
 

 

Paintings Survey 
Glacier National Park, Montana 

September 27 - October 5, 2005 

M. Randall Ash & Associates 
Denver, Colorado 



▲ 
 
 

I. Table of Contents        1 
 

A. Paintings Survey        3 
 

B. Glacier Park Lodge        6 
1. Grinnell Glacier        8 
2. Red Eagle Lake        10 
3. Romey Glacier        18 
4. Going to the Sun Chalet       20 
5. St. Mary Lake        22 
6. Sinopah         24 
7. Swiftcurrent and Lake McDermott     26 
8. Swiftcurrent Falls        28 
9. Two Medicine Lake       30 

 
C. Lake McDonald Lodge       39 

1. Avalanche Lake        41 
2. Bear in Camp        43 
3. Bucking Horse with Rider      45 
4. Hunter with Gun and Two Dogs      47 
5. Lake McDonald Lodge       49 
6. Lake McDonald        51 
7. Man and Dog Hunting Birds      59 
8. Man on Horseback on Gunsight Pass Trail    61 
9. Pack Train on Trail with St. Mary Lake in Background   65 
10. St. Mary Lake / Going to the Sun Chalet     72 
11. Trouble in Camp        81 
12. Two Men Hunting Moose       83 

 
D. Many Glacier Hotel        85 

1. Swiftcurrent Pass        87 
2. Four Men Seated at Table       91 
3. Lake St. Mary        93 
4. Fly Fisherman        97 
5. Many Glacier Hotel       99 
6. Many Glacier Valley       101 
7. Ptarmigan Lake        103 

 



 
 
 
 
 
 
E. Rising Sun Coffee Shop       110 

1. Antelope         112 
2. Big Horn Sheep        114 
3. Mountain Goats        116 
4. Mountain Landscape       118 
5. Stagecoach        124 

 
F. Two Medicine Campstore       126 

1. Indian Hunting Buffalo       128 
2. Two Medicine Lake with Cabin in Foreground    130 

 
G. Addendum          

1. Glossary         132 
2. Recommended Products        

a. Coroplast backing material     137 
b. Floreat picture hooks      140 

 



 

M. RANDALL ASH & ASSOCIATES 
 

Fine Arts Conservation 

 
 

PAINTINGS SURVEY 
GLACIER NATIONAL PARK, MONTANA 

September 27 – October 5, 2005 
 
 
During the fall of 2005, a conservation assessment was completed on the paintings at five 
locations in Glacier National Park.  The  locations were:  Many Glacier Hotel, Two 
Medicine Campstore, Rising Sun Coffee Shop, Glacier Park Lodge, and Lake McDonald 
Lodge. 
 
The survey included a physical examination of each painting and frame (all written 
dimensions of the paintings were measured in the frame), with a “General Condition 
Report” completed on site for each painting.  A photograph was also taken for each 
painting on site.  A glossary of conservation terms used in the individual reports is 
included at the back of this report. 
 
Each location had its own set of challenges, including accessibility to the individual 
object, being able to inspect the reverse of the paintings, and the environment itself.  
Many of those locations were closed or in the process of closing.  Fortunately Deirdre 
Shaw from the National Park Service Archives was able to accompany me and the 
employees at each location were always extremely helpful and cooperative.  Deirdre 
Shaw was invaluable and worked above and beyond the norm. 
 
Since the lodges were visited at a time they were either closed or in the process of 
closing, and in the late fall, when temperatures and light were not extreme, it was difficult 
to make a complete assessment of environmental conditions.  In many cases the windows 
were already shuttered and the heat was off.  The amount of ultra-violet light (U.V.) 
could not be determined in Rising Sun Coffee Shop and Two Medicine Campstore as 
they were closed and shuttered.  The environmental factors in the other three locations 
could only be surmised – Glacier Park Lodge was the only facility still open with Many 
Glacier Hotel and Lake McDonald Lodge closed to the public and in the process of being 
winterized.  The paintings in Many Glacier Hotel appear to have the most problems and 
exposure to the most extreme environmental conditions.  Protective covers, adequate 
backing, good plane and tension of the canvas would be enormously beneficial. 
 
