highlife, Makossa, Kizomba, Afrobeat, and others. The music and dance of 
the African diaspora, formed to varying degrees on African musical traditions, include 
American music like Dixieland jazz, blues, jazz, and many Caribbean genres, such 
as calypso and soca. Latin American music genres such as zouk, bomba, conga, 
rumba, son Cubano, salsa music, cumbia, and samba, were founded on the music 
of enslaved Africans, and have in turn influenced African popular music.

Mdundo, a music streaming company based in Kenya, is often called the “Spotify 
of Africa.” It has over 5 million active users through its website and Android app, 
more than 90,000 registered artists, and over 20 million downloads and streams per 
month. While conventional streaming platforms give most of their revenues to record 
labels and distributors, Mdundo disperses half of its income directly to artists.  

For African youth, the music industry — from making music to marketing it— could be 
a promising source of employment in the world’s rapidly growing creative economy 
(or “orange economy”). Easy-to-access technology has helped the creative sectors 
boom on the African continent. Streaming music alone is set to generate close to 
US$500M in Africa by 2025, almost five times the revenue in 2017.  

Asia

Asian is perhaps the most multidimensional, complex, and intricate musical region 
in terms of style, substance, and practice. From the tribal tuitions of Afghanistan, 
Azerbaijan, and many others in Central Asia, to the mystical music of West Asia, pop 
music from East Asia, and vibrant folk of South Asia, the music scene is truly diverse. 

However, commercially analysing the sector, proper documentation, and data are 
available only for the East Asian music scene comprising mainly of China, Japan 
and South Korea. The South Korean genre, K-pop has taken the world by storm, 
bringing in major financial wealth for the industry. Over 30 years, K-pop has grown 
tremendously. Not only did the popularity of musical groups increase, but the 
economy of South Korea also improved. Professor Kim Seiwan from Ewha Woman’s 
University says that, based on official estimation, K-Pop generates about $10 billion 
for the country each year.
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Right next to South Korea is the Chinese music industry. In terms of revenue 
from digital music, China was second only to the United States with US$2 billion 
in sales last year, and that number is expected to exceed US$3 billion by 2024. 
Globally, streaming revenue has risen a massive 3,250 percent from US$400 million 
to US$13.4 billion in 10 years. This is also the trend in China, where streaming 
contributes to around 20 percent of the industry’s revenue, while live performances 
still bring in around 70 percent, according to analytics platform Sound Charts.

From the analysis of the emerging global trends in various continents and their music 
industries, the most prominent ones are listed below:

1. Recent technological development in the industry

Rise of spatial audio and 3D mixing with the help of Dolby Atmos and popularised by 
Apple Music’s push towards Spatial Audio streaming (vs traditional Stereo LCR mix). 
Indie artists are now able to promote and market themselves as individuals through 
their social influence and can decentralise the process of distribution through the 
help of diverse distribution websites and platforms. 

2. Disruption in marketing 

Branding producers and having a unique sonic profile of each producer that is 
different from one another: listeners now have a preference for their favourite music 
producer’s features like any other artist’s feature on a track. Further, music-related 
User Generated Content (UCG) on social media is nowadays heavily used to gain 
followers; before the artist even releases a single piece of music on streaming 
services. 

3. Innovation

a. Selling NFTs of an artist’s song or album to listeners as a modern investment 
source. A non-fungible token (NFT) is a financial security consisting of digital 
data stored in a blockchain, a form of distributed ledger. The ownership of 
an NFT is recorded in the blockchain, and can be transferred by the owner, 
allowing NFTs to be sold and traded.

b. Electronic producers’ sample traditional folk and classic pop music to make 
a contemporary genre of music. 

4. Sustainable supply chain development and ecological balance

Even 10 years ago we, as listeners, decided what songs were good and what were 
bad according to what the radio and Billboard charts used to feed us. Nowadays, 
streaming services like Spotify use their advanced AI algorithm to recommend the 
music of your choice based on your previous listening history and interaction with the 
platform. This has an advantage for some: as it helps not only to achieve effective 
exposure of unknown artists in this saturated industry, but also helps these artists 
have better fighting chances with artists who have a big music label under them. 

With the advancement of modern computing power and the rise of online tutorials, 
anyone who is passionate enough to get into professional music production is able 
to do that from the comfort of their bedroom. Computing power can come along so 
far that all you need is a PC or a laptop, with a copy of your preferred Digital Audio 
Workstation (DAWs), to get started. They don’t have to fully rely on studios and 
experts to get our songs produced.
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3.2 Trends in the global music industry: from the UNESCO 
Global Report 2022

The UNESCO Global Report, Re|Shaping Policies for Creativity – Addressing culture as a global public 
good, is the third edition of a series designed to monitor the implementation of the 2005 Convention on 
the Protection and Promotion of the Diversity of Cultural Expressions. 

The Report provides a global overview of the state of the cultural and creative sectors, including the 
music sector. Here are the key trends highlighted in this 2022 report: 

• Online activity is growing exponentially: 62.1% of total music revenues came from streaming in 
2020. 

• Global music revenues increased by 7% largely due to music streaming.

• Streaming services, and Spotify in particular, have revived the fortunes of the global recorded 
music industry. 

• Music streaming has grown so rapidly in recent years that it has overtaken radio as the most 
widely used media outlet to listen to music. Surprisingly, however, this has not led to the demise 
of the radio, as radio consumption has remained stable since 2012 (despite the emergence of 
music streaming services).

• However, it is the record labels that keep the lion’s share of streaming revenues after the platforms 
take their cut (typically 35% to 45%). Musicians continue to suffer low pay in the digital era. 

• Musicians’ payments from music streaming platforms are affected by several factors. Contrary to 
popular belief, for instance, there is no single price per stream. 

• The streaming value gap is the disparity between the value that music-streaming platforms extract 
from musical content and the revenue generated by those who create and invest in creation. For 
many people, this gap is the largest problem facing the sustainability of the global music industry.  

• Devices and their manufacturers as important players in the digital environment for the cultural 
and creative industries. Availability of cheap mobile phones have increased consumption of local 
content as seen in India where the Jio network and ecosystem resulted in increased access to 
music and film in local languages, raising the profile and views of Indian content. 

• Within the top 20 global digital music distributors such as YouTube, while six different countries 
are represented, China and the United States largely dominate.

• It is increasingly difficult to draw clear lines between the digital economy and cultural and 
creative industries, as their value chains are becoming ever more intertwined. Professionals 
and organizations involved in the creation and production of cultural expressions (films, videos, 
music and so on) are driving engagement with large platforms, social media and devices (such 
as mobile phones and hand-held tablets).

• Artificial Intelligence (AI) is already generating high profile music and visual artworks. This 
technology has many implications, including the fact that neither DJs nor music would need to be 
paid for.

• The global recorded music sector fared better than other cultural industries during the COVID-19 
pandemic, particularly thanks to streaming services and other forms of digital access. However, 
the live music sector was decimated, substantially cutting many artists’ revenues.

• Revenue from live performance even in the pre-COVID period was notably lower than streaming 
and downloads, even though live music remains the mainstay of artists’ income. 
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3.3 Creating an enabling environment for the music sector: 
from the UNESCO Global Report 2022

The UNESCO Global Report 2022 also provides a global overview of the policy initiatives taken by 
governments in support of the music sector. Here are some trends related to policy support for the 
music sector in different parts of the world highlighted in this 2022 report:  

• Cinema and audiovisual, and music and performing arts have been the areas of greatest focus for 
new measures (28% each) by State Parties to the 2005 Convention, followed closely by visual arts 
(27%) and publishing (21%). 

