Environmentalist Multi-modal Communication: Semiotic Observations on some Recent Environmentalist Campaigns

Abstract
This paper proposes an analysis of on-line visual communication in recent environmentalist campaigns by Greenpeace. The basic question of this paper is: how does Greenpeace use visual images as a part of its on-line discourse, in connection with verbal text? The answer to this question can contribute to the understanding of a larger question: which is the role of visual images (moving and still) in environmentalist discourse? J. Chouliaraki (2010) identified a “post-humanitarian” tendency in communication aimed at collecting founds for humanitarian causes. This paper tries to discover if some of these tendencies are also present in environmentalist communication. This paper is based on a semiotic approach; it is a contribution to researches on NGOs’ communication, environmental communication and PR practices. The results are a typology of visual images, created by using different criteria, and the identification of some “post-environmentalists” aspects, in connection with some of the “post-humanitarian” tendency analyzed by Chouliaraki. 

Introduction
This paper proposes an analysis of on-line visual communication in recent environmentalist campaigns by Greenpeace. Greenpeace is probably the most « visible » and well-known environmentalist NGO in the world, and it is extremely able to attire media and public attention through images. The basic question of this paper is: how does Greenpeace use visual images in its on-line discourse, in connection with verbal texts? The answer to this question can contribute to the understanding of a larger question: which is the role of images (moving and still) in environmentalist discourse? This paper is a contribution to a developing research field, the study of NGOs’ communication and PR practices, and focuses on the visual dimension of these practices as a part of multi-modal communication.
The other objective of this paper is to see if some of the “post-humanitarian” tendencies identified by J. Chouliaraki (2010) in communication aimed at collecting founds for humanitarian causes can be identified also in environmentalist communication. In her researches, Chouliaraki identified some traits typical of many recent humanitarian campaigns (in contrast with previous periods). I will focus on the following: an accent on “textual games” (p. 119), soliciting reflexivity (the inferential activity of the reader-receiver) and rhetoric (irony, juxtaposition of images and of images and text, etc.), and low levels of moral and emotional direct appeal (“low-intensity emotional regimes”). In the conclusion of the paper, I will clarify if these traits are present also in the case of some Greenpeace’s campaigns, and if we can talk about something like a “visual post-environmentalism”.
Semiotics is the scientific discipline that inspires this paper. The version of semiotics applied in this paper studies how specific systems of signs (like verbal languages, or visual codes), used by people to produce “texts”, influence meaning production and communication by social actors (see Floch 2001, Henault and Beyart 2004, Catellani 2011a and b, 2012, Fontanille 2006, 2008). Semiotics focuses on the forms of the connection between specific sign configurations and probable meanings and effects. Visual images, their meanings and their agency, are one of the objects of semiotic analysis, as an important rhetoric tool. Semiotics cannot discover the real effects of texts on real social actors. It can only propose hypothesis on the most probable interpretations and results, basing on the analysis of the internal configuration of texts. Semiotic analysis of multi-modal texts can help in answering questions about the contribution of specific texts to a specific communication activity, like Greenpeace’s campaigns.
The kind of semiotics developed in this paper is, indeed, a form of qualitative approach. It can be a contribution to the improvement of the rhetorical approaches to communication and public relations (Catellani 2015; for a presentation of this area of research, see Oyvind Ihlen 2011, 2015, 2016). Semiotics is articulated into many different and evolving branches. Algirdas Julien Greimas and his disciples proposed a very important version of this discipline, which has evolved in recent years toward an effort to analyze sense-making and how specific significant forms create limits and opportunities to the sense-making production of social actors. I agree with T. Van Leeuwen (2005, p. 4) when he affirms that the social semiotics he practices is aimed at analyzing the “semiotic potential” of “semiotic resources”: this is indeed the same goal of the semiotic approach developed in this paper.
The post-structural semiotics applied in this paper is deeply influenced by thinkers like P. Ricoeur, who helps semiotics in getting out of the excesses of structuralism, and by phenomenology, which helps in focusing on the apparition and development of subjective experience. This approach is clearly aware that semiotic objects or “texts” are significant only inside their interaction with specific actors; in this way, there is a possible reconciliation between post-structuralism, based on the notions of enunciation and subjective experience, and the semiotics inspired by Charles S. Peirce, based on notions like the “interpretant”, semiosis and abduction.
The semiotic approach of this paper is a form of “epokè”, a selective attention to texts that temporarily does not take into consideration the context and the social situation in which texts appear, are produced and interpreted. This temporary “epokè” helps in focusing on the internal configuration of texts, in order to understand this configuration and its possible agency. Text is defined here as a portion of reality that is supposed to be meaningful for someone (an “interpreter”), and that can be isolated and observed. This definition can include material objects, “texts” in the traditional sense, but also social situations and even cultures and forms of life (Catellani 2011a, 2011b, 2013, 2015; Fontanille 2008). Texts in this large sense are seen as “traces” of interaction and social exchange, and of cultural phenomena. This “epokè” focused on text can be integrated into more complex research strategies that include other forms of analysis, like the observation of behaviors or quantitative research; it is a candidate to a multi-disciplinary analysis of social and cultural facts and objects[footnoteRef:1]. [1:  Different kinds of “socio-semiotics” or “social semiotics” have developed, in order to improve the connection between text analysis and the study of social and cultural contexts (see Catellani 2011b and c, 2012, 2015).] 