During the examination, there were occasions that there was reasonable access to the 
existing backing boards which had numbers on them corresponding to numbers 
associated with prior conservation treatment at the Rocky Mountain Regional 
Conservation Center in Denver, Colorado.  This regional center has been closed but there 
is access to the old files.  These files have been archived at the Penrose Library at the  
University of Denver.  Fortunately, I was able to go to these archives and make copies of 
the noted files, plus others corresponding to this survey.  I have included these 
conservation reports with the General Condition Report for these paintings. 
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General Recommendations
 

• The general condition of each painting is given on the “Paintings General 
Condition Report”.  This includes a “conservator’s priority” - #1 being the most in 
need of conservation to #5 being the least in need of conservation. 

 
• Most paintings need a new protective backing.  Many of the older backings were 

not installed properly and have warped, diminishing the effectiveness of this 
process.  There is a new material being used for backing, which is much more 
effective as a protective element.  It is also less expensive than the earlier backing 
material.  The new material is Coroplast™.  It is a plastic corrugated cardboard.  
It maintains its dimensions better, is much more resistant to moisture or climate, 
can be easily cut to size and is a very reasonable in price.  Once cut, the protective 
backing can be attached to the reverse of the painting with screws and finishing 
washers.  I have included manufacturer’s information on Coroplast™ later in this 
report. 

 
• There is no consistent type or method of hardware for hanging the paintings.  As 

noted on the individual reports, many of the paintings are hung by a wire on a 
single nail, which is inadequate support – particularly for the larger paintings.  I 
recommend attaching two “D-rings” to the back of each painting and hanging on 
Floreat Picture Hooks.  I have included manufacturer’s information of Floreat 
Picture Hooks later in this report. 

 
• There are many paintings which have become slack on their auxiliary supports.  If 

the auxiliary support is a stretcher, a “keying out” or opening the corners will 
greatly benefit the life of the painting.  If a painting is kept in good plane and 
tension, the life expectancy will increase greatly if the canvas is in good and 
strong condition.  “Keying out” any painting can be done in situ, possibly at the 
same time a new backing board can be attached. 

 
• In many of the sites, as the buildings were being closed, sheets were used to cover 

the paintings.  Sheets will be a benefit for dust, but not particularly good as an 
insulator.  A relatively easy solution would be to make insulating covers that 
could easily be used to annually cover the paintings.  There are products today 
used behind curtains almost as window insulation.  They are usually quilted and 
are composed of multiple layers of material.  Covers can be fabricated with easy 
installation in mind.  Each painting would have a cover, thus making it a 
relatively easy annual event and included in closing the building and most 
importantly added a measure of environmental protection.  Proper backing and the 
insulating cover would give great protection during the winter months.  There 
have been suggestions of actually moving each painting.  This is not optimum 
unless there is a good storage site and the qualified/trained people handle the 
objects.  Protection, in situ, seems a safer and easier resolution. 

 
• There are some painting which need minimal work, are small and the work 

minimal or are large and need minimal enough work that working on site the best 
solution.  Move the conservator to the painting instead of moving the painting to 
the conservator.  When paintings are moved there is always the possibility of 
damage occurring. 



HISTORY 
 
The National Park Service and Glacier Park, Inc. (the park’s primary concessioner) 
possess approximately 36 paintings created specifically for placement in several of 
the historic hotels, chalets, and auto camps built to accommodate park visitors.  These 
works are key pieces of the historic fabric of the buildings for which they were 
commissioned.  They also are integral to the story these buildings tell.  Due to the age 
of these paintings and the environmental and physical conditions under which they 
have been exhibited, there are concerns about their current condition and their long-
term preservation. 
 
Beginning in 1911, the Great Northern Railway constructed a network of tent camps, 
chalets, and hotels to complement its rail line that ran east to west along the southern 
boundary of the park.  The railway, under the direction of President Louis Hill, 
appointed these structures with an eclectic variety of furnishings reflecting influences 
from Euro-American, Asian, and Native American cultures. 
 
Preceding the development of these accommodations, the railway had launched a 
promotional advertising campaign under the general slogan of “See America First”.  
In order to maximize the effectiveness of this campaign, Hill understood the need to 
have inspiring visual images of tehse “American Alps” in order to lure prospective 
customers onto his passenger trains and into his chalets and hotels.  Hill began to 
bring painters, sculptors, and photographers to the park to produce these images. 
 
