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This report on Catherine Winkworth, "the queen of translators," is presented more an an appreciation of Winkworth and her verse than as a treatise on musicology or hymnody, for Winkworth's first, most important and successful collections of hymns were published with neither musical accompaniment nor indications of the melodies to which the German hymns she translated had been set.  Had she chosen, she could easily have provided their melodies or at least their official tune names.   Tune names are designated in most hymnals for specific hymns, these names being derived from or determined by various sources and practices, such as the first words of the first line of verse, and, frequently, in the case of translated hymns,  in the original language of the poem, as is the case, for example, in "Lobe den Herren" (Praise to the Lord, the Almighty), "De eersten zijn de laatsten" (The first are the last) and "Salve, festa dies" (Hail Thou Festival Day);  the composer's name, as in "Bourgeois;" the author's name, as in "Assisi;"  and by various other determinants, as with such varied tune names as "Duke Street," " Chelsea Square," " Birmingham," "African Work Song," "Daniel's Tune," "Compline," "Greensleeves," etc.   In her later works, Winkworth gave expression to a lively interest in the musical aspects of hymnody.

Until recently little has been written about Winkworth - a fact which, in light of her great and lasting influence on English hymnody, is strange.  She is the best known and the most successful translator ever of German devotional verse into English.  Most of the information I have gleaned on her, beyond my own perusal of her works and of the German texts she used, derives from the book, Catherine Winkworth.  The Influence of Her Translations on English Hymnody, by Robin A. Leaver.  It was published in 1978 in St. Louis by Concordia Publishing House.  Leaver's work, the most exhaustive monograph to date on Winkworth, serves also as a call for further research on her.

Except for brief articles in standard reference works, much of what one learns of Winkworth comes from sources in which she is mentioned only tangentially.  There is an early work, which first appeared publicly in 1908, a compilation of innumerable correspondences from which the Reverend Leaver gleaned most of the biographical data on her for his book.  It is entitled Memorials of Two Sisters, Susanna and Catherine Winkworth.  It contains a likeness of Winkworth.   The work has an involved history.  Originally gathered by Winkworth's older sister, Susanna, and privately printed, it was later edited by their niece, Margaret J. Shaen, and published in London in 1908 by Longmans, Green & Co., Winkworth's long-time publisher.   Another work which offers considerable information on Winkworth's influence on English hymnody is Theodore B. Hewitt's treatise on the great German baroque poet, Paul Gerhardt:  Paul Gerhardt as a Hymn Writer and His Influence on English Hymnody, published in 1976 in St. Louis as a re-edition of a Yale dissertation from 1918.

Who is this mid-Victorian spinster whose works remain so beloved after more than a century and reflect, both in quantity and substance, the spirit and form of the original text?    Winkworth was born on September 13, 1827 at 20 Ely Place, Holborn, London - an address which must have been very respectable, for her father, of whose daughters she was the fourth, was a successful silk merchant.  On both sides of the family her forebears were people of ardent piety and possessed of considerable intellectual force.  Winkworth grew up in an atmosphere both intellectually inquisitive and deeply religious.  In her father's home, which she never left to marry, hymn singing in the evenings was a traditional recreation.  It was an activity which was to serve her well, for from it came her intimate knowledge of the singability of the chanted word and her later interest in German verse, which posed similar problems concerning the sung versus the spoken language.

A precocious and delicate child, who in her maturity suffered from prolonged bouts of illness, Winkworth received educational instruction at home from tutors.  It is reported that she could read at age three.  Upon her mother's death in 1841 and her father's remarriage in 1845, Winkworth was sent, at age fourteen, with her sister, Selina, to Dresden where, already fluent in Italian, she began her study of German and its culture, a study that continued upon her return to England - to Manchester, where her family had taken up residence.  Here she studied Greek and, under the influence of her tutor, the Reverend William Gaskell, her faith grew firmer and gradually changed from the liberal Anglican theology then prevailing to a more conservative understanding of her faith.  The Reverend Gaskell had required his pupils to translate German poetry into English.  From these endeavors grew Winkworth's fine sense of style and her particular interest in German devotional poetry.  Her social life was rich and varied.  She became acquainted with many important literary and religious personnages, among whom was Charlotte Bronte, with whom she frequently corresponded.

