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WE CAN SAY THAT MOULDINGS CORRESPOND 

TO WORKS IN L ITERATURE OR TECHNIQUE TO ART. 

ALL WRITERS USE WORDS JUST AS ALL BUILDERS 

AND ARCHITECTS USE MOULDINGS; BUT THE 

SUCCESS OR FAILURE OF A PIECE OF LITERATURE 

OR AN ARCHITECTURAL MOTIF DEPENDS UPON 

THE SKILL WITH WHICH THE WORDS OR MEMBERS 

OF THE MOULDINGS ARE PUT TOGETHER.

-CARL  F .  SCHMIDT

MOULDINGS AS ART
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“Villa Capra” La Rotunda, Vicenza, Italy, 1566



D E S I G N  F O R  A N  I O N I C  P O R T I C O
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T U S C A N  O R D E R  A S  C O N C E I V E D  B Y  A S H E R  B E N J A M I N .



PART I

AN INTRODUCTION TO MOULDINGS

THE FOUNDATIONS OF TRADIT IONAL WESTERN DESIGN ARE BASED IN THE 

OLDEST  TYPES  OF ARCHITECTURE AND SPECIF ICALLY  IN  THE  CLASS ICAL 

TEMPLE  ARCHITECTURE  OF  ANCIENT  GREECE AND ROME.  THE  VARIOUS 

TYPES  OF  TEMPLES ,  THE  DORIC,  IONIC AND CORINTH IAN,  MOST  EAS ILY 

IDENTIFIED BY THEIR UNIQUE COLUMN CAPITALS AND OTHER DETAILS ARE AN 

EXPRESSION OF A COMPLETE SET OF ELEMENTS RELATED TO EACH OTHER BY 

A SYSTEM OF PROPORTION. THESE PROPORTIONS SET THE S IZE AND HEIGHTS 

OF PEDESTALS,  COLUMNS AND ENTABLATURES AND OF THE P IECES AND 

PARTS THAT MAKE UP THE WHOLE.

WHEN APPLIED TO MODERN WORK,  THESE PROPORTIONS INFORM THE S IZE 

OF A CORNICE,  THE NATURE OF A DOOR OR WINDOW CASING AND THE 

OTHER MOULDINGS AND DETAILS OF A BUILDING. THE SHAPES AND PROFILES 

AND THEIR COMBINATIONS ARE GOVERNED BY RULES OF COMPOSIT ION, 

MUCH L IKE  ANY OTHER LANGUAGE.  IN  MANY INSTANCES,  THE DES IGNS 

OF MOLDINGS ARE DERIVED FROM CLASSICAL EXAMPLES IN GREEK AND 

ROMAN TEMPLE ARCHITECTURE.  SOME SHAPES AND COMBINATIONS ARE 

DERIVED FROM OTHER SOURCES SUCH AS THE GOTHIC ARCHITECTURE OF 

THE MIDDLE AGES.  IN ANY CASE,  A BASIC KNOWLEDGE OF HISTORICAL 

PRECEDENTS,  THE NAMES OF THE SHAPES OF THE MOLDINGS,  AND THEIR 

COMMON USAGE MAKES SUCCESSFUL DESIGN OF A TR IM PACKAGE IN A 

BUILDING EASIER AND MORE SAT ISFYING.



THE VOCABULARY OF MOULDINGS

M o l d i n g s  a r e  c o m b i n e d  i n  a  w a y  s i m i l a r  t o  h o w  w o r d s  a r e 

c o m b i n e d  t o  f o r m  a  l a n g u a g e  w i t h  r u l e s  o f  c o n v e n t i o n a l  s e n t e n c e 

s t r u c t u r e ,  g r a m m a r ,  a n d  s y n t a x .

T h e  s h a p e s  s h o w n  a r e  t h e  b a s i c  “ w o r d s ”  o r  b u i l d i n g  b l o c k s  f o r 

a r c h i t e c t u r a l  m o u l d i n g s .  T h e y  a r e  d i v i d e d  i n t o  t h e  f o l l o w i n g 

g e o m e t r i c  c a t e g o r i e s :  p l a n e ,  c o n c a v e ,  c o n v e x ,  a n d  c o m p o u n d . 

