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	| ABSTRACT

	Chinese philosophy holds the worldview that "Heaven and Man Are United as One", which is also the deep cognitive gene underlying traditional Chinese musical thought. From the perspective of cognitive linguistics, this paper examines how this "Heaven-Man Oneness" worldview constructs a tripartite cosmic cognitive framework —uniting Heaven, Earth, and Humanity—through metaphorical mechanisms. The study reveals that the "Heaven-Man Oneness" worldview shapes the cognitive mode of Chinese musical discourse by virtue of its three fundamental features: holistic thinking, dynamic generativity, and relational priority. Within this framework, Chinese musical discourse develops a four-dimensional metaphorical system: in its ontological dimension, music is conceived as an auditory mapping of cosmic order, with qi (vital force) permeating the connection between Heaven and Humanity, and he (harmony) integrating the four domains of nature, art, society, and the human mind; in its generative dimension, music is understood as the product of the flow of cosmic qi; in its functional dimension, music serves as a medium for communication between Heaven and Humanity; in its axiological dimension, the highest value of music lies in its attunement to cosmic order. This metaphorical system, with its interwoven ontological, generative, functional, and axiological dimensions, constitutes an Idealized Cognitive Model (ICM) of the cosmic worldview in Chinese musical discourse. This cognitive framework not only shapes the conceptual system and value standards of traditional Chinese music but also deeply permeates its aesthetic judgment and spiritual aspirations, thereby offering a new approach to understanding the distinctive cognitive logic of Chinese musical discourse.
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Introduction
[bookmark: _Toc29523]Chinese philosophy holds the worldview that "Heaven and Man Are United as One" from very ancient times, and it stands as the core proposition of the fundamental philosophical inquiry into "the relationship between Heaven and humanity" (jiu tian ren zhi ji). Zhang Shiying (张世英, 2017) categorizes the "structure of being-in-the-world" of human life into two types: one regards humanity and all things in the world as an internally connected and integrated system, which he terms "Heaven-Man Oneness" borrowing from traditional Chinese philosophical discourse; the other regards the relationship between humanity and the world as that between subject and object, wherein man is the subject, the world of things is the object, and the two are separate, opposed, and externally related to each other. This dichotomous framework finds a productive parallel in recent Anglophone scholarship on early Chinese thought. As Brindley (2012: 2-4) has argued, the conception of music in early China was not merely an aesthetic phenomenon but a cosmological and political one, emerging from a worldview in which sound and harmony were believed to resonate with the fundamental patterns of the cosmos, and in which the sage-ruler's proper attunement to these patterns was seen as the very basis of good governance. In the Chinese philosophical tradition, the fundamental relation encompassed by "Heaven-Man Oneness" is that between man and the natural cosmos, which encompasses various levels of meaning, including even metaphysical content. Meng Peiyuan & Ren Wenli (蒙培元&任文利, 2022) says, philosophically speaking, it embodies the unity of truth, goodness, and beauty.  
The "Heaven-Man Oneness" worldview is the fundamental philosophical concept of Chinese philosophy and the deepest cognitive gene underlying Chinese musical thought. This paper begins with the philosophical connotations of "Heaven-Man Oneness" and proceeds to analyze how it constructs, through metaphorical mechanisms, a musical cosmic worldview that unites Heaven, Earth, and Humanity, and on this basis, forms the distinctive cognitive framework of Chinese musical discourse.
1. Cognitive Features of the “Heaven-Man Oneness” Worldview
From the perspective of cognitive linguistics, the worldview of "Heaven-Man Oneness" is itself a profound cognitive framework. This framework has the following core features:
The first feature is holistic thinking. The "Heaven-Man Oneness" worldview holds that the universe is an indivisible organic whole, in which the three powers—Heaven, Earth, and Humanity—are mutually interconnected and mutually responsive. This holistic thinking differs from the cognitive mode of subject-object dichotomy and mind-matter opposition found in Western philosophy. It does not regard the relationship between humanity and the world as that between conqueror and conquered, but rather as an internal relationship of mutual resonance and integration. Xue Yongwu (薛永武, 2006: 116) points out that Yueji takes Heaven and Earth as the two poles of thought, employing holistic and fuzzy thinking, and uses imagery-laden language to elucidate the propositions that "Grand Music is in harmony with Heaven and Earth" (da yue yu tian di tong he) and "Music is the harmony of Heaven and Earth" (yue zhe, tian di zhi he).