In 1854 Winkworth, inspired by Susanna's book, Theologica Germanica ( a collection of sermons translated from German), published a companion volume of sacred poetry which enjoyed immediate success and fame, her Lyra Germanica: Hymns for the Sundays and Chief Festivals of the Christian year.  It was published in 1855 by Longmans.  Influential in this undertaking was a family friend, the German ambassador, Christian Karl Josias, Baron von Bunsen.   He was one of those fortunate individuals equally at home in his adopted country as in his native land.  In 1833 he had published a collection of German hymns and sermons, entitled Versuch eines allgemeinen evangelischen Gesang- und Gebet-buchs (An Attempt at a General Evangelical Song- and Prayer book).  It contained 350 prayers and 834 hymns.  Winkworth was profoundly inspired by it and chose to translate many of its hymns into English.  The first edition of her Lyra Germanica was an instant success.  It sold out in two months and ultimately enjoyed a total of twenty-three editions.   Influential friends induced Winkworth to submit a new collection of her own in 1858.  Also without musical content, the Lyra Germanica Second Series: The Christian Life added to her growing renown.  From these successes there arose in imitation a rash of collections of devotional verse by other authors, such as Lyra Eucharistica, Lyra Messianica, Lyra Domestica, and Lyra Mistica.  Winkworth's third important work, again without musical materials, appeared in 1868, The Christian Singers of Germany.  It is a history and a compilation of German devotional verse ranging from the ninth century up to verse of the great German poet, Friedrich Gottlob Klopstock (1724-1803), a precursor and early contemporary to Goethe.  The book included biographical sketches of the most important poets and many of her new translations.  Also in this year during her months of mourning her father's death, which had occurred in May, she translated the prayers from Bunsen's above-cited work and called her book Collections of the Late Baron Bunsen.  A few years earlier, in 1863, a pace-setting, seminal work had appeared.  In collaboration with Willian Sterndale Bennet, a professor of music at Cambridge, Winkworth had written a hymn book, the abbreviated title of which is The Chorale Book for England: A Complete Hymn-Book for Public and Private Worship, in Accordance with the Services and Festivals of the Church of England.  In this work Winkworth included melodies to which the original German texts had been sung, and, where necessary, she altered some melodies to suit the needs of the translations.  In a few instances, she deemed it appropriate to adopt new melodies.  Also published by Longman's, it proved more popular with individual worshipers than with churches, although it is used in some churches in England to this day.

Winkworth was influenced in part by the Oxord Movement in England, an influential religious and liturgical movement that had as one of its goals a return to an earlier, more fervent kind of worship, such as was observed, the reformers believed, in the early centuries of the Church.  In part the movement was a reaction against certain elements of the seventeenth-century Age of  Reason, which deemphasized, even disparaged the tenets of Christian faith.  An example of such a cavalier attitude is found in the advice of the first Lord of Shaftesbury to the clergy of his day:  "To be gentlemen and to believe that God is a gentleman who would hardly send one to hell for a few gentlemanly sins."  His advice seems to have been taken by many a vicar.  One can find such clergymen in the novels of Jane Austen; Mr. Collins in Pride and Prejudice comes readily to mind.   A further example is the famous mot of Lord Melbourne: "No one has more respect for the Christian religion than I have; but really, when it comes to intruding into private life!"  Winkworth's fervency of faith could not abide such attitudes, and her oeuvre reflects the depth of her faith and piety.