As already said, the post-structural semiotics used in this paper is closed to the social semiotics of authors like Van Leeuwen (2005, 2010), even if the basic semiotic references are partially different[footnoteRef:2]. Van Leeuwen defines multimodal analysis as the analysis of “the combination of different semiotic modes – for example, language and music – in a communicative artifact or event” (Van Leeuwen, 2005, p. 281). The approach proposed in this paper can also be seen as a contribution to multimodal analysis of verbal and visual texts. [2:  Van Leeuwen makes reference in particular, but not only, to the works of M. A. K. Halliday.] 

The author of this paper has also been influenced by another research tradition, critical discourse analysis (CDA), and in particular by Norman Fairclough, who proposes the analysis of the “semiosic” aspects of social facts (2005). Like CDA, semiotics is a contribution to the understanding of sense making by social actors, and can be useful to uncover specific forms of oversimplification and ideology. This critical aspect of semiotic analysis is another link to the tradition of critical rhetorical analysis of public relations and communication by authors like Oyvind Ihlen (2016).
In the following pages, I will present some categories on which I based my research, and a part of the images that are presents on the international website (English version) of Greenpeace (GP from now on). I will focus in particular on some campaigns, going on in spring-summer 2014 and still retrievable in 2016, in particular “save the bees”, “save the arctic” and the campaign for the protection of Indonesia forests. I explored also the photo gallery, as it was visible at the end of May 2014. The first result of this semiotic, qualitative observation will be a typology of different types of visual images – or, more precisely, of verbal and visual devices in which visual images are predominant –, used by GP to complete and make more effective these campaigns. The second result will take the form of some observations on the links with Chouliaraki’ research on post-humanitarian communication.

Basic tools: some opposition from semiotics and rhetoric
In this paper, I will use some oppositions in order to build a classification of visual images used in GP’s campaigns. 
· The first is the opposition between high definition and low definition images, corresponding in part to the distinction between the pole of “realism” and the one of “abstraction”: images can represent reality in different ways and with different degrees of fidelity. 
· The second is the opposition between two different relations to the verbal text. On one hand, images and verbal text can be semantically complementary, like in the case of the “relay” function described by Roland Barthes (1964): verbal text and images alternates in order to create a narrative sequence. The opposite situation would be redundancy (a same meaning is signified by both visual and verbal signs). The problem is that a perfect redundancy is not possible when the semiotic system of sign changes: a visual iconic image of a house will never be perfectly redundant of a description of that house. I propose the notion of “inter-semiotic redundancy” to identify texts in which images and verbal texts point towards the same notions or objects, with a high degree of semantic redundancy.
· I refer also to the classical rhetorical distinction of ethos, logos and pathos, coming from classical Greece (see Ihlen 2011). We will see in the following section how to apply this old distinction of rhetorical strategies to environmentalist images. 
· In order to identify different types of images, I will refer also to two other more recent authors. One is the French philosopher Michel Foucault. While studying texts aimed at supporting spiritual exercises and meditation (2001), he distinguished what he called “pedagogy” (to teach and transmit data and instructions for treating these data: reading instructions is a rational preparation for an experience) and “psychagogy” (to “drain” and to pull the soul by proposing an intense experience: reading is an experience in itself). In previous researches on early modern texts, I applied this distinction to spiritual and religious manuals (see for ex. Catellani 2010c). This opposition can be useful also for the analysis of environmentalist campaigns, in order to distinguish different forms of agency[footnoteRef:3]. [3:  Examples in the following sections will clarify the meaning of “pedagogy” and “psychagogy” in Foucault’s perspective (2001). See also Catellani 2012.] 

