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ABSTRACT 

This document provides an account of my work and event planning 

experiences as a graduate intern in the Department of Public Programs at the J. Paul 

Getty Museum in Los Angeles from September 2007 through August 2008. 

This document provides a summary of the history of the J. Paul Getty Museum, 

its Public Programs, and my background. The Department of Public Programs, also 

known as the Performing Arts Programs, offers an array of events, including music, 

dance, films, theatre, and family festivals (arts and craft workshops). This document 

discusses the procedures and challenges of presenting these various types of 

performing arts events in a visual art museum setting, particularly at the Getty Center. 

It also details my duties during the event planning process in general and in a specific 

project for which I was responsible at the Getty.  

More significantly, this document analyzes the first large scale audience survey 

of the Public Programs since the Getty Center opened in 1997. The survey results 

show the Department of Public Programs has been successful in strengthening the 

connections between the exhibitions and performances and in building a core 

constituency; several discoveries reinforce some of the current trends in the field of 

arts administration. Furthermore, the audience‘s written comments provide useful 

reflections for future performing arts programming.  

The insights in this document, including my observations and reflections on 

personal, departmental, institutional, and arts management levels, will be relevant for 

students in similar internship situations, especially in a large organization like the 
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Getty. Moreover, the survey statistics and audience comments will provide valuable 

data to arts programmers, who must regularly re-evaluate the programming and 

respond to the needs and suggestions of their patrons.  
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CHAPTER I  

INTRODUCTION 

The purpose of this document is to examine my personal experience of serving 

as a graduate intern at the J. Paul Getty Museum in Los Angeles for the period from 

September 2007 through August 2008. The original contract ended in May 2008; 

however, my job performance allowed the original eight-month contract to be 

extended for an additional three months. The internship was funded and co-sponsored 

by the Getty Foundation and was administered under the Department of Public 

Programs, also known as the Performing Arts Programs. Part of the responsibility of 

the internship was to conduct an audience survey for every event in 2008, the analysis 

of which will be discussed in Chapter III. The completion of this project will fulfill 

part of the requirements for the Fine Arts Doctoral Program in the College of Visual 

and Performing Arts (Department of Theatre and Dance) at Texas Tech University. 

This dissertation is also the first document written about the experience of a graduate 

intern at the Department of Public Programs, as well as the first analysis of Getty‘s 

performing arts audience surveys since the Getty Center opened in 1997. 

Chapter I includes an overview of the life of Mr. J. Paul Getty and the history 

and organization of the J. Paul Getty Trust and the Department of Public Programs. It 

also provides a brief summation of my background and experience. I describe my 

internship experiences in Chapter II, which also includes the projects I participated in 

and headed. In Chapter III, I plan to analyze the audience surveys, as well as discover 
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the features of performing arts programming in a visual art museum setting. 

J. PAUL GETTY: BRIEF BIOGRAPHY FROM 1892 TO 1953 

The J. Paul Getty Museum, with its two campuses at the Getty Center in Los 

Angeles and the Getty Villa in Malibu, California, is one of the most prestigious and 

wealthiest museums in the world. The Villa currently holds a permanent collection of 

Western Antiquity, approximately 44,000 objects, and the Center contains a sizable 

amount of works of paintings, drawings, manuscripts, photographs, and decorative arts 

(―About the J. Paul Getty Museum‖). The entire collection is still growing today, but it 

started modestly. The story of the art collection and the creation of the Getty Museum 

begin with Jean Paul Getty, the founder of the Museum and the wealthiest living 

American as listed in Fortune magazine in October 1957 (Getty 3). 

The oil business brought Getty his great wealth and later financed his art 

collection. Getty was born in Minneapolis, Minnesota, in 1892 to George F. Getty and 

Sarah Getty. George F. Getty was a well-established and wealthy attorney who later 

also became a highly successful oil-field wildcatter (20). J. Paul Getty‘s first 

encounter with the oil industry was in Bartlesville, Oklahoma, where his father 

purchased the oil and gas lease on Lot 50 (21). At age eleven, Getty visited 

Bartlesville, then ―Indian Territory,‖ only to feel disappointed by not encountering 

legendary Native Americans or gun-toting cowboys. The trip was not a complete 

letdown, however, because the drilling of the No. 2 well on Lot 50, according to 

Getty‘s autobiography, As I See It, truly fascinated him (22). Getty admitted he was to 

some degree responding, not to the business part of the petroleum industry, but ―to the 
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lure of oil [, . . .] the challenge and adventure inherent in field operations, in the hunt–

the exploration and drilling–for oil‖ (23). And it was this fascination and his desire to 

explore that eventually led Getty into the oil industry and to his prosperity. 

George F. Getty‘s business continued to prosper after the Getty family moved 

to Los Angeles in 1906. Simply inheriting his father‘s fortune, however, was certainly 

insufficient for Getty to head the list of the wealthiest Americans in Fortune magazine. 

Throughout J. Paul Getty‘s school days, he clearly demonstrated his capabilities and 

his philosophy, which not only enabled him to gain and keep his wealth, but also 

showed his generosity and humble nature. For instance, before Getty turned sixteen, 

he asked his father if he could work in the oil field during his summer vacations; his 

father agreed on the condition that Getty would work from the bottom up, which 

meant he would begin as a roustabout, earning a roustabout‘s wage. To prove that he 

was not a spoiled child, Getty agreed to this condition, and surprisingly, he adapted 

well to the drastic change from being the boss‘s only child to being a roustabout (25). 

He not only understood and was capable of handling the heaviest and dirtiest tasks, but 

he also learned every aspect of field operation. Quickly, he won the acceptance of the 

field workers ―as one of their own‖ and ended up returning to Lot 50 for the next three 

summers (25-26).  

The summer experience equipped Getty with a great knowledge of oil 

operations and proved crucial when he later chose to be his own superintendent on the 

drilling site. Getty admitted that he tended to be autocratic; by taking the role of 

supervisor himself, he could ensure his employees would follow his instruction closely, 
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and with his expertise, he also gained loyalty from his crew (36-37). Not surprisingly, 

his autocracy later manifested itself as well during the construction of the Villa 

Museum in Malibu in the 1970s.  

A strong desire for knowledge and an open mind were two other characteristics 

that Getty had shown throughout his formal education days, and these were also 

important qualities that strongly influenced his approach to the acquisition of art 

pieces. After completing his high school education at Harvard Military Academy, 

Getty tried to study at the University of Southern California and the University of 

California at Berkeley (58). During his brief stays at these two schools, Getty felt 

discouraged, for he not only noticed there were too ―many social divisions and much 

class-consciousness,‖ but he also realized the social events related to sports and 

fraternities were unfortunate priorities rather than the pursuit of knowledge (62). In 

addition, Getty sensed a fundamental drawback in the teaching of economics and 

political science, two of his favorite subjects; the economic courses emphasized only 

American economics, and the teachers in political science tended to be prejudiced as 

well (59). Because of his objection to the conservatism in the US education system 

and his own desire for a more serious learning environment, Getty chose to study 

abroad at Oxford in 1912 (59). 

Another important trait of Getty was his belief that one was responsible for 

one‘s own success or failure, and therefore, Oxford was a perfect match for him. 

Getty‘s learning experience there was more than inspiring and satisfying, not merely 

for its tutorial system, but also for its training of accountability and self-discipline. 
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Getty felt it was essential that a student ―was not taught what to think, but given 

guidance in learning how to use his mind‖ (61). In the process of searching for, 

organizing, and then interpreting the information, Getty believed that a student not 

only acquired knowledge, but also developed skills for intellectual improvement (60). 

One tutor in Oxford, Getty noted, also embraced the idea of self-discipline when he 

said that classroom attendance was optional as long as the students could manage to 

pass the examinations (64). Getty shared this concept of self-discipline; in fact, all the 

characteristics mentioned above were imperative qualities that ultimately influenced 

Getty‘s approach towards the art collection and the establishment of a museum. 

Getty‘s wealth undoubtedly provided him with great resources when it came to 

art collecting. Besides his personal business, the net worth of which already 

approached $3 million in 1923, Getty also took over his father‘s business at the age of 

thirty-seven when his father passed away in 1930 (37-38).
1
 Continuing to expand and 

prosper in the US, Getty‘s company also ―obtained the oil concession on Saudi 

Arabia‘s undivided half-interest in the . . . Neutral Zone;‖ his enterprise became a truly 

global empire when the Neutral Zone proved to have ―immense oil reserves‖ in 1954 

(48). 

Although his business started to flourish when he was quite young, Getty‘s 

interest and dedication in purchasing works of art began comparatively late. The 

collecting seed might have been planted during his trip to Japan and China in 1912. He 

recalled the most valuable benefit he gained from the Asian trip was a desire to own 

                                                
1 Getty turned his initial investment of $500 into his first million in 1916, not yet twenty-four 

years of age, see Getty 28-30.  
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works of art; he wrote, ―attracted by the delicacy and grace of Oriental art, I bought 

some pieces of carved ivory, some bronzes and some lacquerwork. The purchases 

were modest, but I still have the items and, in a sense, they can be said to have formed 

the basis of my art collection‖ (264). And for the eighteen years that followed the 

Asian trip, Getty repeatedly visited some of the great galleries, ―museums, 

archaeological sites, and art dealers‖ throughout the world (Greenberg 4). He also 

―recorded in his diary the works of art that impressed him‖ and their prices (4). The 

more art he saw, the more he desired to own, and it was his purchase of a painting by 

Jan Van Goyen in 1930 that officially marked the beginning of his art collection.  

Interestingly, Getty actually had no particular purchasing plan; he simply 

bought what he liked. Nonetheless, the characteristics he showed during his school 

days started to reveal themselves in his attitude towards art collecting. Not only did he 

do in-depth research on the subject of art and art history, he also consulted with 

authoritative figures for guidance (Getty 266).
2
 The art of ancient civilization 

particularly fascinated Getty, especially sculpture. During his earlier trips to Italy and 

Greece, he saw ―the crumbled and fragmentary remnants of the architectural marvels 

that these long-dead civilization had produced,‖ and the study and collection of 

antiquity became his lifelong passion (280). Among his antiquity purchases, the most 

significant one was the ―acquisition of the Lansdowne Herakles, a Roman Statue in 

marble modeled after a Greek original,‖ which is now a must-see celebrity in the Getty 

                                                
2 Getty was fairly proficient in six languages─English, French, Spanish, German, Italian, and 

Latin─and this capability helped tremendously when he studied those works that interested him, see 

Walsh and Gribbon 24. 
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Villa (Hackman and Greenberg 1). 

Getty‘s interest, however, grew beyond antiquity. In 1935, he established his 

business base in New York City, where he leased Mrs. Frederick Guest‘s penthouse 

apartment at One Sutton Place. Mrs. Guest had decorated the apartment ―with a 

magnificent collection of eighteenth-century French and English furniture,‖ which was 

sufficient to make Getty feel ―fine furniture was no less fine art than a painting or a 

piece of sculpture‖ (Getty 267). Getty decided to concentrate on collecting five 

categories of the fine arts that appealed to him the most: 

1. Ancient Greek and Roman marbles, bronzes, mosaics and murals. 

2. Renaissance paintings. 

3. Sixteenth-century Persian carpets. 

4. Savonnerie carpets. 

5. Eighteenth-century French furniture and tapestries. (267) 

Although Getty began his fine art collection comparatively late, it did not take 

him long to become a dedicated and serious collector. Getty described himself as ―an 

apparently incurable art-collecting addict‖ and teased himself when making a 

comparison that if the ―habitual narcotics user is said to have a monkey‖ on his back, 

he felt as though he had ―several dozen gorillas‖ riding on his back (273). He tried to 

quit art collecting each time he believed he had acquired enough pieces, but, 

fortunately for the Getty Museum, he was not successful. Nevertheless, as committed 

to collecting as he was, little did he expect that one day he would build a museum to 

exhibit his collection. 
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Even after being named the wealthiest living American in October 1957, Getty 

confessed that the most rewarding aspect of his life was his art collecting (262). For 

him, ―few human activities provide an individual with a greater sense of personal 

gratification than the assembling of a collection of art objects that appeal to him and 

that he feels have a true and lasting beauty‖ (Greenberg 1). And it was this aspect of 

his life philosophy that led to the establishment of the J. Paul Getty Museum. 

THE CREATION OF THE J. PAUL GETTY MUSEUM IN MALIBU: 1953-1976 

Not only did Getty enjoy purchasing works of art, he also liked to share with 

others the joy of experiencing these great works. After Getty obtained Rembrandt‘s 

Portrait of Marten Looten in 1938, he anonymously lent this painting to an exhibition 

in the Fine Arts Pavilion of the New York World‘s Fair, where numerous people had a 

chance to view it (Getty 269-270). Later on, he started to donate works of art to 

several museums, such as the Santa Barbara Museum of Art and the San Diego 

Museum of Art. In 1953, he also donated the Portrait of Marten Looten to the Los 

Angeles County Museum of Art (Greenberg 4-5). These gestures were early 

indications of Getty‘s generosity, which, in return, gave him great satisfaction, for he 

knew the general public also had access to these masterpieces.  

An example that exhibits Getty‘s extreme generosity and unprejudiced nature 

occurred when he obtained one of his highly appreciated pieces, the Ardabil Carpet, 

dating back to the sixteenth century. The Ardabil Carpet, according to ―Moslem 

Persians . . . , was ‗too good for Christian eyes to gaze upon‘‖ (Getty 270). Getty 

purchased this piece in 1938 at a price just below $70,000. Later, the Egyptian King 
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Farouk intended to buy it from Getty as a wedding gift to his sister, Princess Fawzia. 

The King sent agents to negotiate with Getty, offering $250,000 and even hinting at 

the possibility of doubling the amount. Instead of accepting this amazing offer, Getty 

donated the Ardabil Carpet to the Los Angeles County Museum of Art so that ―all 

eyes–Moslem, Christian, or of any other faith–may gaze upon its beauty‖ (271).  

It was this kind of generosity that eventually led Getty to open his private 

collection to the public. Getty had always wished that those who wanted to view his 

art collection could have the opportunity, especially those underprivileged. On the one 

hand, Getty strongly believed that the ―difference between being a barbarian and a 

full-fledged member of a cultivated society is in the individual‘s attitude toward fine 

art‖ (276). On the other hand, he also understood the ―barbarians‖ could not become 

enlightened and civilized with a blink of an eye when they had no chance to learn to 

appreciate works of art. He said, the ―transformation cannot take place until they have 

had the opportunity to be exposed to fine arts–to see, begin to understand and finally 

to savor and marvel‖ (277). The opportunity for the so-called ―barbarians‖ to develop 

a love for the arts began with the establishment of the J. Paul Getty Museum in Malibu, 

California. 

In 1945, Getty purchased a Spanish-style ―Ranch House‖ with ―its surrounding 

acreage‖ in Malibu, overlooking the Pacific Ocean, and his collection of antiquities 

and European decorative arts soon ―filled the two-story structure‖ (Hackman and 

Greenberg 7). Eight years later, he formed an educational trust with a board of trustees 

overseeing his art collection, which had grown so important and substantial since 1930 
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that some colleagues suggested he open the Ranch House to the public. Getty had not 

been in residence there since he left the US in 1951, so he agreed to convert his Ranch 

House into a small museum (Walsh and Gribbon 29).  

The Getty Museum first greeted the public in May 1954; for the ensuing two 

decades, the Museum was only open from three to five on Wednesday and Saturday 

afternoons, and the ―[c]ollege students served as ‗ushers‘‖ (31). Compared to the 

crowd that flooded into the Getty Center after its opening in 1997, these early days 

were not particularly busy, ―with three dozen visitors constituting a good crowd on 

any given afternoon‖ (Hackman and Greenberg 7). Although the visit was by 

appointment only, the Museum was free and gave locals and tourists ―a chance to see 

many works of art that had no comparable counterparts in any museum west of the 

Mississippi River‖ (Getty 277). Indeed, to ensure the public had an opportunity to 

develop an appreciation for art, it had always been Getty‘s intention that the Museum 

should be ―free of all charges–be they for admission or even for parking‖ (279).  

As Getty‘s business continued to expand, so did his art collection. Although he 

had lived in Sutton Place, a ―Tudor manor [. . . ], 25 miles southwest of London‖ since 

1960, he had been sending most art pieces back to his Californian home (Walsh and 

Gribbon 17). Soon, Getty and his advisors realized the Ranch House could no longer 

adequately accommodate his collection; a completely separate building thus became a 

necessity. As far as an actual structure was concerned, Getty‘s philosophy was that 

one did not ―construct a building to house a $200-million art collection on the cheap‖ 

(Getty 279). Strong-minded, he certainly made clear he objected to the ―concrete-
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bunker-type structures‖ and the ―tinted-glass-and stainless-steel monstrosity‖ (278).  

Because of his special interest in ancient civilization of Mediterranean, Getty 

decided the new structure would be a recreation of the ancient Villa dei Papiri in 

Herculaneum (282). The Villa dei Papiri, said to be the grand home of Lucius 

Calpurnius Piso, had been buried by the eruption of Mount Vesuvius in 79 BCE, and it 

was not discovered until 1709 CE (281). Piso was ―a wealthy Roman collector of 

literature,‖ and by using his Villa as a model, Getty might have wished himself to 

continue the ―tradition of great collectors,‖ as well as to be a contemporary 

counterpart of Piso (Hackman and Greenberg 9). Though the Museum was not an 

accurate replica of the Villa dei Papiri, its design closely followed that of Piso's house: 

―a large, two-story main block, including an atrium and the usual rooms adjoining it; 

an inner peristyle with garden; a dining room triclinium and a vast 350-foot-long 

peristyle with colonnades, frescoed loggias, fish pond, and garden‖ (Walsh and 

Gribbon 48). Today, most of the Public Programs activities take place in the inner and 

outer peristyle during the Villa Family Festivals. 

When ground was broken on his ranch property in December 1970, Getty had 

been away from the US for years. Although physically distant, his autocracy 

manifested itself in monitoring the construction progress. He regularly received 

detailed reports, photomontages, ―large-scale photo boards, and even films‖ of the site, 

which enabled him to make ―both major and minor decisions from his estate in 

England‖ (Hackman and Greenberg 9).  

In January 1974, the new Getty Museum opened; again with free admission, it 
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extended its hours from 10:00 a.m. to 5:00 p.m., Monday through Friday. In less than 

one year of its opening, over 360,000 people had visited the Museum (Getty 285). In 

fact, so many vehicles lined up on the Pacific Coast Highway, blocking the adjacent 

residential streets, that his neighbors were extremely unhappy because ―they owned 

the narrow strip of land at the exit from the Museum ground to the Pacific Coast 

Highway‖ (Walsh and Gribbon 62). This appeared to be the primary reason that the 

Museum was closed on the weekends. Even though Getty generously offered to build 

a larger parking facility, the authorities refused to grant permission. As a result, the 

Museum had to limit admission to approximately 1,300 people per day and also set up 

a reservation system for parking, which currently still influences the operation of the 

Getty Villa, including the Public Programs events (Getty 288).  

The neighbors aside, it is worth noting that building the new Museum cost $17 

million; its annual operating and salary expenses added up to $1.5 million per year at 

the time Getty wrote his autobiography in 1976 (286). Despite the enormous 

expenditures, which came from Getty‘s personal funds, this shrewd businessman 

remained humble. He remarked, ―Museums do not just happen. Nor are they the work 

of any one person. Numerous dedicated people contributed thought, time, energy, and 

work─and above all expertise and talent─to the building and success of the Getty 

Museum‖ (Hackman and Greenberg 21). It was unfortunate that Getty never had a 

chance to personally visit the Museum that bears his name. Nevertheless, he felt the 

money was well spent, and he took pride that much of his personal profit made 

through the ―still-somehow-surviving capitalist system . . . [was] used in an effort to 
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reduce the number of cultural barbarians‖ (Getty 287).  

Getty died in 1976, a decisive year in the development of the Getty Museum. 

Getty had previously donated $40 million to his educational trust but made it clear that 

aside from his private collection at Sutton Place, he planned to leave little to the 

Museum (Walsh and Gribbon 62, 64). His will, therefore, came as a surprise, for he 

actually ―bequeathed four million shares of Getty Oil stocks, worth about $700 million, 

to his Museum‖ (Greenberg 10).  

This huge endowment, more than five times that of the Metropolitan Museum 

of Art, fundamentally changed the potential of the Getty Museum, not only because of 

its size, but also because it came with few restrictions (Walsh and Gribbon 64).
3
 Getty 

believed that ―a gift─whether to the public or to an individual─was something given 

of one‘s own volition and without strings attached. Otherwise, it is no longer a gift but 

a business transaction‖ (Getty 279). Considering how autocratic he had been, it is 

surprising that with very few restrictions, Getty simply left the decisions to the trustees‘ 

judgment to determine how to utilize the bequest (Greenberg 10). The 1953 

educational trust indenture merely authorized the establishment of ―a museum, gallery 

of art and library;‖ the goal of the trust was ―the diffusion of artistic and general 

knowledge‖ (―Trust Indenture‖ 1). Any new acquisitions, therefore, could include 

works in various media and periods outside of Getty‘s five-category interest; in fact, 

Getty himself had made numerous exceptions. Consequently, Getty‘s legacy 

transformed his museum ―from a small, specialized institution hidden away in a 

                                                
3 The Metropolitan Museum then had an endowment of $130 million, see Walsh and Gribbon 

64.  
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canyon, better known for its replica of a classical building than for its collection, to the 

richest museum in the world‖ (Hackman and Greenberg 2). 

THE TRUST AND ITS EXPANSION AT THE GETTY CENTER: 1980S - PRESENT 

In 1983, the educational trust officially changed its legal name from the J. Paul 

Getty Museum to the J. Paul Getty Trust. The name change signified the Trustees‘ 

ambition to broaden the scope of the Getty Museum and make a greater contribution 

to the cultural life through the visual arts. Back in 1981, the Trustees appointed Harold 

M. Williams as the president and chief executive officer of the Getty Trust.
4
 The  new 

president‘s charge consisted of a museum expansion and a variety of independent yet 

interrelated programs which were to be devoted to ―scholarship in the arts and 

humanities, . . . conservation and cultural heritage preservation, visual arts education 

in primary and secondary schools, and the use of computer technology to improve 

access to art and humanities information‖ (Greenberg 11).
5
 This new vision, however, 

was on hold for a while due to a number of financial, legal and tax problems, but the 

Trust finally received funding in the spring of 1982. The wait was probably 

worthwhile because the market value of the bequest ―had risen from $700 million to 

$1.2 billion,‖ and it ―almost doubled as the result of the sale of Getty Oil to Texaco‖ in 

1984 (Walsh and Gribbon 65). 

Under the Trust‘s guidance, the newly formed Getty programs, each requiring 

                                                
4 Harold M. Williams was chairman of the US Securities and Exchange Commission between 

1977 and 1981, see Hackman and Greenberg 3. The HMW Auditorium, where many of the Public 

Programs events take place, was named after him. 
5 These programs were the Getty Conservation Institute, Getty Center for the History of Art 

and the Humanities (now the Getty Research Institute), Getty Center for Education in the Arts, Getty 

Art History Information Program, and Getty Grant Program, see Hackman and Greenberg 3.  
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a specialized facility to achieve different goals, scattered around the Los Angeles area, 

renting separate spaces in Century City, Marina del Rey, etc. It then became apparent 

that in order for all programs to interact with each other, these programs should work 

in close proximity in one central location in ―a main campus to accommodate what the 

Trust envisioned for its extended mission‖ (Hackman and Greenberg 3).
6
 Moreover, 

the Museum added four more curatorial departments, and the existing Villa Museum, 

located in a residential area in Malibu, evidently could no longer offer adequate space 

to display the growing collections (25).
7
 

A property of approximately 750 acres on a hilltop of the Santa Monica 

Mountains, just west of Los Angeles, became available in 1983; this hilltop site, 

elevated 400 feet above the adjacent area and ―900 feet above the Ocean,‖ offered ―a 

vast panorama of the city and surrounding mountains and ocean‖ (Walsh and Gribbon 

81). Williams and the Trustees, recognizing the unusual opportunity of obtaining such 

an extraordinary site, purchased it (Hackman and Greenberg 25-26). They then chose 

Richard Meier & Partners to design the building, (now referred to as the Getty Center), 

which would house the Trust, its new programs, and a second Museum (26).  

The design and completion of the Center took years of extensive research, 

careful thought, and immense effort from all involved. The architect Richard Meier 

felt that the hilltop location invited him ―to search out a precise and exquisitely 

reciprocal relationship between built architecture and natural topography,‖ and he 

envisioned ―a classic structure, elegant and timeless, emerging, serene and ideal‖ 

                                                
6 See appendix A for the mission of the Getty Trust. 
7 They were the departments of Manuscripts, Drawings, Photographs, and Sculpture. 
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(28).
8
 Another design challenge was to write detailed space requirements on short 

notice; Meier worked with the representatives from the new programs to develop 

specific descriptions and determine these space requirements in order to achieve their 

unique visions and objectives (Walsh and Gribbon 82). 

Design aside, some other challenges during the construction process included a 

constant dialogue and negotiations with municipal officials and neighboring 

homeowner representatives to work out the zoning issues. There was also concern 

about potential earthquakes and the lack of civic services, such as utilities and paved 

roads (81-82). Additionally, a Conditional Use Permit listed a set of 107 restrictions, 

―covering pollution, noise, traffic, and the environment and including the stipulation 

that not one load of dirt could be hauled off the site,‖ some of which are decisive in 

planning and executing the Public Programs events (84).  

After more than a decade of brainstorming, communication, collaboration, and 

commitment, the Getty Center opened its door to the public on December 16, 1997, 

and it greeted more than 1.7 million visitors in 1998 (Gribbon VII).
9
 The Trust and its 

programs could finally unite and become more interactive and productive in this 

central, unique, and specialized campus (see fig. 1 and 2).  

                                                
8 Meier was the winner of the 1984 Pritzker Architecture Prize, awarded by the Hyatt 

Foundation, see ―Richard Meier & Partners Architects.‖ The Pritzker family established this prize, 
which is granted yearly and internationally ―to a living architect for significant achievement,‖ and was 

―referred to as ‗architecture‘s Nobel‘ and ‗the profession‘s highest honor,‘‖ see ―The Pritzker 

Architecture Prize.‖ 
9 When the Getty Center first opened, it became such an attraction that the visitors had to make 

advance reservations for parking. 
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Fig. 1. Getty Center, including the entrance in the north (Google Earth) 
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Fig. 2. Getty Center (hill top) (Google Earth) 
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THE RENOVATION AND REOPENING OF THE MALIBU CAMPUS: 1997 - PRESENT 

The Museum‘s collection of antiquity considerably increased in the post-Getty 

era, and while the Getty Center provided ample space, the staff believed that the 

Malibu site should remain open ―to exhibit that collection in a setting natural to it, 

and . . . to make use of the Ranch House as a place in which to house the antiquities-

related activities of the other programs‖ (Hackman and Greenberg 13). The decision 

was that the Center would house and display ―European paintings, drawings, sculpture, 

illuminated manuscripts, decorative arts, and European and American photographs,‖ 

primarily from and after the medieval era, while the Villa would continue exhibiting 

artifacts from antiquity (―About the J. Paul Getty Museum‖). 

The speedy growth of the antiquity collection, however, inevitably led to 

another issue─the lack of space in the Villa Museum. The administrative and 

curatorial staff, thus, developed a wish list of improvements, among which were ―an 

outdoor theater, a larger and more accessible dining area and bookstore, and facilities 

specially devoted to visiting schoolchildren and families‖ (Hackman and Greenberg 

13). With the addition of this outdoor theater, the Department of Public Programs has 

developed a popular Outdoor Theater Production series, currently presented every 

summer. The Trustees named Jorge Silvetti of the American firm Machado and 

Silvetti Associates, Inc. as architect for the renovation of the Villa Museum (14). On 

July 6, 1997, the Malibu site temporarily closed; it was to go through ―an extensive 

renovation campaign,‖ in other words, ―home improvements . . . on a dramatic scale‖ 

(3). 
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The Malibu site was scheduled to reopen in 2001; however, ―a long and 

sometimes contentious process of zoning and approval, as well as the challenges of the 

site and the changing requirements of the Trust, delayed that opening by five years‖ 

(14). Eventually, the Malibu site, now referred to as the Getty Villa, reopened on 

January 28, 2006, not only continuing its original function as a museum, but also 

establishing itself as a learning center committed to the cultures of the ancient 

civilization, with inputs from and collaboration among all programs (―About the J. 

Paul Getty Museum‖) (see fig. 3).  

 

Fig. 3. Getty Villa (Google Earth)  
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The Getty Center and the Getty Villa, each with distinct architecture, garden, 

and art collections, have attracted numerous local and international visitors each year. 