An interest facet of Winkworth's persona, aside from her life-long interest in hymnody, is her early advocacy of women's education.  While she can by no means be viewed as a Victorian "woman's libber" - such a concept would be anachronistic - she was undauntingly occupied with this mission.  In pursuing women's educational rights, Winkworth  was a moderate, choosing not to participate in attempts to gain women's franchise.  Hence she was criticized be her more progressive contemporaries.  She translated into English the biographies of two German pioneers in women's rights, Amalie Wilhelmine Sieveking and Pastor Theodor Fliedner.  In 1868 Winkworth helped to form the Committee to Promote Higher Education of Women, serving two years later as its secretary.  She aided the establishment of a University College in Bristol, where women were granted equal opportunity to study.  In 1872 Winkworth was sent as an official delegate to the Congress of Women, held in Darmstadt, Germany.  Her last visit abroad occurred in 1878, when she journeyed to Switzerland.  There she succumbed to a heart attack on July 1 and was buried in the French town of Monnetier, where, shortly thereafter, a monument was erected to her.

In chapter four of his book, Leaver compiled a complete list of Winkworth's hymn translations.  These 384 hymns were gleaned from her four books and from other collections to which she had contributed.  Leaver's useful list is arranged chronologically within periods; within these periods they are further ordered alphabetically, first by poet, then by the first line of the German poem.  The English first lines by Winkworth are entered directly after the German counterpart.  Leaver also indicates the sources where Winkworth's translations are to be found.

Winkworth's art did not spring up fully matured as had Venus from the sea.  While musical worship in the Church of England was conservative and traditional, consisting of simple metrical psalms dating back to versions from the sixteenth century, the Evangelical Revival of the late eighteenth century had ignited among the people an ardent desire for the singing of hymns - such hymns as were so fervently sung in the Winkworth household on many an evening.  Among the best of these early collections was the influential work Psalsm and Hymns for Public and Private Worship, published in 1776.  Its editor was August Toplady, who is immortalized through his ageless hymn, "Rock of Ages."

It is inconceivable that there is a county, a borough, a province or a state in the England, the United States, or Canada where a Winkworth hymn is not sung every Sunday of every year.  Out of curiosity I checked the hymnals of  the Catholic Church and of several Protestant denominations here and have found, as expected, that they contain more of Winkworth's translations than those of any other poet translator.  The Lutheran Book of Worship which, like Winkworth's Lyra Germanica, is arranged by chief festivals of the church year, has the most: it contains thirty.  The older version of the hymnal of the Presbyterian Church, published in 1933, contained ten, whereas the new version, published in 1972 and called the Worshipbook, lists twenty-two.  The Methodist Book of Hymns contains fourteen.  Winkworth is represented in the collection, Worship II.  A Hymnal for Roman Catholic Parishes.  It contains nine of her works, evidence that recognition of superior work transcends denominational, if not dogmatic, lines.

As a translator who remains faithful to the meaning and the spirit of the German text, Winkworth has no peer.  Even were one not tempted to compare her translation of a specific German hymn with that of a contemporary, one is struck by the felicity of her talent.  There are, of course, among her nearly 400 translations, some which have not attained positions of preeminence.  Such could also be said, of course, about the vast output of a greater musical genius, such as Franz Schubert, as only a few score of his hundreds of  Lieder have attained immortality.   Admittedly, one can find among the works of Winkworth's contemporaries and successors an occasional hymn translation more genial than some of her own.  Aside from the quantity of her work, which is unexcelled, Winkworth's genius lay in her ability to imbue a translation with a quality peculiarly English while retaining the intent of the original, usually its meter, frequently its imagery and often its rhyme scheme.  Winkworth viewed herself  much more as a faithful translator than as one who viewed the original text merely as a general or vague source of inspiration.

Let us compare how Winkworth and a contemporary, Philip Pusey, deal with two strophes from Löwenstern's "Beistand" (also used by Leaver) to illustrate the differences in their approach:

Löwenstern, Matthäus Apellen von (1594-1648)

Christe, du Beistand deiner Kreuzgemeine,

Eile, mit Hilf und Rettung uns erscheine.

Steure den Feinden, ihre Blutgedichte

Mache zunichte.

Frieden bei Kirch und Schule uns beschere,

Frieden zugleich der Obrigkeit gewähre.

Frieden dem Herzen, Frieden dem Gewissen

Gib zu genießen.

Catherine Winkworth

Christ, Thou champion of that war-torn host

Who bear Thy cross, haste, help, or we are lost;

The schemes of those who long our blood have sought,

Bring Thou to nought.

