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Introduction
In 1577, the Great Comet, also referred to as Tycho’s Comet, was memorialised in art depicting class mobility in England (Fig. 1), collective fate in Northern Italy (Fig. 2), and cultural patronage and learning in Prague (Fig. 3) and Istanbul (Fig. 4). These cultural artefacts are dated near in time and emerge from European cultures; however, they reveal distinct attitudes that cultures held about the comet. These attitudes will be explored in the essay in relation to social class, science, disaster, notoriety, natural wonder, and news reporting to gain insight into how these cultures conceptualised the sky.
Several issues complicate cultural comparison, including interdisciplinary methods of visual interpretation, analysis, and the role of historical narratives and records in broadening cultural context. The artwork is a primary source to be compared for similarities and differences, such as choice of media, composition, and recurring themes or symbols. Artistic choices often carry cultural connotations that can be analysed for suggestions of a purpose or story, such as religious or cosmological assertions. Secondary source material, either by or about the artist, the location of origin, or the subject matter, provides a context of direct implication to the artwork. Values, beliefs, and ways of life can also be known by contemporary source material to offer a deeper perspective into the culture of origin and its influence on art creation. 
Methodology
Visual culture refers to the study of visual images, artefacts, and practices within a particular society or culture. It encompasses various visual phenomena, including art, photography, film, television, advertising, fashion, and architecture. The study of visual culture examines how visual images shape and reflect social, cultural, political, and historical contexts and how they influence individual and collective identities, beliefs, and behaviours.

Visual culture is distinct from other fields of study, such as art history, cultural studies, and media studies, in several ways. The methods are informed by multiple disciplines to explore complex interrelationships between images and broader social phenomena.
  The focus of the study is often on everyday practices, such as how everyday life permeates perceptions of the sky.
  Critical analysis involves reviews of embedded themes such as power dynamics and ideologies and openly questioning dominant narratives. Transnational perspectives recognise the interconnectedness of image content and themes across cultures and eras, particularly in how they represent or promote cultural exchange.

Luc Pauwels, a professor of visual culture at the University of Antwerp, expresses concern for the lack of methodological rigour in visual methods, 
“Unfortunately, there is little integration with respect to the findings and practices of visual methods, especially between the social sciences and the humanities and behavioural sciences. Visual methods, therefore, seem to be reinvented over and over again without gaining much methodological depth, often without consideration of long-existing classics in the field.”

Pauwels offers an integrated method built around three themes: origin and nature of visuals, research focus and design, and format and purpose.
  These may correspond to the historical, dialogical and teleological interests of anthropologists. He cautions against, however, “taking too rigid a position, or what they think is the ‘one right way.’’’ This position would appear to contradict his stated aim of methodological rigour. It is not very productive to overemphasise or celebrate one kind of visual research at the expense of other kinds.”
  Art styles and expressions are quite diverse within a single culture or era, and thus, nuance is required to preserve the meanings the artefact was meant to convey.
Cross-cultural comparisons may benefit from a phenomenological method. Louis Lankford, a professor of art history and criticism, suggested this method was the ideal approach to art interpretation, 
“Reflections upon the meaning of a work of art, continuously verified and enriched by immediate perceptions, may extend a viewer's experience of that work beyond what is visibly given or even beyond particular symbolic meanings, but still within a context of relevance.”

Cultural anthropology has long employed phenomenological methods.
 Geertz used thick descriptions to capture the cultural meaning-making process.
  Thick descriptions capture the lived experience in a specific cultural context, i.e. as an emic approach, including the historical, political and social background, the interrelationships of social constructs, such as status, publicity, and ownership, and concepts such as symbolism or power dynamics.
  For instance, enchantment or wonder are concepts of particular interest to a topical review of comet-watching and would contextualise the descriptions and purpose of visual memorials.

