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suited to printmaking. It is high time to 
give the public wider access to these 
offerings, considered too radical at the 
time, and whose originals are in poor 
condition given the raw materials used 
(under the influence of Jackson Pollock, 
in particular). Indeed, it is not the first time 
they have needed to be repainted.

In the early 1980s, it seems that Molinari, 
immersed in the colour fields of his 
Quantificators, experienced a sudden 
nostalgia for the black “calligraphies” 
shown at the Galerie Artek thirty years 
earlier, and decided to give these 
compositions new life as serigraph prints. 
In so doing, he recognized their ongoing 
significance in his evolution. The project 
was easily justified, as well, because the 
originals were in a woeful state, the 1958 
drawings having been almost totally ruined 
by a glue ineptly used to mount them 
on cardboard for the exhibition. Once 
again, Molinari set himself up with the 
means to reach his goal: he purchased 
screen‑printing equipment from a studio 
that had recently gone bankrupt and built, 
on his own land near Lake Ouareau at 
what was his painting studio, a serigraphy 
studio, Sérigraphie L’Actuelle (a name 
he was very fond of). Here he would 
work with a very talented printer from the 
area, Robert Soucy, who became a great 
accomplice over several years. 

In prints from both the black-and-white 
series of the 1950s—the geometric 
paintings and the calligraphic drawings 
—the flat areas of the serigraph 
conveniently downplay the execution of 
these compositions and highlight their 
conception, at a time when Molinari 
was thinking intently about forms, 
independently of colour.

The prints made from the Quantificators 
involved quite a different process, by 
far the longest of Molinari’s pictorial 
adventures; its contemplative character 
and slow maturation continued to enthrall 
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The 1950s were a rich period for the 
young Molinari who, in 1951 (then but 
18 and mostly self-taught), surprised the 
avant-garde milieu with a series of works 
he’d painted in the dark, giving a veritable 
lesson in Automatism to, in particular. . . 
the automatistes. Then, in 1956, at his 
own gallery, L’Actuelle, he exhibited 
a suite of black and white geometric 
paintings whose significance, in the 
words of the great art historian Bernard 
Teyssèdre, “only became apparent ten 
years later with the development of 
Minimalism in New York.” 1 A decade later, 
Molinari would exhibit these paintings in 
New York at the East Hampton Gallery, 
under the title Minimal Paintings of 1956, 
categorizing them, somewhat ironically, 
as ”“pre-Minimal.” Two years later, in 
1958, the painter, emerging from a short 
period of "pictorial drawings", presented 
a dozen Calligraphies at the Galerie Artek 
in which, notes Rodolphe de Repentigny, 
“black starts to instigate a clamour in 
its opposition to white, and a space is 
defined, as the calligram begins to take 
on value as a sign.” 2 Molinari would never 
forget this!

In 1967, seeing Minimal Art rise to 
importance in New York, Molinari decided 
to open a screen-printing studio where, 
with printer Ronald Perrault, a former 
member of Richard Lacroix’s renowned 
Graphic Guild, he produced a series 
of prints based on the works he had 
presented in 1956 at L’Actuelle, works 
whose utterly flat materiality was ideally 
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his public for twenty years. This time, the 
works are steeped in colour, and there 
is no great lapse of time between the 
serigraph and the work that preceded it. 
Molinari really turned up the heat. He’d 
done printmaking sporadically for over 
thirty years and was now able to quickly 
seize hold of all that this intimate discipline 
could bring to his pictorial work. As well, 
Molinari kept his printer nearby, who 
helped everything emerge more quickly 
and better, and with whom he carried out 
multiple experiments, improbable overlays, 
and slight variations, almost minimalist, 
which could alter the whole piece, 
astonishing Molinari and making Robert 
Soucy smile.

The editions were mostly very small. It 
was as if Molinari were simply making 
“trial proofs,” which gave him more 
pleasure than real editions created from 
a final proof. Here, as nowhere else, the 
exchanges between painting and screen 
printing go in both directions, and both 
disciplines gain. It’s no surprise that 
the works in this series proliferated in 
Molinari’s mature period. . . 

	 — Gilles Daigneault
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