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ABSTRACT 
Within a week of Schubert’s death in 1828, his friends broached the idea of a 

monument at his grave. Duly installed in the Viennese Währing District Cemetery, 

it lay three graves from that of Beethoven, in accordance with what Schubert’s 

brother Ferdinand interpreted as the composer’s dying wish: to be buried along­

side his creative idol. The memorial’s configuration had no antecedent in Vienna. 

Schubert’s bust stood within a marble structure whose design evoked ancient 

classical forms. Further, the shape of the bust conjured its own distinctive traditions.

Its form is a herm. Originating in Athens, herms became a popular decoration for 

Roman villas, typically representing heroes, philosophers, and writers. The excavation 

and exhibition of herms in the second half of the eighteenth century inspired 

sculptors’ depictions of contemporary illustrious figures.

Despite their wide dissemination, however, no such busts had been incorporated 

into a public cemetery memorial in conservative Vienna at the time of Schubert’s 

death. Thus, placing his herm at his gravesite was an unprecedented choice, tapping 

into the symbolism that the rest of Europe was enthusiastically adopting.

Schubert scholarship has overlooked the traditions, ancient and modern, that 

informed the memorial’s design. This article gives an account of the monument’s 

sculptural and architectural antecedents, analyzes them in order to decode what 

meanings its planners contemplated and transmitted to individuals who visited 

the site, and finally offers its likely contemporary models.
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INTRODUCTION

In the spring of 1830, a visitor making the 45-minute journey west from Vienna to the 
Währing District Cemetery would be startled by the recently installed graveside memo
rial to Franz Schubert, who died on November 19, 1828 (Fig. 1). The encounter would have 
been all the more arresting owing to Joseph Alois Dialer’s bust of the composer peering 
from between Doric columns and beneath a classical pediment. In design and location, it 
had no antecedent in and around the city, a remarkable status. 

Fig. 1: Grave of Franz Schubert, Schubertpark (formerly Währing Cemetery), Vienna  
(Photo: Herbert Josl, CC BY-SA 3.0).
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A portrait bust of the composer in herm form—the figure’s breast ending in a squared, 
quadrangular block—placed at his Vienna gravesite three decades into the nineteenth 
century, suggests an array of topics. Whether on the historiography of music, visual 
culture, or societal milieu, research on this bust has hitherto been stockpiled in separate 
documentary panniers, complicating scholarly efforts to extract intent and/or meaning 
from the work, its planners, and its then-unique placement in a local cemetery. Whereas 
each discipline has its own specialist literature, these discrete fields of study have yet 
to be conjoined to provide a fresh perspective on this work, otherwise so recognizable to 
those who investigate early nineteenth-century Vienna.

In 2008, Alexandra Smetana wrote: “no scholarly work has dealt in depth with 
the subject of funerary monuments” between 1788 and 1840.2 Her iconographic method 
includes Dialer’s bust of Schubert without mentioning its herm form. Other studies have 
used a typological approach in regard to Viennese portrait busts, but not those in ceme-
teries. In this article, Schubert’s bust receives its iconographic due; it is joined to consid-
eration of the classicizing typology of the herm, and, further, to the symbolic program 
conceived by its creators and imagined by its viewers.

Even though modern critical examination of burial culture and its monuments 
in German-speaking Europe confirms that no cemetery boasted an equivalent to Franz 
Schubert’s herm prior to its installation, this herm remains largely neglected in the other
wise ample scholarly literature on Schubert.3 Even the doyen of literature on Schubert, 
Otto Erich Deutsch (who had trained in art history), only mentioned in 1946 that the effigy 
was “an unusual thing at that time and place,” noting parenthetically that in cemeteries 
“there was hardly any portrait sculpture” during Schubert’s lifetime.4 Rather, analyses 
of the bust have assessed the quality of its facial features in relation to other contempo-
rary portraits, weighing authenticity and judging whether the sculptor relied on a life- or 
death-mask.5 These other contemporary illustrations of the composer discussed in such 
comparisons, however, depicted him in contemporary clothing that is wholly unlike the 
bust’s naked chest. In the plentiful scholarship on herms, including its impact on later 
eras, this bust is also omitted.6 

Likewise, art historians who have related Schubert’s facial features to such masks 
and then located his bust within a context of sculptural portraiture or tomb culture have 
done so without reference to the herm in general nor its impact on the period. Angela 
Heilmann situated the bust by Dialer “at a time when sculpture was moving between 
classicism and naturalism.”7 Enumerating its attributes, she gleaned that the naked  
torso, the smooth polishing, and the stylization of the hair place Dialer’s work “in the  
era of a restrained classicism.” She astutely diagnosed that, in 1830, idealized busts of  
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“immortal artists” alongside symbolic emblems were still generally preferred. How-
ever, she overlooks the nature and legacy of the herm, and how such a sculpture’s 
unprecedented appearance in a Viennese cemetery would qualify it as an emblematic 
symbol in itself. Indeed, this location merits a consideration equal to its formal traits. 
Echoing Deutsch in her expansive master’s thesis on the city’s grave culture, Alexandra 
Smetana recognized that a bust was an atypical choice at this time for images of the 
deceased, since they were “usually achieved by the medallion portrait in relief.”8 She 
noted that the absence of period costume made the work also appear “heroic,” without 
mentioning that the tradition and practice of the herm bust could have accorded it this 
same trait. 

A recent impressively comprehensive history of the visual arts in Austria omits 
Dialer, the herm’s relatively obscure sculptor. Rather, the herm specimen that is included 
is that of the diplomat and orientalist Joseph von Hammer-Purgstall (1829), carved by 
Johann Nepomuk Schaller, the most visible Austrian sculptor of the era.9 Although the 
herms of Hammer-Purgstall and Schubert were coincidentally crafted at very nearly 
the same time, the former’s effigy was created during his lifetime at the behest of his 
Maecenas, Countess Johanna Anna Purgstall-Cranstoun. As Hammer-Purgstall later 
recalled in his memoirs, his art patron “flattered me as a demonstration of my merit” 
although “without [my] knowing what has become of it.”10 Unlike this private intent 
and without local precedent, Dialer’s herm of the deceased Schubert appeared in pub-
lic, which contributed to it gaining widespread attention at the time. To consider and 
reconstruct how its reception functioned at the time is one of the key objectives of this 
article. 

