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 During a time when American graphic design was overrun by 
men, an Austrian-born woman joined the ranks, setting the tone for 
modern day magazine publishing. 

 Cipe Pineles was a designer and art director who made her 
nearly 60-year-long career in New York at magazines such as Vogue, 
Seventeen, and Charm. Pineles’s career began when Condé Nast 
offered her a position under M.F. Agha, art director for Condé Nast 
publications. As one of the masters of the era, Agha taught Pineles 
about editorial art direction through the 1930s and early 1940s.1 

 After experimenting with unique designs under Agha, she later 
art directed and incorporated her distinctive style in Seventeen and 
Charm magazines. Until her death in 1991, Cipe Pineles continued 
her design career through a variety of work, cementing her status as 
one of the most influential art directors of the 20th century.
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The Start
 Born in 1908, the Vienna native immigrated to New York 
with her mother and sister in 1923, when she was just 15 years old. 
Pineles immediately attended school after reaching America, realizing 
her affinity for her creative talents. After graduating, she attended 
Pratt Institute in an attempt to break into the design world. Pineless 
struggled starting her career in the face of sexism, but eventually was 
offered a position at Contempora. 

 From the age of 23, Pineless worked at Contempora until 
1931, when the wife of American publisher Condé Nast noticed 
Pineles’s work at Contempora. During the early 1930s, Condé Nast 
publications were innovative in their use of European Modernism in 
magazine design. Typography was simplified, and headlines and text 
could be anywhere on the page. Photography took precedence over 
fashion illustration and was reproduced large on the page, bleeding 
off to create “landscapes” or transgressing across the gutter. Space 
expanded as purely decorative elements disappeared and margins were 
opened.1

 After seeing her shoebox-sized window display, Nast 
offered Pineles a position as M. F. Agha’s, the art director of 
Condé Nast Publications, assistant and the editorial designer for 
Vogue. Agha, testing new ideas with photography and layout, 
allowed Pineles great independence with designing many of her  
own projects.
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Vogue
 As the assistant to Agha at Condé Nast in the ’30s, Pineles was 
the editorial designer working on Vogue. Working with Agha on the 
design of these magazines, she learned how to be an editorial designer. 
“Agha was the most fabulous boss to work for,” Pineles reported later. 
“Nothing you did satisfied him. He was always sending you back to 
outdo yourself, to go deeper into the subject.” He told his staff to visit 
galleries and museums and bring back new ideas.1 

 Watching and listening to Agha, Pineles learned how to be 
an art director  — creative people should be urged to take on another 
medium to gain new perspective. Pineles, in addition to handling 
design and spot illustration, was one of his talent scouts for new 
illustrators and photographers. She learned the ins and outs of creative 
direction, and demonstrated an eye for new talent in illustration and 
photography. Pineles found that she was exceptional at photography, 
using it to take the place of of fashion illustrations on Vogue covers.
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Glamour
 Rising to the position Agha had been 
preparing her for, Pineles became the first 
female Art Director of a mass-market American 
publication in 1942 at Glamour, a publication 
targeted to young women.

 With this new title, Pineles used the 
best talent of the day, including photographers 
Andre Kertesz, Herbert Matter, Cornell Capa, 
Toni Frissell, and Trude Fleischmann; designer 
Ladislav Sutnar; and artists S.E. and Richard 
Lindner and Lucille Corcos.1 She was able to 
show off many of the modern design techniques 
she learned under Agha.2 At Glamour, her style 
as a playful modernist developed through 
various uses of image and type. 

 Pineles’s success at Glamour set her up 
for a future of many art director positions, the 
next being Seventeen magazine in 1947. 

 During her time at Vogue, the magazine did not have a set 
cover design, so Pineles was free to experiment with innovative covers 
that fit each issue’s image.2 Pineles’s freedom to design is depicted 
well on one cover from April 1, 1939, which shows a photo of two 
women cropped and placed off-center to the right, with the to corner 
pointing directly to “Vogue” in its decorative typeface.

 Agha pushed her to consistently outdo herself and to find 
inspiration in fine art, and the skills that Pineles polished under his 
instruction prepared her for a position as Art Director of Glamour.
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Seventeen
 After World War II, Pineles moved on to become the Art 
Director at 3-year-old Seventeen in 1947, where she worked closely 
with Seventeen editor-in-chief Helen Valentine and marketer Estelle 
Ellis to create content for teenagers. The founder Valentine, addressed 
her readers as serious and intelligent young adults, rather than as the 
silly, only-marriage-minded girls other publishers saw.3 Pineles, in 
support of Valentine’s ideals, started the art/illustration program that 
would distinguish Seventeen from other publications by sourcing fine 
art to use as editorial art, crediting Pineles with being the first person 
to bring fine art into mainstream, mass-produced media. 
 
 She commissioned fine artists such as Andy Warhol to 
illustrate articles during her time at Seventeen, breaking conventional 
imagery in editorial pages.4 Many of her choices were drawn from 
specific ethnic or political backgrounds. Pineles brought fine art and 
modern art to the attention of the young mainstream public, it also 
allowed fine artists access to the commercial world.1 

 As an artist and illustrator herself, Pineles made the executive 
decision to leave the commissioned artists alone. Her only standards 
for the artists were to read the whole story and choose what they 
wanted to illustrate, while creating work worthy enough to hang with 
their others in a gallery.3

Pineles was not hesitant in using her own talents when needed. In one 
instance, the food editor turned to Pineles to create an illustration 
of potatoes. “I thought they were pretty, so I dug out my kitchen 
tools, bought ten cents’ worth of potatoes, painted them on a double-
page size sheet of paper, indicated the type layout and left town,” 
Pineless recalls in her famous anecdote.1 The potatoes won her an Art 
Directors Club gold medal.
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 Pineles had the luck of working during the golden age of 
magazine design, when art directors had pages of uninterrupted 
editorial to fully develop their design ideas. In her hands, the design 
of Seventeen followed the more classical tradition of magazine and 
typographic design. For the fiction, the quiet typography supported 
the significance of the artwork. For editorial and fashion pages, the 
type was more playful.1 Pineles employed a standardized lettering 
for the cover, creating a sophisticated, clean, and consistent look for 
Seventeen. In one iconic cover, the photo, by Francesco Scavullo, 
appears to be reflecting on the cover. 