On the west side of the park, local lawyer and hotel owner John E. Lewis completed 
what is now known as the Lake McDonald Lodge in 1914.  Designed by architect 
Kirkland Cutter, the hotel was designed and furnished to reflect Lewis’ love of 
hunting, trapping, and the outdoors as well as compete with the railway’s east side 
developments.  Lewis, like Hill, used the creations of painters and photographers as 
well as numerous taxidermy mounts to enhance the ambience and atmosphere of the 
interior of his hotel. 
 
By the late 1920s, Lewis began negotiations with the Great Northern Railway to sell 
the hotel and its furnishings.  Following the completion of that purchase in 1930, the 
railway then sold the hotel to the National Park Service.  The Great Northern, through 
its subsidiary, the Glacier Park Hotel Company, operated the hotel through the 1960 
summer season. 
 
In 1961, all of the holdings owned by the Glacier Park Hotel Company and the Great 
Northern Railway in Glacier were sold to Don Hummel’s newly formed Glacier Park, 
Inc. (GPI).  In 1980, Hummel sold GPI to Greyhound Food Management.  
Greyhound’s interests were eventually transferred to the Dial Corporation and then to 
VIAD, GPI’s current parent company. 



Glacier Park Lodge 
 



Glacier Park Lodge 
 
 
 
Environmental notes: 
 

• All utilities are turned off during the winter season 
• Most all the painting were hung on the second floor main lobby balcony. 
• These paintings are very accessible to the public and the service staff as they are 

on a narrow balcony with considerable traffic. 
• They are on an inside wall and not exposed to any natural U.V. factors. 
• There is a fireplace at one end of the lobby which is used.  It appears to be well 

vented, but there is always the possibility of fireplace soot rising up to the level of 
the paintings. 

• There is one John Fery painting, Swiftcurrent Falls, which is on a wall next to 
the front entrance of the Lodge.  The front doors seem to be left open regularly 
with hotel traffic.  There is also a wall heater below it.  It is most advisable to 
move this painting, as there is no stable environment, either climate or light.  The 
painting is definitely being affected by its present location. 

• One other John Fery painting, Red Eagle Lake, is in the dining room and hung 
above the fireplace.  If the fireplace is not used, this is a relatively acceptable 
place to hang the painting – inside wall and no windows. 

 



 

Glacier Park Lodge 

"Grinnell Glacier" 
Artist: John Fery 

 
 
 
 
 





 

Glacier Park Lodge  

"Red Eagle Lake" 
Artist: John Fery 

 
 
 
 
 

















 

Glacier Park Lodge  

"Romey Glacier" 
Artist: John Fery 

 
 
 
 
 





 

Glacier Park Lodge

Going to the Sun Chalet 
   Artist: Unknown 

 
 
 
 
 





 

Glacier Park Lodge 

“St. Mary Lake” 
Artist: Unknown 

 
 
 
 
 





 

Glacier Park Lodge  

 Sinopah 
Artist: Unknown 

 
 
 
 
 





 

Glacier Park Lodge 

"Swiftcurrent and Lake McDermott"
Artist: John Fery 

 
 
 
 
 





 

Glacier Park Lodge 

  "Swiftcurrent Falls" 
Artist: John Fery 

 
 
 
 
 





 

Glacier Park Lodge 

"Two Medicine Lake" 
Artist: John Fery 

 
 
 
 
 



















Lake McDonald Lodge 
 



Lake McDonald Lodge 
 
 
 
Environmental notes: 
 

• All utilities are turned off during the winter season 
• The paintings are hung mostly in the central area of the lodge.  There are some 

very high on the wall, inaccessible to the public and away from windows.  Two 
very large painting are across from each other in small seating areas on a second 
floor balcony, and the remainder are on the main floor in accessible public 
domain. 

• The light situation is not excessive.  The U.V. is low to moderate. 
• A second building, the Auditorium, houses two very large paintings.  These 

paintings are securely attached to the wall and there is minimum exposure to UV 
light as there seem to be few windows.  All utilities are turned off in this building 
for the winter season. 