That Schubert’s herm has not qualified as an exemplar of its kind—much less as 
an object of study—has abetted the entrenchment of individualized disciplinary narra-
tives.11 However, on close examination, its multiple elements cohere. This assembling 
and integration of evidence from otherwise autonomous fields of study in the history of 
music, visual culture, and Viennese public life bespeaks an interdisciplinary approach.12 
Far from any positivist intent that this approach may imply, in dealing with this well-
known bust, this study sees creating a refreshed compendium of source materials as its 
primary aim. Such a compendium can then be harnessed to a critical consideration of 
the evidence, unencumbered by a fraught exertion to “fix the supreme laws governing 
individual branches of art,” as Guido Adler, one of musicology’s foundational elders, had 
sought in 1885.13

An artifact like Schubert’s herm has a history that first must be retrieved before it 
can be interpreted. The following narrative draws from a wide variety of sources: first-hand 
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observations recorded in private correspondence, public notices, and articles in newspapers 
and journals. In addition, they were documented in contemporary archaeological texts, 
encyclopedias, catalogues, and published literature ranging from travelogues to verse and 
drama. Even as this documentary array proceeds from a gamut of European sources, the 
locus of Vienna remains foregrounded. This thorough analysis of primary sources allows 
me to reconstruct the artistic and intellectual environment in which to situate Dialer’s 
herm of Franz Schubert. 

This article begins with a definition of the herm and a discussion of its legacy, 
going on to document its revival in Europe generally and Vienna in particular. Following 
this, I present the likely inspiration for Schubert’s memorial: portraits of the recently 
deceased Beethoven, Schubert’s creative ideal. The location of the herm is then treated 
with equal importance. Herms were generally not placed in cemeteries, disdained as 
unappealing albeit necessary sites until the Père Lachaise Cemetery was opened outside 
of Paris in 1804. The cemetery’s innovative composition transformed the concept of the 
graveyard, embracing the attractiveness of the garden while fulfilling a public need. The 
next section considers who among Schubert’s friends was the most likely candidate to 
have hit upon the memorial’s design. The article concludes with an assessment of its 
reception during the nineteenth century, shedding light on the dramatic changes in Vienna’s 
monument culture and how this affected subsequent memorials to the city’s favorite 
native musical son.

HERMS: DEFINITION AND REDISCOVERY

Two features—form and function—define a herm like Schubert’s (Fig. 2). It has a cube or 
quadrangular shape consisting of a head with or without a shaft below it, which could 
be differentiated by specifying the former as a herm bust cut off at the chest. In 1799,  
Johannes Gurlitt, prominent German theologian of the Enlightenment, identified herms as 
“heads, alone or with a portion of the chest, placed on a smaller or larger base, on a cube, 
on a kind of pillar, trunk, or long column.”14 While recognizing that the broad repertory of 
works admitted variants, characterizing the form in terms of the naked chest ending in 
a four-cornered square cut has remained the norm among recent scholarly approaches to 
the typology of classical sculpture.15

From its Greek origin to its adaptation in Rome, a herm’s purpose is bound up in its 
development in antiquity. Originating in Athens, the herm derived its name from the god 
Hermes, protector of travelers along whose routes such pillars were placed. As with other 
bust types, herms became popular decorations for later Roman villas as well as “very 
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Fig. 2: Josef Alois Dialer, Bust of Franz Schubert, 1829, bronze cast iron, 65 × 34.7 × 23.3 cm. 
GRANGER—Historical Picture Archive, New York (Photo: GRANGER).
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often placed in and at tombs,” although these burial decorations more often appeared in 
relief.16 The Roman reuse of the Greek model resulted in herm heads in marble or bronze 
spreading to other deities, to figures from classical mythology, and finally to portraits of 
past luminaries. As listed by the professor of philosophy Johann Gottfried Gruber in his 
1815 encyclopedia, “statesmen, philosophers, poets, orators, and other learned men and 
artists [were portrayed] usually naked, seldom clothed, and mostly without attributes [of 
the individual represented].”17 

Gurlitt recognized that the implications of a herm were well known among 
appreciative cognoscenti. Especially during the previous half century, his contempo-
raries had benefitted from the discovery and dissemination of artifacts from classical 
antiquity. Excavations at Pompeii, Herculaneum, and Tivoli unearthed relics that were 
later installed in museums and depicted in lavishly illustrated volumes. In European 
cities around 1800, busts of all types flooded public and private collections and were 
reproduced as copies for exhibition or for use in art academies. Vienna, as the capital 
of the Habsburg Monarchy, was typical of these developments. In 1782, one visitor 
to the Belvedere, recently opened to the public as a museum, recorded 58 ancient and 
modern busts and, in its garden, observed “along beech trellises, 56 busts of ancient 
Roman emperors and Greek philosophers” set on columns.18 In 1823, in order to relieve 
the overcrowded rooms of the Imperial collection of Greek and Roman antiquities at the 
Augustinian Corridor of the Hofburg, a large number of them were placed in the under-
ground halls of the publicly accessible Temple of Theseus in the Volksgarten [People’s 
Garden].19 As early as 1784, consideration was given to bringing some of the plaster 
casts, antique statues, and bust portraits delivered to the Academy of Fine Arts Vienna 
from Rome and Florence—originally intended as examples for sculpture students—to 
the porcelain factory to be used as models.20 In 1795, Joseph Müller (Count Joseph 
Deym, who changed his name following an unfortunate duel) “delivered the most 
splendid casts” of statues and busts made from Italian collections “for the expansion 
and enrichment” of the Academy of Fine Arts Vienna. Müller’s own public art gallery 
featured such a vast collection of “busts of famous persons antiquity, of deities, and so 
on” that one visitor found it impossible “to describe to you all the statues and busts in 
this large hall, and my memory is not good enough to name them all,” although other 
publications did so.21 That many of these works were herms is clear from comparing 
such lists to the museum sources of the originals.22 

By 1801, the Viennese Academy possessed more than 150 casts, an increase from 
73 in 1783, so that its pupils no longer needed to travel to Rome to study, but instead 
enrolled in the antiquities class whose two subdivisions entailed:
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“the study of heads, or busts; and that of statues, and groups. Here [the students] 
learn from displayed masterpieces of antiquity the greatness in forms, the beauti-
ful relationships of the parts to each other and to the whole, the noble simplicity in 
position and propriety, the sublime in expression, and thus ideal beauty.”23

The importance of such study was reemphasized in 1810 when Chancellor Clemens von 
Metternich became the Academy’s protector. He echoed Johann Joachim Winckelmann, 
a founding figure of the field of art history, who proclaimed in 1755 that “the universal 
distinguishing characteristic of Greek masterpieces is ultimately a noble simplicity and a 
quiet grandeur, both in attitude and expression.”24 

