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Dedicated to Sarah Rae Grossman

“Go spill your beauty on the laughing faces

Of happy flowers that bloom a thousand hues,
Waiting on tiptoe in the wilding spaces,

To drink your wine mixed with sweet drafts of dews.”
Claude McKay, “Song of the Moon”, 1922
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SUMMARY

This thesis served as a research paper to understanding the relationship between oil
company sponsorships and British cultural institutions. Research was conducted through
gathering secondary published materials either scholarly, or in public media. Primary
information was gathered through the websites of various activist groups, museums, and oil
companies. Once the reasoning for why these institutions accepted oil company funding was
established, then research into how activist groups counteract these measures was discussed,
finished with a discussion on the relationship between decolonization and the termination of oil

company funding in cultural centers.



Introduction

British cultural institutions have benefited from the colonial plunders of the Crown and
Parliament, particularly through the success and exploits of the oil and gas industry. | had been
influenced to research this relationship after my first visit to the British Museum in December
2019 and was struck by the frequency of BP’s logo throughout the institution. I was also
influenced by an indigenous activist group Honor the Earth and their efforts to stop a oil pipeline
that will be running through their reservation This thesis will primarily focus on the relationships
that BP has cultivated with the British heritage sector, given its storied relationship with
Parliament and philanthropy across the United Kingdom. For the sake of scope, | will focus on
the Victoria & Albert Museum, the British Museum, and the National Portrait Gallery, which are
three of the many institutions that continue to receive or are open to funding from BP despite
calls from activist groups for decades to terminate these relationships. Ultimately, this thesis will
seek to answer the following question: Why do renowned cultural institutions in Britain continue
to accept oil company funding in a time of climate crisis, racial and social unrest, and calls for
decolonizing museums from workers and activists across the world?

Publicly funded museums in the U.K., like those that will be discussed in this paper, are
intended to serve the public, recognizing that art and culture should be a service given to the
people. The British Museum (BM) serves as an encyclopedic museum, containing a little bit of
everything from everywhere through the colonial exploits of previous centuries. The Victoria &
Albert Museum (V&A), an art and design museum, and the National Portrait Gallery (NPG),
home to portraits of famous and important British people, are also intended to serve the public,
which is why one-third of their yearly endowment comes from the British taxpayers. These

bodies and like institutions have received public funding since the early 20™ century.



However, in more recent decades, these museums have been advertising to their
constituents that they need corporate sponsorships in order to keep the lights on, citing reduced
funding from the government since the 1980°s. Therefore, bank and oil company logos, among
other corporate sponsorships, decorating signage and exhibition material in the museum. Some
museums claim that this funding is so necessary to support their free admission. In fact, while it
is true that public funding for the arts has declined since the 1980°s beginning with Prime
Minister Thatcher’s government, in reality this has only affected smaller museums and galleries
nationally, and has left the larger institutions such as the British Museum, the Victoria & Albert
Museum, and National Portrait Gallery, in the same comfortable positions they started out in. So
why do these institutions insist they need corporate sponsorship, specifically from the oil
companies that are the focus of this thesis?

In order to answer this question, it is important to understand the colonial origins of the
oil and gas industry. British Petroleum is a case in point. In 1908, after a seven-year search for
oil in Persia, the Australian-British mining magnate William Knox D’Arcy finally found what he
was looking for. With this discovery, D’ Arcy founded the Anglo-Persian Oil Company (APOC).
By 1914 the first world war on the horizon and D’ Arcy—who had no resources to distribute the
oil—was desperate to make a profit. He lobbied successfully to Winston Churchill, Chief of the
British Navy, to switch from coal to oil-burning fuel, with the promise that Persia was a
bottomless resource. This led the British government to invest two-million pounds into the
company. By the end of World War I, it was clear that the oil source D’ Arcy had found in Persia
would revolutionize industries across all sectors, as the narrative now goes from BP’s own

website on their history, “war without oil would be unimaginable.”*

1 “Early History — 1909-1924: Who We Are: Home,” bp global, accessed November 22, 2020,
https://www.bp.com/en/global/corporate/who-we-are/our-history/early-history.html.