The second feature is dynamic generativity. The "Heaven-Man Oneness" worldview is not static identity but a dynamic process of becoming. In Chinese philosophy, the core concept underlying this dynamism is sheng (generation)—"The great virtue of Heaven and Earth is called generation" (tian di zhi da de yue sheng)—which holds that the natural world is an organic whole ceaselessly generating life. In Chinese musical discourse, this dynamic generativity is manifested in the idea that music is not merely a reflection of cosmic harmony but also a participation in the creative process of the cosmos. The conception that "Music takes its model from Heaven" (yue you tian zuo) holds that music is made by taking as its model the transformative operations of Heaven and Earth and the way of cyclic change, and is an embodiment of expressing the Dao (the Way) of Heaven and Earth and their harmonious flourishing. This dynamic generativity implies that the universe is not mechanical and static, but a living, ever-changing organism.
[bookmark: _Toc17349]The third feature is relational priority. The "Heaven-Man Oneness" worldview emphasizes relation rather than substance, and the interaction between Heaven and Humanity rather than their independent essences. This stands in sharp contrast to the Western philosophical tradition, which privileges substance and emphasizes essence. In Chinese musical discourse, this relational priority is manifested in such categories as qi (vital force), yun (rhythmic vitality), and he (harmony)—concepts that are not descriptions of static attributes of things but rather apprehensions of dynamic relationships. As Liu Chenghua (刘承华, 2005: 23) observes, the traditional cosmogonic view of qi holds that all things in Heaven and Earth are transformed and generated by yin and yang forces, and are all accumulations of qi. The incessant generation of yin and yang forces weaves the rhythm of life. The entire inner functioning of life is sustained by rhythm. The inner rhythm of human life and the outer rhythm of the cosmos are in mutual accord.
These cognitive features of the "Heaven-Man Oneness" worldview fundamentally shape the cognitive mode of Chinese musical discourse and thought. Xu Fuguan (徐复观, 2001), in his book The Spirit of Chinese Art, explores Confucius's artistic spirit through music, revealing the internal trajectory of the Chinese artistic spirit. In the Chinese tradition, music is not an "artwork" independent of nature, but rather the cosmic sound that unites Heaven, Earth, and Humanity. Wang Ye (王晔, 2006: 10). have explicitly pointed out that Chinese traditional musical thought takes "Heaven-Man Oneness" as its central axis, i.e. music embodies the harmonious beauty of the cosmic nature, music and the universe move in the same pattern, and the interpretation of the relationship between music and humanity and nature is a distinctive feature of ancient Chinese aesthetics and philosophy. 
2. Music as a Metaphorical Mapping of Cosmic Order
The most direct manifestation of the "Heaven-Man Oneness" worldview in Chinese musical discourse is the conception of music as a mapping of cosmic order. This conception has been extensively documented in the study of early Chinese musical thought. As Brindley (2012: 4-5) observes, over the course of the Warring States and Western Han periods, music came to be viewed not merely as a human cultural product but as a powerful force capable of mediating between Heaven and humanity—a transformation of thought that lies at the very heart of the cosmological turn in early Chinese musical theory.
This mapping is a systematic metaphorical process: the structure of the cosmos is mapped onto the structure of music, and the laws of cosmic operation are mapped onto the laws of musical movement. As Lakoff and Johnson (1980: 3) famously argued, “Our ordinary conceptual system, in terms of which we both think and act, is fundamentally metaphorical in nature.” The conception of music as a mapping of cosmic order can thus be understood as a conceptual metaphor, wherein the source domain (cosmic order) is systematically mapped onto the target domain (music). Chinese traditional musical thought holds that music is the embodiment of the harmony of the natural cosmos, and that music and the cosmos move in the same pattern. At the cosmological level, it is said that "Music is the harmony of Heaven and Earth; rites are the order of Heaven and Earth" (yue zhe, tian di zhi he ye; li zhe, tian di zhi xu ye) — music is regarded as the human projection of the natural rhythms of Heaven and Earth, with the twelve pitch pipes(shí'er lü) corresponding to the twelve months, the five notes(wu sheng) corresponding to the five phases (wu xing). The he (harmony) of music is in essence a resonance with the order of Heaven and Earth .
