Let yourself be bad at things
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Laura spealf§ §of Aimur and An frer from
Tupokompaf | oout the or|g| / their
type foundry, § fheir workmg /-/ ss and
the values embedded in theigtypefaces.
Together, they reflect on the development
of Vee, a typeface theyre about to
release, through the lens of amateurism,
experimentation, and curiosity.
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Aimur: We have a few theories. In the early 2000s, long

before | knew anything about the discipline of graphic
design, | would go to the heating plant where my .
mother worked and download fonts onto a USB stick.
At home, | would simply .
Word. In fourth grade, | was tasked with designing
the class newspaper as part of a media course.
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Aimur and | studied together and were both
interested in fonts, so quite naturally a healthy
rivalry developed between us. All things considered,
it seemed logical that one day we would start a
foundry together. At our graduation after-party, in
front of a few witnesses, we made a pact

to do so.
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An: In our second year we ha
the designers of Dinamo Type Foundry, Johanner Breyer
d Fabian Harb. lvar's lectures :
?:nts and during Dinamo's workshop we were ab\tettk?a?p
our toes into designing fonts ourselves. \We learn

the technical process Was perhaps less dau

had anticipated.

biect, and we @
T;:olgram. After this, whenever we started a new school

project, our first thought was whether the assignment
could be approached in the form of & font.
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La: How did you end up starting the foundry?
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An: Officially, we founded Tiipokompanii
around 2022, but it took another year or so
to publish our website. Despite having a
number of unfinished fonts, we realised that
it would be impossible to release a larger
collection straight away — it would have
taken a very long time to finalise everything.
Instead, we decided that for the launch, each
of us would put out one finished type family.
These ended up being Ladna and Trafarett.
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o n the line, fonts by other authors as well)’
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Later, we had the idea of creating a faux style
for Ladna. First, we slanted the Rom:ans. and made
optical corrections to achieve “tru.e” ltallc\?,.and
then slanted them back to an upright position.
In this process, visual errors began to emerge -
essentially it’s a trick that could be'done u§|ng
Indesign. For us, however, this was innovative,
and in a way, it felt like a statement: we took .what
might normally be dismissed as an arpateunsh
faux pas and cemented it into a functional font.

La: What exactly is this illusion?
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La: Could you tell me a bit about the background of your fonts?

An: We could take any font in our catalogue as
.an e.xample. The idea behind Ladna was to draw
Inspiration from street signs. It felt important as
an act of preserving cultural heritage. Ultimately
the concept is not particularly original — there ’
are many other fonts modelleq after street signs. -

But they all look distinct from one another as
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Ai: Looking back, | could have realised at ECAL that | had already gained

An: We lo
:re Pérha I; fo:)ffp >aches th t similar experiences at EKA to what | was looking for an.d jchere was
draphi design facteristj no need to repeat that. | made big efforts to c.reate a similar space for
thizlgn' try to se Ftype discussion. But as it turns out, that's not how it works — every place
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La: L.et’s talk a little more about education. Aimyr
studn?d type design at ECAL, but as you mentioned

/]

Ai: During my studies at ECAL, | became somewhat overtaken by that idea. | was spoonfed very specific
knowledge - it was a great privilege to learn type design in this way. Nevertheless, | started pushing back
against the rules, as | have a tendency to do, looking for a more independent path. At school, they found
my rebelliousness difficult to accept. Some students know how to approach school very pragmatically,
consciously avoiding certain topics which | would have wanted to discuss in depth. This created conflict.
Perhaps it seemed as though | wasn’t appreciative of the opportunities the school was offering me. | never

intended to challenge anyone’s authority, but somewhere along the way, a communication error occurred. 3

there are different signs in different places.
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If we ever had the chance to run a one- or two-
year programme in type design, it would be

centred around in-depth individual research, for

instance into (recent) historical examples. This
would be supported by the practice of drawing
type by hand as well as digitally, alongside
the theory and practice of vectorisation. Type
optics should be re-examined. I've noticed

that in Estonia there are gaps in the knowledge
and skills in this area, even when it comes

to the work of the best graphic designers...

To be honest, | don’t think a traditional higher
education institution is the most suitable
environment for learning such a subject.
Recently I've been toying with the idea

of gathering a small group of like-minded
people to practice and do exercises together.
Like a contemporary scriptorium of sorts.

La: Let’s talk g little about

your collaborative process, I

Why did you decide to
start working together?