· Finally, the French semiotician Jean-Marie Floch proposed a distinction between four styles or strategies of advertising: referential, substantial, mythical, and oblique (2001). The first, the referential one, is based on the narrative representation of the product and of its practical characteristics. The second, the mythical one, is based on the construction of links between the product and symbols, values, stories. It is an attempt to create a “different” and magical atmosphere around the product, and to link it to basic existential values. The substantial strategy puts in evidence the “real” and sensorial aspects of the product as an object, in opposition to the mythical strategy. Finally, the “oblique” strategy tries to imply the receiver, the consumer, via stratagems like irony, and opposes to the practical valorization of products by exalting the amusing and ludic aspects of them. These four strategies, identified in a different type of texts (commercial advertising), can be a useful source of inspiration for the analysis of environmentalist visual images. These last ones share indeed, at least in some cases, some characteristics with commercial advertising, like the necessity of “hitting” and catching the attention in a short time, and the basic persuasive nature. 
I will try to apply these different oppositions in the conclusion of this paper, after showing some concrete examples of the different types of images founded in the GP’s campaigns.
 
Save the Arctic and “psychagogy”
The campaign “Save the Arctic”[footnoteRef:4] is an example of the fact that different types of visual forms are used by GP to create a visual device. While opening the main page of the campaign’s website, the reader is asked to signe a petition, while being immediately “immerged” in a visual narrative world linked to the subject (changing images that show the Arctic, the menace by oil drilling, and the fight to preserve it). Dimensions and the absence of clear limits to the image (that coincides with the limits of the browser’s window) create a (possible) effect of intensity and immersion. The rest of the page is divided into different parts: each one proposes to sign a petition and offer a verbal text with some explanations. Visual still images (a polar bear, a picture of the North Pole, a photo of activists on a bridge) illustrate each one of these parts. It is indeed a more static, analytical and pedagogical part of the page, which proposes argumentations and information about the campaign. In this way, the two basic strategies (pedagogy and psychagogy) are present together on the same page, and create the premises for a multiple reading experience, leading the reader from an intense “ouverture” (in a musical sense) to a less emotional and more informational development. [4:  http://savethearctic.org/en/, accessed 29 February 2016. The website of the campaign has deeply changed between 2014 and the final observation in 2016.] 

Scrolling down the page, in 2014 the reader met a video (“vicious circle”, no more visible on the website of the campaign but still accessible on YouTube, http://www.youtube.com/watch?v=bL3luiNGshM accessed on 29 February 2016) that sums up, once again in an intensive way, the contents of the campaign. The video combines beautiful images from the film Home by Yann Arthus-Bertrand, which shows different aspects of the Arctic. The editing of images (that reduces progressively their dimensions) creates a visual rhetorical effect: reduction is a representation of the progressive destruction of this environment (visual metaphor), and at the end the apparition of planet Earth creates a visual link to global menace. The “voice off” (of the actor John Hurt) “anchors” the meaning of the visual device, and music by the composer Johann Johannsson contributes to the atmosphere of melancholy and beauty. The video is indeed an example of « psychagogy », in the sense of Foucault. The reader is captured by the semiotic device that is able to « drain » him/her through space and time, to absorb and lead him towards the final revelation of planet Earth. The result of this intense experience should be engagement, through the invitation to “sign up” on the website. 
Specific time devices are aimed at improving this effect of “pulling the soul”: in particular, the slow pace of music and of the alternation of images, which focuses the attention of the reader and let him/her “digest” and being affected by the video. To use an old expression coming from the book of “Spiritual exercises” by St. Ignace of Loyola (16th century, see AUTHOR 2010c), the video proposes the “composition of place” of a narrative world. The viewer has to take position inside this world, in front of the situation, after having felt all the emotions that are connected to it. The image operates here as a tool for attiring attention and activating emotions, in connection with music and oral speech. The video is a strong combination of visual and sound rhetoric with a high-definition iconic text.