This metaphor system can be analyzed from the following aspects:
First, musical temperament as a digital metaphor of cosmic order. In ancient Chinese musical thought, the twelve pitch pipes are not merely a standard of pitch but also a mathematical expression of cosmic order. Zheng Zuxiang(郑祖襄, 2020: 34) holds the view that before clarifying the fundamental premise that the five notes and the twelve pitch pipes originate from the astronomical systems of the Three Dynasties (Xia, Shang, and Zhou), it is impossible to achieve a thorough understanding of propositions in pre-Qin musical aesthetics such as "Music takes its model from Heaven" (yue you tian zuo), "Grand Music is in harmony with Heaven and Earth" (da yue yu tian di tong he), and the "harmony of temperament and calendar" (lü li he xie). This view reveals the profound connection between musical temperament and astronomy. The twelve pitch pipes correspond to the twelve months, the twelve double-hours (shi chen), and the twelve Earthly Branches (di zhi), forming a symbolic system that interconnects astronomy, calendrics, and music. The expression "律吕调阳(lü lü tiao yang)" refers to the adjustment of yin and yang through the twelve pitch pipes, in accordance with the dynamic changes of yin and yang forces, aiming to calibrate musical temperament, revise the calendar, and determine the seasonal sequence. Wang Yanmo (王延模, 2025) explains that this expression not only embodies the profound philosophy of yin-yang transformation but also reflects the ancient idea of the unity of temperament and calendar, and of Heaven and Humanity. Unlike the Pythagorean school, which explained the cosmos through the harmony of numbers, the uniqueness of the Chinese cosmological metaphor of musical temperament lies in the fact that it is not merely a correspondence of proportional relations but rather an analogy of generative processes—the pitch pipes are not arbitrarily established but generated from the circulation of qi (vital force). Huainanzi (Master of Huainan), in the chapter "Chief Practices of the Rulers" (Zhu shu xun), states: "Music is born from sound, sound is born from pitch, and pitch is born from wind—this is the origin of sound" (yue sheng yu yin, yin sheng yu lü, lü sheng yu feng, ci sheng zhi zong ye). This generative chain of "wind gives rise to pitch, pitch gives rise to sound, sound gives rise to music" is itself a metaphorical mapping of cosmology in the domain of music. As Johnson (1987: xiv) defines it, an image schema is "a recurring, dynamic pattern of our perceptual interactions and motor programs that gives coherence and structure to our experience." The cognitive basis of this metaphor lies in the "source-path-goal" schema within image schemas: the flow of cosmic qi is the source, the measurement by pitch pipes is the path, and the generation of music is the goal—these three constitute a coherent cognitive chain. 
Second, qi (vital force) as an ontological metaphor uniting Heaven, Earth, and Humanity. In Chinese philosophy, qi is one of the most ontologically significant concepts. Zhuangzi, a Chinese ancient philosopher, states: "The whole world is nothing but one qi" (tong tian xia yi qi er). Qi is both the material basis of the cosmos, the carrier of life energy, and the very soul of music. In musical discourse, qi realizes a threefold metaphorical mapping: the qi of Heaven (cosmic rhythms) → the qi of Earth (the vitality of all things) → the qi of Humanity (the energy of life). Through this ontological metaphor of qi, these three are understood as beings of the same origin and the same structure. Wang Min (王敏, 2009: 135) points out that the integration of the thought of Heaven-human resonance (tian ren gan ying) with musical theory results in the trinity of Heaven, music, and humanity, wherein music becomes the medium for communication between Heaven and humanity, and "Heaven-Man Oneness" becomes the supreme realm of perfection and goodness that music pursues. The seasonal cosmological schema and the use of music in sacrificial rituals in the book Yuewei (Apocrypha of Music) both embody the aesthetic ideal of "Heaven-Man Oneness," holding that music serves to harmonize yin and yang and Heaven and Earth, and therefore the making of music must take Heaven and Earth as its model. In the discourse of music appreciation and performance, expressions such as qi yun sheng dong (气韵生动, vivid qi and rhythmic vitality), qi shi hui hong (气势恢宏, magnificent qi and majestic force), and qi guan chang hong (气贯长虹, qi penetrating the rainbow like a long arc) are typical manifestations of applying this ontological metaphor to aesthetic experience.