• Polices to support artists in the era of streaming remain low. Here are some positive policy 
interventions in this area: 

o Between 2017 and 2019, the Plan d’action pour la musique (Music Action Plan) implemented 
by the Ministry of Culture and Communications of Quebec, Canada in collaboration with 
several professional associations made it possible to stabilize the revenues of Quebec’s music 
enterprises, to maintain investments in the production of sound recordings and shows and to 
create a common base of musical metadata with an indexing tool.

o In Kenya, the government has adopted measures to increase the income that musicians receive 
from digital platforms that allow users to download artists’ songs as ringtones for mobile phones, 
after noticing that existing remuneration was unfair. Furthermore, the government decided to 
exempt ringtones from excise tax. The measures taken by the government will increase the 
amounts that local artists earn from the use of their songs as ringtones, and these regulations 
will be reflected in the Kenyan Copyright Act. 

o In October 2019, the Ministry of Culture, Sports and Tourism of the Republic of Korea and key 
players in the music industry announced the Measure to Enhance Transparency in Calculating 
Music Royalties. It aims to create a sustainable and transparent music ecosystem and to ensure fair 
remuneration for creators. To this end, online music service businesses are to expand the range of 
information provided on royalty calculation, and the Ministry will establish an integrated information 
system for the public sector to collect and share copyright usage information with the market.

• Quotas for local content in broadcasting have helped the music sector. Here are two examples: 

o The Republic of Korea has launched several quota-based schemes to support independent 
producers and diversify the sources of foreign content. For example, the ‘foreign programme 
quota’ prohibits broadcasting service providers from scheduling more than 80% of their foreign 
programmes with content (film, animation or popular music) produced by any single country on 
a half-yearly basis to ensure diversity in foreign content. 

o Audiovisual media regulation in Uruguay also stipulates that both commercial and public 
television stations must devote at least 60% of the total programming to nationally produced or 
co-produced works (not including advertising and self-promotion). A year after the establishment 
of mechanisms monitoring local music on the airwaves, the Uruguayan Chamber of Phonogram 
Producers stated that the presence of local artists on the radio had increased to over 30% of 
broadcasting time (El Observador, 2018).

• More policy focus generally seems to rest on music education (for example, Austria, Azerbaijan, 
Chile, Switzerland) or on training and mentoring (El Salvador, Iceland, India).

• When focusing on university degrees and vocational training programmes, the vast majority of 
Parties have university degrees and training programmes in visual arts, performing arts and music.

• Fewer countries provided financial support to music creation, production or distribution. Iceland 
established a fund for the recording and publishing of music, while India and Croatia introduced 
targeted grants. Italy, for its part, implemented a tax credit for music production companies. 
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• There is a strong involvement of civil society in the music sector, especially in developing countries:

o Organizations tend to invest mainly in training (Colombia, Cyprus, Ethiopia, Timor-Leste), 
followed by funding (Andorra, Ecuador) and networking (Colombia, Mauritius). 

o For example, Culture and Development East Africa, a Tanzanian civil society organization, 
created the Creative Economy Incubator and Accelerator to provide technical and business 
skills to almost 100 entrepreneurs in design, music and film.

o ‘Concerts SA’ is a joint South African/Norwegian live music development project from the 
Foundation of the Southern African Music Rights Organization (SAMRO) that runs the Digital 
Mobility Fund to keep live music in South Africa active through online platforms. 

o The WOMEX Academy provides a practical programme for artists and other music professionals 
to strengthen their skills to access the international circuits and markets.

• Developed countries are increasingly importing audiovisual and music from developing countries. 
Public support systems for music export is an important part of the story. The Export Office of 
Moroccan Music (MoMEx) was created in 2016 as a public export office to promote Moroccan artists 
on the international scene. Since its creation, it became active on international music markets. 

• Gender equality is still a challenge in the music sector, requiring policy intervention: 

o Argentina’s Law on Female Quota and Access for Women Artists to Musical Events states that 
all live music events featuring at least three artists or groups have to include 30% female artists 
minimum in their programming. The same requirements are applied to the digital environment 
during the COVID-19 pandemic. 
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CHAPTER 4
TRENDS AND DEVELOPMENT IN 
BANGLADESH’S MUSIC SECTOR
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4.1 Historical walkthrough

Bangladesh is a country deeply rooted in its rich 
heritage and varying cultural dimensions. Safe to 
say, music has majorly occupied most of those 
dimensions with a near unmissable, habitual 
identity for itself. For eons and eons, people in this 
country have hummed and sang while growing 
crops, rowing boats, making long journeys, or 
seeing off newlyweds. The sources of music 
are borderless and their manifestation plentiful. 
Together, our many types, forms, and genres 
have woven a colourful, careful tapestry that has 
seamlessly etched onto our cultural heritage, 
everyday lives, and imbued it with a sense of pride.  

The history of music in Bangladesh can be dated 
back to the days of mighty kings and their courts 
of artisans and intellectuals.  This furthered the 
classical modes of music that have engrossed 
the Bangladeshi musical landscape. Bangladeshi 
classical music is based on a model called raga. The 
use of the North Indian raga in Bangla songs began 
in the 18th century. This trend gained momentum 
in the 19th and 20th centuries. The pioneers of this 
trend were Ramnidi Gupta, Cali Mirza, Lagunas 
Roy, and Ramshanker Batacharya, the founder of 
Bishnupur Gharana or musical tradition. The King 
of Awadh, Wajid Ali Shah played an essential role 
in this trend. He was defeated by the British Empire 
in 1856 and was banished to Metiabruz in Kolkata. 
During his 30 years of exile, he supported music, 
especially the traditions of dhrupad, tappa, thumri, 
and kheyal. Therefore, it had a lasting influence on 
Bangladeshi music. All traditional Bengal music 
tends to be based on different variations of Indian 
classical music. Rabindranath Tagore expressed 
his deep appreciation for the raga from North India 
and successfully incorporated raga into his songs. 
This was followed by Dwigen Doral Roy, Rajani 
Kantasen, Atul Prasad Sen, and to some extent 
Kazi Nazrul Islam.

Bangladeshi music is also highly influenced by its 
geological placement that makes the country river-
borne, agriculture dependent, and rain, storm and 
cyclone prone. All these factors, as well as some 
local lores and religious practices, have shaped 
the folk and regional music scene of Bangladesh. 
Folk songs have taken over Bangladeshi lives 
more than any other Bengali music genre. Some 
of the celebrities of different folk traditions include 
Lalon Fokir, Shah Abdul Karim, Radharaman 
Dutta, Hason Raja, Khursheed Nurali (Sheerazi), 

Ramesh Shil, Kari Amir Uddin Ahmed, and Abbas 
Uddin. Folk songs are characterised by simple 
musical structure and lyrics. Before the advent of 
radio, entertainment in the countryside was mainly 
based on stage performances by folk singers. With 
the advent of new media technology and digital 
media, many folk songs have been modernised 
and incorporated into modern songs. Folk music 
can be classified into several subgenres such 
as Baul, Bhandari, Bhatiali, Bhawaiya, Dhamail, 
Gazir Gaan, Ghazal, Gombhira, Hason Raja, 
Jari, Jhumur, Kobigan, Kirtan, Lalon, Pala Gaan, 
Sari, Shyama Sangeet, etc. 

Other than music in Bangla language, indigenous 
music in indigenous languages such as Chakma, 
Marma, Hajong, etc have also been practiced 
and loved.  During important historical struggles 
such as 1952 or 1971, we have written, sang, and 
loved the music we call “patriotic songs,” a genre 
prevalent in South Asia. 

