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Angela Chappell: Analysing 43 years of the Arts Council’s funding and supporting 
of Caribbean Carnival in England 
 
This paper will examine the history of Arts Council England's (ACE) relationship to the 
Carnival sector in terms of the cultural history of Caribbean carnival in England as it has 
evolved over 50 years. It will analyse the rationale of grant funding by Arts Council of 
Great Britain to support carnival and diaspora identities via carnival arts recognised as 
a cultural expression for Black and Minority Ethnic communities. It will use 
examples/case studies of Notting Hill carnival in the 1970’s through to expansion to 
support regional Caribbean carnivals such as Leeds West Indian Carnival in the 1980- 
1990’s and currently. A timeline of ACE funding history and investment into Caribbean 
carnivals and carnival artists/organisations as a parallel to the history and 
development of the sector, regionally/nationally will be provided. The paper will 
examine the application of the Arts Council strategic framework document ‘Achieving 
Great Art and Culture for Everyone’ to carnival development currently. Definitions of 
carnival arts have evolved and the Arts Council has become more inclusive in 
acknowledging broader carnival arts practice. In what way have the Grants for the Arts 
and our Carnival Portfolio Organisation strategy contributed to the ecology of Carnival 
sector and support to social engagement and talent development? Angela will reflect 
upon her personal experience of funding and developmental support to the carnival 
sector as a relationship manager at ACE. She will also draw upon her experience as an 
artist and manager previously within the carnival sector. The paper will explain how 
carnival is changing in terms of public investment, artistic content, and in relation to 
social cohesion , engagement practice and commercialisation. 
 

BIOGRAPHY  

 Angela Chappell is a BA Honour’s Graduate in Fine arts with community arts- 
(Dissertation on Carnival). She had a freelance career specialising in Caribbean Carnival 
work in Preston, Crewe, Liverpool, Manchester, Oldham and Notting Hill 1986-1993. 
Since 2010 she has been a Relationship Manager with Arts Council England: Combined 
Arts - North and National Lead for Carnival Arts and Mela since 2013, she developed ACE 
Gfta carnival advice sheets and chaired two National carnival conferences: UKCCA 2013, 
EMCCAN 2015. Angela has undertaken research at: Trinidad carnival, 2000, Cape Town 
Carnival, South Africa, 2016, Viareggio carnival, Italy 2017 and published articles and 
photo galleries for Soca News as well as academic papers on carnival arts and supporting 
other academics accessing information around ACE carnival archives and intelligence. 
  

Paper (2000 words)  

The English government began formally funding the arts in 1940, 26 years before 
Caribbean carnivals emerged. Arts Council of Great Britain was founded in 1945 with a 
Royal Charter granted, 1946 to develop accessibility, greater knowledge, understanding 
and practice of fine arts. During its 70 year existence re-organizations have seen Arts 
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Council England (ACE) grow and shrink- reflective of government annual settlements. 
Treasury funds from public taxes provide running costs, budgets for administration and 
developmental work. Darren Henley CEO wrote about ACE history in his book: “The Arts 
dividend-why investment in culture pays”, 2016 acknowledging changes in 1940’s 
patriarchal attitudes providing art and culture that was “good “for the population whereby 
great art remained exclusive, expensive and inaccessible to the majority. He describes a 
shifting balance at the turn of the millennium for everybody to enjoy national arts and 
cultural offers as an essential part of life, rather than a luxury. 

Caribbean carnivals emerged in England 1966/67 in London and Leeds; small self-funded 
events that grew in popularity amid decades of inter-racial tension 1960’s-mid 80’s. Black 
activist movements and Community leaders raised awareness of inequalities experienced 
by Black Asian Minority Ethnic (BAME) communities. This prompted demand for ACE 
investment to be shared equitably: reflecting all cultures and recognizing carnival art as a 
key cultural expression for BAME communities. Carnival activist/historians Michael La 
Rose, 1999, 2004 and Abbner Cohen, 1983 refer to difficulties applying for funding. Black 
arts activists/authors: Darcus Howe and Kwesi Owusi, 1986 also wrote about difficulties 
recognizing carnival, black artists and attracting reasonable levels of funding compared to 
well-funded “high arts”, a position that has marginally improved.  
 