And give us peace; peace in the church and school,

Peace to the powers who o'er our country rule,

Peace to the conscience, peace within the heart

Do Thou impart.

Philip Pusey:

Lord of our life, and God of our salvation,

Star of our night, and Hope of every nation,

Hear and receive Thy Church's supplication,

Lord God Almighty.

Peace in our hearts, our evil thoughts assuaging;

Peace in Thy Church, where brothers are engaging;

Peace when the world its busy war is waging,

Calm Thy foes' raging.

Whereas both of these versions are singable, we find that Winkworth's use of English is idiomatic and that it retains the clarity and succintness of the original German verse.  Winkworth deliberately chose to employ iambic pentameter, except in the fourth line, which has only two iambic feet.  (Winkworth is not averse to substituting a metric scheme if she finds that a different one is more successful in English.   Pusey's meter here is closer to the German but his verse is rather less singable.   In another digression from Löwenstein's original verse, Winkworth consistently prefers the "masculine" rhyme to his "feminine" throughout (i.e. the last word of each of his lines ends on an unaccented, hers on an accented syllable).   Winkworth manages the martial imagery of the poem far better than does Pusey, whose vapid circumlocutions vitiate the power of the original.  Her translation of the first strophe emphasizes this aspect, as it includes such militant and bellicose  terms as "champion," "war-torn host,"  "bear Thy cross," and "those who long our blood have sought."   Nowhere does one find militant  imagery in Pusey's first strophe, rather he opts for  "Star" and "Hope" and "Church's supplicartion."   His fourth line, "Lord God Almighty," has no parallel in the original.   In the second strophe, Winkworth holds true to the original, even to using the term "peace" four times, as did Löwenstern, and to applying them identically in reference to church, school, administrative powers of state, conscience and heart.  In this strophe Pusey comes closer to Löwenstern than he does in the first, but only here do we find the bellicosity which Löwenstern (and Winkworth) employ in the first.  Pusey has, unlike Winkworth, opted for a different rhyme scheme.   In both strophes Löwenstern and Winkworth  use the rhyming couplet (AA BB), whereas Pusey  uses AAAx.  He does, however, keep the disyllabic aspect of Löwenstern's rhyme.  

Winkworth is quite capable of toning down, even changing, what she deems in the original to be theologically objectionable, excessive or in poor taste in sentiment and expression, such elements as were commonly found in the Golden Age of German Hymnody,  the Renaissance and, most especially, the baroque period.  Indeed, she could not be considered a true Victorian gentlewoman had she not done so.  It is in the sixteenth and seventeenth centuries where Winkworth finds her inspiration and most of her sources.  In the pre-Reformation hymns she avoids, for instance, hymns which are prayers to saints, requests for indulgences or which emphasize the Cult of the Virgin.  In translating the more impassioned works of the Baroque age she deemphasizes those heavily erotic passages which expound on or which intermix the metaphors of the Church as the Bride of Christ and of Christ as the good Shepherd.  She soft-pedals the baroque equating these conceits with dalliances of shepherd and shepherdess - elements strongly evident in baroque literature.  In Winkworth's translations, Christ the Bridegroom no longer kisses "mit seines Mundes Küßen" [with the kisses of his mouth] but merely embraces his Bride, the Church.  We no longer sing of resting our pious bodies in Christ's wounds, as did the baroque poet Eby, whom Winkworth translated, but rather in His arms.  
With customary modesty she uses the passive voice when discussing her techniques and guidelines in translating German poems, in the preface to her Christian Singers of Germany:

"As far as possible, their characteristic differences have been carefully imitated and the 
general style and metre of the poem retained.  Verses have been occasionally omitted for 
the sake of brevity, and once or twice a Trochaic metre has been altered into an Iambic, 
where the change did not seriously affect the shape of the poem, whilst it enables the 

English version to reproduce certain striking expressions in the German.  Single rhymes 
have been throughout substituted for double ones, except where the latter constitute an 
essential element of the metre; this modification necessitates the addition or omission of a 
syllable in the line, but it makes it possible to give a more faithful and spirited rendering 
than can be managed within the very limited English disyllabic rhymes.  The frequent 
recurrence of particular phrases and rhymes is not accidental, but is a peculiarity of all 
German popular poetry from the Niebelungen Lied downwards."