John Berger, television personality, argues in his seminal work "Ways of Seeing" that artworks can be read like historical documents, revealing the social and political realities of the times; however, he appears to self-contradict with epistemological scepticism, "The relation between what we see and what we know is never settled."
 Berger suggests that by examining the context in which art is created, we can gain a deeper understanding of the past, 
“the way we see things is affected by what we know or what we believe. In the Middle Ages, when men believed in the physical existence of Hell, the sight of fire must have meant something different from what it means today. Nevertheless, their idea of Hell owed a lot to the sight of fire consuming and the ashes remaining –as well as to their experience of the pain of burns.”

One view that may integrate these ideas is to consider cultural context in an ongoing revision process—the historical narrative is reinterpreted, for instance, to include the concepts, paradigms, and themes of each new generation’s audience.
David Fenner, professor of philosophy, suggests a method that distinguishes between the fact claims of object-focused properties and the subjects’ experiences.
 Object-focused aspects include the physical facts about the object, facts about its creation, provenantial facts, such as who has owned and displayed it, representational aspects (the subject matter), and expressive properties, such as the emotion, attitude, concepts, and intuition it elicits from the viewer.
 Subject-focused aspects include audience reception, expressivist sentiments or moods, and viewer identification with particular aspects, such as social, class, or gender themes.
  Fenner adjusts this approach to the genre presented, “conceptual works of art present challenges when we apply evaluative approaches that tend to privilege the presence of aesthetic properties or aspects.”  Conceptual art is understood through an interpretive process that includes pluralities of meaning due to the nature of the visual medium.
  Fenner does not offer a practical limit to interpretation or a consideration of potential contradictions.
Keith Moxey, professor of historiography and art historian, challenges many traditional assumptions in traditional methods, such as the notion of art historical objectivity.
 Traditional methods often prioritise the artist's intention and the artwork's place in a historical timeline. Moxey argues that this overshadows the viewer's role, the artwork's reception throughout history, and its contemporary relevance. Moxey's critique suggests several implications, including deconstructing power dynamics, considering viewers of varied backgrounds and historical periods, and analysing the art as part of a larger cultural dialogue. Moxey seems to advocate a balanced emic and etic interpretation; however, it may become overly complicated by critical theory and ideology. The main benefit of this approach is the consideration of varied interests surrounding the origin and purpose of the art.
The distinctions offered by these visual methods reveal greater interpretive complexity than what is implied by an integrated emic and etic approach. David Fenner’s method is closest to practical; however, it risks mingling the interpretive stage with an analysis of social themes. The phenomenological method is compatible with structurally separated objective and subjective aspects of interpretation. This structure can be carried over to, hopefully, lend order to the analysis. Restraint is required to identify potential concepts or affected social groups and save further inquiry for the analysis. Theoretically, this restraint is similar to the structure of phenomenological reductions. The difference is that visual content can often contain multiple meanings. The central question of the paper, individual and social relationships with the sky, provides the focus for the sake of brevity.
Choice of media

Choice of media can suggest intentions for audience, mobility, viewing distance, displayed context, and permanence. Two of the four artefacts, Ferrara distrutta dal terremoto del 1570 (Fig. 2) and A depiction of the Great Comet of 1577 over Prague (Fig. 3), are print media. Print media suggests a mass audience, ease of mobility, close viewing, and an impermanence of display. Arthur Hind noted in A History of Engraving and Etching, “The enormous increase in the demand for engravings greatly changed the conditions of their production” in the 16th century from a high Renaissance art to a product of mass consumption.
 Northern Italy continued a strong religious, historical, and mythological tradition in its imagery, while Prague embraced Mannerism and reflected the scientific and intellectual interests prevalent at the court of Rudolf II.
 Mannerism was characterised by elongated figures, dramatic lighting, and emotional intensity, not indicated in this artwork.
  Rudolfine art, however, focused on naturalism and the occult and depicted scientific discoveries, astronomical observations, and allegorical figures, all evident in A depiction of the Great Comet of 1577 over Prague (Fig. 3).
 Andrew Pettegree, scholar of the Counter-Reformation, focuses on the peculiar role of broadsheets, 
“It is little surprise that the Italian states, precocious both in their embrace of print and in their pioneering commercial news services, should have made early and imaginative use of broadsheets for the purpose of administration… as one of the major centres of broadsheet production.”
 