Meanwhile, in the homes of aristocratic and wealthy individuals, originals or 
copies of antique busts were displayed as tangible signs of sophistication, culture, and 
especially taste. Else Kai Sass has observed that the leading sculptors of the eighteenth 
century “favored the Greek herm” due in part to “the way ‘taste’ changed during the 
neo-classical period […] and the prevalent views and conception of antiquity.” However, 
as Christian Horn has noted, this aesthetic “would shape the art of sculpture well into 
the 19th century,” producing what Selma Krasa has judged to be an “epigonality” and 
“cold academicism.”25 Stocking their own collections with effigies of bygone philoso-
phers and writers, devotees among Vienna’s nobility mirrored archaeologist Christian 
Gottlob Heyne’s assertion of 1822 that “portraits of learned men” in the form of herms 
should be placed in libraries.26 Extant examples show that these pieces imitated the 
herm form of their classical models, as in August Robatz’s busts for the library of Count 
Johann Keglevich de Buzin.27 When only the identity of a bust was given—as in the 
collections of Baron Franz Maria Carnea-Steffaneo (Homer, Socrates, Scipio, and Pericles) 
and Prince Nikolaus Esterházy (Plato and Socrates)—a reasonable inference is that 
some of them were herms.28 

The passion of collectors, however, was not without peril. In 1806, one observer 
noted: “The taste for ancient busts, which had spread in the last century, also led many 
forgers to put famous names from antiquity on unknown busts.”29 Criminality aside, 
enterprising merchants shrewdly exploited public enthusiasm. Sensing the imbalance 
between demand and supply, in 1802, the Viennese firm of Tranquillo Mollo offered 
illustrations of antique heads at three Florins apiece for both impoverished young artists 
to study and art lovers to decorate their homes.30 Responding to the eagerness of social 
classes below the nobility to acquire busts, the Academy created an art shop in 1822. 
The production and availability of copies served to “awaken and increasingly educate a 
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refined taste, then to stimulate, encourage, and support the artists themselves” through 
sales of their works, including many busts, thus having “a particularly beneficial influ-
ence on the sculpture class.”31 

The veneration accorded the legacy of Greece and Rome in aristocratic and intel-
lectual circles during the decades around 1800, the recovery of material models in marble 
and bronze, and the widespread acquisition of original busts and their copies had a deci-
sive influence on the sculptural portrayal of living individuals. Of the choices available to 
an artist, the herm type assumed a unique meaning. Gurlitt contended that the form—in 
the past reserved for illustrious men of ideas—created a symbolic connection between 
the ancients and notable contemporaries “of great merits,” resulting in the “awakening of 
lofty and noble feelings, thoughts, and decisions in high-minded, noble, and more sensi-
tive people.”32 To employ the herm was to “join the moral history of man to the natural 
history of his person,” as Antoine-Chrysostôme Quatremère de Quincy argued in 1788, 
and “to honor some special virtue of the deceased, and teach something to the people,” 
as Pietro Giordani explained in 1813.33 Such tribute could even be applied at one remove: 
In 1820, Schubert’s friend Leopold Kupelwieser lithographed a three-quarter portrait of 
Anton Stein, professor of classics at the University of Vienna, entitled from his “grateful 
disciples” (former students and now well-known writers). Herms of Homer and Cicero 
appear at Stein’s left.

In enthusiastic embrace of an idealized classical past, Europe’s notables had 
themselves immortalized in a form that echoed their predecessors from antiquity. Johann 
Wolfgang von Goethe understood both the past and present symbolism of the herm and 
considered that “a good bust in marble is worth more than anything architectural that 
can be erected in someone’s honor and memory.”34 His play Torquato Tasso (1790) opens 
in the country estate of the art patron Alfonso d’Este, “decorated with herms” of Virgil 
and Ariosto. At the drama’s 1807 premiere in Weimar, these two figures were replaced 
with busts of Friedrich Schiller and Christoph Martin Wieland, the latter of whom was 
even present in the audience.35 

HERMS IN THE EUROPEAN CONTEXT

The presence of herms was significantly widespread in other European countries too. In 
France, Antoine-Denis Chaudet’s herm of Napoléon (1804) became the emperor’s pre-
ferred image, with both he and his brother separately commissioning further “official por-
traits rétrospectifs.”36 Contemporary wealthy Englishmen also developed a taste for the
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form. In his influential 1807 book on interior design, Thomas Hope—whose brother Henry 
Philip and son Adrian had their herms made by the prominent sculptors John Flaxman (1802) 
and Bertel Thorvaldsen (1817), respectively—underscored its importance: “I shall beg 
to add that the Grecian method of cutting the chest square, and placing its whole mass 
immediately on a term [sic] or other solid support, seems much preferable to the more 
prevailing Roman fashion.”37 The poet William Hayley emphasized the consequence 
of such decoration, whether its placement in the household was hidden or exposed: “in 
scenes where Meditation lov’d to dwell, / The public portico or private cell, / Has many a 
pensive, philosophic bust.”38

Even in Italy, the locus for the herm, native sculptors rarely carved herm portraits 
of their contemporaries before 1800. This changed in 1809 when Antonio Canova, one 
of the most celebrated sculptors in Europe at the time, began to commission herms of 
illustrious Italians from his apprentices for Rome’s Pantheon. He commissioned 41 over 
the next decade, while private individuals financed eight others despite mixed responses 
from visitors.39 Canova himself was portrayed as a herm by his students Antonio D’Este 
and Gaetano Monti, among others.40 Even so, he came late to using the form in his own 
sculptural works and, even then, mostly for women—in what he called “ideal heads” 
(teste ideali), imagined from mythology, religion, history, literature, or allegory.41 Aside 
from his herm of the composer Domenico Cimarosa (1816), copied from his original bust 
(1808), Canova tended to honor men with bas-relief portraits on the funerary stelae of 
their tombs.42 

In German-speaking Europe, the appetite for the herm was considerably bol-
stered when, in 1807, Crown Prince Ludwig of Bavaria commissioned the first of the 
busts for his envisioned Walhalla of worthy Germans past and present. He instructed 
his art advisor, the sculptor Johann Georg von Dillis, that all of them had to conform 
to “a noble simple style in the manner of Greek busts, which have been erected as 
herms,” and which Dillis observed in a schematic drawing from 1809.43 Ludwig’s initial 
enchantment with the herm stemmed from his grand tour of Italy in 1804/1805, where 
the “marble images from the more beautiful time of that past world” had an impact 
that he recalled in a poem: “a feeling of exaltation flows through me above the  
mundane, my soul swings rapturously through the eternal universe.”44 The idea for  
his Walhalla memorial may have been bolstered by his visit to France the following 
year, where he lodged at the Palais des Tuileries. There, he would have seen the herms 
of great men of the past alongside more recent French military heroes, the latter  
commissioned by Napoléon and his brother Lucien. As art historian Jonathan Marsden 
has remarked, “the herm format (buste ‘en hermes’) specified for this series became  
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the standard for official ‘portraits rétrospectifs’” in palaces at Paris, Versailles, and  
Fontainebleau.45