The Trust, with its current four programs−the Getty Museum, Getty Foundation, Getty 

Conservation Institute, and Getty Research Institute−continues to fulfill J. Paul Getty‘s 

original vision to provide the public, especially those economically disadvantaged, 

with a chance to develop an appreciation for the visual arts by means of seminars, 

printed materials, and free admission and guided tours.
10

 

THE DEPARTMENT OF PUBLIC PROGRAMS AT THE GETTY MUSEUM 

The public programming at the Getty began at the Getty Trust era. From the 

late 1980s to the early 1990s, the programming consisted mainly of lecture series and 

seminars; a few performing arts programs were presented, such as the Selected Shorts 

and a small number of summer outdoor concerts (Lee 3).
11

 The Selected Shorts series, 

a literary program by Symphony Space, carries on today at the Getty Center, and the 

outdoor programming, both at the Villa and Center, continues to expand. The 

Education Department also hosted a few family days to complement specific 

exhibitions; these family days later developed into the Family Festivals on both 

campuses as well.  

In 1997, with the opening of the Getty Center in Los Angeles, an opportunity 

                                                
10 The previous Getty Grant Program, collaborating with and supporting the work of other 

Getty programs, as well as funding art projects worldwide, became the Getty Foundation in 2005, see 

―About the J. Paul Getty Trust‖ and The J. Paul Getty Trust 2008 Report 43. The Foundation also 
financed both the graduate and undergraduate internships in various departments throughout the Getty, 

including my internship at the Public Programs.  
11 Toward the end of my internship, I analyzed and reported the results of the available 

audience surveys (January to early August 2008). I looked up some departmental files and summarized 

in the report a brief history of the public programming.  
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arrived not only for some local consultants to organize new programs, but also for the 

museum to expand the audience base. The following year, 1998, saw the inauguration 

of several music series, including two of the most popular programs, Friday Nights at 

the Getty and Sounds of L.A. (3).  

In 1999, the Museum‘s Education Department established a new position, the 

Performing Arts Manager, and the performing arts programming moved under its 

wing (3).
12

 The performing arts programming‘s pressing objective was to present a 

variety of programs that would attract younger, ―more culturally and geographically 

diverse demographics. The ultimate goal was to ensure that newer audiences, once 

engaged, would grow to become part of the museum‘s core constituency‖ (3). Another 

administrative change occurred in 2001 when the performing arts program moved 

from Education and merged with the Exhibition to become the Department of 

Exhibitions and Public Programs. 

With the same objective to build an audience in mind, the programming at the 

newly renovated Villa took a slightly different direction because of its dedication ―to 

the study of the arts and cultures of ancient Greece, Rome, and Etruria‖ (―About the J. 

Paul Getty Museum‖). Various types of performances and family festivals 

complemented the exhibitions, ―enhancing the understanding and appreciation for the 

cultural achievements of the ancient societies‖ (―A Lookinglass Theatre Company 

Production: Icarus‖). One of the most distinct series, for instance, was the Villa 

                                                
12 The Education Department also offered programs that interacted with the public, including 

students, teachers, and families. Its activities included lectures, seminars, workshops, gallery talks, and 

architectural and garden tours, see The J. Paul Getty Trust 2008 Report 13. Although the official title of 

the department I interned for was the ―Public Programs,‖ its staff often used the term ―Performing Arts 

Programs‖ in order to distinguish the performing arts events from the Education‘s public activities. 
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Theater Lab (VTL), which presented live performance of ancient dramas. These 

performances not only revealed ―the strong connections between art and drama in 

antiquity,‖ but also distinguished themselves from traditional productions by 

providing ―opportunities for interdisciplinary collaboration‖ from talented directors, 

poets, musicians, and performers, who approached these plays with their unique, 

contemporary perspectives (―A Lookinglass Theatre Company Production: Icarus‖).  

The Department of Public Programs, with offices and programming both at the 

Center and Villa, sought to ―contribute to the cultural life of Southern California[,] as 

well as to the national and international performing arts discourse in a significant 

manner, and to set a gold standard for excellence in the field of museum-based 

performing arts programming‖ (Lee 4). The Public Programs had expanded its 

calendar ambitiously since the Center opened in 1997; as of Fiscal Year 2008 (July 

2007 to June 2008), when most of my internship period overlapped, the department 

presented sixty-two events at the Center and forty-six events at the Villa, including 

twelve individual series and several special projects:  

Getty Center - 

 Friday Nights at the Getty  

 Sounds of L.A.  

 Family Festivals  

 Gordon Getty Concerts  

 Summer Sessions 

 Garden Concerts for the Kids  

 Selected Shorts 

 Films 

 Special Projects at the Center 

 

Getty Villa -  

 Villa Theater Lab  
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 Family Festivals  

 Concerts at the Villa  

 Outdoor Theater Productions  

 Special Projects at the Villa
13

 

MY BACKGROUND AND THE GRADUATE INTERNSHIP AT THE GETTY 

I am an international student from Taiwan, where I received a baccalaureate 

degree in Chinese Literature from National Cheng-Chi University in Taipei. During 

my undergraduate study, I learned Chinese drama and Beijing Opera and also 

performed on stage periodically. Wishing to study more about Western theatre, I 

attended the University of Maryland, College Park and graduated with a Master of 

Fine Arts in theatrical lighting design. I received a Fellowship from Arena Stage in 

Washington D.C. and worked there as a lighting fellow before I applied for and was 

admitted to Texas Tech University‘s Fine Arts Doctoral Program, with arts 

administration and theatrical design as my emphases. Because of the interdisciplinary 

nature of the program, I did not want to confine my dissertation project to theatre 

alone; therefore, I decided to choose an actual working experience as an intern in the 

administration of either performing or visual arts disciplines. 

After an extensive search of internship opportunities, I learned that the J. Paul 

Getty Trust‘s graduate internship, a full-time position, provided training and work 

experience for students who intended to pursue careers in various fields related to the 

visual arts; these fields included education, conservation, research, grantmaking, 

public programs, curatorial training, and information management. This internship, 

―open to applicants of all nationalities,‖ was designed for students ―currently enrolled 

                                                
13 See Appendix B for a list of FY 2008 events. 



Texas Tech University, Yi-hui Lee, August 2011 

25 

in a graduate program leading to an advanced degree in a field relevant to the 

internship(s),‖ or for students who completed the advanced degree in or after 2004 

(―Graduate Internship at the Getty‖). 

After reading the application materials from other arts institutions across the 

US, I believed the Getty‘s internship was best suited for the doctoral curriculum 

requirements because of its scale and time frame. Following careful consideration, I 

applied to the philanthropy area under the Getty Foundation and the education area 

under the Getty Museum in my original application. My top choice was the 

philanthropy internship under the Getty Foundation. The Foundation ―provides 

support to institutions and individuals throughout the world, funding a diverse range 

of projects that promote the understanding and conservation of the visual arts,‖ and its 

philanthropy intern would work ―in the administration of grant-making programs in 

the areas of research, conservation, and education, by performing tasks from fielding 

inquiries to the awarding of grants and the evaluation of project results‖ (―Graduate 

Internship at the Getty‖). The education internship was my other choice. The 

Education Department ―offers a range of special exhibitions and educational 

programs,‖ and its intern would focus on ―one of the many programs serving 

audiences ranging from students and teachers to families and adults, facilitating a 

variety of learning experiences centered on works of art in the collections and 

exhibitions‖ (―Graduate Internship at the Getty‖). 

These two internship practices, dealing with the aspects of funding, outreach 

programs, visitor interaction, and audience relationship, were both relevant to the 



Texas Tech University, Yi-hui Lee, August 2011 

26 

study of arts administration in my doctoral program at Texas Tech. When I received 

an email from the Getty in February 2007, however, it was neither from the 

Foundation nor from the Education Department. Instead, the staff assistant Sophia 

Allison at the Department of Exhibitions and Public Programs contacted me, asking if 

I would be interested in the internship in the Public Programs and in scheduling a 

phone interview with its performing arts manager, Laurel Kishi.
14

  

I read carefully the attached letter that Kishi proposed to the Getty Foundation 

for the funding of an intern in the Public Programs. She pointed out the objective of 

the graduate internship was ―to provide a well-rounded introduction to presenting the 

performing arts within a museum environment‖ (Kishi 1). The Public Programs also 

planned to review current programming, ―both in defining how various programs 

serve certain goals, and . . . [in] better quantifying how programs diversify and attract 

new audiences‖ (1). Therefore, in addition to the daily routine, which included 

―organizing artist site visits and rehearsals, soliciting and drafting program 

information, reviewing artist proposals with the department, and providing event 

assistance,‖ the intern would also ―attend programming and production planning 

meetings with artists, curators, and consultants,‖ participate in ―future program-

content discussions,‖ and take part in a large scale audience feedback project (1).  

I had not realized there was performing arts programming in a museum 

environment; therefore, when I learned about the Public Programs internship, I 

consulted with my dissertation chair, Dr. Linda Donahue. Because all of the planning, 

                                                
14 When I prepared for the application, the choice for the Public Programs was not available. 
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organizing, and executing practices fitted perfectly with the interdisciplinary study in 

Fine Arts at Texas Tech, we thought this internship would be a more ideal choice for 

my dissertation project than philanthropy or education. About a month after the phone 

interview with Laurel Kishi, I received official notice of acceptance in March 2007. I 

shared the news with Dr. Donahue, and we both believed this opportunity would 

provide me with great exposure to performing arts programming in one of the most 

prestigious museums in the US. Therefore, I formally accepted the internship and 

became the first graduate intern in the Department of Public Programs at the Getty.  

All graduate interns had a contract with the Getty Foundation for eight months 

from September 2007 to May 2008, except the conservation interns, who received a 

twelve-month contract; however, when the Public Programs launched its audience 

survey project in January 2008, my manager Laurel Kishi inquired about my 

availability to complete a twelve-month internship. Since I had to return to Texas Tech 

University in August 2008 to continue my doctoral education, we decided that I would 

work on the survey project until mid-August for a total of eleven months. Kishi also 

had to apply for an additional funding from the Getty Foundation for the extended 

period; fortunately, the Foundation approved the proposal before a budget cut that 

happened in May 2008.  

This project focuses on the performing arts programming in a museum setting 

and my participation in some of the major events, as well as an analysis of the surveys 

that the Public Programs distributed to its audience from January to August of 2008. I 

describe my day-to-day routine in Chapter II, which also includes the projects I 
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participated in and headed. I plan to analyze the 2008 audience surveys in Chapter III, 

as well as discover some of the features of the Getty‘s performing arts programming. 

Although this paper is not meant to be a comprehensive discussion of every single 

event during my internship period, I also include most of my weekly reports, which 

detail many events and my reflections, in Appendix C.  
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CHAPTER II 

INTERNSHIP EXPERIENCES AND SPECIFIC PROJECTS  

Before I started the Getty internship, I was unaware of any performing arts 

programming in museum settings and unknowledgeable about the relevance of the 

performances to the displayed works of art at the Getty Museum. I learned that some 

museums had extensive programming focused on a particular musical style. At the 

present time, the Los Angeles County Museum of Art offers ticketed film screenings 

and free ―Jazz at LACMA‖ and ―Latin Sounds‖ concerts; it also presents a ―Sundays 

Live‖ series of chamber music that is broadcast live online (―LACMA‖). In New York, 

the Metropolitan Museum of Art has a comprehensive offering of films and classical 

music with some storytime events, and its Cloister branch presents some concerts of 

medieval themes as well. 

In contrast, theater programming has received little attention in other visual 

arts museums.
15

 The Getty‘s Public Programs, therefore, was quite unique in its strong 

partnership with several performing organizations and individuals, as well as its 

diverse programming, which encompassed not only films and concerts, but also 

theater, storytelling, dance, art and craft workshops, and, on one occasion during my 

internship, circus performance. Moreover, some events complemented the arts exhibits, 

                                                
15 The Museum of Contemporary Art Chicago served as one example of broader programming. 

It hosted the Chicago Dancing Festival and the Hip-Hop Theater Festival, and it also partnered with 
some theater companies, such as the Court Theatre by offering its museum members discounted tickets 

to these theatrical productions. Similar to the Getty, it integrated performing arts into the mission 

statement: ―The Museum boldly interweaves exhibitions, performances, collections, and educational 

programs to excite, challenge, and illuminate our visitors and to provide insight into the creative 

process,‖ see ―Museum of Contemporary Art Chicago.‖ 
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and the pairing of the visual and performing arts disciplines became a valuable 

approach to achieve the Museum‘s mission: 

The J. Paul Getty Museum seeks to further knowledge of the visual arts 

and to nurture critical seeing by collecting, preserving, exhibiting and 

interpreting works of art of the highest quality. To fulfill its mission, 

the Museum continues to develop its collection through purchase and 

gifts, complementing its impact through special exhibitions, 

publications, educational programs developed for a wide range of 

audiences, and a related performing arts program. (―The J. Paul Getty 

Trust 2009 Report‖ 6)
16

 

According to the Public Programs manager Laurel Kishi, the objective of my 

internship was ―to provide a well-rounded introduction to presenting the performing 

arts within a museum environment‖ (1). She noted that the daily routine included 

―organizing artist site visits and rehearsals, soliciting and drafting program 

information, reviewing artist proposals with the department, and providing event 

assistance;‖ in addition, the intern would also ―attend [current] programming and 

production planning meetings with artists, curators, and consultants‖ and participate in 

―future program-content discussions,‖ as well as take part in a large scale audience 

survey project (1).  

Overall, my internship stayed closely within this job description; thus, in this 

chapter, I intend to describe the general procedure in terms of how the Department of 

                                                
16 See Appendix A for the full Getty Museum mission. 
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Public Programs usually organized and executed an event, as well as my involvement 

in the process. Because of the diverse nature of the programming and the uniqueness 

of both the Center and the Villa, however, the procedure was bound to differ 

according to the event. Some flexibility was essential in order to reflect the 

distinctiveness of each program. In this chapter, I also provide my experiences with a 

specific project, ―Drawing on L.A.‖ 

PROCEDURE OF PRESENTING AN EVENT 

The procedure of presenting a performing arts event at the Getty generally 

included the following: initiating the events, booking and contracting the artists, 

organizing that involved paperwork and meetings, and event day execution.  

Initiating the Events     

 

Since there were ongoing events hosted by various Getty departments, the 

Public Programs first needed to secure a time and venue. The department submitted an 

Event Request Form (ERF) to the Museum Events Coordinator, who received all 

requests from every hosting unit. Each event required an ERF, but before completing 

the requests, the department had to work out a master calendar for the upcoming fiscal 

year.  

By the time my internship began in September 2007, the Public Programs had 

developed an annual programming of approximately twelve series and several 

individual events at the Center and Villa. Because of the large scale, the department 

held discussions prior to each fiscal year in order to assign dates to all the series and 

individual projects. The film series and special projects always complemented arts 
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exhibitions, so these dates had to fall during the exhibition periods. Once the ideal 

plan was in shape, the department created a ―Master Calendar,‖ an Excel file that 

noted the time and location of all events and, if applicable, rehearsals and film testing.
 

The calendar was sent to the Museum Events Coordinator. As the Villa had its own 

Events Coordinator, it was important to submit the Master Calendar and ERFs, as 

appropriate.  

The Public Programs usually presented its events at the Harold M. Williams 

Auditorium (HMW), with the exceptions of a few outdoor events that took place 

throughout the Getty site. The HMW Auditorium was originally designed as a lecture 

hall; thus, several departments had to ―negotiate‖ the use of this space. There was a 

certain consensus, however, when finalizing the schedule. For instance, the Friday 

Nights at the Getty was a popular series, usually including two to three monthly 

performances. Consequently, the Public Programs was more likely to obtain the venue, 

although keeping good communications and relationships with other departments was 

certainly crucial. 

Since the Master Calendar served only as a proposal, the Museum Events 

Coordinator needed additional information. The Event Request Form (ERF), therefore, 

provided more details, including the event type, ticket prices, related exhibition, 

marketing means, and anticipated service requests. Information about transportation 

and parking was also critical. When visitors arrived at the Getty Center, they had to 

park at the bottom of the hill at the North Entrance Parking garage and then take either 

the tram or a shuttle bus to the galleries or auditorium. Thus, the Public Programs 
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needed to note whether shuttle service for the performers or visitors was required, the 

number of estimated passengers, and the time frame. If it was a Conditional Use 

Permit event, additional tram running time also became necessary.
17

 

In addition, since Visitor Services (VS) took reservations, the VS Associates 

had to know how many complimentary tickets the Public Programs had reserved in 

order to release the rest of the tickets to the public. In this sense, VS was similar to the 

box office in the theatre world. In fact, VS provided services that interacted with 

visitors in the entire Getty: it took reservations and attendance for all Getty events, 

directed and helped the visitors, trained and organized volunteers, and provided tour 

information and equipment. Since the Public Programs events were all for the public, 

there was constant collaboration between VS and the Public Programs.  

Booking and Contracting the Artists 

 

Once the date and venue were secured, the department started the booking 

process. I was not involved in the decision making as an intern; however, I observed 

there were a number of approaches to invite the artists. The Public Programs 

collaborated with outside consultants on several programs; for instance, Sabrina 

Motley invited two bands for each Sounds of L.A. concert, and the Community Arts 

Resources booked the artists for the Family Festivals. Another partner was Symphony 

Space, which had worked with the Getty on the storytelling events since the late 1980s 

in Malibu. While the Symphony Space arranged the artists and the content, the Public 

                                                
17 The Conditional Use Permit (CUP) was a set of guidelines created when the Center was built. 

During my internship, the Center closed at 9:00 p.m. on Fridays and Saturdays. The CUP required an 

event to end and the artists to be physically off the stage by that same time. Of all the Getty programs, 

only three events were allowed each week to go beyond the Museum open hours. When an event was 

anticipated to go overtime, I added ―CUP‖ by the event title on the Master Calendar. 
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Programs provided event support.
18

  

Occasionally, the Public Programs co-produced a special event with another 

Getty unit; such projects usually involved a curator who took the lead in assembling 

the artists and their works. The project I plan to review in this chapter is the product of 

such collaboration with the Drawing Department.  

Another booking approach was through the ―artist proposals review,‖ for 

which the Public Programs constantly received promotional materials, including CDs, 

DVDs, and résumés from artists who recommended themselves to perform at the 

Getty. Also, Getty staff members sometimes suggested artists that they knew were 

excellent performers. In order to decide a season of programming, the department held 

quarterly reviews and usually identified and set aside a few good proposals for future 

booking. 

There were also instances when artists were touring the US and the Getty 

became one of their performing venues. The last Friday Nights at the Getty concert 

during my internship was an example: the National Gallery of Ireland hosted a series 

of performances called Music for Museums, and the Getty presented the soprano 

Ailish Tynan and the pianist Hugh Tinney.
19

 In this instance, the National Gallery of 

Ireland paid the artists, and the Public Programs only needed to provide hospitality 

and event assistance.  

                                                
18 The theme for Selected Shorts series in 2008 was ―Mystery,‖ featuring three short stories 

read by different artists each night and at a matinee. Although I did not participate much in the events, I 

knew the performances were well received. 
19 With support from Culture Ireland, the Music for Museums presented seven concerts on both 

sides of the Atlantic Ocean, starting in November 2007. Other venues in the US included the Isabella 

Stewart Gardner Museum in Boston and the Metropolitan Museum of Art in New York. 
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Once the Public Programs decided on the artists, the next step was to sign a 

contract, which included the work description, length of performance, artist fee, 

payment schedule, hospitality, copyright, film right to screen, and technical rider. The 

artists usually mailed or faxed the signed contracts; however, if the performers and 

stage managers were in the Actors‘ Equity Association, the Getty‘s Procurement and 

Contract Services Manager signed the contracts with them face-to-face.  

The process became a little more complicated when the artists were non-US 

citizens. An instance occurred when the Quartetto di Venezia performed in the Gordon 

Getty Concert series in November 2007.
20

 This Italian quartet and their US agent had 

scheduled a tour in the US, and the Getty Center was their third stop. Since the 

musicians were foreigners, the Getty paid their US agent directly; however, the 

Contract Services Manager needed a copy of their passports, and all of them had to 

sign tax forms before they could legally begin rehearsal on stage.  

After obtaining the signed contract, the Public Programs updated the ―Rough 

Guide,‖ an Excel document that included the ticketing, release date, producer (such as 

Community Arts Resources), blurb, event code, purchase order status and amount, 

payment schedule, and hotel and airfare required and status. The department was 

constantly updating these details so that those who had access to the Rough Guide 

would have accurate and timely information. 

  

                                                
20 See Week 7 report in Appendix C for detailed event description. 
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Organizing the Events 

 

Because many events happened simultaneously throughout the Getty site, the 

services departments involved, such as facility, security, custodial, and audio/visual, 

needed detailed requests from each hosting unit in order to prearrange staff support 

and to prepare equipment to ensure safe and successful events. A Workorder, thus, 

specified service needs, as well as a more definite production schedule. The 

information on the Workorder included the stage and lobby setup, concession need, 

shuttle and Visitor Services Associate needs, AC/heat control, archival recording 

request, and a blurb of the program.  

Several meetings also followed the confirmation of the contract, such as 

concept, marketing, and production meetings. The concept meeting usually occurred 

when an event accompanied an exhibition. For example, Andrea Alsberg, the film 

series consultant from the UCLA Film & Television Archive, met with the Public 

Programs staff and proposed a list of films to complement each identified exhibition. 

She also located the film reels, which was a decisive factor when finalizing the list.  

One of the popular programs I witnessed was the Classic Mexico series in 

January 2008 when the Public Programs screened three films: Nazarín (1958), The 

Fugitive (1947), and Enamorada (1946) by Gabriel Figueroa.
21

 This series 

accompanied the exhibition The Goat’s Dance: Photographs by Graciela Iturbide, 

which ―examined her more recent landscape studies from the American South as well 

as Mexico, and presented images from Iturbide‘s native city created almost 40 years 

                                                
21 Figueroa is considered ―the premier Cinematographer of Mexico‘s Golden Age of Film, 

between 1930-1960,‖ see ―Sitio official de Gabriel Figueroa: Cinefotografo.‖ 
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ago‖ (―The J. Paul Getty Trust 2008 Report‖ 15).
22

 

Andrea Alsberg and my manager Laurel Kishi decided to present the works of 

Figueroa, who ―was a masterful artist whose images cast an indelible view of a 

Mexico that was stunning but at the same time harsh and lonely [; . . . he] established a 

visual identity for Mexico that is prevalent to this day‖ (―Classic Mexico‖). Alsberg 

and Kishi believed the screening of Figueroa‘s work would be a great match to The 

Goat’s Dance because ―Iturbide‘s photographs, which so beautifully celebrate her love 

of Mexico, its land, people, customs, and integration of the modern, form a continuum 

to this artistic identity initiated nearly a century ago‖ (―Classic Mexico‖). The 

attendance numbers proved this concept was very successful.
23

 In fact, the Public 

Programs rescreened Nazarín and Enamorada two months later because of public 

demand.  

Regular production meetings with services departments, such as security, 

transportation, Bon Appétit (catering), Visitor Services, and audio/visual, were also 

important part of the procedure when presenting an event. While the Workorder 

detailed all the service requests on paper, the production meetings provided an 

opportunity for face-to-face communication, which was particularly essential when 

hosting an outdoor event that required considerably more planning and support.  

                                                
22 Iturbide‘s work ―was featured in an exhibition of about 140 prints drawn from a combination 

of sources, including the Getty Museum‘s holdings, the collection of Daniel Greenberg and Susan 

Steinhauser, and the artist‘s own archives. Not strictly a retrospective of the photographer‘s career, this 

exhibition highlighted Iturbide‘s work with surviving indigenous communities in southern Mexico, 
outsider immigrant groups in East Los Angeles, and those struggling at La Frontera, the United 

States/Mexico border,‖ see The J. Paul Getty Trust 2008 Report 15.  
23 The attendance numbers were 304 (Nazarín), 218 (The Fugitive), and 401 (Enamorada). The 

March rescreening of Nazarín and Enamorada had 152 and 229, respectively. In comparison, the 

attendance average for all other film screenings during my internship was 87. 
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While simultaneously participating in all these meetings, the Public Programs 

staff also arranged hospitality details, which were then compiled on an ―Artists Info 

Sheet (AIS).‖ The AIS was a Word document emailed to the artists prior to their 

arrival at the Getty. Beginning with a welcome note, it confirmed the time and date of 

the event. The most crucial information detailed the hotel, transportation, meals, and 

rehearsal/production schedule.
24

 In terms of transportation, the Public Programs 

usually requested Summit Transportation to transport the artists from and to the airport, 

mostly LAX. The AIS then listed the meeting time, location, confirmation number, 

and phone number (in case the artists could not find the driver). There were also a 

couple of hotels that the Public Programs regularly booked for artists. The department 

made the hotel reservations in advance and included in the AIS the address, phone 

number, website link, and the reservation number for each room, plus the amount of 

meal allowance. The AIS was necessary, especially for out-of-town artists, such as the 

British storytellers.
25

 I realized adequate hospitality allowed the artists to totally focus 

on their performances, thus ensuring successful events and potential future 

collaborations.  

Additionally, three aspects of preparation usually occurred within two weeks 

prior to the event date: program designs, catering orders, and ticket and parking 

reservations. For the printed program, the Public Programs asked the artists to submit 

their biographies by a deadline specified on the contract. When the department 

                                                
24 The production schedule included specific time for the following: piano delivery and tuning, 

shuttle pickup from the hotel, technical rehearsal, the order of sound check if more than one group, 

dinner break, house open, curtain, end of show, and shuttle pickup from the Getty. I also sent the 

schedule to the A/V Specialists since they worked closely with the artists on the event day. 
25 See Week 9 report in Appendix C for an incident that occurred with this storytelling event.  
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received their biographies and program notes, the staff rearranged the content and sent 

it to an editor in the Getty‘s Publishing Department. After editing, the draft was sent to 

CopyPage, a contracted company which also had a branch on site. Because CopyPage 

had done printing with the Public Programs for a long time, its staff members were 

familiar with the layout of each series. They returned a PDF file for approval, and 

there were usually a few minor fixes. After my supervisors‘ approval, a printing order 

could be officially submitted.  

There was always a deadline to submit a printing order. The Public Programs 

events were held on Fridays, Saturdays, and Sundays. Since every other Friday was an 

―off day‖ at the Getty, the department had to receive the printed programs by 

Thursday, the day before the event; this meant the official deadline to submit an order 

fell on Tuesday. The goal was to get the program finished at least a week in advance, 

especially if the order was large.  

The second service preparation involved the catering process with Bon Appétit, 

another contracted company. The department first filed a catering order, detailing the 

event time, location, number of people, purchasing card information, types and 

quantity of food and drinks, linen, and disposables. The concert ending time was also 

noted in order for Bon Appétit and the custodial staff to clean the dining area 

afterwards. After Bon Appétit received the request, its representative returned an 

Event Catering Order in PDF format. The Public Programs checked for errors and then 

confirmed the order. With so many activities happening concurrently at the Getty, Bon 

Appétit was always occupied with orders. The Event Catering Order, therefore, had to 
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be finalized at least three full business days in advance to avoid an extra fee.  

I noticed that the Public Programs was quite generous about providing artists‘ 

meals, which was partially due to the topography of the Getty Center and Villa: the 

Center is built on a hilltop and the Villa is located in a residential canyon. If the artists 

exited the Getty for dinner, there was a great chance they would either be delayed by 

the traffic or lost when returning to the site. Meals, thus, became a necessity in order 

to guarantee that the artists were present and ready for performance. 

Ticket reservations were also a priority. The Public Programs initially reserved 

forty complimentary tickets for the press, artists, agents, and the Getty staff. Forty, 

however, was not a strictly set number, and Visitor Services always checked with the 

Public Programs before the VS Associates released the remaining tickets to the 

public.
26

 The Public Programs also confirmed the free parking for the guests on the 

complimentary list. 

Event Day Execution 

 

Prior to the event day, the procedure mainly centered around paperwork and 

meetings; on the event day, there were certainly more physical activities involved. 

Since most events took place in the afternoon or evening, the staff call time was 

usually around noon. The Family Festival was an all-day event, from 10:00 a.m. to 

5:00 or 6:00 p.m.; therefore, we began our day at 8:00 a.m. 

                                                
26 One activity associated with ticketing was the Staff Giveaway. With paid performances, the 

ticket sales sometimes were low; thus, my manager decided to offer tickets to the Getty staff. The 

department announced the lottery via email to the entire Getty organization on Wednesday and usually 

received instant responses from staff members. I did a random selection to determine the winners and 

then notified 25 winners that they won a pair of tickets to a particular performance. Having an 

additional 50 people in the auditorium really helped the house and the performers. 
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Before the artists and audience arrived, the Public Programs staff needed to 

accomplish several tasks, such as distributing signs and posters in appropriate 

locations to direct the artists and visitors to their destinations. When checking out 

radios from the Center Security Station (CSS), the staff also asked the security officers 

to make badges for the artists. The staff then greeted the artists at CSS, gave them a 

tour of the HMW Auditorium, and introduced them to the A/V Specialists, who did a 

sound check and made necessary setup changes if the artists expressed any 

preferences.
27

 One A/V Specialist often served as a lighting designer, and sometimes a 

director worked with the designer to set up lighting cues before the ensemble arrived. 

After the sound check, the artists and the crew usually had dinner around 5:30 p.m. 

and could take a break before the concert began at 7:30 or 8:00 p.m. 