A m o n g  t h e  s t r a i g h t  m o u l d i n g s ,  a  s m a l l  s t r a i g h t  s u r f a c e  i s  r e f e r r e d 

t o  a s  a  f a s c i a ,  a n d  a  v e r y  s m a l l  s t r a i g h t  s u r f a c e ,  a  f i l l e t .  T h e 

c o n c a v e  a n d  c o n v e x  m o u l d i n g s  a r e  t y p i c a l l y  b a s e d  o n  p o r t i o n s 

o f  a  c i r c l e  o r  a n  e l l i p s e  f o r m i n g  t h e  c o v e ,  o v o l o ,  e c h i n u s ,  s c o t i a , 

t o r u s ,  a n d  c o n g e  s h a p e s .   C o m p o u n d  m o u l d i n g s  c o m b i n e  t h e s e 

s h a p e s  i n t o  t h e  c y m a ,  b e a k ,  a n d  o g e e .  



  F I L L E T                                                                                                      F A C I A

   C A V E T T O                                          S C O T I A                                                C O N G E
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Line-art design courtesy of the Traditional Building Magazine, July, August 1993

P R O F I L E  D E S I G N S  B Y  S H A P E

B A S I C  S H A P E S  O F  M O U L D I N G S



THE F IVE ORDERS OF ARCHITECTURE

T h e r e  a r e  f i v e  c l a s s i c a l  o r d e r s  o f  a r c h i t e c t u r e  -  T u s c a n ,  D o r i c , 

I o n i c ,  C o r i n t h i a n ,  a n d  C o m p o s i t e .  O f  t h e  f i v e ,  t h e  t h r e e  m o s t 

d i s t i n c t  a n d  r e c o g n i z a b l e  a r e  t h e  D o r i c ,  I o n i c  a n d  C o r i n t h i a n . 

T h e  D o r i c  t e n d s  t o  b e  s i m p l e s t ,  w i t h  g e n e r a l l y  m o r e  s t o u t 

p r o p o r t i o n s .  T h e  I o n i c  i s  d i s t i n g u i s h e d  b y  c o l u m n  c a p i t a l s  t h a t 

i n c l u d e  o p p o s i n g  v o l u t e s .  T h e  C o r i n t h i a n  i s  t h e  t a l l e s t  a n d  m o s t 

s l e n d e r ,  w i t h  c a p i t a l s  a d o r n e d  w i t h  l e a v e s  o f  t h e  A c a n t h u s  p l a n t .

T h e  T u s c a n  o r d e r  w a s  r e s e r v e d  f o r  t h e  m o s t  b a s i c  o f  b u i l d i n g s 

a n d  i s  t h e  l e a s t  o r n a m e n t e d .  T h e  C o m p o s i t e  o r d e r ,  a s  i t s  n a m e 

s u g g e s t s ,  i s  m a d e  o f  e l e m e n t s  f r o m  t h e  o t h e r  o r d e r s ,  b u t  m o s t 

c l o s e l y  r e s e m b l e s  t h e  C o r i n t h i a n . 



D O R I C . I O N I C . C O R I N T H I A N .T U S C A N . C O M P O S I T E .

T H E  F I V E  O R D E R S  M A D E  U S E  O F  B Y  T H E  A N C I E N T S .



CLASS ICAL ORIGINS OF MOULDINGS

W h i l e  a r c h i t e c t u r a l  m o l d i n g s  a r e  f r e q u e n t l y  j u s t i f i e d  f o r  o n l y 

t h e  p u r p o s e  o f  c o v e r i n g  g a p s  a n d  i n t e r s e c t i o n s  i n  c o n s t r u c t i o n , 

t h e  a p p l i c a t i o n  o f  t h e  f o r m s  a n d  p r o p o r t i o n s  o f  C l a s s i c a l 

A r c h i t e c t u r e  l e a d s  t o  b e a u t i f u l  s c a l e  a n d  d e t a i l .

T h e  s i z e s  a n d  p r o p o r t i o n s  o f  m o l d i n g s  a n d  t h e i r  l o c a t i o n s  c a n 

e a s i l y  b e  a s s o c i a t e d  w i t h  t h e  C l a s s i c a l  O r d e r s  ( p r e v i o u s  p a g e s ) 

a s  s h o w n  i n  t h e  c o r r e s p o n d i n g  d r a w i n g .  M a n y  o f  t h e  p a r t s  r e t a i n 

t h e i r  n a m e s  f r o m  c l a s s i c a l  a r c h i t e c t u r e  -  a n  a r c h i t r a v e ,  t h e 

s p a n n i n g  e l e m e n t  i n  t e m p l e  c o n s t r u c t i o n ,  i s  a l s o  t h e  h e a d e r 

p i e c e  o v e r  a  d o o r  o r  w i n d o w  -  t h e  c a s i n g .  A  c o r n i c e  o r  f r i e z e 