 



 

Lake McDonald Lodge 

  Avalanche Lake 
Artist: H.R. Bartlett 

 
 
 
 
 





 

Lake McDonald Lodge 

  
  Bear In Camp 

Artist: George N. Page 
 
 
 





 

Lake McDonald Lodge 

 
“Bucking Horse With Rider” 

Artist: George N. Page 
 
 
 





 

Lake McDonald Lodge 

  
  Hunter with Gun and Two Dogs 

Artist: Frank Stick 
 
 
 





 

Lake McDonald Lodge 

 "Lake McDonald Lodge"
Artist: Joe Abbresica 

 
 
 
 
 



 
 
 
 
 
 
 

This painting  
NOT included in the survey 



 

Lake McDonald Lodge 

“Lake McDonald” 
Artist: John Fery 

 
 
 
 
 

















 

Lake McDonald Lodge 

 
Man and Dog Hunting Birds 

Artist: Frank Stick 
 
 
 





 

Lake McDonald Lodge 

 
Man on Horseback Overlooking Lake 

Artist: R.H. Palenske 
 
 
 









 

Lake McDonald Lodge 

 
  Pack Train on Trail with  

  St. Mary Lake in Background 
Artist: John Fery 

 
 















 

Lake McDonald Lodge 

 
  St. Mary Lake / Going to the Sun Chalet 

Artist: John Fery
 
 
 



















 

Lake McDonald Lodge 

        Trouble in Camp 
Artist: Herbert Bartlett 

 
 
 
 
 





 

Lake McDonald Lodge 

 
Two Men Hunting Moose 

Artist: Frank Stick 
 
 
 





Many Glacier Hotel 
 



Many Glacier Hotel 
 
 
 
Environmental notes: 
 

• All utilities are turned off during the winter season.  This lodge seems to be the 
least insulated and most susceptible to climate change. 

• There are two main locations where the paintings are displayed:   “The Bridge” --
a hallway/concourse between the lobby and dining room where people can sit and 
have a view and cocktail, and the very large dining room.  In both locations there 
are large picture windows overlooking the lake and glacier which can affect the 
environment with heat, as well as the U.V. factor. 

• The painting hung in The Bridge are on an inside wall relatively far away from 
the windows 

• Two John Fery painting are on either side of the entrance to the dining room.  One 
is quite close to the large picture windows and more susceptible to U.V. light and 
one much farther back into the room and much less affected by U.V. light from 
the windows. 

• In season, the dining room not only has sun coming through the large expanse of 
windows and but also has a large capacity for people dining.  The combination of 
the two can bring the room temperature up.  There has been air conditioning 
installed into the dining room to keep the environment more even. 

• The one painting, Many Glacier Hotel, artist unknown, is near the kitchen 
entrance and what appears to be a service station.  The paining is unvarnished and 
susceptible to servers and possible food splashing.  Keeping the food station 
farther from the painting and eventually applying a protective coating would be 
recommended. 

• All three Fery painting have high conservation needs. 
 



 

Many Glacier Hotel 

    "Swiftcurrent Pass"
Artist: John Fery 

 
 
 
 
 









 

Many Glacier Hotel 

 Four Men Seated at Table 
Artist: Charles Defeo  

 
 





 

Many Glacier Hotel  

"Lake St. Mary"
Artist: John Fery 

 
 
 
 
 









 

Many Glacier Hotel 

  
    Fly Fisherman 

Artist: Charles Defeo 
 
 
 





 

Many Glacier Hotel 

 Many Glacier Hotel 
Artist: Unknown 

 
 
 
 
 





 

Many Glacier Hotel 

 Many Glacier Valley 
Artist: Unknown 

 
 
 
 
 





 

Many Glacier Hotel 

"Ptarmigan Lake"
Artist: John Fery 

 
 
 
 
 















Rising Sun Coffee Shop 
 



Rising Sun Coffee Shop 
 
 
 
Environmental notes: 
 

• All utilities are turned off during the winter season. 
• The building seems to keep a relatively even temperature. 
• All the paintings are hung high and less susceptible to the public and restaurant 

factors.  Being high does increase the accumulation of dust and dirt on the 
surfaces. 

• The John Fery painting is not in the most ideal location.  It is above the major 
serving station from the kitchen and susceptible to food spillage and heat from the 
kitchen.  Fortunately, it is on an inside wall and not near windows. 

