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KRISTINE LAURON ACHIEVEMENTS

ABOUT

is a Graphic Designer specialising in print and typography.  

Her work focuses on the intersection of design and culture, 
with care and inclusivity always at the forefront of concepts. 
Representation is prioritised in all work, leading to experimentation 
with various mediums to bridge gaps of understanding through 
design. Public interventions, creating campaigns and toolkits, and 
workshops are among a few approaches. Quality and integrity is 
ensured in all outputs produced.

EDUCATION
National College of Art and Design, Dublin
September 2022 - 2026
BA (Hons) Graphic Design (International), 1:1
Research Paper: “Can Type Design be a Culturally  
Sensitive Practice?”

Bauhaus University, Weimar
September 2024 - February 2025
Erasmus exhange in Typography and Photo-Text-Conception

TypeCon Education Forum Presenter (2026)
Presenting “Facilitating Diversity: The Designer’s Role in Supporting 
Cultural Representation” at TypeCon 2026 in Portland, Oregon

ISTD Membership — Commendation (2026)
Received membership with Commendation to International Society 
of Typographic Designers (ISTD) 

NCAD Staff Prize (2026)
Received Commendation for the award of the bursary



PROJECTS

ON-SCRIPT // OFF-SCRIPT04
Publication exploring the power of script and its conventions

15 BEYOND BORDERS
Campaign promoting pro-active citizenship for young adults

25 ACCESS DENIED
Typographic sculpture emulating the borders within citizenship

33 ZOOMS IN, ZOOM’S OUT
Concept and visual identity for annual guest lecture series hosted by NCAD

44 FILINCHEN-REBORN
Rebranding project for German crispbread brand, Filinchen
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A publication exploring the power of script, and 
how script is power. The binding of the book “flips 
the script” on Eurocentric conventions on design for 
script as well as proposes new methods for a more 
diverse and inclusive practice.

ON-SCRIPT // OFF-SCRIPT
PUBLICATION · TYPOGRAPHY · DESIGN THEORY



Alongside the neglect of Arabic script in digitalisation, the ide-
ology of Western typesetting still dominates media and publish-
ing in India, and is unavoidable for anyone who uses a computer 
or mobile phone. But many of the fonts that come bundled with 
operating systems today were developed by designers work-
ing in India. Type historian Dan Reynolds furthers on this topic by 
speaking with Pooja Saxena and Shiva Nallaperumal about this 
complicated reality.

Past and present
Historically, much of the global type business has been domi-
nated by firms in Western Europe and North America. Profes-
sional font production and type-design education continue to 
be more densely clustered in those parts of the world, too. From 
the perspective of readers in New York—as well as in Berlin, where 
Reynolds sits—India might seem like place that is both foreign but 
internally homogenous. Its diversity, when viewed from a dis-
tance, too often gets telescoped into some kind of uniform oth-
erness. This oversimplification is surely true for calligraphy and 
design from the Middle East as well. But while the Middle East is a 
region encompassing multiple countries and numerous languages 
and cultures, India is a single country with many different ethnic 
groups, several official scripts, and even more languages—not 
to mention the many languages and scripts not designated for 
governmental use.

	 Although India had (and still has) its own metal-type 
foundries, the typefaces that were delivered to printers along 
with generations of proprietary hot-metal, photo-, and digital 
typesetting machines were manufactured abroad. They came 
to India from companies like Linotype and Monotype. Western 
typesetting technology still plays a role in Indian design and pub-
lishing, and is indeed inescapable for virtually anyone in India who 
uses a computer or cell phone. These days, though, the most fre-
quently used fonts often come bundled with Microsoft or Apple’s 
operating systems—and those fonts are more likely to be sourced 
from type designers working in India than was the case for earlier 
media.