Post-1971, the musical landscape in Bangladesh 
embarked on a rapid change revolving around 
the country’s new capital, Dhaka. Exposure to 
international music played an important role in the 
development of the city’s music scene, as people 
were anxious to embark on their cultural journey 
in the fluid state after the 1971 Bangladesh 
Liberation War. It introduced the country to a wide 
range of Western music genres and inevitably 
influenced young musicians along with legendary 
local bands such as Uccharon, LRB, and Nagar 
Baul. 

In a society that is incredibly proud of its cultural 
heritage and patronage of more classical forms 
of music, the advent and success of metal/rock 
bands in the 1980s created a cultural landscape 
that changed even the most robust denialists to 
accept it. Since then, the advent of social media, 
shifting techniques and increasing digitization of 
music discovery and, in turn, taste, how musicians 
meet and develop their art, and the chances 
available to artists to create money both online 
and in the live environment have all influenced 
the way Dhaka’s music scene has grown over 
the last decade. In the recent past, the entry of 
streaming giant Spotify into the market, as well 
as the launch of internationally acclaimed TV 
shows such as Coke Studio has caused major 
disruptions in the current music industry. 
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4.2 The music industry ecosystem and supply chain of the 
music industry

The Bangladeshi music industry essentially can be divided into 6 key components in its ecosystem. 
They include: 

1. Musicians: 

The number of professional musicians in Bangladesh is not easy to compute as no records 
are maintained in this regard by the Ministry of Cultural Affairs. Only those musicians who 
work directly with radio or television corporations are recorded by the Ministry. Thousands 
more around the country have made music their vocation, though they are not recording 
or contracted musicians.

2. Recording studios:

There are currently around 40 recording studios in the country. The majority of these 
studios are in Dhaka. These studios, which are located in less commercial places, are one 
of the most profitable areas in the music industry. Because of their low labour costs and 
the high cost of tracking shifts, they dominate this business.

In Dhaka, there are 32 recording studios. Apart from the studios of ‘Bangladesh Betar’ 
and ‘Bangladesh Television,’ these studios play an important role in the music we hear in 
Bangladesh. These studios are used by both professional and amateur musicians to record 
their performances. Outside of Dhaka, there are six recording studios in Chittagong and 
one each in Jessore, Khulna, Rajshahi, and Rangpur. Apart from Chittagong and Khulna 
studios, the majority of other studios do not suit the current needs of modern musicians. 

These studios were able to establish themselves in private apartments due to the high 
cost of commercial plots and related taxes. Despite the fact that most studios spend more 
than half a crore Taka on their installation, they are not allowed to call themselves a Small 
or Medium sized Enterprise (SME). The high import tariff also makes it difficult for these 
studios to stay current with new technologies. As a result, the studios are much below 
international standards, which in turn impacts the sector as a whole. 

3. Sound system companies:

Sound system firms have long been an important element of the music industry, as they 
are the only ones responsible for the sound of a live concert. Concerts are their main 
source of income, and they are generally staged between November and March when 
there are little or no rains.

In Dhaka, there are officially 72 sound system firms, but the true number could be far 
higher. The increase in numbers could be the result of these modern firms being hired for 
purposes other than concerts, such as political or social meetings.

4. Venues:

Open-air concerts, as well as more sophisticated musical evenings, were common 
phenomena n the past but have been slowly declining of late. With the introduction of the 
internet, Bollywood and worldwide pop music have risen to prominence, reducing the number 
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of options available to local bands in terms of live performances and even media attention. 
Unfortunately, the number of venues has been decreasing, with many auditoriums no longer 
accepting performances. For years, no shows have been held in two popular venues: the 
Russian Cultural Centre and the National Library Auditorium; the former has been closed 
for renovations, and the latter has refused to allow any concerts. When it comes to staging 
events for independent bands, venues have always been a problem. 

A few venues such as Jatra Biroti and 3rd Space cater to independent artists, but other 
than these exceptions, live performances and concerts are now mainstream, big-names-
only affairs with large, stadium-like venues such as the Army Stadium, ICCB, various 
universities, etc. for grand concerts.

5. Production companies:

The rise of social media and streaming services has systematically made production 
companies a thing of the past. These companies, often also serving as record labels, are 
supposed to produce the means or media, such as CDs, through which consumers are to 
purchase music.

There are currently around 701 audiocassette manufacturing enterprises in the country. 
Although there are just 46 legal production businesses in Bangladesh, 42 of them are in 
Dhaka and the rest are in Chittagong.

Production businesses in other nations pay their artists using a royalty system. In 
Bangladesh, however, the system does not exist. They only pay the artists before the initial 
release of the cassette, and there is no payment for subsequent releases. These practices 
have made artists turn away from production companies to producing and distributing their 
music independently and digitally. 

6. Musical education institutes and patrons:

There are many musical education institutes and academies all over the country. The 
most major and renowned ones are Chhayanaut and the Bangladesh Academy of Fine 
Arts. Non-governmental organisations such as Bengal Foundation, Drik Picture Library, 
Pathshala South Asian Media Institute, and others as well as corporate sponsors such as 
Pepsi and Coca-Cola also heavily patronise artists and events.

However, the most widespread cultural impact is from the schools and academies that are 
smaller in scale and more local in operation. The small academies that are locally grown 
and cater to children of a smaller area build up the early childhood curiosity and training 
in music and often catapult them towards bigger institutes and even professional careers.

Another significant patron is the Shilpakala Academy. Shilpakala Academy was founded for 
the purpose of creating a creative, compassionate nation. It is the only national institution 
for the advancement of art and culture in Bangladesh. After the dissolution of the former 
Pakistan Art Council in 1974, the Shilpakala Academy was established in accordance with 
National Parliament law with the intention of making a cultural impact via the preservation 
and upkeep of historical and cultural activities throughout the nation.

The various sectors in which Bangladesh Shilpakala Academy coordinates operations 
through its various departments are as follows:

1. Department of theatre and film
2. Department of music, dancing, and recitals
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3. Department of fine arts and photography
4. Training division
5. Research and publishing division
6. Production division

The organisation’s primary goals include the promotion and practice of drama, cinema, 
music, dance, recital, visual arts, and photography. The organisation also works on: 
talent nurturing for artists and performers; supporting them as they develop their skills; 
researching various aspects of art and culture; encouraging artists to critique and think 
creatively; setting up workshops on various forms of culture; setting up seminars and 
discussion meetings; arranging for short- and long-term higher levels of training; setting 
up monthly stipends for insolvent artists and arranging one-time support, creating 
opportunities for talented young artists; organising competitions on various topics and 
rewarding performers; sending special cultural groups abroad to represent Bangladeshi 
culture; presenting the Shilpakala Award for extraordinary contributions to various fields of 
culture and the arts; as well as publishing books and periodicals. 

The Shilpakala Academy has district offices all over the country spanning 64 districts to 
nurture and preserve regional culture as well as provide a platform to highlight them to 
mainstream audiences. Currently, it has under its belt three projects, namely:

1. Cultural Center for Ethnic Minority
2. Divisional and District Office restructuring
3. Renovation of Shilpakala in the 15th District

As the music industry is a creative industry, it is difficult to pinpoint the exact markings of 
the supply chain. However, if we consider musicians to be the raw materials, the musical 
institutes serve as the primary suppliers of the raw materials, whereas recording studios 
can be called the manufacturing firms. Social media, digital streaming and record labels 
work as traditional distributors. However, from the perspective of live music performances, 
venues can serve as distributors too. Money is generated from consumers and patrons. 
Therefore, in the music industry, the value chain begins with the artist and ends with the 
consumer, no matter which path the product, which is the music, travels.