 



 

Rising Sun Coffee Shop 

Antelope 
Artist: Richmond 

 
 
 
 
 





 

Rising Sun Coffee Shop 

  Big Horn Sheep 
Artist: Richmond 

 
 
 
 
 





 

Rising Sun Coffee Shop 

  Mountain Goats 
Artist: Richmond 

 
 
 
 
 





 

Rising Sun Coffee Shop 

  Mountain Landscape 
Artist: John Fery 

 
 
 
 
 













 

Rising Sun Coffee Shop  

  Stagecoach
Artist: Richmond 

 
 
 
 
 





Two Medicine Campstore 
 



Two Medicine Campstore 
 
 
 
Environmental notes: 
 

• All utilities are turned off during the winter season 
• This building appears to have better insulation, thus the environmental conditions 

are more moderate. 
• The art is hung high on the walls in the center of the building, and are not exposed 

to window light (U.V.) or access by the public. 
• There is accumulated dirt and grime on the surface of the paintings, but this is to 

be expected in a publicly used building and being placed high on a wall with any 
heat/dust rising. 

 



 

Two Medicine Campstore 

Buffalo Hunting Scene 
Artist: Unknown 

 
 
 
 
 





 

Two Medicine Campstore 

Two Medicine Lake with 
Cabin in Foreground 

Artist:  Unknown 
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GLOSSARY OF TERMS 
 
 
 

Abrasion On paintings, the loss of paint or ground by rubbing. 
 
 
Accretion Accidental deposit on the surface of a painting or object. 
 
Auxiliary Support Any material or construction which reinforces a support.  In 

paintings, usually a stretcher or strainer.  
 
Batten A strip of wood nailed or glued across parallel board or across the grain of 

a panel for reinforcement, flattening, or to prevent warping. 
 
Bloom A bluish-white or sometimes yellowish cloudiness caused by moisture, 

which has penetrated the surface of the varnish film. 
 
Blanching Pale, milky cast on an old coating of varnish or paint, indicating the 

change which occurs in an aged coating after a solvent has been applied 
and then evaporated, leaving a milky look, usually irregular in 
distribution. 

 
Bleeding The diffusion of coloring material through a coating from a substratum, or 

away from the layer in which it is applied, to other paint or varnish layers. 
 
Buckling Distortion of the picture plane. 
 
Bulge A protruding area, usually an outward curve. 
 
Button A small piece of wood attached to the back of a wooden panel, usually 

over a check, to provide reinforcement. 
 
Chalking The loss of the paint layer by powdering off.  This is the result of either an 

insufficient quantity  of binding medium in the paint as originally applied 
or a breakdown in the binding medium as a result of damage or 
deteriorating conditions. 

 
Check A partial split in wood, running along the grain from the perimeter of a 

board, panel, or carving. 
 



 
 
Cleavage Separation between any of the layers in a stratified construction caused by 

loss of adhesion.  In paintings, a division parallel to the surface in the 
paint, ground, or support, or between two of these layers.  If not evident in 
surface examination this is called blind cleavage. 

 
Cockling The puckering of a paper support characterized by uneven deflection of its 

plane. 
 
Consolidation   To bring together into a secure whole, usually by means of an adhesive. 
 
Cracking A pattern of fracture lines caused by movement either of the film or of the 

layers adjacent to them. 
 
 Age Cracking      Fracture lines due to desiccation, usually penetrating all 

layers to the final support.                                                                               
 
 Drying Cracking (also called Traction Cracking)      Resembles 

alligator patterns or the surface of an orange peel.  They are caused by the 
application of a quickly drying layer over a slower drying layer.  They can 
occur in the paint film, varnish, even the ground layers.  The pattern of 
traction cracking is a characteristic complex branching in which the 
apertures are abnormally wide and disfiguring.      

 
 Mechanical Cracking      Fracture lines which result from a blow or dent 

and usually assume a circular/sigmoid or cobweblike pattern, or those 
resulting from a scratch or rub which have feather lines.  These are both 
accompanied, as a rule, by a distortion of the picture plane most visible in 
raking light                         

 
Crackle In grounds, paint layers, and surface coatings of paintings, the term 

designates the system of fine cracks which develop on the drying and 
aging of the materials.  

 
Cradle A structure of strips fixed to the back of a wooden picture support as a 

strengthening measure. 
 
Crazing Crazing in paint layers or varnish is due to a blow, usually from the 

reverse, or sometimes the result of faulty application or composition of the 
ground, paint or varnish.  It is usually a fine web of cracks.  In varnish, the 
cracking of the layer into such a fine network that the layer becomes 
opaque.         

 
Cupping or Curling Can be in paint, or paint and ground, which has cracked resulting 

in islands with edges lifted and raised away from each other or from lower 
layers.  In old paint and ground, concavity of the islands of paint. 

 
 



 
 
Delamination The separation of one layer from another, as the varnish from the paint 

layer, or the paint from the ground.  See also cleavage. 
 