Intellectual lobbying and changes in attitude eventually led to the recognition of carnival 
arts -which was politically significant. ACE investment to London Notting Hill carnival (LNHC) 

was initiated via Greater London Arts Board £100 in 1974 and £500 awarded to the West 
Indian Carnival committee in 1975 when the event consisted: 80+ floats/ mobile sound 
systems, 2 live music stages; 41 static sound systems. Yorkshire Arts Association 
supported Leeds West Indian Carnival also in 1974/75 with a guarantee against loss 
initially: £87. During 1975-1999 support focused on sector development/artistic activity. 
Combined Arts officers at London Arts Board (LAB) plus an independent carnival arts 
advisory board established processes to distribute funding and outreach work which 
extended to Regional Arts Board (RAB) areas in 1980’s. A national carnival Arts Officer 
post was created to support the sector in 1996 and carnival arts strategy’s guided the 
work: Alleyne-Dettmers, 1997; ACE, 2005. 
 
 
ACE initial investments potentially responded to the emergence of Notting Hill- “the largest 

street party in Europe”. Often seen on BBC News and national press funders saw carnival 
as a unique ‘brand’ reaching BAME audiences/participants that other funded work seldom 
reached. Support concentrated on improving quality of artistic content/participation, 
developing emerging infrastructure plus working with multicultural/diversity agencies and 
local authorities 1980-90’s focusing on: creative, educational activity, addressing social 
engagement/cohesion agenda’s.  
 
 
ACE carnival arts clients were primarily based in London: African Caribbean carnival arts groups, 
venues, often voluntary sector/charities plus artist led organisation’s, national bodies for: steel 

pan, mas bands and ‘calypsonians’ associations became established. Latin American 
genres were incorporated 1980/90’s, (Bernstein, 2001,02) and regional clients increased 1990-
2000 
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Table 1: Arts Council England Investment into carnival Arts Clients 1975-1999 
 

 
 
Post millennium a smaller portfolio of regular funded organisations (RFO) emerged 
alongside clients who continued to access lottery funding. This professionalised sector 

established models of carnival arts practice: social engagement within communities and 
some of our key carnival artists who provide artistic leadership and talent development for 
the next generation became recognised.  
 
 
Table 2: Arts Council England Investment into carnival Arts regularly funded 
organisations (RFO) 2001-12 
 

  
 
RFO’s evolved into national portfolio organisations (NPO) after applying for 3 year funding. 
2012-15 included: 16 organisations: 11 London, 2 South West; 1 North, 1 Midlands, 1 
South East. 2012/13 investment: £2,070,149.  
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Between 2015- 2018, ACE will invest £1.1 billion plus estimated £700 million from GFTA 
creating opportunities for as many people as possible to engage. Potentially £6 million for 
carnival NPO and a further £6million via GFTA and other schemes for other carnival 
activity. This is guided by “Achieving Great Art and Culture for Everyone” - Arts Council 
England’s 10 year strategic framework (2010-20), which provides the focus for its work 
and funding distribution. Carnival Arts tend to contribute to Goal 1: Excellence is thriving 
and celebrated in the arts, museums and libraries and the creative case for diversity. Goal 
2: Everyone has the opportunity to experience and be inspired by the arts, museums and 
libraries. 
 
Grants for the Arts (GFTA) scheme: began in 1994 distributing national lottery for time 
limited arts projects, its used by many carnival organisations; troupes, bands, artists etc. 
Applications under £15k tend to include: research and development (R&D), small scale 
commissions/seasonal activity. Over £15k applications are likely to be from 
regional/national carnival organisations, artist led companies for larger projects. GFTA 
supports significant carnival activity averaging £2million+ annually.  
 
Table 3: Arts Council England, Grants for Arts: Combined Arts Investment: 
20011/12. 
 

 
 
In 2011/12 £12.8 million was invested in combined arts (19% of all cash) 14% of the 
applications (367) funded were carnival arts/festival applications (109). Carnival arts 
leveraging above: street arts, community combined arts and inter disciplinary arts genres,  
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Table 4: Case study: Arts Council England investment: Notting Hill and Leeds 
Caribbean carnivals 1975- 2016  
 
Year/time scale: 
Context  

London Notting Hill 
carnival (LNHC) 

Leeds West Indian 
Carnival (LWIC)  

1960’s: August Bank 
Holiday 

1966   1967 

1970’s;Regional Arts 
Association funding 
initiated 1974 
ACE funding initiated 1975 
 
 
 
Carnival leaders/activists 
engage with ACE to 
negotiate recognition of 
carnival arts- London grant 
funding increases 
thereafter.  