All about bees: notes on a galaxy of visual solutions
An even richer example of the multiplicity of the visual language developed by GP is the campaign on bees (main page: http://sos-bees.org/, accessed on 29 February 2016). GP developed in 2014 a big international campaign to save bees, attacked by different menaces included (in a prominent position) human industrial farming activities and artificial substances like pesticides. The main page of the campaign opens with very large images (short films) of flowers, trees and bees in their environment. The point of view on bees is very close, and the image does not have borders: the probable effect is, here again, that the observer is “immerged” in the natural (beautiful) reality of bees, fields and flowers. The same visual poetics of big, immersive images is present in the internal parts of the site (“situation”, “causes”, “solutions”; in these cases, sometimes images are not moving). These images could be considered, as in the case of “Save the Arctic”, as a sort of “ouverture” that introduces in an intense way the world of the campaign, made of different parts and aspects. Images are not expressing specific emotions, but simply representing bees and flowers from a very short distance (alternating with immense views of fields: the very near and the very far).
The campaign about bees is rich of different visual solutions. The page on “solutions” is full of different videos that present the testimonies of scientists, activists and peasants who apply and develop methods of agriculture that make no harm to bees. In these videos, the “ethical” aspect (in the sense of rhetorical “ethos”, the character of the speaker used as a persuasive tool) is central. They are “edifying” and instructive videos that present also “logos”, knowledge and information, but without precise quantitative data. These last ones are reserved for the “reports”, like the one entitled “Plan bee – living without pesticides” that can be downloaded on the same website. Videos underline the figure of the protagonist, the hero (and the opinion leader in the sense of the “two-step flow” theory of communication), like prof. Hans Herren[footnoteRef:5], or Yvonne and Steve Page who practice permaculture in France. These videos represent the speaker, but also his/her living and working environment. The video on prof. Herren (a specialist of eco-agriculture in Switzerland) alternates (in a very classical way for documentaries) images of him in his office and images of agro-business (industrial agriculture, fishing and rearing): the “ethos” images alternate with emblematic (anonymous) illustrations of its speech. The “pathos” dimension is less important, but present in particular through music. This last one creates a sort of “secondary semiotic flux”, capable of producing a dynamic (but discrete and unobtrusive) atmosphere and of creating a positive feeling about the speech and the images. In this way, pedagogy (the dominant strategy here) doesn’t eliminate a component of “psychagogy”, the attempt to “drain” and “pulling” the soul in a non-rational way[footnoteRef:6].  [5:  https://youtu.be/ICHOqrR8Dng, accessed on 29 February 2016.]  [6:  “non-rational” does not mean “anti-rational”: it is simply another “way” of persuasion, that does not pass through data and reasoning (a distanced examination of elements), but through a more immediate involvement in a dynamic, like a narrative. This distinction, coming from the researches of Michel Foucault, is not identical to the distinction between the two “routes” of persuasion studied by psychology (peripheral and central route proposed by Petty and Cacioppo in 1986), even if some connections can be identified between the two theories. In some senses, “psychagogy” is a third route, based on emotional vibration, on “immersion” in an experience that creates the proof that something has to be believed or done.] 