[bookmark: _Toc9836]Third, he (harmony) as an integrative metaphor of cosmic order. He is one of the most central categories in Chinese musical aesthetics. Yueji puts forward the proposition that "Grand Music is in harmony with Heaven and Earth" (da yue yu tian di tong he), holding that grand music possesses the same harmonious quality as Heaven, Earth, and all things. The centrality of he in this cosmological framework is underscored by Brindley (2012: 68-72), who argues that harmony in early Chinese thought was not a static or homogeneous condition but rather a dynamic and inclusive construct — one that actively incorporated diversity and difference into a unified whole, rather than erasing them. This understanding aligns closely with the integrative function of he as developed in the present analysis."Harmonious integration" (he he) is the eternal and vital cultural spirit of the Chinese nation, embodying the profound experience and rational reflection of the Chinese people on the cosmos, society, and human life. Xue Yongwu (薛永武, 2006: 116) states that Yueji is the first canonical work on music in China, and its inner soul is precisely "harmonious integration". This proposition encompasses metaphorical mappings at multiple levels. At the cosmic level, he (harmony) is the fundamental principle governing the operation of Heaven and Earth. At the musical level, he (harmony) is the aesthetic ideal of the organization of sound. At the social level, he (harmony) is the political goal of ritual and musical education (li yue jiao hua). At the individual level, he (harmony) is the moral attainment of self-cultivation in body and mind. These four levels are unified into an organic whole through the concept of he (harmony) — the he of the cosmos is mapped onto the he of music, the he of music is mapped onto the he of society, and the he of society is mapped onto the he of the mind. He (harmony) thus becomes the conceptual pivot that interconnects the four domains of nature, art, society, and the human mind. From the perspective of cognitive linguistics, this metaphorical system constitutes a multi-level cognitive model. Taking he (harmony) as an example, its source domain is the harmonious operation of cosmic order, while its target domains include multiple fields such as musical structure, social ethics, and the individual mind. This mapping is not unidirectional but rather mutual and mutually explanatory. As Yueji  states, "Music is the harmony of Heaven and Earth" (yue zhe, tian di zhi he ye) — music itself is the embodiment of the harmony of Heaven and Earth. This proposition elevates music from a "human-made artifact" to a "cosmic phenomenon": music is no longer merely an expression of human emotion but the auditory manifestation of cosmic order.
Liu Chengji (刘成纪, 2015) further points out that this extension ultimately reaches toward the infinitely vast natural cosmos, as stated in the "Discourse on Music" (Yue Lun, chapter of Yueji): "Music is the harmony of Heaven and Earth" (yue zhe, tian di zhi he ye), and "Grand Music is in harmony with Heaven and Earth" (da yue yu tian di tong he). Thus, the boundary of the cosmos is the boundary of music; or rather, the cosmos as such is a musicized universe permeated with musical sensibility. This assertion profoundly reveals the ultimate expression of the cosmological metaphor of music. The cosmos is musicized, and music is cosmologized — the two achieve complete identity at the cognitive level.
3. Music as a Mediating Metaphor for Communication between Heaven and Humanity
Under the influence of the "Heaven-Man Oneness" worldview, music is regarded not only as a mapping of cosmic order but also as an important medium for communication between Heaven and humanity. This conception has given rise in Chinese musical discourse to a distinctive "communication metaphor" — music as a bridge connecting the three realms of Heaven, Earth, and Humanity.
Yueji explicitly states that the function of music lies in enabling "the eight sounds to harmonize without disrupting one another, so that spirits and humans are brought into harmony" (ba yin ke xie, wu xiang duo lun, shen ren yi he). This statement reveals the dual communicative function of music. Between spirits and humans, music serves as a medium for communicating with the divine in sacrificial rituals. Among humans, music serves as a means of coordinating interpersonal relations. From the perspective of cognitive metaphor, this "communication" framework itself is an extension of the "container" schema. Heaven and humanity are regarded as two different "containers," while music is the "channel" that runs through both domains. It uses music as a medium to communicate between the human heart and the self, between one person and another, and between humanity and the cosmic nature, pursuing the transcendent realm of "Grand Music in harmony with Heaven and Earth" (da yue yu tian di tong he). Its natural aesthetic thought is centrally manifested in three aspects: the relationship between music and nature, the relationship between music and humanity, and the natural realm of music in human life, ultimately emphasizing the heartfelt aspiration toward the supreme realm of "Heaven-Man Oneness."