-  t h e  h i g h e s t  e l e m e n t  i n  a  c l a s s i c a l  e n t a b l a t u r e ,  i s  a s s o c i a t e d 

w i t h  a  c r o w n  m o l d i n g  o r  f a s c i a .  T h e  D a d o ,  o r  t h e  e l e m e n t  a t 

t h e  t o p  o f  a  p e d e s t a l ,  c a n  b e  i n t e r p r e t e d  a s  a  c h a i r  r a i l .  T h e 

f o r m s  o f  t h e  v a r i o u s  p r o f i l e s  u s e  t h e  s a m e  t e r m i n o l o g y  w h e t h e r 

r e f e r r i n g  t o  t h e  e l e m e n t s  i n  a  c l a s s i c a l  t e m p l e  o r  t h e  s h a p e  o f 

a  w o o d e n  t r i m  m o l d i n g  -  c y m a ,  b e a d ,  f i l l e t ,  o g e e ,  h a l f - r o u n d , 

q u a r t e r - r o u n d ,  e t c .



R O M A N Y  D O R I C 
O R D E R   O N 
P E D E S T A L  W I T H 
C O R I N T H I A N 
F R E E Z E .



DES IGNING WITH MOULDINGS 

M o u l d i n g s  a r e  u s e d  t o  e x p r e s s  s t r u c t u r a l  a n d  f o r m a l  t r a n s i t i o n s . 

J u s t  a s  i n  d e s i g n i n g  t h e  b a s i c  s t r u c t u r e  a n d  f o r m  o f  a  b u i l d i n g  o r 

r o o m ,  r e s t r a i n t ,  o r d e r ,  a n d  c l a r i t y  o f  e x p r e s s i o n  s h o u l d  i n f o r m  t h e 

d e s i g n  a n d  t h e  p l a c e m e n t  o f  m o u l d i n g s .

 

T h e  f o l l o w i n g  p a g e s  d i s c u s s  s o m e  i m p o r t a n t  c o n c e p t s  f o r 

s u c c e s s f u l  c o m p o s i t i o n  a n d  d e s i g n .

 

F o r  f u r t h e r  r e a d i n g ,  C .  H o w a r d  W a l k e r ’ s  1 9 2 6  b o o k ,  “ T h e o r y  o f 

M o u l d i n g s ” ,  p r e s e n t s  a  t h o r o u g h  d e s c r i p t i o n  o f  t h e  s u b j e c t .



“MOULDINGS ARE HONORABLE THINGS WHICH ARE NOT 

TO BE TREATED CASUALLY OR COPIED BLINDLY.”

             

                                                         -C. HOWARD WALKER



“ G O O D  A N D  B A D  E X A M P L E S  O F  M O U L D I N G  C O M B I N A T I O N S  A N D 

D E S I G N  A R E  A L L  A R O U N D  U S .  T H E  K E Y  I S  O B S E R V I N G  W H A T  L O O K S 

GOOD AND WHAT  DOES  NOT  AND EMULAT ING THE  MOST  SUCCESSFUL 

E X A M P L E S . ”

                                                    -  D A V I D  E L L I S O N ,  A R C H I T E C T 

1 .  OBSERVE H ISTORICAL PRECEDENT

TO ACHIEVE  A  PART ICULAR H ISTOR ICAL  APPEARANCE,  OR TO EMBODY 

T H E  D E S I G N  E T H O S  O F  A  P E R I O D ,  I T  I S  P O S S I B L E  T O  R E F E R E N C E 

AUTHENT IC H ISTORICAL EXAMPLES  OF MOULDING COMBINAT IONS.   THE 

C L A S S I C A L  O R D E R S ,  A S  D E F I N E D  B Y  V I G N O L A ,  W A R E ,  A N D  O T H E R S , 

D O C U M E N T A T I O N  O F  H I S T O R I C  S T R U C T U R E S ,  S U C H  A S  T H E  D R A W I N G S 

O F  T H E  H I S T O R I C  A M E R I C A N  B U I L D I N G  S U R V E Y  O R  T H E  W H I T E  P I N E 

SER IES  OF ARCHITECTURAL MONOGRAPHS PROVIDE MANY EXAMPLES OF 

H A N D S O M E  S C H E M E S .  P H O T O G R A P H S  A N D  D I M E N S I O N E D  D R A W I N G S 

E X I S T  F O R  A L M O S T  A L L  S T Y L E S  O F  W O R K  F R O M  M O S T  C U L T U R E S  A N D 

C O N T I N E N T S  A N D  C A N  B E  U S E D  F R E E L Y  T O  C R E A T E  Y O U R  D E S I G N S , 

B A S E D  O N  T H E  B E S T  E X A M P L E S  O F  T H E  P A S T  A N D  P R E S E N T .

