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Foreword


DAVID DROGA


This book is about the qualities you need to be successful in advertising, beyond being good at actually doing the job. Now, I don’t necessarily agree with every single word in here—there are so many different opinions in our industry, it would be amazing if any two individuals did agree on absolutely everything.


But what I wholeheartedly agree with is the principle that your success will be determined by a lot more than just how good you are.


For me, it’s your attitude that’s the key.


For a start, being hard-working should be a given. Always. If you’re new in an agency, you need to work hard so you stand out from the people who are already there, and so you can create your own opportunities. At the other end of the spectrum, if you’re a CD or an ECD, you need to work hard because you can’t ask people to work hard for you if you’re not prepared to work hard yourself. I don’t expect my people to work all weekend, but I do want them to work hard. The formative years are especially important—they determine your trajectory.


Above and beyond that, I believe the attitude that creatives most need is one of openness…a willingness to learn from people who have experience, people who’ve already made lots of mistakes.


Then there’s finding your voice. A lot of creatives start out trying to emulate the style of a David Abbott, or whoever. You need to have the confidence to answer a brief in the way you think is right.
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Some of you reading this may be studying advertising at college. I’m a huge believer in education—in fact I’m on the board of VCU Adcenter—but the one caveat I have for ad students is to bear in mind that you are spending a lot of your time studying old work, which inevitably means you can end up trying to replicate stuff from the past, instead of looking to the future. Students need to understand how what we do has changed. We’re still storytellers, but it’s not about a story that starts and finishes within the 30 seconds of a TV ad any more. Our job now is more about instigating a story, and letting it go. We can create momentum. Our work doesn’t have to be as disposable as before.


When the time comes for the student to get their first job, attitude is crucial. When I’m looking at a young team, I’m not just looking at their work. I’m looking for talent, of course, but also enthusiasm, and restlessness. I look for people who are fascinated by the broader world, not just the world of advertising. I look for people I can teach, but who can also educate me.


And once you’re in a job, the right attitude never ceases to be important. Being in a long-established team is advantageous in that you can develop short-cuts, and a great understanding with each other, but you can also get into bad habits. When I see solutions come back from a team that over time are overly consistent—always the same tone, the same emotion—then I can tell it’s coming more from them, and not from the brief or the product, and that’s not good. I like to mix teams up, put different types of people together—designers, digital guys. Whatever it takes, you constantly need to be challenging yourself.


I would recommend every creative to consider making a country move at some point. I’ve ended up making several, and I learned so much in each country. Australia taught me that advertising can be fun. Asia taught me you can create ripples from wherever you are. London taught me craft. The Publicis global job taught me about the business side of advertising. Then there’s what you learn about the different cultures… different music….


When you eventually get to be an ECD or have your own agency, you realize that success doesn’t just come from people’s talent but by putting them in the right environment. You need to create the right environment for great work to happen. Beanbags and bright paint are not going to make the work better—it’s not about props. But people have got to feel comfortable, and a building with plenty of space and light can help achieve that.


Be ready to have your principles tested. It’s great to have principles, but not so easy to stand by them when you have people’s salaries to pay. Will you work with any client, to pay the bills? Or will you turn work down? You’ll need to know the answer to that question.


I hope you glean from this book some of the behaviors that lead to success. Because even when you have your own agency, your success will stem largely from your attitude, just as it did when you were a student.




Introduction


HOW TO MAKE IT AS AN ADVERTISING CREATIVE


This book is aimed at anyone who is considering becoming an advertising creative, is studying to become one, or already is an advertising creative but would like to become a better one.


The difference between this and other advertising books is that this book will not teach you how to have ideas or write advertisements.


There are books already in existence that deal with the craft side of things; it is also taught extensively in colleges. What is never taught, however, is the collection of skills that you need to make it as an advertising creative above and beyond the ability to write good adverts.


