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FROM THE EDITORS

As we are wrapping up this issue of Discourse and | make
preparations to travel to Fang for the annual kite meeting, |
am reminded how large the world of kiting is and how kites
capture the imagination of people of all ages, interests, and
motivations.

This issue is anchored by Uli Wahl and Paul Chapman’s won-
derful article on the Vietnamese Diéu kites. Careful docu-
mentation and research have led, to what | believe to be, an
authoritative view of these elusive kites. Thorough research is
also evident in Frits Sauvé’s latest study of the oldest kite in
the western world.

India’s Ajay Prakash is profiled in his first person essay where
he delightfully describes the “three kinds of people who look
up at the sky — children, madmen and kite flyers.” We follow
Whitney Richardson, co-founder of the inspirational Kite Col-
lective, as she attends her first U-Make workshop, meeting
the community of kiters that make this such a special event.

Our new friends at Spoonflower, an internet based custom
fabric company, were inspired by an image of a Betty Street
kite and used their artistic skills and the tools of the print fab-
ric world to create a “flight kite quilt.” Yancy Wright’s voyage
as a winner of the Cabrinha Quest describes his fascination
with kiteboarding as well as his commitment to the environ-
ment. Kite workshops far away in remote Yavi Chico, South
America, remind us that the simplest of materials can be used
to teach and delight young kitemakers.

You'll find even more as you page through this issue of
Discourse. Remember, we can’t publish Discourse without
you, so if you have ideas for future articles, let us know at
info@drachen.org.

Scott Skinner
Board President
Drachen Foundation



ScOTT SKINNER
Monument, Colorado

A former Air Force instructor pilot, Drachen’s
board president has flown and designed kites
for three decades. Today, Skinner is known as a
world class, visionary kite artist.

WHITNEY RICHARDSON
Chicago, lllinois

Whitney Richardson is co-founder of the Kite
Collective, a nonprofit group of artists that use kites
as a platform to connect with the environment,
community and self in a way that is transient and
magical. She runs No Lights No Lycra Chicago at
Defibrillator Performance Art Gallery. Whitney is

a food justice & human rights activist, writer and
interdisciplinary artist. She is based in Chicago, IL.

DARCI MOYERS,
Reeecca (Becca) McCoy,

GART DAvIs
RALEIGH, NORTH CAROLINA

Darci lives in Raleigh, NC and works in
Durham as part of the Spoonflower team where
she enjoys working with creative folks and
supporting the DIY community. Becca started at
Spoonflower upon finishing a master’s degree
in cultural anthropology at North Carolina
State University and enjoys working in an
environment where creativity and learning
opportunities abound. Gart is the co-founder
of Spoonflower, which began in 2008 and is
the world’s first internet-based custom fabric
printing service and design community.
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DiANA ROSS
Barioloche, Argentina

A former English teacher, Ross has been a kitemaker
for over 12 years. She has shared her knowledge and
passion for kites by offering workshops for all ages,
especially children and young people at risk.

ROBERTO TRINCHERO
Barioloche, Argentina

Roberto Trinchero, a particle physicist,
has flown and designed kites since 2006.

AJAY PRAKASH
Mumbai, India

Indian travel agent Prakash has led numerous
“desert kite tours” in India and conceived and
organized many national and international kite
events throughout the country. This veteran kite
flyer writes about the sport that knows no barriers
of caste, color, creed, race or social status.

FRrITS SAUVE
Diemen, Netherlands

Sauvé spends a great deal of time in the world of
historic kites. He collects everything that can be
collected and visits archives, flea markets, and
antiquarian bookstores. He also lectures, writes
articles, and rebuilds classic kites.

Roberto Trinchero

Diana Ross

TheTribuneOnline.com

Courtesy of Frits Sauvé



ULt WAHL

Weinheim, Germany

Wabhl is interested in natural sciences, ethnology
and meteorology. His study of wind-produced
music naturally led him to kite-born musical
instruments. His website www.windmusik.com is
widely regarded as the first point of contact for
anyone interested in wind music.

PauL CHAPMAN
Bristol, England

As the leading authority on the kite history
of Great Britain, Chapman is a member

of the Royal Aeronautical Society and has
done extensive research on S.F. Cody’s kites
and airplanes and continues to interact with
kite historians throughout Europe.

ALl FujiNo
Seattle, Washington

After 20 magical years as executive
director of Drachen, and transitioning DF
online, Ali has moved to a fulltime position
with the Alaska Wilderness League,
protecting America’s largest public land.
She continues her involvement with
Drachen as a member of the board.

CONTRIBUTORS

windmusik.com

Julie Collins

Erin Schiedler



THE INSPIRATION OF A BETTY STREET KITE

Darci Moyers, Rebecca (Becca) McCoy, and Gart Davis

| was trained to be an observer of life; to find
those incidents and experiences that influence
people to the point of action. This delightful blog
of how this kite came to be is the direct result
of individuals who were inspired by something
they saw; a wonderful kite by Texas Tech Uni-
versity art educator and artist Betty Street. Betty’s
art was done with the passion of her past, patch-
work quilting and textiles, using these motifs to
make kites that flew. Now retired, it is Betty’s
artful ways (teaching and doing kite workshops
and leaving a legacy of terrific examples of good
kiteflying art) that continues to network the world
in a kitemaking exchange, sharing what each in-
dividual, country or culture does, in making their
kites. | find it fascinating that this informational
path continues, long after Betty has stopped uni-
versity teaching.

— Ali Fujino

There are so many positive things about this effort
by artists that it’s a little hard to criticize the end
product. Their research and exploration of the
subject was extensive, and how wonderful it was
that they were led to the work of Betty Street!
A call for help to an experienced kiteflyer would
have revealed the mysteries of bridles and struc-
ture to make this a true flying kite, as well as a
beautiful work of art.

— Scott Skinner

Permission to use a Betty Street kite photo was
granted by the Drachen Foundation to Vogue
Magazine and was spotted by the Spoonflower
staff who entered their creation in their staff quilt
challenge.

My imaginative Spoonflower crew mates for this

Spoonflower.com

year’s annual staff contest, Gart and Becca, bril-
liantly brainstormed our way into an unusual an-
swer to the challenge to design fabric for and sew
a quilt. I (Darci) was fortunate to be along for the
ride.

Becca found inspiration for this quilting challenge
in an old issue of Vogue, of all places! While edu-
cating herself about the proper accessories for a
weekend in Montauk, NY, a gorgeous patchwork
kite by Betty Street caught her eye and she im-
mediately tore out the photo to show the team.

The Vogue feature of the kite quilt cited the
Drachen Foundation’s web site, an incredible
resource for all things kite related. Any informa-
tion you need to make and fly kites can be found
on the Foundation’s website, and a little pok-
ing around led her to an incredible collection of
patchwork kites made by Texas Tech art professor
Betty Street in the 1980s.

Gart: When Becca suggested the kite as an idea,
we immediately spoonerized “kite quilt” into a
“quite kilt,” and pondered where that might take



R e s L TR e Ny

Art Deco inspiration for the custom fabric design.

us. Ummmm, not terribly far. | thought it would
be neat to make flight a design theme, a “kite
flight quilt.” | have a soft spot for transportation
themes, and of course if you think of flight and
design for even a second, you go straight to the
interwoven themes of the golden age of flight and
Art Deco.

One of my favorite examples that brings these
themes together is Glenn C. Sheffer’s Art Deco
“Chicago World’s Fair, 1933.” Not content with
just Zeppelins, mono-planes, search lights, sky-

Spoonflower.com

scrapers, and muscular statuary, Mr. Sheffer
wrought these elements around an armor clad
Valkyrie bestride the world.

Darci: Gart’s vision for an Art Deco and flight-
themed kite quilt was perfectly matched when
he stumbled across the 1930s quilt block pat-
tern “Flower of Autumn” by Laura Wheeler. To
streamline our kite quilt creation process, and
perhaps to accomodate our modest sewing skills,
we fashioned a cheater quilt pattern by enlarg-
ing the quilt block to a lap quilt size, and filled a



single repeat of the block with individual fabric
designs. Flower of Autumn’s compostion seemed
ideal to host our flight and Art Deco patterns in a
kite form, with it’s radiant sun-like shape.

Becca: When Gart showed us the quilt block he
found, | immediately loved it! Inspired by Betty

Spoonflower.com

Street’s collection, | thought it would be the per-
fect design for a square patchwork kite.

Darci: We created fabric designs to fill the cheater
quilt with our hand-drawn artwork. Gart’s illus-
trations of bi-planes and blimps guided our flight
theme, and a smattering of Art Deco-themed



drawings of architecture, feathery
headdresses and beads, and sun-
burst patterns filled up our quilt
block.

CREATE |

ORIGINAL DESIGN

To craft the illustrations into cohe- '

sive fabric designs for our cheater EZ

quilt pattern, we selected a color

palette inspired by Georges Bar-

bier’s Art Deco work La Paresse. %

We narrowed our palettetoagold, = S

orange, slate blue, and black. The color ool has reduced your design to 3 colors.
Change this:

. 20 120 6@ 40 30 20
Using the Spoonflower color

changing tool, we recolored our el e om

scanned illustrations. R
Click on a color o change it

change number of colors

Becca: | decided to make a mock
up of our kite to see if we could
actually make it fly! I used fabric
from my stash to construct a quick
version of our kite.

Once that was finished, we waited
for a windy day, and right before
a huge storm one afternoon, Gart
and | took a little hike through the
parking lots of our corporate park
to fly our kite!

This “quick and dirty” mock-up got
much, much dirtier after several
attempts to launch ended in mud
puddles, but we do have video evi-
dence that it was suspended in the
air for several seconds! Oh, | do
hope Ms. Street would be proud!

Darci: Confident that our kite would
fly, at least in tornadic winds, we

Upper Right: The Spoonflower design tool.
Middle Right: Gart’s fabric design.
Lower Right: The Spoonflower girls sewing

their Betty Street kite with their custom-
printed fabric.

Spoonflower.com
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cut into our freshly printed fabric and started
sewing.

After sewing our cheater quilt top to a backing
fabric printed with Gart’s bi-planes fabric design-
-and leaving out batting for lightness in flight--we
added a few accoutrements that you’d usually not

The completed Spoonflower quilt kite, inspired by Betty Street.

find on a proper quilt: tails and pockets for the
kite structure.

If you can't tell by the smiles on our faces, we're
pretty pleased with our flight kite quilt. Now
for a Spoonflower field trip to the beach to
fly a kite quilt!

Spoonflower.com
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MARWAR & 1

Ajay Prakash is the founder and
chief executive of Nomad Travels,
Mumbai, a company that specialises
in organising corporate travel and
custom-designed leisure tours in
India and overseas. Previously,

he worked in the commercial
department of Air India for eight
years. He is the immediate past
president of the Travel Agents
Federation of India and was the
deputy chairman of the World Travel
Agents Association Alliance—a non-
profit organisation based in Belgium,
which serves as a global alliance

of travel agent associations from
Europe, USA, Canada, Australia,
New Zealand, South Africa and
India. A kite enthusiast, Prakash

has been a regular attendee at

kite festivals overseas. His passion
led him to organise various kite
festivals in India, such as the Desert
Kite Festival in Rajasthan, the Taj
Kite Festival in Agra and the Goa
Kite Carnival. He holds a Bachelor’s
degree with honours in History from
St Stephens College, Delhi, and a
Masters degree in English Literature
from University of Rajasthan, Jaipur.

THIS ARTICLE HAS BEEN REPRODUCED FROM MARWAR INDIA
MAGAZINE, VOLUME 19, IssUE 2. FOR MORE INFORMATION ON
THE MAGAZINE, PLEASE VISIT www.marwar.com.

Kites & dunes—

a colourful symphony!

Rajasthan has played host to many a kite festival in the past, supported by
royal families who have opened their hearts and their palaces to domestic and
international kite makers and flyers. Today, such festivals have become a relic
of the past, as government and private support has dwindled. MARWAR
brings you a first person essay from Ajay Prakash, chief executive of Nomad
Travels, who has conceived and organised many national and international
kite events all over the country, with the one at the Umaid Bhawan Palace
being among the most majestic. Read on as this veteran writes about the sport
that knows no barriers of caste, colour, creed, race or social status.

here are only three kinds of people who look up at the sky—children,
madmen and kite flyers. The rest walk around with their heads down, and
the difference is there for all to see—looking up opens your eyes to the
beauty of the earth; it changes your perspective. Growing up in Jaipur, I
discovered the magic of kites at an early age, and since then, I've never stopped flying
them. I believe that the sky is the only space that seems devoid of the borders that
keep people apart. Romantics, idealists and visionaries have looked up at the heavens
for inspiration, and the kite is one of the most powerful symbols of man’s desire to
break free of the shackles of the earth. With a kite line in our hands and our eyes
to the sky, we are all equal. It is truly a freedom sport—a great way to bring people
together in a spirit of celebration, peace and communal harmony.

Makar Sankranti is a huge festival in Jaipur, when the colours usually visible on the
ground are splashed across the skies. Routine life comes to a halt, and everyone—
from little kids to 60-year-olds (and older!)—rush to their terraces at daybreak with
just one thought: to fly! It's a day of fun in the sun with lovely treats like gazak, til
ke laddoo, hot moong dal ki pakoris and steaming hot chai. The Sl(y is soon
filled with kites, and riotous shouts of “Kati patang!” resonate
ever ywher €. This continues long after sunset, until it's too dark to see your kite
and until finally, after having fed you all day on the terrace, your mother’s patience
runs out and she tells you it's time to come down.



(Clockwise from L-R): Babu Khan, a famous kite maker from Jaipur; kites
being flown during the Festival; Bina Kak with Ajay Prakash at the Kite Festival

For many years after I moved to Mumbai in 1980, I'd go back to Jaipur with my old
friends during Sankranti for my kite fix. Then one day, when my friend and I were
in Normandy, France, we happened to walk into the Dieppe Kite Festival, and I
was transfixed by what I saw! Kites like I'd never seen before—birds, bees, dragons,
geometric shapes—filled the air with gorgeous colours. T just knew T had to do this
back home.

The opportunity came soon enough through a fortuitous meeting with HH Gaj
Singh II, Maharaja of Jodhpur, at the Internationale Tourismus-Borse, Berlin, one

of the world’s leading travel trade shows. Bapyji, as he is fondly known, was then the
chairman of the Rajasthan Tourism Development Corporation. When I proposed
that I'd like to organise an international kite festival in Jaipur, he said, “Why not at
Jodhpur? We can do it at the Umaid Bhawan.” That was it! The majestic dome
of the Umaid Bhawan would provide a spectacular backdrop
for kites from across the world, and who could ask for a better
host than Bapyji, the epitome of gracious Rajput royalty!

We organised the first Desert Kite Festival in Jodhpur in January 1997. For the first
two days, it was held at the Polo Ground, moving, on the last day, to the fabulous
Umaid Bhawan Palace. Jodhpur had never seen anything like it! The public turned
up in droves and we had our hands full keeping the crowd under control. Bapyji
graciously hosted the 20 or so flyers from overseas at the Umaid Bhawan, and we
made arrangements for our Indian flyers at a hotel nearby. The Ministry of Tourism
gave us about four free international tickets on Air India, which we used to cross-
subsidise our international participants. Nomad Travels pitched in for the travel and
stay of our Indian flyers and our meals and hospitality were taken care of by Bapyi.
We ran the festival on a shoestring budget, but we made a splash. Doordarshan
broadcasted a film on it, the BBC carried a short video clip, a photographer from

National Geographic turned up
unexpectedly and we even got a
mention on the homepage of Lonely
Planet. The Desert Kite Festival was
soaring high!

No one had ever done what we
managed to do that year in Jodhpur—an
amalgamation of the Indian fighter kite
tradition, where the object of the sport
is to cut down an opponent’s kite, with
the Western kite scene, where kites are
seen as expressions of art in the sky.
We managed to create distinct flying
zones and even had an international
fighter kite competition. We proved

to organisers across the world that
manjha—the internationally feared
glass-coated Indian cutting line—can
coexist peacefully with ripstop nylon
and mylar!

The next year, we took the festival to
Jaipur on invitation from Rajasthan
Tourism. Many of the participants
from the first festival came back and
brought more friends with them. This
time, we had participants from about
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a dozen countries. Among them was

a phenomenal kite maker from New
York, Tal Streeter, who'd written a
fascinating book called A Kite Journey
Through India. Once again, we were
provided with a few free tickets by

the Ministry of Tourism, financial
assistance of a couple of lakhs from
Rajasthan Tourism, and again, Nomad
Travels stepped in to take care of the
rest. For the first time, however, we
got a private sponsor, The Hindustan
Times. The festival was inaugurated at
the old Chaugan Stadium in Jaipur by
Chief Minister, Shri Ashok Gehlot, in
the presence of Rajmata Gayatri Devi
and the Minister for Tourism, Smt
Bina Kak, who was really proactive and
hugely responsible for bringing the
event to Jaipur.

But flying at the Chaugan Stadium

in Jaipur on the day before Sankranti
was a tense affair. Some of the foreign
kites are very expensive—retailing for a
few hundred dollars—and we couldn't
afford to lose a single one. But every kite
in the sky is a fair game at Sankranti,
and though the flying line foreign
flyers use for their big kites is often
strengthened by Kevlar (a synthetic
fibre of high tensile strength), it's still
no match for the Indian manjha in the

14

b€ There are only three kinds of
persons who look up at the sky—
children, madmen and kite flyers. The
rest walk around with their heads
down, and the difference is there for
all to see—l00King up opens
our eyes to the beauty of
he earth, it changes your
perspective.”

hands of a mischievous 10-year-old, which will slice through the Kevlar effortlessly!
So we recruited a bunch of local kids, gave them manjha and our colour-coded
kites and turned them into our defensive ‘fighter kite squadron'’. Their job was to cut
down any ‘outside’ kite that came too close! But we still had some tense moments.
One big kite was cut down and floated away over the old town, sending us on a hot
pursuit on an old Vespa. If you're driving on Makar Sankranti in Jaipur, you'd better
watch out for kids running wildly across your path in pursuit of a kite! Sankranti has
a different meaning for kids from less prosperous sections of society, for it is the day
they loot kites that they will fly for many days to come. The essence of the Indian kite
is very basic—a little tissue and two sticks of bamboo costing just a few rupees; Yet,
it is capable of giving such joy! Even a street kid who can't afford to buy one can still
capture a kite that's been cut—the finders are truly the keepers!

