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Alison Smith, ed., Watercolour, exh. cat. (London: Tate Publishing, 2011). 

Via the Internet, Tate Britain provides this information about the Oppé collec­

tion, which makes a transcendent value judgment about the collection without 

delving into the historical conditions of its quality: 

The Oppé Collection was formed by the distinguished scholar and collec­

tor Paul Oppé (1878-1957) during the first half of this century. After his death 

the collection remained in his family. It is one of the last major collections of 

British drawings and watercolours to have stayed in private hands and has long 

been regarded as being of national importance. 

The collection comprises some 3,000 individual works. It consists mainly 

of watercolours but also includes drawings, oil sketches on paper, sketch­

books, albums and prints. The overwhelming bias of the collection is towards 
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landscape, reflecting the important development of the British watercolour 

school during what has become known as its Golden Age from 1750 to 1850. 

The greatest strength of the collection is in late eighteenth-century landscape 

drawings, many produced by artists working in Switzerland and Italy in the 

era of the Grand Tour, for example, Richard Wilson, Francis Towne, JR Cozens, 

John (Warwick) Smith, John Downman, William Marlow, William Pars, and 

other less well-known contemporaries. 

The acquisition of the Oppé Collection was made possible by grants from 

the National Lottery through the Heritage Lottery Fund and from the National 

Art Collections Fund. The cataloguing of the Oppé Collection has also been 

supported by the National Lottery through the Heritage Lottery Fund. 
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