While this statement refers specifically to the translations in that book, it certainly holds true as well for the methods she had employed in her previous efforts.  Winkworth had, on occasion, later revised poems that first appeared in the Lyra Germanica texts, less because she was dissatisfied with them (which was true in a few instances) than from musicological considerations.

By way of evoking memories among you, I list here a handful of Winkworth's most beloved hymns:

Lift up your heads, o ye gates
(Macht hoch die Tür, das Tor macht auf  [Georg Weissel])

Open now thy gates of beauty
(Tut mir auf die schöne Pforte [Benjamin Schmolck])

Jesus, Priceless Treasure

(Jesu, meine Freude [Johann Franck; harm. J. S. Bach])

Now thank we all our God
(Nun danket alle Gott [Martin Rinkart/Johann Cruger])

O Morning Star, how fair and bright
(Wie schön leuchtet der Morgenstern [Phillip Nicolai])

Hail, thou festival day
(Salve, festa dies [Venantius Honorius Fortunatus, ca. 600])

Most of Winkworth's translations found their sources in the aforementioned Golden Age of German Hymnody.  A catalogue of the poets she has chosen would leave but a few important ones unnamed.  Among her sources are Martin Luther, Johannes Rist, Adam Olearius, Heinrich Albert, Johannes Heermann, Paul Fleming, Benjamin Neumark, M. A. von Löwenstern, Phillip Nicolai,  Benjamin Schmolck, Andreas Gryphius and Joachim Neander.  Her favorite poet seems to have been Paul Gerhard, immortalized by his hymn, "O Sacred Head Now Wounded."  It is his portrait which she chose to grace her Christian Singers of Germany.  Gerhard is considered by most scholars to be the most gentle and genial singer of them all, and in many ways his songs reflect Winkworth's own gentle and pious faith, although, ironically, she did not translate his greatest hymns.   In Bristol Cathedral a memorial tablet was erected .  It reads, in part:

In Memory Of

CATHERINE WINKWORTH

Who, in her Lyra Germanica
Rendering into English verses

The treasures of German sacred poetry,

Opened a new source of light, consolation and strength

In many thousands of homes.

Let us now examine briefly three hymns in order to gain insight into the depth and subtlety of this gentle woman's great talent at wordsmithing.  I have chosen them because they are ubiquitous and because they represent three different types of hymns.  For brevity's sake I include only two or three strophes of each hymn - following a practice exercised in this hectic age by most hymnbook committees.  By contrast, it might be noted, hymn writers in times past, when church services and sermons lasting three, four hours and more were not uncommon, wrote devotional songs with many verses - so many, in fact, that they could not be included in a modern hymnal without the tome becoming very heavy indeed.

I.  Vom Himmel hoch, da komm ich her

Martin Luther (1483-1546)

Vom Himmel hoch, da komm ich her,

Ich bring euch gute neue Mär

Der guten Mär bring ich so viel,

Davon ich singen und sagen will.

Euch ist ein Kindlein heut geborn

Von einer Jungfrau auserkorn,

Ein Kindelein, so zart und fein,

Das soll eur Freud und Wonne sein.

Es ist der Herr Christ, unser Gott

Der will euch führn aus aller Not.

Er will eur Heiland selber sein,

Von allen Sünden machen rein.

Catherine Winkworth

From heaven above to earth I come,

To bear good news to every home;

Glad tidings of great joy I bring,

Whereof I now will say and sing.

To you this night, is born a child

Of Mary, chosen mother mild;

This little child, of lowly birth,

Shall be the joy of all your earth.

'Tis Christ out God, who far on high

Hath heard your sad and bitter cry;

Himself will your Salvation be,

Himself from sin will make you free.