Through Prince Ludwig’s commissions, the herm made inroads among Vienna’s 
sculptors, the choice of subjects joining the ancient form to Imperial Austria’s military 
and political icons. Observers perceived what scholars like Simone Steger and Selma 
Krasa-Florian have confirmed: The prince, described as “German national honor’s most 
tenacious representative,” had chosen the herm for its suitability when commissioning 
publicly displayed busts by the aforementioned Austrian sculptor Johann Nepomuk 
Schaller. These herms included representations of Prince Karl von Schwarzenberg, 
hailed as “the unforgettable hero” of the Battle of Leipzig, Count Maximilian von 
Trauttmansdorff, and Prince Metternich.46 The latter two were exhibited at the Vienna 
Academy in 1824 and 1828, only months before Schubert’s death.47 

HABSBURG PERSPECTIVE ON HERMS

The herms for Prince Ludwig are noteworthy because the Habsburgs otherwise pre-
ferred more traditionally garbed representations. In Schubert’s lifetime, the only out-
door imperial bust was in the gardens of Schönbrunn Palace. In 1766, Empress Maria 
Theresa commissioned from Balthasar Moll a bust of her recently deceased husband 
Francis I in contemporary dress and appearance. This style of dress in royal portraiture 
gave way only gradually, yielding to Roman robes fastened with disc clasps in busts 
of Francis II by Franz Anton Zauner (1796) and Antonio Canova (1805). Canova in fact 
had to persuade the authorities to allow him to dress the emperor in the ancient style 
of armor and chalmys (a mantle fastened with a clasp at the shoulder) rather than con-
temporary garments in “the modern manner,” which would otherwise result in “a silly 
thing.”48 Although Francis II understood the political messaging of classical tropes 
in sculpture, he chose incarnations of these that constituted colossal public displays: 
the equestrian statue of his uncle Joseph II (1807) and his 1819 purchase of Canova’s 
Theseus and the Centaur that was housed in its purpose-built Temple of Theseus in 
the Vienna Volksgarten. Contemporaries and scholars today agree that Francis II, the 
reigning emperor of the Habsburg monarchy when Schubert died, was no model for 
progressive Viennese art connoisseurship, preferring “patriotic objects” at every exhibition 
he attended.49 

A similar situation existed for busts in publicly accessible places, whether the noble 
individuals were living or recently departed. The taste for the antique extended only as far 
as draping figures in classical robes, as with Giuseppe Ceracchi’s Prince Wenzel Anton von 
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Kaunitz (1780), among others. As late as 1830, Schaller’s memorial bust of Count Franz 
Kinsky in Theresian Military Academy in Wiener Neustadt had robes incongruously draped 
over a modern coat and cravat.50

In terms of monuments to the departed, an older tradition persisted in Austria of 
incorporating a portrait into a medallion or clypeus (round shield), as recommended in 
a local 1804 booklet on the subject, which also suggests that “To adorn the head of such 
a silhouette, both male and female, the Roman uncovered hair is indisputably the most 
appropriate, and the effect one expects from it will be best achieved by it.”51 This advice 
is reflected, for example, in the cenotaphs for Archduchess Maria Christina by Canova 
(1805) in the Augustine Church as well as that of the dramatist Heinrich von Collin by 
Johann Sautner (1813) in the Karlskirche [St. Charles Church], both in Vienna. Collin’s 
friend Prince Moritz von Dietrichstein sanctioned the portrait’s form and location be-
cause “to place the bust of the poet in marble, in a room dedicated to art or science […] did 
not seem quite appropriate to the higher concept of a monument itself.”52 In fact, Francis 
II himself dictated the site, having “found the Augarten [public garden in Vienna] unsuit-
able for the erection of a monument to Collin, and said that a church would be the most 
suitable place for it.”53 Dietrichstein authorized Franz Klein to create a bust for a musical 
declamatory academy honoring Collin on December 15, 1811. Rather than placing it at 
his grave in the Gersthof Cemetery, however, the prince gifted it to the Imperial Court 
Library, but neither this bust nor any casts that the sculptor offered for sale survive.54 

BEETHOVEN AS MODEL

Given the described historical precedents of the herm, and despite the revival of interest in 
its form around 1800, its adoption for commemorating the recently departed was an anomaly in 
Vienna. All the more reason to consider one particularly suggestive and immediate pre-
decessor of Schubert’s: Ludwig van Beethoven. Between his death on March 26, 1827 and 
that of Schubert on November 19, 1828, more than one image of the former utilizing the 
herm form was publicly available. By April 12, 1827, the publisher Tobias Haslinger was 
selling Joseph Trentsensky’s lithograph of Beethoven’s herm in his art shop (Fig. 3).55 No 
other identification appeared. Subsequent nineteenth-century lists of Beethoven portraits 
initially described it as based on a bust, finally pinpointing its source as the work of Anton 
Dietrich from 1821.56 Born in 1799, Dietrich was a youthful talent, winning Viennese  
Academy prizes for drawing (1817) and sculpture (1820). At the Academy exhibitions in 
1820 and 1822, he showed two presumably different versions of a plaster bust of Beethoven.57 

Both were well received, and Dietrich himself told the composer in early July 1820 that 
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Fig. 3: Joseph Trentsensky, Beethoven, 1827, lithograph attributed to Joseph Kriehuber,  
Bust of Ludwig van Beethoven; published by Tobias Haslinger, Vienna; platemark: 16.7 × 17.1 cm. 
The Cleveland Museum of Art, Mr. and Mrs. Lewis B. Williams Collection, inv. no. 1940.1132 
(Photo: CC0).
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“your head looks particularly good from the front, and it was so appropriate because on one 
side [of the exhibition space was] Haydn, the other side Mozart.”58 Though the busts of the 
other composers are not listed in the catalogue, they may be related to “busts of Mozart and 
Haydn by a famous master from Vienna,” which were available in June 1819, potentially by 
Dietrich’s teacher Joseph Klieber.59 