The Family Festival, on the other hand (and as an example), used the entire 

Getty site, and the Community Arts Resources set up a central station at level three of 

the Top of Hill garage where all staff and artists could check in and get supplies for 

the art and craft workshops. In addition, there was an area for costume changes; 

snacks, drinks, and lunch boxes were available for all crew at this station as well. 

Our department was also concerned with the front of the house. The setup 

service had tables ready and covered nicely in the HMW Auditorium lobby a few 

hours prior to the event; Visitor Services then set up a station and began distributing 

tickets at 6:00 p.m. to the audience who had made advance reservations. In addition, 

                                                
27 For Summer Sessions series, we invited such a large group of artists that we had to 

prearrange some Visitor Services Associates (VSAs) in order to escort the artists, who arrived and did 

sound checks at various times between 1:00 and 5:00 p.m. The VSAs also led the artists from the 

Greenroom to outdoor stages before each performance to ensure that the artists were present when they 

were supposed to be on stage. 
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the Public Programs put a standby sign outside for those who had not made 

reservations but wished to get a ticket. The Workorder also requested Bon Appétit to 

set up a concession in the lobby; in the case of nice weather, Bon Appétit moved the 

concession outside. During chilly weather, the Public Programs immediately asked the 

setup service to provide some outdoor heating units. 

The concert proceeded and sometimes ended with a couple of encores. After 

the concert, the Public Programs manager gave the artists a check of the remaining 

amount, and then the staff escorted the artists to a hotel shuttle. The night concluded 

after the staff returned all the materials to the office. Usually within a few hours, VS 

gave an attendance report, including the guests on the complimentary list, those with 

reservations, and the walk-ins. If it was an all-day or half-day event, such as the 

Summer Sessions, the report was delayed because the Security and Visitor Services 

had to calculate the passengers in the vehicles and on the school buses. With a charged 

event, Visitor Services also provided revenue information, which was necessary for 

the Music Licensing Report that the Public Programs submitted quarterly to the 

Procurement and Contract Services Department.  

MY ROUTINE INVOLVEMENT IN THE PROCEDURE 

My work involved considerable meetings, paperwork, and event day assistance. 

My routine tasks included filling out Event Request Forms, updating the Master 

Calendar and Rough Guide, participating in artist proposals reviews, drafting 

preliminary Workorders, attending meetings (marketing, concept, and production), 

requesting transportation services, designing concert programs, creating Artists Info 



Texas Tech University, Yi-hui Lee, August 2011 

43 

Sheets, submitting food orders, sending out technical information and rehearsal/ 

production schedules, organizing complimentary lists, confirming parking reservations, 

updating attendance sheets, and preparing Music Licensing Reports. The typical event 

day duties involved distributing signs and posters, escorting artists, communicating 

with the A/V Specialists, arranging the information desk, greeting the audience, 

selling the merchandise, and taking archival photos. 

Initiating the Events     

 

To begin with, after the Museum Events Coordinator approved the proposed 

calendar, I updated the Master Calendar and added some deadlines to it. While I was 

entering the information, my immediate supervisor Sarah McCarthy, whose title was 

Senior Project Coordinator, also asked me to input the dates of all Getty exhibitions 

and events, especially because some of our events complemented the arts exhibitions.  

I then filled out an Event Request Form (ERF) for every event. The ERF was a 

preliminary request and had to be approved two months in advance. Actually, I was 

submitting the ERFs of FY 09 approximately one year ahead; therefore, I noticed that 

although I was reserving the dates, we had no artists yet for some of the events. Also, 

some events, (such as the Festivals), complemented exhibitions, but we submitted the 

ERFs so early that the exhibitions were not always identified. The content of the 

request might have to be changed once we booked the artists. Later, I had to submit an 

updated ERF, as appropriate. 

McCarthy taught me an effective way to create the ERFs. Because the events 

in the same series tended to have the same schedule and required the same types of 
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service, she told me to fill out an ERF for one event, make copies for the rest of the 

events in the same series, and then change dates individually. Per email to the 

Museum Events Coordinator Lucy Lin, I attached all ERFs of the same series; this 

way, she had all requests of one series together and could deal with them as a whole.  

Booking and Contracting the Artists 

 

As an intern, I was not involved in booking artists. I did, however, participate 

in a few quarterly ―artist proposals reviews,‖ the first of which was in October 2007. 

Due to the large volume of proposals received, my supervisors asked me to play a 

short clip from each CD/DVD which was actually enough to identify the types of 

music and the quality of the performers. They then decided to consider a few quality 

ones. I entered the information of all the proposals and returned the materials to the 

artists which we decided not to present. Even though the number of the ―quality ones‖ 

was small, it was still a good source for booking artists.  

Organizing the Events    

 

Once the artists signed the contracts and we decided the program content, I 

submitted a working draft of the Workorder to the Museum Events Coordinator Lucy 

Lin, who then generated the official Workorder and distributed it to the services 

departments.  

In addition to the Workorder, the marketing meetings with the Communication 

Department were another important routine. The Communication and the Public 

Programs held quarterly meetings during which we discussed upcoming events and 

proposed marketing approaches. I attended one such meeting in November 2007 when 
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my manager Laurel Kishi led the discussion and went through every event of the 

following quarter in chronological order.  

I noticed the marketing meeting served a couple of purposes. It was a good 

time to revisit the Master Calendar and Rough Guide, making sure all information was 

up to date. It was also a brainstorming session. I observed that each Communication 

Specialist had his/her own expertise: some had great relationships with the press; some 

maintained close contacts with the communities; and some were exceptional graphic 

designers. After Laurel Kishi described the nature of the events, especially identifying 

some ―hard sale‖ performances, the marketing specialists proposed various ways to 

promote these events, such as targeting community groups with similar interests and 

making the event a ―XXX Night at the Getty,‖ or broadcasting on Christian radio 

stations for religion-related themes. I particularly remembered an interesting idea to 

arrange interviews with Spanish radio stations for Mexican artist Eugenia Leon; later, 

the audience surveys supported the effectiveness of these radio appearances.  

I also regularly attended the production meetings throughout my internship. 

For instance, the Summer Sessions series took place on three Saturdays in July, 

featuring three bands and some disc jockeys at three outdoor locations: the Courtyard 

Stage, the Garden Terrace, and the South Courtyard Stage. When participating in the 

meetings in June, I noted several concerns. The A/V Department had previously 

designated the configuration of the three stages. Based on the positioning of the stages, 

the Facility Department constructed the stages, and an outside contracted company set 

up trusses and light instruments a week prior to the performances. Bon Appétit 
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planned to add more bars and coffee carts throughout the Getty site, and the Electrical 

Department ensured proper power connections to all stages and additional outdoor 

concessions.  

Above all, there was a concern about parking. There would not be enough 

spaces in the North Entrance Parking (NEP) garage, so the Security Department 

decided to rent the Constitution Lot, a nearby parking facility just south of the Getty 

Center. The plan was to direct the cars and visitors to the Constitution Lot starting at 

2:00 p.m. in the hope that there would be parking spaces left in NEP for the evening 

concert audience. I did not realize parking was an important topic until I learned the 

average daily attendance of each Saturday was 9,036.
28

 

Program design was another major routine. The artists sent us their biographies 

and program notes in various formats, and my job was to reorganize the content to fit 

the typical format the Public Programs had developed for each series. Most of the 

concert programs I did followed this layout:  

(Front Cover): The series, event title, artists or band, time, and location 

(Inside): About the Programs; About the Artists, Acknowledgments 

 (Back Cover): Getty Staff 
29

 

A recurring challenge occurred when the artists submitted their biographies or 

the names of the ensemble late, but I always managed to have the programs done on 

time. An extreme instance occurred, however, with a Gordon Getty Concert by 

                                                
28 The full-day attendance numbers were 8,511 (July 12), 9,081 (July 19), and 9,516 (July 26). 
29 The A/V Specialists were divided into two teams; therefore, I always had to contact the A/V 

Coordinator to confirm which team would be working on the event before I could insert their names on 

the staff page. 
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Pomerium. This concert, complementing the exhibition Music for the Masses: 

Illuminated Choir Books, was sung in Latin, so the director decided to include Latin 

text and its English translation, plus an introduction for each number. My manager 

Laurel Kishi also insisted on precision and consistency regarding the font and layout 

of the program; for example, Latin should be italicized, whereas English translation 

should be in normal font, even though the version the director gave us was exactly the 

opposite.  

As expected, this program went through several revisions with experiments on 

font, size, style, and page break. Once all parties were satisfied with the sixth revision, 

I sent it to the director on Wednesday for final approval. He made substantial 

corrections, which really shocked me. Later, we realized I was given an earlier version 

of the text. (Thus, I learned a valuable lesson about ―attention to detail.‖) Although I 

had submitted the content for editing a week earlier, the program was not finalized 

until Thursday afternoon with the eighth revision. Since Friday was an ―off day,‖ we 

were concerned whether printing could be done on time. Fortunately, the CopyPage 

staff told me they still planned to work on Friday, and we received the programs on 

time. While most programs consisted of either four or eight pages, the Pomerium 

program necessitated twenty pages. The CopyPage staff was efficient in finishing the 

printing of such a long program within half a day; nonetheless, I learned that it was 

always advisable to submit the program for editing and layout as early as possible. 

Other than the standard program, there was a special type of program we 

produced: the film brochure. The Classic Mexico film series, which complemented the 
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Iturbide exhibition, was a great example of this. My first contact with this series was 

in October 2007 when McCarthy sent me to the Margaret Herrick Library, which kept 

a sizable collection of film stills. My task was to browse through the available stills 

from the selected movies and pick a few good images. All film stills were kept in 

vanilla folders, and visitors had to wear gloves when browsing, in order not to leave 

fingerprints on these precious prints. The Library policy allowed each person to 

photocopy up to twenty stills per visit; thus, I carefully chose twenty images and 

returned to the Getty with the photocopies.  

McCarthy and I then brought the photocopies to the film-brochure meeting 

with the Getty‘s Exhibition Design Department. The designers picked three stills for 

use in the brochure, and I then placed an order for the actual film stills. Each still, an 8‖ 

X 10‖ black and white print, cost thirty dollars at the non-profit rate. 

Because of the Mexican theme, the designers suggested a bilingual brochure, 

and the result was a classy-looking brochure of six panels, one side in English and the 

reverse side in Spanish. The earthy chocolate brown color scheme also matched the 

idea of the Mexican landscape. We placed some Iturbide brochures in the HMW 

Auditorium so that the audience, after watching the films, could take an Iturbide 

brochure and perhaps visit the exhibition as well. 

In addition to program design, submitting the catering orders for the artists 

became one of my major duties. Other than the catered dinner in the Greenroom, 

which required a minimum charge of $250, I sometimes had to place a pick-up order 

in the case of a small purchase. The film screenings involved only three staff members 
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(an A/V Specialist, a projectionist, and me); thus, we ordered vouchers that were 

redeemable in the café, restaurant, coffee carts, or concessions, and I distributed them 

to the working staff on the event day. 

I also worked repeatedly on ticket and parking reservations. Every time we 

received ticket requests from the artists, I saved the names of their guests on an Excel 

file named ―Comp & Press.‖ Our events were mostly free, so a complimentary ticket 

really meant only free parking and whether the guests were assigned to the Top of Hill 

or North Entrance Parking garage. On Wednesday of the performing week, we 

assigned actual seat numbers to the guests and then emailed the ―Comp & Press‖ to 

the Visitor Services. If the internal request from the artists or the Getty staff was 

minimal, we would release more tickets to the public. The Visitor Services Associates 

also made parking reservations for the guests; they then returned the updated ―Comp 

& Press‖ with parking reference numbers. Of course, there were many last-minute 

changes on the event day; quite often the artists gave us names of their guests so late 

that we did not have time to make parking reservations. So, we had to call the kiosk 

officers immediately, trying to accommodate the artists‘ requests. 

Event Day Execution 

 

On the event day, I normally distributed signs, posters, water, and supplies to 

appropriate locations before the artists entered the Getty. I also picked up the 

programs from CopyPage and brought some to the Greenroom for the artists. If the 

performers were scheduled to arrive in the early afternoon, I would also deliver the 

snacks and drinks prior to their arrival. McCarthy and I then greeted the artists at 



Texas Tech University, Yi-hui Lee, August 2011 

50 

Central Security Station and took them to the performing locations. We gave each of 

them a badge so they could have access to non-public or backstage areas. Once inside 

the auditorium, the A/V Specialists usually took over with sound checks. While the 

Visitor Services set up the ticket station in the lobby, I arranged the space with signs, 

programs, surveys, and merchandise and usually stood by to answer questions or to 

encourage the audience to fill out a survey.  

For the Family Festival, I always distributed the programs a day in advance to 

various locations, such as the Round Info Desk at the museum entrance, the Tram 

Arrival Plaza, and the Family Room. Since Community Arts Resources did most of 

the organizing and executing, my primary duty was to greet the audience and answer 

questions at the information desk, as well as take archival photos throughout the site. 

Because every Festival had different programs and schedules, I had to carefully plan 

my route in order to have photos of every performance and workshop, while assuring 

that at least one person, generally a volunteer, was always at the information desk.  

Usually, the events proceeded as we had planned. Nonetheless, it was always 

possible that something unexpected would occur. One instance happened with The 

Savoy Family Band concert in March 2008. At such a free event, we opened up more 

reservations than the capacity allowed; for the HMW Auditorium seating of 450, we 

typically released between 650 and 790 tickets. Visitor Services opened the ticket 

station at 6:00 p.m., but all tickets were claimed by 7:15 p.m. Unfortunately, twenty 

people were turned away. In dealing with such a situation, the house manager gave the 

unhappy patrons a free parking pass for the next museum visit as compensation. This 
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was the first time we had run out of tickets since the beginning of my internship.  

Friday traffic and the Getty‘s parking situation provided constant challenges. 

Some people suggested that we should begin the concerts at 8:00 p.m.; however, with 

the CUP guideline, the event had to end by 9:00 p.m. Thus, the concert would 

necessarily be significantly shortened, an idea most visitors would not embrace.  

DRAWING ON L.A. 

Drawing on L.A. was the first and the only project I headed during my 

internship. This concert followed the general procedure, with the huge challenge that 

we initiated and completed it within a truncated period of approximately four weeks. 

The normal initiate-to-complete time period was usually three to four months. 

Initiating the Events 

 

The idea began with the drawing exhibition Taddeo and Federico Zuccaro: 

Artist-Brothers in Renaissance Rome, on display from October 2, 2007 to January 6, 

2008.
30

 The curator Julian Brook had previously sent images of the drawings from this 

exhibition to many singer-songwriters in Los Angeles and asked them to compose 

music if they found any inspiration from these drawings. He received ten songs and 

was amazed by the quality of the music. He then talked to my manager Laurel Kishi 

about the possibility of presenting those songwriters to complement the drawing 

exhibition. 

                                                
30 The exhibition: ―One of the first illustrated ‗starving artist‘ tales, a series of 20 drawings by 

the late-Renaissance painter and theorist Federico Zuccaro (Italian, c.1541–1609) showed the early life 

of his famous brother Taddeo Zuccaro (Italian, 1529–1566). This major exhibition comprised around 85 

objects—principally drawings—and included loans from a number of European and United States 

collections,‖ see The J. Paul Getty Trust 2008 Report 14. 
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After the discussion, Kishi believed the concert was feasible, especially since 

the auditorium was available on one Friday prior to the closing of the drawing 

exhibition. The date was December 14, and she decided to assign me as the primary 

project coordinator.  

Booking and Contracting the Artists 

 

The first order was to find out whether the ten musicians were available and 

interested in performing their songs at the Getty Center. The thought was that if at 

least six of them agreed to perform, we would host the concert. I sent out emails to ask 

for their availability; eight musicians immediately positively responded. The last two 

musicians confirmed a week later, and we agreed to present all ten of them. 

Having the consensus from the musicians, I submitted an Event Request Form 

to reserve the time and location on the calendar.
31

 The next step was to create a legal 

contract for each musician. I emailed each musician to ask for his/her legal name, 

contact information, length of the song, etc. I then forwarded the information with a 

payment proposal to the Museum Events Coordinator Lucy Lin, who then generated 

and sent a Purchase Order to the Procurement and Contract Services Manager. Most 

musicians were fairly prompt in sending the information I requested; some were not. It 

took a while to gather all responses, and the contract process was consequently 

delayed. Considering, however, that most concerts were booked three or four months 

before the performing date, we were actually doing well. 

                                                
31 Although the policy required the ERF to be submitted and approved at least two months in 

advance, the Events Coordinator gave an exception for this particular performance. 
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Organizing the Events 

 

We also needed to announce the information about the added concert. The 

drawing curator Julian Brook wrote a blurb, which we inserted in the Rough Guide. 

We then sent the Rough Guide to the web specialists, who immediately announced the 

information on the Getty website. This concert became an official Friday Night at the 

Getty concert, under the event title ―Drawing on L. A.: Songs for Taddeo Zuccaro.‖ 

In terms of marketing, I asked each musician for a high-resolution photo in 

order to post it on the website, create a flyer, and make a collage poster. Kishi and 

Brook also wanted to highlight a few musicians on the Getty website; therefore, I 

asked these musicians to send their latest version of songs. The Communication 

Specialists then edited the music to make thirty-second clips to upload on the website; 

thus, our web browser patrons could listen to samples of the music before they decided 

whether to make reservations or not. The Getty technology division created some 

shared folders in the system; when we saved photos and music in these folders, the 

Communication Specialists could access them immediately, which, in this case, really 

sped up the process.  

In addition, I sent the Getty web link and the blurb to the musicians for them to 

add onto their own websites and MySpace site. This was a crucial marketing step; 

within five days of sending out the Getty link to the musicians, our reservation number 

increased by two hundred patrons. One reason my manager Laurel Kishi believed this 

concert was viable was that most songwriters already had a broad base of fans in Los 

Angeles, and for fans to be able to see ten of them on stage on a single night was 
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indeed an attraction.  

I also submitted a working draft of the Workorder so that the Events 

Coordinator could create and distribute an official one to the services departments. 

After we decided to host this concert, Julian Brook received another song and asked 

whether we could accommodate an eleventh artist. I added up the time from the music 

pieces and reported it to Kishi. She believed we should still be able to finish the 

concert by 9:00 p.m.; thus, we had eleven songwriters. 

A more complicated and unusual issue for this concert was to determine the 

order of performances. There were many factors to consider, such as the rhythm of 

each song, the instrumentation, and upon which the specific drawing of each song was 

inspired. Brook had his thoughts about the sequence, as did Kishi. After several 

discussions and revisions, they finally reached an agreement, which was a relief for 

me because I needed to include the production schedule on the Workorder draft, as 

well as the Artists Info Sheet (AIS). Since it was impossible to do sound checks for 

eleven artists simultaneously, we divided them into two groups─the first half would 

arrive at 3:00 p.m. and the second half would come at 4:00 p.m.  

Some songwriters requested to have another one or two musicians on stage, so 

I assembled all the names and put in a request for TOH parking. Since they were all 

L.A. locals, there was no need to book hotels or flights, which was another reason we 

thought this concert was feasible within such a short time. Once I received the parking 

confirmations, I was able to complete the AIS that included driving directions, parking 

numbers, group designations, and production schedule.  
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Another issue that required careful thought was the stage setup, which had to 

accommodate eleven musicians, their partners, and instruments. Most musicians were 

solo performers and only needed a vocal microphone when they played either piano or 

guitar; some had other musicians to play guitar, bass, and/or accordion for them. We 

rented a Yamaha Grand C7 piano and also drew a stage plot with the placement of the 

piano, microphones, and direct input (for acoustic guitar). I sent the technical 

requirement and stage plot with production schedule to the A/V Specialists. Since 

musicians often changed their requests, I had to update the technical information three 

times in total.  

Designing the program was also tricky; several issues surfaced. First, did we 

arrange the musicians in the order of performances or in alphabetical order? After 

several discussions with Brook, we decided that I should list them on the cover in 

alphabetical order, and on the next page titled ―The Program,‖ I should list the song 

titles and musicians in the sequence of performances. In case one musician showed up 

late and we had to rearrange the order, we also included a note that the order of 

performances was subject to change.  

In addition, because we wanted to encourage the audience to visit the drawing 

exhibition, we decided to project the drawing that had inspired each musician during 

his/her performance. Another question occurred: should we put the drawing titles in 

the program, the PowerPoint slides, or both? The purpose of including the titles in the 

program was for the audience to take their programs to the galleries and observe the 

drawings in person, connecting the art work to the music. When I listed all the 
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drawing titles in the program, however, the page appeared impossible to read. We 

decided to only include the drawing titles in the slides.  

The last issue regarded the musicians‘ biographies. While some of the 

biographies were too long, and we had to trim them down significantly, one musician 

only gave me two short sentences. I showed the program draft to Brook, who, being a 

good friend of this particular musician, added a few more lines. The program looked 

much more pleasing with same-length biographies.  

We also made decisions about tickets and parking. Since the honorarium was 

small, Kishi decided to offer each musician four tickets with free parking. The 

deadline for submitting the complimentary list usually fell on the Wednesday of the 

event week. For this particular event, I had asked the musicians to send me a list of 

their guests by Monday. Not surprisingly, I received only a few responses by 

Wednesday. As I was about to send the ―Comp & Press‖ to Visitor Services, Laurel 

Kishi asked whether I had sent a reminder. My thought was that people tended to reply 

late, so making the deadline two days earlier should give them enough time to confirm 

with their guests; thus, it did not occur to me that I should remind them again. (I 

learned another lesson). I immediately sent an email and eventually received a few 

more names before I gave the list to VS on Thursday. On Friday morning, other 

musicians emailed me, trying to get free parking for their friends. We expected these 

last-minute requests, so we were able to accommodate the artists.  

The merchandise sale was yet another concern. Our original thought was that if 

only a few of them intended to sell their CDs, I could be the seller; however, if most of 
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them wished to do so, each would have to find his/her own seller. It would be 

impossible for me to handle sales for eleven musicians. Even though all musicians 

confirmed their plans to sell their albums, I forgot to ask them to find their own sellers 

(another lesson learned). When I finally realized my neglect, it was already 

Wednesday, and I got very nervous. I sent an email immediately, asking the 

performers to arrange sellers. Fortunately, two musicians had asked their friends to 

help, and another musician volunteered to help her fellow artists before the concert. 

She was the second-to-last in the performance order, so she had enough time to return 

backstage once the concert began.  

Event Day Execution 

 

On the performance day, I walked back and forth between the Central Security 

Station and HMW Auditorium, escorting the musicians and giving them a backstage 

tour. Since there were so many musicians, I printed a list of names with the setup 

information for the A/V Specialists so that they could identify special needs for each 

song. It was impossible to sound check them in the performance order because not 

everyone arrived on time, but our A/V Specialists did a fantastic job in keeping track 

of them and making notes. The A/V Specialists typically received their schedules a 

year ahead. Because this concert was added a month earlier, they did not expect to 

work overtime, and I really appreciated their professional attitude and excellent 

performance on such short notice. 

Once the musicians started to do sound checks, I spent quite some time in the 

lobby, arranging the table space with all the CDs, posters, and notepads for the mailing 
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list; I wanted all items to be fairly visible and not neglected.  

The musicians were happy to see each other, as most of them were friends, and 

the concert went quite well, with an attendance of 267. After the performance, all 

musicians came to the lobby to greet the audience. They also sold the CDs themselves; 

actually, most singer-songwriters were used to selling their own CDs, so they handled 

everything well. At the end, the sales turned out to be smoother than I thought, and all 

my anxiety was for nothing.  

Overall, the project went smoothly with a couple of challenges, including the 

contract process. When the Contract Services Manager finally had a chance to send 

the contracts to eleven musicians, it was already the Monday of the event week. Most 

musicians responded within two days, but not all of them. I printed copies of the 

contracts for the two musicians who had not returned their signed contracts and asked 

them to fill them out upon their arrival on Friday afternoon. Kishi usually distributed 

the check to the artists after the completion of the concert. In this case, however, we 

had to mail the checks to these two musicians the following week. 

The level of complexity was greater for this project because, instead of dealing 

with an agent or a band, I had to work with eleven individuals. This required careful 

thought, as well as much patience, to keep track of who asked what and how to 

respond to each request. Some musicians, however, were prompt in responding and 

even paid a visit to the HMW Auditorium on Monday. They were excited about 

performing at the Getty and appreciated our participation in this endeavor. It was like 

a reunion for the musicians and a big party for their fan base. It was a successful 
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event─a fairly painless process, and my manager was quite satisfied with my 

performance. 

CONCLUSION OF CHAPTER II 

I learned much from my Getty experience, especially by observing the 

uniqueness of its performing arts programs. Collaboration and attention to detail were 

absolute necessities. The planning and execution of a Public Programs event always 

involved ongoing communication with and support from many Getty services 

departments. It was critical to detail all the requests and provide specific information 

about transportation and parking, as well as to submit adequate information about 

artists‘ meals. Also, a strong collaboration with the Communication and Visitor 

Services departments was necessary when organizing, marketing, and executing an 

event. 

In fact, all Getty units, including the contracted companies, such as CopyPage 

(printing) and Bon Appétit (catering), made every effort to provide the visitors with 

the best services possible. For example, the Summer Sessions series presented various 

themes of international music each Saturday, and Bon Appétit came up with different 

menus in accordance with the particular theme. Also, even though the artists often 

submitted their biographies and program notes late, the Getty editors and CopyPage 

staff always gave full effort to have the programs ready on time. 

Another essential component of the Getty was the volunteer division. 

Volunteers worked mostly with Visitor Services in greeting and helping the public, 

particularly school children. They were the first people visitors met and, therefore, 
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they provided the first impression of the Getty. Other than their regular shifts, a lot of 

volunteers helped the Public Programs by signing up for Family Festivals.
32

 They 

handed out Festival programs and helped at the information desk, especially when I 

had to take archival photos in various locations. Many of them interacted with the 

visitors, adults and children alike, in the arts and craft workshops. At the four Center 

Festivals in 2007, seventeen volunteers worked for all four events and another 

seventeen for three events. At the volunteer recognition night, the host mentioned that 

in the year 2007, the total number of the volunteer hours at both campuses was 59,241, 

said to be equivalent to 130 full-time employees.
33

 

At the end of my internship, I realized how various departments and personnel 

collaborated to make all Public Programs events possible and successful, and I was 

truly impressed with the amount of planning and effort behind each performing arts 

event in this museum setting. Despite many work calls in the evenings and on the 

weekends, I felt rewarded, especially when the visitors greatly appreciated what we 

offered to make their Getty experiences enjoyable and memorable.  

 

  

                                                
32 The information I obtained from VS showed that the volunteers had two chairs, leaders for 

special projects and events, shift coordinators, and school shift coordinators for both the Center and 

Villa. Coordinators served on a three-year term. The most dedicated volunteer was John Kennedy, who 

started at the Villa in 1987 and had been with the Getty since. 
33 For reference, the number of the Getty Museum staff then was about 450. 
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CHAPTER III  

THE AUDIENCE SURVEY 

When the Public Programs manager Laurel Kishi requested funds for a 

graduate internship in 2005, she noted the increasing number of performing arts events 

over the last ten years since the opening of the Getty Center in 1997. The tenth 

anniversary of the Center, therefore, seemed to be an ideal time to measure the impact 

of the performing arts programming, ―both in defining how various programs serve 

certain goals, and. . . [in] better quantifying how programs diversify and attract new 

audiences‖ through means such as ―assessing current feedback methodology, creating 

and managing audience surveys, doing interviews both inside and outside the 

institution, and creating an evaluative summary report of its various programs‖ (Kishi 

1). My duty with this assessment project was primarily focused on the audience survey. 

Starting January 19, 2008 with the Sounds of L.A. series, the Public Programs 

launched its first large-scale audience survey. Besides preparing paper surveys and 

providing incentives to encourage the audience to complete the surveys during the 

event hours, my responsibilities were to enter and organize the survey data for every 

event and draft a report based on the available results by the end of my internship in 

August 2008.  

The Public Programs distributed paper surveys at every event and dispensed 

incentives in exchange for filling out a survey. The department changed the incentives 

a few times. At the beginning, we gave a Getty postcard that we had purchased from 
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the Museum Store for each completed survey; this proved to be costly, even with the 

Getty employee discounts. In April, Laurel Kishi changed the incentive to a drawing 

of a $35 gift card, redeemable at the Museum Store. The gift card became another way 

to encourage the audience to return to the Getty, whether at the Center or Villa. For 

the Family Festival in August, we asked the Museum Store to assemble three gift bags, 

including several ―goodies‖ designed for the Maria Sibylla Merian & Daughters: 

Women of Art and Science exhibition. We then had a drawing before each of the 

afternoon performances on the Courtyard Stage. 

The audience survey consisted of seven questions and a written comment 

section, mainly focused on marketing.
34

 These questions were: 

 Would you like to receive eGetty, our monthly email newsletter? 

 How often do you visit the Getty? 

 How many Getty performing arts programs have you attended in the past 

12 months? 

 Did you visit the galleries today?   

 How did you hear about this event? (Check all that apply) 

 What is your age range? 

 Which of the following best describes you? 