So, you can imagine that I had quite a job reasoning with the family who'd captured
our kite that this wasn't a kite they could keep just because they'd caught it. Finally,

[ got it back after offering to take them to the Chaugan Stadium and having them
return the kite in person to our French participant, whose kite it was, and who in
turn would present them with a small foreign kite. All was finally well. We continued
with the festival in Rajasthan—Jodhpur and Jaipur—for another two years, before we
were invited by UP Tourism to Lucknow and Agra. For two years we did the Taj Kite
Festival on the banks of the Yamuna with the exquisite Taj Mahal as a backdrop.

Kite making is a traditional skill passed down from generation to generation.
Unfortunately, today it's a skill that's in imminent danger of dying out. Babu Khan
of Jaipur, for instance, is one of the finest kite makers in the
country, and it’s a delight to fly a kite made by him. It responds
to the lightest touch and is truly a fine fighting machine and

a connoisseur’s dCligh’[. Babu Khan is also an amazing artist who makes
incredibly beautiful appliqué paper kites with pictures of gods, goddesses and
intricate geometric patterns. His kites look like fine paintings. He cuts patterns out of
the main sail and then glues them in small pieces on the reverse to produce incredible
detail. These kites are akin to cross stitch embroidery—the back has all the work and
the front is the final result. T have never seen such fine work on an ephemeral paper



kite! But Babu'’s children don’t want to learn his skill because they
see no future in kite making. And this is what is happening to many
traditional skills. While I organised the festival, I would bring in a
manjha maker from Bareilly. We would do live demos of manjha
making and kite making along with workshops for kids.

For seven years, we kept the festival alive. It grew from being a small
festival in Jodhpur to later include Jaipur, Lucknow and Agra, and
finally we took it to Goa as the Kite Carnival, which we organised

in collaboration with Goa Tourism. But finding sponsorships

was becoming a bigger challenge every year. In the past, we'd had
sponsorship support from The Hindustan Times, Sonora Tiles,
Pidilite Industries, Kingfisher, Action Aid, the Fundacao Oriente,
the Ministry of Tourism and various state tourism bodies. But when
a tourism body reneged on its commitment to pay us the decided
amount, simply because of a change in government, I decided to
call it a day. We had built up a fantastic brand value
for the Desert Kite Festival in a few years and kite
flyers across the world heard of it and yearned to
come, but it couldn’t continue without multiple
SpONsOrs.

Since then, I've organised one big kite event—a night fly with
spotlights for a Marwari wedding at Osian—which was absolutely
fabulous. We also brought in two friends from France who
performed their signature kite ballet, and we flew gigantic kites
with pictures of the bride and the groom. The guests loved it! The
combination of beautiful kites lit up in the foreground against the
backdrop of the desert stars on a crisp clear night was sheer magic.

I would love to do another international kite festival, especially in
Rajasthan, which has so many incredibly beautiful locations. But for
the moment, until I can find sponsors, I'm happy to fly my kites at
my farm, a couple of hours out of Mumbai, and enjoy the unity and
peace it offers. 3

(L-R): Rashmi Prakash and French lady flyers at the Kite Festival; a speciality kite
against the Umaid Bhawan at the Jodhpur Kite Festival
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U-MAKE MAcic HAPPEN

UprPER MIDWEST AREA KITEMAKING EVENT 2013

Whitney Richardson

I'd been looking forward to the Upper Midwest
Area Kitemaking Event (or U-Make) for months,
as it was my very first “real” kite event with kite-
makers that I'd looked up to, from afar, over the
last year. By “real” | intend to signify a sense of
thorough interest in kitemaking, evidenced by
commitment. In my everyday world, making kites
is most often perceived as “niche” and “charm-
ing.” In the kite world, their symbolism is exon-
erated and personified. U-Make marked my first
experience as part of an assembly of kitemakers
who live with kites as an extension of the self.
Their kites offer a new perspective, a tool for liv-
ing in the moment, a way of life.

Along the drive to the retreat, the distance be-
tween cars and buildings grew, and open land
and sky sprawled be-
fore me, making way
for the weekend. The
road led toward the
forest, where kitemak-
ers meet, where eagles
and hawks fly, and cell
phones cease to func-
tion. Northern  Uni-
versity’s  Taft Lorado
campus became “Kite-
makers Point” for the
weekend. On the first
night, organizer Linda
Larkey invited me to
speak about the Kite
Collective’s Kite Ma-
chine Project. “You're
just talking to a group of
friends you haven’t met
yet,” she said, soothing
my nerves. As planned,
| spoke about our ef-

forts to reconnect to the environment, commu-
nity, and the self through kites. | shared our first
year’s experience at Rockaway and a video on
the kitemaking process for our miniature Bermu-
das. Waves of support washed through the rest of
the weekend, taking many forms. Bill Lamm, an
“all around stand up guy,” shared with me, “Some
of my favorite projects are ones that give new life
to old things.” Creation, facilitation and value in
process, and transformation seemed to me to be
shared values among the attendees. With every
vote of confidence, | felt some sort of rootedness
take hold. The genuineness and kindness of this
group were as palpable as the rolling wit. They
held nothing back! Denise Lamm, artist and ed-
ucator, resonated immediately with her distaste
for the sewing machine, which she avoids. “There

Whitney Richardson pays close attention in Donna
Houchins’ miniature kite making class.
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are things our bodies are naturally drawn to,” she
shared later, and alternately, are repulsed by.

After speaking, | stuck around to make minia-
ture kites with Barbara Meyers for the American
Kitefliers Association (AKA), using paper & tinsel.
The kites are given to kids in the hospital. Another
common practice of kiters seems to be spreading
joy and hope. | got to watch Denise make her first
kite that night. The evidence of effort to create a
brighter world was everywhere, flying in front of
me from a kite wand. A common lens was dis-
covered. We know the benefits of looking up...

Saturday morning rolled around bringing with it
Donna Houchin’s Miniature class, aka “principles
of controlling the bleeding.” The bulk of time was
mainly focused on playing with art techniques
for combining the use of certain materials, in
this case, sharpies and thin tissue. In encounters
like this, you begin to feel the legacy of the kite
community. For example, the idea to use paint
bristles for the miniature kite spines came from
master miniature builder Charlie Sotich, a force
that many in the room have learned from. It was
fun to see what colors each student chose to ex-
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Barbara Meyers in Donna Houchins’ miniature class.
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Flying a miniature Donna Houchins kite.

press themselves in their first kite of the day and
watch them all run together as they flew through
the room.

Barbara Meyer’s Cloudseeker class followed.
The design was chosen as it is forgiving of mild,
common construction flaws (thankfully). As we
hemmed, my poor machine “hawed.” Big thanks
to my neighbor, Jim Overmann, who kept help-
ing-helping-helping me with my machine while
still somehow managing to make progress with
his own kite. While
my Cloudseeker is
still a work in prog-
ress, | wouldn’t have
been able to finish
hemming without the
saving grace of ev-
eryone in the room.
As the Cloudseeker
hours passed, JP
Honeywell, kite pho-

tographer,  echoed
one of my favorite
sentiments, “You

don't have to be-
lieve every thought
that comes into your
head.” Hums of Pink
Floyd puttered in the
background as my
machine softly rode
off course again. Per-

Donna Houchins
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Ron Lindner and his finished Cloudseeker kite.

haps his thought spared me from tossing my ma-
chine into the river.

Ron Lindner, who has been making kites for over
28 years, shared with me his best kitemaking
tip... “patience.” Maintaining calm in adversity
felt natural in this environment and allowed room
for a lot of story sharing. Throughout the week-
end came stories of love, family, heartache, and
mending. | asked Ron to regale me with a kite
story. His response: “To ask for one story is im-
possible because kiteflying has taken us all over
the country. We have also met people from all
over the world! Each and every one has a story...
ours is a continuing story that we will add to for
years to come.” We are all people living our lives
and sharing them with one another.

For the first 24 hours of the event, ribbons of raffle
tickets floated to and fro. This was another tradi-
tion to bring us all together. | thoughtfully placed
my raffle tickets into bags next to the treasures
| hoped to win. “l would like one of everything
please,” | thought, gently imagining my future life
full of new kite books and fighter kites and enor-

18

Barb Meyer

mous rokkuku’s. Ken Wilkowski noticed, “You
sure look excited to be here!” I'd been found out.
| resumed spin-spin-spinning around the room
contemplating and swooning and placing raffle
tickets, surrounded by most everyone else doing
the same.

After the raffle was said and done, | walked away
with my very first fighter kite, a Szilagi fighter, and
my most sought after item. It must have felt how
much | wanted it and made a deal with the raffle
gods to make me its master. Ken led me to “the
woman in blue,” Pam Hodges, to learn how to fly
it, and | made a wonderful new friend. On flying
the fighter, Pam said, “When it looks like it’s com-
ing down, let go.” This advice sounded familiar
and equally valuable to life outside of kites... kite
wisdom.

Starting on Saturday morning, Simon Craft’s Ga-
ruda class had workshop-goers sewing “round
the clock” into the wee hours of the morning.
With over 36 pieces to assemble, it was a real
pleasure watching all the participants in pursuit
of their finished kites. After solid legwork, more



Simon Craft’s Garuda Class.

than a handful completed their Garuda kites by
weekend’s end, allowing us to marvel in their
craftsmanship. Oh, the planning to look forward
to on the road to kitemaking mastery. One day |
might have the skills (walk before you run) and
the patience to tackle a project of such magni-
tude, and being in close proximity to minds able
to resign themselves to a weekend project of this
magnitude, helped oil the wheels of possibility.

Steve Nicol

Come Sunday morning, it was time to make Viet-
namese fighter kites with Charm Lindner...and
charm is something she is full of. We sweetly
folded and pressed our tissue and summoned our
windpipes to steam and bend the wooden bows
into submission. In true Whitney fashion, | en-
countered some bumps in the road and snapped
my first and second bow like a wishbone (I made
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a wish for my third bow to be my last). After the
song and dance, another kite was complete, and
| had assembled my first fighter kite! Albeit a little
kooky and crooked in appearance, it somehow
came out quite balanced and took to the wind
like the little engine that could.

Linda Larkey’s “4 Foot Banner” workshop, intend-
ed for beginning “appliqué-ers,” completed my
experience at U-Make. As it turns out, kiters talk
(and have each others’ backs), and Linda received
a tip that my machine was not behaving. She had
a machine ready and waiting for me when | ar-
rived that allowed me to usurp my sewing ma-
chine woes and start fresh. It's amazing how
fast and able | felt with a clear-headed machine!
We each decided what shapes and patterns we
wanted on our banner and utilized the appliqué
technique accordingly. Everyone’s appliqué was
unique and turned out to be pretty adorable. We
really took away the ability to apply appliqué
technique to execute our own visions and design.
U-Make operated like a home and a family. The
classes and projects covered all skill levels. There
were opportunities to share and grow through-
out the weekend. It was a terrific arrangement,
offering the benefits of interacting with a whole
slew of others, from a wide range of experience
and backgrounds, from very left-brained to right-
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brained fields, all with a common thread in kites
and community.

U-Make is a place where kites are the fruit of ca-
maraderie. There is something about kiting that
draws us together, dovetailing our aspirations and
unique visceral experiences to the creative and
analytical process of a kite’s design, construction,
and its physical engagement in flight. The mere
existence of U-Make signals hope and a special
connection to the world around us, a common
respect and admiration for each other.

For me, U-Make marked a new beginning, that
is, an opening, fortifying a crucible of kitemakers
ready to ride the tailwinds of life. The best part
is | got to take a bit of the dream house U-Make
built, in the form of new kites, thoughts, stories,
connections, memories and lofty thoughts, home
with me to the windy city...

BRAVO WHITNEY, IT IS SUCH A DELIGHT TO RE-
VISIT THE EXPERIENCE OF FIRST TIME KITEMAKING
EXCITEMENT! GO GIRL, GO!

—THE EDITORS

)
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The U-Make 2013 crew.

Steve Nicol

Sunrise Moonrise by Donna Houcins
was a coveted raffle prize.

JP Honeywell
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YANCY WRIGHT: KITESURFING DEFINES A BETTER WAY OF LIFE

Ali Fujino

."'H-_ - .-"L - -
A first pass by a Pacific Northwest forest.

Over the years, kitesurfing has been one of the
fastest growing recreational sports on the water.
A multimillion-dollar industry, the sport is active
worldwide, and has the support of both busi-
nesses and athletes involved in popular amateur
and professional competitive circuits.

For surfing and boarding professional, Pete
Cabrinha of Hawaii, it has been his top money
maker for decades. Pete came from a surfing
culture, and ended up in the world of wind and
water, combining a fascination for kites with a

Dmitry Kraskorsky

love of surfing. (See Ben Ruhe’s Journal profile
of Pete, http:/www.drachen.org/sites/default/files/pdf/
Journal%20lssue%2019.pdf. Always interested in
promoting kitesurfing, Pete and his company
became supporters of the Cabrinha Quest.

The Cabrinha Quest was a contest to select two
people, through a written essay, who demon-
strated their commitment to living a sustainable,
eco-conscious lifestyle in their local commu-
nity. Winners would be treated to a ten day, all
expense paid trip, on the inaugural voyage of the
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Launching in Los Roques from the S/V Discovery.

catamaran, S/V Discovery, in its quest to locate a
perfect kitesurfing destination.

Yancy found out about the contest and sub-
mitted his application. Having kitesurfed in

the Seattle area, he was a versatile kitesurfer-
conditions in Seattle not always being ideal,
with gusty winds, choppy water, and chilly
temperatures. Despite these challenges, kitesurf-
ing was an important constant in his life and
the opportunity to pursue his passion in warmer
climates was appealing indeed. Professionally,
Yancy had been involved in the green build
movement since the beginning, working for one
of the largest construction companies in Seattle.
Helping his own company, and others in the
same industry, use environmentally sound con-
struction practices was a passion and a personal
commitment which he described in his appli-
cation. From hundreds of submissions, Yancy
was selected as one of the grand prize winners,
along with kitesurfer Andrew Olive.
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In the fall of 2012 he joined the boat, S/V Dis-
covery, as the guest of Captain Seon Crockford.
The location was paradise: a small archipelago
referred to as Los Roques off the coast of Ven-
ezuela.

In his own words, Yancy sums it up: “the trip
was like a dream; skimming across the surface of
warm clear waters over a shallow reef below...
clear water and skies...no one to pay heed to
but the fish....”

Los Roques is an archipelago, a federal depen-
dency of Venezuela consisting of approximately
350 islands, cays, and islets in a total area of
40.61 square kilometers. The archipelago is lo-
cated 128 kilometers (80 miles) directly north of
the port of La Guaira.

The islands’ pristine coral reef attracts many
wealthy visitors, especially from Europe, some



of whom come in their own yachts to anchor

in the protected shallow waters. Development
and tourism are controlled. Because of the wide
variety of seabirds and rich aquatic life, the
Venezuelan government declared Los Roques a
National Park in 1972. Fewer than 1,800 people
inhabit the area; however, it is visited by approx-
imately 70,000 people annually who come for

a variety of activities including fishing, birding,
diving and kitesurfing. It was the perfect loca-
tion for Yancy and Andrew to base themselves
for the trip. Their days included great conditions
for daily surfing, and all their needs were met by
the wonderful hospitality supplied by the crew
of Discovery.

For many kitesurfing enthusiasts, this would have
been the zenith of one’s experience, but not for
Yancy Wright. This was only the beginning of the

Water bottles even litter the most pristine locations.

Cabrinha Quest and what would become a ma-
jor part of the rest of his life. Refreshed by his two
weeks, he returned to Seattle to continue imple-
menting his new vision of eco sustainability.

The return to Seattle meant leaving the Sellen
Corporation and he began his own sustainable
building and living practice, focusing on the de-
velopment of his own project, Alternavida (http:/
alternavida.org/). Perhaps it was a combination

of many things, including his associations with
open water and wind through kitesurfing, and
his professional associations in the green build
world, that inspired him to develop the project’s
vision to “leave a legacy for future generations
that promotes a healthy, sustainable lifestyle in
harmony with nature.”

Yancy has begun to fund his own living devel-

Yancy Wright
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opment in one of the most beautiful and un-
polluted parts of Puerto Rico, as a business, to
educate others to a life style of harmony with
nature. Alternavida is a startup operation in seek
of investors who can help bring this type of life
style to full focus.

He will continue to work with the Cabrinha
Quest. Yancy is the type of person who can
make the personal and professional connec-
tions that make the world a better place. He is
not just about having two weeks of surfing and
walking away. Everything he does is to bring his
experiences and riches full circle.

http://www.youtube.com/watch?v=14gX260ufT0

Brisk passes on Useless Bay, Whidbey Island. Dmitry Kraskorsky
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Yancy airborn in the chill of the Northwest.

Dmitry Kraskorsky
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HistoricaL KiITE WORKSHOP

Scott Skinner

The Historical Kite Workshop was held this year in
Beinwil, Switzerland, the final weekend of April.
The creation of a three-winged Brogden kite took
center stage as the 51 attendees each attempted to
complete a replica of this sophisticated historical
kite before the weekend ended. Over 20 sewing
machines were urged on by their owners, as the
project was tackled by workshop attendees new
and old. The Brogden kite kit was developed by
organizers Christoph Gautschi, who compiled an
informative photo-history of the kite and wrote
the step-by-step plans, and Charles Tacheron,
who completed massive amounts of bamboo-
work, engineering of ring-fittings, and sail and re-
enforcement cutting, which were needed by all.
Most participants were able to get their kites into
one piece, with the sails completed, and only the
line-work remaining to be done.