An: We were always sending each
other our works and references,
discussing and reflecting on them
together. We share a similar taste
and vision in many respects. In that
regard, it has made sense for us
to work together. The volume of
work that gets done is greater, too:
if you work alone, you might get
stuck perfecting a detail, whereas
it's really helpful to have someone
else already looking at a different
nuance. However, this was never
the main reason for working
together, it was more of a bonus,
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Ai: | c,ould even imagine more people joining our team.
There.s hope that a new generation of people is coming
up, with a deeper interest in this worl

d of fonts.
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La: How much do you think you influence each other?

An: Depends on the project. We are currently working on a font
.named Trajektoor. It has been digitised based on the standard
Instructions that architects would use to draw, with the help of
a ruller, the lettering on their project drawings. There are man
Sowe?—era manuals that teach how to constryct these le’ctersU
containing diagrams with smal arrows and numbers. Aimur r;as
.long had the idea that the diagrams themselves could be made
into a font, with the construction instructions surrounding each
letter. At some point, | started bringing this idea to life.
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| agree that with enough work, time and dedication,.almost
any idea can be executed well. Conversely, no idea is strong
on its own: it always requires thoughtful development.
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Aimur, on the other hand, has
collected a lot of local Estonian
printed matter. Our collection is
constantly growing. Sometimes,
as was the case with Turist, the
source material is quite concrete.
At other times, we notice a single
misprinted letter in a publication,
which becomes the starting

point for an entire typeface.
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Ai: 'm indeed very interested in the
history of printing. | work at the
bookshop Raamatukoi, Whelre | come
across all kinds of publications fror'n
the past century. One of my tasks is to
leaf through them and spot any major
defects. Sometimes | take advantage
of this obligation and spend m'ore ter\e
flipping through a book, 'at whllch.pomt
| might discover interesting printing
errors. | often try to find out Yvh_at
exactly went wrong in the pr.mtmg.
process, how that delicate cpstortlon
made its way onto the printing plate.
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Ai: In a way, it works to our advantage
that it takes so long to make a font.
Some typefaces can be finalised almost
mechanically, based on a clear idea
and set of principles, but with others,
you need to create a temporal shift for

, yourself, to put something on paper
no { - and leave it to ferment. ning in the
- :a " t g what 18 PP (g react 10
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The most difficult question is whether the idea has potential,
and if so, how to translate such mistakes into a digital font.
| often come to the conclusion that it can’t be done or that
it simply doesn’t make sense to imitate the error. Instead,
it can be successfully reproduced in the physical world,
creating a certain enjoyable sensibility that is characteristic
of old books. The graphic designers of that era might have
cursed the poor paper and print quality, but to me, some
contemporary books look so perfect that they almost feel
eerie, as if they weren’t objects from the physical world
at all. What | do is look for a bridge: a way to recreate that
specific warmth through a typeface or through the process
of printing.
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own wheel, to see if every-
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if it needs another spin. It can
Create interesting results,

Vee Thin

Vee Thin Italic
Vee Light

Vee Light Italic
Vee Regular

Vee Regular Italic
Vee Medium

Vee Medium Italic
Vee Bold

Vee Bold Italic
Vee Variable

y

as about learning the
€min a critical manner.

. 0 become extremel|
it w

principles, to then apply th

SNDIS 13313

The aim was never t
professional. Rathe

uotoeisge uedd e

E | was also dabbling in design during school.
g =
=3 =
o P Lag,
< ®© Q/s .
ﬂ é oy
5, 2 2
GA@ T [ thi rA'/yofSe
>, ) o Ink we ST |
(o) g . :
s, = = Pelievein that
-
%/ g - AROUND
; — %@’9% F\_OP‘T\NG
g — %(%%
[z 2 9%,
2 %%y 23S
\ AT Z o
« e S S
ety o ?“%(%
0 = 522 B D
(s — N é%a O o
o2 > Q2 E
<o o Q) .16 S
s ¥ D_ &5
© < < §°
LLT (¢b] ® o 0 (@] -— E
< % %, - g€ = 2
Dtl o S > 2 2
@ ‘8’ "%, IS OE ':'E'|
§ d 9‘ &/O,/O/O &, .: g
< .S - {9‘96@ S =
>< —— = s & ®
) 2 S5, &
o o, T2 ®
= = T % S
@ = 8 5 S e
NI 3 O D 2
(S e)) ~ =3 o® 8 = (,3 § m
o < > % o 3 2eS 5 8
o £ 3%% 3 I
=2 3 < S $
o £ S>> @ S oo &
H-‘O == - -~ o
E = % 2 o & N
@) o© 5 g()‘_ -~ S E /‘\4/
» = = -
3 09 DT S o
© 5% = I AP \
R SO < ° .
3o S 55 2
$E R