 

By analyzing the survey data, the Public Programs hoped to evaluate 

marketing effectiveness and gain a greater understanding of its core constituency.
35

  

THE SURVEY SCOPE 

Before my internship concluded, the Public Programs had collected surveys 

from 59 events in 2008. In November 2007, the Public Programs also distributed 

                                                
34 See Appendix D for a sample of the survey. 
35 The survey data and comments were entered by series and individual projects. It should be 

noted that the survey results counted cases where no response was given; thus, some figures might not 

equal 100 percent. 
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surveys for a storytelling event called the ―Odyssey‖ at the Villa, and I plan to include 

its result in the analysis. Table 1 lists all the surveyed series and individual events, 

including the total and average attendance. 

Table 1 

The Surveyed Events 

* Outdoor event 
** Both indoors and outdoors 

THE SURVEY FINDINGS  

From the survey data and written comments, I have found the performing arts 

programming revealed several characteristics: 1) the programming had cultivated loyal 

audiences, as well as invited newcomers to the Getty; 2) the audience enjoyed the 

combined experience of the visual and performing arts; 3) most audience learned 

about the events through word of mouth; 4) the internet increased its usefulness in 

advertising: the ―e-Getty‖ newsletter;  5) the programming encouraged ethnically-

specific audiences; 6) and the programming attracted a wide range of age groups. 

 
No. of 
Events  

Total 
Attendance 

Average 

Attendance 

Per Event 

Friday Nights at the Getty (FNAG) 6 2446 408 

Sounds of L.A. (SOLA) 8 3501 438 

Center Family Festival** 3 20541 6847 

Gordon Getty Concerts (GGC) 2 710 355 

Summer Sessions* 3 13555 4518 

Selected Shorts 3 742 248 

Films 11 1164 106 

Hotbed* 2 1898 949 

Villa Family Festival ** 1 1808 1808 

Villa Theater lab (VTL) 16 2808 176 

Concerts at the Villa (CATV) 1 172 172 

Family Concert 1 100 100 

Odyssey 1 230 230 

Approaching the Oresteia 2 342 171 
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The programming had cultivated loyal audiences,  

as well as invited newcomers to the Getty 

 

A key goal of the Public Programs, as well as many other arts institutions, has 

always been to offer a programming that could maintain the existing audiences. For 

example, Radiah Harper expressed in an interview conducted by Donna Walker-

Kuhne that ―We need to encourage more repetition and repeat visitation so that, 

through our programs, museums are not seen as elitist places but places to visit 

regularly‖ (Walker-Kuhne 140).
36

 

The Getty survey result showed its performing arts programming had achieved 

this goal of encouraging repeat visitation. One question asked ―How often do you visit 

the Getty,‖ and the answer choices included first time, 1-2 times a year, and 3-4 times. 

The survey results showed approximately 8 out of 10 respondents visited the Getty 

Center or Villa more than once each year for various purposes.  

When asked specifically how many performing arts events they had attended at 

the Getty, a total of 45% replied that they had attended the performances more than 

once in the past 12 months. Figure 4 shows that 31% of the patrons had participated in 

the performing arts events 2 to 3 times in the past year; in addition, 14% of the 

respondents were regular attendants (4 or more times).  

                                                
36 At the time of interview, Radiah Harper was the Director of Education and Programs at New 

York‘s Museum of African Art, see Walker-Kuhne 138. 
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Fig. 4. Repeat Performing Arts Audiences 

In particular, the Friday Nights at the Getty (FNAG) series had the most repeat 

audience; 30% of the respondents had attended 4 or more performances in the past 

year, and this was the highest percentage in the entire survey (see fig. 4). Some FNAG 

respondents also wrote: 

 Another great evening of music. Thank you, the Getty.  

 Love this band [refer to The Savoy Family]. Saw them here in 2001. 

 We greatly enjoy the Fridays of the Getty and look forward to the eclectic 

music selections. 
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The FNAG series, since its inauguration in 1998, had attracted many people to 

return to the Getty regularly, thus successfully achieving its goal of establishing the 

Getty ―as a performing arts destination for the Los Angeles community‖ (Lee 7).
37

  

Other series, including Summer Sessions, Sounds of L.A. (SOLA), and 

Selected Shorts, had also built a core constituency; their written responses 

demonstrated their enthusiasm:  

 This has been fabulous; we plan to come much more often (Summer 

Sessions). 

 Wonderful! I will be back again and again (Selected Shorts). 

 Since 1995 – every performance in L.A. (Selected Shorts). 

 My wife and I have been coming to the Sounds of L.A. for the past 3 years 

and truly enjoy the quality and variety of music. The Getty experience is all 

encompassing and memorable, whether regarding the art, music, or 

architecture (SOLA). 

 

Besides maintaining the existing audience, attracting new visitors is also a 

priority among the arts organizations, and the Getty survey data showed that among all 

the series and events, the Family Festivals series had established its significance in 

bringing in new Getty visitors, as well as developing new performing arts audiences. 

The Center Festivals hosted 40% of first-time visitors to the Getty, and the Villa 

Festival had 43%. Figure 5 clearly reveals that when compared to the average of 19% 

of first timers, these two festivals series had the highest percentages of new Getty 

visitors in the entire survey.  

                                                
37 This FNAG series featured ―an eclectic mix of [contemporary] dance, theater, literary and 

film events,‖ and consisted of thirteen to sixteen productions from fall to spring, 4 or 5 of which were 

usually co-produced with Community Arts Resources, see Lee 7. When I interned at the Getty, the 

Museum was open until 9:00 p.m. on Fridays. Beginning in September 2008, it was only opened until 

5:30 p.m. because of budget concerns. The FNAG, thus, was changed to the Saturday Nights at the 

Getty (SNAG). 
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Fig. 5. First-Time Getty Visitors 

In terms of new performing arts audiences, more than half of the respondents 

(53%) attended the performances for the first time at the Getty (see fig. 6). A few 

events, such as the Eugenia Leon concerts (Gordon Getty Concerts series─GGC), 

attracted a great number of first timers (63%).   

More significantly, approximately 7 out of 10 respondents (69%) from the 

Center Family Festivals indicated this was their first participation in the performing 

arts event, and the Villa Festival had 64% of new attendants. These two figures, again 

the highest in the entire survey, proved the Family Festivals had become the driving 
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forces to bring in newcomers to the performing arts events. Figure 6 highlights the 

high percentages of the first-time performing arts audiences from the Eugenia Leon 

concerts (GGC series) and the Center and Villa Festivals, as well as the survey 

average. 

 

Fig. 6. First-Time Performing Arts Audiences  

With a great variety of programs initiated and modified since the Getty Center 

opened in 1997, the Getty‘s Public Programs proved to have succeeded in cultivating a 

loyal audience with their long-established series, including the Friday Nights at the 

Getty and Selected Shorts, as well as in attracting new visitors to the Getty, and in 

39%

49%

69%

63%

59%

49%

46%

45%

46%

64%

50%

62%

43%

53%

30% 40% 50% 60% 70%

FNAG

SOLA

Center Festival

GGC

Summer Sessions

Selected Shorts

Films

Hotbed

VTL

Villa Festival

CATV

Family Concert

Oresteia

AVERAGE

How many Getty performing arts programs 

have you attended in the past 12 months? 

first time



Texas Tech University, Yi-hui Lee, August 2011 

69 

broadening the audience base with other events, such as the Family Festivals and 

culturally specific performances.  

The audience enjoyed the combined experience  

of the visual and performing arts 

 

When the performing arts program moved from Education Department to the 

Exhibitions and Public Programs Department, one objective was to strengthen the 

connections between the performing arts and the visual arts by increasing the number 

of performances that complemented the changing exhibitions and permanent 

collection. The goal was to encourage the audience to visit the galleries on the 

performance day.  

A question on the survey, therefore, asked if the audience visited the galleries. 

An average of 44% responded positively; in addition, 14% of the audience indicated 

their plan to do so. In total, approximately 6 out of 10 respondents (58%) attended the 

performing arts events and visited (or planned to visit) the arts galleries on the same 

day.  

Upon closer examination, the Family Festivals, which always complemented 

arts exhibitions, successfully motivated performing arts audiences to explore the 

content of the related exhibitions on the festival days. Figure 7 breaks down the 

choices of ―yes (visited)‖ and ―plan to‖ from the entire survey, and it shows the Center 

and Villa Festivals had the highest combined percentages of the respondents who 

visited and planned to visit the galleries on the event day─82%, and 93%, respectively. 
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Fig. 7. Visited or Planned to Visit the Galleries 

Besides Family Festivals, the Film series also aimed to ―illuminate themes and 

imagery from Museum exhibitions, providing audience members with an invaluable 

interpretive tool and adding another dimension to the visual arts‖ (Lee 13). The Film 

series effectively motivated 71% of the audience to visit the galleries prior to and after 

the screenings (see fig. 7). Furthermore, comments from other series supported the 

concept of the combined visual and performing arts experiences:  

 Love combining concerts with the museum; great programming (FNAG). 

 We love the music concerts in conjunction with exploring galleries 

(SOLA). 

 Events like these [refer to Eugenia Leon concerts] are great! It goes 

wonderful with the museum (GGC).  
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 Great pairing of Iturbide‘s exhibit & Leon‘s performance. It made for a 

wonderful afternoon at the Getty. An enjoyable and penetrating experience 

(GGC). 

 

The survey data, however, revealed another phenomenon. Although the 

Eugenia Leon concerts (GGC) also complemented an exhibition, 37% of the audience 

visited the galleries, and merely 4% expressed interest in visiting the galleries later. 

The probable explanation was that this program curtained at 8:00 p.m., and by the time 

the concerts ended, the galleries were already closed. Likewise, other indoor, evening 

events, such as the Friday Nights at the Getty concerts and the Selected Shorts evening 

performances, also had lower percentages of respondents who visited and planned to 

visit the galleries.  

The Film series, on the other hand, had several matinee screenings, and the 

special event ―Hotbed‖ took place throughout the entire Getty Center over an extended 

period. The Public Programs also requested the galleries to open for an extra hour until 

10:00 p.m. on the second day of the ―Hotbed.‖ Consequently, the audience was likely 

to have an opportunity to visit the galleries.  

For the Villa, it was also obvious that the audience members who came to the 

evening performances of the Villas Theater Lab series were unable to visit the 

galleries afterward, while the matinee audience could get a chance to visit the galleries 

before the curtain. 

A number of written comments further conveyed the audience‘s needs: 

 Please have museum open after the event (GGC). 

 It will be great if visitors with tickets for Villa performances could come 2-

3 hours earlier to enjoy lunch and see exhibitions. It is frustrating to come 

so far and only be able to enter 1 hour before performance (VTL, 
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Penelope). 

 

In summary, partially because of the meaningful pairing of the visual and 

performing arts and partially due to the remote nature of the Getty locations, the 

majority of the audience embraced the idea of attending the performance and having a 

chance to explore the visual arts on the same visit.  

Most of the audience learned about the events through word of mouth  

 

One survey question inquired how the patrons heard about the Public Programs 

event and asked them to check all options that applied. Figure 8 arranges the media 

choices by their effectiveness, and it clearly shows word of mouth (relative, friend, co-

worker, neighbor, etc) headed the list, confirmed by 1 out of every 3 respondents 

(34%).  

Additionally, some written comments revealed the Getty had become a 

destination where the audience liked to bring other family members and friends: 

 Love the Villa - so elegant especially at night. My favorite place to bring 

visitors (VTL, Philoktetes). 

 This is my fifth year coming to Sounds of LA. My children and I enjoy 

these events. I have brought some friends and they too enjoy the music. 

These events give my children and I an opportunity to experience different 

music from around the world live. Thank you to all the Sounds of LA staff 

(SOLA).   
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Fig. 8. Media Effectiveness 

Indeed, word of mouth is widely known as an extremely effective means to 

distribute information, and not surprisingly, the Getty survey revealed the same results. 

The internet increased its significance in advertising: the ―e-Getty‖ newsletter 

 

―E-Getty‖ is a free, monthly, electronic newsletter ―about new exhibitions and 

highlights of upcoming events, including performances, lectures, courses, and family 

activities at the Getty Center and the Getty Villa‖ (―e-Newsletters from the Getty‖). 

Two questions on the survey concerned ―e-Getty.‖ The first one asked whether the 

respondents would like to receive ―e-Getty.‖ Figure 9 presents the results from all the 

series and individual events; an average of 26% indicated they already subscribed to it, 

and 46% checked ―yes,‖ expressing their interest in becoming subscribers. These two 

figures combined, 72%, meant that once the marketing department completed the 
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event information via ―e-Getty.‖  

 

Fig. 9. ―E-Getty‖ Subscription 
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specifically presents the results of ―e-Getty.‖ Figure 10 illustrates that approximately 

one-third of the ―Approaching the Oresteia‖ audience (32%) received this event 

information through ―e-Getty,‖ which could be due to the fact that ―Approaching the 

Oresteia‖ had the highest percentage of those who ―already subscribed‖ to this 

newsletter and thus learned about event information electronically (43%). 

 

Fig. 10. ―E-Getty‖ Results 
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subscribe to the newsletter and forwarded them to the Communication Department. 

When I checked with the Communication Specialists on July 1, 2008, the subscription 

number was 46,621, an increase of over 3,000 within six months. The speedy growth 

of the ―e-Getty‖ subscription indicated a great number of people exposed to 

information about the Getty activities, which meant ―e-Getty‖ could potentially 

become, if not already, a very effective way of advertising.  

The programming encouraged ethnically-specific audiences  

 

The survey also inquired about ethnicity. One question asked the respondents 

―which of the following best describes you,‖ and the results showed the White 

audience was the largest (63%). Upon closer examination, however, several events 

attracted more minority audiences, including the Asian, African American, and 

Latino/Hispanic populations. 

The Summer Sessions series, for instance, featured international styles of 

music, and its demographic appeared more diverse.
38

 Particularly, its July 12 concert 

included an Indian band, and this event had more Asian audience members.  

The music style and performers, indeed, played a key role in reaching out to 

more minority audiences. The Sounds of L.A. (SOLA) concerts also drew a greater 

number of ethnically diverse audiences, which appeared to reflect the genre of 

                                                
38 Summer Sessions featured a wide range of culturally diverse musicians on outdoor stages 

starting 2002. The KCRW Unsigned Indies event, which kicked off Getty‘s Saturday late night hours in 

September 2001, attracted more young audience than expected; the Summer Sessions series was then 

developed with a goal to attract new audiences, both in age and ethnic diversity. ―The first Summer 

Sessions in July 2002 generated audiences of 3,500 to 5,000 per night. Since then, the Summer Sessions 

has brought a sense of excitement to July evenings at the Center,‖ see Lee 3. 
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music.
39

 The 2008 SOLA series featured the reggae artists Paula Fuga and Corey 

Harris in January, as well as the jazz musician Dwight Trible in April. The data 

revealed the SOLA series had a higher percentage of African American audience than 

the survey average.  

Furthermore, the Mexican films Nazarin and Enamorada accompanied an 

exhibition that featured Mexican photographer Graciela Iturbide, and I observed a 

great number of Latino/Hispanic audience in the auditorium. 

Most impressively, the Eugenia Leon concerts, complementing the same 

exhibition, attracted an overwhelming Latino/Hispanic audience (77%).
40

 Figure 11 

reveals this striking percentage, especially when compared to the average 

Latino/Hispanic audience in the entire survey, which was merely 17%.  

                                                
39 The SOLA series explored the ―city‘s varied musical geography and celebrate[d] the work of 

master as well as up-and-coming musicians from around the globe,‖ see ―Museum Public Programs‖ 1.  
40 A ticketed series of three to six concerts annually, the Gordon Getty Concerts (GGC) 

presented ―acclaimed world-class musicians‖ and offered more culturally specific music, mostly 

classical, to accompany certain exhibitions, see ―Public Programming at the Getty‖ 3. During the survey 

period, there was only one GGC program (two concerts), featuring Mexican artist Eugenia Leon and 

complementing the exhibition The Goat’s Dance: Photographs by Graciela Iturbide. 
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Fig. 11. Latino/Hispanic Audiences in the Entire Survey 
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saw their history, their culture, their stories in the museums, they were much more 

likely to visit and to find value in the work of these institutions‖ (Crew 110). The 

Getty survey results showed that, although the White audience was still the majority, 

several culturally-specific programs succeeded in attracting the minority audiences. 

The programming attracted a wide range of age groups  

 

The demographic showed the largest representation identified themselves as 

aged 55 to 64 (23%), with the second largest group falling in the 45 to 54 age range 

(20%). These two groups are often identified as traditional arts audiences, as pointed 

out by Joanne Scheff Bernstein in her Arts Marketing insights that ―individuals‘ 

participation in cultural experiences climbs through middle age and peaks between the 

ages of forty-five and sixty-four‖ (27). The Getty survey results, unsurprisingly, 

followed this trend, and figure 12 presents the average of each age group, highlighting 

the age groups from 45 to 64. 

 

Fig. 12. Age Demographic 
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On the other hand, it appeared the age distribution varied across the particular 

series and individual events. For instance, programs that targeted family audiences 

generally had higher percentages of those under age 18. Figure 13 illustrates the 

percentages of those under 18 from the storytelling event ―Odyssey‖ (12%), the Center 

Festivals (10%), and the Family Concert (10%). Although these numbers seemed to be 

low when compared to the percentages of those aged 45 to 64, they were quite 

significant, for they showed these family programs did reach out to more family 

audiences.  

 

Fig. 13. Age under 18 
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More impressively, the outdoor, cutting-edge video presentations of the 

―Hotbed,‖ as well as the Summer Sessions series, attracted many more young 

audience members aged between 18 and 34. Figure 14 includes the combined 

percentages of age groups 18-24 and 25-34 from all the series and individual events, 

and it shows that the young audiences from the ―Hotbed‖ had a combined percentage 

of 53% and the Summer Sessions had 42%. They were noticeably higher than the 

average 18% of same age groups in the entire survey.  

 

Fig. 14. Age between 18 and 34 
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that with such diverse programs, the Public Programs did bring in audiences in diverse 

age groups.  

CONCLUSION OF CHAPTER III 

Based on the survey data and attendance report by August 2008, it appeared 

the Getty‘s performing arts programming had been successful when evaluating how 

some programs had built a core constituency, while other programs attracted more 

new and diverse audiences.  

The programming encompassed a great variety of styles and activities; the 

content was not only broad but also appealing. For instance, the Family Festival 

activities, which incorporated the unique architecture and gardens, took place 

throughout the entire Center, including the Courtyard, gardens, Family Room, and 

Museum Lecture Hall. The Center‘s highest daily attendance, other than the major 

holidays, had always been on festival days.
41

 Many visitors, especially parents and 

school teachers, appreciated the interactive activities that strongly encouraged the 

families to work together. Their responses included: 

 Love these events, even my high school son wants to come.  

 My daughter loves the art-making workshops at the Family Festival. 

 I love how Getty allows students to visit the museum. The Family Festivals 

are great! My students love to come here and create! Also learn. 

 

The Summer Sessions, Friday Nights at the Getty (FNAG), and Sounds of L.A. 

(SOLA) series also received passionate responses, which showed the audience 

embraced the idea of varied, international music: 

                                                
41 The daily average number of visitors from 2006 to 2008 was just above 6,700 per Festival. 
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 Amazing Indian Night (Summer Sessions). 

 Great free programs, wonderful variety, much appreciated (FNAG). 

 Love the Summer Sessions. For us Angelinos who haven‘t traveled, Getty 

brings the world to us (Summer Sessions).  

 Wonderful that the Getty presents such a varied program. Seeing the 

different audiences attracted to each program is almost as enjoyable as the 

programs (SOLA). 

 

Furthermore, the Villa Theater Lab (VTL) series offered different perspectives. 

The concept of the VTL was to foster experimental approaches to ancient stories; its 

live performances provided ―insight into the social, cultural, and political realities of 

life in ancient Greece and Rome‖ (―Public Programming at the Getty‖ 1). In addition, 

the ―stories underlying classical tragedies and comedies offer[ed] remarkable parallels 

to experiences‖ in modern time (―A Lookinglass Theatre Company Production: 

Icarus‖). Many attendants appreciated the contemporary interpretations to the classic 

dramas:  

 Original, clever, modern adaptation of the ancient play. Comic and tragic at 

the same time (Oedipus). 

 This was a truly inspired adaptation of a timeless story. Very well done 

(Oedipus). 

 Playwright‘s very clever and covered the details of that Greek story; even 

though it was a barebones production, it still managed to evoke the deep 

and painful truths of this Greek myth. Very moving and thought provoking 

(Icarus) 

 

On the other hand, the performing arts programming is not the only reason that 

attract visitors to the Getty Center; the beauty of the entire facility also plays a 

significant role. The galleries and auditorium are situated on a hill top, and visitors 

begin the trip ―with a five-minute ride on a driverless, computer-operated electric 

tram. . . . As visitors travel along the winding, wooded route to the top of the hill—
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about three-quarters of a mile—they are treated to constantly changing views of the 

hillside, city, and Center‖ (Hackman and Greenberg 43). There are several sculptural 

pieces at the tram station, as well as in the entire Getty site, and the experience of the 

ascending tram and the outdoor sculpture gives a different perspective of the 

surrounding space and provides an additional approach to appreciate and interpret 

works of art.  

In summary, because of the wealth of the Getty‘s arts collection, the 

attractiveness of the gardens and architecture, the panoramic view of the metropolitan 

Los Angeles, and the diverse performing arts programs, many comments revealed that 

once the visitors set foot for the first time, they were likely to become repeat visitors: 

 I plan to attend all of this film series (Film). 

 I have thoroughly enjoyed the lectures and music events that you offer both 

at the Getty and at the Getty Villa. I look forward to a couple of events in 

the next few weeks. Thanks! This place is an LA treasure (SOLA). 

 A wonderful place that reminds me my home country, ITALY, and my city, 

ROME. I will come here more often since I really like the place and since I 

live in L.A. now (from VTL Philoktetes). 

 

The overall survey result confirmed the approaches, planning, and effort 

behind the performing arts programming. Nonetheless, based on the statistics and 

audience comments, I also identified some aspects for improvement. First, the film 

series had a much smaller crowd than other events did, and I believed that putting 

extra attention in advertising might have helped. One patron commented that s/he 

would have liked to attend all of the film screenings if there were better publicity; this 

patron also suggested that the department should stress what accompanied the silent 

films, live or recorded music. 
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Moreover, the museum calendar RE:View, a quarterly publication that detailed 

every event in the entire Getty organization, was identified as the third most common 

means of receiving event information.
 
On average, 19% of the respondents learned 

about the performing arts events from the RE:View (see fig. 8 on page 74). For the 

film series ―The Lifted Hem‖ screened by the Public Programs at the Center in April 

2008, the attendance was very low, and we later found out that on the RE:View, the 

location was printed as Villa, which could have possibly discouraged some visitors 

from making reservations and attending because of its remote nature.  

Second, parking seemed to be an ongoing issue, especially with outdoor, multi-

hour events when thousands of visitors flooded into the Getty Center. Audience 

comments included suggestions such as ―parking should be open for cash and rapid 

access‖ on the event days, or ―opening the parking across the street and having people 

collect cash there, instead of having all cars enter the Getty and then go back out 

again.‖  

In 2010 when I checked the Getty website, I noticed a couple of changes; 

among the changes was the parking policy. The previous parking fee was $8 per 

vehicle during my internship and was raised to $12 in September 2008. As of 2010, it 

cost $15. A 2008 survey respondent reflected that parking fee was raised too much; 

s/he suggested that the fee should be cut for the evening visitors.  

The new parking policy seemed friendlier: ―It is FREE after 5:00 p.m. for the 

Getty Center‘s evening hours on Saturdays (when we are open until 9:00 p.m.), as well 

as for all evening public programming, including music, film, lectures, and other 
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special programs held after 5:00 p.m.‖ (―Visit‖). Although there was no evidence to 

assume that the audience survey and written comments had direct impact on the 

change made after my departure, it did appear that the Getty had been taking into 

account the visitors‘ needs and suggestions and made some adjustments. 

In addition, the Café open hours had become an issue starting in April 2008 

when Bon Appétit changed its business hours. Bon Appétit shortened the hours, 

possibly due to budget concerns, but this new information was not distributed very 

well. Many performing arts attendants arrived earlier in the hope of enjoying a good 

meal with friends prior to the concerts but were unable to do so. Frustrated, they left 

comments on the audience surveys.  

I believed the 2008 audience survey results showed the Getty‘s Public 

Programs was successful in reaching out to new, younger, and more diverse audiences. 

Also, I learned that although parking and food services were not under the 

administration of the Department of Public Programs, nor were they relevant to the 

program content, they were included in the Getty experience. A couple of comments 

also revealed the encounters with rude staff members; therefore, the holistic 

experience was critical, from the moment visitors received information about the 

events and exhibitions, to the moment of being inside the auditorium and galleries, and 

even the moment of getting autographs from the artists or having conversations with 

the staff. Every moment counted, for most visitors did not distinguish among the 

restaurant, exhibitions, concerts, and parking or other types of services. For them, the 

whole experience was ―the Getty.‖ It was imperative for the Public Programs to reflect 
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the visitors‘ opinions and to ensure good relationships with other Getty units, 

particularly the Communication Department (marketing) and Visitor Services. Indeed, 

to facilitate a safe, smooth, and enjoyable visit, the entire Getty organization must 

make certain that the visitors were well-informed, especially if there were any changes. 
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CHAPTER IV 

REFLECTIONS AND CONCLUSIONS 

The Getty internship introduced me to the performing arts programming and 

provided me with experiences in presenting events in a museum environment, with 

insight into ―issues involved with providing public programs for a large-scale visual 

arts institution‖ (Kishi 2). With the eleven-month contract, I was able to participate in 

many aspects of the programming and worked on almost every type of event offered 

by the Public Programs. In addition, I participated in the first large-scale audience 

survey project. Prior to the internship, I did not have much experience in 

administrative practices and was somewhat unfamiliar with the complexity of arts 

programming outside academia. At the conclusion of my internship, I felt inspired to 

pursue a non-profit administrative career and dedicate myself to a position in the arts, 

culture, and education. My experience and the lessons I learned from the Getty are 

germane at all levels of arts management: the personal level, the departmental level 

(the Public Programs), the institutional level (the Getty), and the bigger universe of the 

arts management level.  

PERSONAL LEVEL 

The Getty experience was invaluable. The Getty Foundation funded all the 

interns who worked at different departments throughout the entire Getty organization, 

and it was remarkable to meet and interact with interns of various nationalities and 

talents. The Foundation scheduled meetings for us with the various heads of each of 
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the Getty programs (the Museum, Foundation, Conservation Institute, and Research 

Institute) which provided career tips and resources for young artists/administrators like 

us. In addition, there was a mandatory tour opportunity when the Foundation staff took 

us to the Watts Towers Art Center and Disney Concert Hall. We interns, as a group, 

also initiated several visits to different institutes in Los Angeles, such as the 

Huntington Library and the Los Angeles County Museum of Art, and we received 

quite a few behind-the-scene tours.  

This was the first job I accepted in such a large-scale organization, and I 

learned a lesson about chain of command when I worked on the event ―Drawing on 

L.A.‖ When the drawing curator Julian Brook proposed a concert to complement the 

drawing exhibition, my manager Laurel Kishi told me that if we could contract with at 

least six musicians, we would host the event. I sent each musician an email and then 

waited for their replies, impatiently I might say. Whenever a musician responded 

positively, I became more and more excited.  

As soon as I got the sixth confirmation, I was so eager that I notified Brook 

that we were going to have a concert. He, too, was thrilled and sent out an email 

instantly to all staff who would be involved in this event. The Communication 

Specialists immediately asked my manager Kishi for the updated Rough Guide and 

marketing materials (photos and song clips). Kishi did not know that I had informed 

Brook and she was upset; she told me via email that I did not have authority to make 

any announcement. She also had to explain to other staff members that our intern got 

carried away and we were still collecting information.  
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I felt dumb, indeed. When I emailed Brook, I simply wanted to share the 

exciting news. I did not realize that he would make the announcement instantaneously. 

Although I have learned in class that every institute has its own corporate culture, I 

forgot this concept in actual practice. I should have realized sooner that in an 

institution as large as the Getty, one must follow protocol of how things are handled 

and communicated. This incidence happened about two months into my internship, 

and I was still quite inexperienced. Nonetheless, I should have notified my manager 

first and let her proceed when she felt ready to make an announcement. It was a good 

lesson, and I tried not to let the frustration discourage me too much. Fortunately, 

everything went well from then on; we had a great concert and I gained more 

confidence.  

DEPARTMENTAL LEVEL 

When I interned at the Public programs, the department only had a manager 

and two senior project coordinators (one at the Center, the other at the Villa), plus a 

staff assistant who supported both the Exhibitions and the Public Programs. I was the 

third member in the Public programs at the Center and sometimes worked at the Villa 

when needed. My manager Laurel Kishi, my immediate supervisor Sarah McCarthy, 

and I handled the organization of all performing arts events at the Center, which was 

another reason that collaboration with internal services departments and external 

consultants and organizations was fundamental.  

Since I was awarded the first-ever internship in the Public Programs, a couple 

of issues occurred. One issue, for example, was about productivity. Because I did not 
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have the authority to make decisions, I had to constantly ask my manager or 

supervisor for approval on almost everything. Sometimes they were occupied and 

could not reply immediately, so I spent quite some time merely waiting for answers or 

instructions, and I felt things were consequently delayed.  