No surviving bust of Beethoven is unequivocally datable to 1820. In whatever form, 
Dietrich had to submit it to the Academy between February 28 and March 24.60 Rather, two 
extant versions are signed and dated to 1821 and 1822 (Figs. 4, 5). For our purposes, deter-
mining their chronological order is less important than to observe that the lithograph of 
1827 (Fig. 3) merged them into an intriguing hybrid that closely resembles Dialer’s herm of 
Schubert from 1830. Trentsensky’s illustration combines the herm form of the work dated 
1821 (Fig. 4) with the tamer hairstyle of the 1822 version (Fig. 5).61 The long, unruly locks 
made the 1821 herm appear more “Romantic,” whereas the shorter, regular hairstyle of the 
1822 bust rendered it “classical,” even all’antica, although contemporary descriptions of busts 
à l’antique more readily referred to costuming them in togas or just omitting the peruke.62 

Fig. 4: Anton Dietrich, Bust of Ludwig van 
Beethoven, 1821, plaster, 55 cm. Academy 
of Fine Arts Vienna Art Collections, inv. no. 
GM-P-21 (Photo: Academy of Fine Arts Vienna, 
Paintings Gallery / Plaster Cast Collection).

Fig. 5: Anton Dietrich, Bust of Ludwig van 
Beethoven, 1822, plaster, painted, 53.5 × 
38 × 21 cm. Alte Nationalgalerie, Staatliche 
Museen zu Berlin, inv. no. B I 335 (Photo: bpk / 
Nationalgalerie, SMB / Andres Kilger).
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The 1821 version could be purchased from Dietrich as late as 1868.63 For a music lover 
with limited financial resources, however, a lithograph of the deceased composer was an 
expedient and cheaper alternative to a bust, which could be ten times more costly depend-
ing on the stature of the sitter.64 With the outpouring of public grief and the potential for 
its commercial exploitation, the lithograph’s appearance so soon after Beethoven’s death 
is unsurprising. Dietrich’s two works supplied the publisher Haslinger and the lithographer 
Trentsensky with a handy template, even if we can only guess that melding the elements 
from two different sculptures was intended to attract as broad an audience as possible 
and thus accommodate “the taste of the time” with the sculptor reluctantly employing  
a short hairstyle.65 

As a rendering of the composer, the lithograph did no favors for its subject. It was 
nonetheless in good company. On March 27, 1828—a year and a day after Beethoven’s 
death—Haslinger announced his display of a bust by painter Josef Danhauser, who had 
made a mask of the composer two days after his death (Fig. 6). The timing of this notice 

Fig. 6: Bust of Ludwig van Beethoven, plaster cast after the sculpture by Josef Danhauser 
from 1827, Vienna, ca. 1890, 51 cm. Beethoven-Haus Bonn (Photo: Beethoven-Haus Bonn).
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once again merged admiration and enterprise. Haslinger declared that Danhauser had started 
a subscription for buyers to purchase casts “so that this image must awaken a touching recol-
lection in every art lover.”66 Danhauser’s production of the mask is not in doubt, although his 
sole authorship of the bust is not settled. One tradition contends that it was “completed” by 
Dietrich, who was subsequently not mentioned in a memoir by Danhauser’s eighty-year-old 
brother Carl.67 For our argument, the important factor is that the displayed figure was a herm, 
albeit with angled sides, which Danhauser placed on the piano in his painting Liszt at the 
Piano in 1840 (Fig. 7).68 Thus, the herm by Danhauser was already a second example of the 
form that was publicly available for anyone who read about Haslinger’s wares or came into 
his shop and had an interest in the contemporary local music scene. 

Schubert would have been one such visitor. In 1827 and 1828, Haslinger was his prin-
cipal publisher, and he was the go-between for the composer and various correspondents.69 
Both Schubert and Haslinger shared an admiration for Beethoven. The former was even 

Fig. 7: Josef Danhauser, Franz Liszt Improvising at the Piano, 1840, oil on wood, 119 × 167 cm. 
Alte Nationalgalerie, Staatliche Museen zu Berlin, inv. no. F.V. 42 (Photo: Staatliche Museen 
zu Berlin, Nationalgalerie / Jörg P. Anders, Public Domain Mark 1.0).
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a torchbearer at Beethoven’s funeral on March 29, 1827, while the latter produced three 
laurel wreaths at the gravesite, the leaves of which were distributed among the bystanders 
and strewn over the coffin.70 Following the funeral, Fritz von Hartmann, a friend from Linz 
studying law in Vienna, wrote in his diary that he went with Schubert and his friends to 
a tavern where they stayed “until almost 1 a.m. Needless to say, we talked on nothing but 
Beethoven, his works, and the well-merited honors paid to his memory today.”71 At that 
same inn on May 14, Hartmann’s brother Franz’s diary records meeting Schubert, “who 
talked about Beethoven and other things.”72 Later, Schubert’s obituaries by his friends all 
made the point of his reverence for Beethoven’s music, a point underscored by the close 
proximity of the two composers’ graves.73 The vast musicological scholarship is unanimous 
in agreeing that the impact of Beethoven’s oeuvre on Schubert was profound.74 Schubert’s 
appreciation was most apparently writ large at his only concert devoted to his own works 
on March 26, 1828—the first anniversary of Beethoven’s death—with its program that 
included new pieces alluding to the deceased composer’s music. 

For the planners of Schubert’s memorial, the works of both Dietrich and Danhauser 
were meaningful and timely antecedents for the employment of a specific type of bust for 
a recently deceased artist. The choice of a herm for Schubert’s memorial was thus informed 
by both immediate precedent and established tradition. The symbolism inherited from 
the form’s classical forebears supplied early nineteenth-century artists with a model for 
representing contemporary creative titans like Beethoven. Given the well-documented 
and frequently analyzed significance that Beethoven occupied in Schubert’s creative life, 
culminating in their nearly adjacent burial sites, a bust in herm form placed at the latter’s 
grave offers a connection to both distant and immediate legacies.