Additional highlights of the meeting included a
“show and tell” time where | presented two origi-
nal William Eddy sails and frames, and a variety
of Paul Garber memorabilia; including prototype
target kite rudders and sails. In both cases, there
was an almost total lack of written documenta-
tion on the history and use of the items, so we fo-
cused on photographing, measuring, and analyz-
ing materials. Subsequent to the meeting, | was
delighted to receive correspondence from Dieter
Dehn who took a closer look at his photos upon
his return home and sent me the following;

“When | checked my photos from Beinwil
at home, | found something on the label of
the Eddy kite that | obviously missed when |
had the kite in my hands. When you look at
the label you read “USED BY THE UNITED
STATES GOVERNMENT” and “PATENT AP-
PLIED FOR.” I read this as: Printing of this la-
bel (and start of production of the kites) was
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sometime between 1898, when Eddy tried
to sell his kites to the army and Wise took
some of the kites to Kuba for signaling and
1900 when Eddy’s patent was issued. But
on the label of this kite, there is an addition:
there is an additional stamping “PATENTED
MARCH 27, 1900” and “PATENTED MAY 1,
1900.” This tells us, the kite we had in hand
was produced after May 1900. So far - so
obvious. But why are there two dates? Check-
ing my patent-database | found: the first date
(March 27) is Eddy’s patent for his kite. The
second date (May 1) was the surprise: This is
Woglom’s patent for his “kite-like aeroplane!”
This shows the “EDDY KITE” was Eddy’s and
Woglom’s war-kite!

On Saturday evening, British kitemaker and re-
searcher Paul Chapman was gracious enough to
share material on Charles Brogden, as well as his
finding of the “Cody Brogdens” in the Sotheby’s
Cody Auction. Paul’s fascination with Cody’s
version of the Brogden kite was fueled by the
purchase of a set of original Cody Brogden spars,
which, with the help of kite historian Jan Disem-
pleaere, were used to reconstruct and build a rep-
lica kite as close as possible to Cody’s specifica-
tions. Detailed drawings of the Cody Brogdens
by Jan Desimpeleare were also a beautiful part of
the presentation. Of particular interest in Paul’s
presentation was his discovery that Brogden had
been experimenting with this style of kite for fif-
teen years, and had even used it for gliding or
man-lifting experiments, many years before we
see the kite in photographs.

Finally, Dutch kite researcher, Frits Sauvé, pre-
sented findings on the “oldest kite in the western
world” in what has been a cooperative research
effort organized by The Drachen Foundation, in-



Top: Workshop attendee with completed Brogden replica.

BOTTOM: Garber target kite rudders on display. No written explantion has been found to explain
the sizes and different applications.

Scott Skinner
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An early French broadsheet warning against kiteflying

near telegraph lines. From the 1840s!

volving Thom Shanken, in the United States, and
John Verheij, Hans van Duren and Alexander
Sauvé, all from the Netherlands. All participants
shared their expertise, from forensic science to
the history of playing cards, to deduce new pos-
sibilities on the origin and true age of this kite.
Having never actually put his hands on the kite,
Frits was still able to come to some conclusions
— not sure things, but supportable ideas, none-
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theless. Analysis of the kite’s tail pieces has prov-
en very interesting, with some tail pieces being
made of pages from “Jani templum Christo na-
scente reseratum,” a religious book that had most
likely been expendable (hence the use of pages
for making a kite tail); playing cards, definitely
from before 1850, and therefore probably from
an incomplete deck; and, finally, personal letters
of the family, one dated from 1772.



It is likely that the kite was made in 1773, as it is
dated in writing on the front of the sail. Amazing!
Further investigations into the origin of this kite
will be continued, however Frits has been frus-
trated by the lack of cooperation by the current
owners of the house where the kite was found.
Research into the family histories from the house
have come to a dead end due to this lack of co-
operation, and the investigation is not considered
complete.

Finally, the highlight to any HKW is the raffle,
which was organized by Ralf Masersky, who
managed ably, without help from his fellow raf-
fle-mate, Holm Struck (legitimate family obliga-
tions forced Holm to miss the meeting). A num-
ber of fantastic kite items were offered for raffle.
Some of the victors of the drawings, raffle-host

(Ralf) and visiting guest (me), took home great
prizes; Ralf a Japanese ukiyo-e print with kite in
its design, and me, a Lindenberg X-Kite replica,
made by German Falk Hilsenbeck.

Many thanks to the workshop organization team
of Charles Tacheron, Uwe Wipprecht, Stefan
Rott, Karin Siegrist, and Chirstoph Gautschi.

FOR MORE INFORMATION ABOUT THE “OLD-
EST KITE IN THE WESTERN WORLD” SEE FRITS
SAUVE’S CONTRIBUTION TO THIS ISSUE OF
DISCOURSE AND ALSO THE DRACHEN FOUN-
DATION’S PUBLICATION JOURNAL, ISSUE 23
http:/www.drachen.org/sites/default/files/pdf/lournal %20

Issue%2023.pdf

—THE EDITORS

Charles Tacheron'’s ring fitting hardware for
the three winged Brodgen kite.

Scott Skinner
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THE OLDEST KITE IN THE WESTERN WORLD
MY CONTRIBUTION IN DATING AND DOCUMENTING

Frits Sauvé

Introduction by Ali Fujino

Everything has a history. Such is the case with
the world’s oldest WESTERN kite. This kite came
to the Drachen Foundation in 2007, on loan from
Peter Lynn of New Zealand. Peter purchased the
kite from the owner of Vlieger Op, a kite shop in
the Netherlands. In Seattle, the kite was analyzed
by paper conservator Deborah Bede and she sug-
gested that the handwritten date on its sail, of
1773, was perhaps correct.

In 2008, Thom Shanken (a specialist of Ameri-
cana) came from the East Coast and spent three
days analyzing its composition. Needing to know
more about the kite, Thom returned in 2010 with
technical photographer David Tuttle. David and
Thom wanted to study the kite further and a col-
laborative effort with researcher and historical
kite restorer, Frits Sauvé of the Netherlands be-
gan. This is Frits’s study.

Please note that the research is not complete.
There are still many things to know about this
kite’s past. Thom and Dave are contemplating
their next approach. Stay tuned.
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The oldest kite in the world
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Truth or Wish?

My contribution in dating and documenting.

Frits Sauvé, Diemen, April 2013
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Front view Back view - vertical spar taken out

Note 1:

I must inform the reader that my native language is Dutch. | learned English at school and | use it in my professional life almost
every working day. Still, it is without any doubt that for native English readers it will be obvious that this report is written by a
foreigner. | do not apologize for spelling and grammar errors; | simply ask the reader not to be concerned by this. It’s the
content that counts.

Note 2:

| have never had the opportunity to have the kite in my hand and observe the different elements of its material and
construction. That is not common with the way | usually work when documenting a kite. This might be of influence in my
findings.

Many thanks to:

Drachen Foundation, Thom Shanken Smithsonian Institution, Speelkaartenmuseum, Hans van Duren playcardscollector, John
Verheij editor magazine Vlieger, Kadaster, Alexander Sauvé doctor in Dutch language history University Leiden.
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Preface

In the summer of 2002 | visited the Tropenmuseum. The Tropenmuseum is an Anthropological museum
in Amsteram founded in 1864. We have visited this museum many times when the children were young.
In 2002 the museum had an exposition about kites. The main subject was kites and its culture showing
many kites from different countries and explaining their traditional purpose. A part of the exhibition
showed kites from Western-Europe and some history related to this. In one of the corners a flat kite
behind glass in a wooden frame was shown. The text underneath “Old Dutch Kite”. That was all. At that
time | did not know nor realize | looked at the kite that is now in 2013 described as the oldest known
kite in the world. And | certainly did not realize the kite would cross my path again in a search to get
some related questions answered. Relevant questions to date and to document the kite in a correct
way.

Kite on display in Tropenmuseum Amsterdam 2002
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The road travelled

The kite was discovered by one of the employees of a construction company. This company was
renovating a house in the inner-city of Leiden in The Netherlands. The house was and still is located at
Breestraat 127/129. The building has now a bookstore on street level, 3 floors above this store of which
the upper is an attic floor. The renovation took place in 1985. Part of the renovation was renewing the
wooden floor. The carpenter working on the floor was breaking down the attic floor and found a framed
piece of paper, recognizable as a kite. He put the kite aside and by the end of the day he handed the kite
over to another employee of the construction company Cas Heeneman. The carpenter knew Cas
Heeneman has kite flying as a hobby. Cas Heeneman lived in The Hague and bought his kite building
material from the kiteshop VliegerOp. Cas Heeneman stored the kite in his house not realizing it was old
and had an historical value. Stumbling over it after a couple of months and realizing he had no real
purpose for the kite, he decided to give it to Gerard van der Loo, the owner of the kiteshop VliegerOp.
That was in the spring of 1986. The kite was not sold, it was handed over with no payment in money. It
is likely to assume that Cas Heeneman received kite building material instead, since he had no
knowledge of the old kite and he was eager to build his own new kites with some free material from the
shop. | have the same experience with Gerard van der Loo who once offered me kite building material as
payment.

Gerard van der Loo was more familiar with kites and its history and recognized the kite as a pear top kite
model. From old pictures of children playing he knew this model was very well known and used in the
Netherlands. The pear top kite model is most likely developed in The Netherlands. What he did not
know was the exact age of the kite and he certainly did not realize the date could go back to the 18"
century.

Gerard van der Loo wanted the kite to be stored in a more proper way and had it framed in a wooden
frame behind glass. The story goes this was done by the Textielmuseum in Tilburg. Looking at the
material used — no acid free boards — it is most likely to assume it was framed by a local framing shop in
The Hague. One you can find many of. There is also not a specific reason to ask Textielmuseum to get
involved since the kite is a paper kite and not made of cloth. From June till September 1993 a kite
exhibition was on display in Textielmuseum in Tilburg. This framed pear top kite was not in the
exhibition. | am sure, since | visited this exhibition myself. Therefore we know the kite was not framed
by the Textielmuseum.

The kite in its framework was put against a wall in the backoffice of the shop of VliegerOp. Besides the
exhibition in Amsterdam in 2002 it was not removed from the spot.

After a period of illness Gerard van der Loo passed away in 2003. Shortly after that the shop was sold to
a new owner. This new owner was at that time confronted with the first signs of a shrinking market for
kite builders and single line kites. Kite surfing was hot at that time and internet shops for kite material
were fast growing. He had to change the business of the shop and one of the many changes he made
was to take out the “old” stuff. Because Peter Lynn was an important supplier of kites and kite material
for the shop and Peter knew the kite was going to be removed he decided to buy it. How it came to the
sales to Peter Lynn | do now know and for what amount it was bought is also not known to me. The kite
was handed over to Peter Lynn 2003/2004.

From Peter Lynn the kite came into hands of Drachen Foundation and shortly after that it went to
Smithsonian Institution for correct conservation and investigation. Projectleader and expert historican
Thom Shanken has done much of the investigations of the kite itself together with Drachen Foundation.
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Kite description

It is up to Drachen Foundation and Smithsonian Institution to give a professional and in-depth detailed
description of the kite, its material and the writing on the kite. In this report | limit myself to a very short
summary.

Shape: pear top flat kite model with tail.
Height: 930mm Width: 625 mm

Cover: blue rugged paper

Frame: wood

Decoration: all in orange - red paper. On the upper section 2 six pointed David stars with Celtic knot.
Underneath these stars are 2 antlered stags facing each other towards the middle. Across the bottom 8
dancing maids. Around all edges triangular chain decorations.

Bridle: 2 point bridle lines on upper and lower end of the central vertical spar.

Back: Text written under the left 3 maids with a pencil: 1773 - hereunder RB - hereunder TB.
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The tail

The tail has 87 folded pieces of paper. Like common for paper kites the tailpieces are taken from
rectangular pieces rolled up lengthwise and tight to the tail in the middle of the rolled up paper.

It is a tail made by different kind of pieces of paper. This fact adds to the fact it is home made from
material available at that time. The details are

50 pieces made from unwritten blank paper or show remaining of blank paper (parts of tailpieces are
lost)

17 pieces are made from playing cards
1 piece made from unwritten blue paper
14 pieces are pieces from book pages

5 pieces are handwritten white paper

The tail complete with all 87 pieces of paper
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The playing cards:

The cards with points are difficult to date. The technique to make them shows they are made in The
Netherlands. Printed on layered paper with 3 layers of this paper of a good clean quality. After printing

the colors were put in by hand with a template. This technique was learned from the Dutch from France

play cards makers. It can be dated between 1700 — 1750. (note: play cards of this quality were used to
repair books, due to their durability and stiffness)

Tailpiece 23 shows a King of Hearts. Tailpiece 25 shows a Jack of Diamonds.
Number 23 shows the text JULES CESAR — dates back to 1710 — 1720 / for sure older than 1750.

Number 25 is identified as a card called Flemish double picture that dates back to 1710 -1720; for sure
older than 1750.

Playing cards were in use in higher classed families. It is not strange to assume the kite builder used
some cards of an incomplete deck. If so, the building date of 1773 comes very close by. If the kite was
made in — let’s say — 1900, a play cards deck from 1750 would be considered as a valuable piece of
history and certainly not used as tailpieces for a kite. This underlines the possibility the kite has actually
been built in 1773.
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The Printed pages:

The pages are clearly identified of pages from a book called:

JANI TEMPLUM CHRISTO NASCENTE RESERATUM written by JOANNE MASON, M.A. Printed in
Rotterdam in 1700. It is a religious book on changes in the church. These kind of books were printed in
serials of 600 — 700 pieces. The book would have been read, or at least bought, by those who could
read and/or wanted to have a copy of it in their library.

-{SERA M: |
' .S'ga Tﬂ’&ata: : \*-'

ﬁ“NE MASSON,MA /
: cclef. Ang. b‘q{h /

edigitaliseerd dodr (_}g&g‘fc
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The text is in old Latin. For those interested it can be read on internet:

http://books.google.nl/books?id=TBhBIY LcmQC&printsec=frontcover&hl=nl&source=ghs ge summary
r&cad=0#v=onepage&q&f=false

The book must have had no value when the kite was made. Maybe it was no longer needed, maybe
damaged or otherwise became useless. Why else tear the pages out for a kite. Again, if the kite was
made in 1900 the book would have been too value to be used as kite tail. This underlines the possibility
the kite has actually been built in 1773.

Book pages as tailpieces



The handwritten pieces

The 5 handwritten pieces of paper are too small in numbers to bring them together and figure out what
was the letter telling us. On one of the tailpieces it is clearly written the text DECEMBER ANNO 1772.

On other pieces | can also read the Dutch words for REMARKABLE, HOPING, LAND, PATHS, HIGH
THROUGH THE... This tells me nothing of the content.

Using an old letter from a year ago (kite building date 1773 — letter written December 1772) as tailpieces
for a kite is an acceptable action. This underlines the possibility the kite has actually been built in 1773.

Handwritten letter used as tailpiece
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The Building

The building in which the kite was found is at Breestraat 127/129 in Leiden.
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Store building with attic Breestraat 127/129 in Leiden

Getting in contact with the actual people living there failed. They are at the moment not at all interested
in my research and are therefore not willing to show me the floor of the attic. Not that this would add
anything to what is known now and written down in this report.
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| decided to go back and do research in the archives of the Kadaster in Leiden. The Kadaster is a
registration office where each and every building, house, office, piece of land, places of water or
whatsoever are written down to its ownership. In the Kadaster files | can see that my house is
registrated included the exact amount of square centimeters of land around the house. This could lead
me to the house owner in 1773 and from there | might find initials of his children and see if they
correspond with the initials RB and TB on the kite.

However, how accurate The Netherlands always has been in writing down and archiving everything that
can be archived, up to the level one really wonders why, in this case the administration of ownership of
houses started back in 1800. | was able to find registration of a mister ZAALBERG, who bought the
complete house in the year 1800 for 20.000 Dutch Guilders. That is about USD 7.000. The document
does not tell me who was the former owner.

Breestraat 127/129 is the inner town of Leiden
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History of Pear Top Kites

| have collected some information the Pear Top kite itself. In several publications one can find the model
and date it back to 1600, 1700, 1800, 1900. This in itself does not tell us anything on the building date of
the kite itself. | did this research looking for similar decorations as found on the kite. | selected some of
the many sketches | found and copied them into this report. Most of them speak for themselves.
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9. Niewwjaarswens, veschreven door Cornelis Jobannes Schotel, 1824.

Decoration around is similar in this New Year Card from 1814



Kite flying was a common play activity - The Netherlands 1750 — 1790 — bridle attachment is not at the top (!)
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Painting from 1747 with a pear top kite showing the same decoration technique




AN ExPerRIENCE WITH KITES IN YAvVI CHICO

A Native Indian Community in Jujuy, Argentina

Diana C. Ross and Roberto Trinchero

-
-

Welcome sign to Yavi Chico.

In mid-June, 2012, we set out on an oft-imagined
journey from Bariloche', our home town in Pa-
tagonia, to La Quiaca, 2,887 kilometers north,
on the border of Argentina and Bolivia. During
the ascent towards the Puna (Andean Plateau)
through the Quebrada de Humahuaca? , we si-
lently contemplated the multicolored hills and
imposing rock formations, while sighting /lamas
and vicunas’. With its scattered Indian settle-
ments, and rich in archaeological remains — pu-
cards (meaning fortress in Quechua), antigales
(archaeological sites), and rock and cave paint-
ings—we understood why La Quebrada, a cara-
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van road for the Inca Empire in the 15th century,
was declared a World Heritage site by UNESCO
in 2003.

We had brought along a couple of kites, but they
had remained in their bag throughout the trip,
forgotten among the heaps of luggage and provi-
sions in the back of the pickup truck, while we
went sight-seeing and on long hikes. Between
mate and mate*, | said jokingly to Roberto, “We
will fly kites in Yavi Chico.” He laughed.