1974: Greater London Arts 
Association (GLAA) grant: 
£100 
1975: West Indian Carnival 
Committee £500; 1976: 
£4,500  
1977-79:Notting Hill 
Carnival & Arts Committee 
(NHC&AC): £ 7,500  and 
NHC Development 
committee: £12,600 
1976-79: 21 projects: 12 
groups 
Accumulative:£81,900 

1974/75: £87 (guarantee) 
issued by Yorkshire Arts 
Association (YAA) 
 
1977/78: £200  
 
1978/79: play scheme 
activity 
 
 

1980’s: 
2 LNHC organizing bodies, 
funded. By 1988; NHC 
management structure is 
reviewed: ACE and GLA. 
 

1986: NHC&AC:   London 
Arts Board client, plus 
NHCDC receive £60k+. 
Carnival projects: £470,658 
Educational: £9,900 
Exhibitions: £7,000 
Accumulative: 
£487,558+ 
 
1989: NHC: RFO: £50k 

Yorkshire Arts Association: 
1980-1990: 9 awards 
totaling: £22,000 
(1982-84, 1989: YAA 
credited as sponsoring 3 
individual costumes and a 
youth project). Farrar, 
2000 

1990’s: Carnival art was 
investment increased 
outside the capital. 
 
Carnival artists/RFO begin 
exporting/exchanging UK 
carnival internationally 
supported by ACE. 
 
1999/2000: 8 Regional arts 
board initiate carnival 
initiatives: £35k each. 

LNHC remains a core 
clients :£64k @ alongside 
South Bank, ICA (Institute 
of Contemporary Arts),  
 
50-70 mas bands/projects 
are regularly supported: 
total £109k per annum.  
 
London Arts Board (LAB) 
Music Unit funds; Steel 
band/Calypsonians; 
Training Unit provides 
fundraising training.  

1993, 1995-97 
YAA/Yorkshire & 
Humberside Arts fund. 
Summary 1993-1999: 
£25,500(averaging £3.5k 
per event) 1999- RFO status 
£4k  
 
1995-97: RJC dance 
(RFO)perform at LWIC 
 
1998: Geraldine 
O’Connor’s: Carnival 
Messiah:£100k 

2000-2010  
Nationally/internationally 
event costs escalate, event 
management becomes 
professionalized. Litigious 
culture emerges, public 
safety/ access improves. 

2000: YAA Asantwa 
Centre (YAA) £2.75m 
capital build 
2001: ACE annual review 
LNHC acknowledges 
underfunding but issues 
around artistic Policy and 

2000-2010: £67,653 
over 10 years. Averaging 
£4k for annual activity 
(RFO 2003/04) increased 
grants £22k: 2005 for 
touring work and 
International conference. 
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Regional carnival funding 
increases, incorporating 
new RFO’s 
 
 

Programming misaligned to 
quality standards, lack of 
artistic vision/development 
are raised.  
2002 grant:£140k 
 
2003: funding withdrawn 
from NHCT with a 
preference to invest into 
carnival arts clients/artistic 
content.  

 
£3,500 plus additional £2k: 
feasibility study; carnival 
arts centre.  
 
Capital build: £300k, 2003 
Afro Caribbean Resource 
centre. 

2010- 2016 
Carnival arts NPO’s 
nationally begin 
diversifying work during 
Cultural Olympiad, City of 
Culture bids post 2012 and 
commercialized festivals as 
regional carnivals decline 

11 RFO/7 NPO clients 
delivering Plus greater 
London carnivals and wider 
festival offer grows 
 
2016; 50th Anniversary: 8 
steel pan bands: Panorama, 
6 in parade, 30 troupes –
Gfta supported, 7 NPO’s.  

2010-15: £178,505 over 5 
years: including R&D, 
organizational 
development, growing 
activity prior to 2017 golden 
anniversary. 
 
2 RFO/NPO: RJC and West 
Yorkshire Playhouse 
support LWIC events 
annually 

 
*Source: author’s compilation from ACGB/ACE Annual reports 1975-2016. Annual reports: 
Yorkshire Arts Associations: 1974-2000, Greater London Arts Association: 1974/75 
 
Carnival growth 1960-80’s was immense; initiated from small community festivities on the streets 
of London and Leeds to world famous status within 15 years, creating tensions as investment 
never kept pace with sector needs and was under developed/resourced outside the capital for 25 
years. Funding bodies supported emerging carnival sector development, balanced with public 
administration constraints causing frustrations in 1970- 80’s when investment in Black arts 
companies/artists and carnival was evolving. 
 