Ferrara distrutta dal terremoto del 1570 (Fig. 2) suggests a blending of mythological and historical with the comet depicted as a dragon flying over the destruction that occurred seven years earlier. Thus, both works reveal an artist's choice among limited localised themes representative of the media at the time, albeit perhaps for distinct reasons.
An astronomer observing the passing of a comet in the sky of Istanbul with a quadrant (Fig. 4) is a miniature painting. Miniature paintings recorded significant events of the day in the Ottoman Empire and served a propagandistic function to promote the legitimacy of the rulers.
  The elaborately detailed miniatures were a genre of art that accompanied emotive political literature of questionable historicity.
  One common artistic device is an accentuation of orderliness that suggests an ideal political state, partly because “historical manuscripts from the sixteenth century were mostly written by state officials for the sultans and statesmen.”
 The stars and comet are depicted with an orderliness above the solid yet skewed perspective of Istanbul’s cityscape, thus indicating the prioritised view of the palace astronomer (Fig. 4). Further, the composition places the subject within the palace room, perhaps indicating an intent that the memorial is meant exclusively for rulers (Fig. 4). Tarim Ertug, a scholar of Islamic arts, suggests these state-sanctioned histories should be considered idealised rather than fictitious, “Historians and artists generally recounted events as they actually happened in addition to indicating how they were supposed to have occurred.”

The portrait of Richard Goodricke of Ribston, Yorkshire (1560-1601) (Fig. 1) is an oil painting on an oak panel, 106 x 81 cm, commissioned as a self-image.
 Sir Roy Strong an English art historian and museum curator, suggests a motive for this genre of art, “For the Elizabethan and Jacobean, the iconic, even heraldic pose was that adopted for the communication of nobility. It is a simple matter not of provincialism, but of decorum: because portraiture was largely the elizabethan image.”
 Strong also refers to the class exclusivity of this style of commissioned art as “a new secular iconography.”
 Ambiguity of the style was a factor of its success in a time of precarious politics. Strong suggests a national and international dynamic to the use of portraiture, “to interweave the world of Protestant Christianity with the new courtly chivalry of the Renaissance.”
 The Spanish and Dutch style of dress supports this international acculturation.
 Considering these cultural factors, the comet may be used here as a device to support the social motives of Richard Goodricke, further evidenced by it being the singular use of a comet in Elizabethan portraiture.
Notable persons

The portrait of Richard Goodricke (Fig. 1) involves the collaboration of two historical figures. The commissioner and sitter is Richard Goodricke of Ribston Hall near Knaresborough, son of the High Sheriff of Yorkshire and newlywed of Muriel, daughter of Wiliam, 2nd Lord of Eure.
 He would later hold office as High Sheriff before an untimely death.
 One feature of his dress, the large ruff collar, was a new trend for the time, suggesting innovative leadership.
  

The painter, Cornelius Ketel, was an accomplished Dutch painter of allegories in the Mannerist style who relocated to England late in life.
  Only one of his allegorical paintings survives at the Tate Museum. Ketel found no market in London for his allegorical style and resorted to Elizabethan portraiture for a living.
 One explanation for using the comet is as a means to include allegory, pairing it with clothing suggestive of the night sky (Fig. 1).
 This is plausible because Ketel is known to have employed unconventional techniques later in life, including trompe-l'œil and fingerpainting.
 
Sir Roy Strong provides an insight into the use of symbolism in portraiture, “the coat of arms was as much individual identity as a body or face.”
  Further, the use of an imprese, a symbolic emblem or device, often accompanied by a motto that captures a concept, idea, or personal aspiration, had flourished in 16th-century Europe.
 Goodricke included a motto in Latin below the comet, Deorsum Nunquam, which means “never downwards.”
 