On one occasion, my supervisors sent me to the Villa to escort the actors who 

had come for an audition. I simply walked back and forth between the Greenroom and 

Central Security Station all day long and did nothing else. My manager later realized 

this was not an effective way to use her staff. We figured that if I could have known in 

advance what my assignments would be for that day, I could have been more 

productive─for instance, by bringing other files/tasks to work on while waiting for the 

actors‘ arrival.  

These situations are probably normal at the beginning of a new job, but after a 

while, I wished for better communication. Although we tried to have bi-weekly 

meetings, my manager was so busy that we sometimes had to postpone or even cancel 

the meetings. I imagined that when a department is only comprised of two members, it 

would probably not be too difficult to designate responsibilities and keep everyone 

well informed of the process. When a department expands, however, it seems that it 

will take some forethought to establish an efficient system of communication. I 

believe it is crucial that all staff members are aware of other members‘ assignments 

and progress so that all can really work as a team and effectively support each other in 

case of emergency.  

Kishi and McCarthy had been working quite well together for a long time 



Texas Tech University, Yi-hui Lee, August 2011 

92 

before I joined the department, and occasionally I felt as if they were uncertain as to 

what to assign me or how to use me. It could be because they were concerned about 

my inexperience; it could also be because they had been doing everything so 

efficiently themselves that they were not sure where/how an intern, or a third member, 

would fit in the department. I believe that the next intern will benefit from the 

experience my supervisor had with me.  

Throughout my entire internship, there were two major aspects that I, as an 

intern, wished to gain more insights into─budgeting and booking the artists. There 

was a FY 09 budget meeting at the beginning of my internship, and Kishi wanted me 

to observe the meeting. Unfortunately, the meeting already involved too many 

personnel, mostly upper level administrators, so she was unable to take an intern with 

her to the meeting. When I later overheard of some sort of budget issues, I meant to 

ask my manager about our departmental budget and, more importantly, how she 

usually allocated the budget. The budget topic, however, seemed too sensitive to be 

discussed with entry level staff, so I ended up not asking anything about it.  

Booking of the artists involves determining the program content, and it is 

understandable that an intern would probably have minimum input regarding which 

artists to invite. On the other hand, I hoped for opportunities to be the primary 

coordinator for more projects. ―Drawing on L.A.‖ was the only event I headed; 

although I understand an intern is probably not entrusted with much responsibility, an 

additional chance to lead a project would have been beneficial.  
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INSTITUTIONAL LEVEL 

The Getty‘s performing arts programming was unique in that the department, 

with a small budget, was able to present an array of programs in large quantity and 

variety. Since the Getty Trust has a huge endowment, the Department of Public 

Programs does not need to rely on museum membership, ticket revenues, or external 

grants. In fact, one of the Trust programs, the Getty Foundation, gives funds to 

scholars, universities, and arts projects worldwide, including many grants to institutes 

in New Orleans. Although the Trust endowment did not ensure unlimited funding, the 

Public Programs staff can certainly devote more attention to program content and 

event execution.  

The recent economic recession appears to have impacted the performing arts 

programming. The 2009 Trust online report revealed the Getty‘s endowment peaked 

in FY 2007 with $6.4 billion; it dropped to $6.0 billion in 2008 and further declined to 

$4.5 billion in 2009 (The J. Paul Getty Trust 2009 Report 70). When I checked the 

Getty website in summer 2010, I noticed the performing arts events programming had 

shrunk. For instance, there were no more Summer Sessions and Garden Concerts for 

the Kids series in July and August, nor did I see the Family Festivals listed, which 

were usually hosted four times annually at the Center. There was, however, an 

additional free program, Villa Play-Reading series, economically viable ―‗script-in-

hand‘ renditions of lesser-known Greek and Roman plays in translation‖ 

(―Performance and Films‖). Overall, the programming seemed slightly compressed; 

nonetheless, it was still a well-rounded presentation of various performing arts 
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disciplines.  

Although financial status is undoubtedly a unique factor of the Getty, I believe 

the most extraordinary feature, or the greatest achievement, of the Getty is that it 

continues to fulfill J. Paul Getty‘s wish that everyone interested, especially those 

underprivileged, could have an opportunity to be exposed to the arts and become 

―enlightened.‖ The Getty, with its free admission and guided tours (the majority of the 

Public programs events are also free), has become a community resource. For example, 

the Education Department and Visitor Services worked together to bus in many school 

children and community groups to every Family Festival. Also, many comments from 

the surveys revealed that the audience enjoyed the Getty experience because of the 

wealth of the collection, the beauty of the campuses, the variety of the events, and the 

quality of the services: 

 Plenty to do and see for all the family (March Center Festival). 

 Love the Summer Sessions. For us Angelinos who haven‘t traveled, 

Getty brings the world to us (Summer Sessions). 

 This is my fifth year coming to Sounds of L.A. My children and I enjoy 

these events. I have brought some friends and they too enjoy the music. 

These events give my children and me an opportunity to experience 

different music from around the world live (SOLA). 

 

Furthermore, some visitors wished for special programming that targeted 

minority audiences. One survey respondent suggested that the department provided 

some outreach activities for youth at risk so that s/he could bring students to the Getty. 

At the beginning of my internship, my manager Kishi had in mind a children‘s theatre 

series at the Villa, but the proposal was temporarily halted due to budget concerns. 

When the budget becomes less of an issue (maybe after the recession), I believe the 
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Education Department and the Public Programs will brainstorm and come up with 

programs for younger audiences, as well as for those with special needs.  

In sum, the Getty, along with its various programs and years of dedication, has 

established a branded image that promises the delivery of enjoyable experiences that 

include great scenery, in-depth exhibitions, and high quality performances. The 2008 

audience surveys showed ―word of mouth‖ was the most effective means by which the 

audience heard about the Public Programs events, and this result further proved the 

Getty‘s branded image had lured the visitors to become its unpaid marketing 

ambassadors. 

ARTS MANAGEMENT LEVEL 

William Byrnes in his Management and the Arts identified six environmental 

aspects that directly influence the management and strategies of arts organizations; 

they are economic, political and legal, cultural and social, demographic, technological, 

and educational factors (85). Without exception, these elements also affected the 

Public Programs at the Getty. The audience surveys analyzed in Chapter III reveal the 

effectiveness of technology, especially the effectiveness of the Getty official website 

and the e-Getty newsletter; I have also pointed out that the recent economic recession 

has somewhat compressed the entire performing arts programming. During my 

internship, I observed two other factors that were particularly pertinent to our 

programming: demographic, and cultural and social.  
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Demographic 

 

The demographic factor includes gender, age, race, education, occupation, 

income level, and birth and death rate. These variables continually influence the 

program content and marketing approaches.  

One of the significant demographic changes, for example, is the increase of the 

Hispanic/Latino population. Nationally, in 1950, only ―2.3 million ‗persons of Spanish 

surname‘ were reported,‖ and in 1990, 22.4 million people in the US were of Hispanic 

origin, approaching 9% of the nation‘s population (―We the American ... Hispanics‖ 2). 

From 1990 to 2009, individuals of Hispanic/Latino origin more than doubled (48.2 

million), consisting of approximately 16% of the entire population, and the percentage 

is expected to continue to rise (―U.S. Census Bureau‖).  

In order to ensure long-term survival and to meet the community needs, arts 

organizations must create or modify their missions and strategic plans to reflect the 

trends of a diverse society. Not only do we need to attract a greater number of 

participants, we also have to make special efforts to draw a more ethnically diverse 

audience. During my internship, the Public Programs offered several culturally-

specific programs, presenting world-renowned artists and a variety of musical genres; 

these programs certainly appealed to culturally diverse audiences, including 

Hispanic/Latino, African American, and Asian groups. I particularly remember one 

audience member commented on the great Indian food and awesome wine.  

The demographic factor also affects marketing approaches. I recall a Gordon 

Getty Concerts program that featured Eugenia Leon, a Mexican artist. The 
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Communication Specialists suggested that we arrange interviews with Spanish-

speaking radio stations. We did, and the audience survey results from this program 

proved this approach was effective. On average, 5% of the audience in the entire 

survey indicated they heard about the events on the radio. For Leon‘s concerts, 18% of 

the audience received event information via radio announcement, and this figure, 18%, 

was the highest across all series and individual events.  

The increase of minority audiences also demands staff members who can speak 

more than one language. At many of our events, some Visitor Services Associates had 

a name tag that read, ―Hablo Español.‖ The museum also provided brochures and 

maps in many languages. For every Family Festival, we prepared the printed programs 

in English and Spanish and also offered a couple of gallery tours in Spanish. These are 

all common accommodations that show that the organization is making an effort to 

facilitate the arts experience and make it more accessible, enjoyable, and memorable. 

Cultural and social 

 

According to Byrnes, the ―cultural and social environments represent a broad 

range of the beliefs, attitudes, and behaviors that combine to make up our society‖ 

(99). It is important for arts organizations to understand ―the core values and beliefs of 

their community‖ and the surrounding regions in order to ensure ongoing support from 

the residents (99). A current trend, for instance, is that more and more parents place 

emphasis on their children‘s education, and they look for something of value that the 

whole family can explore or enjoy together. Scholars have observed that there seems 

to be an increase in the number of young museum visitors. Claudia Hass pointed out,  
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Children visiting museums with their families or in school groups are 

nowadays a common sight in museums all over the world. Nobody 

questions any more the right of children to be welcomed as individual 

visitors with special needs and expectations. Indeed, museums depend 

heavily on family and school audiences in order to achieve high visitor 

numbers. (49)  

Of all the programs that the Public Programs surveyed, two events were 

especially designed for family audiences: the story telling event ―Odyssey‖ and the 

―De Organographia‖ family concert. These two events had slightly different survey 

questions that intended to explore the factors that were likely to influence parents‘ 

decision to bring their children to the programs.
42

 Of the additional questions, one 

asked about child-specific content or subject matter. The most repeated responses 

included ―informative,‖ ―entertaining,‖ and ―historical and educational.‖  

These opinions echoed the belief that ―[p]sychologists, early learning experts, 

and teachers, as well as museum educators, agree that museums offer children 

important learning experiences‖ (Hass 49). Getty‘s public programming, following 

this trend, offered such opportunities for the youngsters, as one survey respondent 

commented: 

 Thank you so much for providing our Latin IV class with tickets free of 

charge. It is a great opportunity to be able to be exposed to such 

wonderful performing art as Greek tragedy at such a young age 

                                                
42 The additional questions were: 1) If you have brought children with you, what are their age 

ranges? 2) How many times do you bring children with you to performances on average each year? 3) 

How likely are you to bring children with you to performances at the Getty Villa? 4) What are the 

factors that will influence your decision to bring your children to performances at the Getty Villa? 5) 

What types of performances are you and your children interested in seeing at the Getty Villa? 
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(Philoktetes, VTL). 

 

The family programs have become more and more popular and valuable; music, 

dance, and storytelling events are effective means to immerse the children in a 

learning environment without feeling intimidation or judgment. Indeed, the family 

programming is an important approach to cultivate the audience at a young age and 

engage more visitors (parents, grandparents, and teachers) from the community, which 

is critical to the survival of the arts organizations. 

Furthermore, Byrnes pointed out that ―[c]areer pursuits may also contribute to 

fewer leisure hours for a large segment of the highly educated population‖ (100). 

People‘s leisure time also seems to be more fragmented, and an implication for the arts 

could be that activities that allow flexibility are more likely to attract a greater number 

of participants. This phenomenon was reflected in at least two of our programs, the 

Family Festivals and the Summer Sessions series.  

The Family Festival was a full ―day of celebration‖ and discovery that featured 

a variety of distinctive activities, such as ―storytelling, art-making workshops, and 

gallery activities,‖ as well as ―performances by local dance and music groups,‖ which 

all tied in with a certain exhibition (―Public Programming at the Getty‖ 4). These 

activities incorporated the unique architecture and gardens and took place in many 

indoor and outdoor settings throughout the Getty site. Such a variety of activities, 

spanning over a long period of time and spreading out over the entire campus, 

certainly allowed the visitors great flexibility to come and go, to join the crowds, or to 

distance themselves as they wished. The result was an amazing attendance figure; the 
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average number of visitors from 2006 to 2008 was just above 6,700 per Festival. 

More excitingly, the Summer Sessions series was the key event of the Getty in 

July. The KCRW Unsigned Indies event, which kicked off Getty‘s Saturday late night 

hours in September 2001, was extremely popular and attracted more young audiences 

than expected; the Summer Sessions series was consequently developed ―to bring in 

new audiences, both in age and ethnic diversity‖ (Lee 3). This series usually took 

place on three consecutive Saturdays in July, each featuring some disc jockeys and 

three bands on various outdoor stages and extending over several hours. Its 

inauguration in 2002 generated an average of 3,933 visitors per evening; the 

attendance averaged 4,484 from 2006 to 2008.  

As the population and ―communities become more diverse, audience tastes and 

preferences will continue to change‖ (Byrnes 103). The Getty Trust and its programs, 

like many other arts organizations, must regularly revisit their mission statements and 

reconsider their approaches to the program content, marketing options, and customer 

services. In fact, I recall that when I attended the Museum staff meetings at the Getty, 

the Museum director, who had previously discussed the Museum mission with the 

trustees, proposed an updated mission statement and asked the staff for feedback. 

Although I did not give any feedback, I believe this was an important gesture that 

proved arts administrators must be observant to current trends in order to continue to 

pursue the mission, involve the staff, and maintain relevance in the community. 
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CONCLUSION 

Overall, I truly appreciated this internship opportunity and felt privileged to be 

part of the Getty. In addition to the introduction of event planning, the job taught me 

to be meticulous with paperwork, patient with the agents and artists, to appreciate 

other people‘s efforts, and not to take anything for granted. Furthermore, I had an 

opportunity to collaborate with a variety of personnel, including artists, consultants, 

volunteers, and specialists from various departments, as well as to interact with the 

public. It was amazing to observe so many patrons involved in arts activities and to 

realize that they had a terrific visit to the Getty. It simply was rewarding to see 

comments like ―our first time here—the dream is true,‖ ―this place is an L.A. treasure,‖ 

and 

 Have attended many years – since the Getty Malibu (Selected Shorts). 

 I am absolutely speechless! You have achieved perfection in everything 

you did. The architecture, gardens, staff, art, and even the lunch were 

exciting to behold. So much beauty that we will be returning often and 

with family and friends (Film series). 
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The J. Paul Getty Trust Mission: 

 

 

―The J. Paul Getty Trust is an international cultural and philanthropic institution that 

focuses on the visual arts in all their dimensions, recognizing their capacity to inspire 

and strengthen humanistic values. The Getty serves both the general public and a wide 

range of professional communities in Los Angeles and throughout the world. Through 

the work of the four Getty programs–the Museum, Research Institute, Conservation 

Institute, and Foundation–the Getty aims to further knowledge and nurture critical 

seeing through the growth and presentation of its collections and by advancing the 

understanding and preservation of the world‘s artistic heritage. The Getty pursues this 

mission with the conviction that cultural awareness, creativity, and aesthetic 

enjoyment are essential to a vital and civil society.‖ 

 

Cited from The J. Paul Getty Trust 2009 Report, 1.  

 

 

 

 

The J. Paul Getty Museum Mission: 

 

 

―The J. Paul Getty Museum seeks to further knowledge of the visual arts and to 

nurture critical seeing by collecting, preserving, exhibiting, and interpreting 

works of art of the highest quality. To fulfill its mission, the Museum continues 

to develop its collection through purchase and gifts, complementing its impact 

through special exhibitions, publications, educational programs developed for a 

wide range of audiences, and a related performing arts program. The Museum 

strives to provide its visitors with access to the most innovative research in the 

visual arts while they enjoy a unique experience in viewing works of art at our 

Getty Center and Getty Villa sites. While benefiting from the broader context of 

the Getty Trust, the Museum also extends the reach of its mission via the Internet 

and through the regular exchange of works of art, staff, and expertise.‖ 

 

Cited from The J. Paul Getty Trust 2009 Report, 6.  
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Getty Center: 

 

During the Fiscal Year 2008, there were 24 events from July to December in 

2007 and 38 events from January to June in 2008 at the Getty Center. 

 

2007- 

July 14: Summer Sessions – Equatorial Heat 

July 21: Summer Sessions – Global a Go Go 

July 28: Summer Sessions – Espiritu de Mexico 

August 4: Family Festival – Medieval Beasts; Oudry's Painted Menagerie 

August 11: Garden Concerts for the Kids - Farmer Jason 

August 12: Garden Concerts for the Kids – Farmer Jason 

August 18: Garden Concerts for the Kids – Justin Roberts 

August 19: Garden Concerts for the Kids – Justin Roberts 

August 25: Garden Concerts for the Kids – Tom Chapin & Friends 

August 26: Garden Concerts for the Kids – Tom Chapin & Friends 

September 14: Friday Nights at the Getty – Bethany & Rufus 

September 21: Friday Nights at the Getty – Friends of Dean Martinez 

October 5: Friday Nights at the Getty – Jimmie Dale Gilmore 

October 12: Friday Nights at the Getty – Lionel Popkin‘s Miniature Fantasies 

October 19: Gordon Getty Concerts – Pomerium 

October 20: Gordon Getty Concerts – Pomerium 

November 2: Friday Nights at the Getty – Double G  

November 4: Gordon Getty Concerts – Quartetto di Venezia  

November 9: Friday Nights at the Getty – Forde Haltli  

November 10: Family Festival – Medieval Masterworks  

November 15: Le Jazz Cool-Le Jazz Hot: A Celebration of Modern Jazz in Los 

Angeles and France (collaboration with the Getty Research Institute) 

December 1: Gordon Getty Concerts – Ciaramella  

December 7: Friday Nights at the Getty – Dengue Fever  

December 14: Friday Nights at the Getty – Drawing on L.A.  

2008-  

January 11: Classic Mexican Film series – Nazarín 

January 12: Classic Mexican Film series – The Fugitive 

January 12: Classic Mexican Film series – Enamorada 

January 18: Friday Nights at the Getty – John Doe 

January 19: Sounds of L.A. – Paula Fuga & Corey Harris  

January 20: Sounds of L.A. – Paula Fuga & Corey Harris 

February 1: Friday Nights at the Getty – Peter Case 

February 8: Sounds of L.A. – Aguabella & Santos 

February 9: Sounds of L.A. – Aguabella & Santos 

February 22: Friday Nights at the Getty – 3 Leg Torso 

March 1: Sounds of L.A. – Maria de Barros & Ricardo Lemvo 

March 2: Sounds of L.A. – Maria de Barros & Ricardo Lemvo 
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March 7: Gordon Getty Concerts – Eugenia Leon 

March 8: Gordon Getty Concerts – Eugenia Leon 

March 9: Classic Mexican Film series – Nazarín (re-screening) 

March 9: Classic Mexican Film series – Enamorada (re-screening) 

March 14: Friday Nights at the Getty – The Savoy Family 

March 29: Family Festival – The Goat‘s dance 

April 1: Sounds of L.A. – Build an Ark 

April 2: Sounds of L.A. – Build an Ark 

April 11: Friday Nights at the Getty – Iris Dement 

April 18: The Lifted Hem Film series – Madame DuBarry (aka Passion) 

April 19: The Lifted Hem Film series – Marie Antoinette 

April 19: The Lifted Hem Film series – When a Man Loves 

April 25: The Lifted Hem Film series – Monsieur Beaucaire 

April 26: The Lifted Hem Film series – Start the Revolution Without Me 

April 26: The Lifted Hem Film series – Du Barry Was A Lady 

May 2: Selected Shorts – The Black Lizard Big Book of Pulps  

May 3: Selected Shorts – The Best American Mystery Stories 

May 4: Selected Shorts – Dangerous Women 

May 9: Special Project – Hotbed, Video Cultivation beside the Getty Gardens 

May 10: Special Project – Hotbed, Video Cultivation beside the Getty Gardens 

May 16: Friday Nights at the Getty – Stefan Haves 

May 31: Imagining Christ Film series – Simon of the Desert 

May 31: Imagining Christ Film series – Parable 

June 1: Imagining Christ Film series – Monty Python's Life of Brian 

June 13: Friday Nights at the Getty – Ailish Tynan 

June 22: Family Festival – Maria Sibylla Merian & Daughters: Women of Art  

 and Science 

 

Getty Villa:  

 

During the Fiscal Year 2008, there were 25 events from July to December in 

2007 and 21 events from January to June in, 2008 at the Getty Villa. 

 

2007- 

August 30: Tug of War preview  

August 31: Tug of War preview 

September 1: Tug of War preview 

September 5: Tug of War press preview 

From September 6 to 29, there were 15 performances in total. 

October 20: Concerts at the Villa – Patricia Barber  

October 21: Concerts at the Villa – Patricia Barber 

October 27: Villa Family Festival – Roman Glass 

November 16: Special Project – The Trojan War  

November 17: Special Project – The Odyssey  
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November 17: Special Project – The Trojan War  

2008-  

February 1: Villa Theater Lab – Penelope 

February 2: Villa Theater Lab – Penelope (matinee) 

February 2: Villa Theater Lab – Penelope 

February 3: Villa Theater Lab – Penelope 

February 15: Villa Theater Lab – Oedipus El Rey 

February 16: Villa Theater Lab – Oedipus El Rey (matinee) 

February 16: Villa Theater Lab – Oedipus El Rey 

February 17: Villa Theater Lab – Oedipus El Rey 

March 15: Concerts at the Villa – De Organographia 

March 16: Special Project – De Organographia family concert 

April 11: Villa Theater Lab – Philoktetes 

April 12: Villa Theater Lab – Philoktetes (matinee) 

April 12: Villa Theater Lab – Philoktetes 

April 13: Villa Theater Lab – Philoktetes 

May 4: Family Festival 

May 16: Villa Theater Lab – Icarus/Lookingglass 

May 17: Villa Theater Lab – Icarus/Lookingglass (matinee) 

May 17: Villa Theater Lab – Icarus/Lookingglass 

May 18: Villa Theater Lab – Icarus/Lookingglass 

June 7: Special Project – Approaching the Oresteia 

June 8: Special Project – Approaching the Oresteia 
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WEEKLY REPORTS 

WEEK 1: SEPTEMBER 17~23, 2007 

The first week of my internship was orientation. We received all the 

information about email, phone, IT resources, health insurance, and emergency 

preparedness (remember this is California - there are earthquakes; I was surprised to 

learn that underneath the parking lots, there are enough food and water supplies for 

2,000 people to survive for three days in case of an emergency). We also went on a 

couple of tours of the galleries and facilities, the best of which was offered by the 

painting curator Scott Shaffer. I really enjoyed his guidance; if any of you come to the 

Getty, hopefully I will be able to give you a quality (and behind-the-scene) tour, too. 

And, please, if you ever get a chance, come visit me in Los Angles. 

There are twenty-three graduate interns this academic year; ten of which are 

Americans, while the rest of us are from all over the world, including Canada, France, 

Germany, Italy, Nepal, South Korea, Yugoslavia, and, of course, Taiwan. I also 

noticed that there is a great diversity in ethnicity and nationality in the employees at 

the Getty, and it makes me, a foreigner, feel comfortable here. 

The nice thing about our first day at the Getty was that we got our first 

paycheck. In addition, we were fed four times, including a breakfast, a lunch,  

refreshments in a reception when each supervisor introduced his/her intern to everyone, 

and a nice dinner at Border Grill Restaurant in Santa Monica.  

Yet another nice thing is that every other week, Getty employees can take a 
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Friday off, and this week happened to be the week that we had Friday off, which 

meant we only needed to work for four days the very first week of our internship. This 

policy does not always apply to employees who work on performing arts events; I 

went to the Getty Center on Friday because there was a Friday Nights at the Getty 

(FNAG) concert, and my supervisors wanted me to get a sense of what we do at the 

Department of Public Programs.  

The Getty has two campuses, the Getty Center in Los Angeles and the Getty 

Villa in Malibu. The Getty Center is huge; it is on top of a hill, and its buildings 

consist of many levels and underground connections. Our immediate task, other than 

trying to memorize twenty-two names, has been to find our own department, or 

wherever we need to be, without getting lost and in a timely manner. 

At the Getty Villa, the outdoor theater production was canceled on Friday 

because of a storm. I heard there had been no rain since April, so people were actually 

looking forward to it. I plan to see the outdoor performance next Thursday. 

That is all for the first week. I will have a meeting next Monday with my 

manager Laurel Kishi and my immediate supervisor Sarah McCarthy, and will know 

more about what exactly I will be doing at the Getty.  

WEEK 2: SEPTEMBER 24~30, 2007 

Week 2 was the first week I actually worked at the Public Programs. The 

biggest activity this week was to participate in event planning for Fiscal Year (FY) 09, 

which is from July 2008 to June 2009. We met a couple of times to assign dates for 

all the series that we regularly do at the Center and Villa. Once we figured out our 
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ideal plan, I created a ―Master Calendar,‖ an Excel file that lists the titles, times, and 

locations of all Public Programs events. After I input all information on the calendar, 

we sent it as a proposal of our programming to the Center‘s Museum Events 

Coordinator Lucy Lin, who receives all events requests from every hosting department 

and tries to coordinate when conflicts of time and location arise. As the Villa has its 

own Events Coordinator, we have to submit the Master Calendar and Event Request 

Forms, as appropriate. 

The Public Programs usually presents its events inside the Harold M. Williams 

(HMW) Auditorium, with the exception of a few outdoor events, such as Family 

Festivals. The HMW Auditorium was originally designed as a lecture hall, instead of 

for theater use, and there is neither a backstage area nor wing space. Several 

departments have to negotiate the use of this space for lectures or other types of 

activities. There is a certain consensus, however, when finalizing the schedule. For 

instance, the Friday Nights at the Getty has been a popular series in our department, 

usually including two to three monthly performances. Consequently, we are more 

likely to obtain the venue, although keeping good communications and relationships 

with other departments is very crucial. 

I also visited the Getty Villa this week. The Getty Center is fairly modern in its 

architecture, while the Villa is very classical; it felt like a whole new world to me. The 

Public Programs presents a production of ancient Greek or Roman drama each 

September at its outdoor Barbara and Lawrence Fleischman Theater. The Villa 

overlooks the Pacific Ocean, and it can get pretty cold at night; thus, the concession 
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stand also sells blankets. The show I watched that night was Tug of War (Rudens) by 

Plautus. All the performers are members of Actor‘s Equity; they did a great job and 

the show was hilarious. There were really good interactions between the performers 

and the audience members, which added warmth to such a cold night. 

My supervisor also introduced me to a couple of other tasks, such as programs 

designing and printing, as well as catering orders. I will learn more next week and will 

be able to go into details in my subsequent report. 

WEEK 3: OCTOBER 1~7, 2007 

There were two major tasks in week 3.  

In completing my first task, I learned to design concert programs and submit 

printing orders. When the artists give us their biographies and program notes, we 

rearrange the layout in a Word document and send it to an editor in the Publishing 

Department. There are several editors at the Getty, and they review all publications, 

including books, journals, and even the banners and signs on the walls. Each editor is 

usually assigned to work with several departments. After we receive the edited 

versions from our editor, we send it to CopyPage, a contracted company which has a 

branch on site. Because CopyPage has done printing with us for a long time, its staff 

members are familiar with the layout of each series. They email us a PDF file for 

layout approval. I print out the file and show it to my manager or supervisor; once one 

of them approves it, I can then fill out an official order.  

There is a certain deadline for submitting an order: the events in the Public 

Programs are always on Fridays, Saturdays, and Sundays. Since every other Friday is 
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an ―off day‖ at the Getty, we need to make sure that we receive the printed programs 

by Thursday, the day before the event; this means the official deadline to submit an 

order falls on that Tuesday. We usually get it done as early as possible, especially if 

the order is large.  

My second task happened on Friday, when the Friday Nights at the Getty 

(FNAG) presented Jimmie Dale Gilmore, whom I found was originally from Lubbock, 

TX. This is the first time I participated on an event day. For the FNAG series, the 

schedule usually starts around 3:30 p.m. with the artists‘ arrival. The sound check 

occurs between 4:00 and 6:00 p.m., and the catering will be setup by 5:30 p.m. so that 

the artists and our crew have sufficient time to take a dinner break. The lobby is open 

at 6:00 p.m., and the visitors who have made advanced reservations are able to choose 

their seats and get the ticket stubs. The tickets are free but the audience needs to make 

advanced reservations either by phone or online. There are also visitors who have not 

made any reservations. We put a standby sign outside, where they will have to wait in 

line. If seats are still available around curtain time, they will be able to get a ticket. 

The concert begins at 7:30 and ends by 9:00 p.m. The HMW Auditorium is usually 

cleared and restored by 10:00 p.m. If we rent a piano, we also schedule a delivery time 

and block a tuning period before the artists‘ arrival; in this case, the event day will 

likely start around noon.  

I learned a couple of interesting facts about the FNAG series. First, the 

capacity of the HMW Auditorium is 450, but we usually release 680 to 750 tickets. 