But my casual remark came true and became one



Frontier School “Rosario Wayar.”

of the most vivid memories of this long voyage. It
was our visit to Escuela de Frontera Nro 2 (Fron-
tier School Nbr. 2) Rosario Wayar, in the aborigi-
nal community of Yavi Chico, province of Jujuy,
where the kites finally came out to fly.

Yavi CHico

Situated on the border with Bolivia, and at 3,400
meters above sea level, Yavi Chico is a small vil-
lage with around 80 inhabitants. It is flanked by
huge natural rock walls. To get there, one must
take a winding graveled road across the typical
jujenio (Argentinian) scenery, dotted with cactus-
es, prickly bushes, and interesting wind and wa-
ter sculpted rock formations. Around Yavi Chico,
however, there are green pastures. Several variet-
ies of maize are grown, thanks to the rivers Que-

brada de Cajas and Arroyo Yavi, whose conflu-
ence occurs near the village.

Besides the typical adobe Andean dwellings,
there is a small chapel, Nuestra Sefiora de Lujan,
and close by, Escuela de Frontera Nro. 2 Rosario
Wayra. A welcome sign, which also offered tour-
ist information, encouraged us to enter the prem-
ises and introduce ourselves.

THE CHILDREN AND THE MAIZE (CORN)

We were warmly received by the school director,
Maria Cristina Yurquina, who showed us around.
In a luminous multipurpose hall, decorated with
mobiles and other crafts made by the children,
which serves as dining room and general meet-
ing place, Maria Cristina gave us a detailed de-
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scription of the work carried out by the school.
The educational project, under the title “El maiz,
ese grano de oro americano” (Corn, the golden
American kernel), is based on using this large
grain plant in an interdisciplinary way involving
many aspects of school activity and daily life.
More than 20 varieties of maize are produced
in the area, this being the principal source of
subsistence of the inhabitants. The school has a
small farming project, in which traditional farm-
ing methods and knowledge are applied to rais-
ing the different plant varieties. Also, corn based
dishes are prepared throughout the school year,
and crafts are made, using the different colored
grains and husks. Finally, a great deal of work is
dedicated to recovering, classifying, and teaching
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traditional songs, legends, and customs, with the
object of preserving and defending the local in-
digenous culture. Listening to the children’s ideas
and daily experiences, with maize as a means of
encouraging dialogue, has served an essential
purpose, explained Maria Cristina. Before this
project existed, communication with the children
and their families was much harder to attain.

THE KiTES

After this very interesting introduction, during
break, we flew the delta-box and a diamond kite
in the soccer and basketball court, with the chil-
dren and some teachers. For some it was a novel
experience, and we quickly had a team of little

Diana Ross



Diana Ross

Diana Ross

TOP: Flying high above the
rocky cliffs.

BOTTOM: Maria Cristina
Yurquina and the children.
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Long-fringed square, their first kite. Roberto Trinchero

helpers, excitedly buzzing around, playing with
the diamond kite’s tails and clamoring to hold the
reel.

“So...would you like to do a kite workshop,” |
asked tentatively, before going to lunch.

Yes of course!! After lunch, Ariel, the art teacher,
gathered a group of eight of the older children
who had been invited to make kites. | had made a
small list of the materials we would need: dowels,
plastic bags, lightweight paper, and any kind of
sticky tape...just a little worried about what sort
of kite we could make in the hour or so we had
left.

| need not have worried at all. The children

brought bunches of a kind of reed or “bullrush”
— | think it was totora — which | had never seen
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before, newly cut and fresh, light and strong
enough for our purpose. There were some long
rectangular pieces of transparent plastic sheet, a
bit heavy (but there was no other material avail-
able) sticky tape, and cotton string. Due to the
shape of the plastic sheet, the best option seemed
to be square kites with long fringes. During the
next forty minutes we worked together on the ta-
bles in the multipurpose hall, and as a result, six
transparent long-fringed squares were ready, just
in time to fly before the school day ended. In fact,
we did not decorate them. The children were so
eager to fly their kites that | suggested they do this
with Ariel on some other occasion.

Back to the court, under the blazing afternoon
sun, we spent the next, strenuous, half-hour get-
ting the kites to fly. The breeze was much milder
and more irregular than it had been in the morn-
ing, but fortunately, for a while, and with much
effort and perspiration, we were able to get all the
kites up into the sky. Running at more than 3,000
meters above sea level is absolutely exhausting!
So concentrated were we on flying the kites that
we did not take many pictures, which of course |
feel sorry about now.

And then it was time to say goodbye. Maria Cris-
tina gave us brochures, small handicrafts, and
asked us to tell others about her little school and
the maize project.

| called her recently to let her know | was writing
this article. She told me that they had been flying
kites again and one piece of good news was that
the school now has a projector and a camera,
thanks to a grant.

Should you ever visit the area, do drop by the
little rural school in Yavi Chico. It will surely be
a worthwhile experience, and a memory to cher-
ish.

This is the school’s webpage:_http:/www.yavichico.
com.ar/ (in Spanish), where there are more photos,
information on the project, and a contact address.

You can read more about Diane’s kiteflying and
teaching experiences in Argentina in Issue 10 of



Getting the squares to fly from the basketball court.

Discourse at http:/www.drachen.org/sites/default/files/
pdf/september2011-Discourse%20lssue%2010.pdf

FOOTNOTES:

1. Bariloche is a city situated in the foothills of the Andes
on the southern shores of Nahuel Huapi Lake. It is a major
tourism centre.

2. The Quebrada de Humahuaca is a narrow mountain
valley located in the province of Jujuy in northwest Argen-
tina, 1,649 kilometers (1,025miles) north of Buenos Aires.
It is about 155 kilometers (96miles) long, oriented north-
south, bordered by the Altiplano in the west and north, by
the Sub-Andean hills in the east, and by the warm valleys
(Valles Templados) in the south.

3. The vicuna (Vicugna vicugna) is a wild South American
Camelid, which lives in the high areas of the Andes. It is

Roberto Trinchero

a relative of the llama. Vicunas produce small amounts of
extremely fine wool, which is very expensive because the
animal can only be shorn every three years and has to be
caught from the wild. When knitted, the product of the vi-
cuna’s fur is very soft and warm. It is understood that the
Inca valued vicunas highly for their wool, and that it was
against the law for any but royalty to wear vicuia garments.

4. Mate is a traditional South American infusion, particular-
ly in Argentina, Uruguay, Paraguay and the southern states
of Brazil. It is prepared from steeping dried leaves of yerba
mate (llex paraguariensis) in hot water. Mate refreshments
often relax an individual to the point of forgetful distraction.

Source: Wikipedia.
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SOME PRELIMINARY NOTES ON THE FLUTE KITES OF VIETNAM

Uli Wahl and Paul Chapman

Introduction by Scott Skinner

Over the years many of us have searched for
“forgotten” or lost kite lore but few have traveled
with the focus and perseverance of Uli Wahl and
Paul Chapman. The two have collaborated in an
epic study of the Diéu Sao, the whistling kite of
Vietnam. Both Uli and Paul have years of kite-
flying and kite-travel experience, so they knew
the pitfalls as they began their investigations into
the origins of the Diéu Sdo; local lore without
provenance, friend-of-a-friend kite makers, and a
dearth of written documentation both in the local
language and European languages as well.

The result of their work is published here in Dis-
course with illustrations, footnotes, and docu-
mentation. It is a “close-to-comprehensive” histo-
ry of the Diéu Sdo and the global kite community
should be thankful for their efforts. Both authors
are frequent contributors on Facebook and ad-
ditional information on the Diéu Sio should be
forwarded to them.
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Diéu Sao - some preliminary notes on the Flute Kites of Vietnam

Prepared by Uli Wahl (Germany) and Paul Chapman (UK)

Summary and Acknowledgements

This paper has been prepared as a result of two weeks in April 2011 spent in and around Hanoi where
the authors searched for, and found, the Viethamese Diéu S&o flute kite. The search would not have
been successful had it not been for a great deal of earlier research and for the support of our generous
Vietnamese friends. These friends are mentioned in the text but here we would especially like to thank
Mr Quan Hang Cao for his unstinting assistance, translations and patient explanations.

In this paper, we have tried to bring together all that we know about the Diéu S&o. The main body of the
text deals with our experiences, with the old legends and stories, with the extraordinary Diéu Séo event
at Ba Duwong Noéi village and with our thoughts and concerns for this important aspect of Vietnamese life,
centred, as it is, on the ancient rice farming culture. The appendices contain our edited notes on the
specifics; the places, the people and especially on the techniques and types of kite flutes and the kites
themselves.

As will be explained in the paper, we acknowledge that this represents only a preliminary review. We
know that there are more kites, more flutes and more legends and villages to explore. Hopefully they will
be found on a later visit, sometime in the future.

1. Introduction

The Vietnamese flute kite is not well known outside
Vietham, even among kiteflyers. Today, when it is
mentioned, many people shake their heads or, if they
suppose some knowledge, talk vaguely about paddy
fields, buffalo and strange sounds that evoke the spirits
of the wind. The aim of our project was to explore the
flute kitel; to find it and to try to understand it. We
started with what we imagined was a strong knowledge
base. We knew something of these kites and their
flutes through old images in the Western literature. Uli
had visited the Musée de I'Homme in Paris and, while
being knowledgeable about Armengaud’s work?, there
were no actual kites to be seen in the museum. Earlier
we had met Viethamese kiteflyers in France at the
international kite festival at Dieppe and had seen and
heard their wonderful musical kites. Then, and
importantly, Uli discovered details and documents that
drew parallels with other wind-blown instruments. He
made and flew his own versions of both the kites and ] )
flutes. Paul, while not being so strong on Aeolian Figure 1 Old and new images of Vietnamese
aspects or Vietnamese Kkites, is a knowledgeable kite Flute Kites

historian and has travelled widely in the Far East on his

own kite explorations. Together we formed a strong team with a background of academic research,

! itis as well to explain our definition of the flute at this early stage. To many, the flute is the assembly of Aeolian devices that we
saw attached to a stick and suspended above the kite. In fact these assemblies may contain several individual flutes. And these
individual flutes generally have two separate chambers, each with its own mouthpiece and tuned individually to provide a pleasing
beat when flying in the air. We only saw one flute, the Friendship flute made by Mr Nguyén Hiru Kiém, that was more complex
and which comprised two sets of flutes within one flute body. We hope that the reader will take this explanation into account
when reading the descriptions.

Armengaud Christine. Musiques Eoliennes. Manu Presse. Paris, 1983, pp.33-35. The French Aeolist’s “Bible”



open minds and a willingness to learn. Importantly, we are both kite makers and this common ability
removed many potential barriers.

For reasons of cost, timing and logistics we were only in Vietnam for two weeks and had, as our
principal objective, the traditional kite flying festival at Ba Dwong Ndi village®. Our preparatory work had
put us in touch with Mr Quan Hang Cao from Hanoi and he proved invaluable with his ability to open
doors, make introductions and provide an expert Viethamese insight into what would otherwise have
been unintelligible to us. Not unsurprisingly, our time in and around Hanoi was far too short as every day
produced another insight, another adventure and another chance to make copious notes before
bedtime. By the time we had left we had already recognised two things. Firstly, that we had collected
more information on the Vietnamese Diéu Sé&o, as this is the Vietnamese name for the flute kite, than
has been previously published and, secondly, that understanding anything Asian is like exploring an
onion; there are so many layers and each layer brings not only greater understanding, but also
contradictions. We recognise now that we have only been exposed to the “first layer of this complex
onion”.

At first sight it seemed a simple matter to prepare a short note on these Viethamese kites since they
initially appeared to be simple kites (Diéu) equipped with Aeolian windblown flutes (S&o). This is not the
case. We found that there are many types of kite and many types of flute and, like so many crafts, there
are trade secrets only known to particular villages, or individuals. Collecting the documentary material
and making sense of it has, therefore, been something of a challenge. Inevitably there has to be a
certain amount of cross-referencing and this has defined the structure of our paper. The main body
attempts to be an informative narrative while the detail, comprising primarily our cryptic notes and
observations, is given in the appendices.

We only visited North Vietnam, and were based in Hanoi where we stayed in the excellent Freedom
Hotel, situated on the edge of the Old Quarter and just a stone’s throw from Hoan Kiem Lake famous for
its ancient giant turtle. Hanoi seemed exotic. The flavour was immediately Asian, but with a strong
Parisian influence where we could wind down over a glass of iced civet coffee. Once out of town, the
French influence evaporated.

In retrospect, and after meeting many people, visiting many places, finding kite makers and flute makers
as well as experiencing the kite ceremony and kite flying at Ba Dwong Néi village, we were left
perplexed. We had hoped to discover everything about this elusive onion but realise now that we had
barely seen below its surface. It is for this reason that we title our findings as Preliminary. They are what
we saw but they are certainly not complete and, in all probability, there may be misconceptions despite
the efforts of our helpful and hospitable hosts. We hope that the Vietnamese people forgive us for any
errors* and we look forward to their input for corrections and further insight.
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Figure 2 Kites on the drainage pathway at Ba Dwong Noi

3 We now know that the tradition relates to an ancient religious story regarding the patron saint of Ba Dwong Néi village. While
the story is locally said to be 1000 years old, this needs to be understood in the context of it not occurring in the written history, as
well as the term “1000 years old” meaning “a very long time ago”.

There is an old proverb of the Bambara in Africa: "The stranger sees only the things he already knows..."



2. Stories, fables and myths

The first written mention of the kite is credited to the Chinese® where it is said to be at least 2,400 years
old. The traditional, and auspicious, day for kite flying in China is the Qing Ming® “Pure Brightness” day
in April. This festival marks the start of spring when whole families go out to picnic and enjoy the wind
and good weather. The Chinese say that kite flying is a healthy activity for children because, when they
look up towards the kite, they have to breathe deeply. Focussing on the kite is also considered good for
the eyesight.

There are old legends in Polynesia, Cambodia, in South China and also in Vietham where each makes
claim to the invention of the kite. While the Chinese claim to have the first written mention of kites, these
could equally have emerged in any of these countries since, apart from China, none had written
traditions in ancient times and knowledge was handed down by mouth from generation to generation as,
indeed, it does today with the Vietnamese kite and kite flute makers. It is possible that the Chinese
source |s just an indication of what was known at that time and cannot be seen as an absolute proof of
prlorlty

Ngb Quy Son refers to these stories and flute kite festivals in his “Activités de la Société Enfantine
Annamite du Tonkin”. He tells us that the flute kite is linked to many old traditions in the old Tonkin
Province in the north of Vietnam. This is the region around Thang Long, which was the old capital of
Vietnam® dating from the 7th century and which is now Ha Noi.

The Vietnamese have a rich culture based on many myths and legends that are used to inform the
people about life. Much relates to the weather and its associated typhoons, monsoons, dry periods and
environmental catastrophes. This has been important in teaching the predominantly farming community
about the annual rhythms of farming life and the close relations of men, heaven and earth. One old
Vietnamese legend appears on the Internet:

"Twong truyen tai dén Pirc Thanh C4 cua lang, cénh diéu sdo truyen théng da c6é hon ngan nam tuéi.
Chuyén rang xuwa Kia, khi troi - dat giao hoa, con ngudi va than tién luén quén quyt bén nhau khéng
muén roi xa. Bng mét ngay tham hoa ap dén, thé gian tam tbi, troi va dat bi chia cat. Bau troi thi cir cao
dan Ién, téch xa khéi mat dat. Than tién va con ngudi khéng lam céch nao gép dwoc nhau gay nén bao
ndi niém thuong nhé. Vay la cénh diéu da ra doi, nbi soi ddy tinh cdm giira bu troi va mét dat, mang
theo tiéng sdo du duong bay té tdm Iong cla nguoi duwéi ha gidi véi nguoi céi trén.”

This has been translated by Ngé Quy B¢ as follows:
"According to the temple in Dic Thanh Ca village, and as stated in the legend, the traditional

Vietnamese flute kite is more than a thousand years old. In ancient times, when heaven and earth were
in harmony, the human beings and the gods were as one® and would never want to be separated.

> Wang XiaoYu. Chinese Kites: Their Arts and Crafts. Shandong Friendship Publishing House, 1996. Previously only available in
Chinese language editions. The book refers to Mo Zi (478-392 BC), the Chinese philosopher who “spent three years and
successfully made a hawk out of wood, which was broken after one day’s flight”. Mo Zi passed his knowledge to Gongshu Ban
who made a magpie that could be flown in the air for three days. Gongshu Ban also made a hawk to “pry into the citadel of the
State of Song”. According to Li Shi (Song Dynasty) in “A Sequel to the Study of Myriads of Things”, it is said “In spring time, to fly
a kite at the end of a string would entice young boys to look up with open mouths and thus release their inner heat”. And Fucha
DunChong (Qing Dynasty) in “Yearly Events in Beijing” writes “A kite flying in the air can relax the eyes”

The Chinese Pure Brightness festival of Qingmingjie (i# #177) in early April is linked to the early Chinese lunar calendar and
marks the important transition to warmer weather in the agricultural year. While the main activity is “sweeping the tombs” and
honouring the ancestors, it is also a festival for spring outings and kite flying. It is interesting that both G N Wright in “The
Chinese Empire lllustrated” and De Groot in “Les fétes annuallement célebrées & Emoui” mention the Double 9", Chongyangjie
(FEPH 1Y) festival on the 9th day of the 9th month as a traditional day when the Chinese fly kites. The book by Wright contains the
well known engraving “Kite-flying at Hae-Kwan on the Ninth Day of the Ninth Moon” and mentions kites equipped with musical
hummers. Modern texts such as the Oxford Chinese Dictionary refer to the Double 9" as the traditional day for climbing mountains
whereas Pure Brightness is the day for kite flying.

Since ancient times the Chinese had a very well developed merchant marine that operated along the South China coast and
beyond, along the Vietnamese coast to Indonesia, Malaysia and also to India and Africa. It is not known whether kites were found
by the Chinese, or were introduced by them. It is not impossible that some forms of kites developed independently.