This book will teach you how to get the best out of the people you work with, such as account planners, photographers and directors. It will teach you how to be successful at getting creative directors to buy into your ideas and how to present your work to clients. There’s lighter stuff too, like a discussion on whether what you wear is important, and how to argue with your partner.


Getting a job as an advertising creative is not easy. When I started at Watford College, our tutor told us solemnly that not all of us would get jobs. We thought he was trying to knock our confidence, before building it back up again, like at Marine Camp. Actually, he was telling the truth. Only two-thirds of us ended up getting jobs in advertising.


Not only is it difficult to get a job, it’s also hard to keep your job in this highly competitive industry. Five years out of college, only half of us still had jobs. After 15 years, we’re down to a handful. However, those of us who are still in advertising are now creative directors, some even contemplating their own agency start-ups.


And that’s why I believe this book is necessary. I’m convinced that those of us who went on to succeed in advertising aren’t necessarily the ones who were the most talented, but the ones who combine some talent with what you might call “savvy.” This book aims to teach you that savvy.


This book will teach you the intangible skills that are essential if you are to get a job, survive, thrive and ultimately make it big in one of the most exciting industries on the planet.




P.S. After reading this book, you might assume all creatives are male. That’s incorrect. Although I’ve written “he” throughout, this is purely to avoid the cumbersome “he or she” phrase.
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CHAPTER 1


DO YOU HAVE WHAT IT TAKES TO BE A CREATIVE?


Some say the best creatives are sponges—obsessively soaking up whatever’s going on in the world. Then again, it’s also said that the best creatives have tunnel vision—they’re mollusk-like creatures with obstinately thick shells who ignore outside influences, determined to define their own territory.


WHAT KIND OF PERSON MAKES A GOOD CREATIVE?


Some see a creative as an extrovert, fizzing with a profusion of ideas, sparking off the energy of his colleagues. Alternatively he’s a loner, who will retreat into the woods—or Starbucks—and spend hours or days without human contact, until a single monolithic creative idea looms out of his subconscious.


So no one really knows, and the reason no one knows is that there isn’t such a thing as a creative type. The most obvious divide is that between typically word-loving copywriters and visually biased art directors (most advertising is produced by creative teams, consisting of one copywriter and one art director—more on this later).


But in general, in an advertising agency creative department you will find the most diverse group of people imaginable. That’s half the appeal.


There is, of course, a stereotype of the advertising creative. Watch any movie about advertising and you’ll see that we’re all crazy. In How to Get Ahead in Advertising, Richard E. Grant suffers a psychotic breakdown so serious he believes he has grown a second head; in Crazy People (the clue is in the title) Dudley Moore spends the majority of the film as an inmate in a mental hospital, and molds his fellow psychiatric patients into a creative department.
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In reality, many of us look perfectly normal. No nation, race, sex, or religion has a monopoly on creative ability. Nor does any particular personality type dominate.


This was brought home to me when my agency sent eight young creative directors on a training course, part of which involved taking the Myers-Briggs personality test.


All eight of us scored completely differently.


Some were introverted, some extroverted. Some  were “thinking” types, some “feeling” types.... Some were spontaneous people, others more considered.


The only area we all had in common was a strong bias toward making decisions based on our intuition, rather than seeking to assemble the evidence.


INTUITION


The psychologist in charge of the program confirmed that in over 20 years of testing creative professionals, she was yet to come across one without this strongly developed sense of intuition.


The best creative director I have ever worked under had truly outstanding instincts. My art director and I used to liken him to a dog, with an incredible ability simply to “smell” a good idea. He never read research reports, but he always knew what consumers thought. He never enquired into how a product was made or what it contained, but he had an instinctive understanding of what its appeal would be. He never spent more than 1.5 seconds looking at a concept we showed him, and never ever changed his mind once he decided he liked something, or didn’t like it. And, incredibly, 99 percent of the time, he was right. Few of us have such an extreme bias toward intuition.


