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marinus van reymerswale (1490–1546) 
is a well-known name in the world of early 
sixteenth-century painting, but as an artistic 
personality he remains little understood. His 
work appears to have centred on a few key 
themes that survive in several copies and 
variants, which are often discussed in terms 
of their relation to compositions by Quinten 
Massys (1466–1530). There is a persisting 
difficulty in identifying his paintings that 
entered collections prior to the nineteenth 
century, when his name was recovered.1 

The artist, who for some time in 1531 resided 
in the town of Reymerswale in Zeeland,2 has 
not been associated with either an illustrious 
circle of patrons or appeared in any documents 
that would securely connect him to Antwerp 
for a more consistent period of time.3 While 
uncertainties continue to surround the 
historical details about Van Reymerswale,4 

his works reveal a specialised painter who 
probably worked in close proximity to the 
Massys workshop around the time of Massys’s 
death in 1530. His dated surviving works were 
produced between 1533 to 1545 and employ 
efficient production techniques, a prerequisite 
for supplying a growing market for large-scale 
paintings.5 However, his pictures that feature the 
financial and administrative professions remain 
largely absent from contemporary inventories.6 

The earliest record of a painting by Van 
Reymerswale that has been identified to 
date is from 1576. The testament of Jacoba 
Willemsdochter, widow of Joachim Cornelissen 
and town secretary of Sint Martensdijk, 
mentions a ‘rentmeester’ (steward) painted 
by ‘M[eeste]r Marinus tot Reijmerswale’.7 It was 
suggested that this refers to the Parable of the 
unjust steward now in Vienna (Fig.1).8 

In 1590 a painting by Van Reymerswale 
and a copy thereafter was recorded in the 
estate of the Antwerp painter Bernart de 
Ryckere, showing that van Reymerswale’s 
paintings were copied only a few decades after 

his death. De Ryckere’s estate lists it as an ‘old 
money changer’.9 It is unclear whether this 
refers to a variant of the Tax collectors (c.1530?; 
State Hermitage Museum, St Petersburg) or a 
composition with only one figure.10 The same 
is true for the Toll keeper (sometimes referred 
to as Customs officer), believed to have hung 
in the office of Melchior Wijntgis, the mint 
master of Zeeland.11 It is not clear whether it 
refers to a single figure, as the descriptions 
suggest, or a variant of the theme today known 
as the Tax collectors. Given that the Munich 
variant of the so-called Money changer and 
his wife (1538; Alte Pinakothek, Munich) has 
a dedication to a toll keeper,12 it cannot be 
excluded that it referred to an altogether 
different composition. Moreover, these 
subjects are rarely identified as works by Van 
Reymerswale in the seventeenth century. As 
Lorne Campbell pointed out, this may be due 
to the fact that Massys was not only known 
as the author of the Money lender and his wife 
(1514; Musée du Louvre, Paris), the model from 
which Van Reymerswale’s variants of the so-
called Money changer and his wife derive, but 
that he had also been associated with the Tax 
collectors since the seventeenth century.13

Recently, it was proposed that the original 
version by Massys is the painting from Hagley 
Hall.14 This identification is based on the 
account from 1616 of the painter Hans van 
den Bossche, who recalled seeing a painting 
in the collection of Jacques Dassa, which 
had belonged to the former Antwerp mayor 
Nicolas Rockox.15 However, this painting was 
probably neither a version of the Tax collectors 
nor indeed a work by Massys, but rather an 
unidentified variant of Van Reymerswale’s so-
called Money changer and his wife, depicted in 
the interior view of Rockox’s house by Frans 
Francken the Younger (Fig.3).16 The interior 
shows several identifiable paintings, among 
them a fairly accurate reproduction of one of 
Van Reymerswale’s versions of the theme. This 
painting must have existed, for the cartoon 
used to prepare the 1538 version now in the 
Museo Nacional del Prado, Madrid, shows the 
same woman’s headdress, which subsequently 
was altered during the painting process in 
this and the following versions.17 Peter Paul 
Rubens appears to have made drawings after 
the Prado version.18 The testimony of a painter 
who recalled seeing a ‘money changer’ or ‘tax 
collector’ in the Rockox’s house highlights the 
strong association of the theme with Massys 
already in the early seventeenth century. 

Van Reymerswale’s second major subject, 
St Jerome in his study, is included in early 
seventeenth-century depictions of collection 

1. Parable of the unjust steward, by Marinus 
van Reymerswale. c.1530?. Oil on panel, 77 by 
96.5 cm. (Kunsthistorisches Museum, Vienna; 
KHM-Museumsverband).
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interiors from Antwerp at least twice.19 This 
suggests that one of his versions either was in 
the possession of an art dealer or patron involved 
with the artists creating these paintings or was 
known through connections between different 
dealers. These collection interiors show a 
variant based on the 1533 version of St Jerome in 
his study (Fig.4), which is known today through 
the works of a contemporary or follower of 
Van Reymerswale who appears to have used 
models from the artist’s workshop.20 This 
demonstrates that his main topics were known 
to late sixteenth- and early seventeenth-century 
collectors in Antwerp, albeit not always with 
his name attached to them. Who else may have 
owned them? 

