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Biography

Salvadore Dali

Dali, Salvador (1904-89): Spanish painter, sculptor, graphic artist, and designer. After passing
through phases of Cubism, Futurism and Metaphysical painting, he joined the Surrealists in 1929 and
his talent for self-publicity rapidly made him the most famous representative of the movement.
Throughout his life he cultivated eccentricity and exhibitionism (one of his most famous acts was
appearing in a diving suit at the opening of the London Surrealist exhibition in 1936), claiming that
this was the source of his creative energy. He took over the Surrealist theory of automatism but
transformed it into a more positive method which he named “critical paranoia'. According to this
theory one should cultivate genuine delusion as in clinical paranoia while remaining residually aware
at the back of one's mind that the control of the reason and will has been deliberately suspended. He
claimed that this method should be used not only in artistic and poetical creation but also in the affairs
of daily life. His paintings employed a meticulous academic technique that was contradicted by the
unreal "dream' space he depicted and by the strangely hallucinatory characters of his imagery. He
described his pictures as "hand-painted dream photographs' and had certain favorite and recurring
images, such as the human figure with half-open drawers protruding from it, burning giraffes, and
watches bent and flowing as if made from melting wax (The Persistence of Memory, MOMA, New
York; 1931).

In 1937 Dali visited Italy and adopted a more traditional style; this together with his political views (he
was a supporter of General Franco) led Breton to expel him from the Surrealist ranks. He moved to
the USA in 1940 and remained there until 1955. During this time he devoted himself largely to self-
publicity; his paintings were often on religious themes (The Crucifixion of St John of the Cross,
Glasgow Art Gallery, 1951), although sexual subjects and pictures centring on his wife Gala were
also continuing preoccupations. In 1955 he returned to Spain and in old age became a recluse.

Apart from painting, Dali's output included sculpture, book illustration, jewellery design, and work for
the theatre. In collaboration with the director Luis Bunuel he also made the first Surrealist films---Un
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chien andalou (1929) and L'Age d'or (1930)---and he contributed a dream sequence to
Alfred Hitchcock's Spellbound (1945). He also wrote a novel, Hidden Faces (1944) and
several volumes of flamboyant autobiography. Although he is undoubtedly one of the most
famous artists of the 20th century, his status is controversial; many critics consider that he
did little if anything of consequence after his classic Surrealist works of the 1930s. There
are museums devoted to Dali's work in Figueras, his home town in Spain, and in St
Petersburg in Florida.

1904: Salvador Felipe Jacinto Dali was born on May, 11th in Figueras, Catalonia, Spain.
1917: He started to visit the School of Art. First paintings.

1918: First small exhibition in the Theatre.

1921-25: Went to Academy of Arts in Madrid. Conflicts with his teachers.

1925: First stand-alone exibition of Dali at the Galery of Dalmau.

1926-28: Early explorations of the Surrealism. Dali in Cadaqués 1927

1929: Gala went into his life. Joined the group of Surrealists in 1930 Gala 1927, and Dali
1929

1934-37: Dali had his paranoid-critic-epoch. Dali and Gala in 1937

1941-44: "Avida Dollars" in America.

1945-49: Dali the Classic. Dali and his Daddy in Cadaqués 1948

1950-65: His mystic period. He wrote several books (The secret life of Salvador Dali).
1963-78: Dali the Divine - Dali and the Science.

1979-83: Theory of Disaster.

1982: Gala died.

1989: Dali, Jan. 23th, died.
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Details

The Great Masturbator 1929. Oil on canvas, 110 x 150 cm. Private collection

The Great Masturbator is a most important work of one period. The main subject in it is a large, soft,
terrorized head, livid and waxlike, with pink cheeks; the closed eyes are embellished by very long
eyelashes. A tremendous nose is leaning on the ground. The mouth, replced by a decaying
grasshopper crawling with ants, opens in the middle of a head finished off with ornamentation in the
1900 style. After a month of strenuous work in his studio he entrusted his paintings to a carpenter,
overseeing their packing himself with maniacal care, to ship them later to Paris, where they were
shown at the Goemans Gallery from November 20 to December 5, 1929.



Composition: Evocation of Lenin 1931. Oil on canvas, 114 x 146 cm. Musée National d'Art Moderne, Paris

"The quicksands of automatism and dreams vanish upon awakening. But the rocks of the imagination
still remain". Salvador Dali, in the world of Salvador Dali; Macmillan, 1962.