In Luther's ever popular Christmas hymn the utter simplicity and rock-solid theology in announcing to children Christ's birth and purpose in a charming and slightly archaic German which was written for their edification and delight is immediately evident.   Luther reveals his linguistic genius and his mastery of the language in this childlike verse.  In its gentle and simple didacticism the hymn is reminiscent of Cecil Alexander's much later There is a Green Hill Far Away, as both inculcate basic tenets of Christianity.  Winkworth faithfully retains both Luther's simple iambic tetrameter and his purely "masculine" rhyme pattern throughout, for she too ends each line with a one-syllable word.  Her "hath heard your sad and bitter cry" is the only instance where she stretches the point somewhat, when compared to Luther's "Der will euch führn aus aller Not (He will lead you out of all distress).  Luther has an angel announce Christ's birth directly to children.  The friendly "euch" (which is the German plural of "du," [thou], its singular familiar form of address) is used to address them throughout in the short rhyming couplets. 

 Judged by modern standards of rhyming (they did not apply  until after Goethe) Luther's rhyme is not pure.  Hence we find rhymes of "her" and "Mär," of "Gott" and "Not," and of "viel" and "will."   Winkworth even approximates this impure rhyme in the first two lines of the first strophe with her "come" and "home."  (In English, the practice of accepting as rhyme words whose orthography is the same, even if they are pronounced differently, is of long standing, if today considered archaic.  As an example I cite: "Blow, blow, thou winter wind, thou art not so unkind...").

II.  Lobe den Herren, den mächtigen König der Ehren
Joachim Neander (1650-1680)  Psalm 103:50

Lobe den Herren, den mächtigen König der Ehren,

Meine geliebete Seele, das ist mein Begehren.

Kommet zu Hauf, Psalme und Harfe wacht auf,

Lasset die Musicam hören!

Lobe den Herren, der alles so herrlich regieret,

Der dich auf Adelers Fittichen sicher geführet,

Der dich erhält, wie es dir selber gefällt,

Hast du nicht dieses verspüret?

Lobe den Herren, der deinen Stand sichtbar gesegnet,


Der aus dem Himmel mit Strömen der Liebe geregnet!

Denke daran, was der Allmächtige kann

Der dir mit Liebe begegnet!

Catherine Winkworth

Praise to the Lord, the Almighty, the King of creation.

O my soul, praise Him, for He is thy health and salvation!

All ye who hear, now to His temple draw near,

Join me in glad adoration!

Praise to the Lord, Who o'er all things so wondrously reigneth,

Shieldeth thee under His wings, yea, so gently sustaineth!

Hast thou not seen how thy desires e'er have been

Granted in what He ordaineth?

Praise to the Lord, Who doth prosper thy work and defend thee;

Surely His goodness and mercy here daily attend thee.

Ponder anew what the Almighty can do,

If with His love He befriend thee.

Neander's hymn is quite a different proposition.  It is couched in the form of a Christian's apostrophe to his own soul - a characteristic of Pietism.  A North German Lutheran, Neander, who died very young, had led a riotous and immoral life as a student but was converted, within Lutheranism, to this private mode of worship, which turned away from the stagnating formality creeping into the worship services in the churches.  Pietists (this term was originally one of scorn and disparagement) met in small groups, usually in homes, and resolved to recapture and deepen their spiritual life.  Neander's hymns are often famous as much for their glorious music - he was an accomplished musician - as for their texts.  In the three strophes repeated here, Neander addresses his immortal soul, using the familiar "du" (thou) form of address.  When Christians sing these lines in worship,  they, too, speak to their own souls.  Notice that Neander also calls upon his fellow worshipers in the "euch" form - the plural of the familiar "du," and asks them to join him "in glad adoration!"  God is given a separate name and a separate aspect of his Divinity in each strophe: a) as Creator, worthy of praise, b) as Sovereign Regent, whose rule is founded on the good of all and c) as Lord, the Spender of Blessings.