https://www.bp.com/en/global/corporate/who-we-are/our-history/early-history.html

In 1935, D’Arcy’s company received a facelift and was rebranded as the Anglo-Iranian
Oil Company (AIOC), as new leadership in Tehran sought to escape the nation’s “archaic”
Persian past.2 As demand grew and the company expanded its hiring, Iran provided a steady
supply of laborers. Profitable as the company was, conditions for their men on the ground were
difficult. Segregation was rampant on the worksites as Iranian workers were housed in slums,
one known as Kaghazabad, or “Paper City,” while British officials lived in air-conditioned
offices and villas with water fountains marked “Not for Iranians.”® With continued British
presence and unequal distribution of resources and exploitation of Iranian workers, tensions grew
high throughout the country. In 1951, Mohammed Mossadegh was democratically elected as
Prime Minister of Iran and nationalized the Anglo-Iranian Oil Company’s holdings.* While the
United States claimed to fear Soviet influence in Iran and the British wanted to regain control
over “their” oil, this prompted the joint CIA and British Intelligence coup of 1953 called
“Operation Ajax.”® The country was then placed in the hands of Mohammad Reza Pahlavi, a
pro-Western Shah. The following year, in 1954, the company was rebranded as the British
Petroleum Company. The British company and government were able to maintain control over
Iran for two decades until the Iranian Revolution of 1979 finally put an end to British control of
the state’s oil.

| begin with this brief introduction on the origins of the oil company now commonly
called BP because it is important to understand the colonial origins and consequences of this

company and the lasting colonial impact it has had over the last couple of centuries in British and

2 Ishaan Tharoor, “A Brief History of BP,” Time (Time Inc., June 2, 2010),
http://content.time.com/time/magazine/article/0,9171,1993882,00.html.
3 -

Ibid.
4 Tbid; “Post-War — 1946-1970: Who We Are: Home,” bp global, accessed November 22, 2020,
https://www.bp.com/en/global/corporate/who-we-are/our-history/post-war.html.
5 Tharoor, 2010.
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global economic spheres. Addressing the colonial origins of BP —now rebranded as “Beyond
Petroleum”--is only part of why their funding in museums is unethical and unnecessary. The
fossil fuel industry’s role in climate change has become undeniable over the past few decades,
even if the science was available as early as the 1970’s. Since then, the fossil fuel industry has
had a head start in reputation washing their companies and the use of oil in our daily lives. As |
will discuss later in this paper, the same colonial enterprises that allowed for British control over
oil in their colonies also allowed for artefacts to be funneled into state museums back to the
British Isles.

The first chapter will discuss the public funding for the arts in the mid-twentieth century
and then the beginning of its decline beginning in the 1980’s, and how this led to museums and
other cultural institutions to turn to corporate relationships to fund their practices. The lack of
transparency these companies give museums remains unclear, and whether or not these
institutions need the funding like they say they do will also be contested. If museums are
supposed to be democratic spaces of learning and discussion, then why is their funding from
private sectors wrapped in ambiguity? Additionally, it becomes clear that although these
museums would have you think they turn to corporations to make up for this shortfall in public
funding, rather we see that these art institutions are functioning as an extension of the
government.

The second chapter will discuss what greenwashing is and how it impacts the museums in
focus, from the exhibitions they produce, to the award shows they hold year after year. An
explanation of greenwashing and applying it to a museum setting will be useful for consumers
moving forward, since it is not often applied to the arts and how we interact with them rather

than in a traditional greenwashing example of household cleaning products with dubious claims.



I will provide many examples and cases in which productions at the museum have had a
superficial agenda, while underneath it only served the interests of their fossil fuel sponsor, in
addition to how staffers themselves are influenced and answer to these same companies.

The third chapter in this thesis will discuss the tax avoidance schemes conducted by oil
companies such as BP and Shell, their contributions to our current climate crisis in addition to
multiple environmental disasters over the past hundred years, and these companies' roles in
continuing colonial practices contributing to the exploitation of indigenous peoples. It is
necessary to understand that BP not only exploits the citizens of the countries they drill in
abroad, but they also fail to pay the appropriate taxes on their projects back to the British
government and instead receive millions of pounds in subsidies.

The fourth and final chapter will focus on the work of different activist groups based in
the UK and abroad, and how their successes and failures in removing oil company funding from
various cultural institutions. In this chapter, I will also expand on the term decolonization and its
application to the removal of oil company funding from museums, ensuring that decolonial

action will be taken rather than just used as a metaphor.