The Sound-Mind Correspondence Theory" (yin xin dui ying lun) proposed by Li Shuming(李曙明, 1984) systematically elaborates on this communicative mechanism from the perspective of musical aesthetics. He argues that the two systems of sound (yin) and mind (xin), through the mediation of the movements of the human body, musical instruments, and air, constitute a large, internally connected sound-mind correspondence system. The He-Lü Theory (Theory of Harmony and Temperament) is an organic integration of the connotations of he (harmony) and lü (temperament/pitch), and synthesizes the spirit of both the autonomous and heteronomous theories in Western musicology. This theory reveals the profound mechanism by which music communicates between Heaven and Humanity. Music is not merely an objective sonic existence (sound), nor merely a subjective emotional experience (mind), but rather a unified whole of the correspondence between the two. It is precisely in this "correspondence" (dui ying) that the individual, through music, opens up a connection with the cosmos.
[bookmark: _Toc31988]Yuewei (Apocrypha of Music) further systematizes this conception, advancing the thought of the trinity of Heaven, music, and humanity, wherein music becomes the medium for communication between Heaven and Humanity. Wang Min (王敏, 2009: 135) finds that "Heaven-Man Oneness" becomes the supreme realm of perfection and goodness that music pursues . The seasonal cosmological schema and the use of music in sacrificial rituals in Yuewei both embody the aesthetic ideal of "Heaven-Man Oneness." This sacralization of music has its cognitive basis in the extension of the "force" schema. Music is conceived as possessing the power to alter cosmic order, capable of "moving Heaven and Earth and stirring spirits and ghosts" (dong tian di, gan gui shen). As can be seen from ancient musical theories, music is the crystallization of ancient musicians' absorption of the primordial qi of Heaven and Earth's creative transformation and their elevation of the life spirit of the subject. The temporal-spatial consciousness of "Heaven-Man Oneness" expands the aesthetic space and cosmic sentiment of music. This conception of music as a medium of communication has its cognitive basis in the extension of "link" schema: Heaven and Humanity are regarded as two endpoints that need to be connected through some medium, and music is precisely the bridge that carries out this connecting function.
Xu Xu (许徐, 2026) further points out that the progression from "listening with the ear" (ting zhi yi er) to "listening with the mind" (ting zhi yi xin) and then to "listening with qi" (ting zhi yi qi) represents a cognitive ascent in which the individual, through the pursuit of "Grand Music in harmony with Heaven and Earth" (yu tian di tong he), bridges the small self of the individual and the great self of the cosmos, thereby entering the ideal state of "Heaven-Man Oneness." The metaphorical basis of this cognitive progression lies in the hierarchical expansion of the "container" schema. From the container of the individual body, to the container of mind and emotion, and finally to the container of the cosmos — music guides the listener to "enter," level by level, into increasingly expansive cognitive frameworks. In this process, music is no longer merely the art of hearing, but becomes a spiritual passage through which the individual transcends its own finitude and merges with the cosmos. 
4. The Cognitive System of Cosmological Metaphors in Chinese Musical Thought
Based on the above analysis, the "Heaven-Man Oneness" worldview has constructed a multi-level and multi-dimensional metaphor system in Chinese musical discourse. This system can be summarized from the following dimensions.
Firstly, in the ontological dimension, music is the cosmos. The core metaphors of this dimension are "music is a mapping of the cosmos" and "music is a manifestation of the cosmos." It addresses the question of "what is music?" — music is not a man-made acoustic symbol but the auditory form of cosmic order. In the proposition "Grand Music is in harmony with Heaven and Earth" (da yue yu tian di tong he), the ontological status of music is established as the equivalent of cosmic order, rather than merely a symbol of it. From the perspective of categorization theory, this means that "music" (yue) and "Heaven" (tian) occupy the same hierarchical level in the categorical system of Chinese musical discourse — they share the same categorical attributes (he, harmony)—and thus can be understood as isomorphic existents. Liu Chengji (刘成纪, 2015) points out that the boundary of the cosmos is the boundary of music, or rather, the cosmos as such is a musicized universe permeated with musical sensibility — this is the ultimate expression of the ontological dimension.