THE FOLLOWING PAGE SHOW FREQUENTLY ADOPTED COMBINAT IONS OF 

M O U L D I N G S ,  I N  T H I S  C A S E ,  F R O M  T H E  B U I L D I N G S  O N  T H E  A C R O P O L I S 

A T  A T H E N S ,  T H E  R O M A N  F O R U M ,  A N D  S P A L A T O .



J A M E S  B R I C E  H O U S E
A N N A P O L I S ,  M A R Y L A N D
E R E C T E D  1 7 6 6
G E O R G I A N  S T Y L E



2 .  STUDY THE  COMBINAT ION OF SHAPES  AS  USED
IN THE  ORDERS  OF CLASS ICAL ARCHITECTURE

MOULD ING PROF I LES  ARE  RARELY  USED  BY  THEMSELVES ,  BUT  INSTEAD 

I N  G R O U P S .  B Y  S T U D Y I N G  T H E  C L A S S I C A L  O R D E R S  A N D  T H E I R  B A S I C 

S H A P E  C O M B I N A T I O N S ,  T H E  A R C H I T E C T  O R  D E S I G N E R  C A N  B E T T E R 

U N D E R S T A N D  T H E  A P P L I C A T I O N  O F  M O U L D I N G S  A N D  H O W  T H E Y 

R E L A T E  T O  O N E  A N O T H E R  A N D  T H E  W H O L E .

F O R  F U R T H E R  R E A D I N G  A B O U T  T H E  O R D E R S  O F  A R C H I T E C T U R E 

A N D  T H E I R  C O M B I N A T I O N S  O F  S H A P E S ,  W E  R E C O M M E N D  T H E  F O U R 

BOOKS  OF  ARCHI TECTURE  BY  ANDREA PALLADIO,  THE  ARCHI TECT :  OR 

P R A C T I C A L  H O U S E  C A R P E N T E R  ( 1 8 3 0 )  B Y  B E N J A M I N  A S H E R ,  T H E  F I V E 

BOOKS OF ARCHITECTURE  BY  SEBAST IANO SERL IO,  CANON OF THE F IVE 

ORDERS  OF  ARCHITECTURE  BY GIACOMO BAROZZ I  DA V IGNOLA,  AND 

T H E  A M E R I C A N  V I G N O L A :  A  G U I D E  T O  T H E  M A K I N G  O F  C L A S S I C A L 

A R C H I T E C T U R E  B Y  W I L L I A M  R .  W A R E .

“ N O W  A R C H I T E C T U R E  C O N S I S T S  O F  O R D E R ,  W H I C H  I N  G R E E K  I S 

C A L L E D  T A X I S . . .  O R D E R  I S  T H E  B A L A N C E D  A D J U S T M E N T  O F  T H E 

D E T A I L S  O F  T H E  W O R K  S E P A R A T E L Y ,  A N D ,  A S  T O  T H E  W H O L E ,  T H E 

ARRANGEMENT OF THE PROPORT ION WITH A V IEW TO A SYMMETR ICAL 

R E S U L T . ”

                                                    -  M A R C U S  V I T R U V I U S  P O L L I O
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OVOLO

FACIA

FACIA
CYMA RECTA

FACIA

FACIA

FACIA
BEAD
CYMA
FACIA
CYMA
CONGE

FRIEZE

FACIA

BEAD
HALF ROUND

CYMA REVERSA

CONGE
BEAD AND FILLET

BEAD AND FILLET

OVOLO
BEAD
CYMA REVERSA

FACIA

OVOLOOVOLO

FACIA
CYMA REVERSA
FILLET

FILLET

BIRDS BEAK

CYMA RECTA

OVOLO
CYMA REVERSA

HALF ROUND
FILLET

FACIA

HALF ROUND

FACIA

CYMA
FACIA

BEAD
CYMA REVERSA

CONGE

FRIEZE

CONGE
BEAD AND FILLET
DENTILS

CYMA REVERSA

MODILLION

DENTILS

BEAD

CYMA RECTA

FACIAS

CAVETTO
FILLETS

FRIEZE CURVED OUTWARD

FACIA

BEAD
OVOLO

BEAD AND FILLET
CYMA RECTA

FACIA

CAVETTO

BEAD

OVOLO

FILLET

FACIA

CYMA REVERSA

COMBINATIONS FREQUENTLY ADOPTED

PARTHENON

PARTHENON PEDIMENT
[GREEK DORIC]

ERECTHEION 
[GREEK IONIC]

ERECTHEION 

TEMPLE OF CASTOR
[CORINTHIAN]

TEMPLE OF POLLUX
[CORINTHIAN]

SPALATO

Adapted from C. Howard Walker, Theory of Mouldings, W.W Norton & Co. Publishing



3 .  HARMONIZE  PROPORT ION AND SCALE

P R O P O R T I O N I N G  S Y S T E M S  A R E  D E R I V E D  F R O M  T H E  R E L A T I O N S H I P S 

B E T W E E N  N U M B E R S  A N D  A R E  E X P R E S S E D  A S  F R A C T I O N S  O R  R A T I O S . 