Methodology

In order to answer my research question, | aimed to gather my qualitative and
quantitative data through secondary sources varying from scholarly articles published in an
academic setting, to research publications from non-profits. | also aimed to gather primary
source information, mostly about the museums, oil companies, and activist groups through their
websites. While academic articles were helpful, there were also few of them related to this topic,
so I had to pull a lot from website articles while checking the author’s journalistic integrity. By
collecting a mixture of qualitative and quantitative data, | was able to create a larger framework
to understand the way in which these institutions were funded as well as how this would affect
the content produced. When collecting data from online articles, | restrict myself by reading to
reputable news sources. When applicable I also focused on the more recently published article
for the most up-to-date information on certain subjects, but it was also useful to use older
resources as well. I was limited by time and resources as well, in another case | would have liked
to have filed for documents under the Freedom of Information Act in the U.K. but the time
constraints of this project did not allow me to do so, so | had to go off of the already published
documents. Ultimately, | aimed to collect this information and put them in conversation with

each other.



Literature Review

Beginning my research, I sought out journal articles and books that have already
discussed the relationship between oil funding and museums and how this relationship came to
be. To my surprise, there was not much out there. While online articles from media publications
were plentiful, scholarship was not. | also wanted to find a discussion of the possibility for
decolonial action in removing oil funding from museums due to the destructive and extractive
nature of oil companies on indigenous land globally; I thought of the protests led by group
Decolonize This Place and how they effectively removed Warren Kanders from the Whitney and
assumed that there would have been similar measures taken against oil executives on museum
boards too. Again, there was not much published about this specific relationship. But in this
search | found two pieces of scholarship that helped me establish a foundation of oil and arts, and
how funding had evolved since the 1980’s in order to address my research question.

My research began with the discovery of the book Artwash: Big Oil and the Arts written
by British artist and activist Mel Evans. This book was the jumping point for my thesis and is
one of the only comprehensive pieces of literature on the subject of Big Oil spending in
museums. Evans discusses how tobacco companies and arms manufacturers were the precursors
to oil funding in the arts, the entanglement between the UK government and the oil company BP
specifically, how this oil money ultimately influences the exhibitions produced in a negative
way, and finally highlighting the performance protests in galleries all over the world. Since
publishing in 2015, Evans' work with activist group Liberate Tate has proved successful since
Tate ended its 26 year relationship with BP. Artwash does not engage with the term decolonial
or decolonization movements within museums. Evans also engages heavily with how oil

sponsorship in museums is about the sprucing up of the company’s reputation and image; this is



not something I will dwell too much on, as I believe it will be more impactful to focus on the
destruction these companies bring, rather than their efforts to tidy up their logo.

The second book that also proved to be useful for my project is Privatising Culture:
Corporate Art Intervention Since the 1980°s by Chin-tao Wu. Like Evans book, Wu’s is a rare
but important find, only in this case it is a comprehensive collection of information on the
change of funding norms in museums from the 1980’s to present-day (published in 2002). Wu
focuses on the United States and Britain and their changes in public arts funding, the changing
role of the government, and the turn towards corporate sponsorship and awards. Wu details how
the Regan and Thatcher conservative, neoliberal governments of the 1980°s brought this change
into museums; as government funding was withdrawn from the arts, corporations of all kinds
stepped in to fund museums and other cultural institutions. There are many concepts in this book
that have been useful while creating the framework for my paper and on what levels | intend to
critigue museums on, such as cultural hegemony and imperialism, the obstructive results of late-
capitalism. While this book was originally published in 2002 it still serves as a thorough
contribution to funding in the arts and how corporations have embedded themselves in the
arts. These two books have helped me lay the foundation of my thesis in order to critique the
contribution of oil funding in British museums as well as approach it from a decolonial stance
and agenda, without having to do the research or investigation on “how we got here” in regards
to the funding changes and discrepancies from the mid-20th century to present day.

Additionally, my approach to this paper from an analytical perspective was informed by
scholars from the environmental anthropology field. Anthropocene or Capitalocene?: Nature,
History, and the Crisis of Capitalism, edited by Jason Moore has largely influenced my approach

to the relationship between oil company sponsorship, cultural institutions, and the climate crisis.



Moore discusses the term capitalocene in comparison to the Anthropocene, posing it as a term
that answers questions the Anthropocene cannot; he states that the capitalocene signifies how
capitalism organizes nature as a whole, nature being multi-speciated and cheapened, meaning
that everything a part of nature is cheap and ready for extraction. By approaching
(neo)colonialism and how both oil companies and British cultural institutions have and continue
to benefit from the empire, it has helped me understand and explain why in terms of
environmental racism and impact on (neo)colonial nations. Similar to Moore’s book, I utilized
Kathryn Yusoff’s A Billion Black Anthropocenes, which also describes the manner in which
black and brown bodies are in closer proximity to sites of extraction given their entanglement
with nature.