But it is fair to say that if you’re a person who never has hunches, never trusts your instincts, and never judges a situation until you have all the proper facts… you won’t make it as a creative.


DESIRE


Other than intuition, the most important factor in determining whether you will make it as a creative is simply how much you want it.


It is not easy to get a job in advertising—aspiring creatives can spend anything from two months to two years doing “placements,” before securing a permanent job. Quite a few give up.


And once you’ve got a job, it isn’t easy to keep it. Your work is highly visible; it could hardly be more so—it’s up on giant billboards in the street or played every night on TV. So if you’re no good, there’s nowhere to hide. You’ll get found out.


Plus, it’s a competitive field. More people want the jobs than there are jobs available. And plenty of people are prepared to work incredibly hard to get these jobs, and keep them. Advertising is full of passionate and committed people. If you don’t have the same desire they do, you won’t do as well as them.


As with all competitive fields, those that do well are those with drive and persistence, as well as talent.


A STRONG INTEREST IN ADVERTISING


As a child, I used to sing advertising jingles in the playground. My dad sold advertising space for The Sunday Times, which in the 1980s was running a fantastic poster campaign through Leo Burnett, and I used to beg him to bring the posters home for me. I put them up on the wall.


It’s unlikely that your story is as sad as mine. Nevertheless, a strong interest in advertising is another key predictor of success.


I remember when I was first trying to find a creative partner, I discussed teaming up with a guy who said he wanted to be an art director, but he was also in a band, which rehearsed several times a week.


He never made it as an art director. I don’t know if the band was successful either. I suppose focus is helpful for any line of work.


HUSTLE


Initiative is not essential, but over the years I’ve found it’s a quality that many good creatives possess. When I first came into advertising, I thought that juicy briefs would be passed around my workplace on a silver tray, like grapes at a Roman orgy.


That doesn’t happen. A lot of this book is about how to make things happen. It’s a bit like pinball. If you only flip the flippers, you will never get the high score. You have to learn how to nudge the machine as well. I’m not talking about lying or cheating here. You don’t want to “tilt” the machine. But a bit of nudging is to be encouraged.


Especially in the early stages of your career, you should be making things happen for yourself: rooting out good briefs; shooting little bits of film yourself; and making friends in unusual places. All that kind of stuff will help you, and we’ll be talking a lot more about it.


THICK SKIN


Before I worked in advertising, I was a journalist. Newspapers have a lot of pages to fill, and I found that 95 percent of what I wrote ended up in the paper.


But in our business, it’s the opposite — 99 percent or even 99.5 percent of what you write ends up in the bin.


If there’s one thing that characterizes a creative’s daily experience, it’s rejection.


You are allowed to go into a short period of mourning when an idea that you really love gets killed. But the most successful creatives learn to recover quickly from these setbacks, and “get straight back on the horse.”


Even when an idea does get approved, you still need to show toughness—to stand up to the people who start trying to ruin it.




· The account handler may ask you to change your script so the client will like it more.


· The planner may ask you to change it so consumers will like it more.


· The creative director wants awards juries to like it more.


· And the client asks you to change your script so it has a longer product sequence at the end. And in the middle. And the beginning. Actually, can we just have the product all the way through? Make it big. Put a spotlight on it. Some highlights. In fact, why don’t we just make it dance? What do you mean yogurts can’t dance?





DIFFERENT


In all probability, there’s something strange about you.


Something weird.


It might be something that everyone who knows you makes comments about, and jokes about, or it might be something only you know about.


It might be your sense of humor, your hobbies, or even just your hair.


But there’s definitely something different about you. It’s one of the reasons you are attracted to a creative job, rather than a boring one.


Be proud.


The more different you are, the better. Because to create work that is different and unusual, our industry needs people who are different—dreamers, weirdos, obsessives, folks who are “wrongly wired.”


If that sounds a bit like you, then you’ve come to the right place.




