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KRISTINE LAURON

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 ACHIEVEMENTS

National College of Art and Design, Dublin TypeCon Education Forum Presenter (2026)
September 2022 - 2026 Presenting “Facilitating Diversity: The Designer’s Role in Supporting
BA (Hons) Graphic Design (International), 1:1 Cultural Representation” at TypeCon 2026 in Portland, Oregon
Research Paper: “Can Type Design be a Culturally
Sensitive Practice?” ISTD Membership — Commendation (2026)

Received membership with Commendation to International Society
Bauhaus University, Weimar of Typographic Designers (ISTD)
September 2024 - February 2025
Erasmus exhange in Typography and Photo-Text-Conception NCAD Staff Prize (2026)

Received Commendation for the award of the bursary
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04 ON-SCRIPT / OFF-SCRIPT

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




ON-SCRIPT 7/ OFF-SCRIPT

PUBLICATION - TYPOGRAPHY - DESIGN THEORY

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.
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ON-SCRIPT / OFF-SCRIPT
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ON-SCRIPT / OFF-SCRIPT

What defines clean? Good? Standard?




OVERVIEW

ON-SCRIPT / OFF-SCRIPT
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Process of bookbinding to “flip the script”
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Representing the cultural essence of
world scripts without conformity

ON-SCRIPT / OFF-SCRIPT



OVERVIEW
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ON-SCRIPT / OFF-SCRIPT

i Conflict Locatior
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Arabic Scripts
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Aeveloped the systematic nature of different Arcb_lc
nts. which centuries later evolved into various typographic
j-.~'~ and styles
Kufic
for exagmple.
characterised by angular,
rectilinear letterforms and horizontal orientation. originated in
the Iroqi town of Al- Kufa. It was primarily used for copying the
Guran. but lost its early popularity when it proved to be difficult
to reproduce. Naskh, which in Arabic means “to copy,” replai
kufic because it allowed for copying texts faster because of e
hand style. Talig. named in reference toits formal aspect of
“hanging.” was invented in the 15th century in Persia, and useq
for daily correspondence

ree

Around the

same time,
calligrapher Ibrahim
s seript with slanted connections
~ extending below the following letters,
fidential court documents and
rurkish sultans. Most known for its
irkable plasticity, Thuluth was
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Translating the character of world scripts like Arabic
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1952 Egyptian
revolution,
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voice c‘:f the people. The editor called the Arabic calli P
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According to
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Arabic grammar with textbooks written in Rug'ah. The script
was also everywhere in Baabda. the neighborhood where | grew
up. which is known for its historical landmarks. In fact. from the
upper-class hills of Ashrafiveh to the hip. busy commercial
streets of Hamra and the bustling streets of downtown Beirut
Rug'ah is everywhere — onroad signage, pharmacies, bckeries:

butchers, mechanics, and even inside groceries. While stuck in
Beirut's endless traffic jams, one can easily spot Rug'ah in the

back of the stationed trucks touting sayings such as

Your eyes
and your soul.

dless of where anyone was born, Rugiahiis the voice of the
/day Lebanese life.

Ruq'ah is ubiquitous in Lebanon's public space (Photogroph by Norma Elzoghhi)
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The importance of the “outsider” in the
cultural realm of design



BEYOND BORDERS

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.

CAMPAIGN - CO-CREATION - TOOLKIT

15



BEYOND BORDERS CONCEPT
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Structuring the toolkit and workshop



BEYOND BORDERS CONCEPT

B&% 5

Rejecting homogeneity and embracing the
exciting diversity of our world




BEYOND BORDERS ASSETS
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lllustrating action



BEYOND BORDERS ASSETS
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WORKSHOP
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BEYOND BORDERS WORKSHOP

WHAT CONNOTATIONS DO WLIAT WAKSS A BORDSR? WHAT LIMITS OUR CARY?
THIST WORDS HAVS TODAY?

CITIZEN o, - O
NEGATIVE POSITIVE
IMMIGRANT o—& O () A
NEGATIVE POSITIVE — . dl iry I'M@(
| dink. g we Jerla prinor aun tnabiby fo
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ALIEN o - ‘o) = MINGS in our Lide @a 1ha. price i
NEGATIVE POSITIVE ) lT’ C 5 7 = ‘6 *L(Mr% P i
MIGRANT o, : O \\ =
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EXPAT o $—O = 2 E J() OUX alromgs il o
e o E \“\\\\\\\\ \y V\OYV\iV\S - i Uy ot o
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REFUGEE o b Q = ““\\\\\\\ 4 V .Otl} ld-teocblo bud
NEGATIVE POSITIVE g - mete Ph: rica( Sk 5%‘0 (0] S(\p (l‘\ro_
= i wal()
TOURIST o o w [
NEGATIVE POSITIVE

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

INSTALLATION - SCULPTURE - EXPERIENTIAL

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.