4.3 An economic perspective of the music industry

The immense lack of documentation in the music sector of Bangladesh becomes painfully evident when 
the economic contributions of the sector are researched upon. No concrete data can be found that can 
pinpoint the GDP contribution of the industry in Bangladesh. From a policy enforcement standpoint, it is 
a majorly ignored sector despite its potential. This ignorance also facilitates the lack of copyright laws in 
the industry which is slowly killing it. It becomes even more obvious when the financial structure of the 
music industry is analysed.

The world ceased buying CDs at some point, but it continued to pay for music via digital distribution 
methods. On the other hand, a few countries, including Bangladesh, were unable to fully embrace this 
fast transformation. The music industry in Bangladesh has suffered a significant loss as a result of 
piracy, with little or no enforcement of the Copyright Act of 2000. Artists were left to survive on live shows 
and nearly non-existent royalties. As a result of the rise of digital music, intellectual property legislation 
and licensing systems have undergone significant changes in recent years. However, much of the legal 
basis for royalties in Bangladesh remains unclear.

The sound recording copyright is always retained by the record company in traditional music enterprises. 
As a result, the writers have little choice but to accept the royalty, no matter how small it is. To get rid of 
their complaints, writers and publishers nowadays prefer to own the sound recording since it is easier 
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to self-distribute than it used to be and because it is cost-effective and profitable. Furthermore, while 
there is only one copyright, many sound recordings or copyrights for a song may exist, as in the case of 
cover versions. A musician can receive two forms of publishing royalties from the use of original music: 
performance royalties and mechanical royalties.

Mechanical royalties are not yet set in Bangladesh, and lump sum payments are frequently issued 
without any calculation or regular contract. Furthermore, no agency currently exists to register music 
domestically and internationally and receive royalties.

As a result, Bangladesh can establish facilitating organisations to collect and distribute music revenues 
to stakeholders. It can adopt international best practices in setting equitable royalties by including 
explicit measures in the Copyright Act 2000 and the Copyright Rules 2006.

With the introduction of Youtube’s revenue sharing model, as well as several streaming services adopting 
the same, there is a fresh flurry of activity among artists and companies around the country who are creating 
original content and reimagining old songs in order to gain attention and profit. This improves the copyright 
and royalty issues significantly. However, the industry and its financial exchanges remain largely under the 
radar and undocumented, making room for taxation gaps and missed opportunities for economic contribution.

4.4 Industry environment and national competitiveness 
analysis of music industry

To provide a strategic perspective of the music industry, and to understand and analyse the factors and 
forces shaping the music 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 the large banners. Moreover, the 
abundance of available suppliers makes the market highly competitive, decreasing supplier 
bargaining power. 

Bargaining power of buyers: The bargaining power of buyers in the music industry is very 
high. They have many artist options to choose from different genres or localities. Moreover, 
due to the lack of established banners, those with hold over the industry control it significantly 
in terms of buying and pricing. 

Industry rivalry: The local industry is highly dominated by a few existing renowned banners 
like G-Series and Gaanchil. For this reason, marginalised artists and aspiring entrepreneurs 
face unfair competition in the industry. 

Threat of new entrants: Establishing a music-based business requires comparatively high 
investment, as well as untangling complex legal procedures for which there isn’t enough 
support system of authorities or institutes. However, supply is abundant and copyright ad 
royalty compliance is non-existent. So, the threat of new entrants in this industry remains 
moderate considering the feasibility of starting a new business in the music industry.

Threat of substitute: Music as a product is irreplaceable. Artists and genres not so much. If 
artists do not continue to reinvent and adapt to the times, they will lose their hold on the industry 
and will be replaced by newer artists. Other components of the industry such as banners, 
venues, and supporting elements more or less require big investments to enter into what is a 
dying market locally. Considering all things, the threat of substitutes is moderate to low.
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Firm Strategy, 
Structure and Rivalry

The ecosystem of 
the music industry is 
not well established; 

hence, many potential 
entrepreneurs and 

artists are demotivated 
to make an entrance 

into the industry. 
Furthermore, the 

macroeconomic and 
policy environment has 
cultivated an unhealthy 
business environment 
in the music 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 varying 
elements in different 

regions in Bangladesh 
have heavily influenced 

the development of 
a diversified portfolio 
of genres and artists, 
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, the 
need for music can 

be observed to have 
moderate demand 

from consumers and 
supporting industries. 

However, the true 
business model in the 
music industry is of a 
B2B form. Financially 

affluent buyers 
purchase copyrights 

or broadcasting rights 
from artists on a regular 

basis. These buyers 
prefer “safe” genres 
such as pop, rock, 

traditional band music, 
etc. Experimental 
music is largely 

underground with a 
niche demand.

Related supporting 
industries

While Bangladesh has 
strong prospects in the 
TV and cinema sectors 

as major supporting 
industries for the music 

industry, there has 
been little to no effort 

to reap the benefits by 
building strong local 

and global connectivity. 
The absence of 
linkage among 

the stakeholders 
serves as the main 

challenge here. 
Another supporting 

industry, namely 
instrument artists and 
makers, continue to 
face downgrades 

and existential risks 
due to emerging 

technologies and lack 
of preservation. 

5 FORCES HIGH MODERATE LOW

Bargaining power of suppliers 

Bargaining power of buyers 

Industry rivalry 

Threat of new entrants  

Threat of new substitute 

MICHAEL E. PORTERS’ DIAMOND THEORY OF NATIONAL ADVANTAGE

Porter’s Five Forces Analysis of Music Industry in Bangladesh
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4.5 Music industry in the light of Covid-19

4.6 Policy framework and infrastructure 

Despite music being so intricately tied to our lives that most people consider it a way to escape from 
mental and physical suffering, very little research has been done to examine the influence of Covid-19 
on the music industry nationally. There have been numerous issues in recent years such as a lack of 
interest from firms to become sponsors and unjustified increase in the rent for performance venues. 
Due to the pandemic, this rent rate saw a hike again. As the copyright law does not protect the artist 
sufficiently enough to ensure their well-being, artists relying on live performances have suffered 
immensely. Popular artists like Milon Mahmood, and Arafat Reza have come forward to openly state 
their financial struggles during the pandemic. The sponsoring corporation frequently pays large sums in 
advance. However, they are no longer receiving that money. It is impossible to perform another concert 
unless things improve and return to normal, as they were before Covid.

There is a lack of national data on the losses of the music industry in Bangladesh. Globally, the World 
Economic Forum has painted a bleak image of the global music industry’s revenue earnings. According to 
the data, the music industry made $24.15 billion in revenue in 2014. As a result, it was expected to generate 
29.61 billion dollars in 2021. It will not, however, be able to exceed $10 billion due to the pandemic. 

Although a large group of people depend on the 
music industry for employment and livelihood, 
policies regarding mainstream music industry 
entities are limited. The government budget 
allocation for the fine arts is minuscule, which has 
also had to cut its losses due to the pandemic. 
Artists in contract with Bangladesh Betar and 
Bangladesh Television, both government-owned 
media, are paid 1000 to 1500 BDT for performing 
and have seen no upgrades on the pay scale 
in decades. But many associations forming 
independently are beginning to serve as unions 
that protect their own rights. These include 
the Singers Association of Bangladesh, Music 
Alliance Bangladesh, and Bangladesh Musical 
Bands’ Association to name a few. 

However, the government policy regarding the 
preservation of cultural heritage and ensuring 
artistic expression has been no less than 
commendable. 

Legal framework: Constitution, acts, 
policies

Bangladesh has a firm legal framework to protect 
and promote the diversity of cultural expressions 
in its territory. The Constitution of the People’s 
Republic of Bangladesh states on national culture: 

“The State shall adopt measures to conserve the 
cultural traditions and heritage of the people, and 
so to foster and improve the national language, 
literature, and the arts that all sections of the 
people are afforded the opportunity to  contribute 
towards and to participate in the enrichment of 
the national  culture” (Article 23). In Article 24 it 
is also clarified: “The State shall adopt measures 
for the protection against disfigurement, damage 
or removal of all monuments, objects or places of 
special artistic or historic importance or interest.” 