T H E S E  R A T I O S  E X I S T  A L L  A R O U N D  U S  I N  M U S I C A L  S C A L E S ,  T H E 

C L A S S I C A L  A R C H I T E C T U R A L  O R D E R S ,  T H E  F O R M S  O F  N A T U R E ,  A N D 

I N  N U M B E R I N G  S Y S T E M S .

THE I LLUSTRAT ION AT THE TOP SHOWS HOW THE OVERALL COMPOSIT ION 

O F  T H E  H E I G H T  A N D  W I D T H  O F  A  R O O M  A N D  T H E  S U B D I V I S I O N  O F 

T H E  S P A C E S  O N  I T S  W A L L S  A R E  A L L  R E L A T E D  T O  T H E  V A R I O U S  P A R T S . 

T H E  C O R N I C E ,  T H E  P R O F I L E  O F  T H E  A R C H I T R A V E  M O U L D I N G ,  A N D 

T H E  D I V I S I O N  O F  T H E  P A R T S  O F  D A D O  O R  W A I N S C O T ,  A L L  A R E 

R E L A T E D  T O  T H E  W A L L  A S  A  W H O L E .  L I K E W I S E ,  T H E  L E N G T H  O F  A 

R O O M ,  T H E  R E L A T I O N S H I P  O F  O N E  R O O M  T O  A N O T H E R ,  A N D  O F  T H E 

P A R T S  O F  A  B U I L D I N G  T O  A  W H O L E  A R E  R E L A T E D  T O  E A C H  O T H E R 

P R O P O R T I O N A T E L Y .  T H E  M O R E  C O N S I S T E N T  A N D  B A L A N C E D  T H E 

PROPORT IONS  AND SCALE ,  THE  MORE  APPEAL ING AND HARMONIOUS 

O N  B O T H  A N  I M M E D I A T E  A N D  S U B L I M I N A L  L E V E L .

F O R  F U R T H E R  R E A D I N G  A B O U T  P R O P O R T I O N  A N D  S C A L E ,  W E 

R E C O M M E N D  T H E  A R C H I T E C T U R E  O F  T H E  C L A S S I C A L  I N T E R I O R  B Y 

S T E V E N  S E M E S .  



P R O P O R T I O N S  I N  A  R O O M  R E L A T I N G 
T H E  P A R T S  T O  T H E  W H O L E

R E C T A G L E S  B A S E D  O N  T H E I R  D I A G O N A L S

R E C T A G L E S  B A S E D  O N  T H E  G O L D E N  S E C T I O N

C O R N I C E W A L L  E L E V A T I O N D A D O D O O R  A R C H I T R A V E

S Q U A R E √ 2 √ 3 √ 4 √ 5

√ 1

√ 2

√ 3

√ 4

√ 5

A B C
.5 .5 .618

Adapted from Semes, Steven W. The Architecture of the Classical Interior. New York: W. W. Norton, 2004. Print.



4 .  DETERMINE MOULDING HE IGHT  & WIDTH

MOULDINGS AND INTERIOR DETAILS HELP TO ESTABLISH THE BALANCE OF 

A ROOM SO THAT IT  IS  VISUALLY PLEASING. 

THE CHART AND ILLUSTRAT ION TO THE R IGHT,  GIVE S IMPLE RULES TO 

FOLLOW WHEN CHOOSING THE SIZE OF THE CORNICE IN RELATION TO 

THE CEIL ING HEIGHT.  FOR EXAMPLE,  IN A HIGH-STYLE ROOM WITH 11’ 

CEIL INGS, A FULL ENTABLATURE SHOULD BE 2’2”,  WHEREAS, IN A TYPICAL 

SECOND-FLOOR ROOM WITH AN 8’ HIGH CEIL ING, THE CROWN SHOULD 

BE 2½” TALL.  RECOMMENDED CASING WIDTH AND BASEBOARD HEIGHT 

ARE SHOWN IN THE BOTTOM DIAGRAMS, WITH REFERENCE TO THE CEILING 

HEIGHT.