Naomi Klein’s 1999 No Logo was also informative about capitalism and brand relations
to the public. In this book, Klein addresses the real violence that is felt in the so-called Third
World, and the nations and people that live there exist only for the comfort of the First World;
for example: the hanging of Nigerian anti-Shell activist Ken Saro-Wiwa.® Klein’s book is
situated on the hypothesis that if more people know of the dark secrets that the global brands
hold, a new political movement would be sparked. Even if written 22 years ago from the moment
| am writing this, | believe in the same sentiment and that if we work to illuminate the
exploitative practices of corporations, people would want to hold them accountable because
human and nature relations does not bring destruction (as the Anthropocene suggest) rather,
capitalists accumulating resources brings destruction. No Logo focuses on the rise of brands and
their relation to the public, which falls in line with Moore’s concept of the capitalocene and the

relationship between oil companies and museums.

6 Naomi Klein, No Logo: No Space, No Choice, No Jobs (London: Flamingo, 2000), 14-15.



Ultimately, as I aim to illustrate throughout this paper that museums do not need funding
from oil companies and rather their relationship proves to be more sinister. The relationship
between companies like BP and British cultural institutions is one that prioritizes capital
accumulation at the expense of consumers in the arts, the public, and those working and
inhabiting in the Global South that either work for oil companies or live near the negative
impacts of the oil and gas industry; here we will see how both humans and nature are resources
to be extracted from, just as Moore describes as capitalocene. Additionally, the oil companies
continue to benefit from their relationship with museums and cultural centers because it helps
clean up their reputation and readjust consumers priorities, shifting the blame from “potential”
environmental destruction, to the benefits of accessible art institutions, accessibility that they can
only claim to provide but never prove. I will discuss how this reputation-washing negatively
impacts the content produced by the museums these companies inhabit, again at the expense of
the museum visitor, all so that these corporations can continue to make a ridiculous profit
overseas. Breaking from my peers before me, | want to highlight how redistribution of colonial
funds is not decolonial action, nor does it liberate our art institutions; | am to contribute to the
necessity of financial transparency in art institutions and how decolonial action also extends to

removing unethical funding in these spaces.

10



Chapter 1: The Decline of Public Funding for the Arts and Turn to Corporate Support

Funding from the State

The Arts Council of Great Britain was founded in 1946 by the labour government under
Clement Attlee (1945-1951) with the purpose of distributing state funds.” Because the Arts
Council is the body that then gives British museums their funding from the British taxpayers;
these cultural institutions and the British government can claim that they are operating on an
“arm’s-length principle,” meaning that they don’t answer directly to Parliament and would thus
flourish without Parliament’s direct meddling.® Based on the detailing of Tate’s income from
1938-1953, and then 1953-2014 from Mel Evans in Artwash, we can infer similar funding
figures for the other large London institutions. From 1938-1953, annual reports at the Tate
showed that the galleries' entire income came from gifts, legacies and publications until the first
grant-in-aid funding from the state came in 1946 at £2,000; this funding increased by £1,200
until 1953 and then increased by £6,250 from that year onward.®

Traditionally, donations to the art institutions in the UK, which are largely registered and
are still registered as charities, are made through the British Deed of Covenant. The Deed of
Covenant, introduced by the 1922 Finance Act, provided the first legal agreement in which
donations could be made to charities.'® This contract was made distinctive because of its long-
term agreement; a seven-year annual donation organized which provided many arts organizations
with assured charitable income.!! This system also provided a great amount of transparency in

where and how these donations were funded from the Deed of Covenant to the Inland Revenue

" Mel Evans, Artwash - Big Oil and the Arts (London: Pluto Press, 2015), 42.

8 Evans, 42; Chin-tao Wu, Privatising Culture: Corporate Art Intervention since the 1980s (London: Verso, 2003),
21.

9 Evans, 50.

10 Wu, 60.

11 1bid, 60.
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Department. Essentially, the donor makes a payment to a charity of their choice net of the basic-
rate income tax and the tax is paid to the Inland Revenue, which is then reclaimed by the
charity.*? While this process is not entirely clear to me, it isn’t too important to understand the
intricacies of this process as it is eventually changed under Prime Minister Thatcher in the
1980’s and it's more important to understand that this process was more transparent than the
policies that followed.