Because the FNAG concerts are free and people tend to reserve more than they need 
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(4 tickets max. each person), the ―no-show‖ rate appears high. Sometimes a little bit of 

rain will suffice to discourage people from attending the concerts. As a result, we are 

likely to have about 400 audience members in the auditorium. For this Friday, 356 

people (out of 720 who made advance reservations) actually attended the concert, in 

addition to 39 walk-ins. Second, the Museum at the Center closes at 9:00 p.m. on 

Fridays and Saturdays, and according to the Conditional Use Permit (CUP), we must 

finish presenting the event by or at the same time. Usually a crowd gathers if artists 

come to the lobby for autographs and photos; consequently, it might take a while for 

the crowd to disperse. Regardless, the CUP requires the artists to be physically ―off 

stage‖ by 9:00 p.m. Of all Getty programs, only three events are allowed each week to 

proceed beyond the Museum open hours. With the limited quota, each department 

must negotiate with others and make some compromises when developing its own 

calendar. In order to maximize the number of concerts, my manager always plans to 

finish all FNAG events by 9:00 p.m. 

Most of the FNAG events are music performances; however, we will present a 

dance production next week. The schedule is drastically different from presenting a 

concert, and I am foreseeing an exciting week. 

WEEK 4: OCTOBER 8~12, 2007 

This week was short because of two occurrences. First, I mentioned in 

previous reports that Getty employees get a Friday off every two weeks. I was 

working on the Jimmie Dale Gilmore event last Friday, which happened to be an off 

day; thus, I had one day off this week. Since the American Red Cross would host a 
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CPR training session at the Center on Tuesday, I received consent from my manager 

and attended the CPR event. Second, all interns were required to take a tour of Los 

Angeles. We received a guided tour, starting from Union Station and including street 

murals on the east side of Los Angeles, the Watts Towers Art Center, and the Disney 

Concert Hall in downtown.  

The major task for the remaining three work days was to send all Event 

Request Forms (ERFs) of FY 09 to the Museum Events Coordinator Lucy Lin. Two 

weeks ago, I sent her a master calendar, and she helped solve the conflicts and 

approved the calendar. I started to add checklists and deadlines to each event on the 

master calendar. My supervisor Sarah McCarthy also asked me to input the opening 

and closing dates of all Getty exhibitions and events, especially because some of our 

events will complement the arts exhibitions.  

Sarah McCarthy taught me an effective way to create the Event Request Forms. 

Since performances in the same series tend to have the same schedule and require the 

same types of service, such as concession in the lobby, she told me to fill out an ERF 

for one event, make copies for the rest of the events in the same series, and then 

change dates individually. Per email to the Events Coordinator Lin, I attached all 

ERFs of the same series; this way, she will have all requests of one series together and 

can deal with them as a whole.  

There are a couple of things worth noting on the ERF. When visitors arrive at 

the Getty Center, which is built on a hilltop, they have to park at the North Entrance 

Parking (NEP) garage and then take either the tram or a shuttle bus to the top. We 
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need to note whether shuttle service for the performers or visitors is required, the 

number of anticipated passengers, and the time frame. If we expect the event to go 

beyond the Museum open hours, additional tram service also becomes necessary. 

In addition, since Visitor Services Associates take ticket reservations, they 

need to know how many complimentary tickets the Public Programs wants to reserve, 

so that they can release the rest of the tickets to the public. In a sense, Visitor Services 

is similar to our box office in the theater world. In fact, it provides services that 

interact with visitors and audience in the entire Getty organization: it takes 

reservations for all Getty events, trains and organizes volunteers, directs and helps the 

visitors, provides tour information and equipment, etc. The Public Programs often 

notes 40 tickets on the ERFs. Also, since most, but not all, of our events are free, a 

column on the ERF is designated to indicate whether the tickets are free and, if 

applicable, their prices. 

An ERF is a preliminary request and must be submitted and approved at least 

two months before the event date. Actually, I have been submitting the forms 

approximately one year prior to the event dates to secure the spots on the calendar. 

Because we have not decided what program to present or which artists to invite, the 

content of the requests, such as ticket price, may have to be changed once we book the 

artists. We may need to submit an updated ERF with more special needs. Also, I 

follow up with a working draft of a Workorder, a Word document that includes a more 

definite and viable schedule. The Events Coordinator Lucy Lin will then generate and 

distribute an official Workorder to all services departments involved in our events. 
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WEEK 5: OCTOBER 15~21, 2007 

There were a few exciting occurrences this week.  

The first occurrence was a private film screening with the representatives from 

the Photography Department. There is a photography exhibition, August Sander’s 

People of the 20
th

 Century, scheduled to open in May 2008. I had previously contacted 

the First Run/Icarus Films and rented a VHS titled August Sander, People of the 20
th

 

Century (A Film by Reiner Holzemer). On Tuesday, we held a private screening, the 

goal of which was to determine whether we would publicly screen this film to 

complement the exhibition.  

The people present in this private screening were the curator and her graduate 

intern from the Photography Department, two educators from the Education 

Department, and the three of us from the Public Programs. The film ran approximately 

forty-five minutes, which seemed too long to project it continuously inside the 

galleries. They decided to screen it twice on a selected weekend during the exhibition 

period, and also plan to offer a gallery tour right after each screening.   

When I started the internship, I was uncertain if the events we present in the 

Public Programs are related to the arts exhibitions in any way. Now that I have 

actually worked on some events, I realize we do offer several concerts and film 

screenings to complement various exhibitions. Another example was a program by 

Pomerium this weekend. 

There were two concerts this weekend; each had two performances and all 

required paid admission. One concert was at the Villa, featuring Patricia Barber and 
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her band. The other one was a Gordon Getty Concerts (GGC) program by Pomerium. 

This concert, complementing the exhibition Music for the Masses: Illuminated Choir 

Books, was sung in Latin, so the director decided to include in the printed program the 

Latin text and its English translation, plus an introduction for each number. My 

manager Laurel Kishi also insisted on precision and consistency regarding the font and 

layout of the program; for example, Latin should be italicized, whereas the English 

translation should be in normal font, even though the version the director gave us was 

exactly the opposite. 

When I checked the text the director of Pomerium sent us, I already expected it 

to be a very long program. This program went through several revisions with 

experiments on font, size, style, and page break. Once all parties were satisfied with 

the sixth revision, I sent it to the director on Wednesday for final approval. He made 

substantial corrections, which really shocked me. Later, we realized I was given an 

earlier version of the text. Although I had submitted the content for editing a week 

earlier, the program was not finalized until Thursday afternoon with the eighth 

revision.  

Since Friday was an ―off day,‖ we were concerned whether printing could be 

done on time. Fortunately, the CopyPage employees told me they still planned to work 

on Friday, and we received the programs on time. While most programs consisted of 

either four or eight pages, the Pomerium program necessitated twenty pages. The 

CopyPage staff was efficient in finishing the printing of such a long program within 

half a day.  
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It was frustrating to learn that I was given a wrong version to work with after I 

spent so much time on it, so it was quite a relief to be able to get the programs on time. 

I learn that it is always advisable to submit the program for editing and layout as early 

as possible, for we can never know what might happen along the way. 

The Staff Giveaway Lottery was another exciting activity this week. My 

manager, responding to the low ticket sales, decided to release some tickets to our 

Getty staff. This action is similar to when the LORT theaters give complimentary 

tickets to other LORT members for a particular performance. We announced the 

Lottery to the entire Getty staff via email on Wednesday, and several people replied 

immediately. We then did a random selection to determine the winners, and on 

Thursday afternoon, we notified 25 winners that they won a pair of tickets to the 

Sunday concert at the Villa. A problem occurred, however, because this particular 

concert took place in the Villa.  

The Getty Villa differs from the Getty Center in several ways. For instance, the 

Villa is located in a residential area, and there is a quota on how many visitors are 

permitted each day. Consequently, visitors and audiences going to the Villa must 

make advance reservations, as well as print out the confirmation tickets. When they 

enter the Villa, they need to present the tickets to the kiosk officers in order to pay for 

the parking fee.  

Under a normal process, the Visitor Services Associates (VSAs) will create a 

ticket with the winner‘s name on it; they then scan and email the ticket to each winner, 

who then can print out a paper copy. The problem was that since we announced the 
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Staff Giveaway winners on Thursday afternoon and this Friday also happened to be an 

―off day,‖ the VSAs did not have enough time to finish printing, scanning, and 

emailing individual tickets by the end of Thursday. Some winners were concerned of 

not being allowed to enter the Villa on Sunday. We immediately discussed the issue 

with the VSAs, and a solution we came up with was to give the kiosk officers the list 

of the winners so that the winners could enter the Villa without a printed ticket this 

time. The VSAs still planned to send the e-tickets by the end of Friday so that those 

who had access to their Getty email accounts from home could still print out a copy 

before Sunday. 

WEEK 6: OCTOBER 22~28, 2007 

Three interesting activities really made this week.  

The first one was a food tasting. Because of the unique location of the Getty 

Center on a hilltop, once the artists enter the site with either complimentary parking or 

via the Getty shuttle, it is neither likely nor practical for them to leave the Center for a 

meal break and to return on time for performance. Imagine that they get stuck in Los 

Angles traffic! The Getty has a contract with Bon Appétit, which provides food 

services for all visitors, as well as receptions and events. An issue for the Public 

Programs, however, is that its coffee carts, café, and restaurants are not open late 

enough for most of the performing arts events. Consequently, a special order for the 

artists becomes necessary. 

Bon Appétit distributes a year-round guide/menu plus an insert of special 

seasonal offerings for each month. Its manager invites people who are in charge of 
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making food orders for their respective departments for a tasting, during which the 

chefs present seasonal offerings of the upcoming month. The tasting usually takes 

place in the café at 9:30 a.m. on the last Wednesday of each month; since the Center is 

not open until 10:00 a.m., we can have the space for our employees.  

During the tasting, Bon Appétit supervisors and chefs introduce each dish and 

the ingredients. After most people have a chance to taste the food, they walk around, 

asking for feedback. Since we provide meals for the artists and crew on a weekly basis, 

I attended the November tasting on Wednesday with Sarah McCarthy. We tried a 

small portion of everything; the tasting really gave us a sense of good and not-so-good 

selections. I was surprised to learn that the majority of people who attended the tasting 

actually had similar opinions. 

In terms of ordering process, I first file a Word document, detailing the event 

title, date, time, location, number of people, contact person, purchasing card 

information, types and quantity of food and drinks, linen, and disposables. After Bon 

Appétit receives our requests, one of its representatives will email us an Event 

Catering Order (ECO) in PDF format, usually within three days of the initial 

submission. I check the order, and if there are errors or questions, I discuss them with 

Kishi or McCarthy. There are times that they miscalculate and actually charge us less. 

Once we correct the errors, I confirm the order. With so many activities going on 

simultaneously at the Getty, Bon Appétit is usually occupied with catering orders. The 

order, thus, must be finalized at least three full business days in advance; otherwise, 

we will have to pay an extra fee. There is also a minimum charge of $250 for catering 
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to be set up in the Greenroom; therefore, a pick-up order is another option in case of a 

smaller purchase. I usually print out the confirmation and pick up the food from the 

Coffee Cart in the Plaza level at the time scheduled.  

The second activity was a review of the artists‘ proposals. The Public 

Programs constantly receives promotional materials, such as CDs, DVDs, and résumés, 

from artists who recommend themselves to perform in some of our series, such as the 

Friday Nights at the Getty or the Garden Concerts for Kids. Also, Getty staff members 

sometimes suggest artists that they know are excellent musicians. These promotional 

materials pile up quickly in my office. Currently, the review is scheduled to be 

quarterly; ideally, my manager would like to review these proposals more frequently 

so that the artists do not have to keep contacting us for updates.  

Because of the large volume of proposals received, my manager asked me to 

play a short clip from each CD/DVD, which was actually enough to identify the types 

of the music and the quality of the performers. At the end, we decided to keep only a 

few quality ones. I kept a record of all the proposals on an Excel file; then, I returned 

the proposals that we decided not to present to the artists so that they could reuse the 

materials. The Education Department offers ‗Friday off the 405‘ concerts, which target 

college students; therefore, during the reviewing process, when we heard something 

that might be a good match for college students, my manager asked me to make notes 

and then pass the proposals onto the Education Department.  

The last activity this week was the Villa Family Festival. The Festivals always 

complement current exhibitions or permanent collection, whether it is at the Center or 



Texas Tech University, Yi-hui Lee, August 2011 

127 

the Villa. The exhibition Reflecting Antiquity: Modern Glass Inspired by Ancient 

Rome just opened last week at the Villa, and we offered in this Festival several 

relevant workshops and performances. For instance, Roman Goblets workshop taught 

kids, as well as adults, how to decorate the goblets using ancient patterns, and the 

participants could bring home the finished work. The Education Department also 

invited several artists from the Corning Museum of Glass, New York, and they did 

many glassblowing demonstrations, which were really awesome and attracted quite a 

crowd.  

What is unique about the Family Festivals administratively is that CARS and 

the Public Programs collaborate on developing concepts and executing the projects. 

CARS, Community Arts Resources, has collaborated with the Getty since the Center 

opened in 1997. In fact, CARS also contracts artists for some of our FNAG concerts. 

Besides the Getty, CARS also regularly presents performances and arts education 

events in Los Angeles and collaborates with many government and corporate 

organizations, such as Walt Disney World, the Music Center of Los Angeles County, 

and the City of Santa Monica Cultural Affairs Department.  

Visitor Services usually releases 2,000 reservations for admission to the Villa 

Festivals. (Remember, whoever enters the Villa must make an advance reservation and 

present a printed ticket upon entering the site.) Because of the fires and the gloomy 

weather, we expected the show-rate for this particular festival to be below 70%. I 

checked the report, and the attendance was 1,067, just above 50% of the reservations. 

Even though it was not an impressive number, I noticed that those who attended did 
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appear to enjoy the performances and workshops.  

The Family Festival started at 10:00 a.m., and the call for CARS staff and me 

was 8:00 a.m. We finished setup, such as artists check-in, radio check, and signs and 

posters distribution, and then there was not much for me to do once the festival started. 

I actually got time to check out each workshop and the glass-blowing demonstrations, 

as well as take some photos for archive. Because the Villa is relatively small in scale 

compared to the Center, I was forewarned that the Festival at the Center might be 

overwhelming. The next Center Festival will be on November 10, and I am looking 

forward to it. 

WEEK 7: OCTOBER 29 ~ NOVEMBER 4, 2007 

There were two events at the Center this week: one was a Friday Nights at the 

Getty concert, featuring Geoff Gallegos (Double G), and the other was a Gordon Getty 

Concerts program, featuring Quartetto di Venezia from Italy, on Sunday afternoon.  

I have worked on some FNAG concerts, and I thought this was going to be 

another easy day. Overall, it was an easy event, but I got nervous about our guests on 

the complimentary list and their free parking reservations.  

Here is how we usually deal with the complimentary parking: earlier on when 

we submit the Event Request Form, we usually put a note to reserve forty seats for 

press, artists, agents, and the Getty staff. Visitor Services is in charge of releasing the 

rest of the seats to the public, whether it is a sold or free event. Forty, however, is not a 

strictly set number, and one of the senior Visitor Services Associates (VSAs) will 

always confirm with us before the actual release begins.  
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Every time I receive requests from our artists, I will save the names of their 

guests on an Excel file named ―Comp & Press.‖ Occasionally, we receive more 

requests from the artists; thus, it is crucial that we keep good and constant 

communication with the VSAs to ensure that we can have more than forty tickets. All 

the guests on ―Comp & Press‖ will be able to park for free whether they are assigned 

to Top of Hill or North Entrance Parking garage, instead of paying the usual $8 fee. 

On Wednesday of the performing week, we start to assign actual seat numbers 

to the guests and then email ―Comp & Press‖ to one of the senior VSAs. This way, we 

know for certain how many out of the forty seats can be released to the public if we 

decide to do so. A senior VSA will then make parking reservations with the Security 

Department for the guests on the list. Upon entering the Getty, the guests just need to 

give the kiosk security officers their names, and they can enter for free.  

Once the senior VSA has all the parking reservations confirmed, he/she will 

email us an updated ―Comp & Press‖ with parking reference numbers. The reason we 

assign seat numbers and send the file to the VSA on Wednesday is to give him/her 

enough time to arrange parking and solve any conflicts. In case of a very busy week, 

we may assign the seating after Wednesday, but we always make sure these seats are 

held securely for our guests. Of course, there will always be last-minute changes after 

the VSAs print out the complete guest list and individual ticket stubs on Friday 

afternoon;  sometimes we have to give the VSAs the latest changes when they are 

setting up the registration desk in the lobby at 6:00 p.m. on the event day. 

This last-minute situation happens more frequently when it is a Community 
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Arts Resources (CARS) event because it usually involves many more artists, CARS 

staff members, and their guests, who all need free parking. For this Friday, CARS 

booked Double G, and the senior VSA had to call the kiosk officers to add names to 

the complimentary list after 6:00 p.m. I was concerned that the newly added guests 

would not be able to park for free, and they would get really upset and even arrive late. 

Fortunately, my supervisors and the VSAs seem to be quite used to dealing with such 

last-minute changes, and it turned out to be no problem at all. 

The other event was a Gordon Getty Concerts program. The Quartetto di 

Venezia quartet arrived late because their flight was delayed by the poor air quality. 

They were supposed to land at LAX before noon but ended up arriving almost one 

hour late. Finally, when they entered the HMW Auditorium, it was past 1:00 p.m., and 

we had only forty-five minutes left for rehearsal. We normally schedule out-of-town 

artists to arrive a day prior to the performance and reserve the whole afternoon for 

rehearsal inside the Auditorium. The Italian quartet and their agent had scheduled an 

US tour, and the Getty Center was their third stop. They had a concert on Saturday 

night in San Jose, CA, and had to book a flight to Los Angeles on Sunday, the same 

day of the Getty performance. Since the concert was at 3:00 p.m. on Sunday, the 

schedule became tighter than usual.  

In addition, since the musicians are Italians, we will pay directly to their 

American agent. Due to their foreign status, however, each of them still had to sign tax 

forms before they could legally begin rehearsal on stage. Our Contract Services 

Manager had to make copies of their passports as well. Because of the flight delay and 
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the complicated legal documents, I was concerned the musicians would not have 

enough time to rehearse. They were, however, such excellent musicians that it turned 

out to be an amazing concert. Even though we had a fairly small crowd (225 out of 

350 orchestra seats), everyone enjoyed it very much. As friendly and professional as 

they were, it really made our job easy and pleasant. 

WEEK 8: NOVEMBER 5~11, 2007 

There were two activities this week; one was quite a drama and the other was 

fun. 

The first event featured an accordion Frode Haltli, who led a Norwegian group 

to perform at the FNAG series on November 9. Their US agent informed us that they 

would enter the US using a visitor‘s visa, instead of the performing artist‘s visa, as 

stated in the contract. It usually takes a month for a performing artist‘s visa to go 

through once one applies for it. The Public Programs signed the contract with Haltli‘s 

group back in June, which supposedly allowed ample time to apply for and receive 

visas for four musicians. It appeared, however, that their agent did not apply for the 

performing artists‘ visas. When the agent finally realized time was running out, he 

decided that they could get away with visitors‘ visas not only because they cost less 

but also took less time to apply for. The expedition of the performing artist‘s visa 

would cost an extra thousand dollars for each musician. 

That was Friday, November 2, a week prior to the performance when the agent 

informed us of the visa status, and there was a concern that we might have to cancel 

the concert. Our Contract Services Manager consulted the Getty lawyers on the 
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following Monday, and the Getty decided to withhold 37% of the payment ($1,480) 

for tax purpose and pay the rest to their agent. My supervisor Sarah McCarthy told me 

that Norway has a treaty with the US, and the Norwegian artists, with proper visas, 

could receive full payment ($4000) without the tax being withheld.  

Furthermore, the Haltli couple was traveling with a five-month old baby, and 

their agent failed to find them a babysitter who could work both during the rehearsal 

and the performance. McCarthy babysat for an hour during the rehearsal on Thursday, 

and she warned me that I might have to do the same on Friday, even though 

babysitting is not in my job descriptions. Fortunately, through the references from the 

hotels that we usually book for our artists, a babysitter called us on Friday morning, 

and she babysat for the couple the rest of the day. What a relief! 

My conclusion is that having a ―capable and responsible‖ agent is essential and 

critical. I cannot speak on behalf of my manager, but if I were a presenter/manager, I 

might hesitate to contract the same agent and artists again. 

The other event was the Center Family Festival. Like the Villa Festival, 

Community Arts Resources (CARS) was in charge of most of the programs and 

contracts. CARS set up an artist check-in and change station at level three of the Top 

of Hill parking garage, and its staff members had been assigned to work in various 

workshops and stages. Workshops and performances took place throughout the entire 

Center, both indoors and outdoors, and we had quite a few volunteers to help serve an 

estimated 6,000 visitors. Visitor Services and the Education Department also arranged 

buses to pick up people from several schools and organizations in the communities. 
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Every Family Festival complements a current exhibition, and this particular 

one accompanies the exhibition Medieval Treasures from the Cleveland Museum of 

Art, for which the Getty Museum hosted a grand opening reception on October 29. 

(Even as interns, we were invited and could bring a friend to the reception, too.) All 

workshops and performances, presenting medieval themes or stories, were designed to 

attract children, parents, and even grandparents. The idea was to create hands-on 

experience, interactions, and discussions among the performers, kids, and their 

families. Some youngsters actually started to dance when they heard the upbeat and 

exciting music, so did the adults. And you could see smiles everywhere on those who 

put on the paper crowns they just made for themselves. 

Since CARS was mostly in charge of programming, I did not have much to do. 

The Public Programs had made signs and posters for the information/volunteer desk 

and all the workshops, and a job of mine was to distribute and set up these signs, 

posters, and other supplies at respective locations early in the morning, as well as to 

restore them at the end of the event. My other job, other than responding to urgent 

situations, was to take photos for archival purpose; I carefully planned my route and 

jumped from one station to another throughout the day so that I would not miss any 

activity. It was tiring but also rewarding to see so many families out here, enjoying a 

great Saturday. 

WEEK 9: NOVEMBER 12~18, 2007 

The focus this week was the storytelling event by two British artists, Hugh 

Lupton and Daniel Morden, at the Getty Villa. Because our Villa Senior Projects 
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Coordinator left the job two weeks ago, I took over part of his duties, the most 

significant of which was to create an Artists Info Sheet (AIS). 

An Artists Info Sheet is a Word document that we email to our artists prior to 

their arrival at the Getty. Beginning with a welcome note, it confirms the time and 

date(s) of the events. The most important information is the hospitality detail, 

including transportation and hotel reservations. We request Summit Transportation 

(ST) to pick up the artists from the airport, usually LAX, as well as to drop them off 

for the returning flight. The trip between the Getty and the hotel is sometimes done by 

ST and sometimes by Ryan‘s Express, the official shuttle service the Getty contracts. 

The reason we do not use Ryan‘s Express for trips between the airport and the hotel is 

that it charges a higher rate than ST does.  

Regardless which transportation company we use, we always list on the Artists 

Info Sheet (AIS) details of the meeting location, time, confirmation number, and 

phone number in case the artists cannot find the driver. My supervisor usually books 

the hotel in advance, and I will include the address, phone number, website link, and 

the reservation number for each room, plus the amount of meal allowance. Sometimes 

the agents themselves will reserve the hotels for their artists, usually under the 

circumstance when we pay them a flat fee that includes everything.  

The rehearsal/production schedule is another critical component of the AIS; it 

includes the specific time for the following: shuttle pickup from the hotel, sound check, 

dinner break, house open, curtain, end of show, and shuttle pickup from the Getty.  

I think the AIS is essential for a couple of reasons, especially for out-of-town 
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artists, such as the Quartetto di Venezia two weeks ago and the two British storytellers. 

First, if the transportation, lodging, and meal are prearranged and confirmed, the 

artists can really focus on their rehearsals and performances. Adequate hospitality will 

usually ensure successful events and potential future collaborations.  

Second, the HMW Auditorium was originally built as a lecture hall, not a 

performing space, and there is no loading dock where a vehicle can reach, nor a 

backstage parking area. The Auditorium is also at the north end of the site, away from 

the galleries, store, and café; the Getty Center also has many underground connections, 

which can be really confusing to guests. Therefore, we have to arrange the shuttle to 

drop the artists off at the closest parking level (Level 2) in the Top of Hill (TOH) 

garage. Level 2 is just one level below the Center Security Station (CSS), and we can 

―catch‖ the artists there at the scheduled time before they have a chance to wander off. 

Then we escort them to the HMW Auditorium.  

As for Los Angles locals, we make TOH parking reservations for them. The 

situation is certainly not ideal for drummers and bass players or those with larger 

equipment, but we try to have a few dollies ready; the Audio/Visual specialists usually 

help us transport the equipment from the garage to the auditorium. Therefore, shuttle 

arrangement, parking directions, and production schedule are all important pieces of 

information on the AIS. 

However carefully you have planned, something unexpected will always 

happen. The Villa has two entrances, one by the Pacific Coast Highway (PCH) for the 

visitors and the other one accessed from Sunset Boulevard for employee and business 
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guests. On Saturday, the Summit Transportation driver, instead of taking the artists 

through the employee/business entrance, took them to the visitor‘s entrance by the 

PCH. The kiosk security officer insisted on seeing a printed ticket before allowing 

them to enter the site, even though they explained that they were the artists invited to 

perform that day.  

The driver then drove around and took them through the business entrance. 

Unfortunately, we neglected and did not make a parking reservation for the ST driver; 

they were stopped again at the business gate. In addition, because the artists wanted to 

tour the Museum, they arrived earlier than the scheduled time when neither my 

manager nor I was at the Villa yet. Some Visitor Services Associates finally got 

notified and helped us solve the problem. Lupton and Morden were very sweet; they 

waited patiently throughout the entire incident, even though one of them still had jet 

lag and was feeling under the weather. 

I tried to figure out how it happened; it seemed that although I requested the 

Summit Transportation (ST) service, I did not emphasize that the driver should use the 

business entrance. ST has taken our artists to the Villa so many times that I 

automatically assumed the driver knew where to enter. Nor did I make a parking 

reservation for the ST driver. This incident probably would not have occurred were the 

Villa Projects Coordinator still working with us; he always arranged transportation, 

made parking reservations, and greeted the artists in the business parking lot. I have 

done all these things at the Center but not at the Villa; thus, I assumed too much and 

overlooked these details.  
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Another incident was that the artists were charged immediately by the hotel 

when they asked to make a local call. On the contract with the hotel, we agree to pay 

for the hotel stay, tax, breakfast, and a $35 meal allowance each day; usually, local 

calls are included, even though the hotels we book for the Center events are different 

from the Villa events. Our Center Projects Coordinator, who had to book the hotel this 

time for the Villa artists, assumed that local calls were included, so did I; apparently, 

they were not. As soon as we heard about the incident, we notified the hotel and asked 

to include local calls. The hotel staff was not exactly friendly when they asked our 

artists to pay right away. Fortunately, Lupton and Morden were very understanding 

and did not complain at all; I was very grateful for that. Eventually, everything turned 

out to be fine, and they had outstanding performances.  

I learned that it never hurts to be meticulous when doing paper planning.  

WEEK 11: NOVEMBER 26 ~ DECEMBER 2, 2007 

The Communication Department and the Public Programs have quarterly 

meetings, during which staff members discuss the upcoming events and then propose 

marketing approaches. The meeting for this quarter took place on Thursday, 

November 29, and my manager Laurel Kishi led the meeting, going through every 

event of the following quarter in chronological order.  

The quarterly meeting benefits us in a couple of ways. First, it is a good time to 

go through our master calendar and rough guide, making sure that all necessary and 

detailed information is up to date so that all who have access to the files can have 

accurate and timely information. Information, such as newly booked artists or whether 
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there is an admission charge, was pointed out in this meeting and needed to be 

confirmed. When I just began my internship in September, I updated the calendar once 

after Kishi and McCarthy introduced me to what we do in the Public Programs. Two 

months has passed, and it is time to update it again.  

Second, it is also a brainstorming session. Kishi described the nature of each 

event, especially identifying some ―hard sale‖ performances, and the Communication 

Specialists proposed various ways to promote these events, such as inviting 

community groups with similar interests and making it a XXXX Night at the Getty, 

broadcasting on Christian radio stations for religion-related themes, or arranging 

interviews with Spanish radio stations for a Mexican artist.  

Another issue came up when we discussed the four productions in the Villa 

Theater Lab (VTL) series that would take place from February to April in 2008. A 

Specialist asked whether we wanted to package four productions together and 

advertise it in January; after the discussion, the answer was no. The Public Programs 

currently does not have a subscription plan because the offering is not substantial 

enough to become a season. Another reason was that Visitor Services has designated a 

release day, usually towards the end of each month, for all Getty events in the 

following month. Visitors can reserve seats for lectures, workshops, concerts, and 

theater starting on or after the release day. All February events will be available for 

purchase or reservation in January, but the April events are not ready for release until 

the end of March. Thus, there cannot be a package sale for all VTL events that spread 

over a period of three months. 
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I learned a lot in the meeting. Each Communication Specialist has his/her own 

expertise: some have great relationships with the press; some maintain close contacts 

with community groups; and some are exceptional graphic designers. There is a strong 

collaboration between the Communication and the Public Programs, and it is exciting 

to see that all the strategies that I had known from classes are actually proposed and 

will be applied for our upcoming performances. 