The Average Fine and Invisible Harp 1932. Oil on panel, 16 x 21 cm. Private Collection

"At the age of six | wanted to be a cook. At seven | wanted to be Napaleon. and my ambition has
been growing steadily ever since." Salvador Dali, In "The word of Salvador Dali", Macmillan, 1962.



Phantom Cart 1933. Oilon panel, 19 x 24,1 cm. Collection Edward F. W. James, Sussex

"It is not necessary for the public to know whether | am joking or whether | am serious, just s it is not
necessary for me to know it myself". Salvador Dali, in "Dali", Harry N. Abrams, Inc., New York, 1968.
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Paranoic Astral Image 1934. The Ella Gallup Sumner and Mary Catlin Sumner Collection Wadswort Atheneum
Hartford, Connecticut

Dali's output from 1930 to 1934 is a particularly indicative of the method he used to systematize his
observations. He called this system the "paranoiac-critical method" and gave the following
explanation of it: "Paranoiac-critical activity: spontaneous method of irrational knowleadge based on
the critical and systematic objectivity of the associations and interpretations of delirious phenomena."
Breton was smart enough to pay homage to this discovery becouse he realized that Dali had just
endowed "Surrealizm with an instrument of primary importance, in particular the paranoiac-critical
method, which has immediately shown itself capable of being applied equally to painting, poetry, the
cinema, the construction of typical Surrealist objects, fashion, sculpture, the history of art, and even, if
necessary, all manner of exegesis."



Archeological Reminiscence of Millet's Angelus 1933-35. Oil on panel, 31,7 x 39,3 cm. Dali-Museum von St.
Petersburg, Florida, gift Reynold Morse

In the works of the Surrealist period, Dali treated those elements of disparate appearance with
absolute realism which emphasized the proper character of each one of them, making an exact copy
from a document, a photograph, or the actual object, as well as using collage. He increased the effect
produced even more through the use of techniques stemming from the precision of Vermeer to the
blurred shapes of Carriére. Once he had given an emotional autonomy to his protagonists he
established communication between them by depicting them in space - most often in a landscape -
thus creating unity in the canvas by the juxtaposition of objects bearing no relation in an environment
where they did not belong. This spatial obsession derives from the atmosphere of Cadaqués, where
the light, due to the color of the sky and of the sea, seems to suspend the course of time and allows
the mind through the eye to glide more easily from one point to another.
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Paranoic Critical Solitude 1935.Edward James Foundation
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On Paranoic Critical Town 1936. Oil on panel, 46 x 66 cm. Private collection
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The Pharmacist of Ampurdan Seeking Absolutely Nothing 1936. Oil on panel, 30 x 56 cm. Edward F. W. James
Foundation, Sussex
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Couple with Clouds in Their Heads 1936. Oil on
Couple with Clouds in Their Heads 1936. Oil on panel; man, 82 x 69 cm; woman, 81,5 x 62,5 cm.
panel; man, 82 x 69 cm; woman, 81,5 x 62,5 cm.

"The speciallised sciences of our times are concentrating on the study of the three constants of life:
the sexual instinct, the sentiment of death, and the anguish of space-time". Salvador Dali, in 'Dali’
Harry N. Abrams, Inc., New York, 1968
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Metamorphosis of Narcissus 1937-38. Oilon canvas, 50,8 x 78,2 cm. Tate Gallery, London
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Beach Scene with Telephone 1938. Oil on canvas, 73 x 92 cm. Tate Gallery, London
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Appartion of Face and Fruit Dish on a Beach 1938. Oilon canvas, 115 x 144 cm. The Wadsworth Atheneum,
Hartford, Connecticut
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Impressions of Africa 1938-39. Oil on canvas, 91,5 x 117,5 cm. Museum Boymans-van Beuningen, Rotterdam
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Slave Market with the Appartion of the Invisible Bust of Voltaire 1940. Oil on canvas, 46,5 x 65,5 cm. Collection
Mr.and Mrs. A. Reynolds Morse, on loan to Salvador Dali Museum, St.Petersburg, Florida