Other videos of this page propose different combinations of the same “ingredients”. For example, the interview of Claudia Daniel (researcher in Switzerland) is based on the same system of “alternating” ethos and illustration images, which in this case are images of her while working with a colleague in the natural environment. The interview to prof. Dufumier (French expert of agro-ecology) offers only “ethical” images of the speaker, without any illustration of his speech: his discourse (intense, quick, inspired), his beautiful and expressive face, and music are enough to enrich with a “psychagogical” note the verbal content of the interview. In each case, ideas and information come to the viewer through the verbal text (mainly), and music creates an accompanying dynamics (with a psychagogical effect). Images have three functions: they show the enunciator, which is the producer of the discourse and the “proof” of its importance through his/her personal testimony; they illustrate the discourse (showing for ex. anonymous examples of industrial agriculture); they show the enunciator in action, creating the space-time that confirms the identity of the speaker.
Showing the heroes creates a sense of positive collective involvement, it transfers credibility to the initiative (many of the “pioneers” are renowned scientists) and it creates also a sense of richness and abundance of people operating in favor of bees.
Another type of video is the presentation of events, like the “Global Day of Action – Save the Bees” video[footnoteRef:7] (Figure 1). In this case, music leaves its unobtrusive and “marginal” position and catches a very important place, accompanying images that show different moments of the event in different parts of Europe. The rhythm of music and of the cutting of scenes is rapid; music creates a climax with its internal structure (verses and chorus). The accumulation of places, actions, and faces produces a sense of feast and euphoria. The aim clearly is to show the success of the initiative, and indirectly the success and power of the association, with a quite strong psychagogical component – the reader is invited to involve him/herself in this positive movement). [7:  http://www.youtube.com/watch?v=2tKsUyRZLpE#t=26, accessed on 29 February 2016.] 

Another radically different type of images is exemplified by the video on dying bees in Hungary[footnoteRef:8], posted by GP Hungary on YouTube. In this case, the music is absent; the voice off of the activist explains (or “anchors”, in the terms of the semiotician Roland Barthes) the images of the sunflower field with bees (seen from a short distance) dying after collecting nectar in the flowers. In this case, all psychagogy is absent. The video is a sort of visual “proof” of a phenomenon: the simple fact of seeing becomes the argument, the proof; image is a semiotic tool for getting in touch with a real fact that is happening now. In this case, the image is not “anonymous” (a field, a place) but specific (that specific field in a specific country).  [8:  http://www.youtube.com/watch?v=PJ4os0WuFdE, accessed on 29 February 2016.] 

This presentation of the visual dimension of the campaign continues by talking about another “genre” of images, that is perhaps the most famous in the case of GP: the spectacular, rhetorical one. In this case, the visual world of ordinary experience is modified in a rhetorical way, creating surprises through mechanisms like metaphors, parody and other rhetorical figures. An example is the video on “greenbees” (http://sos-bees.org/greenbees/ figure 2). The video presents bees in action to defend their survival (and the one of humans) against pesticides and industrial agriculture. Bees operate many iconic and typical actions of real GP (like exposing posters and following ships with speedboats). The video is a self-parody of GP, which creates a different point of view and surprise. The visual world connected to the organization is modified in order to create attention, interest and involvement. 
Parody is a “coherent distortion” of texts aimed at the creation of meaning effects, in particular the attack of specific social actors (Catellani 2012). GP is very well known for its parodies of the symbolic universe of brands. Examples are the campaign against Mattel with the parody of Barbie and Ken[footnoteRef:9], or the parody of an advertisement by Volkswagen inspired by the world of Star Wars[footnoteRef:10]. Parody is an inter-textual work, because it modifies a pre-existing textual universe; and it is also a form of attack and criticism[footnoteRef:11]. In this case, “Greenbees” presents the first characteristic (inter-textual work): a quite well known visual world is evoked in a modified and “strange” (but coherent) form. Instead, the second aspect is not present, because GP is not criticized. More precisely, the text is aimed at showing an apparently ridiculous dynamic that is, at the end, a criticism of the humans, of the viewer (the written text towards the end of the video says “give bees a chance – because without us, you don’t have one”). In this way, an action of criticism and blame is present, but deviated towards “you”, the public, and not towards the symbolic capital of the organization (that is on the contrary valorized). In this case GP creates the typical “buzz video”, made to be spread largely on the Web, in order to attire people on the website.  [9:  http://www.greenpeace.org/international/en/campaigns/forests/asia-pacific/barbie/ accessed on 29 February 2016.]  [10:  http://www.youtube.com/watch?v=nXndQuvOacU accessed on 29 February 2016.]  [11:  In the case of the campaign against Volkswagen, we can talk about a “double re-writing”: a first one is made in the original advertisement by Volkswagen, that evokes one of the characters of the film series; the second one by GP, which creates the parody of the advertisement by Volkswagen by using other elements, characters and narrative aspects of the film series in order to change the meaning of the advertisement itself (see Catellani 2012).] 