The funding relationship between Parliament and British museums changed once Prime
Minister Margaret Thatcher came into office in 1979. The aim of Thatcher’s government was to
take the “arm's-length principle” a few steps further by reducing the funding given to art
institutions and encouraging corporate relationships in its place. At this point, the British
government had been providing for the arts, a public service and therefore a right to every
citizen, for over 20 years, but Thatcher wanted art institutions to join the competitive spirit of
free enterprise.®® In order to encourage businesses to invest in the arts, an aggressive campaign
was launched with the aid of Norman St John-Stevas, the first Arts Minister under Thatcher.** A
part of this campaign included the launch of the special grant of £25,000 pounds to the
Association for Business Sponsorship of the Arts (ABSA), as well as, in 1980, producing 25,000
copies of a booklet entitled The Arts Are Your Business which advertised the benefits of business
sponsorship in the arts; the booklet also detailed tax reliefs for businesses that came with
supporting the arts.'® A copy of this booklet is extremely difficult to come by and I wasn’t able
to get my hands on a digital copy for this paper. The end goal of this introductory campaign was

to double the figure the arts received from businesses from around £4 to £5 million in 1979, to

12 1bid, 60-61.
13 |pid, 47.
14 Ibid, 54.
15 Ipid, 54-55.
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£8 to £10 million by 1980.¢ By 1987, Thatcher and Conservative minister Norman Tebbit made
a 50% cut in the number of funded organizations nationally, which disproportionately impacted
the smaller regional cultural institutions than the larger ones in London such as Tate, the
National Gallery, and the BM.’

Furthermore, the format of the British Deed of Covenant also changed under Thatcher’s
government. In 1980, the first Finance Act was introduced and shortened the minimum covenant
period from a 7 year to a 3 year commitment; this made it more attractive to potential donors
given the volatility of the free market, long-term charitable investments were no longer
desirable.'® Then in 1986 in line with a more American style system of contributions, the
Finance Act allowed companies to deduct charitable contributions up to a limit of 3% of
dividends paid. Further diversifying and Americanizing how companies and individuals could
give to charity, the Payroll Giving Scheme was introduced in 1987 which allowed employees to
deduct donations from their income to the charity of their choice by the employers.° Both of
these measures not only Americanized how companies and individuals could donate to charities
and art institutions, it provided an easier alternative to the contractual obligations that the Deeds
of Covenant created.

Overall, the Thatcher’s government in the 1980’s had a long-lasting impact on funding in
the arts sector and corporate funding still makes up a large proportion of the total funding these
large museums operate off of. Yet, the amount of grant-in-aid these large London museums

receive still grows every year, pushing into a range of around 40% of funding total.?° For

16 1bid, 55.
17 Evans, 43.
8 \Wu, 61.
19 1bid, 62.
20 Eysans, 55.
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example, the British Museums grant-in-aid was £13.1 million in 2018/2019 and rose to £32.5
million for the 2019/2020 year.?! The continued trend of slashing for funding to cultural
institutions largely supported by the Arts Council of England are the ones that truly suffer from

these price slashes and the pressure to turn to corporate sponsorship.

21 The British Museum, 2020.
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The Benefits of Corporate Sponsorship - In the Words of Big Oil and the Arts

Thatcher’s government sought to increase corporate relationships in the arts and she was
successful to say the least. These public institutions across the United Kingdom now have
exhibition banners that sport “Sponsored by BankNameHere” among others. The museums in
focus in this paper either already have a contract with an oil company, or are open to oil
company sponsorship, specifically from corporations like BP. While these museums will make
the argument that they need funding from these corporate sponsors, it is more likely than not that
outlined in each institutions sponsorship policies, it is easy to criticize and find the ground work
in order to hold these museums accountable in their own words, as oil company sponsorship is
unethical on multiple levels. Not only does oil company sponsorship more often than not go
against their institutions sponsorship policies, museums are also lying to the public when they
say that these relationships are necessary to sustain public programs, events, exhibitions, among
other activities.??