Mustafa Ali is known to be the commissioner of the miniature found in the Nusretname Codex; however, the identities of the painter and of the court astronomer depicted in the miniature are open to speculation (Fig. 4). Mustafa Ali (1541-1600) is significant in the late 16th-century Ottoman Empire for two main reasons: his role as a historian and his outspoken social and political critiques.
 Ali's work goes beyond simply listing events. He provided detailed accounts of court life, military campaigns, social customs, and economic conditions.
 Ali strongly advocated for meritocracy, believing that positions should be awarded based on ability and qualifications, not just social status or connections.
 He saw a decline in meritocratic practices as a major problem in the empire.
 Ali's writings criticise corruption, nepotism, and other issues he believed contributed to the decline of the Ottoman Empire in the late 16th century.

The notable Ottoman astrologer in 1577 was Taqi al-Din, who founded the Istanbul Observatory in 1575, shortly before the arrival of the comet.
 If Taqi al-Din is the figure's identity in the miniature, the choice matches Mustafa Ali’s desire for meritocracy because al-Din was known to be a prolific and loyal polymath.
 The observatory he founded was depicted in miniature, which supports the idea of his image in miniature.
 Blake Stephens, researcher on the Istanbul Observatory, described the astrologer’s understanding of the comet as a political opportunity, 
“the most important observation of the institution’s short life was the bright comet of November 1577. Appearing in the Istanbul sky on the first night of Ramadan, it flared over the capital for the next forty days. Recognising this as a rare opportunity, Taqi al-Din readied an interpretation. Since the Ottomans had just launched a campaign against the Safavid rulers of Iran, the chief astronomer stressed, in his audience with Murad III, the military implications of the comet.”

This prediction was justified by the success of the Long War ending in 1590. Although the painting (Fig. 4) predates this victory, the scene of a single astrologer surveying the comet as it flares over Istanbul and his trusted position at court accurately recounts history.

Besides his name, nothing is known of Jiri Daschitzky, the woodcut artist who created A depiction of the Great Comet of 1577 over Prague (Fig. 3). In fact, the community portrayed in this engraving is one feature that sets it apart. Rudolph II, Holy Roman Emperor from 1576 to 1612, was known for welcoming astronomers to Prague and for his keen interest in the comet.
 Peter H. Marshall noted in The Theatere of the World that Rudolph’s “parents had his horoscope cast by the famed Nostradamus in 1565 and he went on to employ many astrologer-astronomers in court.” (p. 106). This fascination continued with Tadeáš Hájek, a native of Prague who knew astrologers throughout Europe, including Tycho Brahe, and taught Rudolph on several related topics.
 Marshall wrote that, based on Hájek’s influences, “he retained a profound belief in the role of celestial events as manifestations of an organic and dynamic universe” (p. 153). The finery of dress depicted in the woodcut illustration (Fig. 1) suggests a group of higher-class skywatchers attended by others as they record and direct the scene. Further, this scene suggests the active participants are more familiar with sky phenomena, perhaps as astrologers or amateur astrologers.
Nothing is known of H. J. Helden, printmaker of Ferrara distrutta dal terremoto del 1570 (Fig. 2). The community appears in this imagery; however, it is obscured both in size and colour, suggesting that only the relationship between the comet and the town is important (Fig. 2). Ferrara, a city-state in northern Italy ruled by the house of Este for centuries, experienced a tumultuous period in the mid-16th century. Duke Ercole II d'Este (1538-1559) was caught between allegiances to several powerful neighbours, the Holy Roman Empire, the Papal States, and the rising Venetian Republic. Duke Ercole faced pressure from the Papacy regarding potentially heretical ideas within Ferrara.
 His son, Alfonso II, married de' Medici and patronised Renaissance artists and composers; however, Alfonso’s rule ended when Pope Clement VIII excommunicated him due to counter-reformation sentiments in 1592.
 The fracturing of the town depicted in this broadsheet is a historical earthquake coinciding with the comet of 1570.
 Notably, it was not memorialised in art until the passing of 1577 and, when it was, as a mass-produced illustration to accompany newsprint now lost.
Depictions of the Great Comet and the sky