FOR FURTHER READING ABOUT MOULDING HE IGHT AND WIDTH DETAILS , 

W E  R E C O M M E N D  GET YOUR HOUSE R IGHT :  ARCHITECTURAL ELEMENTS 

TO USE  & AVOID  B Y  MARIANNE CUSATO,  BEN PENTREATH,  R ICHARD 

SAMMONS,  AND LÉON KR IER .



CORNICE HEIGHT DETAILS

P R O P O R T I O N S  I N  A  R O O M  R E L A T I N G  T H E  P A R T S  T O  T H E  W H O L E  M O S T  F I R S T - F L O O R  R O O M S  H A V E  A 

C R O W N  A N D  P I C T U R E  R A I L .  F U L L  E N T A B L A T U R E S  A N D  C O R N I C E S  A R E  T Y P I C A L L Y  R E S E R V E D  F O R  H I G H 

S T Y L E  R O O M S  W I T H  C E I L I N G S  1 1 ’ - 0 ”  O R  H I G H E R .  M O S T  S E C O N D - F L O O R  R O O M S  W I L L  H A V E  O N L Y  A 

C R O W N ;  S E C O N D A R Y  R O O M S  O N  T H E  F I R S T  F L O O R  O F T E N  H A V E  O N L Y  A  C R O W N ,  N O  P I C T U R E  R A I L . 

U N L E S S  T H E R E  A R E  E X P O S E D  B E A M S  I N  T H E  R O O M ,  U S E  A  T E R M I N A T I N G  M O L D I N G  F O R  T H E  C R O W N .

BASEBOARD HEIGHT DETAILS

1 1 ’  C E I L I N G 
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CASING WIDTH DETAILS

1 2 ’  C E I L I N G S 1 0 ’ - 1 1 ’  C E I L I N G S 8 ’ - 9 ’  C E I L I N G S
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F U L L  E N T A B L A T U R E C O R N I C E  A N D 
F R I E Z E C O R N I C E C R O W N  A N D

P I C T U R E  R A I L C R O W N

 

A B / C D A B / C D A / B   A A

8’ - - - - - - 6” 8” 2 ½”

9’ 1’-9” 7 ½” 9 ½” 1’-5 ¾” 7 ½” 9 ½” 7 ½” 9” 3”

10’ 2’-0” 8” 11” 1’-8” 8” 11” 8” 10” 4”

11’ 2’-2” 9 ½” 1’-0” 1’-9 ¾” 8 ½” 1’ 9” 11” -C
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H
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B B
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A
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Adapted from Marianne Cusato, Ben Pentreath, Richard Sammons & Leon Krier, Get Your House Right, Sterling Publishing Co., Inc.



5 .  INTEGRATE  L IGHT  AND SHADE

WHEN DESIGNING WITH MOULDINGS,  THE EFFECT OF L IGHT AND SHADE IS 

OF MORE IMPORTANCE TO THE INIT IAL DESIGN IDEA THAN THE SELECTION 

O F  S P E C I F I C  P R O F I L E S .  S U C C E S S F U L  D E S I G N  A N D  C O M P O S I T I O N 

R E Q U I R E  I N T E G R A T I N G  A  C O R R E C T  B A L A N C E  B E T W E E N  T E X T U R E S , 

H I G H L I G H T S ,  A N D  S H A D O W S  I N  R E L A T I O N  T O  T H E  D I R E C T I O N  O F  T H E 

L I G H T  T H E Y  R E C E I V E . 

SHADOWS UPON FLAT  SURFACES  ARE  EVEN IN  TONE.  REGULAR CURVES 

MADE FROM SECT IONS OF A CIRCLE WILL  CREATE AN EVEN GRADAT ION 

OF  L IGHT  AND SHADE .  I RREGULAR CURVES ,  SECT IONS  OF  ELL IPSES ,  OR 

O T H E R  S H A P E S ,  W I L L  C A U S E  T H E  I N T E N S I T Y  O F  T H E  L I G H T  A N D  S H A D E 

T O  V A R Y  A C R O S S  T H E I R  S U R F A C E S . 

F O R  M O R E  I N F O R M A T I O N : 

A R C H I T E C T U R A L  S H A D E S  A N D  S H A D O W S ,  B Y  H E N R Y  M C G O O D W I N , 

B O S T O N ,  1 9 0 4 .

A R C H I T E C T U R A L  R E N D E R I N G  I N  W A S H ,  B Y  H A R O L D  B U R E N  V A N 

M A G O N I G L E ,  N E W  Y O R K ,  1 9 2 1 .