Secondly, in the generative dimension, music is born from the cosmos. The core metaphors of this dimension are "temperament is born from wind" (lü sheng yu feng) and "qi generates music" (qi sheng yue). It addresses the question of "where does music come from" — music is not a subjective creation of humans but the product of the flow of cosmic qi. From the perspective of image schemas, the basis of this metaphor is the "source-path-goal" schema: cosmic qi is the source, the measurement by pitch pipes is the path, and the presentation of music is the goal or destination. This schema not only explains the physical origin of music (sound waves arising from air vibrations) but also endows music with a cosmological sanctity — music is a way in which humans participate in the creative process of the cosmos. As can be seen from Chinese ancient musical theories, music is the crystallization of ancient musicians' absorption of the primordial qi of Heaven and Earth's creative transformation and their elevation of the life spirit of the subject. This discourse clearly reveals the cognitive mechanism of the generative dimension of music, i.e. music originates from the primordial qi of the cosmos and is realized through the subjective participation of humans.
Thirdly, in the functional dimension, music communicates with the cosmos. The core metaphor of this dimension is "music is a bridge for communication between Heaven and humanity." It addresses the question of "what is music used for"—music is not merely a reflection of cosmic order but also a medium through which humans participate in cosmic order and achieve unity with the cosmos. From the perspective of the "container" schema, this metaphor regards Heaven and Humanity as two "container domains," with music as the "channel" that runs through both domains. Through music, the individual moves from the "small container" of the self into the "great container" of the cosmos, realizing the state of "Heaven-Man Oneness." Wang Min (王敏, 2009: 135) points out that the integration of the thought of Heaven-Human resonance with musical theory results in the trinity of Heaven, music, and humanity, wherein music becomes the medium for communication between Heaven and Humanity, and "Heaven-Man Oneness" becomes the supreme realm of perfection and goodness that music pursues.
Fourthly, in the axiological dimension, music is one with the cosmos. The core metaphor of this dimension is "music and the cosmos share the same harmony" (yin yue yu yu zhou tong he). It addresses the question of "what constitutes good music"—the highest value of music lies not in the sophistication of technical skill but in the degree of its attunement to cosmic order. In this dimension, he (harmony), as an integrative metaphor, connects cosmic order and musical value, i.e. the harmonious operation of the cosmos is the ultimate good, and the he of music is a participation in and manifestation of this ultimate good. Therefore, he (harmony) in Chinese musical critical discourse is not merely an aesthetic judgment but rather a unity of cosmological judgment and axiological judgment. Xue Yongwu (薛永武, 2006: 116) points out that "harmonious integration" (he he) is the eternal and vital cultural spirit of the Chinese nation, and that the inner soul of Yueji is precisely harmonious integration — this is the core expression of the axiological dimension.
The four-dimension structure can be summarized as follows:
	Dimension
	Core Metaphor(s)
	Question being answered

	ontological dimension
	Music is a mapping of the cosmos
Music is a manifestation of the cosmos
	What is music?

	generative dimension
	 Temperament is born from wind  (lü sheng yu feng)
Qi generates music (qi sheng yue)
	Where does music come from?

	functional dimension
	Music is a bridge for communication between Heaven and humanity
	What is music used for?

	axiological dimension
	Music and the cosmos share the same harmony (yin yue yu yu zhou tong he)
	What constitutes good music?