On the contrary, BP’s 2016 five-year contract with the British Museum, the National
Portrait Gallery, the Royal Opera House, and the Royal Shakespeare company allotted £7.5
million total among these institutions.? It is not disclosed how this money is divided between
institutions, but if it were divided evenly, then the British Museum would only receive less than
1% of its yearly budget from BP funding. Not only is this a minute amount in the grand scheme
of the museum’s operations, it also does not explain why museum workers and BP keep saying

that their sponsorship keeps the doors to the museum open and free. This is simply not true. The

22

Evans, 104.
23 Kevin McGwin, “The British Museum Confirms That BP Is out as Arctic Exhibit Sponsor,” ArcticToday, January
6, 2020, https://www.arctictoday.com/the-british-museum-confirms-that-bp-is-out-as-arctic-exhibit-
sponsor/#:~:text=The%20British%20Museum%20has%20received,million)%20sponsorship%20agreement%20with
%20BP.
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British Museum has been a non-departmental government body (NDGB), which means that the
1/3 of its annual budget is given from the state with the condition that entrance remains free and
open to all.?* Whether BP is present or not has no effect on admission prices for any of these
NDGB.

To begin with, the relationship between BP and the British Museum (BM) is one that has
been two decades in the making. BP and the BM boast about the public programs that BP
sponsorship has been able to produce, as well as the numbers of people whose exhibitions and
programs have attracted millions of visitors. On the BM website, highlighted exhibitions and
public programs include Troy: Myth and Reality from 2019, I am Ashurbanipal: King of the
World, King of Assyria from 2018, the Chinese New Year event of 2008, and the Mexican Days
of the Dead Festival from 2015.2° Since 2000, BP increased its participation at the BM by
funding the BP Lecture Theatre.?® The BM has cited that the lecture theatre BP sponsorship is an
invaluable resource for the museum's education and public programming, and most importantly,
has helped the museum generate additional revenue.

Additionally, the National Portrait Gallery has hosted the BP Portrait Award yearly since
1990. The annual Portrait award has additional initiatives from it such as BP Next Generation,
BP Young Artists’ Award, and the BP Travel Award.

The total prize money increased to £74,000 in 2018. This makes the first prize worth

£35,000 — one of the largest for any global arts competition. The winner also receives, at

the Gallery's discretion, a commission worth £7,000 (agreed between the National

24 Evans, 44.

25 «BP,” The British Museum, accessed December 14, 2020, https://www.britishmuseum.org/support-us/supporter-
case-studies/bp.

26 «“Bp and the National Portrait Gallery: Community: Home,” United Kingdom, accessed November 27, 2020,
https://www.bp.com/en_gb/united-kingdom/home/community/connecting-through-arts-and-culture/bp-and-the-
national-portrait-gallery.html.
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Portrait Gallery and the artist). The second prize winner receives £12,000 and a third
prize of £10,000 is also awarded. The bp Young Artist Award, with a prize of £9,000
goes to one selected artist aged between 18 and 30. The bp Travel Award, which allows
an artist to experience working in a different environment on a project related to
portraiture, is £8,000. (BP Website)

For thirty years BP has been sponsoring this portraiture series which gathers millions of
visitors, inspires entry from all over the UK and the world, and claims that BP’s sponsorship of
this event allows “more people to have access to the best of the UK’s culture...” (BP website).

While the Victoria and Albert Museum (V&A) does not have any active corporate
partnerships with BP or any other oil company, director Tristam Hunt said he is open to the
opportunity to work with BP in the future. Hunt said that he believes that companies like BP,
although criminal for their lobbying against climate science, are also the ones that will be a part
of the solution for climate change, so oil company funding is not off the table at his museum.?”
The most recent interaction between the V&A and any oil company sponsorship came from the
touring exhibition back in 2013, Pearls which was sponsored by Shell and Qatar Gas.?® Out of
the three museums in focus in this paper, the V&A has the ‘cleanest’ comparable record in
regards to its relationship with oil companies.

While many museums in the U.K., including those focused on in this paper, are publicly
funded by the British taxpayers, the ambiguity and lack of transparency around funding is key

for all parties involved to maintain their unethical operations which will be discussed in the next

27 Sutton, Benjamin. “Victoria and Albert Museum Director Defends Sponsorship from Fossil Fuel Companies.”
Artsy, September 6, 2019. https://www.artsy.net/news/artsy-editorial-victoria-albert-museums-director-defended-
funding-fossil-fuel-companies.

