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Sonata Op. 69 
 
 
 When thinking about and describing music, the music-as-movement conceptual model is 

particularly prevalent in Western classical music. Many descriptors of what music does also 

place it within a conceptual space similar to the physical world, able to go in different directions 

and exist dimensionally. But for music to do, go, or move requires a metaphorical understanding 

that, similar to language, connects something abstract to the physical world. George Lakoff and 

Mark Johnson (1980) proposed that language operates through such conceptual metaphors, and 

their work has been adapted to many other disciplines that can be understood in similar ways. In 

his 2012 book Musical Forces, music theorist Steve Larson building off Lakoff and Johnson 

and others as well as his own research in structural analysis developed a theory of musical 

forces that correspond to physical forces: gravity, magnetism, and inertia. In his theory, Larson 

suggests that motion connects musical and physical domains, and it influences musical meaning 

physical motion on the cello. First surveying the subfields of music theory that address musical 

meaning and embodied cognition, La

Op. 69 musical forces and cello performance are analyzed contextually as sympathetic models of 

motion and interpretation. 
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