8 Tonkin is the Eastern Capital; Viethamese Déng Kinh, ¥ 5. An early name for Hanoi is Thang Long meaning Ascending
Dragon; the modern Chinese translation being Shang Long - JE. Mr Ngé Quy Burc refers to a flute kite festival at V3-du'o'ng
village (otherwise also known as Lang Tri, Bdc-Ninh)

The story likens them as the segments of a tangerine or mandarin orange.



However a sudden catastrophe came down and engulfed them. The world fell into darkness and
heaven and earth were divided. The heavens rose higher and higher and became separated from the
earth. The heavenly gods and the earth-bound humans were no longer able to meet one another and
this created a deep feeling of sadness. This led to the creation of the kite which became the string to link
together the affection between heaven and earth. The melodious sound of the kite flute showed the love
felt by the people in lower world to those above."

This story is mirrored by other such stories to be found throughout the region, particularly in the South
Sea Islands of the Pacific where there are concepts of the gods being linked to chiefs through kites™.

Mr Ngé Quy Burc has provided a discussion of ancient stories, particularly the story of the founding of
the Ba Dwong Noi kite festival. This story is an oral one and is not to be found written down, although it
appears graphically on many of the kites seen at Ba Dwong Néi.

“The legend says that Ba Dwong Noi village was created by five clans who lived near the Red River
around 3,500 years ago. At that time the area was a forest with bamboos and wild reeds spread over a
distance of 5 km until it reached the river where Vinh Phuc is today. The story says that every day it was
the job of the village children to herd buffalo in the forest from morning until nightfall. These children
would gather to play at wrestling and other sports. However as time went on they became bored with
these games. So they cut bamboos to make tents where they played. They copied the activities of the
elders in the village and made a temple where they also copied the worship rituals. Initially, the children
offered their lunch as an offering at their temple. They would bring rice from their homes to offer it at
their temple. Bringing sticky rice to the temple mimicked the actions of the elders and this gave a feeling
of reality to their worship.

One sunny day, while the
children were lying on the grass
and looking the blue sky, they
suddenly saw a hawk flying
overhead. They wondered
about how it could fly in the sky
and questioned why it did not
fall down. The oldest child
called the others together and
told them to bring bamboo and
paper so that they could make
something like the hawk. This ) i . )
hawk became the kite and gave Figure 3 The story of Ba Du’o’gg N_(_)/ |sntold on a kite made by Mr
the children the new game of Nguyen Gia B6

kite flying. Sometime later one

of the children found a dead bamboo whose stem had broken to leave the hollow reed exposed and
which made a sound when the wind blew across it. The children cut down the bamboo to try to discover
the secret of the sound and, as a result, they created a wind-blown flute. They attached the flute to the
kite and this became the origin of the Viethamese flute kite. The kites would fly high into the sky with the
flutes sounding. When the villagers heard the sound, everyone became interested and from that time
the kite was no longer considered just a children’s game. The whole village made flute kites and flew
them together. The flute sound made everyone feel happy; they forgot the weariness of their work and
carried on working more enthusiastically.

All this time the children continued to bring sticky rice from home to the "bamboo temple" as an offering
for worship. Their parents began to wonder why it was that the rice was disappearing so fast. As soon
as they found out that their children were taking it, they immediately put it into safe keeping and the
children were forbidden from taking it out of their home. The children stopped worshiping at their temple
since there was no rice to offer for the ceremony. After a few days, and when the children were out
herding buffalo, the sky suddenI%/ turned dark and many black clouds appeared. When this happened,
the herd of one hundred buffalo™ disappeared. The children were shocked and ran everywhere trying

10 See Chadwick “The Kite: A Study in Polynesian Tradition”. 1936.

1 One hundred buffalo seems too many for one village although it may represent the collective herd of the five clans; we may
have mistranslated or misheard. It could possibly be that “one hundred” represents the concept of “very many”.



to find their lost buffalo but they could not find them. Then they ran back to the village in tears to tell their
parents and elders what had happened. All of the villagers went to the buffalo grazing lands. They split
up and searched everywhere but still could not find any buffalo. What they did find, however, was the
bamboo temple made by the children. The oldest of the village elders asked who had made it and what
it was being used for. The children then told their story of how they made it and how they took rice from
their homes to offer at the temple. The village elder held a meeting to discuss this and speculated
whether it had any relationship to their problems. They thought that the most probable explanation was
that when the children stopped worshiping, the deity became angry and struck against the bamboo
temple, and in his anger he hid the buffalo as a punishment. In this case the villagers thought they would
need to recover the situation. This led to them restoring the ceremony and the villagers brought
offerings of incense as well as fruits, chicken, pork, other meats and sticky rice to the bamboo temple.
During these ceremonies the village elder prayed that if the deity had supernatural powers he would
return the buffalo to the villagers, and that, in return, the villagers would build a beautiful new temple for
him. When the village elder finished his worship the dark clouds vanished and the sky again became
blue. The buffalo reappeared and everything returned to normal. This was on the first day of the full
moon in the third month of the Vietnamese calendar (April in the Western calendar). Since then, and on
the first full moon in the third month of every year, according to their calendar, the village hold a
ceremony at the new temple and a village festival with flute kite flying competitions take place.

The deity became known as "Ché4u thé Chi thadn" or "Giang chau Chi thdn". He is known as the Delta
God and is the village’s Tutelary God. We have found slightly different translations in the Vietnamese
dictionaries. "Chau thd" could mean the ground where the children herd buffalos, but it also means the
Red River Delta; which is much the same place. "Chi thdn" means one who has become godly and/or a
very confidential and faithful friend; again similar in meaning.

The villagers built a temple for Chau thé Chi than, but some time ago the river changed its course and
that led to a landslide and the temple was lost. In 1950 the villagers of Ba Dwong Néi decided to revive
the temple so they chose another site, this time on the protected inner side of the river dike, and built a
new temple. Although the temple has been rebuilt since the 1950s, the site has remained the same.”

There are other stories relating to the Ba Dwong Nai kite
festival. One explains that the kite flying ceremony and
competitions are held as a celebration service for "The
King's change of clothes holiday" at the Chau thé Chi thén
Temple dedicated to the Spirit of the Kite. This may
explain why other festivals were also taking place in the
villages that we passed on our journey along the Red
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River road. Another account says that the festival
commemorates General Nguyén Ca, the native son of the
village, who helped Binh B Linh quell the rebellion of
twelve feudal lords.

3. Flute Kite Ceremony and Kite Flying at Ba
Dwong Noi

According to the handwritten programme posted at the Ba
Duwong N0| temple entrance, the Flute kite festival started
on the 14 day of the third moon in the Vietnamese
calendar'® and continued until 16", We were only there
for the last two days, flrstly on Sunday April 17" and then

we returned on Monday 18" April (the day of the full moon)

since the winds were not co-operative on the Sunday. We
were taken to the village by Mr Quan Hang Cao on the
Sunday and again travelled there by taxi on the Monday.
The road to Ba Dwong Nb6i from Hanoi travels along the
top of the Red River dike banking with views of the wide
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Figure 4 Festival programme, including
dates and itinerary, at the entrance of the

temple at Ba Duong Noi

12 The Vietnamese calendar is the &m lich and, because it is also based on solar positions, it is not a pure lunar calendar as is the
Chinese calendar. The Viethamese calendar is a lunisolar calendar. The differences between Chinese and Viethamese calendars
can be found at: http://www.vietnamtravels.vn/tours/services/1375/Vietnamese-and-Chinese-calendar.htm



river and the local bamboo matting and timber industries on one side and the villages and paddy fields
on the other. The road became increasingly crowded with traffic and street markets as we passed the
various riverside villages which were also holding weekend festivals. Eventually the traffic, which
included many local industry transport vehicles, became so completely jammed that we were forced to
abandon the car and walked the remaining kilometre, through the entrance gateway and down the local
lane to the village. By the time we arrived it was evident that the villagers were already in festival mood
since there were numerous food stalls and village games lining the roadway, all of which were crowded
with people enjoying themselves. We passed through these activities and were taken to the village
temple for the initial ceremonies. We met the president of the Ba Dwong Néi village kite society, Mr
Nguyén Hiru Kiém, and later went to his large house for discussions and lunch. Later in the afternoon
we returned to the temple and the paddy fields opposite for the kite flying.

We were told that the village assembly at Ba Duwong Néi decided to revive the village flute kite festival in
1986. Before then the flute kite ceremony and kite flying competition had been dormant for many years.
The village festival, according to the village elders, has its origins in the stories of about 1000 years ago.
We were told that the village temple is dedicated to a Weather God, and, according to the old folk story,
is related to a cloud that made its appearance and took away some men. Here there is some conflict
with the more detailed story which talks of missing buffalo. The story may have its origins in an
exceptional typhoon and resulting inundation. In any case, and as a result, the local people pray for
good winds, and good weather for the rice growing and harvesting season. This is most probably
relating to the rainy season that starts around the date of the village festival. The festival is held each
year on the first full moon (15" day) of the 3 month in the Vietnamese &m lich calendar.

As soon as we entered the temple forecourt we could see
stalls on each side that were occupied by the village
women who were managing the special temple foods.
These were being prepared by girls adjacent to the main
temple at the end of the forecourt where there was a small
kitchen. These foods included small rice balls filled with a
small cube of gingered sugar. There were sticky rice
cakes shaped like a Chinese bell, small spices wrapped in
lotus leaves and bananas. All of these were accompanied
with jasmine tea. However beer and other drinks were also
offered. As guests visiting from overseas we were well

looked after by our generous hosts. We, in our turn,

explained that this weekend was also the Easter festival Figure5 We were offered sticky rice balls
and Paul provided chocolate Easter eggs which the village at the Ba Dwong Noi temple
women happily gave to the numerous small children.

The prayer and blessing
ceremony was a long and
complex affair. The village
elders, dressed in their
ceremonial robes, sat under
a covered area and the
ceremony was accompanied
by music played on

traditional Vietnamese
instruments, chanting and
singing. Somewhat

surprisingly we were allowed
access to all parts of the
ceremonial areas for
observation and discrete
photography. While most of
the ceremony involved the
men folk, the village women
followed with their own,
shorter, ceremony. After
praying for about one hour,

Figure 6 Diéu Séo being registered and blessed at the
Ba Dwong Néi temple



about fifty Diéu Séo were brought into the temple court and were lined up on the courtyard for inspection,
to be measured, numbered and to be sealed. At this time the temple courtyard became very crowded,
not only with the kites laid out before the temple, but with the kite teams and others, all of whom took a
great interest in the presented kites. At the same time many people were making financial gifts to the
temple and were being given refreshments. We saw that the gifts were all recorded and found later that
these would be displayed publicly.

On the left hand temple building entrance was a barrel shaped Chinese ceremonial drum covered on
both sides with a membrane. A gong was on the right hand. The music accompanying the ceremony
was played on a two string violin % two sorts of wood bladed oboe™ and a special ceremonial dragon
headed dan bau played by Mr Pham Hong Nham. Mr Pham Héng Nham had previously won many kite
competitions in his youth and is still highly regarded as a kite maker. This dragon headed dan bau was
made from a bamboo stem with the roots of the
culm forming the dragon’s head and antlers. It is
the famous traditional Vietnamese monochord
where only the overtones are played™.

The Diéu Séo kite activity comprised two
components; the presentation of the kites at the
temple for registration, measuring, judging, sealing
the flutes and the ceremonial blessing. The
second component was the parade of kites to the
flying field and the consequent flying. The kite
competitions were performed over two days, partly
because of the lack of a good wind on the Sunday.

When the kites were first brought into the temple it Figure 7 Mr Pham Héng Nham (left) and the
was necessary that they should be registered. The ceremonial dragon headed dan bau

first part of the process was the measuring and a
visual check of the kites. Each kite had to have a
wingspan of at least 2.2 metres and it had to carry
at least two flutes™®, although most were fitted
with either three or four flute assemblies. The
smallest flutes had to be at least 2.5cm in
diameter with the larger flutes being progressively
larger. The Kite sails were not allowed to be white
as this is the colour of mourning. Generally the
sails were made from brown paper although
many of these were decorated, either with
paintings or with appropriate motifs'’. The kite
flute itself was sealed with two strips of paper on

each side in order to prevent . St o,
tampering/replacement of the flutes. A further Figure 8 Flute sealing in the courtyard of the
registration paper was attached to both the kite temple at B4 Duong Noi

13 Vietnamese name Ban hé, a variation of the Chinese er hu. A two stringed “violin” held vertically and played with a bow. There
are other names for the instrument depending on the resonator of coconut, see
http://vi.wikipedia.org/wiki/%C4%90%C3%A0n_h%E1%BB%93

4 Vietnamese name Kéen; wood bladed oboe, see http://en.wikipedia.org/wiki/K%C3%A8n_%28musical_instrument%29

15 see http://www.vietnameseartwork.com/itemList.aspx?GrouplD=212 for an overview

16 Robert Whitehurst refers to the number of flutes as being at least three. He also mentions a cash prize.
17 . . L S L
Some of the kites carried writings on their sails. The following is an example of one such poem:

Dém tréng vang vang tiéng séo diéu
Vi vt tAng cao tua tiéng tiéu
Khuc nhac thanh binh dém thanh véng
Ngé minh nghe nhac thu phiéu diéu

Golden moonlight strikes the fluting kite 61
Hours of enjoyment at an immeasurable height
Singing quietly during the peaceful night
Surreal music that makes me happy, and gives me rest.



surface and the flute attachment stick to prevent the owner changing the flute assembly or the kite.
Later we understood the reason for this as there were many damaged kites, particularly those that
crashed into the pond. The registration seals were stamped and the paper contained writing although
we did not find out the reason for this. All of the kites were registered with a large red painted number on

the kite sail and this number allowed easy identification when the
kites were flying. The number of kite flutes varied between three and
five although the majority carried three flutes. In no cases were there
two flutes of the same size. In the competition the quality of the flutes
and their sound was not judged. Judging was only for the quality of
the Kite itself as well as its flying properties; i.e. height and stability so
we assumed that part of the reason for the flute sealing process was
to limit any changes to improve the flight performance of the kites.
We were told that many of these kites had been made by local people

especially for the festival and that most had not previously been flown.

Flutes were, however, kept and flown from year to year. This may
account for what we saw later when many kites suffered from
tumbling, spiralling, lateral rocking, pitch oscillating as well as
sometimes losing elements of the flute assembly. Several kites fell in
the pond.

The reason for some of the failures was explained by
the young fliers, mostly by hand gestures, as the result
of weak wing spars or wing tips that bent up too high
and which resulted in excessive dihedral. In other
cases the flute assemblies were mounted too far
forward and contributed to the kite instabilities, usually
resulting in tumbling.

There were several categories of kite competition with
the winners receiving a winner’s scroll certificate, a
hanging flag and a floor standing electric fan. This year
there was no Juniors Category and in earlier years
there may have been a cash prize. We were not certain
how the separate categories were defined.

After registration we were taken to Mr Nguyén Hiru
Kiém'’s house for discussions, to see his kites and for
an excellent lunch. We were able to examine his kites,
including the very unusual “fairy” kite, as well as have
detailed discussions about the flutes since Mr Nguyén
H{ru Kiém is a very accomplished flute maker and had
made the unique “friendship flute” that he presented to
Uli. Then we returned to the temple to witness the
remaining preparations before the flying.

Uli was also invited to Mr Nguyén Gia D&’s house
where he was able to see the kites and flutes made by
Mr. Nguyén Gia Dd. The traditional one-room house is
located next to the temple area; on the right side of the
temple with the rice fields to the back of the house. Mr
Nguyén Gia D6 invited Mr Quan Hang Cao and Uli to
drink some tea and, while he was looking at the flutes,
Mr Nguyén Gia Do presented Uli with a yellow-violet
coloured flute as gift. Uli saw several flute-kites,

Figure 9 A kite with weak
spars resulting in excessive
dihedral

Figure 10 Flute kites in the garden at Mr
Nguyén Hiru Kiém'’s house

together with some large bird kites, hanging at the walls. Figure 11 The kite procession

He noticed the beautifully carved roof beams of the

house as well as a hammock. He also saw cardboard templates as well as drawings for kite and flute
making™®. They were only at the house for about 10 minutes since Mr. Nguyén Hiru Kiém appeared and

18 There were a number of cardboard templates and drawings which appeared to be for flute and kite making.



it was necessary to leave quickly to go to the temple since the kite procession was about to start.

At the appropriate moment all the kiteflyers picked up their kites and proceeded to the nearby kite field.
It was an excited and seemingly chaotic procession that involved exiting the temple gate and walking
the short route to the field opposite that was accessed by a narrow opening leading to a concrete
flagged pathway leading to the pond. Most spectators stood on this footpath as the paddy field was both
under cultivation and boggylg. The footpath was, in fact, the cover for the village sewage drain and the
flagstones were not continuous. The launching lines crossed the walkway at right angles with resulting
amicable confusion. Several people fell into the drain, with unfortunate consequences.

Kite fIying20 involved a long launch so the launch teams found their way along the dry narrow pathways
between the muddy paddy fields on one side while the fliers went to the other side. This left other
members of the team protecting the line as it crossed the pathway.

The kite reels were almost all flat wooden winders comprising four wooden sticks. In some cases plastic
spools were used but these usually carried nylon monofilament line. The most commonly used line was
either three strand hemp or a similar silk or synthetic line with a diameter of 2 to 3 mm. There was no
braided line or the traditional bamboo line. Some winders carried great lengths of line, possibly several
hundreds of metres. The lines were prepared by laying out about 200 metres across the paddy-field in
order to give a long launch. Each kite team comprised several launchers, fliers as well as line handlers.

