Chapter 11

THE COMMUNICATION OF EMOTION:
THEORY OF SENTICS

MANFRED CLYNES

ABSTRACT

Theories and sentographic methods of measurement of the biologic basis of emotion
communication are given. Specific biologic dynamic forms programmed into the CNS
for the communication of specific emotions have been isolated and are called essentic
forms. They may be produced through any motor output of sufficient dynamic flex-
ibility, including the tone of voice and appear to be produced and recognized sym-
biotically. Essentic form and its corresponding emotion are seen to be a single entity
with inherent feedback interaction between the expression and the emotional state.
Essentic form and the corresponding emotional state exhibit the property of coherence
so that only one essentic form can and does correspond to the experience of a particular
emotion state. The theory predicts a new form of laughter, called motoric laughter, in
which the voice is replaced by a suitable motoric pattern. Only when the motoric pat-
tern replacing the voice corresponds in frequency to the “ha’s’" of laughter does the
new laughter provide the same experience, confirming the coherence principle. Similar
essentic forms have been isolated in various cultures for similar emotions. This, com-
bined with the apparent impossibility to retrain individuals to express particular emo-
tions with altered essentic forms, indicates a biologic rather than cultural origin of
essentic form. It is proposed that emotion and its essentic form evolve simultaneously.
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Nonverbal communication has been studied widely in terms of visual cues,
such as body position and facial expressions (e.g., Birdwhistell, 1968; Ekman,
1972: 1zard, 1971; Klages, 1950), and less widely in terms of auditory patterns
(Bentley & Hoy, 1974). Subtleties of touch as a form of nonverbal com-
munication are least of all studied. (Taste and smell have hardly been explored
as possible media of voluntary nonverbal communication.) Painters and
sculptors have to content themselves with momentary cross-sections in time to
imply movement and expressive relationships. Yet the specific nature of live
movement in time most powerfully influences communication. The time
course of the expression defines its true character. But in the arts of music,
dancing, and acting, the time course of the expression is allowed to reign.
Communicating with subtlety and power depends on the almost infinite
shades that can be produced in the course of expression. | have called the’
scientific study of dynamic emotional communication sentics.

Sentics aims to study the subtleties of temporal expression and has
developed a new method for studying these experimentally. It has discovered
some biological foundations of expressive forms through which individuals
generate and communicate qualities and emotions. In this chapter, [ shall
briefly outline some of these findings (see Clynes [1977a, 1979] for a fuller ex-
position).

An expressive movement is an entity in time; it has a beginning, middle, and
end. The first step in studying such entities is to note that it takes a certain
amount of time to execute an expression of joy, of anger, of sadness, of love,
and so on, and these times differ for different emotions. One may have a suc-
cession of such expressions, but each will partake of the character and dura-
tion of that particular emotion. The second thing is to recognize that the
character of each expressive act is determined before it begins, that is, the time
course of an expressive movement is preprogramed by the brain before it
begins. This is very similar, for example, to the way a person might throw a
ball to hit a particular target. The way he moves his arm to throw is
preprogramed before he begins to throw: It is determined by his idea of hit-

‘ting a particular spot. The more precise his idea and the more precise his ex-
ecution, the more likely he will hit the target. Similarly, the time form of an
expressive movement represents the state that seeks expression and is more
powerful the more closely it corresponds to the expressive form of its quality.

[t appears that there is a class of qualities of experience that are inherently
linked with the motor system. Their expression and state may be considered
as a single existential entity. Such a category inlcudes most emotions.

If expressive intercommunication consists of discrete spatiotemporal forms
with clear beginnings and ends, we may ask the following question: Can these
forms for specific emotions be isolated? Such elemental units of expression
were, in fact, found to exist and could be preciscly delineated by experimental
methods to be described. We have called these elemental chunks or entities of
expression essentic forms.

Essentic forms turn out to underlie expression regardless of the sensory























































