As regards the provision of basic necessity, the 
constitution in its Article 15 ensures that it shall be 
a fundamental responsibility of the State to attain, 
through planned economic growth, a constant 
increase of  productive forces and a steady 
improvement in the material and cultural  standard 
of living of the people, with a view to securing to its 
citizens (a)  the provision of the basic necessities 
of life, including food, clothing,  shelter, education 
and medical care; (b) the right to work, that is the 
right  to guaranteed employment at a reasonable 
wage having regard to the  quantity and quality of 
work; (c) the right to reasonable rest, recreation 
and  leisure; and the right to social security, that is 
to say to public assistance in  cases of undeserved 
want arising from unemployment, illness or  
disablement, or suffered by widows or orphans or 
in old age, or in other  such cases.” 
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Bangladesh National Cultural Policy 
2006

The Ministry of Cultural Affairs (MOCA) provides 
the framework for an overall cultural policy and 
sets the objectives, financial frameworks, subsidy 
arrangements, and organisational structures that 
form the basis of cultural policy in Bangladesh. 
The Cultural Policy was introduced in 2006. 
This policy has been implemented through 17 
organisations under the Ministry of Cultural Affairs 
and in coordination with other ministries such as 
the Ministry of Education, Ministry of Foreign 
Affairs, Ministry of Children and Women’s Affairs, 
and Ministry of Industries, etc. 

The cultural policy measures apply to everyone 
living in Bangladesh irrespective of ethnic, 
religious, linguistic, or other backgrounds. In 
Bangladesh, the following areas are within the 
province of the Ministry of Cultural Affairs: visual 
art, music, theatre, film, libraries, archives, 
museums, cultural environment, and copyright, 
etc. 

Action plan for the safeguarding of 
Baul songs in 2008

One key measure to protect traditional music is 
the Action Plan for safeguarding Baul music in 
2008.

The main objectives of this measure were: (i) to 
ensure that the new generations of Bauls are 
properly trained in accurate performance and 
transmission of Baul songs; (ii) to identify the Baul 
communities of Bangladesh; and, (iii) to raise 
awareness among the population of Bangladesh 
about Baul songs. 

Through this plan, six hundred Baul songs were 
collected from the field – some were recorded 
in audio form and others were in the written 
text where recording was not possible. A five-
day workshop was organised in June 2009 to 
identify young Bauls for training. A total number 
of 120 young Bauls were identified through the 
workshop. Among the participants, ten Bauls 
were finally selected and trained by the Baul 
Gurus Pagla Bablu and Karim Shah to record 
Baul songs for CD.  A National Baul fair was held 
on 8th and 9th August 2009 at Kushtia District 
Shilpakala Academy premises. About 250 Baul 
artists and Baul followers from the greater Sylhet, 
Mymensingh, Dhaka, Jessore, Khulna, Faridpur, 

Magura, Chuadanga, Meherpur, and Kushtia 
areas participated in this fair.  A two-day long 
International Baul Mela and Seminar was held 
at the premises of Shilpakala Academy on 11th 
and 12th December 2009. Baul singers from all 
over Bangladesh as well as West Bengal, India 
participated in the Baul fair. National experts from 
Bangladesh and international experts from India, 
the United Kingdom, and Italy presented papers 
at the seminar. Most of these were presented 
both in Bangla language and are kept by the 
Academy for future use. After completion of 
collection and research, the Academy published 
500 copies of “Collection of Baul songs”, 500 
copies of “Notation of Baul songs” and 500 
copies of audio CDs as well. After this project, 
Bauls and Baul songs came to be recognised 
and highlighted at local, national and international 
levels. Moreover, Baul songs are now collected, 
preserved and published with notation, which will 
be significant steps toward safeguarding Baul 
songs. At the same time, public awareness about 
the preservation of the Baul songs has increased. 

Other than the policy framework, the Ministry of 
Cultural Affairs in collaboration with representatives 
of the civil society facilitate musical growth and 
expression by observing various international 
days and cultural shows where they promote local 
culture. MOCA and subordinate organisations 
collect data and interact with civil society to some 
extent to understand the needs and requirements 
of different groups of the population.

The organisations under the Ministry of Cultural 
Affairs - namely Bangladesh  Shilpakala 
Academy, Bangla Academy, National Museum, 
Directorate of  Public Library, Department of 
Archaeology, Directorate of Archives &  Libraries, 
National Book Centre, Nazrul Institute, Folk 
Arts and Crafts  Foundation, Copyright Office, 
Cox’s Bazar Cultural Centre and Rangamati,  
Bandarban, Moulavibazar, Rajshahi and Birisiri 
Small Ethnic Group Cultural  Institutes - have 
been making untiring efforts for the promotion 
of grassroots music across the country. In the 
non-governmental sector, hundreds of cultural 
organisations have been working throughout the 
country for the preservation and promotion of 
heritage music.

Sangeet Oikya Bangladesh’s 17 points

In July 2021, lyricists, composers, and vocalists 
organised a committee called “Sangeet Oikya 
Bangladesh” to overcome obstacles and 
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neglect experienced by musicians. The umbrella 
organisation included three groups: Gitikobi 
Sangha Bangladesh, Music Composers Society 
of Bangladesh, and Singers Association of 
Bangladesh.

The association formed a committee, who in turn 
penned 17 points which were presented to the 
concerned Ministry; declaring musically important 
person (MIP) every year, increasing honorarium 
in radio and government television channel for 
music artists, banning free music, introducing 

artist honorarium and royalty policy, providing 
special health care facilities for music artists in 
government hospitals, national award under 
MOCA, establishment of a National Sangeet 
Academy etc. came out as major demands 
in the highlighted points. These points urged 
reformation and preservation measures from the 
Ministry. Representatives of the group claim that 
the relevant ministry has received and approved 
all the points. The procedure will consist of three 
parts, and hopefully, the effort will become a 
reality soon.
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BANGLADESH (BY REGION)
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MEYELI GEET - MYMENSINGH

BHATIYALI- EASTERN BENGAL (MYMENSINGH AND 
SYLHET DISTRICTS)

GAZIR GAAN- FARIDPUR, NOAKHALI, CHITTAGONG 
AND SYLHET

These are folk songs sung by rural women alone or in groups at family gatherings and social 
ceremonies. The songs and tunes are written entirely by the women. These songs feature 
women of various ages. They are all amateur singers who occasionally perform these songs 
at weddings for cash gifts. Female songs are not usually accompanied by musical instruments, 
though the dhol or tom-tom may be used on occasion. In general, these songs depict sad 
thoughts and emotions. Female songs are sung during various marriage rituals such as the gaye 
holud ceremony, the bride and bridegroom bathing ceremony, while the bride is being dressed, 
the welcome and farewell to the bridegroom, and the bride’s farewell. Such sad songs have a 
universal appeal for the bride’s parents and relatives who are visiting her father-in-law. When 
someone in the family becomes ill, women will occasionally sing songs throughout the night in 
the hope of finding a cure. In their spare time, women sing these songs to express their feelings 
and emotions. Female songs combine women’s hopes and desires with jokes and laughter. 
These songs were very popular in the past, but they are losing popularity due to changing tastes. 
(Banglapedia)

Bhatiyali is an eastern Bengali traditional navigational song sung in a specific mode with long-
drawn notes. Boatmen in riverine Bangladesh spend a lot of time in their boats. They have plenty 
of time to sing leisurely in the bhatiyali’s drawn out and elevated notes while sailing downstream. 
There were five types of bhatiyali in Bangladesh at one time. However, some of these forms are 
now extinct. Murshidi and bichchhedi songs are also forms of the bhatiyali. Bangla folk drama 
contains traces of bhatiyali, particularly in the form known as gazir gan.