ACE definition of carnival arts evolved over 40 years parallel with the sectors 
development. The “Arts world” and funders would have demanded a clear rational to 
understand it because African Caribbean carnival was new to U.K. Early definitions where 
informed by LNHC and advisory panels communicating to: ACE staff, the public and artists 
the parameters of carnival “ART” which was beyond the experience of the wider arts 
sector/ world. As a folk art/community rooted movement there may have been resistance 
to recognise it pre 1975, knowing it would result in sharing public subsidy with established 
“high Arts” sector, plus concerns over its reputation as a street party. Academic studies 
tended to refer to carnivals social, political and anthropological status rather than art form 
until Errol Hill, 1972. Current definitions are broad, recognising; African Caribbean, Latin 
American, indigenous and international carnival arts practice embracing evolving artistic 
practices that reflect contemporary UK society and cultures.  
 
“Carnival is characterised by participatory public celebration, including a parade or street 
party, involving music, dance, costumes and masks. Carnival exists in various forms, 
associated with different cultural and ethnic traditions. Carnival usually involves planning 
and participatory activities and live performance.”  
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* Arts Council England Information sheet: Carnival arts, Feb 2016  
 

As a fine art graduate I wrote a dissertation on carnivals history inspired by voluntary work 
with Preston Caribbean carnival and ACE exhibition/publication: “Masquerading- the art of 
the Notting Hill carnival”, 1986. As a young artist I observed that carnival art was self-
funded, benefactor/sponsor commissioned or publicly resourced. I applied for an ACE 
grant to attend Welfare state international summer school 1988- the form compared to a 
job application. Nowadays there’s written guidance, advice phone lines/ surgeries to help 
applicants. I was appreciative receiving a grant, I didn’t expect it to become a regular 
income but a helpful intervention to kick start my career. I began working for ACE in 2010 
my role is ambassadorial as well as observing work and monitoring significant grants. 
Since 2013 I coordinate an internal task group of officers who support carnival arts 
nationally and staff have positive working relationship with the sector but its difficult 
advising when you cannot guarantee funding success and need to remain impartial. ACE 
acknowledged the need to make fundamental changes to achieve more inclusive and 
diverse arts and culture sector in 2014 when ACE Chair Sir Peter Bazalgette launched the 
creative case for diversity- a vision for change over the next decade.   
 
Carnivals evolved from humble beginnings: expressions of culture, spontaneous street 
parties, voluntary or vocational in nature their seasonal cycle determines an annual treadmill 
securing resources to put the show “on de road”. Perceptions of gate keeping or unfair allocations 
from public bodies remain a highly emotive subject today as when Caribbean carnival was 
emerging 50 years ago. The current scale, speedy growth of high profile carnivals in the U.K 

was potentially stimulated by public funding (now established over 40 years), as well as by 
popularity and personal investment of participants/communities. Many carnivals are facing 
currently difficult decisions with spiraling costs and reduced financial/in kind support from local 
authorities since 2008. Nicole Ferdinand, described the potential future models for the sector; 
cultural celebration, cultural fusion, international arts festivals or tourist spectacle, 2010.  Carnival 
arts are highly adaptive and popular now reaching new audiences via outdoor arts, civic events, 
national touring and commercial festivals. Grass roots carnivals and troupes are also exploring 
ticketed events/fundraisers to support activity- it’s a fine line balancing the “Art “of carnival with 
commercialization pressures and trends as carnival evolves responding, to needs/demands of 21st 
century audiences and participants.  
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Acronyms 

ACE: Arts Council England 

AGACFE: Achieving great arts and culture for everyone: ACE strategic framework 

ALG: Association of London Government  

BAME: Black Asian and minority Ethnic 

CEO: Chief Executive Officer 

DCMS: Department Culture, Media Sport: national Government Department  

GFTA: Grants for the arts- an ACE lottery sourced funding scheme 

GIA: Grant in aid: ACE DCMS sourced funding 

GLAA: Greater London Arts Association 

GLA: Greater London Authorities 

LA: Local Authority 

LAB: London Arts Board 

LEA: Local education authority 

LNHC: London Notting Hill Carnival 

LWIC: Leeds West Indian Carnival 

NCBA: National Carnival Bands Association, Trinidad 

NHC: Notting Hill Carnival  

NHC&AC: Notting hill carnival and arts committee 

NPO: National portfolio organization 

RAB: Regional Arts Board 

R&D: Research and development 

RFO: Regularly funded organisation 

RM: Relationship Manager 

YAA: Yorkshire Arts Association 

 

 