It is worth noting that this metaphorical system constitutes an interconnected cognitive network. The ontological dimension establishes the "identity" of music as a mapping of the cosmos; the generative dimension explains the "source" of music as born from the cosmos; the functional dimension defines the "function" of music in communicating with the cosmos; and the axiological dimension sets the "standard" of music as being one with the cosmos. Together, these four dimensions constitute the complete cognitive framework of the cosmic worldview in Chinese musical discourse. Liu Chenghua (刘承华, 2005: 26) holds the view that from the perspective of ancient musical theory, the temporal-spatial consciousness of "Heaven-Man Oneness" expands the aesthetic space and cosmic sentiment of music, and such aesthetic tastes as "rounded harmony" (yuan he), "pure and cool" (qing han), and "archaic elegance" (gu ya) embody what may be described as the vitality of great transformation. This demonstrates that the cosmic worldview not only shapes the conceptual system of Chinese musical discourse but also permeates its aesthetic judgments and value orientations.
This metaphorical system, with its interwoven ontological, generative, functional, and axiological dimensions, constitutes an Idealized Cognitive Model (ICM) of the cosmic worldview in Chinese musical discourse. The concept of ICM, as developed by Lakoff (1987), provides a powerful framework for understanding how cultural knowledge is organized into structured cognitive models that shape our understanding of the world. From the perspective of cognitive linguistics, this ICM is not a description of objective facts but rather an idealized understanding, within traditional Chinese culture, of the relationship between music and the cosmos. It is precisely within the framework of this ICM that traditional Chinese musical discourse establishes its distinctive conceptual system and value standards. As Wu Yuqing(1987) has summarized, "Heaven-Man Oneness" and the relationship between Heaven and humanity have always been a subject of enduring concern in ancient China, whether in the domain of philosophy or in that of aesthetics. Wu Yuqing (吴毓清, 1987: 17) finds that it is the inquiry into the "relationship between Heaven and humanity" (jiu tian ren zhi ji) in Chinese philosophy that gives rise to such statements or proposals as "Grand Music is in harmony with Heaven and Earth" and "the music of Heaven" (tian lai) and "the music of humanity" (ren lai) in Chinese musical aesthetics.
Conclusion
This paper has systematically examined, from the perspective of cognitive linguistics, how the "Heaven-Man Oneness" worldview constructs the cosmic cognitive framework of Chinese musical discourse through metaphorical mechanisms. The study reveals that the three fundamental cognitive features inherent in the "Heaven-Man Oneness" worldview — holistic thinking, dynamic generativity, and relational priority — fundamentally shape the way Chinese music understands the tripartite relationship among the cosmos, music, and humanity. Within this cognitive framework, music is not a man-made symbolic system independent of nature, but rather the cosmic sound that unites Heaven, Earth, and Humanity — it is at once the auditory mapping of cosmic order (ontological), the product of the flow of cosmic qi (generative), the medium through which humans participate in cosmic order and achieve unity with the cosmos (functional), and its highest value lies in its deep attunement to cosmic order (axiological). These four dimensions are mutually interrelated and together constitute a complete Idealized Cognitive Model.
The significance of this cognitive framework lies not only in explaining where the conceptual system and value standards of traditional Chinese musical discourse originate, but also in revealing a mode of musical cognition that differs from the Western tradition of subject-object dichotomy. While previous studies, notably Brindley (2012), have illuminated the broad cosmological and political dimensions of music in early China, few have examined, from a cognitive-linguistic perspective, the specific metaphorical mechanisms through which the "Heaven-Man Oneness" worldview constitutes this tripartite cosmic cognitive framework—a gap that the present study seeks to address. In Chinese musical discourse and thought, music is not a representation or reproduction of the object by the subject, but rather a site of "resonance" (gan ying) and "mutual communication" (hu tong) between humanity and the cosmos. The cognitive progression from "listening with the ear" (ting zhi yi er) to "listening with the mind" (ting zhi yi xin) and then to "listening with qi" (ting zhi yi qi) is precisely the spiritual passage through which the individual, by means of music, moves from the "small self" into the "great self" of the cosmos. From the perspective of ancient musical theory, the temporal-spatial consciousness of "Heaven-Man Oneness" expands the aesthetic space and cosmic sentiment of music, and such aesthetic tastes as "rounded harmony" (yuan he), "pure and cool" (qing han), and "archaic elegance" (gu ya) embody what may be described as the vitality of great transformation. This cognitive tradition provides us today with irreplaceable intellectual resources for re-understanding the nature, function, and value of music, and lays a solid cognitive foundation for constructing a musical discourse and thought with Chinese subjectivity.
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