Winkworth retains both the meter and the rhyme and, to some extent, the difficult disyllabic aspects of some of the rhymes.  As did Neander, she carefully distinguishes between the soul and the fellow Christians, using the familiar singular "thou" (du) and the familiar plural "ye" (euch) respectively.  While a spirit of praise and worship is present, Winkworth cannot fully sustain in English the images Neander uses in the second and third strophes.  Nor does she manage to retain the "Binnenreim" - that internal rhyming of words within the same line of verse - which Neander created for the first line of the hymn, but which he did not carry through in the other strophes.  He writes "Lobe den Herren, den mächtigen König der Ehren," wherewith "Herren" and "Ehren" are examples of impure rhyme, for the stem vowel of "Herren" is open/short and that of "Ehren" is closed/long.  Winkworth avoids rhyme in this line.  She does, however, carry through consistently the somewhat uncommon aaa bbb, ccc rhyme pattern.

III.  Wachet auf, ruft uns die Stimme
Phillip Nicolai (1556-1608)

Wachet auf, ruft uns die Stimme

Der Wächter sehr hoch auf der Zinne,

Wach auf, du Stadt Jerusalem!

Mitternacht heißt diese Stunde,

Sie rufen uns mit hellem Munde,

Wo seid ihr klugen Jungfrauen?

Wohlauf, der Bräutgam kommt!

Steht auf, die Lampe nehmt! Halleluja!

Macht euch bereit zu der Hochzeit!

Ihr müßet ihm entgegengehn.

Zion hört die Wächter singen,

Das Herz tut ihr von Freuden springen,

Sie wachet und steht eilend auf.

Ihr Freund kommt vom Himmel prächtig,

Von Gnaden stark, von Wahrheit mächtig.

Ihr Licht wird hell, ihr Stern geht auf.

Nun komm, du werte Kron, Herr Jesu, Gottes Sohn.

Hosianna!  Wir folgen all zum Freudensaal

Und halten mit das Abendmahl.

Catherine Winkworth

Wake, awake, for night is flying;

The watchmen on the heights are crying,

Awake, Jerusalem, at last!

Midnight hears the welcome voices

And at the thrilling cry rejoices:

Come forth, ye virgins, night is past!

The Bridegroom comes, awake;

Your lamps with gladness take; Alleluia!

And for his marriage feast prepare,

For ye must go to meet him there.

Zion hears the watchmen singing,

And all her heart with joy is springing;

She wakes, she rises from her gloom;

For her Lord comes down all-glorious,

The strong in grace, in truth victorious,

Her Star is risen, her Light is come!

Ah, come now, blessed Lord,

O Jesus, Son of God!  Alleluia!

We follow till the halls we view

Where you have bid us sup with you.

In translating Nicolai's poetic version of the Parable of the Ten Wise and Ten Foolish Virgins, Winkworth is more successful in her fidelity to and shaping of the images than in the foregoing hymn.  The melody is a memorable one and it was harmonized by Johann Sebastian Bach.  This hymn is a paean of jubilation and expectation.  Forgotten is the fate of the foolish virgins, as such a retelling would detract from the hymn's message and purpose, which is the expression of joy at the imminent arrival of Christ, the Bridegroom and the joyous invitation to all to attend His marriage feast - the entire hymn being a prefiguration of Christ's Second Coming.  
The metrical and rhyming schemes are very involved.   Nicolai himself was unable to sustain them consistently throughout all the strophes of his poem.  His second strophe is, in fact, more accomplished than is the first in its rhyme pattern, which is a,a,b,c,c,b,x,d,d.  (The "x" refers to an "orphan," that is, a word, occuring at the end of a line of verse,that has no partner in rhyme.)

Winkworth manages very well in this hymn to retain and to sustain the close relationship between the German and the English versions in reference to the images which Nicolai had employed.  She even goes him one better in rhyming the last two lines of the first strophe.  

There is much more that one could mine from her treatment of just these few lines of verse, had one but world enough and time!   I can but hope that this paper will serve as a spur to more exhaustive scholarly investigations into Winkworth and her oeuvre, for she richly deserves greater attention.    One likes to think that Catherine Winkworth, that Victorian songbird par excellence, is now singing hymns at Heaven's gate.