Gazir gan are songs dedicated to the legendary saint known as Gazi Pir. They are performed 
for boons received or desired, such as for a child, after a cure, for soil fertility, cattle well-being, 
business success, and so on. Gazi songs are performed while a scroll depicting various events 
in Gazi Pir’s life while being unfolded. The scroll also depicts the Karbala battlefield, the Kaaba, 
Hindu temples, and so on. These paintings are sometimes done on earthenware pots as well. 
Wearing a long robe and a turban, the lead singer or gain twirls an asa and move around the 
performance area while singing. Drummers, flutists, and four or five dohars, or choral singers, 
would accompany him. The singer tells the story of Gazi’s birth, his battles with demons and evil 
spirits, and his rescue of a merchant at sea. Although Gazi Pir was a Muslim, his followers came 
from a variety of religious backgrounds. Many of Gazi’s songs describe how those who did not 
respect him were punished. At least one song recounts Gazi Pir’s rescue of the peasantry from 
the oppression of a zamindar. Another song tells the story of a devotee who wins a court case. 
Spiritual and material interests are frequently intertwined in Gazi songs. In memory of Gazi Pir, 
the audience donates to charity. This type of music is nearly extinct in Bangladesh today.
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BAUL GAAN - KUSHTIA, JESSORE, FARIDPUR, PABNA, 
DHAKA, MYMENSINGH, SYLHET

COKE STUDIO BANGLA: 

Baul song is the religious community’s mystical song. They feed one type of worldly religious 
tenet founded on the essence of the body (the doctrine that the body is the seat of all truths) and 
on knowledge of God. This is referred to as the Baul religious tenet. There is no written literature 
or scripture. The Bauls express their religious doctrine, philosophy, way of life, and beliefs through 
literature and music. Baul song is the name given to this type of oral music. The Bauls consider 
their songs to be an integral part of their religion. They sing music to commemorate religious 
occasions, both formal and informal, such as religious gatherings, festivals, and mendicancy. 
They seek God by following the doctrine of dehotattwa (belief that the body is the seat of all 
truths). They address God in symbolic terms such as “human,” “lover or beloved,” “unknown 
bird,” “Manuray,” and so on. They believe that God resides within the human body. So the primary 
goal of body celebration is to facilitate the meeting of the human soul with God. This meeting is 
made possible by the individual soul’s love or devotion. Baul music is primarily concerned with 
the body, the spirit, God, the guru, love and devotion, the mystery of creation, and other similar 
issues. This is how the doctrines of spirit, body, guru, love, creation, human, and so on have 
come to dominate in Baul music. 

Ektara (one stringed musical instrument) is the primary musical instrument used in Baul songs. 
Some Bauls bind the banya (a small semicircular percussion instrument played in tandem with 
the tabla) around the waist. They sing, dance, and play the tabla and banya with their right and 
left hands, respectively. Baul song expresses a distinct emotion and beauty through the use 
of three elements: music, dance, and musical instruments. Music is an integral part of their 
religious practices. Baul songs have a stretched-out tone, similar to bhatiali (musical mode sung 
by boatmen). These songs are also a combination of kirtan’s stretched-out and light music. It has 
also spread to West Bengal’s districts of Nadia, Bardhaman, and Birbhum. 

Baul song is regarded as an important part of this country’s cultural tradition. It is now practiced 
not only by Baul singers, but also by trained singers from across the country, and these songs 
are admired both at home and abroad. On the other hand, the humanistic perspective and 
beauty of Baul songs have captivated many people around the world. UNESCO recently decided 
to preserve Baul song as a memorial to human traditions.

Coke studio started in Brazil as a musical show/concert as a marketing strategy by the Coca 
Cola Management. Later in 2008, Rohail Hayat and his wife Umber Hayatt launched a music 
studio in Pakistan called Coke Studio, where the idea was adopted. Rohail Hayatt is a musician 
from a band called Vital Signs which was one of the most successful music bands in Pakistan in 
the 90s.  The current musical arrangements for Coke Studio are all attributed to Rohail Hayatt. 
He succeeded in blending the western musical instruments with the local folk and Sufi music 
scene.

The Coca-Cola administration was inspired by Rohail Hayatt’s brilliant fusions which led them to 
broaden the scope of their recently founded musical franchise known as Coke Studio, leading to 
the development of Coke Studio India, Coke Studio Africa, Coke Studio Arabia, and Coke Studio 
Philippines.

This well-known musical franchise just made its way into Bangladesh, where “Coke Studio 
Bangla” hosted a lavish opening ceremony at a five-star hotel in the capital, Dhaka, on February 
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7. Prominent figures from the music industry, including Arnob, Tahsan, Momotaz Begum, and 
Ankhi Alamgir, among others, attended the event. KM Khalid, the state minister for cultural affairs, 
and Zunaid Ahmed Palak, the state minister for the ICT Division, attended the presentation as 
special guests.

The partnership was made possible by Grey Dhaka with the support of the well-known soft drink 
Coca Cola, and at the heart of the musical initiative is Shayan Chowdhury Arnob, who directed 
the composition of all the songs that would be made available through Coke Studio Bangla. 
Ten songs will be included in Season 1, with a few more to be released to mark special events. 
So far, 8 tracks, including Nasek Nasek, Prarthona, Bulbuli, Bhober Pagol, Chiltey Roud, Shob 
Lokey Koy, Lilabali and Dokhino Hawa have been released.

MUSIC INDUSTRY AND INDIGENOUS COMMUNITY OF 
BANGLADESH:

Bangladesh is diverse in culture, nature, language, and ethnicity. It is home to more than 50 
indigenous communities. Some are Tripura, Mro, Marma, Oraon, Garo etc.

Of these 50 indigenous communities, 13 of which live in the south-eastern part of Bangladesh 
known as the Chittagong Hill Tracts, and other communities mostly live in the greater Mymensingh, 
Sylhet, North Bengal, and some other parts of Bangladesh. Each community has its own culture, 
language, and customs. To further develop the culture of these indigenous communities and 
nurture their growth, the Government of Bangladesh has established “Khudro Nrigosthi Cultural 
Academy, Birisiri, Manipuri Lolitokola Academy, Moulovibazar and three “Khudro Nrigosthi 
Cultural Institute” in three hill districts of the country. Indigenous tribes are making an effort to 
preserve their culture in accordance with their norms, despite the fact that the cultural growth of 
these indigenous people is not very prevalent. “Girisur Shilpi, Gosthi, Achik Band community” are 
few examples of initiatives taken by indigenous communities to practice and nurture their music 
industry. But it is not possible to sustain the music industry of indigenous people without state 
patronization. In the 21st century where modern music celebrates widespread use of modern 
musical instruments, the traditional musical instruments of indigenous people in Bangladesh 
are on the brink of extinction. Plung, Hengorong, Dhuduk are some of the names of indigenous 
musical instruments that are soon to be lost. Moreover, these communities have no archives or 
books of their songs that preserve the legacy left behind by their songwriters or composers. As 
a result, it is the demand of the time to rejuvenate the music industry of the indigenous people of 
Bangladesh. The following are some of the proposed actions that might help put our indigenous 
community on the map of the music industry. 