The print of Ferrara is unique among the artefacts in its use of metaphor to depict the Great Comet as a fire-breathing dragon surrounded by a radiant halo (Fig. 2). Regarding dragon iconographies, Sara Kuehn qualifies the negative connotations as a legacy of Western religion, 
” While it is likely that this form of imagery was initially imbued with ideas of healing and salvation, associated with the beneficial aspect of the serpent, the same motif later increasingly came to be reinterpreted and reformulated in a negative sense when the meaning of the myth associated with the serpent was inverted. As a result of this process the (serpent-)dragon assumed an overall meaning as symbol and instrument of a fiendish force in Christian imagery, thus frequently bearing the traces of the mental and cultural shift imposed by the new religious system.” (p. 157).
People of the time made connections between dragons, comets, and disasters. While they acknowledged the scientific aspects of comets, the Swiss astrologer Paracelsus (1493-1541) and Girolamo Cardano (1501-1576) saw them as symbolic dragons representing disruptions in the natural order and potential societal upheavals.
 Some artists used dragon symbolism to emphasise disaster themes found in religious texts.
 Another influence may come from Indian astronomy referencing the lunar node, “that generates comets with its fiery tail.”
 Comets were broadly understood as portents of disastrous and dramatic events such as wars, plagues, and the death of kings


The Prague print (Fig. 3) depicts a layered sky where the comet is seen below the clouds and zodiacal signs emerge through openings in the clouds. Jennifer Spinks draws a connection between the appearance of the comet and changes in perceptions of the heavens due to scientific and social debates across Europe, 
In particular, the comet of 1577 is regarded as a watershed event for debates about the physical location of comets based on close observation. Were comets—following Aristotelian theory—actually elemental exhalations, located in the sub-lunar zone and thus conceptually and physically separate from the unchanging heavens above? Or were they located further away from the earth’s surface, and situated in the same zone as stars and planets? These questions were crucial for larger debates about the composition and nature of the sky.

Noteworthy, the artist's context is unknown; however, if he was not immersed in the newest astronomical theories or, alternatively, if he was immersed in traditionalist or literalist religious sentiments, this view of the sky would have conveyed those understandings to his audience.


The Ottoman miniature (Fig. 4) depicts a sky dominated by the comet tail as near to the top field of view as allowed by the composition and with a clear broad arch to the right. Cornelis Fleischer notes that, for the Ottomans, the cardinal direction of the comet was crucial, “here over Aya Sofya, its eastward path was popularly assumed to presage Ottoman victory over the Safavis.” (p. 297).
 The fiery symbolism, as seen in the print of Ferrara (Fig. 2) and the Portrait of Richard Goodricke (Fig. 1), is absent in favour of a more ethereal and gentler tail (Fig. 3 & 4).

The Elizabethan portrait (Fig. 1) depicts the comet as a glowing fireball with a shorter tail. The emphasis is not on the physical representation of the comet but on its meaning. This representation is also removed from its physical context to the sky and, therefore, to the observation of it. The Art Gallery of South Australia and Ron Radford offer an alternative explanation that, perhaps, the wardrobe is an allegorical sky, with the engagement ring as a symbolic comet.
 If so, this is a memorial of a type of performance art and obscured meaning regarding Richard Goodricke’s advancing relationship with nobility via his marriage. 
Comparative analysis