The other thing I learned this week was to draft a Workorder, which I briefly 

touched on in the Week 4 report. It is a Word document that includes the following: 

title, time, date, series of the event, production schedules, shuttle and Visitor Services 

Associate needs, stage and lobby setup, concession need, AC/heat control, outdoor 

heating units, archival recording request, a blurb of the program, and a copy of the 

program draft. We also indicate that the TOH parking reservations and catering orders 

will be sent directly to respective departments, and thus are not included in this 

Workorder. We submit the draft to the Museum Events Coordinator Lucy Lin, who 

will then generate an official Workorder and distribute it to other Getty departments 

involved in the event. Due to a large volume of events taking place simultaneously in 

various locations throughout the entire Getty, departments involved, such as facility, 

VS, security, custodial service, Audio/Visual, and shuttle, need detailed requests from 

each hosting unit so that they can prearrange staff support and to prepare equipment to 

ensure smooth and successful events.  

WEEK 17: JANUARY 7 ~ 13, 2008 

We screened three Mexican films this Friday and Saturday to complement the 
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exhibition The Goat’s Dance: Photographs by Graciela Iturbide. The films, Nazarín 

(1958), The Fugitive (1947), and Enamorada (1946), were by Gabriel Figueroa, who 

is considered the preeminent cinematographer of Mexico‘s Golden Age of Film (1930-

60). 

With the film series, we always collaborate with Andrea Alsberg from the 

UCLA Film & Television Archive. After meeting with the curator of the exhibition 

that we plan to complement, Alsberg discusses with the Public Programs staff and 

then comes up with a list of relevant films. Together, she and my manager narrow the 

list down and eventually choose a few specific films to screen. For this Classic 

Mexican series, they held several meetings before my internship started in September 

2007 and had already finalized the selection. My first contact with this film series was 

in October 2007 when McCarthy sent me to the Margaret Herrick Library, which 

keeps a sizable collection of film stills.  

My task at the Library was to browse through the available stills from these 

three movies and pick a few good ones. These stills are kept in vanilla folders, and the 

visitors have to wear gloves when browsing, in order not to leave fingerprints on these 

precious images. The Library policy allows each person to photocopy up to twenty 

stills per visit; thus, I carefully chose twenty images and returned to the Getty with the 

photocopies. 

 McCarthy and I then brought the copies to the film-brochure (equivalent to 

concert program) design meeting. The Getty has an Exhibition Design Department, the 

designers of which are in charge of all visual elements at the Getty, such as gallery 
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space design, banners, posters, visitor guides, etc. Our design team picked three stills 

for use in the film brochure. My next job was to return to the Library and place an 

order for the actual film stills. Each still, an 8‖ X 10‖ black and white print, cost thirty 

dollars at the non-profit rate. We needed to purchase these prints not only for their 

high quality, but also for the right to use them in the brochure. 

Because of the Mexican theme, the designers suggested a bilingual brochure. 

The result was a classy-looking brochure of six panels, one side in English and the 

reversed side in Spanish, folded into a pocket size. The earthy-chocolate brown color 

scheme also matched the idea of Mexican landscape and the brochure design for the 

Iturbide exhibition. We asked the Visitor Services Associates to bring the Iturbide 

brochures to the Auditorium lobby so that the audience, after watching the films, 

would take an Iturbide brochure and become interested in visiting the exhibition as 

well. 

Andrea Alsberg is also responsible for locating the film reels (which is a factor 

that determines which films we can actually screen), as well as drafting the text for the 

film brochure. We only need to hire a projectionist (who has been with us for seven 

years) to run the reels. Since only two Audio/Visual specialists worked for the film 

series, there was no need to make a catering order. McCarthy had ordered vouchers 

that were redeemable at the café, restaurant, and concessions, and I just needed to 

distribute them to the projectionist and the A/V specialists on the days of screening. 

It was an easy weekend and very successful; we had 304 attendants for 

Nazarín and just over 400 for Enamorada. Some of the visitors came out of the 
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auditorium and thanked us heartedly, expressing how much they enjoyed the films. 

WEEK 18: JANUARY 14 ~ 20, 2008 

We had a busy week, and the highlight was the Sounds of L.A. (SOLA) series, 

featuring Paula Fuga, Corey Harris, and their bands. There are four concerts in the 

SOLA series, usually from January to May each year, and each program has two 

concerts, one on Saturday evening and the other on Sunday afternoon. Sabrina Motley 

is our SOLA consultant, in charge of booking the artists for all four concerts.  

This event followed the usual process of arranging hotel and transportation, 

designing programs, and making and distributing the Artists Info Sheet. There were, 

however, three aspects during the process that made it less perfect, or rather, 

frustrating.  

The first one was regarding the complimentary tickets. I sent out emails over 

and over again, asking and reminding these two agents to send me a list of guests, and 

it took forever for them to respond, partially because their artists did not respond, 

either. When they finally gave me the lists, they did not specify whether it was for 

Saturday or Sunday, nor did they provide the full names of some of the guests. We had 

to update the ―Comp & Press‖ list numerous times, and we also revised it a couple of 

hours before the concert started, not to mention the additional complimentary parking 

reservations that we had to make within such a short time. At midnight on Saturday, I 

even had to email our house manger to add a group of ten guests for Sunday‘s concert. 

I believe the point of having agents is so that the agents can better organize the event 

for their artists and ensure good communications with the presenters, but I fail to see 
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how these two agents were doing their job, at least not very well. 

The second aspect was about the special meal request from Corey Harris‘ band. 

The members were vegetarians and requested fish, but no catfish, nor shellfish. They 

also wanted hot meals and salads, as well as liquors and cigars. McCarthy and I 

discussed this special order with the Bon Appétit manager, who was nice to 

accommodate us, which also meant twice the usual charges. On Saturday, the artists 

ate more than they thought; thus, McCarthy called the restaurant manager, and I went 

to pick up an additional order of fish for three people from the restaurant. Usually, we 

are very generous about food; however, this came at a time when our department ran 

into some catering budget issues, so I personally was not very satisfied because the bill 

for Saturday‘s concert ended up to be almost three times of a regular order. Since my 

supervisors seemed to be all right with it, I was in no position to make any comments. 

At that point, what else could we do but feed them to their satisfaction? 

As generous as we were, what happened on stage was devastating. Originally, 

we had booked flights for the Harris‘s ensemble to arrive at Los Angeles on Friday. 

They would do a sound check on Saturday afternoon for two hours, followed by 

Fuga‘s band. Harris‘s agent set up a lecture (some sort of publicity) for him in Oregon 

on Saturday morning; therefore, he would not depart from Portland until after 4:00 

p.m. and arrive in LAX at 6:10 p.m. We warned his agent that this was a really bad 

idea because the traffic around the airport has always been unpredictable, and the band 

might not get a chance to do a sound check together. What‘s worse, Harris might be 

late to the concert if there was a flight delay or an accident on Highway 405. (On 



Texas Tech University, Yi-hui Lee, August 2011 

144 

Friday, an artist got stuck in traffic; he spent an hour and a half going through three 

miles when approaching the Getty Center exit.) 

In addition, the bass player brought a wrong instrument and we had to rent a 

bass immediately. (I was very thankful that the rental company was still open on 

Saturday afternoon, and someone delivered it promptly. How much would that cost? I 

didn‘t even have the courage to ask my manager.) Thus, the three musicians who were 

available (other than Harris) during their scheduled time did not do a sound check 

because we had to wait for the right bass to come. Harris arrived just before 7:00 p.m. 

When we notified the band members of Harris‘s arrival, they were just starting dinner. 

Harris did a sound check by himself, later joined by the bass player, who tried the 

rental bass. We had more than thirty minutes before the house actually opened, but the 

entire group did not bother to even play one song together.  

The result of the sound quality was ―ridiculously flat,‖ according to Harris‘s 

wife, who complained to the house manager and me, almost screaming at us, in the 

lobby after the second song, saying that it was a shame being at the Getty. I could not 

do anything but keep my mouth shut. Later, I was told that these four players had 

NOT been playing together for a while. Then, why didn‘t the agent allow her artists a 

chance to rehearse? Why didn‘t the band plan to do at least one complete song when 

there was still time to do so? Even though our Audio/Visual Specialists were on dinner 

break when they heard Harris‘ arrival, they were ready and eager to do a sound check 

with the ensemble. (We had arranged and scheduled everything we possibly could to 

accommodate the artists and to ensure a smooth performance, and this was what they 
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did to us. Pardon me if I sounded upset.) The band realized the poor quality of 

Saturday‘s performance and finally did a complete sound check before Sunday‘s 

matinee; Sabrina Motley even suggested they change their songs to better fit the 

setting and acoustic.  

On the contrary, Fuga‘s band played several songs together during the sound 

check on Saturday afternoon, and their performance was just amazing at the first half 

of the concert. When Motley came out to announce the intermission, the audience 

members hissed her off because they wanted an encore from Fuga‘s band. I was off on 

Sunday, but Kishi later told me that it was so successful that they could not even get 

the artists offstage. (Hello, this is why a complete sound check is essential.) The 

attendance was also great. On Saturday, we had 433 visitors and had to turn away a 

few people. (I did not have Sunday‘s attendance yet.) 

I am sorry if this report appeared to involve too much personal emotion, but I 

just don‘t think these artists and agents are professional enough. It was unbelievable 

that a professional player would bring a wrong instrument (it‘s like bringing Hello! 

Dolly‘s costume to perform in Chicago), but it actually happened. I told McCarthy that 

I could have easily argued with Harris‘s wife, listing all the mistakes the band and its 

agent made along the way, but I did not. Again, it was not my position to say anything; 

I kept silent, just listening.  

Visitors enjoy a great concert, but they will never know how frustrating it 

sometimes is for those who work behind the scene. 
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WEEK 19: JANUARY 21 ~ 27, 2008 

We had a light week because there was no performance this weekend; however, 

I did go to the Villa for the first rehearsal of Penelope on Monday, the MLK holiday. 

Penelope is our first production of the Villa Theater Lab (VTL) series this year.  

The company was supposed to meet at 10:00 a.m., but the director called to 

notify that she and the actress would be half an hour late. When they phoned us again 

around 10:35 a.m., they said that the security officer did not have their parking 

confirmation and would not let them in. This happens quite often, so our senior staff 

assistant Anna Woo went to the Central Security Station immediately. I then went to 

the greenroom to wait for them only to find our Procurement and Contract Services 

Manager trying to give driving directions to the Villa over the phone. Oh, so they went 

to the Getty Center. What‘s worse, our Contract Services Manager gave them the 

directions for regular visitors, which is through the entrance by the Pacific Coast 

Highway, instead of the business entrance by Sunset Boulevard. We had to phone 

Visitor Services Associates at the kiosk and asked to allow them to enter the visitor 

parking lot. By the time they arrived at the greenroom, they were an hour and a half 

late. (I wish that all our artists know where they are contracted to perform and that 

they actually read our emails and directions.)  

Because the actress and the stage manager are in Actor‘s Equity, our Contract 

Services Manager needed to sign the contract with them face-to-face. After they 

signed the contract, we had a short tour of the stage and auditorium before the first 

read-through. Since Monday was a holiday, I did not have to stay for the entire 
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rehearsal. 

A few days later, my manager Laurel Kishi informed me that on Saturday, the 

company would like to meet at noon instead of the scheduled 11:00 a.m. Since Anna 

Woo was scheduled to have that day off, I would step in; one staff member is always 

required in case the company needs any assistance. This was Thursday that I received 

the work call, and I had not received any further notice. On Saturday, I decided to get 

there early just in case, and of course, no one was there when I arrived. I called the 

stage manager, who told me that the director just informed her that they would arrive 

at 2:00 p.m., and I was also told that they had been changing the call time every day 

this week.  

In addition, the set designer just showed up on Saturday to observe the 

rehearsal, which was good actually. Then, she told my manager Kishi, who stopped by 

briefly, that she had not received any contract. Maybe it was our mistake to have 

overlooked it (our Villa Sr. Project Coordinator left the job three months ago, and we 

are still in search of a new one), but would she not feel slightly unusual at all that she 

was flying to Los Angeles to participate in a rehearsal of a show that she had not even 

signed the contract for? It would have been nice had she emailed us earlier this week 

so that we could have her contract, as well as her first paycheck, ready when she 

arrived. 

Anyhow, I got this Thursday off because I worked last Saturday on SOLA. 

This Friday was also the off day; thus, this week was short. Next Friday, Penelope will 

open, and I am very interested in the quality of the final product, considering they 
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have significantly shortened the rehearsal time. It may be great since it is a one-person 

show; also, the actress and the director are staying in the same hotel, so they could 

have a lot of time to talk to each other outside of the scheduled rehearsals. It could be 

disappointing. Who knows? 

WEEK 20: JANUARY 28 ~ FEBRUARY 3, 2008 

This was a busy week, for we had a FNAG concert at the Center and four 

performances of Penelope at the Villa Auditorium. McCarthy took care of the FNAG 

concert, and I worked mostly for Penelope. If you still remember from last week‘s 

report, the director and the actress changed their call time every morning, and we were 

very concerned. The Eclipse Quartet joined the rehearsals last Sunday, and probably 

because it involved more people, the director and actress started to follow the schedule 

more closely the past few days.  

We had a small sale, so Kishi decided on Thursday to do a Staff Giveaway for 

three of the four Penelope performances. We received fifteen to twenty requests for 

each performance and were glad to accommodate all of them. The capacity of the 

Villa Auditorium is 240, and we had between 99 and 132 attendants for each 

performance. Although it was not ideal, the staff complimentary tickets did help. 

However, announcing the lottery on Thursday was too late; the VS manager said it 

was alright to just give her a list of winners this time, which would then be distributed 

to the kiosk officers at the parking garage. The same thing happened in week 5 when 

we announced the lottery quite late; the Visitor Services Associates (VSAs) did not 

have enough time to print out individual tickets and were unable to scan and email 
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them to the winners. (You probably still remember that everyone entering the Villa 

needs to present a printed ticket because of the limit on how many people are allowed 

on the premises each day.) I am not sure we learned from the past experience. I 

discussed this issue again with McCarthy, and we both believed that if the sale is low 

again, we should announce the Staff Giveaway at the beginning of the week, not only 

because we are likely to get more people to fill the house, but also because the VSAs 

will have enough time to work on the ticketing process.  

On Friday, I first worked at the Center before heading to the Villa for Penelope. 

While I was still at the Center, I got a phone call from Kishi, who was already at the 

Villa; she suggested that we needed to buy some flowers for the company. She made 

the purchase over the phone, and I drove to the flower shop to pick up the bouquets. 

We gave the company the flowers before the opening at 8:00 p.m., which really 

cheered them up and helped them have a wonderful opening. I was also in charge of 

the audience surveys for the performances on Friday and Saturday. When the audience 

filled out a survey, we gave him/her a Getty postcard from the Museum Bookstore to 

show our appreciation.  

For Saturday matinee, we opened house fifteen minutes later than we were 

supposed to. The director had previously changed several lighting cues prior to the 

performance on Friday night, and it turned out that she did not like these changes. 

Before the house open on Saturday, she asked the lighting designer (one of our 

Audio/Visual Specialists) to change the cues again. The lighting change, together with 

other issues, frustrated our staff, but we managed to get through it. For the three 
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performances I witnessed, I noticed a few audience members leave in the middle of 

the show, but most of them really loved the actress‘s performance. 

WEEK 21: FEBRUARY 4 ~ 10, 2008 

The biggest event of the week was ―The Tenth Annual Recognition at the 

Getty Museum in Honor of the Getty Volunteer Program‖ on Monday night. 

Volunteers work with Visitor Services in greeting and helping the public, especially 

school kids. They are the first people that visitors meet, and therefore, the first 

impression of the Getty.  

Among the volunteers, there are two chairs, leaders for special projects and 

events, shift coordinators, and school shift coordinators for both the Center and Villa. 

These coordinators serve on a three-year term. Other than their regular shifts, many 

volunteers also sign up to help with our Family Festivals. At the four Center Festivals 

in 2007, seventeen of them volunteered for all four festivals and another seventeen for 

three festivals. The number of festival volunteers has increased every year since the 

Public Programs started to participate in the volunteer recognition three years ago. To 

show our appreciation, McCarthy went shopping and we wrapped a total of thirty-four 

gifts.  

So, how impressive was their contribution? In 2007, the total volunteer hours 

at both campuses were 59,241, which were said to be equivalent to 130 full time 

employees. For reference, the number of the Museum staff is about 450. What 

overwhelmed me was the volunteer John Kennedy, who started at the Villa in 1987 

and has been with us for twenty years. We also had fifty-seven volunteers who began 
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when the Center opened in 1997, and they have helped us for ten years. I was very 

touched by their passion and commitment. 

The other event this week was the Sounds of L.A. (SOLA) concerts, which I 

could not attend because of my work schedule at the Villa. On Saturday, there was a 

rehearsal for Oedipus, the second production of the VTL series this year, at the Villa 

and a staff member needed to be present. Since Laurel Kishi and Sarah McCarthy both 

worked on SOLA at the Center, I was sent to the Villa to assist the company.  

The groups we presented in SOLA were the Francisco Aguabella‘s Afro-

Cuban Ensemble and the John Santos Quintet. Preparation included distributing the 

technical information to the crew and the Artist Info Sheet to the artists and agents, as 

well as making catering orders. I had worked on these details the past two weeks, as 

they were somewhat routine. Program notes and guest lists from the agents and artists 

were late, as usual, meaning I needed to convince myself that it is just the way it is and 

it will be fine. Even though we specify these deadlines on the contract, there is no way 

to enforce them. I ask myself, ―is it possible to discount the payment since the artists 

and agents do not meet the contract requirements?‖ I guess not. Regardless, I still 

think it was ridiculous that the bands signed the contract with us last October but still 

could not provide a list of musicians five days prior to the performance date. 

The exciting part, however, was that I decided to drive to the Center just to 

listen to the concert after I finished working at the Villa. When I arrived, I was told 

that we used almost every seat in the house. The final attendance number was 437, 

pushing the limit of 450. The concert was great, and I especially enjoyed Santos‘ 
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music. At the end, the Aguabella Ensemble came out to perform an encore with Santos‘ 

Quintet. It felt like a dance fiesta.   

When Santos was performing on stage, he talked to the audience between 

songs. I thought this approach created a nice interaction. What‘s more, he actually 

advertised his Quintet‘s upcoming performance in San Francisco. I was wondering 

who would travel so far for a concert, and I was wrong. When he came to the lobby to 

sign his CDs, a lady came up to him and asked again the date and location of his 

upcoming concert in San Francisco. I felt Santos is not only a good musician, but also 

does good PR. 

WEEK 22: FEBRUARY 11 ~ 15, 2008 

I was sick on Tuesday and only worked for two days this week. The highlight 

was the Oedipus El Rey of the Villa Theater Lab series on the weekend. My primary 

responsibility was to help with the program design and ensure the program was printed 

on time.  

Oedipus El Rey was adapted by Luis Alfaro and co-produced by Playwrights' 

Arena and our department. It was set in modern day in California in a Hispanic 

community, using both English and Spanish in the text. Although I did not have to 

work on the event, I still watched the production, which I enjoyed very much. We also 

had sizable crowds in all four performances. 

I will visit Hong Kong and Taiwan for an educational trip, sponsored by the 

Getty Foundation and my department. I will not return to office until Thursday, March 

6. Thus, there will be no reports for weeks 23 and 24.  
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WEEK 25: MARCH 6 ~ 9, 2008 

I flew back to Los Angeles on Wednesday, March 5 and returned to office the 

next day. The major event of the week was the Gordon Getty Concerts series, 

featuring Mexican artist Eugenia Leon and her ensemble.  

This concert complemented the exhibition The Goat’s Dance: Photographs by 

Graciela Iturbide. (By the way, Iturbide just received the Hasselblad Foundation 

International Award in Photography for 2008) Sabrina Motley, our SOLA coordinator, 

booked Leon, and we later hired Betto Arcos to be a liaison and translator. Because I 

just returned from the trip, I was not involved in any preparation. From what I 

observed on the concert days, Leon seemed to be a very friendly lady, whose voice 

was just amazing. She had great stage presence that fired everyone up in the 

auditorium. We had more than 300 attendants for Friday and almost 400 for Saturday. 

The whole event was great, and the only thing that was weird happened when I 

overheard one of the musicians was taking a taxi from Mexico to Los Angeles. It was 

around 4:00 p.m. when he passed through US Customs. I was confused, for our policy 

has always been to ensure the artists arrive on time, in fact, usually earlier to allow 

sufficient time for rehearsal. I felt it would take more than three hours to drive from 

the US border to Los Angeles, not to mention that the traffic around the Getty is 

always congested. As expected, his driving trip kept us on the edge.  

The security officer informed us a few minutes after 7:30 p.m. that the 

musician entered the north entrance, so McCarthy and I immediately went to Level 2 

of Top of Hill (TOP) garage to wait for him, planning to pick him up right there and 
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‗deliver‘ him directly to the stage. While we were waiting, I learned that this musician 

had a delayed domestic flight in Mexico and missed the connection to Los Angeles. 

The airline company transported him to Tijuana, and he ended up taking a taxi from 

Tijuana to Los Angeles. Kishi was trying to delay the concert for him, but, since the 

taxi driver could not find the way to the TOP, he returned to the bottom hill for more 

detailed directions. It took us longer to get the musician to the auditorium, and Kishi 

could not hold the concert any longer. By the time this musician reached stage, Leon 

had already finished two songs.  

I have to say that it was just hilarious to hear the security officer over the radio, 

―It is a taxi with a Tijuana plate coming up.‖ 

We had such great concerts this weekend. I believed our performances inspired 

some attendants to visit the photography exhibition and also cultivated some loyal 

audience for the Getty. 

WEEK 26: MARCH 10 ~ 16, 2008 

We started this week with a walk-through of the entire Getty site with a 

prospect vendor for a video projection event. To complement a Getty Research 

Institution (GRI) exhibition California Video, the Public Programs is collaborating 

with the GRI on an event called ―Hotbed: Video Cultivation beside the Getty Gardens,‖ 

which will take place in early May. The Hotbed curator Anne Bray has invited many 

artists to make or re-make film clips that will be shown continuously during the 

scheduled hours, and she has identified more than twenty spots/surfaces for the 

projection at the Center. The visitors will be able to wander around the entire site, 
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stopping wherever they see a clip that interests them. 

On Monday, the vendor brought a staff member with him, and together they 

worked on setting up video projection the entire afternoon. We waited until it was 

darker in order to properly view the projected images on the exteriors of various 

buildings. We moved the DVD/VHS player and three different models of projectors 

from one location to the next. The Facility Department also helped connect electricity 

to these outdoor locations. By doing so, we were able to determine which projector 

and lens would best fit the purpose of each video, as well as where to place the 

speakers. This event sounds really interesting, and I am looking forward to it. 

On Wednesday, I was sent to the Villa to help out with an audition for the next 

Villa Theater Lab (VTL) production. My job was to greet the auditioning actors at the 

Central Security Station and bring them to the greenroom so that they would not get 

lost somewhere in the middle. Therefore, I went back and forth between these two 

locations about twenty times that day. It was crucial that someone did this job, but if I 

could have had earlier notice and known what I would be doing, I could have brought 

some other materials with me to the Villa and worked at the same time while waiting 

for the actors to arrive. Later, Kishi also realized it was not very efficient to use an 

intern this way and agreed that we would all try to have more planning at the 

beginning of each week so that I could be more productive.  

The last thing to note was the FNAG concert, featuring the Savoy Family Band. 

I mentioned in earlier reports that because most concerts are free, we open up more 

reservations than the capacity allows. For a seating of 450, we usually release between 
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680 and 790 tickets. For this particular FNAG concert, we had released 700 tickets. 

We opened the ticket office at 6:00 p.m. and all tickets were claimed by 7:15 p.m. 

Those visitors who had made reservations but showed up at or after 7:15 p.m. could 

not get into the concert. Unfortunately, twenty people were turned away in the final 

count, and they were mad. The house manager gave them a free parking pass for the 

next museum visit as compensation. Some visitors did not have reservations and only 

got a standby number, but they stuck around in hopes of getting a ticket. The house 

manager checked the house one more time for vacant seats after the concert began and 

was able to admit nine more people.  

Since I started my internship last September, this was the first time that we ran 

out of tickets and had to turn away those who did make reservations. It was great to 

have a full house, but I felt bad for those who were turned away. With the Friday 

traffic, it has always been difficult to arrive at the Getty earlier, especially when 

visitors have to park at the bottom hill and take a tram up to the auditorium. Some 

people have suggested that we start the concert at 8:00 p.m., but with the CUP 

restriction, we must finish the concert by 9:00 p.m. Thus, if we start the concert at 

8:00 p.m., it will be shortened significantly, and I do not think the audience would like 

that, either. 

WEEK 27: MARCH 17 ~ 23, 2008 

This week was fairly short for a few reasons. First of all, it was an off-Friday 

week. Second, I went to a one-day PowerPoint workshop. Lastly, there was no event 

this weekend, so I did not have to work overtime. 
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The primary task this week was to try to enter all survey data into Excel sheets 

and create a chart based on the result of each question. Since no one has done the 

survey and analyzed it to such an extent in the Department of Public Programs before, 

I am entering the data, as well as coming up with ways to better present these results. 

Although I have been working on the survey since we launched the audience survey 

project in January, my supervisors did not check them and give feedback until this 

week. Thus, per their suggestion, I had to go back to each sheet and fix the same 

things for about fifteen performances. I personally feel that the time spent fixing these 

details could have been saved if they could have given me the suggestions earlier. 

Right now we are still in the data entry stage, and I am sure that different methods of 

analysis will be necessary when we need to present the results later. 

WEEK 28: MARCH 24 ~ 30, 2008 

I continued the audience survey data entry during the weekdays and finally 

completed entering all the surveys that had accumulated since my trip to Hong Kong 

and Taiwan in February. Also, for the Hotbed: Video Cultivation beside the Getty 

Gardens project, we had a walk-through with the Security Manager on Wednesday, 

making sure that the security issue is well-taken care of, as it involves machines, wires, 

and electricity on pathways all over the Getty Center. Out of the twenty proposed 

locations, two were rejected, making it necessary to have a discussion with the curator 

next week. 

The Family Festival was the primary activity this week. For some schools, it 

was still spring break, so we had a lot of visitors. The estimated attendance was 7,996, 
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which was great considering the weather was a little bit colder this weekend.  

This Festival complemented the exhibition The Goat‘s Dance, Photographs by 

Graciela Iturbide. I realized that we actually presented several programs to 

complement this particular exhibition. Beginning in January, there were three classical 

Mexican films, Nazarin, The Fugitive, and Enamorada, by Gabriel Figueroa, who is 

considered the preeminent cinematographer of Mexico‘s Golden Age of Film (1930-

60). Because of the demand, we re-screened Nazarin and Enamorada in early March.  

We also presented Eugenia Leon in the Gordon Getty Concerts series a few 

weeks ago. This Family Festival then concluded the Public Programs‘ complementing 

events before the exhibition closes on April 13. We received excellent feedback from 

the performances that accompany this exhibition. For instance, a visitor made the 

following comment on a survey: ―Great pairing of Iturbide‘s exhibit & Leon‘s 

performance. It made for a wonderful afternoon at the Getty.‖ Comments like this 

make all our hard work worthwhile. 

As usual, CARS was the primary producer for the Festival and had done the 

planning, organizing, and executing in collaboration with us. My major duties during 

the Festival were to take archival photos and collect audience surveys. To encourage 

visitors to fill out a survey, we had three drawings that took place before each of the 

three afternoon performances on the Courtyard Stage. The prize was a $35 gift card to 

our Museum store, which was another way to encourage them to return to the Getty, 

whether that be the Center or Villa. We received 164 valid surveys and are hoping to 

reach 200 next time.  
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WEEK 29: MARCH 31 ~ APRIL 6, 2008 

For the Hotbed project, we had a walk-through with the curator again on 

Wednesday to figure out new locations for the ones that were rejected by the Security 

Manager last week. We shifted locations of two films and came up with three new 

ones. I was off the day they checked the new the locations with the security officer; 

when I returned, I was told that one out of the three additions was still rejected. It is 

still to be determined as this point. 

We presented the final concerts of 2008 Sounds of L.A. (four productions in 

total in the SOLA series each year) this weekend and had a good audience. Both 

performances were sold out in terms of reservations released. A visitor approached me 

after Saturday‘s concert, asking whether he could come again on Sunday. Since both 

concerts were sold out, I could only tell him to come earlier and get into the standby 

line (like our ―student rush‖). Both performances were great, except for some 

feedback from the sound system, which was distracting. 

Much had already been taken care of both on and off stage, so I sat in the 

lobby, encouraging the audience members to fill out a survey while giving out 

complimentary postcards. By the end of Saturday night, we had received 58 surveys. I 

did not have to work on Sunday, which meant no one would sit in the lobby to 

encourage people to fill out the surveys. We only received 23 surveys on Sunday. 