Y ] . H . .
he’s worried whether any ::(a. What was t.he.procedslz of ma!(lng the Tartu fonts like? Ai: AKU's moodboards already included some
of it makes sense and was a comm|§3|on — did you simply create a t-gpeface Tartu street signs. But they might not have
th based on the brief or was there more collaboration expected us to relate to th .
at he should really be working between you, the client and the design studio? em so literally.
on something else
An: T.he design studio working on the visual -
N 6 S identity for the city of Tartu, AKU, commissioned
GRAPH\TE RUBB\ us to make the typeface. They didn’t really art
Shreﬁt the font},{ but we met with them occasionally
0 Show our sketches. The central and most
. . Inter.e,sting cut of the typeface is called Semiootik,
ﬂ,pp’ng Ietters anc{ it's bas.ed on the principle of flipping letters to change An: The font also features a third, more decorative
HE Is QU their meaning - an upside down V becomes an A, and style, Tartu Geneetik. We spent a long time
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La: Is Tallinn Grotesk also a commission?

An: It did indeed start as one. In 2025, an Olympic Sailing
Regatta themed exhibition was held at the Estonian
Museum of Architecture. \When conducting research for
the exhibition, original sketches emerged of an information
graphics font, Tallinna Infodrift, that was intended to be
used during the 1980 Tallinn Regatta. Originally, it was

planned as a wayfinding typeface for the whole city 9f .
Tallinn, but as was typical in the Soviet era, the idealistic

plan never materialised. However, the original drafts
for the typeface had remained and their designer,

Tiit Juirna, is still around.

;/(\)/f;ac{ just finished creating a custom typeface

esigner Bruno Tomberg’s ret i

Estonian Museum of A ol Art anl Dosie e

St pplied Art and Desi

Tiigiste, a curator at th e
e, e Museum of Architectu

;r;zn(;.m{ged u:s to join her Regatta exhibition terzz’m
Igitise Jurna’s drawings into a workable font

Ai: With the financi
ancial support fro ibiti
were able to almost finalise the fiTthe exhibition we

We hope to workin .
complete the font by the end of f Zreif "

Wed also like to create a printed specimen

for the typeface. We have collected many

archival photographs, and together with our

intern at the time, Georg Ander Sild, we made

ubbings of the Tallinna InfoSrift

n the plaque of the Olympic cauldron
design field,

graphite r
lettering 0
by the Pirita River. Within the local
this is a very unique project. It is extremely
rare for a typeface designed from scratch to
be completed in Estonia. Although Tallinna
Infodrift was never cast for letterpress, original

working drawings for signage were produced.

L
ong before we learnt about these drawings, Ivar Sakk gave

me so -quali
me low-quality photographic slides of the typeface that

had

foungrgstag:gta:;eadg b.et.en copied several times. If we hadn’t

e fa ’ ese original sketches existed, this version
ypetace's story would have remained untold
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With it’

Whenzzrz,sefznts;,. it's ﬂ.m to speculate freely, but

i the e ealing with Something this unique

intorars th.lan context... As the first people to

to et IS typeface, it didn’t fee right for u
Pose our own style on it, Now one chapters

has been comp|
eted,
will follow, P and perhaps other versions

La: Did you talk to Tiit Jiirna as well?
How did he feel about young designers
making a new font based on a typeface
he made — or at least started?

photo ic sli
graphic slides of Tallinna Infogrift (Tiit Jiirna)

y excite .
work based on his d about us doing all this

hand—wobbling”, as he called it,

Especially pecause he said that:_e :f: dt

actually copy Helvetica, put stuaie e
analysed it instead. He then drfaw e
different adjustments, proportions e
and details. That is wha’f makes m:ad e
happiest within this project. | wou

. rked
more designers who WOTHE-
to show et era that their practice

_class. At the time,. they
had fallen far bet.nnd,
put 30 or 40 years \ater, we S€€ their
work ina different light.

ever

La: | would also like to talk a bit about our collaboration. Has it
happened before that a designer knocks on your door with sor.ne
rudimentary sketches, asking if you'd be interested in developing
them into a new font? How did you feel about that suggestion?