 Pineles remained at Seventeen for three years, leaving to art 
direct Charm in 1950.
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Charm
 After finishing her work at Seventeen, Pineles began her career 
at Charm in 1950. The cover of Charm boldly carried the subtitle 
“The magazine for women who work.” Pineles attempted to make the 
magazine “attractive without using the tired clichés of false glamour”3 
by portraying the attractiveness of reality. 

Initially, Charm’s design bore a resemblance to Seventeen, but evolved 
with the times. Pineles continued to use fine artists as illustrators for 
both fiction and features, used objects combined with letterforms as 
substitutes to create visual puns, and experimented with a variety of 
headline typefaces.

 In Charm, the editorial pages showed females in control of 
knowledge and their destinies, still a new concept for publications 
in the 1950s and something different from the advertisements that 
portrayed society’s limits on women. Valentine, who moved to Charm 
as well, had the idea that while women had entered the workforce 
on a temporary basis during the World War II, the post-war era had 
given rise to a new, permanent class of working women, the majority 
of whom were married. Pineless turned her professional challenges at 
Charm into opportunities by making it a place where women’s values 
and roles could be addressed and supported.1 
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 A new editorial vision was presented in the form of fashion. 
Charm showed clothes for working women in the office, commuting, at 
lunch, and shopping. Although it was a fashion magazine, Pineles and 
the editors at Charm centered it around the women-as-professionals 
trope.

 Pineles used modern architecture and modern industrial design 
as locations and props for photo shoots. In a highly successful series 
called “She Works in [City Name],” Pineles designed entire issues to 
reflect each city theme. In the Detroit issue, for example, Pineles used 

the city as a backdrop for the fashion pages, constructing the layouts 
from photos of building and expressways and in other ways reflecting 
the city’s connection to the automotive industry. An extension of the 
theme included the typography of the parking garage.1

 Covers at Charm under Pineles often consisted of single 
women with coverlines establishing the working woman theme. It 
was at Charm that Pineles contributed to the effort to redefine the 
style of women’s magazines, where she also contributed to the feminist 
movement by helping to continue to change women’s roles in society.
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Post-
Editroial

 In 1961, Pineles became an independent designer and a design 
teacher. During the mid-1960s, when the Lincoln Center complex 
was rising, Pineles took on the difficult task of coordinating much of 
its educational and promotional material.1 Pineles commissioned to 
develop an identity for the Lincoln Center by establishing a graphic 
system for publications, creating an identifying mark, and educating 
management of the value of a unified visual image.4 She became the 
first female art director for the Lincoln Center for the Performing 
Arts in 1967 where all graphic design assignments fell under her 
jurisdiction.5 

 Pineles discovered her intense joy of teaching and offering up 
her expertise in art direction by teaching an editorial design course 
when she joined the faculty of Parsons School of Design in 1963.4  The 
course required students to identify a topic and its audience and create 
a magazine for the audience. This meant designing a publication from 
cover to cover, as well as the marketing materials needed to attract the 
audience. Pineles later developed a follow-up course where students 
would develop, design, and print a college “yearbook.” By redefining 
what a yearbook could be, the Parson’s Bread Book was created, and 
went into a trade edition, being named one of the AIGA’s Fifty Books 
of the Year in 1975. 
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Trailblazer
 Pineles was a “first” in many aspects. Until the mid-1950s, 
when women started making their way into higher magazine and 
graphic design positions, Pineles was the only one. Accumulating 
innumerable art direction and publication design awards over the years 
from the Art Directors Club, AIGA, Society of Publication Designers, 
and more, Pineles didn’t have a male counterpart hovering with her 
at award ceremonies — she got single credit. Though she paid her 
professional dues early and often, the New York Art Directors Club 
would not offer Pineles a membership until later. She became became 
member in 1948, and she is recognized as the first female member. 
Pineles also won a Gold Medal award in the same year. In 1975, she 
was the first woman inducted into the Art Directors Hall of Fame.

 These rewards were late in coming, and unfortunately, her 
accomplishments in American graphic design and art direction 
history remain unsung as people acknowledge the male artists of her 
time. However, Pineles was known for her trailblazing and is starting 
to receive the recognition in history she deserves. 

 Pineles became the 
director of publications for an 
extensive promotional program 
at Parsons, establishing a new 
visual identity for the school using 
students and faculty to supply art 
and photography.1 Using apples 
and oranges to identify New York 
and Los Angeles was a powerful 
design choice that resonated with 
the public. Pineles continued to 
teach at Parsons into her mid-
70s, handing off the promotional 
design program and production 
duties a few years before retiring.
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 Pineles became the first independent woman American 
graphic designer. As art an art director at multiple magazines for more 
than 20 years, she collaborated with hundreds of artists, illustrators, 
photographers, and editors. Pineles changed the way editorial design 
is viewed and created. As an art director, she provided an encouraging 
and collaborative model. She instructed and mentored a generation 
of designers at Parsons. As a professional woman working in a 
predominantly male field, Cipe Pineles broke down barriers and 
created a path for female designers to follow forever.
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