The winds were very low which
made launching very difficult
as the line handlers could not
run due to the soft and soaked
ground. They had to haul in the
kites by hand. This resulted in
unstable starts and kites diving,
tumbling and being caught in
tangles. When the kites were
airborne and at a reasonable
height (100 metres) the low
winds also caused trouble as
some kites exhibited pitch
rocking followed by,
sometimes immediately, nose
down tumbling. We thought,

and this was confirmed later,
Figure 12 In flight at B4 Dwong N§i that this was because the

flutes were mounted too far

forward. Other instabilities caused
diving and looping motions which s
could sometimes be corrected as

the kite swooped low. There were

many crashes although not many of

these caused irreparable damage. S

In some cases both kite and flutes | s

were completely submerged in the

pond and were recovered to be

flown again! Even paper covered ~

kites were recovered intact, thanks

in some part to the special paper

treatment (discussed later), or with | =

minor damage other than being
soaked. The flutes themselves,

whilst not being waterproofed, are Figure 13 Ten Diéu S4o sing in the wind above our heads

19 ) .
The paddy-field also served as a graveyard since there were numerous stone tombs to be seen.

The winds on the Sunday morning were very light but, at about mid-day, the wind started to blow from the South East at 2-3 on
the Beaufort Scale; i.e. less than 10ft/s, 3m/s.



the most valued part of the assembly and consequently received the most attention. When the kites
were high they found better winds and at one time there were about 15 kites (out of the fleet of nearly 50)
flying high and smoothly.

The flutes sounded loudly on the launch and when being pulled up. They howled during dives and
sounded clearly when they were high. It was difficult to record the flying flutes because of the amplified
temple music and announcements.

As well as the many participants and numerous interested spectators, the fields were managed by the
farmers who generally ignored this invasion of their field and carried on with their weeding as if nothing
unusual was taking place. Perhaps surprisingly there was actually very little damage to the crops.

As the winds on the Sunday were not very strong, it was decided that the kite flying would continue the
next day. We were warned that the winds might not improve but we returned on the Monday in any case.
The Monday winds were even lighter than before which left all the kites grounded and the kiteflyers
huddled at the entrance to the paddy field. Uli had long discussions with the village elders while Paul
was invited to by Mr Pham Hdng Nham to see his kites and visit his house. Mr Pham Hong Nham is 81
years old and lives comfortably in a courtyard house. We had met on the path leading to the flying field
when he invited me to his house. On one side of the road was a locked workshop where he stored kites
that were under construction or about to be covered. The room contained a wooden slatted bed. We
drank a white spirit that
tasted like Chinese bai jiu
( & 4 ; firewater). After
photographing the kites
and flutes we moved
across to his courtyard
house. The house
contained a large living
room with beds at each end
and formal reception
seating in the centre. Some
finished kites were hung up
as was a Dan Bau which Mr
Pham Héng Nham played.
Most of our discussions
were conducted in French.

Figure 15 Lack of wind prevented any flying on the Monday



Figure 16 The Temple Ceremony at Ba Dwong N§i
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4. Diéu Saoin 2011

Our objectives prior to the experiences in Hanoi were relatively simple. These were to attend the flute
kite ceremony and kite flying at B4 Duwong N6i where we hoped to see and record the flutes as well as
document the kites. We also wanted to see something of how the kites and flutes were made, and we
intended to visit the museums and institutes of Hanoi as part of
our research. The actuality of our visit far exceeded our initial
objectives. In many ways we were overwhelmed by our findings
and in others we were left confused.

We were disappointed to find that the Diéu Séo is not, apparently,
recognised as being an important part of the cultural heritage by
the institutions. We found nothing of importance in the Museum of
Ethnology and the scarcity of publications at the National Library
was surprising. Apart from once appearing in a stylised21 form on
a postage stamp, we were surprised that the Diéu Séo did not
appear in imagery, despite its important folk art heritage. Even the
woodblock stamp makers in the Old Quarter of Hanoi did not have
the Diéu Séo image in their sample books, although one now does.
This apparent indifference shown by the official bodies can have
two influences. Firstly it shows a lack of interest and care for this
important and ancient art form, and secondly, that the art form,
where it still exists, is not influenced by the need to adapt to
modern pressures, particularly tourism and remains preserved

intact in its original form. Figure 18 The 5000 dong
postage stamp, cjrca 1999,
There are, however, some signs of support. The Maison des Arts featured a Diéu Sao

gallery in Hanoi actively promotes a fusion between the Diéu Séo

and art in the context of aid for the victims of Agent Orange. One would hope that this activity will bring
awareness of the uplifting power of the Diéu Séo to future generations. Presently the basic kites and
flutes are seen as a bare canvas but, as in Japan, Korea and increasingly in China, it may be expected
that the artists will become kite and flute makers too. Clearly the Diéu Séo as an art form is a long way
from its cultural heritage, but such a development may need to become acceptable as Vietham
continues its rapid pace of development and accompanying fundamental changes in lifestyle.

While questioning the lack of official acceptance, and the validity of the flute kite as an art form, we were
delighted to find that the traditional Vietnamese Diéu Séo is still being made and flown. We were thrilled
to have the privilege of meeting Diéu Séo enthusiasts in the villages of B4c Giang where we were able
to witness, at least in part, the art of flute and kite making. To be amazed is an understatement for our
feelings when we spent two days witnessing the flute kite ceremonies and flying at Ba Dwong N6i and
the chance to meet important members of the kite community. Subsequent to our visit, and as a result of
our findings and experiences, we were delighted to find that there are others in Vietnam who truly care
for the Diéu Séo and who are prepared, like ourselves, to embark on the task of documenting and
supporting this fascinating and unique aspect of Viethamese culture.

One may ask “is the Diéu Séo safe’? In a fast developing country such as Vietnam, the answer can only
be “it depends”. It depends on whether the activity remains respected. It depends on whether the
reason for the Diéu Sdo remains valid, even in the present form of village festival. It depends on whether
young people in this increasingly mobile and materialistic society want to, and are prepared to learn the
craft from the older generation. It depends on property development given the strong rumours that
villages such as Ba Dwong Néi might disappear in the face of increasing urbanisation and industrial
development®”. One unexpected uncertainty is that of the portability of the kites since they are large,
some of them enormous, and they are not easy to store and are particularly difficult to transport. The
traditional kite is not collapsible and could be discarded for another, more easily portable device to carry
the traditional flutes. And it is not inconceivable that the flutes themselves could be cheaply mass

21 The artist has drawn a very poor flute kite since the wing bending is excessive. However the graphic may have cultural links to
a crescent moon and/or to the horns of the water buffalo. The form of the kite is that of a lemon leaf kite (type 1,1) and it is
equipped with a single flute.

Known developments near to Ba Dwong Noi include a river bridge, link roads and major planned industrial developments, all
of which are likely to encroach on the village.



produced in metal and/or plastic. Clearly nothing is certain and it seems appropriate that now is the time
to capture the current status in order to have a firm basis for future generations.

We came to Vietnam as Europeans who thought they already had a good knowledge of the flute kite, so
what were the surprises? Not entirely unsurprising were the varieties of actual kites and how these
related to the old stories that we were told. Similarly we found new flutes and were surprised by the size
and the quality of the workmanship of some of these. We were surprised to find that the villages
essentially operated independently of one another® and, because of this, it would appear that there are
significant local differences in style, quality and technique. The biggest negative surprise had to be the
apparent lack of official recognition and documentation.
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Figure 19 Temple symbology - new and old. The drawings are taken from « Les Symboles, les
Emblemes et les Accessoires du Culte des Annamites ». G. Dumoutier, 1891

/ ULI WAHL PAUL CHAPMAN
/
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23 Most of the kite and flute makers are farmers. We learnt that a farmer’s life is hard and time consuming. He hardly ever leaves
his fields during daylight hours. His only spare time is at night and, traditionally, the farmers found rest and relaxation by listening
to the kite flutes since the kites could be left flying all through the night. At that time none in the farming community needed to
travel far. The ability to travel would have been the privilege of the rich who would have had the time and money to do so and, in
a similar way to Western countries until relatively recently, this would have been considered by the peasant farmers to be a waste
of money and productive time. In any case the road network was very limited, particularly in the pre-French period where the
rivers were more frequently used.



5. Annotated Bibliography and References

This bibliography comprises important reference material regarding all aspects of Viethamese flutes,
kites and related matters. In many cases the material can be found online although the sites quoted may
change, or disappear completely, at any time in the future.
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pp.58-59.

There is an online version. The article contains descriptions and drawings of the Russian
rectangular kite with paper hummer and an "Annamite" (Kingdom of Annam; today a part of
Vietnam) kite equipped with a "mirliton" kite flute.

Armengaud, Christine. Musiques Eoliennes. Manu Presse. Dessain et Tolra, Paris, 8/1983.
Now out of print, this is a beautifully made book, written in French, on Aeolian Instruments (text/
photos/ drawings) of all kinds including Kite Whistles, Pigeon Flutes, Humming Gourd Tops,
Cai-Sao, Yao Ch'in, Ek and others. French "Aeolists" refer to this as their “Bible”.

Challan de Belval, Albert. Au Tonkin. A.Delahaye et E. Lecrosnier, Paris. 1886. pp.15-16
Chadwick Nora. K. The Kite: A Study in Polynesian Tradition. Journal of the Royal
Anthropological Institute of Great Britain and Ireland, Vol.61, 1936. pp.455-491

Dumoutier, G. Les Symboles, les Emblémes et les Accessoires du Culte chez des Annamites.
Ernest Leroux, Paris, 1891.

Gives illustrations and explanation of the symbols and artefacts seen in Vietnamese temples.
DVD Art Contemporain sur Cerfs Volants Traditionnels, Maison Des Arts, Hanoi.

Video of the flute kites the Hanoi Red River Bridge festival in support of the victims of Agent
Orange.

Gourou, Pierre. Les Industries Villageoises. Le Papier. in: Les Paysans du Delta Tonkinois,
Publications de I'Ecole Frangaise d'Extréme Orient, Paris, 1936, p. 496 et image No.71.

It contains a short description of Annamite (Vietnamese) paper making.

Gourou, Pierre. Les Paysans du Delta Tonkinois. Publications de I'Ecole Frangaise d'Extréme
Orient, Paris, 1936.

This two volume publication is Gourou’s PhD thesis which discusses all aspects of peasant life,
including politics, in the Hanoi Delta region. He says that the oldest known Viethamese book
was published around 1540 but that the printing process was unknown then. He also comments
on how villages were frequently renamed, that the Western standard of providing consistent
dates for events did not always exist and that sometimes it was decreed that “lost” history
should be rewritten. Gourou’s book was republished in French in 1965 by Mouton, Paris and an
English translation exists as The Peasants of the Tonkin Delta: a study of human geography.
Published by the University of Michigan, 1955.

Hart, Clive. Kites: an historical survey. Faber. London, 1967.

See also reprint 1982 by Appel, New York. Hart is considered the “bible” by kite historians. The
first three chapters of the book refer to kites from the Far East and there is an excellent
bibliography. Unfortunately the book is not without errors and omissions. The Viethamese flute
kite image on p.30 is mistakenly ascribed to the Chinese, as well being incorrectly referred to as
a kite with a hummer; while figure 20 (2nd Ed) correctly identifies the kite as Annamese, but
again incorrectly says it has a “hummer”.

H6 Pham-hoang, 1993, An lllustrated Flora of Vietnam, Edition Ill, N° 2, Smilacaceae,
Cyperaceae, Orchidaceae & Poaceae, Montreal.
http://www.youtube.com/watch?v=bnjl2t73gaw An Internet YouTube video exists that shows
kites and bamboo line being made as well as flute kite flying. A bee kite is shown in flight and
has a single medium sized flute. This film is one of a series made by nguyenthanhtuan81 and is
titted Thai Binh - Sdo Pén (Phim tai liéu 2/4)

de Groot, J.J.M. Les Fétes Annuellement célébrées a Emoui (Amoy) "Neuviéme Jour du
Neuvieme Moi - La Féte des Cerfs-Volants" Etude concernant la religion populaire des Chinois.
Ernest Leroux, éditeur, Paris, 1886. Deux Vol. XXV+400+432 pages+24 illustrations. Originally
published in the Netherlands with many notes.

Lecornu J. Les Cerfs Volants. (Chapter VI in 1st Ed 1902, VIII in 2" Ed 1910 Les cerfs-volants
orientaux). Vuibert et Nony Ed, Paris. 1910.

Lecornu’s book is considered the leading kite book of the early 1900s. While dealing principally
with modern (at that time) Western scientific kites, there is a chapter devoted to Oriental Kites
which contains material taken principally from La Nature.
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Needham, Joseph. Science and Civilisation in China, Volume IV:2. Cambridge University
Press. 1965.

This volume deals with Mechanical Engineering and contains a section on Aeronautics that
includes important discussions on the origins of the kite in the Far East. Needham is often
guoted and referenced in modern kite histories. While there is mention of kite hummers and
pigeon whistles there is no direct reference to flute kites.

Mrs Nguyen Nga, Hubert Olie and Maurice Nhan. Art Contemporain et Cerfs-Volants
Traditionnels du Vietnam, Maison Des Arts, L’'Espace — Centre Cultural Francaise de Hanoi,
Hanoi.

N.N. Musical Kites. In Leisure Hour 1888 pp.473-474

Based on the earlier 1888 publication by Gaston Tissandier in La Nature. The article includes
the image of the Fairy kite but contains important errors compared to the original. The text is
also confused.

N.N. A Musical Kite. In: Picture Magazine, 1894.

lllustration shows an unusual kite carrying an ék hummer. “This kite is used by the natives of
Indo-China and is made of palm leaves stretched on a bamboo frame...as the kite floats in the
air, gives forth the strange, wild sounds of an Aeolian harp, which are heard far and wide over
the banks of the river Mo Khong in the beautiful tropical nights.”

N.N. Chinese Kites. In: Scientific American, March 24 1888 p.185.

This is the translation of the article by M.Tissandier in La Nature and is similar to, but more
complete, than the version in Leisure Hour. Four illustrations.

N.N. Le Cerf-volant a Musique au Tonkin. In: La Nature, Paris, Février 1890, pp.179-180.

The article was also reprinted in “Sciences en Famille”, 16 April 1897, pp159-160. The article
describes the custom of flying musical kites by night in Annam (Vietnam) and includes a nice
b/w image, probably a woodcut, where the inset detail shows the outline of a single chamber
flute with a central mouth mounted on a long necked bird kite. See also the online La Nature.
Ngb Quy Son. Jeux de Cerfs-Volants in: Activités de la Société Enfantine Annamite du Tonkin.
BIEH, Bulletin de I'Institut Indochinois pour I'Etude de 'Homme. 1944. Tome 6, pp.114-119 et
94, 95 (pl.VI+VII).

This important reference was reprinted as "Jeux d'Enfants du Vietham", Edition Sudestasie,
Paris, 1985.

Porée-Maspero, Eveline. Le Cerf-volant in: Etude sur les Rites Agraires des Cambodgiens.
Mouton&Co., Paris, La Haye, 1964; Tome I, pp.479-569.

The book describes the rituals use in Cambodia and contains very detailed description of the
kites, instruments and kite-culture of Cambodia and surrounding countries like China, Vietnam,
Siam and Indonesia. It talks about the Cambodian ek kite hummer, kite flutes and Chinese
lantern kites.

PROSEA (Plant Resources of South-East Asia). This is an online textfile database (popups will
need to be activated) and is a good source for plant descriptions.

Richard, M. I'Abbé. "Histoire naturelle, civile et politique du Tonquin". Chanoine de I'Eglise
Royale de Vezelai; Tome premier, Edit. Moutard, Paris, 1779.

There is a German edition “Sittliche und nattrliche Geschichte von Tunkin®, Leipzig, 1779.
The book provides an interesting insight to the culture of the old Tonkin. The following
summarises particularly relevant paragraphs:

p. 42: It is believed that no Tonkinese can improve his knowledge by travelling in foreign
countries. The wise laws of his country forbid him to leave. He only knows and appreciates the
country of his fathers and he believes all the old stories, including those which refer to foreign
empires...

p.123: The ridiculous custom to burn effigies of all kinds (figures of animals, houses, flowers
and fruit as well as other things) made from gold and silver paper when making sacrifices for the
dead and at funerals does not come from Confucius. It is not written in the works of the ancient
academics, but developed several centuries later. The educated Tonkinese, or Sinese, attribute
this to the ingenuity of a paper trader who became rich by selling a tremendous mass of
funerary paper. The common people interpreted the merchant’s good fortune to be as the result
of being protected by his own deceased relatives and due to the high degree of attention he
paid to them by burning paper money and other paper objects. It was seen that it is possible to
satisfy one’s obligations to the dead both cheaply and with little effort. This lead to a trade in this
form of paper and which developed into one of the most significant activities in the whole
kingdom.
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5.26.

5.27.

5.28.

5.29.

Note: This may explain the highly developed expertise in papermaking (used for kites, fans,
lanterns, screens etc.) in a country where there is not a tradition for using paper for printing and
books as it was in Europe.

p.344: The use of bamboo for papermaking is described. Two years old, split bamboo culms
were boiled up in slaked lime to reduce the fibres to a mess of threads. These threads would be
washed, dried and boiled again to produce a pulp which would then be screened to make a
bamboo paper.

Note: The initial process seems very similar to the method of producing kite flying line from
bamboo.

Silvestre J. Empire d'’Annam et le peuple Annamite. Félix Alcan, éditeur, Paris, 1889; 380
pages.

On pp.181-183 he describes «Art et Métiers » where he notes that:

a) It is necessary to involve the whole village when complex things are made. Sometimes the
village can only contribute to some parts or components of the whole article. This led to
dependencies between villages.

b) If someone created something new, or better than previously made, he was in danger of
being called to the royal court in order to produce it exclusively for the court. This would mean
living, almost as an unpaid slave, near to the court in miserable conditions. It could mean that
the artisan was separated from his wife and his children who remained at home and who were,
with no income, in danger of starving. No one dared to be too good.