CHAPTER 2


HOW TO GET A JOB


GOING TO COLLEGE


If you have picked up this book because you think you might want to work as an advertising creative and you are wondering whether you have to take a college course to get such a job, there is a simple answer to your question.


You do.


The days of getting a copywriter’s job off the back of an English degree or an art directing gig straight from art school are long, long gone.


The good news is that the vast majority of colleges are extremely clued up about helping you get a job. They nearly all have good links with the advertising industry and regularly get working creatives to critique students’ work (these industry contacts will become crucial after you leave college and begin looking for a job). The tutors will teach you the principles of strategy, ideas, and craft. They will help you build a portfolio that you can take round to agencies.


I didn’t do much research before choosing a college, but then again, we didn’t have the internet in those days. You do. You must carefully research what colleges are out there. If you know anyone in the industry, or a friend of a friend works in the industry, then speak to them and get a recommendation.


As with anything in life, some colleges are better than others. Don’t just rely on their websites and the stuff they send you—these are essentially marketing tools, and without fail they will tell you that their college is brilliant. Find out as much as you can about their reputations from external sources.


How much the college charges in fees and where it is located will both be important factors. Another biggie is how many years the course lasts (some courses are one year, some two, some three). If you already have a degree, you may prefer a one-year course. If you’re still in your late teens or early twenties, you may not want to enter the world of work just yet, so a three-year course may be more appropriate for you.


ART DIRECTOR OR COPYWRITER


At some point, you will have to decide whether you want to be an art director or a copywriter. The vast majority of ads are created by a team of two—one art director and one copywriter. (This is another great advantage of college: most creatives meet their partners there.)


On my first day at college, the tutor made one simple request of us. “Everyone who can draw, stand to my left. If you can’t draw, stand on my right.”


We divided ourselves into two more or less equal groups, and he announced: “Right. All of you on this side of the room, you are the art directors. The rest of you are copywriters.”


That was it. He went on to say that it was just a trial, and anyone who wanted to change could do so at a later date. But no one did.


It’s an unconventional method that almost certainly isn’t followed at most colleges, but it demonstrates that this is not a decision to agonize over.


Most people find it relatively easy to decide which they are. For example, if you have a strong visual sense, and are interested in things like fashion, cinematography, photography, design, or illustration, then you are an art director.


If you are interested in any kind of writing or screen-writing, then you are probably a copywriter. People who are good at talking—the people whose parents thought they might become lawyers one day—are normally copywriters too. (Art directors are often strong, silent types.)


The art director/copywriter combination has been the way creative teams have been structured for over 40 years. Very recently, there has been a trend toward teams where neither partner defines themselves explicitly as the copywriter or the art director. That’s OK too. For most of the time, you both do exactly the same job—and that is thinking.


All that matters is that, between the two of you, you will be able to cover the various craft skills required; for example, writing copy, choosing photographers, or working with typefaces.


For more information on what copywriters and art directors do separately, see Chapter 9 of this book—”The differing career paths of art directors and copywriters”.


WHAT YOU DO AT COLLEGE


You will spend the majority of your time at college actually writing adverts—putting together dummy advertising campaigns for real products. You’ll practice working in a variety of media, and with a variety of different partners.


You will also be trained in some of the craft areas, such as typography, copywriting, photography, and art direction, and may be exposed to some general business skills, such as how to pitch and how to give presentations. Depending on the length of your course, you may study advertising in its wider cultural context; analyzing its impact and its history.


I’ve noticed that how people approach their time at college depends a lot on their age. The students who are taking their first college course, perhaps living away from home for the first time, tend to behave more like typical students—going out a lot, having fun, and crashing their cars (if they have them). Whereas the students who already have a college degree, or are a little older, tend to be more focused on what they can get out of the course, and on getting a job.


Either approach is fine. You have to do what is right for you, and your life-stage.


