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President’s Message Spring 2013  
 
As I write this, the sun and the cherry blossoms are out and it feels like there is no going 
back- is Spring here?  It sure feels like it!  But there is rain in the forecast just a couple of 
days from now.  No matter, the spring colors have been awakening my Tapestry senses, 
and I know I am not alone.  This morning I visited Rebecca Mezoff’s Tapestry blog 
(rebeccamezoff.blogspot.com) in which she quotes these luscious words from the DY 
Begay catalog for the current show at UC Davis: 
 
“I am blessed that I can stand outside my home (hogan) and see far in all four directions. 
There are formations outlined in stepped patterns painted in bundles of red streaks, 
subtle shades of pinks, clusters of dusty-ochre, and flickering sand tone colors. At dawn, 
shoots of pale baby blue awaken the sky, and I sometimes see deep dark indigo, pinks and 
shades of soft yellows. The sunrise is often my canvas - it seduces my imagination with 
colors, curiosity, and beauty. These images are replaced at the end of the day by flaming 
oranges as the sun sets for the evening and night takes on dark, forbidding colors. These 
daily encounters with light, color, remarkable land formations, and a lifetime of 
memories are the textures I reflect on, interpret, and explore in my tapestries.” DY Begay 
 
I look forward to seeing the show, and creating some new Spring weft bundles of my 
own!  
 
We received news that our special spring guest Zoravia Bettiol will not be able to join us 
for our March meeting after all.  She had planned to travel from Brazil to San Francisco 
as part of a documentary on her life as an artist and her San Francisco years- at which 
time she was a member of Tapestry Weavers West- but funding fell through, and she will 
not be joining us.  Her website is well worth a tour, http://www.zoraviabettiol.com.br  
 
Instead we will be meeting at Deborah Corsini’s house in Pacifica for a program on 
Wedge Weave / Eccentric Weave- thank you Deborah!  We will be meeting Sunday, 
March 17th, directions and timeline included in this edition of the newsletter. 
 
Our January Show-and-Tell at Maj-Britt’s house very nearly became standing room only, 
with a huge turnout!  We welcomed some new members, and very much enjoyed each 
others company and our new work in Maj-Britt’s artfully decorated home.  Thanks again, 
Maj-Britt! 
 
Happy Spring Weaving to all our Members, 
 
Laura 
 
 



The March meeting of Tapestry Weavers West will take place 
Sunday, March 17 at Deborah Corsini's 
 
10:30 AM 
Coffee and Tea 
 
11:00 AM 
Presentation 
 
12:30 PM 
Potluck Lunch- Please bring something to share 
 
1:30 PM 
Business Meeting 
 
 
Description:  Deborah will be doing a program on Wedge Weaving on Sunday 
March 17th, at her home in Pacifica.  Sunday is preferred because of the TAC 
lecture of  Cloth, Clouds,and Survival: Weavers Tales from East Timor at the De 
Young Museum. 
 
Wedge Weave / Eccentric Weave 
 
Wedge weave is an unusual and flowing weaving technique that creates graphic 
and striking tapestries characteristically filled with zig zag stripes and scalloped 
selvages. Since 2001 Deborah Corsini has focused her attention on this quirky 
weaving  technique.  Her presentation will cover the Navajo roots of the 
technique and its broader history, her own explorations of wedge weave, as well 
as showcasing a wide variety of contemporary  interpretations by many other 
weavers. 
 
 Please see map for directions to Deborah’s house. 
 
Carpools recommended. It is ok for a few cars to drive up the driveway and park 
near the house. 
 
After the meeting and if the weather is nice we can drive or take a walk down to 
the beach - a short few blocks away. 
 
Our planned meeting with the Brazilian artist, Zoravia Bettiol, was cancelled 
because one of her sponsors withdrew.  
  



           
 Day Trip To Davis, A City Full Of Textile Delights 

By Alex Friedman 
 
Last Tuesday five TWW members drove to Davis, CA to check out several different 
weaving venues. Tricia Goldberg, Ilana Bar-David, Deborah Corsini, Maj-Britt Mobrand 
and Alex Friedman carpooled together for the day trip. 
 