On page 164 he notes: "Enfin (...) le jeu innocent du cerf-volant au Tonkin. On est étonné de
voir, dans chaque village, pendant la mousson S.-O., les hommes les plus sérieux et les plus
agés s'amuser a lancer dans les airs, pendant des journées et des nuits entiéres, ce morceau
de papier, monté d'un tube qui siffle et bourdonne. C'est une préoccupation de toute I'année
pour monter ce joujou, de maniére a ce qu'il soit, sinon le plus beau de la contrée, du moins le
plus remarquable de la localité. Tant il est vrai qu'on peut s'amuser souvent a bon marché a tout
age." Uli believes that this is the reason why it is so rare to find descriptions of Vietnamese kites
since they were considered a toy for the young and that they were sometimes, and this involved
a shaking of the head, also played with by the elderly.

Streeter Tal. The Art of the Japanese Kite, Weatherhill, New York/Tokyo. 1972.

The book is an in-depth study of the Japanese kite and focuses on the kite artists and their
stories. Chapter 11 “Bamboo and Paper” contains interesting history and detail regarding
mulberry papermaking.

Tissandier G. Cerfs-Volants Chinois. La Nature, 1888, Vol.16 (ptl), pp.44- 46.

This is an article from M. Huchet on the Chinese "original kite" and the Diéu Sao flute kite. The
article contains steel engravings and is also available online. Versions of this article were
reprinted in English in Leisure Hour and Scientific American, both 1888.

Wang XiaoYu. Chinese Kites: Their Arts and Crafts. Shandong Friendship Publishing House,
1996.

This book was previously only available in Chinese language editions. It is an excellent
reference on Chinese kite history as well as providing detailed kite making information.
Whitehurst Robert. My Red River Delta Kite Day. Discourse from the End of the Line, Drachen
Foundation April 2009. Vol1, No.4 pp.29-32.

Robert Whitehurst was an important contributor to our research. He had previously attended
the festival at Ba Dwong Noi.

Wright, G N. The Chinese Empire Illustrated. 1859.

The book by Wright contains the well known engraving “Kite-flying at Hae-Kwan on the Ninth
Day of the Ninth Moon” and mentions kites equipped with musical hummers. The engravings
were made in England by an artist who had not actually visited China. While it is most likely that
he had access to detailed sketches to use as the basis for these engravings, it is also possible
that there are inconsistencies and even invention. This problem of interpretation is likely to be
common in the period prior to photography.
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Appendix A. People

Mr Quan Hang Cao

Mr Quan Hang Cao was our principal contact in Vietnam. He kindly
arranged our hotel, transport and meetings with flute kite people in
the villages and in Hanoi.

Mr Quan Hang Cao is of Viethamese origin although British through
naturalisation. He is a graduate in Electronic Engineering and has
held senior positions, principally with Motorola. He now has a base
in Hanoi which he uses to further his championing of Viethamese
kites. He is one of the principal organisers of the Ving Tau
International Kite Festival and was particularly responsible for
bringing the flute kite teams there.

We spent a lot of time talking with Mr Quan Hang Cao. He told us
that there are a lot of flute makers, but he considers that relatively
few can be considered as expert makers. Similarly there are a lot of
kite makers, although only a few are considered expert makers. We
Figure 20 Mr Quan Hang Cao  ere told that, in general, there are no people who are expert in
both flute and kite making. Mr Quan Hang Cao told us that flute
makers such as Mr Ng6é Van Bdi in Song Van village (Village 1) will sell their flutes, whereas kite makers
do not necessarily make good flutes and seldom sell their kites. The reason for the unusual “cat’s ear”
flute mouth that we saw at Village 1 is not known to Mr Quan Hang Cao.

In respect of musical quality, it was noted that very little is done by the village flute makers to tune the
flutes to a regular pitch in order that they make a good sound when flying together. It seems that the aim
is to obtain a harmonious tone, a pleasant individual chord and one which enables the listener to identify
the owner of the flute kite. Mr Quan Hang Cao said that he has a particularly old flute in his collection
and that this flute has an exceptionally pure sound.

Although flutes had been saved by many people, the Viethamese War resulted in people losing their
skills as craftsmen due to other pressures. Even now there is little time to devote to what is considered
a pastime, rather than the more serious side of making a living. Furthermore the limited time available
for kites means that they are only flown for a few days a year and are often damaged, or discarded, after
a few days of flying. It was significant that the Ba Dwong Néi kites were not judged by the sound quality
of their flutes. Many were made in the few days preceding the festival and had not previously been flight
tested.

There is a threat to the continuity of flute making as many flute makers will only pass on the knowledge
to their sons. Each flute maker has his own “secrets” and is generally unwilling to share them. Similarly
each village carefully guards its flute making techniques from other village flute makers.

There is some evidence of continuity of kite designs along the common coast of Vietnam and south east
China (according to Tissandier) although Mr Quan Hang Cao could not confirm this.

We learnt that kites may be flown to 2-3 km line length and can reach heights of more than 1000 metres.

Apparently box kites were flown as aerial barrage defence against American aircraft during the
Vietnamese War*.
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2 This has been confirmed by Robert Whitehurst who took part in the Vietnam War. He writes that, while taking part in helicopter
operations around Hue, a friend saw kites of some sort being flown at a similar height as the helicopter.



Mr Nguyén Hiru Kiém

Mr Nguy&n Hiru Kiém holds an important position in B4 Dwong Néi society and is central to the kite
flying festival. According to Phuong Hoa in the Internet article “Thang Long - Thousand years of Culture”,
he was, at the age of 50, awarded the title of Folk Craftsman and Head of the Ba Dwong Village Kite
Club. He inherited his love and pleasure in the art of making kites, as well as gaining experience in
making kites and flutes, from working with his father, Mr. Nguy&n Hiru Ngo. His father could make many
traditional kinds of kite. These included the canh muom kite, canh chanh kite, canh moc kite, animal
and flute kites with the sound of a gong, snail, bell and horn. All of these kites were known for their
beauty, high-flying and their melodious sounds. With the folk knowledge of making kites that had been
passed down from his father, and together with his own experience, Mr Nguyén Hiru Kiém has
discovered, through survey and calculations, a standard formula for a high-flying and “echoing” kite.

Mr Nguyén Hiru Kiém has been responsible for supporting and encouraging young people maintain
their ancient traditions of flute and kite making in the village. He sees this as being important,
particularly since five or six generations of his own family have made and flown kites. He has become
famous for making good flutes and beautiful kites. He is concerned for the survival of traditional kites in
his village and has devoted his life to ensuring that the younger generations appreciate and participate
in this important cultural activity. s .

The article by Phong Hoa mentioned that Mr
Nguyén Hiru Kiém has made contact with
other kite and flute making districts and
villages, notably Thai Binh, Bic Giang, Béc
Ninh, Ha Nam and Ha Tinh. He has also been
associated with the Folk Museum at the
Hanoi Department of Culture.

We met Mr Nguyén Hiru Kiém at the flute kite
festival and also at his large house in the
centre of Ba Dwong Noi where he showed us
his impressive collection of different varieties
of Vietnamese kites, one of which was
decorated with the legendary flute kite story
of the origins of Ba Dwong No6i. We saw that
Mr Nguyé&n Hiru Kiém is indeed an excellent
flute maker. He made the unique “Friendship” _
flute which he presented to Uli. Figure 21 Mr Nguyén Hiru Kiém discusses the
“Friendship” flute with Uli

We also saw other several kites at Mr
Nguyén Hiru Kiém’s house. Some of these
had been placed in the garden while others
were hanging in a side lobby. One of the
more unusual kites in the side lobby was a
Fairy Kite of complex construction. Mr
Nguyén Hiru Kiém also has a woven bamboo
kite spool. This was not seen by us, but it was
seen by Robert Whitehurst several years
previously. It is not known whether the spool
contained traditionally made bamboo flying
line.

Another of Mr Nguyén Hru Kiém’s interests
is that of growing miniature trees. This is an
old Vietnamese tradition, similar to the
Japanese bonsai, and his courtyard garden
contained many magnificent examples, one
of which is this exquisite miniature banyan
tree. Figure 22 A miniature banyan tree in the garden at Mr
Nguyén Hiru Kiém'’s house




Mr Pham Hong Nham

Paul met Mr Pham Héng Nham and his old friend, Mr Pham Van Mai, at B4 Dwong Noi. He is an elderly
gentleman of 81 years and is one of the founder members of the B4 Dwong Ndi traditional kite flying
group. Mr Pham Héng Nham is principally a kite maker and lives in a courtyard house on the main street
in B4 Duwong Noi. He speaks French and also plays the dan bau monochord instrument; he played a
decorative bamboo dragon version of the dan bau®® during the temple ceremony. Mr Pham Van Mai
(see photo below) was a previous winner of many kite competitions at Ba Dwong Noéi.

Mr Pham Héng Nham is shown in a photograph by Mr Ngé Quy Btrc here:

http://myhanoigroup.com/album/index.php?n=2388

Mr Pham Hong Nham showed a range of both incomplete
and finished kites. They were all flute kites and they came
in two sizes. Several small kites were in the process of
being made. These were about 1.5 metres in wingspan
and were all uncovered. There were also a number of
partially and completed larger competition kites.
Significant kites are described below:

a) Red Kite. This was a large red kite with a cloth sail
and carrying a single dark brown flute. The single
flute appeared to be about 50cm x 9cm and was
strung fore/aft by a line attached to the top of the
attachment stick. Sway lines also went from the

top of the attachment stick to the wing bridle points.

The ends of the flute were supported by a loop that
was tied at the flute and finished at the wing bridle
points.

Figure 23 Mr Pham Hong Nhdm shows a
number of unfinished kite frames

Figure 24 An unfinished kite by Mr Pham Héng Nham, together with his red kite and Mr Pham Van Mai

® Dan Bau. This is a single string musical instrument with a tapered box body resonator. The overtones/harmonics are regulated
by the “heel” of the hand and a tremolo lever. The tremolo lever incorporates a resonance cup. The string is plucked with a
pencil-like stylus the right hand in a way similar to guitar harmonics. This determines the frequency of the overtones when the
“heel” of the same right hand slightly touches the metal string at particular points. The left hand is used to handle the tremolo lever.



b) Dragon Kite. This was a large kite painted with a dragon flying in clouds together with a stack of
three gold lacquered flutes. At least one of the flutes looked as if it was made from tin. The flute
stack was supported fore/aft by a thick cord and then simply supported at the lower flute ends to
the wing bridle points by string. Only the upper side of this kite was painted; metallic silver paint
was used. The lower, earth-facing, side was red with blue reinforcing tapes, together with

Chinese characters presumably deno

rov 7

\}

ting the maker’s name and the name of the village.

Figure 25 Mr Pham Héng Nhém (right) shows his Dragon Kite. Note the small size of the triple
stack of gold flutes. Mr Nguyén Hiru Kiém’s mother can also be seen walking along the road

¢) Phoenix Kite. This was a large kite hanging inside his house with a single gold lacquered flute.
This kite was covered in polythene sheeting and was decorated with a golden phoenix as well
as Vietnamese script.

Mr Pham Hdng Nham also showed his collection of flutes. These were attached to the competition kites.
There were several types; firstly a large single flute similar to those made by Mr Ng6 Van Béi in Song
Van village, then there were flutes finished in gold lacquer. The Phoenix kite had a single flute

although this was
not as large as the

flute on the Red kite.

The Dragon Kkite
carried a stack of
three gold
lacquered flutes. It
appeared that
these were made
from various
materials and were
finished in gold
lacquer. Some of
these flutes could
possibly have been
fashioned from tin
or brass tubes.

B

Figure 26 The Phoenix kite
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Mr Ngo Van Boi

Mr Ngbé Van Béi lives in Song Van village (Village 1). He is a
farmer who grows sweet potato, taro and rice, but is also known
as a flute maker. The entrance to his courtyard house advertises
his flutes on the entrance gate wall. Mr Ng6 Van Béi is now 61. He
has been making flutes since he was 16 and carries on the family
tradition. Mr Ngb Van Bdi is considered by Mr Quan Hang Cao to
be a good flute maker but is not regarded as a kite maker. He has
a son, but the son, who is in his mid-20s, does not want to carry on
with the family tradition of flute making. Mr Ngb Van Bdi's house
was full of flutes of various sizes and states of making. He makes
Type 1 single flutes with a body length of approximately 30cm up
to 120 cm.

Mr Chung

Figure 27 Mr Ngé Van Boi

We visited Mr Chung at his house in An Binh village (Village 2) where he showed us his kites. He gave
a demonstration of how the kites were covered and treated with kaki “fruit juice” to give the sail a flexible
and smooth finish. The quality of his kites was excellent. The finished kites were equipped with triple

flute assemblies. These kites are discussed further in Appendix D.

Figure 28 Mr Chung of An Binh village; note the extra string bracing in the inner wing
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Mr Nguyén Gia Dé (Ba Dwong Noi)

Uli visited Mr Nguyé&n Gia D at his house in Ba Dwong Noi where Mr Nguyén Gia D6 showed his flutes
and presented one to Uli. Mr Nguy&n Gia D is considered an excellent flute maker in Ba Dwong Noi.
Mr Ngé Quy Burc was at the house of Mr Nguyén Gia Do when Uli visited during the B4 Dwong Noi
festival. There were a number of kites, including some big bird kites at the house so it is assumed that
Mr Nguyén Gia Db is also an accomplished kite maker.

B
= R

Figure 29 Mr Nguyén Gia B¢ with his flute kite, a kite hanging in the rafters of his house and details of
the flute given to Uli

Mr Ng6é Quy birc

Mr Ngb Quy Burc is the team leader and the founder of MyHanoi. This group of over 50 young people
are studying and working in Hanoi, with the aim of launching and implementing different activities to
research, develop and preserve the diversified cultural values of their capital city. This is being done in
order to help other people, particularly the young people, to understand more about Hanoi.

Mr Ngé Quy Burc®® (otherwise known as “Gervie” on the MyHanoi website) has been very helpful in
providing information on Vietnamese kites via email correspondence with Uli.

The photographs in Figure 30 were supplied by Mr Ngé Quy Blc and show earlier festivals. An
important participant was Mr Pham Van Mai who also attended the 2011 event.
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LAND BA DRS | 3
These earlier photographs, taken T,

before 2011, show Mr Pham Van Mai ;!’
He was winner of many earlier i
competitions
He is holding the bamboo kite spool

Mr Ngbé Quy Plc (Gervie)
of MyHanoi (right) who
supplied these photographs.

Below is a panorama of part
of the kite field
at Ba Duong Ni in April 2011

Note the many family tombs
The temple is behind the flag.
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Figure 30 Mr Pham Van Mai and Mr Ngé Quy Ddrc (before 2011)



Appendix B. Places
B1 Villages

B1.1 Ba Dwong Noi Village. Hong Ha, Dan Phuong, Ha Noi.

Ba Duwong Néi (also known as Ba Giang ) is a small village situated on the bank of the Red River about
15km from Hanoi. We visited on April 17" and April 18M2011. We met Mr Nguyén Hiru Kiém, Mr
Nguyén Gia D6 and Mr Pham Héng Nham.

Google-Coordinates: 21.131893N,105.685126E
http://wikimapia.org#lat=21.1318524&lon=105.6851077&z=19&I=0&m=b&search=hong%20ha

B1.2 Song Van Village, Tan Yén District, B4c Giang District (North).

This is referred to as Village 1 and was visited on April 14", We met meet flute maker Mr Ngé Van Béi at
his house. All were single flutes, some very large. Mr Ng6é Van Bdi made a flute cap. We saw two kites
being flown, both with circular tails (type 2a) and both with single flutes. Mr Ngé Van Bdi wrote his name
and address on the yellow Type 1 flute that he gave to Paul. This is Xom Hong phuc - Xa Song Van .
Huyen Tan yen, Bac Giang, Vietnam.

See Wikipedia maps {Song Van - Tan Yén District, B&c Giang Province, Vietham} or
http://wikimapia.org#lat=21.3855959&lon=106.0546598&z=19&|=0&m=b&search=bac%20Giang

B1.3  An Binh Village, B4c Giang District.
This is referred to as Village 2 and was visited on April 14" We met kite maker Mr Chung at his house.

B2 National Library, Hanoi

We visited the National Library which is located on Pho Trang Thi, close to Hoan Kiem lake. Whilst
being an impressive building we did not find any old documentation. We did find two modern paperback
books that referred to kites. The library has a computer reference system but requires knowledge of
Vietnamese. We were told that when making a computer search for the Viethamese word Diéu (kite) it
was best to type: d-i-ee-u+F.

B3 Vietnam Museum of Ethnology, Hanoi

We visited the excellent and well maintained Vietnam
Museum of Ethnology27 but did not find any kites although
these have previously been displayed. On enquiry we met Dr
Nhi who is a specialist in children’s collections. She knew of
Diéu S&o but we did not follow up. This museum visit was one
of the highlights of our trip.

B4 Vietnam Fine Arts Museum, Hanoi

We visited the Vietham Fine Arts Museum?® on Wednesday
20" April. Only one kite image was found. This is on one of
three Chinese scroll hangings dating to the early 1800s. The
scroll depicts children’s games and one child is shown, upper
right, flying a kite with a billowing sail...looking somewhat like
a delta kite but seems to be a rear view of a flute kite. A copy
of this scroll painting can be purchased although, on enquiry,
the museum shop was sold out. The same scroll was also on
view at the History Museum. Two prints were purchased.
One was a cheap modern print showing an impression of a tailed kite being flown from the back of a
water buffalo. The other print was a fine engraving, again modern, showing three children flying three
stylised kites over a temple. There is detalil in the kites and, although not flute kites, deserve further
investigation.

Figure 31 Detail of the kite scroll at the
Museum of History

21 "Bao tang Dan tdc hoc Viét Nam" Nguyen Van Huyen Road, Cau Giay Street, Hanoi, Vietnam. 79
Official website: http://www.vme.org.vn/index.asp
The telephone number for Dr Nhi is 0912643125.

66 Pho Nguyen Thai Hoc. Website: http://vnfineartsmuseum.org.vn/English/gioithieu.asp



B5 Maison Des Arts (Nguyen Art Gallery)

The Maison des Arts gallery is located at 31A Van Mieu, near the junction with Nguyen Khuyen.
Together with Mr Quan Hang Cao, we visited on Tuesday 19" April to meet Mrs Nguyen Nga. She is the
President and Art Director®.