THE HERM IN CEMETERY CULTURE

It was one thing to make a bust in any style, copies of which could be sold to admirers for 
private enjoyment in their homes or to decorate a memorial as a public act of homage. It was 
another thing entirely to mark an outdoor grave with a herm. The Austrian emperor Joseph II 
had already permitted the bereaved in 1784 “to follow their desires to present to posterity a 
special monument of love, respect, and or gratitude for the deceased.”75 Smetana’s analysis of 
burial culture has concluded that it only became common practice to erect a grave monument 
from the 1830s, but even then, Viennese cemeteries looked very unattractive and the erection 
of a grave monument was very expensive.76 As one commentator pithily noted in 1783: “What 
is the use of monuments in churchyards, where no one enjoys going?”77 Johann Georg Sulzer,  
an influential Swiss philosopher, dismissed contemporary burial sites and their “wretched 
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monuments” in 1771, a sentiment that remained definitive into the next century. Unlike 
memorials in public squares and gardens, which one frequented with pleasure, the obligation 
to preserve the recollection of the departed in a cemetery was a private interest grudgingly 
fulfilled by placing such reminders as a pyramid, pillar, column, urn, obelisk, and so on.78 

The absence of a model for incorporating a bust into a final resting place requires look-
ing for precedents beyond this part of the continent. In 1801 and 1804 respectively, two public 
cemeteries opened: the Certosa in Bologna and Père Lachaise in Paris, both of which displayed 
herms of the dead by the time of Schubert’s death. The relatively uniform structures of the 
Certosa tombs, which included herms by Giacomo De Maria, were dictated by their placement 
within arches of a portico in the existing Renaissance cloister. By contrast, Père Lachaise was 
located in sylvan fields that encouraged artistic latitude, providing a more appreciable anteced-
ent for Schubert’s resting place. By 1828, there were as many as ten herms adorning its monu-
ments, with the first one as early as 1809 (Fig. 8). With the cemetery soon becoming a tourist 
attraction, Austrians who visited Père Lachaise remarked on its monuments, including the 
busts.79 However, one need not have traveled to Bologna or Paris to be aware of these sites, since 
there were more than a half dozen guidebooks of varying quality about them, some illustrated.80 

Fig. 8: Louis-Marie Normand, frontispiece, Jean-Pierre Brès, Monuments funéraires choisis 
dans les cimetières de Paris et des principales villes de France, vol. 1 (Paris: Normand fils, 
1832). Bibliothèque nationale de France, département Philosophie, histoire, sciences de 
l’homme, FOL-LK7-7727 (A) (Photo: Bibliothèque nationale de France).
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The striking presence of this number of herms in these cemeteries may be gauged 
against their dearth in other pre-1830 graveyards. For example, Ferrara authorities con-
verted a cloister into a cemetery in 1813, but there are no herms among its busts. Rome’s 
Non-Catholic Cemetery has portrait medallions or simple stone ledgers rather than 
herms.81 A visiting artist seeking inspiration would instead have gone indoors to a church 
to view a herm: for example, of the sculptor Ridolfo Schadow (1824) in Rome’s Sant’Andrea 
delle Fratte or the composer Giovanni Vincenzo Fedrigotti in Rome’s Santa Maria dell’Anima.82 
A similar situation applies to German cemeteries.83 

Père Lachaise loomed so large in early nineteenth-century burial culture because, 
for the first time, a cemetery met the desired expectations of a garden as described in 
turn-of-the-century writings and confirmed by modern scholarship.84 In 1825, a German 
visitor acclaimed that the French graveyard “resembles a garden, studded with cypresses, 
laurel, tree of life, and the like in long rows, between which are the resting places of so 
many great dead beneath classical monuments.”85 In separate topographical studies a 
decade later, Adolph Schmidl remarked that the Währing Cemetery where Schubert was 
buried “seems to want to become for Vienna what Père Lachaise is for Paris,” and Franz 
Xaver Schweickhardt considered it to be “of quite outstanding mention […] because of its 
location on a gently sloping hill and its several very beautiful tombs.”86 The music critic 
Ludwig Rellstab even deemed the Viennese cemetery “the garden of peace” when he visited 
the memorials to Beethoven and Schubert in 1841.87

The tombs in Père Lachaise honored the departed with herms that evoked their 
ancient models by integrating classical design components into the entire monument. 
Schubert’s resting place followed suit. Two Doric pillars surmounted by a pediment with 
quadrant ends recall the decorative acroteria of archaic structures, including the temple- 
like tomb altars known as naiskoi (Greek) or aediculae (Latin), well known from the 
often-reproduced excavations at Pompeii. The composer’s grave corresponds to a contem-
porary description of the Trauermonumente [monuments of mourning] of both classical 
antiquity and modern Europe—“noble pillars decorated with the image of the deceased”—
and it is telling that commentators described Schubert’s resting place as a tabernacle.88 
Similar architectural elements can be found at the grave of the physician Ignaz Corda and 
the two headstones of Count Johann O’Donnell and the Schlechta and Hardtmuth families, 
which originally separated the tombs of Beethoven and Schubert.89 These characteristics 
also appear in an 1823 drawing of an imaginary cemetery by Schubert’s friend, the artist 
Moritz von Schwind, with some of the gravestones lined up against a wall.90

With a bust usually placed in a niche below the pediment, the ancient tradition of  
depicting the departed with a bust portrait on an upright inscribed stone slab or stele was  
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something rarely emulated by Viennese sculptors. However, such relics did appear in Schubert’s 
time, such as the well-preserved stele of the Roman freedwoman Quinctia Marita, featuring 
her bust, which was prominently displayed in the Temple of Theseus in 1816.91 Current critical 
assessment of tomb architecture in Austria and Germany has shown that incorporating an 
image of the departed in a stele was a rarity before the middle of the nineteenth century 
and, when it occurred, was most likely to appear as a portrait medallion, usually in profile.92

Finally, we may turn again to Beethoven alongside whose grave Schubert himself 
had insisted on being buried, or so Ferdinand concluded from his brother’s ramblings the 
evening before he died.93 The elements of pillars, pediment, and acroteria are all present 
in Beethoven’s memorial (Fig. 9). Its columns, however, flank the composer’s name, and 
the pediment with its identical decorative ends appears in the center above his name and 
below an obelisk. It is appealing to conjecture that the planners of Schubert’s memorial 

Fig. 9: Louis Desprez, Bust of Anne-Louis Girodet de Roucy, called Girodet-Trioson, 1826, 
marble, 65 cm. Père Lachaise Cemetery, Paris (Photo: Mimmo109, CC BY-SA 3.0).
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thought to quote motifs, as it were, from the monument to Beethoven, whom the younger 
composer so idolized. The prevalence of these architectural elements in Viennese and 
other European cemeteries, however, warrants caution in this regard. Further, though we 
know who was involved in the plan to erect a gravesite memorial to Schubert, we do not 
know who proposed incorporating a herm. A little light, however, can be shed on the few 
candidates. 