“NOW, IF IT  IS  OF IMPORTANCE THAT THE STUDENT SHOULD 

BECOME THOROUGHLY FAMILIAR WITH THE ORDERS AND 

OTHER ELEMENTS OF ARCHITECTURAL COMPOSIT IONS, IT 

IS  EQUALLY IMPORTANT THAT HE OR SHE SHOULD BECOME 

QUITE AS FAMILIAR WITH THE SHADOWS OF THESE ELEMENTS.

-HENRY MCGOODWIN



6 .  AVOID MONOTONOUS REPET I T ION UNLESS
EXPRESS ING A TEXTURE OR PATTERN

REPETITION OF A MOULDING PROFILE IS REDUNDANT AND MONOTONOUS. 

US ING EQUAL OR S IMILAR MOLDINGS S IDE BY S IDE OR ONE ON TOP 

OF ANOTHER SHOULD BE AVOIDED UNLESS THE GOAL IS TO EXPRESS A 

TEXTURE OR PATTERN.

REGULAR CURVES MADE FROM SECTIONS OF A CIRCLE WILL CREATE AN 

EVEN GRADATION OF LIGHT AND SHADE, WHILE IRREGULAR CURVES MADE 

FROM CONIC SECTIONS, ELLIPSES, ETC.,  WILL CREATE VARIATION IN THE 

INTENSITY OF L IGHT AND SHADE ACROSS THEIR SURFACES. THE ANCIENT 

GREEK MOLDING PROF ILES  TEND TO USE  IRREGULAR CURVES  WHILE 

ROMAN EXAMPLES TEND TO USE REGULAR CURVES. THE INTEREST AND 

VITALITY CREATED BY IRREGULAR CURVES ARE THOUGHT BY SOME TO BE 

PREFERABLE TO THE MORE REGULAR (AND POTENTIALLY MONOTONOUS) 

EFFECT OF REGULAR CURVES. ST ILL,  USING TOO MANY OR TOO LARGE 

MOULDINGS CAN RUIN THE APPEARANCE OF EVEN THE MOST IRREGULAR 

OF CURVES AND THE JUDICIAL USE OF A SIMPLE QUARTER ROUND OR 

QUIRK BEAD CAN BE ENOUGH TO BREATHE LIFE INTO A DESIGN.



COMPARISON OF MOULDINGS DEFINED BY CONIC SECTIONS AND THOSE DEFINED BY PARTS OF A CIRCLE

REPETIT IVE MONOTONY OF IDENTICAL MOULDINGS

REPETIT ION OF IDENTICAL PROFILES TO CREATE TEXTURE OR CONTRAST

Adapted from C. Howard Walker, Theory of Mouldings, W.W Norton & Co. Publishing



7 .  MAINTAIN FACIAL  ANGLES

GENERAL HARMONY IN CHARACTER IS OBTAINED BY FACIAL ANGLES ON 

MOULDINGS.

BY USING FACIAL ANGLES IN GROUPS AND UNITS,  AN EVEN QUALITY OF 

TONE OF SHADOWS IS MAINTAINED AND HARMONY MAY BE ACHIEVED.

IN EXTERIOR WORK ILLUMINATED BY A SINGLE LIGHT SOURCE LIKE THE SUN 

OR MOON, CONSISTENT FACIAL ANGLES MUST BE MAINTAINED OR THE 

HARMONIC ENTITY OF A BUILDING WILL BE RUINED. IN INTERIOR WORK 

IT  IS  NOT AS IMPORTANT THAT FACIAL ANGLES BE MAINTAINED S INCE 

THE DIRECTION OF THE L IGHT FREQUENTLY COMES FROM DIFFERENT AND 

MULTIPLE DIRECTIONS.  

ASSUMING A CURVE  WITH  I T S  CENTER  AT  AROUND EYE -LEVEL  –  THE 

TANGENT TO THE CURVE WILL BE THE DEFINING LINE OF THE FACIAL ANGLES 

OF THE MOULDINGS AT THOSE POINTS. IN THE ILLUSTRATION, IT  IS  CLEAR 

THAT THE CORNICE MOULDINGS LEAN INTO THE ROOM, WHILE THE BASE 

MOULDINGS STEP INTO THE ROOM. IN THIS WAY, THE FACIAL ANGLES OF 

THE MOULDINGS IN AN INTERIOR WILL HAVE A HARMONIC RELATIONSHIP.