• Activities of Kudro Nri-Gosthi Cultural Institutes need to be increased.
• Government should provide special incentives to encourage the use of traditional musical 

instruments of indigenous people.
• Database creation and providing incentives for indigenous musicians.
• Creation of special online archives for the preservation of traditional musical instruments 

and music of 50 indigenous communities.
• Forming a separate music cell for the 50 indigenous communities.
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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 music industry in 
Bangladesh, this report finds the following:  

Unstructured nature of the industry: The 
Bangladeshi music sector suffers from the lack of 
a proper structure, framework, and policy that are 
required to build and strengthen any industry. The 
lack of such formal structure prevents the music 
sector from systematically growing itself, its supply 
chain, and its stakeholders. The limitations created 
by this lack of structure in the industry bleed out 
to create further limitations such as copyright 
infringement, income volatility, and so on.

Insufficient government support: As previously, 
there is a major lack of proper policy and framework 
regarding the Bangladeshi music sector. Almost 
all stakeholders have pinpointed the lack of 
governmental attention and assistance. Many 
have drawn attention to the issue of government 
stimulus packages for several industries but none 
for the music sector, despite the industry suffering 
deeply during the pandemic. The demand for 
proper government support including policies to 
support artists and copyright protection as well 
as a decent budget allocation for the industry has 
been reflected on by several stakeholders.

Copyright protection: The preservation of 
artists’ rights and protection of copyright has 
been a major issue in the industry for a long 
time. This has caused artists to not profit from 
their creations, therefore creating unfair income 
discrepancy as well as diminishing motivation to 
create more. Copyright infringement laws do not 
have proper implementation either, which is why 
many go without punishment despite committing 
a state-recognised crime.

Lack of decentralisation: Whatever little 
opportunities and platforms that currently exist in 
the music industry, all exist in Dhaka. This lack 
of decentralisation causes artists from remote 
parts of the country to have to travel all the way 
to Dhaka to do even the basics, such as record 
a song or shoot a video. It has been a long-
standing obstacle for artists all over the country, 
even acting as a demotivating factor.

Social stigma: There is a deeply rooted 
social stigma around artists who pursue music 
professionally. From being deemed as drug-
addicted, unstable, and of ‘no use to society’. 
People are not ready to accept musicians as 

respectable professionals. This causes many 
hindrances for musicians in living their regular 
lives, and there is familial pressure to pursue a 
socially acceptable, 9-5 job instead. Therefore, 
the existing stigma around musicians is causing 
the artists to stray further from the industry. 

No nationwide study: There is almost little to no 
district mapping and no ministry has been held 
accountable for it due to the vagueness of the 
body of authority. Different clusters of the industry 
such as vocalists, instrument artists, instrument 
makers, recording producers, etc have not been 
formally recognised. This lack of identification has 
resulted in a consequential lack of cluster-wise 
database. The lack of a holistic database has 
also made linkages within and among relevant 
clusters extremely difficult. 

Gaps in policy: The music sector is not formally 
recognised. Copyright laws are not clear to industry 
stakeholders due to the absence of awareness 
initiatives. The pay scale of government-enlisted 
artists is outdated. The budget allocation in 
National Fiscal Policy is poor and insufficient. No 
specified Ministry is accountable. No facilitation 
or stimulus during Covid was provided to 
stakeholders of the sector despite their needs.

Weak intra-industry linkages: The bridge 
between industry stakeholders is absent. It was 
observed during our field research that the lack 
of synergy has resulted in some hostility as well. 
The disconnect between stakeholders’ results 
in employment opportunities, and advancement 
taking a major halt. 

No visible contact point: Proper structure and 
supply chain are missing in the entire industry. 
Ministry or institutions have not been specified 
regarding the sector and its components. 
Consequently, no body of authority is taking 
charge or being held accountable. Moreover, the 
lack of grassroots authority/contact points and 
databases is causing rural artists tremendous 
challenges.  

Lack of awareness: There exists a large group 
of people in the industry who are unaware of 
belonging to specific a sector or industry. There 
is also a lack of awareness and sensitization 
regarding, copyrights, policy, and law.

Weak links in generational learning/musical 
heritage: The lineage of heritage is coming 
to a standstill as the industry dries out. Newer 
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generations are unwilling to adopt dying musical 
heritages due to lack of employment and income. 
Further, the rapid force of globalisation appears 
to add to the disinterest of preserving heritage.

Precarity and stigma: Individual artists face 
many insecurities regarding their livelihood, 
employment, and financial safety. They, therefore, 
cannot consider music as a full-time profession 
to invest in. The industry’s mindset is to mint 
money as quickly and inexpensively as possible 
without working towards sustainable frameworks 
or making major investments. The social mindset 
showcases deep-rooted stigma and apprehension 
towards artists' lives, livelihood, and sometimes 
even character.

Keeping up with technology: The sector lacks 
the readiness to adapt to emerging technologies. 
Due to the traditional practice of music in this 
region, artists sometimes show resistance towards 
new technologies. Technological adaptation is 
difficult in an industry lacking formal structure. 

Identity crisis: The back and forth between 
preserving heritage and adapting to global trends 
creates internal conflict in artists. Artists are often 
selling off the copyrights to their work for the instant 
gratification of a minimal amount, ultimately losing 
their own voice and representation from their own 
creation.

Classical vs fusion: The two major schools of 
thinking, purists and experimentalists, often stand 
in conflict. Purists want to preserve the traditional 
sounds and methods of producing music but fall 
short in upgrading themselves. Experimentalists 
wish to merge global trends and styles to 
create updated and modern music but fall short 
in preserving heritage. These two schools of 
thought are in conflict instead of collaborating; 
this results in a mutual loss of opportunities and 
development.

Weak education opportunities: The current 
musical education landscape in the local industry 
has an outdated curriculum and is not adaptive 
to current trends. Formal training institutes are 
scarce and out of reach for the non-privileged 
lower socio-economic class. There is an absence 
of professional knowledge in both formal and 
informal institutes as well as a lack of focused 
and longitudinal research. 

Challenges of internationalisation/
globalisation: Due to global trends, mainstream 
pop taking over traditional music. The massive gap 
between the production and promotion of global 
and local music seems to be alienating modern 
audiences. Moreover, having to compete globally 
when the local scene is far from developed has 
proven to be a challenge for the industry.
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Based on the observations, our recommendations have been articulated using the 4P model of person, 
policy, programme, and platform that points out the gaps in each stakeholder level; as well as the GUIDE 
model that showcases the measures that government, universities, the industry and development 
organisations can take as the major stakeholders of the music sector.

GOVERNMENT

1. Training: For the individual artist, increasing the professional training centers is a key demand. 
Income instability and socio-economic obstacles to entering the field can be reduced by proper 
training. 

2. Artist preservation and acknowledgement: The government can step up decentralization and 
enforce a better pay scale.

INDUSTRY

1. Creating a formal structure: The industry needs to consider the lack of structure its biggest 
problem. This can begin by initiating a sustainable monetization model, starting with a sufficient and 
respectful pay scale for artists. The industry will also benefit from more commercialization efforts 
and entrepreneurial ventures all over the country. This will also help decentralize the active music 
scene and make it accessible for grassroots artists as well. 

UNIVERSITY

1. Updated curriculum and academic research: Universities can build an updated curriculum 
and increase academic research to preserve our heritage as well as strengthen the professional 
foundations of music students, and in turn, the sector. 

2. Creation of professional mindset: Universities can play a most beneficial role in creating a 
professional mindset and providing training for commercialization and entrepreneurial initiatives 
along with creative training, in order to make music a pursuable full-time career to be considered. 