AUTHORING SCHUBERT’S HERM

In his 1865 biography of Schubert, Heinrich Kreissle von Hellborn provided the first published 
information on the memorial’s creation:

“The committee left the form of the monument to Schubert’s friend Franz von 
Schober. The latter drafted the drawing under the supervision of the architect 
[Ludwig von] Förster, and also completed the bust begun by Arnold, whose casting 
took place in Blansko [town in Southern Moravia, today’s Czechia]. The gravestone 
was made by master stonemason Wasserburger, the bust is the work of academic 
sculptor Franz Dialler [sic].”94

In the extensive scholarly literature on Schubert iconography, the individuals cited in this 
report have remained constant, beginning with Deutsch’s indispensable publications and 
continuing into the present century.95 Up until now, the mysterious Arnold has not been 
identified despite Kreissle’s assertion that he began the bust. He can now be named; the 
Academy archives list Karl Arnold as a sculpture student until 1823, making him a con-
temporary of both Dialer and Dietrich.96 He had no career to speak of; in 1824, he was paid 
for merely cleaning the aforementioned monument to Maria Christina by Canova.97 Given 
that the committee of Schubert’s friends (Schober, the court official and musician Johann 
Baptist Jenger, and Vienna’s acclaimed dramatist Franz Grillparzer) was concerned with the 
expense of the memorial, Arnold’s obscurity, like that of Dialer, may have contributed to 
his initial involvement. No sculptor is mentioned in Jenger’s budget report of May 1830; it 
only lists 16 Florins for the plaster bust compared to the 195 Florins and 40 Crowns paid to 
Wasserburger.98

Of the three committee members charged with the memorial’s erection none were 
sculptors, although Schober has been credited with some modest skill in drafting. An 
unsigned pencil caricature of Schubert and the singer Johann Michael Vogl, at one time in 
Schober’s possession, has been ascribed to him, and he was director of Vienna’s Lithographic 
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Institute from 1817.99 Schober’s alleged drawing has not survived. Evidence suggests, 
however, that the drawing did not incorporate a bust. After two of Schubert’s friends 
visited his grave in 1833, one of them recalled that just the “marble work” from Schober’s 
drawing was mentioned. Additionally, the stonemason’s bill only listed payment for labor 
on the masonry and stone “according to a submitted drawing” without mentioning a 
bust.100 Deutsch echoed this view, describing the tomb as “architecturally designed” by 
Schober and Förster.101 However, Förster’s expertise in this field did not naturally include 
sculpture. Rather, he was well versed in the most frequently used architectural styles in 
building exteriors.102 In his two-volume study, Ideen zur äussern Verzierung von Gebäuden 
[Ideas for the External Decoration of Buildings] (1825), the designs display his mastery 
of pediments and columns, with only one plan incorporating statues that are, at best, 
“distant cousins” of a bust.103

Grillparzer has only been cited in the scholarly literature for providing the epitaph 
on Schubert’s memorial.104 Yet he was the only one among the three committee members 
whose early career indicated his knowledge of and interest in classical sculpture. Barely 
eighteen, he had shown his affinity for sculpture’s symbolic value in an unpublished 
poem of 1809, “On a bust of Socrates,” whose ancient herms were widely reproduced.105 
A decade later, he viewed pertinent antiquities during a four-month trip to Italy in 1819. 
From Naples, he traveled to Pompeii and Herculaneum, and he visited the Vatican museums 
and the workshops of Canova and Thorvaldsen in Rome.106

In the end, the idea for Schubert’s sculpture design may well have come from the 
sculptor himself. Dialer’s authorship was publicly known within a month of Schubert’s 
death. Once again, it was Haslinger for whom “the sculptor Dialer made the well-made 
bust of the composer Schubert,” copies of which could be had for ten Florins from the 
publisher’s shop.107 By June 13, as noted in Schubert’s 1829 obituary, the price was now 
twelve Florins for a plaster cast, which “combines artistic craftsmanship with simil-
itude.”108 On November 6, 1830, in time to commemorate Schubert’s death, the first 
illustration from Haslinger appeared in the same journal, however, without mentioning 
Dialer (Fig. 10).109 

Dialer was largely unknown; he sculpted Schubert’s bust gratis, as the planners’ 
wanted to rein in the monument’s costs. As a former sculpture student at the Academy, 
he would have been trained in the study and copying of busts, both ancient and modern. 
Further, the timing suggests that he used the herm style to add a bust to his resume, 
similar in form to the recently shown herm of Metternich by Schaller, a sculpture profes-
sor at the institution. Dialer surely knew Schaller’s herm of Trauttmansdorff, since Dialer 
showed his own unidentified bust at the same Academy’s 1824 exhibition, where a herm 



Belvedere Research Journal 2 (2024)	 24

Schubert Gets Busted

would have stood out from more traditional efforts.110 However, any hopes that more 
herm sculptures would be commissioned proved fruitless; Schaller’s Walhalla herms 
were the last ones ordered from a Viennese sculptor. Nor did Dialer’s herm of Schubert 
immediately attract any local commissions. His letter of 1833 to an unknown corre-
spondent reveals his desperate financial situation: “in the great, rich kingdom; no altar 
to build, no tomb or monument to erect, no statues or groupings to place in gardens, no 
figural decorations to put on buildings, and so on.”111 Schubert’s posthumous stature did 

Fig. 10: Grave of Ludwig van Beethoven, 1827. Schubertpark (formerly Währing Cemetery), 
Vienna (Photo: Gugerell, CC0, via Wikimedia Commons).
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little to secure Dialer’s artistic reputation. Mention of the herm well into the twentieth 
century omitted or misspelled his name or even ascribed the work to another artist. 

CONCLUSIONS AND AFTERLIFE 

This study focused on the hitherto overlooked herm form in Dialer’s graveside bust of 
Schubert, the first of its kind created for a memorial in a Vienna cemetery. Its unique 
status was established by examining the context of the herm’s reborn popularity for por-
traying Europe’s cultural notables within the visual milieu of the Austrian capital. The 
changing conception of burial culture and the celebrity of Père Lachaise and its tomb 
sculptures in the early nineteenth century offers a reasoned explanation for the selec-
tion of a herm. Given the dearth of local examples upon which Schubert’s devotees could 
draw, an amalgam of images of the recently deceased Beethoven offered the most apt 
model, especially as friends were keenly aware of Schubert’s reverence for Beethoven.112 
Even without knowing the specific individual who proposed this type of bust, the choice 
itself was strategically meaningful, more so than typical funerary motifs like the lyre, 
butterfly, and snake adorning Beethoven’s obelisk (Fig. 11).113 