The first stop was the Pence Gallery,  212 'D' Street, where Tricia and Alex have some 
pieces in a show called ‘By Hand’ juried by Julia Muñiz of the Oakland Museum. It is 
the first craft show for the Pence and they have put out a color catalog to document it.  It 
will be up until April 5, 2013.  It is a beautiful gallery with high ceilings and lots of light.  
They are planning to do a craft show biannually.  
 
After a pleasant lunch at nearby Bernardo's, we headed  over to the UC Davis Design 
Museum now relocated in the Creuss building. The current show is taken from 200 
textiles in the UC Davis collection that are included in a new book by Mary Schoeser.  
Schoeser, a student at Davis in one of the very first fiber programs in 1972, has written 
many books on textiles and this new one is called Textiles: The Art of Mankind (Thames 
and Hudson, Dec. 2012)  (Alex was very pleased to find a full page devoted to one of her 
tapestries.) 
 
This small exhibit called Structures, Signifiers and Society: People and Textiles will be 
up until March 18, 2013.  It is a stunning show that includes much embroidery, 
embellishments, dyed work, pieced work as well as many weavings from all over the 
world and from old to very contemporary. We met with the curator, Adele Zhang, who 
answered many of our questions. 
 
The main reason for our expedition was a visit to the Gorman Museum where D. Y. 
Begay has a show of her more recent tapestries. She is a noted Navajo weaver who has 
broken from traditional Navajo weavings to do more image based pieces. They still 
reflect her strong tradition but there is now an element of freedom to express her love of 
the land and her tribal traditions.  She gave a lecture on her working process and spoke 
about many of the pieces in the show.  
Sonja Miremont, Bobbi Chamberlain, Marcia Ellis, Jane Paine as well as Sheila O’Hara 
also attended the lecture.  We all enjoyed the shows and urge you to visit if you can make 
time. 
 
 
Need to Know: 
Pence Gallery  http://www.pencegallery.org/ 
UC Davis Design Museum   http://designmuseum.ucdavis.edu/index.html  
C.N. Gorman Museum   http://gormanmuseum.ucdavis.edu/  
  
 
 



 
News from Michael F. Rohde 
 
Michael F. Rohde has two tapestries (Acoma and Pattern) in Fiber 
Celebration  at the Loveland Museum in Loveland, CO: February 16 - April 
14, 2013 http://www.ci.loveland.co.us/index.aspx?page=1884 
 
Michael also has five rugs  in Form Follows Function at the Hillcrest 
Center  for the Arts: Feb 14 to May 6, 2013  
http://www.conejoarts.org/about/galleria/galleria-schedule/ 
 
Michael's tapestry Water is part of the Mesa Center of the Arts exhibit 34th 
Contemporary Crafts, Jan 25 to March 31: 
http://www.mesaartscenter.com/index.php/museum/upcoming-art-
exhibits/34Crafts 
 
Michael's tapestry Perception was chosen by Jean McLaughlin, director of 
Penland School for Crafts, to be included int eh exhibit Materials Hard and 
Soft, at the Greater Denton Arts Council", Feb 8 to April 5, 2013 
http://www.dentonarts.com/subsite2/materialshands.html 
 
Michael's tapestry Verdure Askew is in Scotland for the exhibit Tapestry 
Mischief Gallery 1 at the Gracefield Arts Centre, Dumfries from 12th 
January – 23nd February 2013: 
http://www.thebritishtapestrygroup.co.uk/tapestry-mischief-12-january-23-
february-2013-gracefield-arts-centredumfries/ 
 
Michael's small wedge weave tapestry, Disjunction is part of the 
American Tapestry Alliance exhibit, STI3: Outside the Line; it won the 
second place Teitelbaum cash award: 
http://americantapestryalliance.org/exhibitions/small-tapesty-
international/small-tapestry-international-3-outside-the-line/ 
 



  
Michael Rhode - Acoma  Michael Rhode - Disjunction 
  

 
Michael Rhode - Pattern 
 



 
Michael Rhode - Perception 
 

    
Michael Rohde - Verdure Askew 
 

 
Michael Rhode - Water 



A	Conversation	with	Katherine	Kilgore	
(Originally	published	in	the	TWW	Newsletter,	Vol.	5,	No.	1,	February	1990)	

(I	had	the	pleasure	of	talking	with	Katherine	in	December.	She	was	working	on	a	large	commission	
which	will	be	placed	in	the	Presbyterian	Church	on	the	corner	of	Filmore	and	Jackson	in	San	
Francisco.	She	has	recently	moved	to	Sebastopol	which	is	about	1	hour	north	of	the	Golden	Gate	
Bridge.	-	ed.)	