 
Dent A simple concavity of the support. 
 
 
Draw A system of wrinkles radiating from a corner of stretched fabric, or 

parallel wrinkles running into a stretched fabric from an edge. 
 
 
Flaking The loss of sections from one or more layers of a painting above its 

support.  The loss of small islands of paint, and sometimes ground. 
 
Foxing Roughly circular yellow, brown, or grey spots on a paper or fabric 

support.  The spots result from the putrefaction of living organisms such 
as mold. 

 
Friable Easily crumbled or reduced to powder. 
 
Gouge A scar where something has been scraped out.  May be in paint or ground. 
 
Granular Used in reference to a paint structure which consists almost entirely of 

pigment particles with little or no vehicle/medium.  Used generally in 
describing the condition of materials which have lost their cohesiveness. 

 
Grime Dirt of any kind on top of paint, on top of varnish, buried under varnish. 
 
Ground In picture construction, the opaque coating applied to the support after 

sizing, to give it the correct physical and optical properties for receiving 
paint or gold leaf.  Also called gesso and priming. 

 
Impasto The topography of thickly applied paint. 
 
Inpainting Introduction of new paint into areas of loss in an original construction. 
 
Keys The triangular wooden wedges inserted into slots at the inner joint of a 

wooden stretcher to enlarge its outer dimension mechanically; i.e. to 
tighten the canvas is to “key out”. 

 
Lining Attaching a piece of cloth to the reverse of an original textile picture 

support as a strengthening measure. 
 
Loss A missing area in one or more of the layers of a painting. 
 
Medium The material that holds together the pigment particles in a paint layer.  

Whatever the binding material is determines/defines the type of paint. 



 
Overcleaning Removal of upper layers of original paint during cleaning of a painting or 

object.  Sometimes called skinning. 
 
 
Overpainting Additions of paint which partly or wholly cover areas of original paint. 
 
 
Paint Finely ground pigment suspended as discrete particles in a film-forming 

material or medium having the property of drying to a continuous adherent 
film when applied to a surface or ground.  What binds the pigment defines 
the paint. 

 
Panel A rigid primary or secondary support of wood, metal, or composition 

board. 
 
Powdering If the binding agent in a color layer is destroyed, whether chemically, 

physically, or mechanically, the grains of pigment come loose in the form 
of powder. 

 
Puncture Hole caused by a sharp, pointed object. 
 
Quilting Deformation of the canvas on the reverse, conforming to the cracking 

patterns on the front. 
 
Rabbet The inner groove or ledge behind a frame opening, planned to receive the 

painting. 
 
Rabbet Rub Abrasion to the edges of a painting caused by the frame’s rabbet. 
 
Raking Light Light rays directed parallel to the surface of a picture or object.  Used in 

examination of objects, especially paintings, to indicate buckling and other 
irregularities of conformation. 

 
Shim A thin strip of wood or other material used to fill a gap due to uneven fit 

between painting and frame or object and mount. 
 
Sizing The coating or infusing of a porous surface (fabric, paper, wood) with size 

to give it body, or to prepare the surface for a suitable painting ground. 
 
Skinning Taking off the upper layers of original paint during cleaning. 
 
Split A rupture in wood running along the grain from end to end of a panel or 

board, sometimes causing complete separation. 
 
Strainer An auxiliary support of wood, over which fabric is attached, and is 

fastened tight at all joints.  The corners cannot be expanded.  
 
 



 
Stretcher An auxiliary support of wood, for a painting on fabric, consisting of a 

frame made of four strips of wood with mitred corners, allowing the 
corners to be opened thus tightening the fabric. 

 
 
Stretcher Crease  A dent in the fabric, ground, and paint layers,, or a line of cracks 

which follow the inside edges of stretchers/strainers.  This is caused by a 
canvas which is too loose and is sagging against the inside edges of the 
stretcher/strainer.  

 
Support In a painting, the physical structure which holds or carries the ground and 

paint film.  Any material such as fabric, wood, metal, or paper, on which a 
work of art is executed. 

 
Surface Coating   A transparent layer or series of layers applied over an object for 

protection and for a uniform reflection, and for surface texture.  Usually 
consists of natural or artificial resins, or waxes.  

 
Tacking Edges        Portion of a fabric support turned over the outer side of an 

auxiliary support for attachment, usually by staples or tacks. 
 