Even though there was a sign on the table in the lobby, it seemed most people did not 

read it. I believe it will take extra efforts if we want more surveys and comments.  

Now that we presented all four productions of SOLA, my manager asked me to 
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start to compare the audience surveys on this series soon. In the meantime, I will 

continue with the data entry whenever we receive surveys after the events. 

WEEK 31: APRIL 7 ~13, 2008 

There was a Museum-wide staff meeting on Thursday in which the Museum 

Director Michael Brand briefly discussed the recent budget cut. Since I am only in an 

intern-level position, I would not be involved in any budget meeting or discussion. 

What I heard was that every department had been asked to propose a 10% cut from its 

budget, but during the meeting, Brand seemed to be optimistic and implied that maybe 

a 5% cut would be sufficient. Things are still up in the air, and the only certainty is 

that if the departments have not found qualified personnel for current vacant positions, 

the budget is gone forever. 

Also, the Getty Foundation scheduled a gallery tour for an exhibition for the 

interns this week. The exhibition was Color of Life, on display at the Getty Villa. The 

exhibition curators talked to us and answered questions for an hour and a half on 

Friday morning. Since the beginning of our internship, there have been various tours 

and meetings both inside and outside the Getty, and most of them are very informative 

and interesting. 

We presented a FNAG concert, featuring Iris DeMent this Friday. CARS was 

the producer, so we only had to take care of program printing, catering, parking 

reservations, and the complimentary tickets – the usual paperwork that I have been 

doing for several months.  

Many visitors like to come to the Getty with friends and enjoy a nice dinner at 
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the cafe. Because of Getty‘s hilltop location, visitors feel they are away from the 

hustle and bustle of metropolitan Los Angeles without actually having to plan a road 

trip. Starting in April, however, we have received several complaints on the surveys 

about the cafe being closed too early and that the audience cannot order dinner before 

the concerts. The restaurant made a fairly short notice change to its hours, causing 

visitors to be very hungry and thus upset. Indeed, having the cafe closed so early is not 

convenient, especially for our evening events, and I believe the budget is of concern 

because food, staffing, and over-time labor create tremendous costs. My manager 

asked me to compile all the complaints on the surveys from Sounds of L.A. concerts 

last weekend and from Iris DeMent concert this Friday to be submitted to the 

restaurant manager.  

WEEK 32: APRIL 21~ 27, 2008 

We presented a film series called The Lifted Hem: Seduction and Betrayal at 

the Court of Versailles last weekend and this weekend. Six films, complementing the 

exhibition Consuming Passion: Fragonard‘s Allegories of Love, were screened in the 

HMW Auditorium. As usual, the film project was collaboration between the UCLA 

Film & Television Archive and our department. Andrea Alsberg from UCLA 

proposed several film choices, and we finalized the titles after a few discussions. 

Alsberg was also in charge of getting the film reels and providing program notes. I 

previously did some research on getting some of the film stills so that we could use 

them in the program brochure, which was designed by the Exhibition Design 

Department at the Getty. The reservations were not ideal; the attendance on the first 
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weekend was really low but was a little bit better on the second weekend.  

Instead of giving a Getty postcard for filling out a survey, like we had been 

doing since January, we changed the prize to a Museum Store gift card drawing, 

which would cost us less in the long run. Although a sign was set up in the lobby to 

inform the audience about the drawing, you could probably guess that people just 

walked by, paying no attention. I worked on the second weekend of the film series and 

tried to stay in the lobby as much as I could, informing the visitors about the drawing 

and encouraging them to fill out a survey. Because no one was available to do so on 

the first weekend, we only received twenty surveys, while on the second weekend, we 

had eighty surveys. I think people just don‘t bother to read signs; it is crucial to speak 

the message loudly and keep repeating it.   

WEEK 33: APRIL 28 ~MAY 4, 2008 

We presented the Selected Shorts series this weekend. Symphony Space is a 

non-profit center for the performing arts based in New York City, and we have 

collaborated with Symphony Space on the story telling events before the Getty Center 

opened in 1997. The theme this year was mystery, featuring three stories read by 

different artists each night and matinee.  

We made a slightly different audience survey, adding two more answer choices 

under the question ―How did you hear about this event?‖ The additional answers were 

―Symphony Space Email‖ and ―Symphony Space Website.‖ We also added questions 

at the end of the survey, such as ―Which artists/authors would you like to see at future 

Getty/Selected Shorts events?‖ We received many surveys back from each 
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performance - about a hundred, which was roughly two to three times of that which 

we usually received from other events. 

Since I was not assigned to work on this series, I continued with paperwork on 

the video installation project that is coming up next week. We anticipated a very busy 

week because of its scope and outdoor nature, and hopefully I will have something 

new to share with you in the next report. 

WEEK 34: MAY 5~11, 2008 

The Public Programs presented two evenings of video projection called 

―Hotbed: Video Cultivation beside the Getty Gardens‖ on May 9 and 10, 2008. The 

preparation began a couple of months ago, and I have described pieces of it in earlier 

reports. I will try to do a complete description here. 

This event included the projections of several film clips on various walls 

between the architecture and gardens, and the visitors could stroll around the entire 

site, stopping wherever a clip interested them. The Hotbed complemented a Getty 

Research Institution exhibition California Video, which ―was the first comprehensive 

survey of video art from both Northern and Southern California from the late 1960s 

until the present day‖ (―The J. Paul Getty Trust 2008 Report‖ 8-9).
43

 

I participated in the preparation starting in February. Its curator, Anne Bray, 

director of Freewaves, had invited many artists to make or re-make videos that would 

                                                
43 California Video ―included important examples of single-channel video, video sculpture, 

and video installation. Featuring the work of 58 artists, duos, and collectives, California Video located a 

distinctively West Coast aesthetic within the broader history of video art while highlighting the Getty‘s 

major commitment to the preservation and exhibition of a young but vital artistic medium. This 

exhibition [. . .] received the 2008 Best Exhibition of Digital Media award from the International 

Association of Art Critics,‖ see ―The J. Paul Getty Trust 2008 Report‖ 15.  
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be looped and shown continuously during the scheduled hours at the Center. I first met 

Bray when she led a walk-through, proposing to Laurel Kishi and the A/V Manager 

Stephen Bennett the projection of the videos on twenty-three exterior walls. Sarah 

McCarthy had a Getty map ready and had been taking notes of each location, the name 

of the artist, the film title and its length, and the power connection requirement.  

Because the Getty did not have enough DVD players, projectors, and 

accessories to support projections of twenty-three films, a rental became necessary. 

Representatives from two companies visited the Getty on separate days to check out 

the proposed locations and gave estimated rental costs. We also measured the distance 

between the projector and the projected surface to see what types of projector and lens 

might be needed. Then, I was on a study trip to Hong Kong and Taiwan.  

When I returned, the Getty had chosen the Matrix‘s bid, which had the lowest 

rental charge of projector, lenses, and accessories. On one evening in March, two 

Matrix employees and our crew moved the DVD players and three models of 

projectors from one location to another. We waited until it was dark enough to 

properly view the images on the exterior walls. The Facility Department also helped 

connect electricity in these outdoor locations. By doing so, we determined which 

projector and lens better fit the purpose of each video, as well as the placement of the 

speakers. Since some surfaces were quite far away from the projectors, wireless 

speakers became necessary. We also planned to place a second DVD player near the 

projected surface and play it just for the audio. 

After the locations and costs were established with Bray and the Matrix, we 
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needed approval from the Getty‘s Security Department. We walked through the 

proposed locations with the Security Manager, making sure the safety and traffic-flow 

problem would be well-taken care of, for the issue involved wires, machines, and 

electricity on pathways all over the Getty site. Out of the twenty (now cut down from 

twenty three) locations, the Security Manager approved eighteen. 

Following the security check, we consulted with Bray again in order to figure 

out new locations. She considered swapping the locations of two films and also came 

up with three new ones. Two out of these three additions were approved in the next 

security check. After some discussions and compromises, all parties finally reached a 

consensus and agreed to screen eighteen films, two of which would use plasma TVs. 

With the definite answers on quantity and locations, McCarthy sent out a letter 

to each video artist, requesting information specifically for the contract. I compiled 

and forwarded the information to the Contract Services Manager, who then created the 

actual contract for each artist. The agreement required the artist to return the signed 

contract by April 23, and the Public Programs had to receive two DVD copies before 

an honorarium check could be mailed.  

When we started to receive DVDs, I tested them to ensure they all worked on a 

computer or a DVD player. I also made notes on whether they could auto-start, and if 

they were looped. If not, the DVDs would require some programming when we set up 

the DVD player on site. Some films had a brief period of color bars at the beginning, 

and the A/V Specialists figured out how to cut out the bars and repeat only the actual 

film. 
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This week was similar to a theater production─Wednesday and Thursday were 

for load-in and technical setup, whereas Friday and Saturday were performance dates. 

On Wednesday afternoon, the Matrix crew loaded all equipment and placed each 

bundle in its designated location. Bray had managed to borrow more than twenty DVD 

players, free of charge, and delivered them to the Getty. She and I assigned each video 

to a DVD player and tested them again. Since some videos required two DVD players, 

one for visual and the other for audio, we made sure the same video would use an 

identical brand and model of DVD player to minimize any time difference. During the 

testing, Bray noticed two artists submitted wrong videos. She called them immediately, 

and we managed to get the correct videos by Friday. 

We began at 6:00 p.m. when the Museum closed in order to run the wire and 

electricity. McCarthy made a list of seven locations where we hoped to finish setting 

up on Wednesday night. Since it was still quite bright before 8:00 p.m., we could 

barely see any image on the wall and the setup was somewhat delayed. On Thursday 

night, we managed to install and test all but one video. Most equipment and some of 

the DVD players stayed outside, under plastic wraps. The humidity was certainly an 

issue; on Saturday, the projector in Location Two was not working properly because it 

had been outside for several nights and had too much moisture.  

On the event nights, the images on the walls started to look really stunning 

once it became dark. We requested to extend the museum hour to 10:00 p.m. on 

Saturday, and the darkness really helped the images stand out. While strolling around 

and taking archival photos on Saturday night, I noticed that in some locations, visitors 
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just sat down quietly, enjoying the films. The sound level was also set perfectly, so not 

to interfere with one another.  

I heard that some visitors had seen the California Video exhibition and were 

overwhelmed because in such a small gallery, about fifty films were installed. Thus, 

some people preferred the outdoor projection because even with eighteen films 

projected simultaneously at the Getty Gardens, it did not feel crowded and 

intimidating. Sometimes space and distance really affect aesthetics. 

The outdoor nature of the event certainly added complexity to the preparation 

and execution. I have been so used to performances inside the HMW that I did not 

realize there was so much to consider when we moved the event outdoors. In addition 

to artistic concern, there were also issues about adequate equipment and rental cost, as 

well as additional security and facility support. I felt the walk-through meetings with 

the Security Department would never end, but then I understood the importance of the 

safety issues related to the power connection and, particularly, the visitors.  

It was quite a successful event, and the Matrix crew and our staff established a 

great partnership. The estimated number of visitors was 755 on Friday and 1143 on 

Saturday. It was indeed an amazing experience to see the outdoor projection by the 

gardens and architecture on a hilltop, with the night view of the city. For us, it had 

been a busy week with long late-night hours, but the attendance and the satisfaction of 

the visitors made it all worthwhile. 

WEEK 35: MAY 12~18, 2008 

We presented a FNAG event called Stefan Haves: Master Theatre Piece. This 
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was a usual CARS production, with the exception that not only a group of band 

members would perform onstage, but there would also be circus performers present. 

Since I learned about the circus performance a couple of weeks ago, I had been 

looking forward to it. 

On Monday, the director Stefan Haves visited the HMW Auditorium with his 

stage manager. One circus performer who would be using a rope hanging from the 

ceiling was also present. The task on Monday was to get the rigging settled and the 

rope in place. Haves gave us a program to work with last Friday but was wondering 

when the absolute deadline was for him to submit a performer list. Kishi said that in 

order to ensure the printing is done on time, we must have it by Thursday morning.  

We gave our Getty editor the program last Friday and received the edited 

version on Tuesday. I then forwarded it to a CARS staff member, who told me that 

Haves was likely to submit a new program. This being the case, I asked her to 

highlight the changes since our editor had finished the editing of the original program. 

On Thursday morning, we received a new list of performers, which had about 

ten more artists than the previous list, with a few having dropped out. Adding ten 

artists onto the parking list was not very difficult, but the fact that the CARS staff still 

gave me an old list to work with required me to have to use some common sense to 

finalize the list and submit it to Visitor Services for parking reservations.  

As for the program, the CARS staff did not care to highlight the changes, of 

course. I ended up spending extra time comparing both versions, and my supervisor 

believed that with so many changes, we needed to ask our editor to check the new 
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version again. By the end of Thursday, we finally submitted the program to Copypage 

for layout. The next morning, my priority was to get everyone to sign off on the 

program and get the printing started. We got the programs in the afternoon, and I was 

very thankful for CopyPage‘s efficiency.  

Stefan Haves and his stage manager arrived at 10:00 a.m. on Friday to work 

with our lighting designer, aiming to set a basic lighting cue for each piece before the 

ensemble arrived. For the past few days, people had been saying that the show was 

very simple, and it would be an easy Q-to-Q writing process and relaxing rehearsal. 

Guess what? The rehearsal turned out to be a nightmare for almost every crew 

member.  

The hardest part was for our lighting designer. He tried to communicate with 

the director and the stage manager, who were incapable of expressing what they really 

needed. They simply requested to use this moving fixture or that instrument, instead of 

saying something like, ―give me a warm bright feel,‖ or ―I want to have an isolating, 

cool atmosphere.‖ I overheard once that they requested a very lonely, isolating look 

but kept telling the lighting designer to bring up more and more light. To make it 

worse, the stage manager constantly repeated what the director said while in reality, 

they were all on the head-set and the lighting design could hear perfectly every word 

the director said. Being a lighting designer in theater myself, I felt so sorry for our 

designer, who was very upset and frustrated, despite actually being one of the most 

patient crew members we had. 

As you could imagine, the proposed schedule was nothing more than a piece of 
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paper. We had planned to spend three hours on lighting and then do a sound check 

with the band. When circus performers arrived around 2:00 p.m., the director Haves 

asked them to rehearse one piece after another. Haves gave us a new list of performers 

on Thursday morning, which meant these artists were not assembled at least until 

Wednesday and were certainly not from the same company. With the stage manager 

repeating almost everything the director said, it went longer. Although they had 

planned to have a full run at 5:00 p.m., it did not happen.  

Then, all of a sudden, I was asked to run a projector during the show. This 

would have been an A/V Specialist‘s job, but they just added the projection on Friday, 

the very day of performance, not allowing us a chance to request more A/V support. 

Well, they did not have time to view the PowerPoint, anyway. The performer who 

created this PowerPoint file had talked me through when each slide should appear 

during the performance, and honestly, it was not difficult at all. The stage manager, 

however, had never seen these slides and felt uncomfortable to call the projection Qs. 

So the projection was dropped at the last minute, which was probably a better idea 

since it really added nothing to the production. 

Fortunate for us, once the performance started, it appeared fairly seamless from 

the audience‘s point of view. Thanks to the professionalism of each circus performer, 

the show was great and engaged everyone in the auditorium. The rope performance 

was just beautiful and breath-taking, and some audience members stayed after the 

show to take pictures with the performers in their circus costumes. We had to turn 

away a few visitors who showed up late, but overall, it was a wonderful performance.  
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WEEK 37: MAY 26 ~ JUNE 1, 2008 

On Saturday and Sunday, we presented a film series called Imagining Christ: 

Three Wise Films to complement the exhibition Imagining Christ at the Getty Center. 

The three films were Simon of the Desert, Monty Python‘s Life of Brian, and Jesus of 

Montreal. The reservations for all of the films were considerably low. Because it was 

open seating, the Visitor Services Associates (VSAs) just handed out a sticker, instead 

of an actual ticket stub with a seat number. At one point on Saturday when I chatted 

with them, asking how many stickers had been given out, the VSAs pointed out, 

instead, that on the RE:View said the film series would take place at the Getty Villa.  

The RE:View is a quarterly publication of all Getty exhibitions and events; it 

has been an important means for visitors to get information about the events we offer 

both at the Center and Villa. We believe that because of the remote location of the 

Villa, some people may be discouraged from making reservations and showing up. In 

addition, the nice weather on the weekend certainly did not help, as people would 

prefer beach activities. As a result, none of the attendance number broke a hundred.  

We tried to find out why the printing on RE:View was wrong. It appeared that 

the draft was correct but the layout designer may have made a mistake in the process. 

Unfortunately, we did not catch it before it went public. From this, we learned to be 

more careful next time.  

WEEK 38: JUNE 2 ~ 8, 2008 

The week was fairly short because I had a computer training class. There was 

no event, and it was a good time to catch up with the survey data entry that had 
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accumulated since early May. Thus, I continued with the survey project and my 

housekeeping routine. 

WEEK 39: JUNE 9 ~ 15, 2008 

The National Gallery of Ireland hosted a series of music performances called 

Music for Museums, and among the programs was one at the Getty Center, featuring 

the soprano Ailish Tynan and the pianist Hugh Tinney. With support from Culture 

Ireland and the artistic director of this project, Carol McGonnell, there were seven 

concerts on both sides of the Atlantic Ocean, starting in November, 2007. Other 

venues in the US included the Isabella Stewart Gardner Museum in Boston and the 

Metropolitan Museum of Art in New York. 

Originally, the concert at the Getty was scheduled to take place in February; 

however, the agent did not apply for US visas for the artists, so they were unable to 

come at that time. Fortunately, the HMW Auditorium was not reserved by other events 

on June 13 and these two artists were also available; therefore, it was re-scheduled for 

this Friday.  

The National Gallery of Ireland (NGI) took care of artists‘ fees and we only 

needed to provide hospitality, including hotel, transportation, and meals. The 

programs were even printed with the correct date and sent to us by the NGI. I did 

some routine work, such as arranging ground transportation, creating Artist Info Sheet, 

and making catering orders. Since Tynan and Tinney last performed together in this 

series way back in January 2008, they asked to add a rehearsal on Thursday. They 

went through every number in the afternoon, and Tinney constantly made notes on his 
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music sheets. He even asked to have more time playing the piano on his own.  

Although we did not have a full house (the reservation was still sold out), this 

event had the highest percentage of returned surveys in the Friday Nights at the Getty 

series. I had never seen that many people circle our information desk, filling out 

surveys so enthusiastically. 

Tynan had a very good voice, and it was an extremely enjoyable concert. Not 

only were they professional in their attitudes towards performance, they were also 

very friendly and humble. Although we did not pay these two artists directly, 

McCarthy decided to give them each a gift from our Museum Store as a means to 

thank them for their excellent performance. I wish all the artists could be like them. 

WEEK 40: JUNE 16 ~ 22, 2008 

The Center Family Festival was the primary activity this week, and it 

complemented the exhibition Maria Sibylla Merian & Daughters: Women of Art and 

Science. The weather in the past week was extremely hot in Los Angeles, and we had 

a feeling that the attendance number would be much lower than that of other festivals. 

There were 4,784 attendees, among which 10% were school groups that we bussed in 

(March Festival attendance was 7,996). 

CARS, again, was the producer for this Family Festival and had done the 

planning, contracting, and executing, in collaboration with us. We held the usual 

workshops, but a difference was that one workshop took place in the garden where 

there was no shade at all. Set-up service brought in three big umbrellas. They helped; 

however, it was already hot when I set up the flyer boards at 8:30 a.m., and I could not 
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even imagine how hot it would be in the afternoon. Many volunteers signed up to help 

with the workshops in an addition to their regular shifts. I was very thankful for their 

help, especially in such inhumane temperatures. 

Starting this week, we also had an undergraduate intern with us, so she and I 

took turns taking archival photos and sitting at the information table to answer 

questions. For the audience surveys, instead of giving out a gift card, we asked the 

Museum Bookstore manager to create three gift bags with Merian goodies. We had 

three drawings that took place before each afternoon performance on the Courtyard 

Stage. Unfortunately, we only received forty surveys this time, which was much lower 

than we had hoped for. 

WEEK 43~45: JULY 7 ~ 27, 2008 

The Summer Sessions series started in 2002 and has become a very big event 

on three Saturdays every July since then. This year, the dates were July 12, July 19, 

and July 26. This series is an outdoor evening concert, featuring three bands and some 

disc jockeys at three different locations: the Courtyard Stage, the Garden Terrace, and 

the South Courtyard Stage. The music, which comes from all over the world, is 

usually very upbeat and danceable. For this July, there were some Latino bands and an 

Indian group. 

The preparation began in early June when we had our first meeting with the 

representatives from the Security, Bon Appétit, Audio/Visual, Electrical, and the 

Museum Event Departments to go through the details. We first introduced the 

programs, production schedules, and the performing artists. Some artists had been to 
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the Getty before, and many staff members, still remembering them, were excited about 

their return in July. We discussed the positions and setup of the stages, bars, and 

coffee carts. Bon Appétit would come up with different menus for each Saturday in 

accordance with the theme of the music, and the Electrical Department would ensure 

proper power connections to all stages and the additional outdoor concessions. In 

addition, the Facility Department would construct the stages, and a contracted 

company would setup truss and light instruments a week prior to the performances. 

We also came up with a parking plan. It seemed like there would not be 

enough spaces in the north entrance parking structure, so the Security Department 

would be using the rented 300 parking spaces in the Constitution Lot, a nearby parking 

facility just south of the Getty Center. The plan was to direct the cars and visitors over 

there starting at 2:00 p.m. until 300 spaces were filled, so that when the concert 

audience came later in the evening, there would be spaces left in the North Entrance 

Parking for them to park. I did not realize the parking plan was a very important topic 

until I learned that we actually had about eight thousand visitors to the Getty on 

average each Saturday.  

We had a 10-week undergraduate intern, Laura Dominguez, who worked on 

summer events. I was, therefore, less involved in the paperwork and preparation, such 

as the Artist Info Sheet and complimentary parking list. On the event day, Laura and I 

first posted signs to direct the artists to the right places. Each weekend, we had 

between twenty-five to thirty-seven artists; some came with our shuttles and others 

just drove to TOH. Many were first timers, so we had to put up signs to direct them to 
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the Central Security Station. It would be very hard to find them if they got lost at the 

Getty, and, unfortunately, the cell phone signal is not reliable here. 

After sign distribution, we picked up a small lunch order for the artists because 

some of them came directly from the airport and had not eaten for a while. We also 

made sure there was sufficient water and other necessary items by each stage and in 

the greenroom since the afternoon sun could be brutal. And of course, during dinner 

break, we provided a catered meal and a bar. Most artists were drinkers; in fact, one 

band arrived in the afternoon already drunk (I assumed they must play their music 

better when drunk). The Indian musicians requested some vegetarian Indian food, and 

our restaurant was nice to accommodate their needs and came up with something 

Indian. We did a fajita station for the other two weekends, and it seemed to be well 

received.  

Usually McCarthy and I would be running back and forth welcoming our 

artists and taking them to the performing locations. However, we had such a large 

group of artists for Summer Sessions, Visitor Services assigned a few VSAs to help 

escort the artists, who arrived and did sound checks between 1:00 and 5:00 p.m. They 

also escorted them from the greenroom to different outdoors stages prior to each 

performance so that we could be sure to our artists were present when they were 

supposed to be on stage. This way, Laura and I could focus on the information table, 

which was set up just outside the museum entrance hall, in front of the long reflecting 

pool. We had posters, programs, and flyers for upcoming events, as well as the 

Museum calendars RE:View, audience surveys, and maps of the food areas (locations 
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of special food, bars, etc.) ready. 

The disc jockeys started to warm up the crowds at 5:45p.m., and the first 

performance began at 6: 15 or 6:30 p.m. on the Courtyard Stage. The second band 

would then start on the Garden Terrace Stage (just outside Garden Terrace Café) as 

soon as the note ended on the Courtyard Stage. While the second band was performing, 

our crew did a change over on the Courtyard Stage, setting it up for the third band. 

The last performance ended at 9:15 p.m., and we cut off the bar line at 8:45 p.m. to 

avoid any drinking and driving problems. The restaurant also provided a designated 

driver program. During the performances, Laura and I took turns sitting at the 

information table to greet the audience and answer questions, and taking archival 

photos everywhere. A couple of VSAs also helped out at the information table, 

encouraging the audience to fill out a survey. 

I felt that the Summer Sessions Series has become a signature of the July Getty 

because they were big events that attracted huge crowds. (The August Getty will be 

the Garden Concerts for the Kids, but my internship is over then.) Although we had 

come up with a parking plan, I overheard that entering the Getty and parking still got 

delayed on the third Saturday. Regardless, once the visitors were on site, they were 

very excited. Many people danced enthusiastically with the music in front of the 

Courtyard Stage, and others had a picnic under the trees, chatting, relaxing, and 

enjoying the music at the same time.   
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APPENDIX D 

THE SURVEY SAMPLE 
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1. Would you like to receive eGetty, our monthly email newsletter? 
Answers:   

Yes    No    I already subscribe to eGetty 

 

2. How often do you visit the Getty? 
Answers: 

First-time visitor  

Occasionally (1–2 times a year) 

Frequently (3–4 times a year or more) 

 

3. How many Getty performing arts programs have you attended in the past 12 

months?   

Answers: 

First time       

2–3 times      

4 or more 

 

4. Did you visit the galleries today?   

Answers: 

Yes       No        Plan to 

 

5. How did you hear about this event? (Check all that apply) 

Answers: 

www.Getty.edu 

Museum calendar – Getty ReView 

eGetty monthly email newsletter 

Other website or email alert (please specify:                 ) 

Newspaper listing (please specify:                             ) 

Radio announcement 

Relative, Friend, Co-worker, Neighbor 

Today during my museum visit 

Others                

 

6. What is your age range? 

Answers: 

Under 18  18–24  25–34  35–44  

45–54  55–64  65 and over 

 

7. Which of the following best describes you? 

Answers: 

White    Latino/Hispanic Asian    

African American  Pacific Islander Others 

 

Written Comments:  
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From: Lee, Yi 

To: Sarah McCarthy; Laurel Kishi 

Cc: Donahue, Linda 

Subject: RE: Access to some data - time sensitive 

Date: Friday, March 25, 2011 6:40:34 PM 

 

 

Dear Sarah, 

 

Thank you and Laurel for your permission to view these documents and use the data in 

my dissertation. 

I will contact you if I have any questions. 

 

Thanks again, and have a great week! 

 

Yi-hui (Muriel) 

 

 

________________________________________ 

寄件者: Sarah McCarthy [SMcCarthy@getty.edu] 

寄件日期: 2011年3月25日下午 06:28 

收件者: Laurel Kishi; Lee, Yi 

副本: Donahue, Linda 

主旨: Re: Access to some data - time sensitive 

 

Dear Muriel, 

 

Here are the documents that discussed over the phone. Let me know if you have any 

questions, but they should be familiar to you! 

 

Best of luck with your dissertation, 

Sarah 

 

Sarah W. McCarthy 

Sr. Project Coordinator, Performing Arts 

The J. Paul Getty Museum 

Ph: (310) 440-7327 

Fax: (310) 440-7752 

www.getty.edu  

>>> "Lee, Yi" <yi.lee@ttu.edu> 3/15/2011 9:55 AM >>> 

Dear Laurel and Sarah, 

 

This is Yi-hui (Muriel). How have you been? 

http://www.getty.edu/
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I returned to Texas Tech University when my Getty internship ended in August 2008. 

After passing the doctoral qualifying exams, I have been working on my dissertation, 

which is based on my experience as a graduate intern at the Getty. 

 

As I am working on a chapter in which I discuss the uniqueness of the Getty's public 

programming, my advisor (Dr. Linda Donahue) and I realize that, with access to some 

of the files that I was working on back then, I will be able to provide specific 

supporting evidence to show how successful the Public Programs has been (how 

culturally-specific programs attracted various minority audiences; how family 

programs and festivals attracted many new visitors to the Getty; how much the 

audience enjoyed the performances and exhibitions together on the same trip, etc.) 

 

It will be quite significant to acknowledge and demonstrate in my document that the 

Public Programs, along with the collaboration with other Getty units, continues to 

fulfill Mr. Getty's vision. The dissertation will be publicly accessible once I finish, and 

I'd also like to provide you a copy of it when it is finished. Without the specific data, 

however, I will only be able to use generic descriptions from my personal experience 

and observations. 

 

The files I hope to view: 

 

1. Audience survey data (the Excel files) that I entered by series and individual 

projects during my internship period (September 2007 to August 2008). 

 

2. Attendance numbers (extremely helpful in supporting the success of the 

programming). 

 

3. History/background of the Exhibitions and Public Programs. 

 

4. FY 2008 Master Calendar and Rough Guide (to ensure I enter correct titles, dates, 

and summaries of the events that I want to highlight in the dissertation). 

 

Please let me know your decision at your earliest convenience and how I should 

proceed. This is the last portion of my dissertation and I am hoping to finish it 

immediately for a May graduation. I really appreciate your earliest attention and 

consideration. 

 

Sincerely, 

 

Yi-hui Lee 