The Current Scene
Google’s font directory includes designs for several Indian scripts, 
and some of those fonts were developed in India. Others were 
made by non-Indian type designers working around the world. 
Some of the iOS and MacOS fonts, as well as several Google fonts, 
were developed by the Indian Type Foundry (ITF). Located in 
Ahmedabad, in the state of Gujarat, ITF has a large library of 
typefaces available for commercial licensing, too. These include 
fonts for all of India’s eleven official scripts, as well as quite a few 
Latin-only fonts. The latter have proved popular in recent years 
with customers on reseller websites like MyFonts. Other estab-
lished digital foundries from India include the Mumbai-based Ek 
Type—whose multiscript library is primarily made up of open-
source fonts—and Mota Italic. Originally based in Berlin, Mota 
Italic relocated to Mumbai a few years ago.

Western Validation
So why, then, do native designers of countries like Iran increas-
ingly seek formal academic training and degrees in typeface 
design from institutions like the University of Reading or the Royal 
Academy of Art in The Hague? Without presuming to speak for 
other designers, my own answer is that programs like the afore-
mentioned simply do not exist in Iran. Furthermore, the reduced 
availability of capable educators and resources, along with 
post-graduation job opportunities in markets with a healthier 
appetite for new typefaces, drove my choice to attend the Uni-
versity of Reading. This is probably not so far removed from a 
European designer’s reasons for choosing to pursue a degree in 
typeface design: academia offers privileged access to resources 
and archives that are otherwise difficult to come by and, in a com-
petitive job market, a degree from a well-regarded institution 
erases the doubts associated with self-education.

These reflections return us to the question that opened this arti-
cle. On the surface, it seems easy simply to respond that Western 
innovations and educational structures exist at the center of the 
type industry, relegating the rest of the world to a periphery that 
exists only to consume transmitted knowledge and technology. 
However, a deeper understanding of the social, political, and 
economic histories that shape the publishing practices of each 
region challenges this hypothesis, opening the door for fresh nar-
ratives that don’t silence and exclude indigenous efforts. Only 
with the shifting of the arbitrary placement of the West and the 
Latin script as the central point of reference can the rationale for 
using superfluous and—to borrow a phrase from Edward Said—
geographically ambitious terms like “non-Latin” be abandoned, 
making way for improved modes of thinking and engaging with a 
variety of global practices.

↑First Anglo-Nagari Keyboard developed by Rajeev Prakesh (2000)

SET IN STONESCRIPT AS CENTRE 7170

CONCEPTON-SCRIPT // OFF-SCRIPT

Going along with the grid
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While the value and importance of diversity at conferences is 
widely understood, it is very clear that there is still much work to 
be done to achieve true inclusivity and accessibility. It is on all of 
us – particularly conference and event organisers and sponsors 
– to seek out diversity amongst the speakers, those holding work-
shops, and the attendees. 

Prejudice or discrimination against a certain group is the very 
definition of racism, and as such there is no room for argument in 
favour of using what has become a shorthand that devalues and 
further marginalises all the scripts in the world in favour of one. Historically terms like Oriental, non-Roman, and other similar 

phrases were used by nineteenth-century printers and typefound-
ers who required a marketable and easy phrase to set themselves 
apart from their competitors by boasting an expertise in the print-
ing of scripts they had no in-depth knowledge of. 

Today, this phrase has become normalised in every sphere of the 
type industry: in conferences, offices, foundries, competitions, 
and educational institutions. There are arguments for this phrase 
being acceptable as it draws attention to the marginalised. Can 
we honestly accept that this is true? The phrase does not draw 
attention to Hebrew any more than Devanagari, Arabic, or Thai, 
but rather only re-centers the attention to what they are not: 
Latin. There are arguments for requiring a replacement phrase. To this we can only respond with a question: Why? Why does any-

one feel the need to make this distinction at all? Is a non-Latin 
extension of a typeface not really just a multi-script expansion? 
Is it necessary to differentiate if someone is a teacher of non-
Latin type design when Latin type instructors aren’t expected to 
do the same?

We must be collectively dedicated to eradicating this offen-
sive, Eurocentric term from our vocabulary, and all our past posts 
where it occurs. We must also oppose any context in which vari-
ous scripts are grouped together under an umbrella term. So, we 
will no longer be complicit in using this type of biased wording, 
we will rethink how we consider all scripts of the world, and hold 
ourselves accountable to using inclusive language. 

We need to actively include more 

BIPOC in our events, conferences, 

and communities. 1 2

These are difficult questions, and 
it’s hard but necessary work for 
an industry that wants to be 
truly diverse.