 
I	see	you	are	weaving	your	current	piece	from	the	front.	Do	you	usually?		
Not	always.	I	now	can	back	away	from	my	work	and	see	what	I’ve	done,	so	I	decided	
to	weave	this	piece	that	way.	It	is	a	great	luxury	to	see	what	I’m	doing.		

Do	you	make	a	large	cartoon	to	work	from?		
Everything	I	say	I	never	do,	I	end	up	doing	every	now	and	then!	I	usually	work	from	
small	sketches.	I	don’t	ever	weave	with	a	cartoon	behind	the	work,	although	I	might	
make	a	scale	painting.		I	always	draw	on	the	warp	and	mark	the	feet	so	I	know	
where	I	am.	
	
I	did	do	an	experiment	once	to	see	how	I	could	do	a	painting	that	I	could	turn	over	to	
someone	else	to	weave	and	still	have	it	have	any	life	in	it.	I	came	to	the	conclusion	I	
couldn’t.		
	
Was	the	move	to	Sebastopol	planned?		
I	didn’t	even	think	it	was	a	possibility	so	I	didn’t	plan	it.	The	place	in	S.	F.	got	more	
and	more	unsatisfactory.	The	noise	level	rose.	The	light	literally	got	worse.	It	
became	really	intolerable.	At	the	same	time	my	daughter	and	her	husband	bought	
this	place.	Those	two	things	just	fit	together.	The	old	place	got	tired	of	me	and	the	
new	place	opened	up	at	the	same	time.	
	
It	was	a	more	difficult	move	than	I	thought	it	would	be—	big	difference,	big	change.	
But	I	think	it’s	going	to	be	great.	I	have	lived	in	the	city	since	1968	and	have	gotten	
away	from	nature.	But	here	it	is—it’s	like	it’s	thundering	out	there	and	it’s	NATURE.	
I	think	I	was	just	overwhelmed	by	it.	I’d	forgotten	it.	I	moved	here	in	the	spring	and	
this	tree	just	outside	the	studio	was	like	a	huge,	green	umbrella.	
	
I	had	a	tiny	living	space	in	S.	F.	about	as	big	as	my	current	living	space.	But	my	yard	
was	a	tiny	courtyard	about	as	large	as	the	rug	in	my	studio	here!	The	big	adjustment	
is	to	come	from	that	paved	space	to	where	nature	is	still	very	much	alive.	I	feel	I	
have	a	lot	more	to	learn	about	this.	
	
Before,	I	had	my	weaving—my	work—and	then	there	was	all	the	rest	of	my	life.	The	
two	were	separate.	Now	my	weaving	and	my	painting	are	part	of	an	organic	whole	
that	includes	the	animals	and	the	trees.	It’s	a	wonderful	change	and	I’m	not	sure	



where	it	will	go,	if	anywhere.	But	it’s	very	different	and	I	really	like	it	and	that	was	
not	the	case	in	the	city.	
	
Has	the	change	produced	a	difference	in	your	weaving?	Does	having	a	more	
spacious	studio	change	your	approach	to	your	art?		
It’s	too	soon	to	tell.	This	is	my	first	real	studio.	A	lot	of	what	I	did	in	my	former	small	
space	was	dictated	by	what	was	required	of	me.	And	some	of	those	pieces	were	big.	I	
just	did	them.	I	love	big	weavings—I	like	to	work	big.	There	is	a	different	feel	to	it.	I	
think	l	achieve	in	a	very	natural	way	a	better	balance	between	densely-patterned	
areas	on	the	one	hand	and	more	quiet	areas.	I	can	get	that	in	a	big	weaving	and	I	
can’t	in	a	small	one.	I	tend	to	just	pack	it	in.	Also	I’m	faster	on	a	big	weaving.	Once	I	
get	into	it,	it	really	flows—it’s	like	I	can	let	myself	out,	let	myself	go.		
The	hardest	weaving	I	ever	did	was	a	tiny	16	portee	weaving	for	the	Pope	to	lean	his	
back	against.	[This	was	commissioned	for	a	chair	in	Phoenix	on	his	American	visit.]	
Part	of	the	difficulty	may	have	been	whose	back	was	going	to	touch	it!	But	part	of	it	
was	it	was	so	tiny	that	l	couldn’t	expand	into	it.	
	