ABCDEFG o7y}
HIUKKLMNOP

PQARRSSTUV

WOABUXYYZ
aaaabcdefghij

kkimnopqrrsnss

An: We found it to be i
Ve fot a really nice challen
the first time something like this had hapgs;ulatdwas

Ai: V\(e have been looking for opportunities like this, although
admittedly we haven’t put much effort into actively finding them.

Wh”et . ) . N N T TR
talked ;‘?tzh,'”g the micro-degree course at EKA tu . Woaouxyyyz
Durt var about doing something simil e d
Sketcf?esnti Otf the lessons, he showed (s so' .
at he had dra me
he : Wn on paper whi -
had lost his computer, or maybs i’: r\:\:ylzrtc::velhng -
en.
La: Man
y dESIgn
Made and ers are Intere Ai: In the cont
ght Ij Sted in ext of this
but they lack the ';ke to try Creating o: W fonts are drawing Style interestin pgolect, I found your
The worlq of 4 ecessary know € themse|veg € sense of displa 9. 1t wasn't amateyrigp
and di Ype desi edge ang a lack " oPlaying carelesg in
distant, and f gn can oftep fo tools. of precision It's intriau: ness, laziness, or
onts comeg fom a technje | &l Inaccessip drawings wher. Nriguing to look at
across al stang e act € you can se
hese da as a compy; int, maj ctions were e nse that the author:
font, by gfe a: Y scribble cap, Lfe’tc ated process, lack the eXperiee iberate, but that they perz s
’ atin : urned i ' nce to ful| aps
ca 9 som into re o
n fee| daunting, ething more elaboratea fun y realise their visjon

ed my idea The project was a good

egree course. | develop

urse with the

learning process for me. | was

; icro-d
- ot started during the MICTo" > sined the o

2\lljérp:3lleercg short period of time. | hadn t;::::r"%fg:ned like a short, fun reminded once again that, at
intention of designing fonts r‘gh:ta‘Yer?éerstanéing of the work that goes into the beginning of any endee_tvoqr,
course that would give me a bette that it would make it easier for me to do ; | tend to get overllg enthusua'stlc

creating @ typeface. l\/\_g hope Vo n in the future. | was also never very goo ab.out every possmlle direction.

collaborative projects 1N type desld ound with it 2 bit, draw some curves.  \Vith each new project, | see

| was excited t0 play ar the potential to create the most

at |llustrator, SO

At fi i
butfllrastte,:rI erf]aIde quite a few fun and intuitive sketches for fonts
instance. t elt the urge to focus on something more specific F’or
like to cr,ea?: choose a sans-serif font and explore what it WO;JId be
to reinvent se SOT:'thmg similar. | didn’t have any grand ambitions
omething. What did you see in m
sket i
have a sense of where to start or how to procgedf; ches, did you

special thing in the world.
It was the same with your font.
| started analysing all kinds of
details that were simply the
result of hurried movements.
| don’t want to pass judgement
on whether over-analysing is
necessary or not.. 've noticed
that if | don’t do it, I'll regret
it later.
ents, | was
10 art'\cu\ate

After ‘
e expe\it'm%%r?ure precise way.
r feedbac in o
0\1 in the end, orap dez\_?feren

. desid two very i r
. re\ds. Asag aphi des%nfi r,m
s roba respond an
0\') ?ons re ‘mtum\le\g.
opint .



La:

ﬁ?ur working process. | also recognise

e tende.ncy towards over-analysis that
ly]?l: mentioned, in myself. But this time

e t.that | lacked the knowledge to ,
.prowde.verg specific feedback. | found
it more interesting to give you t.he freedom

It was compelling for me to follow

my fo

to explore and see in which direction
would take the font. At the same ’cimgou
as Probablg became apparent to youe,
during the process, | do have very specifi
preferences in certain matters, Peetie

speak'm
\ife is shorts

g of time, oVer the ue
and if you W
—and gometimes even su

spend endless @ o
*+ you invest more 1

always worth it: A8 8 isual feel,

. inished V!
like a stightly unfi 0SS OV

that doesn't come acr

An: I'm hap H
appy with our direction
The font is rather straight—forwafdndsitr:;,resu't'
) e

— a little workhors
e fo .
somehow suits you, Fyou. And | feel like it

La: | liked how, during our meetings, we assessed together

whether any letters were trying

the final stages of the process,
left for me to comment on. You've pu

Ai: In the end, as this was a collaboration,
whatever ambitions we might have had, we
couldn’t simply pull the blanket entirely to
our side. This made decision-making easier.