Dali's double image of theBust of Voltaire by Houdon has been use many times in
various works and publications to illustrate the time - space concept. Dali did a guache
of this figure as a picture puzzle. Scientific American magazine in the December 1971
issue used a detail from the Slave Market with Disappearing Bust of Voltaire to
demonstrate the physical structure of the perception system of sight in which the
optical neurons reverse the images. While painting this picture Dali related in Dali de
Gala : "I kept reciting without ever stopping the poem of Joan Salvat Papasseit, 'Love
and War, the Salt of the Earth.' " Salvat Papasseit was a Catalonian anarchist whom
Dali greatly admired. In Barcelona he was accused of having become an extreme
rightist because the only thing he did was to apologize for the war at a time when
everybody else had become pacifists.
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The Visage of War 1940. Oil on canvas, 64 x 79 cm. Museum Boymans-van Beuningen, Rotterdam

"The two most energetic motors that make the artistic and superfine brain of Salvador Dali function
are, first, libido , or sexual instinct, and, second, the anguish of death," affirms the painter; "not a
single minute of my life passes without the sublime Catholic, apostolic, and Roman specter of death
accompanying me even in the least important of my most subtle and capricious fantasies."

This painting was done in California at the end of the year 1940; the horrible face of war, its eyes
filled with infinite death, was much more a reminiscence of the Spanish Civil War than of the Second
World War, which, at the time, had not yet provided a cortege of frightful images capable of
impressing Dali. He himself wrote in The Secret Life: "l was entering a period of rigor and asceticism
which was going to dominate my style, my thoughts, and my tormented life. Spain on fire would light
up this drama of the renaissance of aesthetics. Spain would serve as a holocaust to that post-war
Europe tortured by ideological dramas, by moral and artistic anxieties.... At one feel swoop, from the
middle of the Spanish cadaver, springs up. Half-devoured by vermin and ideological worms, the
Iberian penis in erection, huge like a cathedral filled with the white dynamite of hatred. Bury and
Unbury ! Disinter and Inter ! In order to unbury again ! Such was the charnel desire of the Civil War in
that impatient Spain. One would see how she was capable of suffering; of making others suffer, of
burying and unburying, of killing and resurrecting. In was necessary to scratch the earth to exhume
tradition and to profane everything in order to be dazzled anew by all the treasures that the land was
hiding in its entrails." The horror of this picture is further increased by the brown tonalities which
dominate its atmosphere. On the anecdotal side, Dali has stressed that it was the only work where
one could see the true imprint of his hand on the canvas (at the lower right).




Geopoliticus Child Watching the Birth ofa New Man 1943. Reynolds - Morse Collection, Clevlend, Ohio
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Galarina 1944-45. Oil on canvas, 66 x 51 cm. Fundacion Gala - Salvador - Dali, Figueras

Gala has often been depicted in Dali’'s works. One might even say that she is the only woman whose
face and silhouette appear there incessantly; the painter says, "She is the rarest being to see, the
superstar who cannot in any case be compared with La Callas or Greta Garbo, because one may see
them often, whereas Gala is an invisible being, the antiexhibitionist par excellence. At Salvador Dali’'s
home, there are two prime ministers; one is my wife, Gala, and the other is Salvador Dali. Salvador
Dali and Gala are the two unique beings capable of mathematically moderating and exalting my
divine madness."

This portrait belongs to the artist’s classical period. It was painted in America a little before the end of
the Second World War. "Started in 1944, "Dali writes in the commentary of the catalogue for his
exhibition in the Bignou Gallery in1945, " it took me six months of working three hours a day to finish
this portrait. | named this painting Galarina because Gala is for me that La Fornarina was to Raphael.
And without premeditation, here is the bread again. A rigorous and perspicacious analysis brings to
light the resemblance of Gala’s crossed arms with the sides of the basket of bread, her breast
seeming to be the extremity of the crust. | had already painted Gala with two cutlets oh her shoulder
to transcribe the expression of my desire to devour her. It was at the time of the raw flesh of my
imagination. Today, now that Gala has risen in the heraldic hierarchy of my nobility, she has become
my basket of bread."