You	began	as	a	painter.	Do	you	still	have	time	to	paint?		
Sometimes	I	don’t	paint	at	all,	but	if	I’m	painting	some	then	I’m	doing	better	as	a	
whole.	There’s	a	balancing	factor	between	the	faster	energy	output	of	painting—
being	able	to	develop	images	right	before	your	eye	and	the	slower	pace	of	the	
weaving.	If	I’m	even	doing	small	color	sketches	and	weaving,	I’m	doing	better.	But	
often	I	let	the	painting	go.	
	
How	did	you	start	weaving?	
It	sort	of	happened.	My	paintings	began	to	resemble	weavings.	They	began	to	be	in	
horizontal	bands.	Then	I	would	name	them	things	like	“Tapestry	of	Spring”	or	
something	like	that!	I	didn’t	know	any	weavers—certainly	not	any	tapestry	weavers.	
But	there	was	something	there	that	was	developing	before	I	knew	anything	about	it.	
Finally	I	became	aware	of	it	and	decided	I	should	get	a	loom.	But	l	didn’t	know	what	
kind.	One	day	l	said	to	a	friend,	“I	should	get	a	loom”	and	he	said	“Well,	why	don’t	
you”.	I	guess	I	just	needed	one	person	to	verify	that.	
		
I	advertised	for	a	loom	and	got	a	response	from	someone	about	a	block	away.	I	
rented	this	huge,	low-warp	loom	which	was	in	pieces.	I	got	this	book	on	how	to	
weave.	The	book	said	you	put	a	warp	on	and	pull	it	tight.	But	I	didn’t	know	how	
tight.	Should	it	be	so	tight	it	was	about	to	break	or	just	tight	enough	so	it	didn’t	sag!	I	
don’t	know	what	I	ended	up	doing,	but	the	first	piece	I	wove	became	a	dog	rug!	Then	
I	knew	that	I	didn’t	want	to	weave	that	sort	of	thing,	but	that	I	wanted	to	do	my	
images.		
So	I	took	the	leap	and	made	a	Navajo-type	loom	and	started	weaving	my	images.	
That	went	on	for	2-3	years	(this	was	about	‘74-’75.)	I	finally	went	to	work	with	John	
Pierre	for	3	months	and	he	polished	me	up	a	bit	and	then	I	was	back	on	my	own.	I	
needed	what	he	had—those	things	that	tapestry	needs.	How	tight	the	warp	needed	
to	be,	etc.	Basically	I	am	an	artist,	not	a	technician.	I	really	have	to	work	at	the	



technical	side.	The	image-making,	the	poetry	and	the	shining	qualities	I	do	not	have	
to	work	at.	Those	are	the	easy	part	for	me.	
	
How	long	were	you	painting	before	you	started	weaving?	
All	my	life.	I	always	knew	what	I	was	even	as	a	tiny	child.		
	
Has	your	imagery	changed	over	the	years?		
Sharron	Martin	was	here	recently.	She	has	a	tapestry	that	I	did	in	1980.	It’s	about	
two	worlds.	One	is	the	world	of	mountains	and	trees	with	some	deer	filing	past	and	
the	other,	which	exists	side	by	side,	is	this	inner	world	—	one	of	shining,	expanding	
light.	When	she	was	here	she	was	interested	in	that	rough	painting—the	subject	is	
two	worlds.		
	
Here	are	these	deer,	only	they	are	bigger	and	have	human	bodies.	What	they	are	
doing	is	evoking	this	other	world	which	is	light	colors	with	this	bird	bursting	out	of	
it.	But	it	is	about	two	worlds	and	I	hadn’t	been	aware	of	that	until	Sharron	began	
talking	about	the	earlier	piece.		
	
Perhaps	people	have	basically	very	few	subjects—	although	they	might	present	
themselves	in	different	costumes.	The	subject	might	develop	through	a	lifetime.	My	
subject	may	be	the	correlation	between	inner	and	outer	worlds.	I’m	not	really	
positive	about	that,	but	I	think	that	may	be	the	case.	If	that’s	true,	then	my	subjects	
really	haven’t	changed	very	much.	I	have	begun	using	more	human	figures.		
	