The relationships you form with your fellow students are crucial. These guys and girls are your peer group, and you will probably stay in touch with them for years to come. They will shape your views on advertising as much as the tutors do. And they are the people who, in future years, you will turn to for advice and, inevitably, compare your career progression with.


There’s no secret to getting the most out of your time at college—work hard, have fun, and learn lots. The goal is to leave college with a good partner and a good book.


Your book may not be good enough to get you hired immediately on graduation, but it should be good enough to get you some interesting conversations with working creatives. And they will help you the rest of the way.
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Three very different “landing pages” of three very different online portfolios. A digital portfolio shouldn’t just showcase your work, but also your personality.
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PUTTING YOUR BOOK TOGETHER


WHAT FORMAT?


To get a job in advertising, you create dummy or “spec” ads for real clients, put them in a portfolio to showcase your creative talent, then get your portfolio or “book” seen by creative directors. That’s the method creatives have been using to get a job for well over 40 years now.


However, the “rules” for what should be in your book are evolving rapidly.


The answer used to be easy: eight ad campaigns (each consisting of three print ads), plus maybe an ambient execution (ambient means non-traditional media, such as ads on the sides of coffee cups, the undersides of airplanes, or stamped onto students’ foreheads) and the odd TV storyboard (N.B. without dialogue).


Such was the way it was, for years. But if your book still looks like that, you’re doing it wrong. Why? Because creative directors have gone digital-crazy.


Despite growing up in the age of VCRs and vinyl, most creative directors are surprisingly well informed about digital. They’re closer to the “business” side of the business—they know that the agency’s clients now want great work in non-traditional media, as well as the traditional ones like TV and print.


And as well as retraining their existing creatives, they’re looking to the new generation to give them that work. You must be that new generation. Your book must show compelling examples of how brands can exploit the digital space.


Having said all this, you’ve got to show you can do the traditional media as well, so your book still needs to have lots of great print work. And now that camcorders are cheap, and editing software is free, it’s not hard to put together your own TV ads too. If what you produce doesn’t look broadcast-standard, it doesn’t matter. It shows energy—and this is often the difference between good teams and OK ones.


But more and more you need to demonstrate how to reach consumers in new ways. That means new media, events, ideas for mobile games, TV shows, crazy sh*t... maybe even new products.


And, above all, digital.


The most recent student team whose book my partner and I recommended to the executive creative director at BBH looked like this: nine campaigns, comprising a total of 21 print ads, two TV ads, six digital executions and 31 (!) executions that were ambient/ new products/crazy sh*t. Maybe there were a few too many of the latter, but you get the idea.


Fashions in student books change. Make sure you’re up-to-the-minute.


Maybe your book shouldn’t even be a book, but a website or a CD.


(Actually, I always advise young creatives not to put their work onto CD. At least half the time a creative director tries to look at a CD, there is some kind of compatibility problem, and the thing doesn’t work. Don’t take the risk.)


At the time of writing, the industry is transitioning between the traditional black portfolio with clear plastic sleeves—what you could call an “analog” book—and digital portfolios. It seems likely that all portfolios will be digital within a short space of time.


A digital portfolio is easy to put together—a simple web search will throw up many sites that offer to help you create one, either for free, or for only a small fee. Have a look at a few that other people have done before you do your own. Decide what you think they’re doing well and not so well…then copy the elements that you think are good and improve on the bits that aren’t. A simple layout and easy navigation are vital.


But whether your work is on a website or on ancient papyrus, the fundamental principles remain the same.


SPENDING YOUR TIME SMARTLY


Naturally, you want it to look presentable—a sloppy portfolio that looks as if it were put together by a right-handed eight-year-old using only his left hand is not what you want. So it’s definitely worth spending time crafting your book. But whether your visuals are created on a computer, sketched up with marker pens, or hand-painted with blood from your own veins doesn’t make much difference as long as it communicates clearly and looks as if you know what you’re doing.