25



ACCESS DENIED CONCEPT

CITIZENSHIP Security Check (what is this?)

START OF COURSE END OF COURSE
|
—_— To continue, type the words you see in this image:
= T T
—— | ] ]
—J E - W o detye £ ,lcastn
- ! oS e (X 4
] \
=
5/\
— ] "L ] B
INFORMATION STAND 1: CONFORM 2: COMMIT 3: CHOOSE THE BOOTH | am not an alien

OBSTACLES

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



ACCESS DENIED PROCESS

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







ACCESS DENIED OVERVIEW
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ACCESS DENIED OVERVIEW
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ACCESS DENIED

What h;ppens when the structures put
protection and safety suddenly tyrn

N place fo
against g7

Citizenship has become a system wherein We scre

and filter through people to pick out the good fr:jmetT
bad, the deserving from the undeserving, In emphasiﬁ
borders, we look for re2s0ns to Keep people out ratth;rIn
than welcoming thern vith us.

ACCESS DENIED pu fne shoes of the
undeserving, the “alici 2Ir routine of going
through multiple obsta aply get through to the
other side. Care, service ‘ance, speech: rights
become privileges that ne earned, not given,




ZOOMS IN, Z00M'S OUT

VISUAL IDENTITY - TOUCHPOINTS - SYSTEM

NCAD Zooms Inis 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 @
concept that celebrates this transition.
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ZOOMS IN, ZOOM'S OUT PROCESS
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ZOOMS IN, ZOOM'S OUT

L,
ZOOM®S OUT

Draft 1

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

Draft 2

Final Draft

CONCEPT







ZOOMS IN, ZOOM'S OUT PROCESS

16.02.2026 " 10am-Tlam I

(:{:: Tamara KnaPL

a positively playful award

winning author LIt tor and -1‘011».)[!!,?1‘\1! . l ‘ ” |
sitively playful, viSuE y : % g \ -

speakar, Ha speciallsas in po "l_'v“‘i-lr ‘:ﬂ‘--n( P \ : ) - s — -

storytalling to bring JOY and encouragermea 3 % A ‘ \ oo

Ashwin Chacko I

nission s to champlon creativity and

In Anderson's world, things both are and aren't
what they seem. A book pops up to become a
camera, a paper wedding Invitation functions

as a record player, and a risograph becomes a
lo-fi tool for animation. She delights in making
everyday objects misbehave—or at least behave
in ways we don't expect. “I'm always trying to do
things just a little bit wrong,® she says. But what
she's actually doing Is designing wonder.

K= e
Find out more about Kelll and thelr work on

\nstagram: @kelllanderson
Website: kellandersonoom

Developing the event program
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It’s coming to you live.

16-21February 2026, Harry Clarke Lecture Theatre
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SOCIAL MEDIA

garah Moloney

Graphic Designer & ustrator

27.04.2026
1st Floor Design Bul




FILINCHEN-REBORN

BRAND REVIVAL - PACKAGING - PHOTOGRAPHY

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.
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FILINCHEN-REBORN TRANSFORMATION

Filinchen

Original Crispbread

Previous logo “Reborn” logo
(1990-2025) (2025 concept)



FILINCHEN-REBORN CONCEPT: LOGO
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FILINCHEN-REBORN CONCEPT: PATTERNS
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Pattern inspiration from the German Democratic Republic era (ca. 1949) Pattern draft 1 Final pattern
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FILINCHEN-REBORN CONCEPT: FORM
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Original packaging (ca. 1960)

Bag prototype



SET-UP
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AThuringian delicacy with a flavour
that can Tulfil all your cravings -

Filinchen
Original Crispbread

Original Crispbread

FILINCHEN-REBORN
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OVERVIEW

FILINCHEN-REBORN
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THANK YOU!

hello@kristinelauron.com

kristinelrn

Kristine Lauron



mailto:hello%40kristinelauron.com?subject=
https://www.instagram.com/kristinelrn/
http://www.linkedin.com/in/kristine-lauron-7513ab252