This	painting	with	the	deer	seems	almost	shamanistic.		
I	was	painting	on	that	and	feeling	great	about	painting	again.	I	thought,	“this	is	really	
powerful	stuff	I’m	painting”	and	I	looked	right	out	here	and	there	was	a	young	buck	
walking	by.	He	was	very	close.	He	didn’t	look	at	me;	it	was	just	a	nice	happening.	
	
What	do	you	think	lead	you	in	the	direction	of	interest	in	the	inner	and	outer	
worlds?	Are	you	a	particularly		religious	person?	
Not	in	the	conventional	way.	I	don’t	know	I’ve	always	been	this	way.	
	
Would	you	say	that	most	of	your	imagery	now	is	really	more	an	inner	world	
experience	or	do	you	actually	incorporate	things	from	the	outer	world?	
It’s	mainly	inner	world,	but	see	this	is	deer	country.	What	I’m	doing	is	mainly	
looking	at	the	inner	side	of	that.	I	can’t	remember	when	I’ve	done	anything	like	sat	
down	and	sketched	a	tree.	This	painting	of	an	apple	tree	never	got	off	the	ground.	I	
love	apple	trees,	but	at	that	time	the	foliage	was	turning	and	most	of	the	apples	had	
fallen.	And	I	just	thought	this	is	wonderful,	but	it	is	as	if	I	were	looking	at	this	with	
inner	eyes.	
		
Most	all	of	my	sketches	or	ideas	are	from	inner	pictures.	Very	seldom	do	I	have	
someone	come	to	me	and	say	I	want	this—and	I	have	to	start	from	square	one.	The	
reason	I	don’t	is	I’m	continually	making	little	sketches	of	these	inner	images	which	
are	full	of	energy.	I	never	have	this	artificial	situation	of	having	to	cough	up	a	sketch	



for	Z	building.	I	use	what	I’ve	already	done,	what	I’ve	already	built	with	real	energy.	
I	have	a	drawer	full	of	little	sketches.	
	
Can	you	do	that	partly	because	the	people	who	come	to	you	know	your	work	and	
are	not	asking	you	to	do	something	totally	different?		
Right.	No	one	does	that.	The	people	who	commissioned	this	weaving	I’m	working	on	
now	said	some	wonderful	things.	They	didn’t	want	any	figures.	They	wanted	
something	that	everyone	could	make	a	connection	with.	Many	different	groups	of	
people	use	the	building.	And	they	wanted	it	to	be	mystical.	And	that’s	all	they	said!		
	
So	it	was	great.	I	couldn’t	have	written	it	any	better.	I	immediately	came	up	with	a	
subject	that	I	already	had,	not	in	detail,	but	I	had	the	generalities	of	it.	Again	it	was	
two	worlds—the	world	of	light	and	warmth	and	the	world	of	darkness	and	cool	that	
are	juxtaposed.		
	
What	kind	of	art	background	do	you	have?		
I	got	a	bachelors	degree	in	fine	arts	that	was	mainly	painting.	Then	I	got	a	masters	
degree	in	fine	arts—which	was	then	mainly	drawing	and	printmaking.	The	
University	of	Texas	did	have	a	tiny	rudimentary	gesture	at	weaving	in	the	School	of	
Home	Economics,	but	the	attitude	was	that	no	one	of	talent	would	take	that.	Arizona	
State	University	didn’t	have	anything.		
	
When	did	you	begin	selling	your	work?		
I’ve	always	known	that	I	was	a	painter	and	an	artist,	but	I	married,	had	children,	
then	divorced	rather	quickly	so	I	was	the	one	raising	the	children.	Literally	for	20	
years	I	was	working	full	time	and	was	keeping	my	work	just	barely	alive	for	that	
time.	After	20	years,	everything	just	broke	apart.	Both	daughters	left	home,	I	was	
laid	off	from	my	job	and	both	of	my	parents	died	the	same	year.	So	everything	
changed.		
	
But	the	year	before	that	I	had	decided	to	spend	4	hours	every	night	painting.	This	is	
because	I	read	a	quote	from	Somerset	Maugham	(and	I	don’t	even	like	him!)	where	
he	said	you	have	to	spend	4	hours	out	of	the	24	doing	whatever	your	art	is.	I	was	
ready	to	hear	that.		
	