This picture was painted in the United States in 1944 - 45, three years after Dali had married Gala in
a civil ceremony. It was being done at the moment when the artist was claiming to have discovered
for the first time in his life the real way to paint; in other words, with over- and under-painting. For him,
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this is infinitely more subtle in its tonalities than the pictures painted before. He links it
already to the period of Leda Atomica, when he was doing all the technical research work
related to matter. This research absorbed him so much that he ended by not paying
attention to conversations and even to remarks that Gala made to him. In recalling this
episode he tells the following anecdote: "It was exactly during this period that | used to
wake up at night to place the drop of varnish, more or less, on a painting. It was complete
lunacy. Then Gala - we were in the midst of the war at the very time when Americans were
leaving for the Pacific - said to me, ‘Really, what would you do if one day the same thing
happened to you as to these boys who must leave for the war in airplanes every day to go
and fight ? It seems that beside this your technical problems are not so insoluble ! It is
much less dramatic " And | replied, ‘If they should do such thing to me, if they insisted on
leaving, on parachuting’ - because at the time there was some possibility that foreigners
would be enlisted - ‘well, in that case, | would not let YOU leave.’ | had completely
forgotten that it was a question of my going and was convinced that if anyone had to go to
war, it would be Gala !"

The bracelet she wearing on her wrist was a Fabergé creation of Mogul inspiration that
Dali liked immensely. He used it placed around his wife’s ankle in the painting Original Sin,
which may be seen today in the Boymans - van - Beunigen Museum in Rotterdam. The
serpent, along with all Gala’s jewelry, was stolen a few years later from bedroom of the
hotel in which the couple was staying in California.
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The Temptation of St.Anthony 1946. Oil on canvas, 89 x 119 cm. Musées Royaux des Beaux - Arts de Belgique,
Brussels

In this picture temptation appears to Saint Anthony successively in the form of a horse in the
foreground representing strength, sometimes also symbol of voluptuousness, and in the form of the
elephant which follows it, carrying on its back the golden cup of lust in which a nude woman is
standing precariously balanced on the fragile pedestal, a figure which emphasizes the erotic
character of the composition. The other elephants are carrying buildings on their backs; the first of
these is a obelisk inspired by that of Bernini in Rome, the second and third are burdened with
Venetian edifices in the style of Palladio. In the background another elephant carries a tall tower
which is not without phallic overtones, and in the clouds one can glimpse a few fragments of the
Escorial, symbol of temporal and spiritual order. The elephant theme appears several time in Dali’'s
works of this period: for example, in Atomica Melancholica of 1945 and Triumph of Dionysus of 1953.
This picture was painted in the studio that the artist occupied for a few days next to the Colony
Restaurant in New York. It is the first and only time that he participated in a contest. It was an
invitational artistic competition for a painting of the theme of the temptation of Saint Anthony,
organised in 1946 by the Loew Lewin Company, a movie- producing firm. The winning picture was to
figure in a film taken from the story "Bel Ami" by Maupassant. Eleven painters took part in the
competition, among them Leonora Carrington, Dali, Paul Delvaux, Max Ernst, and Dorothea Tanning.
The prize was given to Max Ernst by jury composed of Alfred Barr, Marcel Duchamp, and Sidney
Janis. All these works were shown at an exhibition in Brussels and in Rome during 1947.
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Portrait of Picasso 1947. Oil on canvas, 64,1 x 54,7 cm. Fundacién Gala - Salvador - Dali, Figueras

Dali painted the portrait of his genial compatriot in California. It is interesting to compare it with his
own Soft Self - Portrait with Grilled Bacon, painted six years earlier in the same place.

This portrait might be entitled Official Paranoiac Portrait of Pablo Picasso, because Dali has
assembled here all the folkloric elements that anecdotally depict the origins of the Andalusian painter.
His renown is affirmed by his bust mounted on a pedestal, symbol of official consecration; the
breasts depict Picasso’s nutritious aspect while he carries on his head the heavy rock of the
responsibility for the influence of his work on contemporary painting. The face itself is a mixture of a
goat hoof and the headdress of the Greco - Iberian marble bust, the Lady of Elche, which brings to
mind the Andalusian and Magalan origins of Picasso. The Iberian folklore is finished off with a
carnation, a jasmine flower, and the guitar. Speaking about the work of this Titan shortly after his
death, Dali said: " | believe that the magic in Picasso’s work is romantic, in other words, the root of its
upheaval, while mine can only be done by building on tradition. | am totally different from Picasso,
since he was not interested in beauty , but in ugliness, and |, more and more, in beauty; but ugly like
Picasso and me, can be of an angelic type."
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The Madonna of Port Lligat (detail) 1950. Oil on canvas, 12 x 8 '. Collection Lady Beaverbrook, New Brunswick,
Canada