Another example of spectacular, rhetoric video is http://robobees.info/, accessed on 29 February 2016. Built as a fake promotional video for “new bees”, robots introduced to replace bees extinguished because of pesticides, the video exalts the qualities of the “product”. The video presents an idyllic environment (flowers, grass, sunshine), and ends with children playing with the “new bees”. Music introduces (in an ambiguous way) a negative trait; the written text at the end asks “should we create a new world or save our own?”. Immediately before that, we see a fake thank to the main agribusiness companies. Children looking the viewer in the eye create a clear effect of direct call to our responsibilities. The fictional world is created as a coherent one, but some “signs”, some aspects of the global semiotic device, are there to “break” this coherence and to drive the viewer towards the “morality” of the show. It is a clear example of “post-environmentalism”, in which the “zero degree” of meaning is bypassed and the text develops a second degree, using the old rhetoric figure of irony (real meaning is the opposite of what is said or showed, in this case the fact that “new bees” are better than the old ones), without a direct appeal to emotions. 
Images are present also in the report “Plan bee – living without pesticides”, downloadable on the website. It is aimed at presenting a complete vision about how to manage the problem through a radical change in agricultural practices. In short, it is a text completely dominated by logos. In order to legitimate the seriousness of the discourse, an important rhetorical device is the abundance of bibliographical references. Another one is the presence of lists made of bullet points, a visual representation of “enumeration”, that is a central part of the rational “method” proposed by the philosopher Réné Descartes, a central part of the scientific approach and a rhetoric tool for creating a sense of serious and rationality (see Catellani 2011a). Finally, another device is the relatively limited presence of visual images. There are illustrations at the beginning and between each chapter, a sort of visual opening and break in the flux of data and argumentation. They are very big photos that occupy the whole page, without borders (with a possible effect of immersion and visual pleasure). Another type of image that is present in the report is the one of illustrations: for ex. the image of a specific type of bee, with a legend that specifies and anchors the content. More generally, each image in the report has a legend that explains and anchors the content, even in the case of the very big, full-page images. “Logocentrism” (centrality of the verbal language) is evident, and it perfectly balances the (moderate) “iconocentrism” of the website: people interested in deepening the subject will read the very long report, which offers the cognitive basis of the whole semiotic device of the campaign. From the “robobees” and the “greenbees” videos to the quite an-iconic report, GP is able to use very different semiotic configurations, in order to “create (symbolic) added value” around its message and its call to action.

Tigers and knowledge images
In other campaigns, we meet a different type of visual strategy, the one that I called in other texts “knowledge images”[footnoteRef:12]. Images of this type appear in the supports of the campaign against the use of tropical forest wood to produce pulp for paper and packages of toys[footnoteRef:13]. These pages are a part of the “core” website of the association (not a specific website for a campaign). The video on the top of the page presents in a didactic way an inquiry made by the association to unveil the links between deforestation and toy industry (figure 3). It is a narrative presentation, made with written texts and images that show simplified and artificial images of toy boxes, stylized representations of machines and bulldozers, animated maps, etc. Music has here, as in other videos already observed, the role of adding “psychagogy”, in connection with the rhythm of images: music is obsessive and repetitive, quite “mechanic”, and the effect can be an intensification of the dramatic atmosphere (and, as usual, the capacity of attiring attention).  [12:  See Catellani 2012, in which a chapter is dedicated to this case.]  [13:  http://www.greenpeace.org/international/en/campaigns/forests/asia-pacific/app/toys/ accessed on 29 February 2016.] 

Images are simplified, including some sorts of “pictograms” (the heating planet, the jungle, two shaking hands with banknotes representing corruption), and some animated maps. They are different examples of the reduction of iconic “definition”: the amount of details is reduced and the global effect is the focus of the attention on more abstract notions, links and connections. Image tends to become a “diagram”, in which connections and interactions are in evidence. The expression “knowledge image” can identify this pedagogical visual genre: “visual text is not a spectacular, high-definition device, but a didactic and schematic support for teaching” (Catellani 2012, 5)[footnoteRef:14]. [14:  Of course, the fact of using comic strip-like images to talk about packaging of toys creates a sort of internal coherence. ] 

Other examples of knowledge images are present in the same website. For example, we see some interactive maps, in which the viewer can identify precisely the area in which deforestation is taking place. This kind of images (simplified iconic definition, increased transparency of more abstract meaning, narrative or other) constitute in some senses the opposite pole of the “proof” images, in which high definition supports the impression of a direct sensorial contact with a reality.