First	l	decided	to	take	one	week	and	try	it.	I	figured	could	make	it	through	one	week	
and	then	would	evaluate	it	after	that	time.	I	spent	4	hours	the	first	night	and	it	was	
wonderful.	I	spent	less	the	succeeding	nights,	but	never	under	2	1/2	hours.	And	by	
the	end	of	that	week,	literally	things	were	different.	To	make	a	long	story	short,	
when	all	these	changes	took	place,	I	was	really	ready.		
	
Because	I	had	been	laid	off	from	my	job,	I	could	get	unemployment.	I	went	to	live	in	
Arizona	for	a	year.	At	that	time	I	started	weaving,	but	I	was	painting	too.	I	had	a	little	
cottage	in	someone’s	backyard	and	I	really	became	myself	again	after	20	years.	I	
returned	to	S.	F.	in	1976	and	since	then,	with	one	brief	exception,	I	have	not	worked	
at	a	job	nor	do	I	have	a	private	income.	I	go	through	periods	of	feast	and	famine,	real	



famine,	but	I've	made	it	financially.	Some	people	would	not	say	I	have	made	it	
financially--but	for	me	it	means	I	can	do	the	work	I'm	meant	to	do	and	survive	doing	
it.		
	
How	did	you	begin	to	sell	your	work?		
By	the	time	I	moved	to	San	Francisco	I	had	a	small	body	of	weavings--maybe	5	or	6	
small	ones.	I	took	one	to	see	an	old	friend	who	ran	a	gallery.	I	didn’t	go	with	the	
intention	of	getting	a	show.	I	wanted	her	to	see	what	I	had	been	doing.	Well,	she	saw	
something	in	the	work	and	suggested	a	show.		
	
This	was	a	small	gallery	on	Sacramento	street	and	I	wove	perhaps	two	more	pieces	
in	time	for	the	show.	I	didn’t	know	what	to	charge	so	I	just	put	a	number	on	
everything.	I	think	the	most	expensive	was	$600.	Everything	sold.	So	that	took	care	
of	a	lot	for	me!	It	was	really	a	beginning.		
	
Did	you	ever	sell	your	paintings?		
Not	to	make	a	living.	I	couldn’t	have	done	it	with	painting	even	if	I	had	wanted	to,	
which	I	didn’t.	The	world	of	paintings	is	kind	of	stale	right	now.	People	are	
scratching	around	to	do	ridiculous	and	innovative	or	whatever.	It’s	sort	of	run	
down--it	needs	to	regenerate	itself	and	start	over	again.	But	the	world	of	tapestry	is	
new--it	has	all	this	new	energy	and	I	think	it	had	something	that	caught	people.	If	all	
those	pieces	had	been	paintings,	it	just	wouldn’t	have	worked.	They	would	have	
looked	different	anyway.		
	
At	this	point	did	people	begin	to	come	to	you	for	commissions?		
Yes,	they	did.	I	also	had	shows	though.	Right	now	I	am	in	sort	of	an	impoverished	
situation,	work	wise,	because	I	don’t	have	much	on	hand	and	I	don’t	like	that.	I’ve	
been	doing	large	work	and	then	it	goes.	I	need	some	time	to	get	together	some	work.	
I	do	have	a	show	coming	up	in	the	spring	of	‘92	at	the	Center	for	the	Tapestry	Arts,	
but	I’ll	have	to	ask	Ruth	if	it	is	alright	to	borrow	pieces	and	send	them	to	her.		
	
You	talked	about	tapestry	having	a	lot	of	vitality	now.	I	see	that	growing	with	all	the	
tapestry	meetings	and	conferences.	How	do	you	feel	about	that?		
I	think	it’s	inevitable	and	it	will	grow	more.		
	
What	do	you	think	about	the	work	that’s	being	done?		
I	don’t	know	a	lot	about	it	actually.	I’m	kind	of	reclusive--not	because	I’ve	decided	to	
be,	but	in	order	to	put	this	work	out	I	have	to	be.	So	I	honestly	don’t	know	a	lot	
about	what	is	happening.	There’s	probably	some	wonderful	things	happening	and	
some	not	wonderful	things.		
	
Are	you	attending	Tapestry	Forum	in	Oregon?	
No,	but	I	will	have	some	work	there.	I	will	be	sending	my	ambassadors.		
	
	
 