This immense canvas, one of Dali’'s most famous, marks the beginning of a new period in his work. At the
same time, It is the first picture so large, it is the first of the religious paintings, and it heralds the corpuscular
epoch. The whole composition is arranged around the eucharistic bread visible thought a hole in the center of
Jesus’ body, the point of intersection of the diagonal lines indicating the middle of the painting. Gala is
depicted as the Virgin and also as the cuttlefish - angels on the right side of canvas. A little boy of Cadaqués
called Juan Figueras was used as the model for the infant Jesus.

"Gala Madonna embodies all the geological virtues of Port Lligat," the painter wrote in 1956; "for example, the
nurse, from whose back the night stand was taken, has this time been sublimated into the tabernacle of living
flesh through which the celestial sky may be seen, and in turn another tabernacle cut from the chest of the
infant Jesus, containing eucharistic bread in suspension." There are two oils of the same subject; that
reproduced here in the second one. The first, which is smaller in size, was submitted by Dali to Pope Pius XIlI
for approval and is now at Marquette University. About the larger canvas, Dali has commented to me: "This
picture because of its size was destined to know many mishaps. In the midst of an awful storm we had to have
a contractor come to Port Lligat to enlarge the window in the room. Then Gala had to hire a truck, because it
was to big for the train , to ship first to Paris and then to Le Havre, in order to ship it by boat to America. In
New York, it was too big for any elevator; they had to hoist it up with a rope to the windows of the floor on
which the Carstairs Gallery was located and where it was to be shown. The dealer, George Keller, himself said
at the time, ‘ This painting is magnificent, but | will never be able to sell it, because there is no house big
enough for it, and it costs to much to ship it around.’ It is, however, the one which opened the doors to the sale
of all my large pictures." Today The Madonna of Port Lligat is in the collection of Lady Beaverbrook in
Canada. It is never shown in retrospective exhibitions because, in order to get it out, it would be necessary to
knock down the door or take out one of the windows in the library where it hangs.

27



Raphaelesque Head Exploding 1951. Oil on canvas, 44,5 x 35 cm. Collection Stead H. Stead Ellis, Sumset, Great
Britain
Dali imagines that protons and neutrons are angelic elements because in the celestial bodies, he
explains, "there are risidues of substances; it is for this reason that certain beings appear to me so
close to angels such as Raphael and Saint John of the Cross. Raphael's temperature is like that
almost chilly air of spring, which in turn is exactly that of the Virgin and of the rose." Ant he adds
solemnly, "l need an ideal of hyperaesthetic purity. More and more | am preoccupied by a idea of
chastity. For me, it is an essential condition of the spiritual life."

Such works as Raphaelesque Head Exploding, Galatea of the Spheres, Assompta Corpuscularia

Lapislazulina, Rhinocerotic Figure of Phidias’ lllisos or Paranoiac-Critical Study of Vermeer's
Lacemaker are fine illustrations of the Catalonian painter’'s work of this period.
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Christ of Saint John of the Cross 1951. Oil and canvas, 205 x 116 cm. Glasgow Art Gallery and Museum