Tenting Paint lifted above support into small “tent” shapes, usually caused by a 

shrunken support – a frequent result of water damage. 
 
Varnish A surface coating containing resinous matter dissolved in a solvent. 
 
Weave Interference A wave-like moiré effect arising during “lining” when fibers in one 

canvas get into the spaces between the fibers in the other, or when they 
cross at an angle.  It can also happen that the lining fabric is heavier than 
the original fabric and imposes the heavier texture into the fine fabric.  
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General Properties of Coroplast Plastic Sheets

Technical Bulletin - CSS-011-93

The name Coroplast™ applies to a wide range of extruded twinwall plastic
sheet products base on a high impact polypropylene copolymer.

Coroplast™ is a high-quality polypropylene twinwall profile sheet formulated
specifically for use in the screen printing, display and packaging markets.

Coroplast™ uses a copolymer resin in order to increase impact and low
temperature performance. Copolymer resins are also used because the retain
the ability to be flexed an unlimited number of times without breaking. We call
this unique ability "a living hinge".

Chemically, the sheet is inert, with a NIL pH factor. At regular temperatures
most oils, solvents and water have no effect, allowing it to perform under
adverse weather conditions or as a product component exposed to harsh
chemicals. 

All Coroplast™ twinwall profile sheets can be modified with additives, which
are meltblended into the sheet to meet the specific needs of the customer.
Needs that require additives include: ultra violet protection, anti-static, flame
retardancy, and color.

Coroplast™ products are offered in a wide range of standard, opaque and
translucent colors.

 

 
 © 2003 Coroplast | Designed by Visual Jive 
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Our Vision

"That our customers will recognize Coroplast
as the leader in corrugated plastic products.
Coroplast will do this by being a trusted, 
indispensable partner who adds value to our
customers' business."

Our Vision will only be accomplished if
we strictly adhere to our Mission. That is
to: 

Manufacture corrugated plastic products that
enhance our customer's competitive
advantage. 
Grow by being the customer's preferred
supplier of corrugated plastic products.
Grow as part of the Jim Pattison Group by
consistently earning superior returns on
invested capital.

 

Our Company

Coroplast began in 1973 with a sales office in Montreal selling corrugated
plastic to the Canadian market. The Granby, Quebec manufacturing plant
opened in November 1975. Early market milestones included the use of
Coroplast as the sign substrate in promoting the name changes of
Esso/Humble Oil to Exxon at service stations across North America. Coroplast‘
was used extensively as the sign substrate for the 1976 Montreal Olympic
Games. Sales increased steadily and the Granby manufacturing plant
increased its size and capacity in 1981 to include two 48 inch-wide extrusion
lines. In 1998, an 80 inch-wide extrusion line was added.

 

Today, Coroplast is the leading manufacturer
of corrugated plastic sheet for the sign and
returnable packaging markets in North 
America.

Coroplast, Inc., a Division of Great Pacific
Enterprises, Inc., has three manufacturing
facilities. One located in Dallas, Texas, 
Vanceburg, Kentucky and Granby, Quebec.
With two extrusion lines in Vanceburg, three
extrusion lines in Granby, four extrusion lines 
in Dallas, we offer a wide variety of widths
and thicknesses of corrugated plastic.
Coroplast employ's approximately 180 
employees at its three facilities.
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Our Products 
 
 
The name Coroplast‘ applies to a wide range of extruded twinwall plastic sheet
products produced from a high impact polypropylene copolymer. Coroplast
uses a copolymer resin in order to increase impact and low temperature
performance. Chemically, the sheet is inert, with a NIL pH factor. At regular
temperatures most oils, solvents and water have no effect, allowing it to
perform under adverse weather conditions or as a product component exposed
to harsh chemicals.

All Coroplast twinwall profile sheets can be modified with additives, which are
melt-blended into the sheet to meet the specific needs of the customer. Special
products that require additives include: ultra violet protection, anti-stat, flame
retardant, custom colors, corrosive inhibitors, static-dissipative, etc.

Coroplast products are offered in a wide range of standard and opaque colors.
The sheet is extruded in widths across the corrugation up to 106" (corona
treated to 102") with gauges ranging from 2mm to 10mm in thickness. We have
co-extrusion capabilities for 3MM to 6MM on our 60" line in Dallas and 2MM to
10MM on our 104" line in Vanceburg.