DISHARMONIOUS FACIAL ANGLES

HARMONIOUS FACIAL ANGLES

45 ° 60 °

45 °

60 ° 45 °

70 °

30 °

60 °

60 °
45 °

60 °

30 °

45 °

BASES BELOW THE EYE BASES ABOVE THE EYE CAPITAL

ARROWS INDICATE THE
DIRECTION OF VISION

Adapted from C. Howard Walker, Theory of Mouldings, W.W Norton & Co. Publishing



8 .   CHOOSE A DOMINANT ELEMENT  WITH IN A 
GROUP OF MOULDINGS

IN A GROUP OF MOULDINGS, THE USE OF A DOMINANT PLANE OR PROFILE 

WILL ESTABLISH ITS CHARACTER. THE DOMINANT ELEMENT ANNOUNCES 

AND CONTROLS THE GROUP. THE LACK OF A DOMINANT ELEMENT WILL 

CREATE A MONOTONOUS EFFECT. 

A DOMINANT CONVEX FORM HAS AN EXCESS OF MATERIAL AND CREATES 

THE  EFFECT  OF  ROBUST  STURDINESS .  A  DOMINANT  CONCAVE FORM 

SUBTRACTS  MATER IAL  AND CREATES  AN EFFECT  OF  DEL ICACY AND 

LIGHTNESS. CONTRASTING THE CONVEX AND CONCAVE FORMS GIVES 

INTEREST AND VIVACITY.  USING ONE TYPE WITHOUT THE OTHER TENDS 

TOWARD DULL MONOTONY.

THE DRAWINGS TO THE RIGHT SHOW SOME MOULDING COMBINATIONS 

WHERE THE DOMINANT ELEMENTS ARE IN HARMONIC PROPORTION TO 

THE OTHERS. AT THE BOTTOM RIGHT, THE PROPORTION OF THE DOMINANT 

ELEMENTS IS UNHARMONIC, OR UNCOUTH.



DOMINANCE OF VERTICAL PLANES DOMINANCE OF HORIZONTAL PLANES

DOMINANCE OF CONVEX [A] AND CONCAVE [B]

B

A B
B

B

A

A

DOMINANCE IN A GROUP OF MOULDINGS TO DESTROY MONOTANY

CORRECT COMBINATIONS UNCOUTH COMBINATIONS

Adapted from C. Howard Walker, Theory of Mouldings, W.W Norton & Co. Publishing



“ T H E R E  I S  N O  M O R E  C O M M O N  F A U L T  I N  D E S I G N I N G  M O U L D I N G S 

T H A N  T H A T  O F  M A K I N G  T H E M  E X C E S S I V E  I N  Q U A N T I T Y  A N D  S C A L E . ”

                                                          -  C .  H O W A R D  W A L K E R 

9 .  USE  CLARITY  OF EXPRESS ION AND RESTRAINT

 S IMPL IC I TY ,   HARMONY OF  CHARACTER  AND SCALE ,  AND CLEARNESS 

O F  E X P R E S S I O N  C R E A T E  A  S E N S E  O F  G O O D  P R O P O R T I O N S  I N 

MOULD INGS .  RESTRA INT  IN  THE IR  USE  I S  A  V IRTUE ,  AS  I S  SHOWN BY  THE 

P R O P O R T I O N S  A N D  S E C T I O N S  O F  G R E E K  M O U L D I N G S .

T H E  D R A W I N G S  T O  T H E  R I G H T  A R E  C O M B I N A T I O N S  O F  M O U L D I N G S 

T H A T  A R E  F R E Q U E N T L Y  A D O P T E D  F R O M  G R E E K  O R I G I N A L S .



PARTHENON
ATHENS

545 B.C.

GREEK DORIC

MAIN CORNICE
PEDIMENT

GREEK

PARTHENON 
PEDIMENT

PARTHENON 
MAIN CORNICE

PROPYLAIA 
PEDIMENT

PROPYLAIA 
MAIN CORNICE

ELEUSIS

Adapted from C. Howard Walker, Theory of Mouldings, W.W Norton & Co. Publishing



C Y M A  R E C T A

F I L L E T
C Y M A  R E V E R S A

F A S C I A

C Y M A  R E V E R S A

F A C I A

O V O L O

D E N T I L S

M O D I L L I O N S

C O R O N A

C O R N I C E

C Y M A  R E V E R S A

F R I E Z E

F I L L E T

C Y M A  R E V E R S A

B E A D

F A C I A

F A C I A
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B E A D

B E A D

A R C H I T R A V E

C O V E

F I L L E T



P . O .  B O X  1 5  O R  1 3 8 1 3  S T A T I O N  R O A D ;  B U R T O N ,  O H I O  4 4 0 2 1

M O N D A Y - F R I D A Y  8 A M  -  4 : 3 0 P M ,  S A T U R D A Y  8 A M  -  1 2 P M

P H  4 4 0 . 8 3 4 . 3 4 2 0  O R  8 7 7 . 7 0 8 . 4 0 9 5   F  4 4 0 . 8 3 4 . 3 4 2 2
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