On the other hand, you don’t want to spend an excessive amount of time crafting the appearance of your work. What your work looks like is far from the most important factor. Creative directors are primarily looking for people who can think, not use a Mac. A lot of people can use a Mac, but not many people can think up brilliant ad campaigns.


Be smart in how you allocate your time. Someone who spends seven hours working on a campaign idea and can then make it look presentable with 20 minutes of Mac time is going to get hired a lot quicker than the person who spends only 20 minutes thinking of ideas and then spends seven hours perfecting the layouts in Photoshop.


Devote the vast majority of your time to thinking. There’s a rather large irony in putting a spec book together—the number-one thing creative directors say they’re looking for in a student book is “good strategies”—smart thinking about how to sell a product, rather than clever ads per se. And yet, as soon as you get into an agency, the strategies aren’t your responsibility, but the responsibility of the planner. Nevertheless, that’s what creative directors are looking for. So don’t even start to write ads until you have a great strategy to write to.


PICKING YOUR PRODUCT


A lot of teams looking for a job have funny ads in their book. But not many will have ads that, while equally funny (or moving, or whatever), are actually based on an insightful strategy that could really shift a product. Even fewer will have married that thinking to exactly the right brand or product.


Picking the right products to work on is quite an art. The point of your book is to make you look good. Therefore, don’t pick products that are “too easy.” By this I mean products like a washing machine that runs on only one cup of water—the product itself is so brilliant that it doesn’t leave much room for your brilliance. Similarly, avoid products like condoms or AIDS charities—these areas have such a rich potential for powerful advertising that you’re giving yourself an unfair advantage. No one is impressed by the darts player who stands 12 inches from the board.


Then again, don’t try to hit the bull’s-eye from the other end of the room. When I was working on my student book, my partner and I spent weeks and weeks trying to come up with a campaign for a bank—any bank. We never cracked it. Banks are really hard to advertise. They are probably the least visually interesting places on Earth, for a start. All financial services advertising is hard. If you pick a product that is too hard, it’s difficult to shine.


I would also advise against choosing unknown products. If you are launching a new product, it takes time to communicate what it is and what it does, before you can get around to explaining why it’s good. That makes it hard to create work that communicates quickly. And a slow ad is a bad ad. Creative directors like books that are quick to go through, because they know that in the real world, consumers are pressed for time, and are minimally interested in advertising. Creative directors themselves are pressed for time, and have a lot on their minds. Don’t give them campaigns that are hard to work out.


Strip out anything that takes time to read. Don’t include a summary of what the brief was, for example, or body copy on print ads. Keep headlines short and avoid TV scripts that require dialogue.


Also, avoid writing campaigns for companies that already have great advertising. Don’t write ads for Nike, Volkswagen, or Sony. People can’t help but compare—it’s human nature. And the comparison won’t be in your favor. Better to present good advertising for a product that has never had any. That way, the comparison works for you.


For now, avoid working on the sexy showpiece accounts. There’ll be plenty of time for that when you get into an agency.




WHAT SHOULD BE IN YOUR BOOK?


· Print ads


· TV storyboards


· Ambient ads


· Non-traditional/digital ads


· Crazy sh*t!





HOW TO APPROACH AGENCIES


CALLING CREATIVES


Some agencies have specialist in-house recruiters—they will have a title such as creative manager or director of creative services, and you can track them down via the agency’s website. But most agencies don’t have such people. That means you will have to get hold of the creatives, and calling creatives is hard, because usually they don’t pick up the phone.


They may be out on a shoot, or may be working and don’t want to be disturbed, or they may be screening their calls. Many ad agency phones have caller ID so it’s easy for creatives to ignore numbers they don’t recognize. Although it may seem shockingly arrogant that creatives don’t even deign to lift their receivers, some creatives get hundreds of calls a month from photographers’ agents and directors’ representatives, so it’s understandable.