28 «Art Not Oil Coalition,” Institutions - Art Not Oil Coalition - Ending oil industry sponsorship of the arts, accessed
November 12, 2020, https://www.artnotoil.org.uk/institutions.
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chapter. It’s essential that the museums and the oil companies keep how much funding is given
secret so that they can continue to tell the British public that their tax dollars are not enough to
support the BM, V&A or NPG, and so that Parliament can cite lack of funds as well, therefore
justifying corporate sponsorship in the arts. This is a parasitic and cyclical relationship the

museums, Parliament, and oil companies have successfully developed.
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Chapter 2: Greenwashing and the Consequences of Corporate Influence in the Arts

What is Greenwashing?

Oil companies such as BP are using museums and other cultural institutions in order to
greenwash their reputation, to renew their social license to operate, meaning they undertake
efforts to ensure that their reputation is favorable in the public eye?®. Many corporations globally
undertake corporate social responsibility (CSR) programs in order to renew their social license to
operate, thus leading them to sponsor industries such as the arts.*® Greenwashing, as defined by
Richard Dahl in “GREENWASHING: DO YOU KNOW WHAT YOU 'RE BUYING?” is the
practice of making unwarranted or overblown claims of sustainability or environmental
friendliness in order to gain market share.3! Another source defines greenwashing as “concealing
environmentally harmful actions with the rhetoric of environmental friendliness to entice and
manipulate the consumer.? Furthermore, greenwashing and terms related to it such as “carbon-
neutral,” “all-natural,” and others have become more widespread and used more frequently than
government institutions such as the Federal Trade Commission (FTC) in the United States or the
Advertising Standards Authority (ASA) in the U.K. can keep up with. This results in what has
been called the “Seven Sins of Greenwashing,” the result of unregulated green advertising. The
seven sins include: a hidden trade off, no proof, vagueness, irrelevance, lesser of two evils,
fibbing, and false labels.3® But even despite the slow pace to keep up with regulating and

defining green-jargon, there have been instances where corporations were held accountable. In

29 Evans, 77.

30 Ipid, 76.

31 Richard Dahl, “GREENWASHING: DO YOU KNOW WHAT YOU'RE BUYING?,” Environmental Health
Perspectives118, no. 6 (June 2010), A 247.

32 Stephen J. Scanlan (2017): Framing fracking: scale-shifting and greenwashing risk in the oil and gas industry,
Local Environment, DOI: 10.1080/13549839.2017.1345877, 5.

33 Dahl, 249.
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2008, the ASA rebuked oil company Shell’s claim that their tar sands project in Canada were
part to “secure a profitable and sustainable future” with no evidence to back up this claim.34
Greenwashing and the various like terms associated with it does affect consumers and
their relationship to the brand. In an Annual General Meeting in 2012, BP representatives stated
that their aim in sponsoring cultural and sporting events was for “brand projection and
connection with customers and society.”® A market research study found that 38% of people
who were exposed to BP’s Olympic sponsorship in London 2012 started believing that BP was
working towards a cleaner planet.®® They intentionally sponsor these events in order to maintain
their social license to operate. BP is projecting an image that their money is necessary to
continue the existence of sports and culture sectors, while also convincing consumers that they
are the only companies with the ability to technologically develop sustainable practices.®’
Luckily, as of November 2020, the UK Competition and Markets Authority has
undertaken a new project to examine products and services that market “eco-friendly” claims and
to investigate whether consumers are misled by these claims.® The CMA has indicated that the
types of behavior being investigated include exaggerating the positive environmental impact of a
product or service, using complex or jargon-heavy language, and implying that terms are eco-

friendly through packaging and logos.*°

34 Dahl, 248.

35 «Do the Arts Need Oil Sponsorship?,” BP or not BP?, October 7, 2019, https://bp-or-not-bp.org/does-the-arts-
need-oil-sponsorship/.

36 Kate Yoder, “Why Do Oil Companies Care so Much about Your Carbon Footprint?,” Grist, August 27, 2020,
https://grist.org/energy/footprint-fantasy/.

37 Scanlan, 5,15.

38 Christine Graham et al., “UK Competition And Markets Authority Moves To Clean Up,” Welcome to Mondagq
(Cooley LLP, November 8, 2020), https://www.mondag.com/uk/environmental-law/1002030/uk-competition-and-
markets-authority-moves-to-clean-up-green-washing-marketing-claims.

39 |hid.
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BP can and have done this (the seven sins of greenwashing) all on their own, without the
reputation of world class art institutions backing them up, but it doesn’t hurt to lean on the BM to
ensure your consumers that you are leading the fight for clean energy. BP popularized the term
“carbon footprin