Representing Schubert as a herm benefitted not only from the form’s association 
with the idea of “genius” inherited from classical antiquity and filtered through turn-of-
the-century definitions in encyclopedias and archaeological studies. The absence of any de-
fining clothing also gave the deceased an aura of timelessness and lasting fame. Given the 
tradition and typology of herms, including those conjoined to tombs, my narrative indicates 
that incorporating this bust form into Schubert’s grave marker was an inspired decision, 
not least for Viennese contemporaries who would at once recognize its uniqueness. Seven 
years after Schubert’s death, Schmidl’s guidebook from 1835 already took note of Schubert’s 
memorial, praising its novelty and resemblance to the composer: “there can be nothing 
more fitting to immortalize the memory of an eminent man than his facial features.”114 

The reception of Schubert’s herm later underwent reinterpretations due to the 
composer’s growing artistic stature and interest in his life, parallel with the contempo-
raneous proliferation of public monument construction known as “monument mania.” 
These phenomena led to changing attitudes towards the fitting sculptural representation 
of venerated persons.115 Of course, meaning is not static but transformed by changes in 
historical circumstance.116 For urban planners of later decades, a bust became insufficient 
to commemorate meritorious citizens whose statues should also embody the prestige of the 
nation. Thus, whereas a herm in the gardenlike confines of the Währing Cemetery made 
sense in 1830, by 1866, “when one speaks of a monument, one usually means a statue,” 
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Fig. 11: “Schubert’s Gravestone in the Währing Cemetery near Vienna,” Allgemeiner musikalischer 
Anzeiger 2, November 6, 1830: 180. New York Public Library (Photo: New York Public Library).
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as one critic wrote regarding the competition to design just such a figure of Schubert in 
Vienna’s new city park.117 The jury rejected initial sketches from all three entrants. Critics, 
including Grillparzer, advocated a bust because “it is in the head that the spirit is formed, 
while the body of such men seldom, indeed almost never, lends itself to representation.”118 
Karl Kundmann, the eventual winner, was surely aware of the challenge to memorialize the 
composer. Franz Schubert had led an unheroic life, and his distinctive physical appearance 
had earned him the nickname Schwammerl (“toadstool,” “tubby,” or “little mushroom”), 
which Kreissle ascribed to his chubbiness.119 Kundmann’s solution was to seat Schubert in 
order to remove him from any “imposing heroism,” putting a score on his lap to harmonize 
“the Greek ideal belly with the German beer belly” (as the Austrian writer Ferdinand 
Kürnberger mocked), and drape him in extraordinarily long robes, thus avoiding any evocation 
of an abiding classical past that Dialer sought in his herm (Fig. 12).120

Fig. 12: Karl Kundmann, Franz Schubert’s Monument, 1872. City Park, Vienna (Photo: Gregorini 
Demetrio, CC BY-SA 3.0, via Wikimedia Commons).
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The issue of how to appropriately commemorate and represent cultural figures like 
Schubert and Beethoven became more acute when their remains were reinterred from Währing 
to the new Vienna Central Cemetery in 1888. Four years earlier, one newspaper reported that 
Dialer’s herm of Schubert was to be incorporated into a new monument. However, by the end 
of the year, a divided panel of experts decided that, to “do justice to this patriotic work,” the old 
memorial was not to be used, since it could not, “in its artistically tasteless form,” represent even 
an artistic style of the time in which it was erected.121 What had changed? Just before the panel 
met, a feuilleton by the prolific critic Max Kalbeck could have reminded the committee members 
of Schubert’s distinct appearance from a memoir by the composer’s friend, the jurist Leopold von 
Sonnleithner. Kalbeck wondered “who committed the sin against the deceased with the bust 
on the monument,” mentioning that the worst thing the biographer could do was to point out 
the resemblance between Schubert’s features and those of a dark-skinned person, mirrored in 
the bust in question.122 This description, often repeated and even altered to more dire variants, 
may well have been a contributing factor that persuaded panelists to veto the herm.123 Instead, 
the jury selected Kundmann (one of its members) to create a new design in what he described 
as “the old form,” that is, in the Greek rather than Roman tradition. This bas-relief on a stele 
depicts Schubert’s head in profile as part of a herm shaft with a garlanded side bracket (Fig. 13), 

Fig. 13: Karl Kundmann, Franz Schubert’s Monument, 1888. Central Cemetery, Vienna (Photo: 
Kiefer., CC BY-SA 2.0, via Wikimedia Commons).
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which displays “a female allegorical figure who places the wreath of immortality on Schubert’s 
bust,” likely recalling the tomb of the composer Luigi Cherubini in Père Lachaise (1846).124 
The resulting sculpture evokes neither the aedicula of the composer’s Währing memorial 
nor his full frontal appearance, while closely matching the height of Beethoven’s obelisk at 
the Central Cemetery, Paul Wasserburger’s faithful copy of the original from the Währing 
cemetery (Fig. 14). 

Subsequent acclaim for the monuments of 1872 and 1888 proceeded in inverse pro-
portion to disfavor with the original herm and its perceived lack of artistry. Upon Schubert’s 
exhumation, the city council gave the herm to the Vienna Men’s Singing Association—
the society that raised the funds for both monuments, “for safekeeping in its archives”—
and subsequently granted it ownership rights in 1939. The handover began the herm’s 

Fig. 14: Paul Wasserburger, Ludwig van Beethoven’s Monument, 1888. Central Cemetery,  
Vienna (Photo: Dave Pape, public domain, via Wikimedia Commons).
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“museumification.”125 Its sculptural relocation preserved it but unmoored it from its original 
site and sense. The herm’s art historical function was confirmed when the Association loaned 
it for display at the International Exhibition for Music and Theater (1892) and the centennial 
exhibition of the composer’s birth (1897). In 1902, it was moved to a new Schubert room 
in Vienna City Hall. A decade later, it was placed in a new Schubert museum in the house 
where the composer was born. Currently, in 2024, it is in the Viennese apartment where 
Schubert died. Until 1925, the niche in the Währing tomb had remained empty for nearly 
four decades, as many photographs show (Fig. 15). Another singers’ association, the Vienna 
Schubert Association, was responsible for the installation of a cast of Dialer’s original 
when the new Schubertpark opened on the grounds of the old cemetery in 1925. As was 
the case nearly two centuries ago when Dialer’s herm of Schubert was first installed, 
visitors can take its measure and judge its meaning for themselves.

Fig. 15: Kilophot, Postcard of Franz Schubert’s Gravestone, 1914, collotype on paperboard, 14 × 
8.9 cm. Wien Museum, Vienna, inv. no. 233631 (Photo: Wien Museum, CC0).
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