As the organiser: Did you reach out to a wider circle of people within the industry 
for speaker suggestions? Did you prioritise lifting up speakers of 
colour? Did you set out a clear and easy to find code of conduct 
on your event page to guarantee a safe and inclusive environment 
for all participants? Did your code of conduct clarify zero toler-
ance for harassment of any kind? 

It is a heavy responsibility to take on the task of organising an 
event, but if done with careful consideration, it can ensure a richer 
event where everyone can learn from a wider range of expertise. 
This however does not end with organisers. 
As a sponsor: 
Did you use your privilege to insist on a diverse lineup of speak-
ers? If no, why not? It is well within your rights to enquire on these 
matters. 

As a speaker: 
Did you get invited to present at a conference and find that the 
lineup of speakers was particularly pale? Did this bother you? 
Did you get in touch with the organisers and voice this concern? 
Did you step away from the presentation as an act of solidarity 
if your input on this matter was not appreciated? Was the event 
made accessible to all? Were earnest steps taken to ensure that 
minorities and attendees from diverse backgrounds were able 
to attend? 

Invite others to do the same, so 
we can collectively make our 
industry welcoming to everyone.

We need to stop using the term 

Non-Latin. It is exclusionary, 

and loaded with bias. 

SHIFT THE LANDSCAPEGOING OFF-CENTRE

CONCEPTON-SCRIPT // OFF-SCRIPT

Going against the grid



OVERVIEWON-SCRIPT // OFF-SCRIPT



OVERVIEWON-SCRIPT // OFF-SCRIPT



OVERVIEWON-SCRIPT // OFF-SCRIPT

What defines clean? Good? Standard?



OVERVIEWON-SCRIPT // OFF-SCRIPT

Process of bookbinding to “flip the script”



OVERVIEWON-SCRIPT // OFF-SCRIPT

Representing the cultural essence of  
world scripts without conformity



OVERVIEWON-SCRIPT // OFF-SCRIPT



OVERVIEWON-SCRIPT // OFF-SCRIPT

Translating the character of world scripts like Arabic



OVERVIEWON-SCRIPT // OFF-SCRIPT

The importance of the “outsider” in the  
cultural realm of design
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Campaign promoting pro-activity in citizens 
aged 18-25. Beyond Borders aims at changing the 
language surrounding citizenship and re-defining 
it to be an area that’s inclusive — where we can 
create conversations instead of enemies.

BEYOND BORDERS
CAMPAIGN · CO-CREATION · TOOLKIT



CONCEPTBEYOND BORDERS

Structuring the toolkit and workshop



CONCEPTBEYOND BORDERS

Rejecting homogeneity and embracing the  
exciting diversity of our world



ASSETSBEYOND BORDERS

Illustrating action



ASSETSBEYOND BORDERS

CARE INSTEAD 
OF CONTROL

BEYOND BORDERS

PEOPLE POWER    
 NOT  PASSPORT 
POWER

BEYOND BORDERS

CITIZENSHIP 
MEANS:

BEYOND BORDERS

CREATE 
CONVERSATION, 
NOT ENEMIES

BEYOND BORDERS

RE-DEFINE 
AND RE-ACT

BEYOND BORDERS



BEYOND BORDERS WORKSHOP



WORKSHOPBEYOND BORDERS



WORKSHOPBEYOND BORDERS

Through conversation, demonstration, and 
facilitation, we can expand upon the language and 
imagery that divides us rather than protects us.



BEYOND BORDERS WORKSHOP



BEYOND BORDERS OVERVIEWBEYOND BORDERS



25

Series of typographic scupltures that emulate the 
borders present in citizenship. Showcased as an 
obstacle course, the audience learns about the 
hardships and injustices in this area.

ACCESS DENIED
INSTALLATION · SCULPTURE · EXPERIENTIAL



CONCEPTACCESS DENIED

Learning through experience
In being put in the shoes of the “alien”, we learn 
about how accessing care from the state and 
society is gamified, much like an obstacle course

Enter the four words

I am not an alien

To continue, type the words you see in this image:

CITIZENSHIP Security Check (what is this?)