By far the most popular of all Dali’s religious works is without a doubt his Christ of Saint John of the Cross,
whose figure dominates the Bay of Port Lligat. The painting was inspired by a drawing, preserved in the
Convent of the Incarnation in Avila, Spain, and done by Saint John if the Cross himself after he had seen this
vision of Christ during ecstasy. The people beside the boat are derived from a picture by Le Nain and from
drawing by Velazquez for The Surrender of Breda. At the bottom of his studies for the Christ, Dali wrote: "In
the first place, in 1950, | had a ‘cosmic dream’ in which | saw this image in color and which in my dream
represented the ‘nucleus of the atom’. This nucleus later took on a metaphysical sense; | considered it ‘the
very unity of the universe’, the Christ ! In the second place, when thanks to the instructions of Father Bruno, a
Carmelite, | saw the Christ drawn by Saint John of the Cross, | worked out geometrically a triangle and a circle,
which ‘aesthetically’ summarized all my previous experiments, and | inscribed my Christ in this triangle." This
wor was regarded as banal by an important art critic when it was first exhibited in London. Nevertheless,
several years later, it was slashed by a fanatic while was hanging in the Glasgow Museum, proof of its
astonishing effect on people. Dali relates that, when he was finishing the picture at the end of autumn in 1951,
it was so cold in the house in Port Lligat that Gala abruptly decided to have central heating installed. He
remembers the moments of terror through which he then lived, fearing for his canvas on which the paint was
still wet, with all the dust stirred up by the workmen: "We tool it from the studio to the bedroom so that | could
continue to paint, covered with white sheet which dare not touch the surface of the oil. | said that | didn’t
believe | could do my Christ again if any accident were to befall it. It was true ceremonial anguish. In ten days
the central heating was installed and | was able to finish the picture in order to take it to London, where it was
shown for the first time at the Lefevre Gallery." When it was at the Biennial of Art in Madrid, along with other
works of the painter, General Franco asked that two of the oils of the master of Figueras be brought to the
palace of El Prado - Basket of Bread and Christ of Saint John of the Cross.
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Crucifixion (Corpus Hypercubus) 1954. Oilon canvas, 194,5 x 124 cm. Metropolitan Museum of Art, New York.
gift of Chester Dale, 1955

When disembarking from the steamship America in Le Harve on March 27, 1953, on his return from
New York, Dali announced to the reporters gathered around himself termed as sensational: an
exploding Christ, nuclear and hypercubic. He said that it would be the first picture painted with a
classical technique and an academic formula but actually composed of cubic elements. To a reporter
who asked him why he wanted to depict Christ exploding, he replied, "I don’t know yet. First | have
ideas, | explain them later. This picture will be the great metaphysical work of my summer."

It was at the end of spring in 1953 in Port Lligat that Dali began this work, but it is dated 1954, the
year which it was finished and then exhibited in the month of December at the Gallery in New York.
The painting may be regarded as one of the most significant of his religious oils in the classical style,
along with Madonna of Port Lligat, Christ of Saint John of the Cross, and The Last Supper, which is in
the National Gallery in Washington, D.C.

"Metaphysical , transcendent cubism"is the way that Dali defines his picture, of which he says: "It is
based entirely on the Treatise on Cubic Form by Juan de Herrera, Philip II's architect, builder of the
Escorial Palace; it is a treatise inspired by Ars Magna of the Catalonian philosopher and alchemist,
Raymond Lulle. The cross is formed by an octahedral hypercube. The number nine is identifiable and
becomes especially consubstantial with the body of Christ. The extremely noble figure of Gala is the
perfect union of the development of the hypercubic octahedron on the human level of the cube. She
is depicted in front of the Bay of Port Lligat. The most noble beings were painted by Velazquez and
Zurbaran; | only approach nobility while painting Gala and nobility can only be inspired by the human
being."
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Das letzte Abendmahl 1955. Oil on canvas, 167 x 268 cm. National Gallery of Art, Washington, gift Chester Dale
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The Oecumenical Council 1960. Private Collection on Loan to the Dali Museum Cleveland, Ohio
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The Battle of Teutan 1961-62. Oil on canvas, 308 x 406 cm. Collection David Nahmad, Mailand

From the first day that he set foot on the pavement of Surrealist Paris, Dali has never ceased to
proclaim that most of the pompiers painters and the ultraacademicians, especially Meissonier and the
Spanish Mariano Fortuny, were a thousand times more interesting than the representatives of all the
aging "isms" of modern art, and the African, Polynesian, Indina, and even Chinese art objects.
Therefore, it was normal that, at a certain point in his life, he should come face to face with patriotism,
and, as the pompiers did at the end of the nintheenth century, he decided to paint pictures glorifying
the history of his country. The Discovery of America by Christopher Columbus was painted in 1958
and 1959. This oil antedated Santiago el Grande, which depicts Saint James of Compostela, patron
saint of Spain. Two years after finishing his Discovery of America, Dali produced a third historial work,
The Battle of Tetuaa, inspired by Mariano Fortuny's painting of the same name which is in the
Museum of Modern Art in Barcelona.
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Tuna Fishing 1966-67. Oil on canvas, 304 x 404 cm. Collection Paul Ricard, Bandol (France)
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Die dreiruhmreichen Réatsel Galas 1982. Oilon canvas, 130 x 120 cm. Museo Espafiol de Arte Contemporaneo,
Madrid
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