PERSON LEVEL INTERVENTION:

DEVELOPMENT ENTERPRISES

1. Training Centers: Development partners can work to establish collaborative training centres for 
both creative training and commercial training to make the facilities accessible for artists at every 
stage and socio-economic background. They, as patron associations may take measures for artist 
preservation and promotion, especially at the grassroots level. It would improve the commercial 
side of the sector as well as the cultural support system for artists all over the country. 
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GOVERNMENT

1. Training programmes: Professional training and similar facilities have to be made accessible and 
affordable for all.  

GOVERNMENT

1. Budget allocation: The national policy for budget allocation shows major neglect for the music 
sector. The most recent demonstration of this being the lack of stimulus packages for the sector 
during Covid-19. 

2. Strengthening copyright laws: Copyright security and the implementation for its preservation is a 
notable issue. In terms of stronger policy, the government can have the copyright laws strengthened 
and implemented, which would benefit many artists financially and further position the government 
as a patron of the intellectual rights of all creative artists. 

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

UNIVERSITY

1. Connecting students with music stakeholders: Universities can play an important role in 
connecting students with active industry stakeholders. 

2. Academic research: Further and more focused and up-to-date academic research is required for 
both industry commercialization and heritage preservation.

INDUSTRY

1. Collaborative approach: Industry must have collaborative programmes with academia and allow 
students to have engagement with the local and global industries while studying. It will benefit 
the industry and help students to pursue their career in the industry with a good understanding of 
market and its prospects.  

DEVELOPMENT ENTERPRISES

1. Funding for industry development related program initiative: Development partners can 
provide funds for the development of root level artist to bring them in the mainstream.

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

PROGRAMME LEVEL INTERVENTION:

POLICY LEVEL INTERVENTIONS:
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UNIVERSITY

1. Arranging policy dialogues: Universities can arrange policy dialogue to amplify the voices of 
stakeholder groups of the music sector for better policy formulation, monitoring and implementation. 

INDUSTRY

1. Comply with government policy: Industry must comply with the national policies and take 
leadership in proper implementation of various laws, ordinance and policies.

DEVELOPMENT ENTERPRISES

1. Policy influencing through effective advocacy: Development partners have partnership both 
with government and non-government entities. With their lobbying and advocacy, they have the 
power to raise their concern and can influence policy making and implementation. 

GOVERNMENT

1. Formal structure: Government must help create a formal structure for music industry: currently the 
sector largely operates in the informal sector. It will help building a structured monetization system 
for individuals related to this industry. 

2. Cluster: Music sector is centred around Dhaka - decentralization and bringing grassroot artists to 
the mainstream scene is a must.

UNIVERSITY

1. Expanding network: Universities can create and spread knowledge. Thus, the academia has to 
network with other stakeholder groups of the music industry to expand its works and make the 
university as a real platform for knowledge creation and dissemination.

INDUSTRY

1. National platform and professional bridge: The lack of professional bridge between stakeholders 
needs to be amended. Industry should take initiative to establish a national platform for all 
stakeholders engaged in the industry. 

DEVELOPMENT ENTERPRISES

1. Public-Private partnership: Development partners through their public-private partnership can 
trigger a systematic mindset change in society with awareness campaigns for general acceptance 
of music as a profession as well as widespread representation of music as a healthy, profitable, 
and pursuable career. This would ensure respect for the artists, as well as pave the path for future 
musicians who would not have to face as much stigma and obstacles. 

PLATFORM LEVEL INTERVENTION:
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PARTICIPANTS: 

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

1. Mr. Asif Iqbal, Founder of Gaanchill Music, Lyricist, Chief Executive Officer, BTI- building Technology 
and Ideas Ltd. 

2. Mr. Ashraf Udas, Singer 
3. Shayan Chowdhury Arnob Singer, Music Curator and Producer, Coke studio
4. Mr. Hasan Abidur Reza Jewel, Singer, Musician
5. Warda Ashraf, Singer
6. Mr. Joy Shahriar, Music Producer
7. Mr. Imran, Musician
8. Dr. AFM Amir Hussain, Deputy Secretary, Ministry of MOI 
9. Mr. Zaki Uz Zaman, Country Representative, UNIDO 
10. Nahin Idris, Head of Art, British Council
11. Azizur Rahman, Assistant Professor, Department of Music, University of Dhaka

Focused Group Discussion (FGDs)
FGD with faculties of different departments related to Music, University of Dhaka

1. Azizur Rahman, Assistant Professor, Department of Music
2. Swarup Hossain, Assistant Professor, Department of Music
3. Md. Salim Hossain, Assistant Professor, Department of Psychology
4. Sayed Akther, Assistant Professor, Department of International Relations, University of Dhaka 
5. Dr. MD. Mumit Al Rashid, Associate Professor, Department of Persian Language and Literature 

FGD with stakeholders from Government, University, Industry, Development Partners 

1. Syeda Nowrin Jahan Nisha, Copyright examiner, Bangladesh Copyright Office
2. Dr. Mustak Ibn Ayub, Assistant Professor, Department of Genetic Engineering and Biotechnology, 

University of Dhaka
3. Mr. Asif Iqbal, founder of Gaanchill Music, lyricist, Chief Executive Officer, bti- building technology 

and ideas ltd
4. Chondon Datta, Music Director, Shilpakala Academy
5. Sharif Md. Sojib, Singer and Founder, Shwapnil Foundation
6. Mr. Joy Shahriar, Music Producer

FGD with Students, University of Dhaka 

1. Manira Mahjabin Mimo, Theatre and Performance Studies
2. Tahsin Noor Mittrita, Theatre and Performance Studies
3. Sabera Bhuiyan Borsha, Department of Music
4. Tribeni Roy Tonu, Department of Music
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5. Arnita Das, Department of Music
6. Kamal Datta, Department of Music
7. Tushar Mahmood, Department of Music
8. Kumar Protibimbo, Department of Music
9. Jaba Rani Biswas, Department of Dance
10. Mithila Acharjee, Department of Dance
11. Jannatul Islam Mim, Department of Dance
12. Promiti Karmaker, Department of Music
13. Audhara Nasir Mim, Department of Music
14. Mahnaz Rahman, Department of Dance
15. Wajih Tauseef, Department of Music
16. Romanuj Chakraborty, Student, Department of Music
17. Fozia Amin Tilu, Theatre and Performance Studies

Interviews:

1. Begum Shamima Akhter Jahan, Deputy Director, Music, Dance and Abritti Department, Bangladesh 
Shilpakala Academy 

2. Anindo Rahman, Chayanot
3. Shahan Kamal Uday, Vocalist, Introit Band
4. Mr. Mukul, CD Seller
5. Abdullah Al Farabi, Event Organizer 
6. Labu Flutes, Instrument Maker
7. Cosmin Chakma, Vocalist of ‘REMINISCENE’ Band
8. Pinky Chiran, Vocalist of ‘F-Minor’ Band
9. Madol Band (Antony Rema, Sam Sagor Mankin, Horendranath Singh)
10. Mr. Zaki Uz Zaman, Country Representative, UNIDO 
11. Nahin Idris, Head of Art, British Council

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
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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. Audhara Nasir Mim, 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 the stakeholders of the Music industry (Focus Group Discussion with teacher-students of the 
Department of Music, University of Dhaka. (May 21,2022))

Interview with Labu Flutes, 
Instrument Maker. (May 
22,2022)

Discussions with students of Department of 
Music, Dance, Theater and Performance Studies, 
University of Dhaka. (26 May,2022)

Focus Group Discussion with teacher-students of the Department of Music, University of Dhaka. (May 21,2022)

FGD on “Pilot Cultural and Creative Industries (CCI) Mapping of Bangladesh: (Music Industry)”. 
( 23 June ,2022)
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SHARING SESSION



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:



UNESCO Dhaka Office
H 122, R 1, Block F, Banani, Dhaka 1213, Bangladesh

Tel: +88(0)2222271482 | Fax: +88 (0)2222271150
unesco.org/dhaka | Email: dhaka@unesco.org