Recent archival research suggests that 
the earliest known documented painting by 
Van Reymerswale is one of the two versions 
of the so-called Money changer and his wife, kept 
in the Prado, signed and dated 1539 (Fig.2).21 In 
1557 it was part of the majorat of Pedro Dávila 
y Zúñiga (1498–1567), the 1st Marquis of Las 
Navas, recorded as ‘a painting of a [money] 
changer and his wife next to him’.22 Since the 
painting is not among the works mentioned 
in an earlier list drawn up in April of 1554,23 
the marquis must have acquired it between 
1554 and 1557, perhaps during his journey to 
attend the abdication of Charles V in Brussels 
between late 1555 and early 1556.24 In the 
inventory of his estate of 1567 it is listed as ‘a 

panel [painting] of the [money] changer’ – too 
imprecise for identification, but the archival 
records of the Medinaceli family elucidate the 
painting’s subsequent history.25 The works 
from the collection of the marquisate of Las 
Navas were passed on to the counts and later 
dukes of Santisteban del Puerto in the time 
of the 9th Marquis of Las Navas, Francisco 
de Benavides Dávila y Corella (1644–1716), also 
the 9th Count of Santisteban.26 The inventory 
of the works of art bequeathed by him to his 
son and heir Manuel de Benavides y Aragón 

2. The so-called Money changer and his  
wife, by Marinus van Reymerswale. 1539.  
Oil on panel, 83 by 97 cm. (Museo Nacional  
del Prado, Madrid).
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(1683–1748), the 1st Duke of Santisteban and 
10th Marquis de Las Navas, drawn up in 1715, 
lists ‘two figures weighing coins, by Marini 
[sic]’ and confirms that the painting was by 
then in Madrid.27 There can be little doubt 
that this refers to a signed version of Van 
Reymerswale’s so-called Money changer and 
his wife, given the attribution. The painting 
remained in the collection of the dukes 
of Santisteban, where it reappears in the 
inventory of Antonio de Benavides y de la 
Cueva (1714–82), drawn up in 1750.28 Joaquina 
María de Benavides y Pacheco, the 3rd Duchess 
of Santisteban and 12th Marchioness de Las 
Navas, married the 13th Duke of Medinaceli. 
Therefore, the majorat of the marquisate of Las 
Navas and the dukedom of Santisteban were 
incorporated into the possession of the dukes 
of Medinaceli. As a result, Théophile Thoré-
Bürger saw the so-called Money changer and his 
wife by Van Reymerswale in the Medinaceli 
collection in Madrid in 1864.29 After the death 
of the 15th Duke of Medinaceli (1813–73), this 
painting passed to his son, the 16th Duke of 
Medinaceli (1851–79).30 The general inventory 
of the Medinaceli collection drawn up in 
1877 mentions the painting as number ‘185’, 
the collection label still being present on the 
painting’s reverse.31 Since the 16th duke of 

Medinaceli had several descendants and his 
mother was still alive, his estate and collection 
were divided upon his death in 1879. In 1890, 
after the heirs had reached an agreement 
regarding the division of the collection, it 
passed on to the mother of the 16th Duke 
of Medinaceli, Ángela Apolonia Pérez de 
Barradas y Bernuy, 1st Duchess of Denia and 
Tarifa.32 When she died in 1903 the painting 
was inherited by her younger son María 
Fernández de Córdoba y Pérez de Barradas, 

the 2nd duke of Denia and Tarifa.33 He died 
in 1931 and his wife María de los Ángeles de 
Medina Garvey (1864–1933), the dowager 
Duchess of Denia and Tarifa, received his 
bequest. The Money changer and his wife finally 
entered the collection of the Prado as a part 
of her bequest in 1934.34 

It is the attribution to Van Reymerswale 
in the inventory of Manuel de Benavides y 
Aragón (1683–1748), 10th Count of Santisteban 
and 10th Marquis of Las Navas, of 1715 and its 
origin in the majorat of the marquisate of Las 
Navas that secures the connection with the 
painting in the possession of the 1st Marquis 
of Las Navas in 1557. The signature on the 1539 
version in the Prado must have informed its 
attribution, since several paintings by Van 
Reymerswale that entered Spanish collections 
in the eighteenth century were not identified 
as works by him.35

At least one other signed painting of 
the so-called Money changer and his wife was 
recorded in Madrid in the nineteenth century: 
first in the collection of Petronila Livermore y 
Salas, Marchioness of Salamanca (1811–66); it 
was sold in Paris in 1867.36 It is likely to be the 
signed version from 1540 that was part of the 
collection of Louis Carrand, which has been in 
the Museo Nazionale del Bargello, Florence, 
since 1889.37 It is unclear whether or not this 
is the same version that Mündler saw around 
1859,38 since the infante Don Sebastián Gabriel 
de Borbón y Braganza appears to have owned 

3. Banquet in the house of Nicolaas Rockox, 
by Frans Francken the Younger. c.1630–35. Oil 
on panel, 62.3 by 96.5 cm. (Alte Pinakothek, 
Munich).

4. St Jerome in his study, by Marinus van 
Reymerswale. 1533. Oil on panel, 80 by  
108 cm. (Real Academia de Bellas Artes de 
San Fernando, Madrid; Bridgeman Images).  
del Prado, Madrid).
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a similar painting that was on display at the 
Museo de la Trinidad, Madrid, and returned 
to him in 1861.39 Therefore, the 1539 version 
now in the Prado (Fig.2) is very likely to be the 
earliest recorded Van Reymerswale known to 
date and a painting that corroborates the idea 
that his works were collectors’ items already 
by the mid-sixteenth century.
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