An: And it’s nice that the typeface doesn’t
have too many frills or try too hard to
:show off. It’s laconic, and what makes

it s.pecial is hidden in the finer details.
This leaves space to play around with

the design, the typeface doesn’t need to
have the loudest voice in the room.

that’s evident in the result. Vee has a lot of character.
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:(Ahr;tl m glad to hear that, as it probably shows
toan\(/jeve been able to steer the typeface
ras a result you may have origi
ar originall
f:\;lsmned, but perhaps would have strugggled
each on your own. We're on the home

stretch now and just
n .
the finish line. J eed to push it over

La: Aimur, you mention
possibi\itie
cus, | wouldn’'t h
the directions th

i's nice for me t
that you might feel some p

to do too much. Now, in
| feel like there isn’t much
t in a lot of work, and

ed how, at first, you saw so many dif'fere'nt’
this project could go. Since type design isn't
ave been able to even conceive of some of
at you were considering. From that perspectl\{e,
o have these discussions, although | can imagine
otential was left on the table.

s for where

aArl].al,\;c;,i rr:ot that. It's just that, when
ey Thgigsr?gself, I realise | tend to pile up
thought tha’cS ,Ii?; ?so;rosligor;lneded ron
. short,
L Z;VS eatlesc{:1 'rletahsed that we prob:t?ljrs:n?tn ‘
et h(,e typefaces we would like to
ense, it's perhaps a little childish '

to try to add ev.
ery b :
to all projects, Y bell and whistie

that Vee 1S
the font Venus the
o n this pro}ect, you've probab\g
. ing the source

. nalys! s
looking at and akes%/en us special?

e, \What woul
ontempor

also disC

spent @
typefac
What is your ©

- 3A Ba

Nr. 18653 Corps 84 {1 Cicero). nin. 24 k9

Elekira

, {men
excerpt from Bauer Type Foundry's Venus specime

Ai: | didn’

| was ﬁg:eaf?ua”y look at the original that much

I was drawn tglﬁ]ed- on your drawings and the ini’;ial fi

what you had ma Oe' idea of letting myself be guided b "
e - that y

The . you are the .

connection to Venus is clear and o;\zg['c;ear:atenal,
yway.

nteresting typeface because
y specific way-
yet it

An: Venus is an i
it appears timeless in & very Sp=
It is very much & product of its time, _
can still be easily used today. In a way, | find

it charming how some typefaces pOSsess this
quality of timelessness, and others do not.

r used Venus. Trying to recall

| that Laura's Vee is somewhat
Vee attempts 10 resemble the
't come entirely naturally,
own time.

Ai: | have personally neve

what it looks like, | fee
like our eras version of it.
original typeface, but it doesn
because it is very much tied to our

La: That's of ¢
. ourse a questi

to pinpoint what ion of perception. It's diffi iq fan of Con

Perhaps it's easieTfokeS Som?thing feel contemporg:ijcu,t La: \’n‘\ abig fr?\:,c(i)\an and persona\\tg

feel old-fashionad recognise what makes somethin. Amer\carf\ co our meeting today, ! watche

' g Right be Orx(oumbe from a few weekst
ideo on . 0
2 ies hich he was giving speech his

oin W 0’ rien ref\ec’(ed on

Ai: | think it's clear from looking at Vee that
it was created after the year 2020. At the same

time, | don’t know whether it will continue

to feel like a 2020s typeface in the future, or raduating fro

if people might mistake it for something much who makes @ I

newer. But in the end, it’s not that important ideas. At one
bad at thing

to think about.

.La: l égree. I've used
intuitively like jts ove

Specific characteristi
erist
found charming, |

An: |
thi
beCa
.., ~dus rtl,
ItspOsS? of a y Consijgy
timejeg "ble to Seq You ysg 14\, US to
bUt VenS fOnts eng Itin a cont ave e tlme/ess
Whilg TS is a g O have o POTar, N us
Still fonr. “PECIa/ a rat a that
éelin , Casa- it | er Neyty. Nera)
Sh 00ks q;;: Y,
uit facter,
Vagan

| see a classic typeface being used
rcial design. | get this flash of

behind such a design senses the
n’t seen Venus being used

Air 'm really put off whenever
for some generic trendy comme
anger — | don't think the person
nuances of the typeface. Luckily, | have

in that way.