Some conclusions: towards a typology of post-environmentalist images
My observation of the use of visual images (both static and moving) by GP on the Web is aimed at creating a typology that can be used to understand other similar cases, like the visual universe of other big international environmentalist associations (Friends of the Earth, WWF, etc.). As a consequence, the conclusions of this paper take the form of a list of “visual genres” with a short description of their characteristics. Each type can be described in particular from the point of view of the categories presented at the beginning of this article:
- the degree of visual “definition” or fidelity, the “iconisation” of images;
- the type of the relation with the verbal text (complementarity or inter-semiotic redundancy);
- the place of emotion (pathos), knowledge (logos) and the presence of the actor/hero who is portrayed (ethos);
- the specific combination of “pedagogy” and “psychagogy”;
- the similarity with one of the four styles or strategies of advertising according to Floch 2001: referential, mythical, substantial and oblique.
Each type can include either moving and still images together, or only one of these two types. Of course, the types I identify here come from an empirical research on a limited “corpus”, and perhaps other combinations are possible and exist on the Web (or will exist in the future). Concrete verbal and visual (multi-modal) texts can include different types of images, and sometimes it can be difficult to categorize specific images. Nonetheless, this typology can contribute to the understanding of visual rhetoric.

1. Pictograms. I put in this category all small and simplified abstract images, in particular small pictograms, which can accompany verbal text. This category is not present in the website in an autonomous form; we find some pictograms incorporated into the video on deforestation. In this case, pictograms are the support of a pedagogical action.

2. Anonymous and specific illustrations; proof images. This very large category includes fixed images, but also videos (like in the case of the interview to prof. Herren). Generally speaking, an illustration proposes the visual equivalent of the accompanying verbal text. Images are used to create a “composition of place”, to propose to the reader the space and time that correspond to what is said verbally. I identified two different types of illustrations: the anonymous ones – the visual correspondent of indefinite articles (e.g. “an” example of industrial agriculture, without specification of time and place) – and the “specific” ones – e.g. images with legends that identify precisely the place and the time. Iconic definition is normally high (photos and realistic videos). The quantity of psychagogy is normally low; illustrative images are instead a possible ingredient of pedagogical texts. Finally, illustrations are examples of a referential or substantial strategy (creation of an impression of contact with a reality). Specific illustrations include proof images as a sub-type. In this case, a high level of iconic definition is used to show the visual proof of a phenomenon, like in the case of photos (with legend) of deforestation in Indonesia, or of videos of dying bees in a sunflower field in Hungary. Proof images can be moving or still; they are linked to a specific space and time. Proof images are normally linked to a low level of ethos and pathos, while they are a support for logos. They are normally more pedagogical than psychagogical. Like other illustrations, they are examples of referential and substantial strategies.

3 Referential narrative images. Mostly videos, these images (visual components of verbal-visual texts) present a situation, a phenomenon or an event (like the video on the Global Day of Action). They are normally narrative or with a narrative component (they contribute to the narration of the story of one or more characters, and are built around some modification or change to reality). Their iconic definition is high: they are built to appear as a “window on the world”, in order to put the viewer in direct contact with it. Psychagogy can be present in this kind of visual texts: the combination of verbal text, music and (edited) images can create a complete experience for the viewer, often with evident emotional aspects (pathos). The visual strategy is referential, even if some videos of this type can become mythical (because of the dramatic, intense evocation of basic values and principles). This type of images is not far from illustrations. The distinction between the two types has to be made case by case, observing if the visual images are simply a double of the text (inter-semiotic redundancy), or if they participate in creating the narrative meaning of the text (complementarity). 