INFORMATION STAND 1: CONFORM 2: COMMIT

OBSTACLES

START OF COURSE END OF COURSE

3: CHOOSE THE BOOTH



PROCESSACCESS DENIED

The hostility and sterile nature of border control  
are translated in form and material of the structures.



OVERVIEWACCESS DENIED



OVERVIEWACCESS DENIED



OVERVIEWACCESS DENIED



OVERVIEWACCESS DENIED



OVERVIEWACCESS DENIED
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NCAD Zooms In is an annual guest lecture series 
inviting practitioners and experts in Visual 
Communication to speak about their work. 
Typically held online, 2026 was the first year 
that the event was held in-person. Together with 
fellow student, Katie McCorley, we developed a 
concept that celebrates this transition.

ZOOMS IN, ZOOM’S OUT
VISUAL IDENTITY · TOUCHPOINTS · SYSTEM



ZOOMS IN, ZOOM’S OUT PROCESS



ZOOMS IN, ZOOM’S OUT CONCEPT

Draft 1 Draft 2 Final Draft

Bringing the Digital into the Physical 
Zooms In -> Zoom is Out -> Zoom’s Out
Online guest lecture series is now live at NCAD



ZOOMS IN, ZOOM’S OUT ASSETS



ZOOMS IN, ZOOM’S OUT PROCESS

Developing the event program



ZOOMS IN, ZOOM’S OUT EVENT PROGRAM



ZOOMS IN, ZOOM’S OUT EVENT PROGRAM



DISPLAYZOOMS IN, ZOOM’S OUT



WAYFINDINGZOOMS IN, ZOOM’S OUT



ZOOMS IN, ZOOM’S OUT POSTERS



SOCIAL MEDIAZOOMS IN, ZOOM’S OUT



FILINCHEN-REBORN

44

Rebranding the beloved German crispbread, 
Filinchen, by returning to its roots. The concept 
emphasises revival over modernisation, taking 
inspiration from former packaging and patterns 
from the German Democratic Republic (GDR) era.

BRAND REVIVAL · PACKAGING · PHOTOGRAPHY



FILINCHEN-REBORN TRANSFORMATION

Original Crispbread

Previous logo
(1990-2025)

“Reborn” logo
(2025 concept)



FILINCHEN-REBORN CONCEPT: LOGO

Original Crispbread

→



FILINCHEN-REBORN CONCEPT: PATTERNS

Original Crispbread

Original Crispbread

Since 1946, a Thuringian delicacy that makes 
healthy living easier, simpler, and tastier! 

Traditional recipe with natural ingredients 
to satisfy all of your cravings

Easier, simpler, tastier!

The origins of our crispbread go back 
to the baker and confectioner, Oskar 
Kompa, who opened a bakery and 
pastry shop in the small Thuringian 
town of Apolda in 1946.

Named after his close friend,  
became a popular alternative to bread 
with its crispy, fresh, and unique 
recipe and production.

75g · 15 Crackers

GUTENA Nahrungsmittel GmbH
Dieterstedter Bache 10
Apolda, Thuringia, 99510
Germany

Questions?

Ingredients:
Wheat flour, whole wheat 
flour, wheat starch, butter, 
whole milk powder, invert 
sugar syrup, raising agent: 
sodium hydrogen carbonate.
May contain traces of soy.

Once opened, store in a cool 
dry place. Use clip included to 
close the packet.

Since 1946…

Baked in a waffle iron,    is a crispbread so versatile that it can 
fit into any time of the day — with your morning coffee or your evening 
tea, or as a quick snack when you’re on the go. 

Made with all natural ingredients, Filinchen lets you snack carefree!

Find out more on filinchen.de

Yellow bin ·

Pleaserecyclem
e

Pattern draft 1 Final patternPattern inspiration from the German Democratic Republic era (ca. 1949)



FILINCHEN-REBORN CONCEPT: FORM

Bag prototypeOriginal packaging (ca. 1960)



FILINCHEN-REBORN SET-UP



FILINCHEN-REBORN SET-UP



FILINCHEN-REBORN OVERVIEW



FILINCHEN-REBORN OVERVIEW
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