You may find your call goes through to voicemail. Don’t bother leaving a message—nearly no one calls back. When I was looking for a job, I used to think it was the height of rudeness that creatives never returned my calls. But then I realized…why expect someone to do you the favor of calling you back, just so you can ask them for another favor?


So, if you want to speak to a creative on the phone, you will have to keep calling and calling, and hope that one time they pick up by mistake. But be warned, even when you do get through, it may be awkward. Many creative people are introverts. They don’t give good phone.


So my advice is to forget calling.


PERSONALIZE YOUR COMMUNICATIONS


Simply send an e-mail to the team you would like to see, explaining who you are.


Or send a letter. There seems to be a perception out there that “no one reads letters any more.” I can assure you that they do. Letters also have an advantage over e-mails in that a letter can’t be instantly deleted.


Be aware that most creatives get more requests for help than they have time to see people. You need to get them to choose you, rather than the three or four other teams whose requests are cluttering up their in-box.


The worst thing you can do is send something that looks like a standard e-mail, which you’ve sent to 40 other teams. If you haven’t taken the time to find out about the person you’re writing to, then why should they take the time to find out about you?


So when you are writing to a creative, whether by letter or e-mail, you must personalize your communication.


Find out about a piece of work they’ve done, and mention it in your note. For example, if writing to Juan Cabral, you could start with “loved your Tate Gallery campaign—it actually inspired me to go there.”


Use personal recommendations too. For example, “we just saw your old mates Nick & Simon at BBH—they said to say Hi, they liked our book and thought you guys would be good people to help us move it on.”



DO


· Strip out anything too long to read


· Keep headlines short


· Choose a familiar product or service







DON’T


· Create ads for companies that already have great ads


· Choose a difficult company that’s almost impossible to do good ads for


· Pick products that are “too easy”








Once the junior teams like your book, see the more senior teams. And when these teams like your book, ask them who is in charge of placements/freelance/ hiring (but not before that stage—you’ll sound pushy).


You’ll rarely (if ever) get an appointment to see a creative director. But that’s OK. You don’t need to. All you need is a senior team who are on your side, and they will pass your book on to the CD.


And remember, if you are using a traditional or “analog” book, make sure you have multiple copies of it. That way, if one gets “stuck” in some CD’s office you still have another to take around.


It’s also important to “tailor” your book. If a team doesn’t like one of your campaigns, then remove it the next time you go to see them. If an agency is known to be keen on seeing digital work, or ambient, or whatever, then weight your portfolio in that direction.


When you come into an agency for a crit, be friendly, interesting, attentive, clean, and punctual.


And, finally, smile.


I know it sounds corny, but the fact is they’re not just looking at a book, they’re looking at two people.


It’s probably no coincidence that a long time ago, in a galaxy far, far away, the first people to give me and my partner a placement (thank you, Richard and Markham) were two guys that we happened to get along with.


HEADHUNTERS


Some young creatives are scared of headhunters. You shouldn’t be. Despite the scary name, they are nothing to be frightened of.


“Headhunters” is an industry term for recruitment consultants. They are often ex-agency employees themselves, and for some reason are nearly always female.


Their job is to see creative directors and find out what kind of teams the agency is looking to hire (what level of experience, salary expectations, and any specific experience needed) and then find creatives to meet that brief.


You can make an appointment simply by calling them, or e-mailing. They will invite you to come to their office, where they will look through your book, and maybe note down some of the campaigns you have in it. At the same time, they are assessing what kind of person you are, and which creative directors they think you’ll get on with, either now or in the future. After that, probably nothing will happen.


For that reason, junior creatives sometimes say there’s no point contacting the headhunters, not until you have several years’ experience. They argue that most first-job creatives get hired from placements, which are arranged by agencies, not headhunters.


There is some truth in that. Most agencies use their senior teams as a filtering system to bring in placement teams. But some creative directors like to ask headhunters if they know of any interesting juniors. Some creative directors even call in 20 or 30 books from headhunters and offer a job—or at least a job trial—to the one they like the best.
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