Themes

The comet appears to convey meanings about communal and political relationships because its natural context in the sky is juxtaposed to the happenings in the human sphere. For instance, the Prague woodcut (Fig. 3), in all probability, represents the social group of patrons, intellectuals, and artists active in Prague rather than identifiable persons. The nondescript silhouettes in the Ferrara print (Fig. 2) reinforce the social uncertainties regarding counter-reformation allegiances. Richard Goodricke (Fig. 1) expresses a complex yet enthusiastic and fortuitous relationship with English nobility by becoming the backdrop (the sky) upon which his in-laws may rise. The Ottoman painting (Fig. 4) suggests the importance of astrologers as courtiers and, by relationship, the sky in portending the future of rulers. The rulership of the sky is also depicted as more ordered and impressionable than the order of the Ottoman rules, as suggested by a lack of perspective in the Istanbul skyline.
The significance of mass-produced broadsheets in spreading ideological presumptions. The Ferrara print (Fig. 2) and the Prague print (Fig. 3) suggest mass resistance to the new ideas of science, Copernican cosmology, and religious Protestantism.
 The Ferrara print implies questions surrounding the potential political causes of the 1570 earthquake, such as entertaining ideas or persons incompatible with the papacy and how this relates to the appearance of the 1577 comet. The Prague print implies a reluctance or ignorance of Brahe’s calculations on the comet that places it beyond the lunar zone.
 Rudolph II had created a hub of astronomical and philosophical discourse in Prague; however, perhaps the effects of this discourse had not travelled to the masses, or they expressed disinterest or scepticism. Regardless of the explanations, the sky in each broadsheet is depicted with older traditionalist cosmological assumptions.

Depictions of the comet rely on both artistic and symbolic methods. The dragon depicted in the Ferrara print (Fig. 2) relies on centuries of broad allusions based on various intercultural content, such as Indian astrology, eastern invasion, and religious contexts; however, the artist’s intended meanings are contemporaneous to the comet, such as the recent earthquake. Richard Goodricke’s portrait (Fig. 1) relies on two levels of allegory—the imprese of the comet as a representation of his character and his wardrobe as a representation of the sky. The composition of smooth comet tails in the Prague and Ottoman artefacts suggests serene wonder that, in contrast to the fiery tails, suggests a relationship between disharmony and human acts.
Attitudes
Attitudes toward social class and notoriety appear to be expressed in the artistic representations of the comet. A superficial view of the Richard Goodricke portrait would suggest a parvenu, an upwardly mobile genteel who posed for this art to reinforce his new social status. True, the artist and the commissioner included the comet to memorialise the Goodricke family's success and the prospect that it might continue, perhaps more than as a memorial of the comet; however, the allusions suggest a covert acknowledgement that his in-laws hold control over social successes. The relationship with astrologers in the Ottoman and Prague artefacts suggests that when their work is accurate and beneficial, they will be memorialised by their benefactors.
 By contrast, the benefactors are hidden: Goodricke’s wife does not appear in the customary wedding portrait, the artist adopts the perspective of the Ottoman sultan rather than depicting him in the scene, the intellectual interests of Rudolph II are depicted in class society outdoors rather than in his palace, and the Este and their political opponents are absent from the Ferrara scene.
Attitudes toward science are predominately exclusivist or skepticised. Prague is depicted as amusing itself with skywatching rather than the more serious tones presented in the technical observations of the Ottoman astrologer. The wonder of viewing the comet in its natural context is usurped, sans scientific explanations or concerns, to attribute wonder to Goodricke’s social cause. Science is of little concern to Ferrara; rather, it is the implications of a second earthquake or other calamity.
The experience of wonder and awe appears throughout the collection; however, each culture and the position of each commissioner of the art and his artist determine whether the attitude presents optimism or pessimism. Ferrara presents pessimism based on outward threats rather than the benefits of Renaissance culture. Prague presents intrigue and ideological indecision, partly because it is at a point of astronomical discovery. Istanbul offers glowing hues and an ethereal vision of an expansive sky and an optimistic prediction (Fig. 4).
 England subdues the natural wonder as a utility, similar to the bridling of a horse or plundering a natural resource, although this is a cultural expression of optimistic expansion.
Propagandist attitudes also permeate the collection. Helden invites Ferrara to consider its role in bringing on unfortunate circumstances. Ketel characterises the importance of hierarchy, personal signifiers, loyalty, wit, and international advantage in Elizabethan culture.
 Daschitzky expresses pride in the cultural patronage of intellectuals and artists. Mustafa Ali reinforces the orderliness of a well-ruled Islamic state and the assurances that loyal talent will be rewarded. News, in the form of broadsheets, changes this dynamic somewhat because it focuses ideological messages on persuading mass allegiance to one of several conflicting systems arising out of the 16th century—Reformation versus counter-reformation, elitism versus meritocracy, scientific explanation and renaissance cosmology versus superstition and biblical literalism. Sometimes, it is unclear whether the artists align to a particular ideology, pander to their commissioner, are ignorant of new developments across Europe, or simply choose by artistic conventions, such as aesthetics, practicability, or audience reception.