4. “Ethical” images (in the sense of Aristotelian “ethos”). These images are the place for exposing a character, normally a “hero” of environmentalism (or an “endorser” like a scientist), talking about a subject. They present the enunciator that is proposed as a source of persuasion and knowledge for the viewer. These images can alternate with others (in particular the narrative ones), in order to build specific persuasive videos. Ethos images can be part of pedagogical videos, but do not exclude a psychagogical component. An example of ethos images outside environmentalism is the one of photos of CEOs and managers in financial and CSR (corporate social responsibility) reports of business corporations (see Catellani 2015). Ethos images are often linked to a mythical style.

5. Knowledge images. This type of images is quite diverse, including maps, diagrams, images with abstract elements aimed at identifying relations and aspects (like arrows and lines, or artificial colors), schemes, etc. The basic characteristic is that iconic definition is “broken” and reduced in order to put emphasis on a more abstract content, or in order to create a selective attention on some aspects. Image becomes (more directly) a cognitive tool. Logos and pedagogy are in this case clearly dominant. The basic visual style is referential: the basic connotation of this kind of images is the direct contact with a reality, in this case not by showing this reality in its sensorial appearance, but by expressing something of its invisible “essence”, identity or abstract configuration (quantity of deforestation, economic links between companies, etc.).

6. Spectacular images. It is the case of visual parodies and self-parodies (like “Greenbees”). What defines more this type is the rhetorical modification of the visual world. In the case of the Ken’s video, the basic visual technique (realistic, high-definition cartoon) is already a modification of the normal visual experience, but the real “break” is made in relation to the fictional world of Barbie and Ken, on a narrative level. In the case of Greenbees, the break is the transfer of real scenes of activism to bees, keeping a high level of iconicity. These images are good examples of the “oblique” strategy identified by Floch. Psychagogy can be present and important: the visual experience created by the video is aimed at attiring, amusing and mobilizing the viewer, even if these videos are clearly more based (at least in many cases) on amusement, spectacle and surprise than on moral emotions.

This last observation on spectacular (rhetoric) images leads to the conclusion of this text about a possible form of “post-environmentalism”, similar to the post-humanitarian communication studied by Chouliaraki. The presence of irony, parody and other rhetorical forms is a proof of the importance of the “oblique” style, which creates a link with the “post-humanitarian” tendencies studied by this author. Another aspect of the post-humanitarian communication in Chouliaraki’is analysis is that the viewer’s look is often “de-emotionalised” (“de-emotionalisation of the cause”, 2010, p. 118). Basing on the corpus under analysis, I affirm that this tendency is present, even if psychagogy identified in the corpus is a testimony of the importance of emotional aspects. The evocation of emotions is present, but it is not based on an intense, immediate and elementary evocation of passions; instead, it is the result of the immersion in a multi-semiotic experience in which images (rhetorically modified or not) have an important part, together with music. Emotions are not absent, but they are previewed as the result of a sophisticated visual and textual construction that stimulates the reflexivity and inferential activity of the viewer (“affective regimes… do not appear as immediate emotions that may inspire action but rather as objects of contemplation to be reflected upon”, 2010, p. 118).
Another “post-environmentalist” aspect present in the images I observed is the importance of the brand. As Chouliaraki wrote (2010, p. 118), “it is not the verbalization of argument but the ‘aura’ of the brand that sustains the relationship between product and consumer”. In the case of GP, this observation has to be toned down: the aura is real, and self-parodies plays on the symbolic capital of the brand; but GP doesn’t hesitate to verbalize in many different forms its arguments, and to mobilize different visual genres too. 
In conclusion, some aspects of the visual rhetoric of GP are near to the post-humanitarian communication, and the expression “post-environmentalism” can be used. It refers in particular to the richness of the visual languages of GP communication, to its mobilization of different rhetoric and multimodal forms, to the appeal to the inferential and reflective activity of the reader, to the indirectness of the appeal to emotions. 
As we have seen, the visual world of GP is diverse, and it does not include only “rhetorically modified” videos and parodies. GP plays on a rich visual “blend” made of emotion, testimony and knowledge, in order to attire, interest and convince (and in order to “emerge” in the hard competition for “buzz” on the Internet). The “post-environmentalist” visual language of GP is also made of knowledge and proof images, in which emotions and psychagogy are not very evident. The visual language of this association appears today as very mature, rich and developed, and this article was an attempt at exploring it. Other researches would be necessary to extend the application of the typology of persuasive images to other organizations.
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