La: igi
a: The original plan was to creat

idea of having a typefa © this font just for My personal yse

ce that | could yse for most of my
Initiated projects. Both

Ai: We designed Vee in a way that it doesn’t necessarily appeal to

everyone, it may be more attra
But in reality, isn’t it nice that we don’t get to decide what kind

of life the typeface takes on after its release, and that all kinds of
surprises can occur? | don’t have to like all of them, but | can still
learn from them. This helps us understand how the typeface is

perceived and what the era we're living in is like.

idea, and oné that also sum

| currently approac

ctive to designers of a certain niche.

marises "0

h my \NOTK.

An: That's a nice idea to
live by... or in a way, it feels
hopeful and reassuring.

Ai: Especially once you
have more experience
and no longer neeq to
question every decision
| keep reminding myself.
of the same thing.

La: Despite having worked
as a designer for almost
fifteen years, | still feel like
an amateur in every way
_ like a child who, every
now and then, has to put
some work out in the world
without fully knowing how
to. But | suppose that's
how it is. In the end, we are
all the children we used
to be, justina different

disguise.

An: | think that's
avery healthy
approach. There are
certainly designers
out there who see
themselves ag
full-scale pros and
don’t allow that
child within them to
shine through. Yoy
need to find that

child and nurtyre
them,
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The conversation took place over Zoom on
1June 2026, with Laura joining from her home in
Amsterdam, Aimur from Tlipokompanii’s studio,
and Andree from home while simultaneously
entertaining his children.

Editing and translation to English:
Else Lagerspetz

Design: Laura Pappa

Special thanks: Eva Claycomb
Edition: 150

Printed on a risograph at the graphic design
department of the Estonian Academy of Arts
and a digital printer at Tlipokompanii’s studio.
Bound by Omaraamat.

Tallinn, 2026

Tlipokompanii is a type design studio based in
Tallinn, founded in 2022 by Andree Paat and
Aimur Takk. Their practice spans designing retail
typefaces, custom type design commissions, and
teaching. Through a “mistake-driven” approach,
Andree and Aimur explore unexpected qualities
within letterforms, using experimentation

to uncover new possibilities and challenge
conventions in type design.

Laura Pappa is a freelance graphic designer based
in Amsterdam. Her practice encompasses both
commissioned and self-initiated projects, as well
as occasional teaching. Her independent work
includes publishing the series “Exercises in Practical
Mischievery”, writing, and occasionally designing
objects. Last winter she initiated Fruit Basket,

an event series in Amsterdam centred on non-
expert knowledge and activities in public space.

Else Lagerspetz is a freelance graphic designer
and cultural worker travelling between Tallinn,
Helsinki and Amsterdam. She works on design,
translation and writing commissions, in her personal
practice, she is interested in the intersections of
written language and visual form, both as an object
of research and as an approach.




VEE

1. the letter V
2. something shaped like the letter V

a flock of birds

a fork in the road

an unfinished triangle
an arrow pointing down

UVWXY

AV is a U that wanted to stretch its legs, a W is two V’s standing
next to each other shoulder to shoulder, an X is two Vs climbing on
top of each other, a Y is a V that wanted to be taller...

Vee is a collaboration between Laura Pappa and Tiipokompanii
(Andree Paat and Aimur Takk), developed from a micro-degree
course in type design taught by Aimur and Andree at the Estonian
Academy of Arts in autumn 2022.

Vee draws inspiration from Venus, a sans-serif typeface family
released by the Bauer Type Foundry in 1907 that was popular
throughout the first half of the twentieth century. Having regularly
worked with Venus in her own designs, Laura was eager to
develop a typeface that references its distinctive character while
introducing new qualities of its own. Vee could be considered
Venus’ younger, more mischievous sister.

Cuts:

Vee Thin, Vee Thin Italic, Vee Light, Vee Light Italic,
Vee Regular, Vee Regular Italic, Vee Medium,

Vee Medium Italic, Vee Bold, Vee Bold Italic,

Vee Variable

Designers:
Aimur Takk, Andree Paat, Laura Pappa