We offer added value services for our customers such as Cad drawings and
sample cutting, die cutting, screen-printing, sonic and hot air welding. These
services require custom quotes.

Graphics

The Coroplast™ name is known throughout the Sign Industry for a Consistent
High Quality Printable Surface. This reputation allows Coroplast™ the
recognition of being the material supplied through the largest number of
Plastics and Sign Supply Distributors in North America.

Packaging

As a Packaging Material, Coroplast™ is unmatched in durability, design
versatility and reusability. No product offers the benefits of Coroplast™ for
constructing custom plastic containers and packaging. Where parts protection
is essential and cost reduction imperative, the durability Coroplast™ offers is
unequaled. When examining the cost of procurring and the consequent
disposal associated with expendable packaging, Coroplast™ is the ideal
solution for the environment and the cost conscious manager.
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                 Specifications of Floreat Picture Hooks
 
Floreat Picture Hooks work very well on drywall or wood walls, but
are particularly useful if you have real plaster walls. The special
tempered steel needlepoint nails provided with each hook will
penetrate older plaster walls with less danger of cracking the
plaster. 

The two heavier Floreat Hook sizes have multiple nails per hook
which provide additional holding power. Nails are the same for all
size hooks: tempered steel with brass capped heads, 1" long.

The brass finish and elegant design of Floreat Hooks makes them a
better choice than the more utilitarian-looking Bulldog Picture
Hooks for certain decorative applications where the hook will be
visible after hanging.

For smaller, lighter pictures also consider our plain or decorative
Push-Pin Hooks.

If you need an ultra heavy-duty hook, go here.

 

75 lb. Floreat Picture Hook
1 1/2" x 1 5/16" - pkg. of 2

Floreat 75 Hook - HWR-2332-75

50 lb. Floreat Picture Hook
1 1/8" x 7/8" - pkg. of 4

Floreat 50 Hook - HWR-2332-50

 

30 lb. Floreat Picture Hook
1 1/8" x 3/8" - pkg. of 6

Floreat 30 Hook - HWR-2332-30

20 lb. Floreat Picture Hook
15/16" x 3/8" - pkg. of 6

Floreat 20 Hook - HWR-2332-20
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10 lb. Floreat Picture Hook
11/16" x 5/16" - pkg. of 6

Floreat 10 Hook - HWR-2332-10

   

Floreat Picture Hooks are designated according to the number of
pounds they will--in theory--support.

Select a Floreat Hook size that has a weight rating 3-4 times
the actual weight of the picture you are hanging.

When in doubt, use a heavier hook.

Floreat Hooks can be quickly removed from drywall or plaster walls
and reused. The brass capped needlepoint nails leave behind only a
trace of a hole when they are removed. See the instructions below
for the correct way to remove Floreat Hooks from a wall.

When hanging framed pictures on Floreat Hooks, using two hooks
for each picture, spaced an appropriate distance apart on the wall,
is a very good practice. Two hooks will keep a framed picture
straighter on the wall over time and will also supply additional
security by distributing the weight of the picture to two hanging
points instead of just one.

If you are using two Floreat Hooks to hang a picture, space them
apart on the wall at a distance roughly equal to one-third the width
of the frame.

Do not attempt to use Floreat Hooks on concrete, brick, stone,
cinderblock or similar walls. The Floreat Hook nails will not
penetrate these materials and you run the risk of injuring yourself.
Instead, use one of our Hardwall Hooks.
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                   Instructions
             Floreat Picture Hooks
 
-When hammering Floreat Hook nails into the wall, the raised
nail guide socket(s) on the outer face of the hook will guide
the nails into the wall at the proper angle,
 
-Do not over-hammer the nails--just tap them in gently until
the back of the hook is flush with the wall.
 
-Always apply picture load gradually on picture hooks to insure
proper hold.
 
-Consider using two hooks, spaced apart appropriately, for all
your hook & wire hung picture frames. Your pictures will stay
straighter, longer, and they will be more secure over time.
 
-To remove Floreat Hooks, pull directly back at the angle of the
nails with a slight twisting motion, using fingers or pliers.
Prying hooks away from the wall with a screwdriver, etc. will
often damage the wall surface.
 
-As long as a removed Floreat Hook or nail has not been bent
or deformed, it can be reused.

 
 

©Picture Hang Solutions
PO Box 16307 • Chapel Hill, NC 27516 • 919-732-8364
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