Implications for cultural perspectives on the sky, comet, and cosmology
This paper considered the artistic differences and cultural meanings of artefacts originating from England, Northern Italy, Bohemia, and the Ottoman Empire in relationship to the Great Comet of 1577. The cultures approach the natural wonder of the comet in relationship to their social systems, such as the effect of the comet on reception to religion or a new military campaign, and to the notable figures such as rulers, astrologers, and intellectuals.
 One factor is the backdrop of Renaissance innovation happening throughout Europe at the time.
 A culture expressing optimism or pessimism about these innovations and political changes may then view the comet as either a support or challenge to the status quo. 
The artefacts include suggestions of broader influences that neither the artist nor the culture would consider outside of discourse. The level of discourse may depend on the artist's sophistication and the extent of intercultural travels. Ketel employed a subtle and complex allegory that largely goes unnoticed in the portrait of a lesser-known figure. By contrast, Daschitzky may have meant to convey a cosmopolitan and intellectual ideal that was lost in his depiction of a pre-Copernican sky.
 Holden was influenced by the looming papal threat irrespective of his personal convictions and, more importantly, knew that Ferrara was feeling these sentiments. Mustafa Ali had strong ideological leanings toward meritocracy; however, to maintain order and his court position, these were subdued in his depiction of the comet.
The comet arrived at a time of increased innovation and change in Europe. Each culture viewed it as a mirror for the changes that were present to them and, to a greater or lesser extent, memorialised these themes and attitudes in the artefacts. Sometimes, the most notable public figures go unreferenced in the art, such as Este’s absence in the Haden print of Ferrara, or Rudolph II, in Daschitzky’s print of Prague. Sometimes a minor figure is elevated in art beyond the scope of its historical significance, such as Ketel’s representation of Goodricke, or memorialised as Mustafa Ali did for his unnamed astrologer, al-Din. History may wish to forget or remember people of varied importance and for varied reasons. The prominence of the Great Comet of 1577 continues to be seen in these nuanced perspectives memorialised in visual culture.
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Figure 1. Cornelius Ketel (18 March 1548 – 8 August 1616), Richrad Goodricke of Ribston, Yorkshire, c.1578, oil on wood panel, 106 x 81 cm, Art Gallery of South Australia, Adelaide. Image: Art Gallery of South Australia.
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Figure 2. H. J. Helden (life dates unknown), Ferrara distrutta dal terremoto del 1570, c.1577-78, metal engraved illustration print, Zurigo, Biblioteca Universitaria (Switzerland). Image: Public Domain.
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Figure 3. Jiri Daschitzky (life dates unknown), A depiction of the Great Comet of 1577 over Prague, c. 1577, woodcut illustration print, Zentralbibliothek Zürich. Image: public domain.
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Figure 4. Mustafa Ali (c. 1541 – 1600), An astronomer observing the passing of a comet in the sky of Istanbul with a quadrant, 1577, in the Nusretname Codex, c. 1578, miniature painting on velum, Library of Tapkapi Museum, Istanbul. Ibmage: Public domain.
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