Mrs Ngyuen Nga is an architect, is married to a Frenchman and has made a study of Vietnamese
culture. She lived in Paris during the Vietham War and returned afterwards. She is very interested in
kites and their place in Viethamese culture. She told us that, for a long time, kites were forbidden during
the war since they could be flown as high as 1000m, where they could be used for signalling, putting up
antennas, act as light signals etc. Because of this prescription a whole generation was lost in the art of
kite-building. While the kites were either destroyed, or not made at this time, the flutes themselves were
protected and were kept in secret. Some were, for example, hidden inside the family “hotel of ancestors”
in order not to be discovered and destroyed. They were mostly hidden in houses where they would be
kept in the ancestral shrines. These shrines form part of every home and include relic boxes where the
bones of the ancestors are kept. After returning to Vietham, Mrs Ngyuen Nga started to research the
kites and found that the Vietnamese kite is not considered a children’s toy but represents a seriously
undertaken adult activity. :

She discussed these kites. She said that each
village has a representative kite, which would be
marked by specific local features, including its
shape and configuration according to the different
weather conditions pertaining in different regions.

The principal wing shape is that of a leaf*’. There
are variations in size and these are determined by
the size and weight of the valuable payload, i.e.
the flutes. Some villages make really big kites of
up to 10 m wingspan which carry an ensemble of
big flutes of up to 2m length. It can take several
people to get these giant flute kites airborne. The
whole ensemble would be flown up to a height of
1000m. In some cases the kite may be tethered to )
a tree and kept up for the whole day and the Figure 32 Mrs. Nguyen Nga at the
following night. People would listen to the kite's Maison des Arts

sound for the whole night and the locals could

distinguish the flute’s owner by listening to the variations in the sound of the flute. Every flute has the
“signature” of its maker. But Mrs. Nguyen Nga asked herself why it was that the sound of these flutes
can be transmitted over distances of up to several kilometres. Directly after the war, people returned to
traditional kite flying. At one time there were so many of them that they caused disturbances, particularly
at night, with the result that some villages revived the kite flying ban.

Mrs Nguyen Nga went to several villages to ask the local people why they flew flute kites. The children
did not know the stories about the kites, but they had learned how to fly them. When she spoke to the
adults they responded by telling the old legend of the fairy godmother who came down from the sky. The
adults said they sent the kites up into the sky in order to tempt the fairies to come down to earth. In this
way they communicate with the heavens by means of kites and their musical wind flutes.

Mrs Nguyen Nga has researched further and has found references to kites being related to activities
such as “erecting a temple with/to earth mother”, “rice cultivation”, “civilisation dependant on rice
cultivation”...etc. She reasoned that the kite serves the purpose of supporting the musical instrument,
and that the kite with its accompanying music acts as an instrument for weather forecasting. When she

told this to the adults there was agreement, particularly from some very elderly grandmothers who

29 .
nganguyen.mda@gmail.com

maisondesartshanoi.com

ngoinhanghethuat.com

tel (84-4) 37478096/62754100

This was confirmed by Mr Quan Huang Cao as either the mango or the lemon leaf.



confirmed to her that the kites and flutes were used in this way, and that this was part of the culture of
rice growing. In many ways this is like the European culture of watching out for swallows and dragonflies
flying low over the fields since these are known to be harbingers rainy weather.

Rice farming in Vietnam is a complicated process and over the years people have looked for ways of
predicting the weather in order to improve their crops. In doing so, they have used kites as a means of
detecting changes in the weather.

In 2007, Mrs Nguyen Nga began trying to unite several villages and arranged meetings between them.
Villagers had the opportunity to look at the kites from other villages and were able to make kite-related
discoveries about things they had not known previously. Four or five years ago she became more
seriously interested in kites. Beforehand she knew them from her childhood and thought of them as
typically being played with by children on the water buffalo; as frequently depicted in Viethamese art
prints. When she came back to Vietnam after the war, she was introduced to the kites from the Bac
Giang District. These kites are very different from the Hue kites in central Vietham. The Hue kites are
principally Chinese kites and, by tradition, were flown by the king. These are very colourful and
decorated kites but are NOT considered true Vietham kites. She said that only the flute kite belongs to
the rice civilisation®", and that in Vietnamese village life the flute kite is seen as a useful tool. She said it
is to be used by the adults, by the people and not by the children.

There was a discussion of the shape of the kite and its similarity to the kites of south east Asia (Malaysia,
Cambodia, and Thailand) and it was noted that these kites are quite different from the Chinese Kkites. It
was pointed out that the Chinese kite is called Feng Zheng (JX\%%) which means wind zither and it was
agreed that kites are used to lift musical Aeolian instruments all over southern Asia, although some use
flutes while others use hummers.

We talked about the village kite ceremonies where the kites are used to “call the wind”. These kites are
not particularly easy to fly and their behaviour close to the ground can be somewhat erratic. However
when flown to a higher level, the kites become more stable and often fly very high. If the kite does not
launch cleanly it will come down quickly and have to be relaunched. We noted that this is consistent with
the large winders loaded with considerable lengths of line that we saw at Ba Dwong Noi.

Mrs Nguyen Nga believes that the sight of kites flying is linked to peacetime. The Viethamese people
have been badly affected by the war and today people in Vietnam love to live in peace. During the war
kites were forbidden...so kites are seen now as a sign of peace and stability.

Maison des Arts was founded in 2007 and pursues her concept of “no frontier between art”. This means
that everything related to art can be seen in the same place; paintings, sculptures, kites, ancient relics
as well as performances of literature, music, poetry.

She found that kiteflying takes place at the same time in all of the villages. The village people have
never previously thought that there would be different styles of kite, so each village has its own
signature flute kite. In 2007 she brought many plastic/sculpture artists to the Maison des Arts gallery
and organized a big Full Moon Festival for the child victims of Agent Orange. Their families had suffered
badly during the war. This arts festival gathered together many artists in Hanoi and the artists painted
the kites in their own style. The kites were then shown to the village people and they saw, for the first
time, the opportunity of using kites as art. She introduced the concept of change and alternatives. The
only problem was that there was no wind for her festival; “the wind did not come”. An exhibition booklet
and DVD “Art Contemporain sur Cerfs Volants Traditionnels” were made for this festival

We showed her photographs of Ba Dwong Néi kites that were decorated similarly to the art kites in the
exhibition booklet. She replied that they were encouraging kite art and that the bridge festivals were
becoming art kite events. She talked about kites and the bridge (Hanoi Bridge®) with the kites
“representing peacetime”. Each time she organises a kite workshop she gets up to 100 kite artists
together to make kite art. Afterwards they auctioned the kites to raise funds for the children damaged by

. Mme. Poreé Maspero mentions in her book, Etude sur les Rites Agraires des Cambodgiens, that the kite represents real birds
of prey which themselves are harbingers of the dry weather required by the rice when it ripens and when it is ready for harvesting.
In that respect, the raising of a kite can be seen as a request for dry weather.

3 See: http://www.associatedcontent.com/article/1064780/the long bien bridge in hanoi bridging.html?cat=16



Agent Orange.

We talked about whether these art kites could be shown in Europe and whether it would be possible to
do this. She was concerned about the size of the kites. When they make exhibitions in Vietnam, the
kites had to be transported by motorbikes because of the impossibility of putting them into cars and the
cost of other forms of transport. While difficult, the effect of carrying kites this way is that they naturally
make their own wind music. She joked that when the kites travel through the towns they provided a wind
concert! She did want to show Vietnamese kites as part of a kite/art/music Urban Arts Exhibition at
LaDefence in Paris, however there have been a funding problems.

Mr Quan Hang Cao reminded us of the difference between our researches into the ethnological aspects
of Vietnamese flute kites and the dynamics of the art world. Mrs Nguyen Nga responded that every year
she tries to link art to the village people and she invited Mr Quan Hang Cao to the Festival of Long
Bien/Red River Bridge so that they could co-operate. Her principal project is to show all the arts of
Vietnam at a festival located on the island at the Red River Bridge.

We discussed the annual October 10t One Sky One World Kite Festival for Peace (OSOW). She had
not heard of this and commented that at this time of the year the winds are always too low. However she
would very much like to work together for OSOW.

Paul asked her whether she had any knowledge of pigeon flutes in Vietnam, but she had not heard of
them.

Kites seen at the Maison des Arts

An unusual kite (Type 2c Prince with Mango wing) was seen on the ground floor close to the stairwell.
The wing was unusual in that it had a relatively high aspect ratio. The inner section of the wing was
parallel and only the tips were curved. This kite had a rear trapezoidal body and twin oblate tails. It was
painted by an artist.

The top floor gallery is used as a meeting/performing place. There were two groups of about 10 kites
hanging from the rafters. These kites included
some with more conventional wing shapes, but
with the double tails (Type 2C). The kites were
surfaced in clear polythene and painted by the
artists. One of the kites had only the single wing
and carried a two moderately large flutes. There
were other single wing kites but they did not
have flutes. There were stacks of kites with twin
oblate tails and these had more conventional
lower aspect ratio wings and the trapezoidal
“body” appeared longer that the ground floor kite;
these kites were covered in transparent film and
painted with various designs. One conventional
flute kite (Type 1) carried a conventional stack of
three flutes and was lettered, somewhat
appropriately, “KITSCH"! We did not have the

time to examine these kites closely as Mrs ) . _
Nguyen Nga had another appointment. Figure 33 The Kitsch kite at the Maison des Arts

Publications

There is a booklet written by Mrs Nguyen Nga, Hubert Olie and Maurice Nhan that accompanies the kite
art exhibition titled “Art Contemporain et cerfs-volants traditionnels du Vietham” produced by L’Espace
— Centre Cultural Francais de Hanoi. The catalogue shows seven distinctly different types of kite.

We were given the DVD “Art Contemporain sur Cerfs Volants Traditionnels”.



B6 Vietnam Institute for Musicology

We visited the Vietnam Institute for Musicology, CC2 Building Me Tri Road, My Dinh, Tu Liem in the
suburban zone in the West of Hanoi on Thursday 21°% April.

The Institute® is some way from the Old Quarter of Hanoi and the taxi driver had some difficulty in
finding the correct address. We met Deputy Director Dr Nguyen Binh Dinh** at his office on the 3" floor
of the Institute and, following a short discussion, Dr Dinh showed us the musical instruments collection
which was housed on a large gallery. While Dr Dinh knew of flute kites, the Institute does not hold any of
these since they do not have any real interest in Aeolian music. This is most probably because these
instruments are not musical instruments in the conventional sense. The Institute has a collection of
sound recordings on the ground floor but these were not accessible since the doors to the collection had
been sealed. This Institute building seemed to be the administrative building as well as the location for
formal meetings. It was apparent from photographs that several foreign delegations had visited the
Institute. The Institute does not incorporate the music teaching academy™®. The building was relatively
new and we had the impression that the instruments collection had been moved from its previous
location at the north wall of the Temple of Literature where there had previously been demonstrations of
instrument making and performance®.

B7 Paper Street

On Wednesday 20" April we bought kite quality paper from an art shop in Hang Bo in the Old Quarter of
Hanoi. Three weights were found; one was a very lightweight paper, similar to cigarette paper. The
others were mulberry papers®’ similar, but lighter weight than Nepalese papers. Another suitable paper
is D6 paper made from Rhamnoneuron balansae.

Papermaking can be found at these villages:

An Céc village, Héng Minh commune, Pht Xuyén district, Ha Tay Province.
Nghia D6 village, Nghia D6 commune, Cau Gidy district, Ha Noi city

Triéu Khac village, Tan Triéu commune, Thanh Tri district, Ha Noi city

Yén Thai village, Bwdi commune, Tay Ho district, Ha Noi city

Cét village, Yén Hoa commune, Cau Gidy district, Ha Noi city

B8 Musical Instruments Street

We went to see musical instruments in Hang Manh, Old Quarter Hanoi on Wednesday 20" April. We
commissioned two wood block stamps from a small shop. The stamp logo was based on a flute kite
sketch by Uli although the wood carver knew of these kites. Further along the street were musical
instrument shops. One shop, on the corner of Hang Manh and Hang Quat, had two kite flutes. Each
comprised three flutes. However these were very badly made and damaged in parts. The price quoted
was 250000 Dong. This was refused although later one flute set was bought and comprised the better
flutes from the two sets; these are described and pictured later in Appendix C.

3 formerly at 32, Nguyen Thai Hoc, Hanoi

3 Email: nguyenbindinh_nvhn@yahoo.com

Tel: (84-4) 3787 5733

3 We were somewhat surprised at this as the Institute displays daily opening times and the guide books mentioned daily
performances and exhibitions and the opportunity to see instruments being made. It seems that the guide books refer to an earlier
location of the Institute at the north wall of the Temple of Literature.

We went to the Temple of Literature, located close to the Maison des Arts, where excellent musical performances of traditional
Vietnamese instruments are given daily. (Van Miéu, Han tw: 3CJi) in Hanoi: Entrance Qudc Tt Giam, -1, opening time daily
8-17.
http://en.wikipedia.org/wiki/Temple_of_Literature,_Hanoi
3 A very detailed account of the Japanese method of making mulberry paper is given in Tal Streeter “The Art of the Japanese
Kite”, Weatherhill, 1972. The Chinese art of paper making was introduced into Japan by the Korean priest, Doncho, around the
year 610.

The process of making paper from mulberry can be found at:

www.druckstelle.info/de/papier
http://lwww.vietnewsonline.vn/News/Lifestyle/Life/6916/Traditional-paper-making-craft-on-the-ropes.htm
http://visithanoi.blogspot.com/2010/07/hang-giay-street-corner-of-thang-long.html
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B9 History Museum

We visited the imposing History Museum at 1 Pho Trang Tien on Saturday 23" April. The only kite to be
seen was painted on another version of the scroll painting seen at the Vietnam Fine Arts Museum.
Other kite related artefacts included an inlaid panel depicting a traditional procession. The procession
included bearers carrying a dragon that was playing with the “pearl of wisdom” and also a fish. These
images reminded us of medieval European pennon proto-kites. The dragon is a classical mythological
character of East Asian origin and is one of the gods that bring clouds, fruitful rains and good luck. We
saw many dragon images in Vietnam and they appeared both on the old gateway building at Ba Duwong
Noéi as well as roof guardians on the village temple.

Figure 34 Dragons protect the entrance gateway as well as the temple roof at Ba Dwong Noi. They
appear at the History Museum and in traditional imagery. The dragon on the wall at Ba Duong Noi
represents a desire for freedom and independence
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Figure 35 Dragons appear on the tombstone in the kite paddy
field at Ba Dwong N§i



Figure 36 Uli scheming under the banyan tree atthe  Figure 37 The only kite shop in Hanoi. Cheap
Museum of Ethnology kites are a threat to the traditional culture

Figure 39 A rare example of a Viethamese
book that is written on palm leaf slivers and held
together by a cord. It is not surprising that little

written documentation could be found.

Seen at the Museum of Ethnology

Figure 38 Paul relaxing at the Museum of History
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Figure 40 Detail of the print bought at the Museum of
Art. These kites appear to be inspired by the Dieu Sao
but are clearly not the kites as flown today. However
the kites are associated with a temple and are being
flown by children (not shown in the detail)

86 Figure 41 Another Viethamese kite print, this time showing
a stylised kite being flown from the back of a water buffalo



Appendix C. Flutes

C1 Tools for flute making

We did not see any drawings for the kite flutes, so it appears that they are mostly made by eye and
experience. Uli saw some templates that would be used to ensure repeatability.

The tools used for flute making appeared to be the standard Vietnamese woodworking tools that can be
bought at the tool markets in Hanoi. These are primarily simple wooden handled steel chisels and
knives that require dressing and sharpening prior to use. The flat chisels come in various widths and the
gouge chisels have various diameters. The chisels are struck using a heavy wooden club.

A tension saw was used to cut the flute cap blank from the stock. Some of the initial rough shaping was
done using a wide blade hatchet style knife. The rough cutting and gouging was primarily done by the
chisels and the fine work of cutting the slot of the flute cap used a sharp knife. A knife, chisel and
scraper are used for finishing; we did not see any sandpaper but it is sometimes used. Finally the
completed flutes may be given a water-protecting finish, using paint or, sometimes, a clear varnish.

One important tool was the hollow in the stone yard in Village 1. This was used to locate the flute cap so
that it could be held by the feet during the shaping process (see photo sequences).

Cc2 Flute materials

The material used in the Friendship Flute is bamboo for the flute body and magnolia or jackfruit wood for
the flute caps*®. Some sort of light wood (for example Sibo Mahogany or Jackfruit wood) is used for the
diaphragms that separate the individual flute sections. Bamboo pegs of 1mm diameter are used to
locate the flute base diaphragms.

Mr Ngbé Van Béi in Song Van village (Village 1) uses May or Manh téng (dendrocalamus giganteus)
bamboo for the flute body; 6 cm to 15 cm diameter with an original wall thickness of up to 2cm (on 15cm
bamboo). The bamboo is sourced from Lang Son Province in the North of Vietnam and is usually at
least 3 years old before it is cut down. It is finally pre-processed by leaching in water for several weeks
to make it less susceptible to insect damage, after
which it is then dried. The dried bamboo stalk is
carefully inspected to ensure there are no bamboo
insects, moulds or cracks before the flute is made.

We were told that a “bitumen” paste®® is used to
attach the flute caps to the flute body. This is made
with bitumen mixed with fillers such as sawdust. The
black paste is made soft by heating. A cigarette
lighter flame is often used to provide the final sealing.
Natural bitumen can be found in northern Vietnam;
however a later discussion with Ron Spaulding and
local Thai members of the Thai Kite Herltage Group
suggested that sticky bee proplolls might also be
used. Figure 42 Bee propolis in its original state
©Max Westby www.mieldesully.fr

38 Magnolia Manglietia dandyi; Viethamese name: Vang tam. Jackfruit wood; Vietnamese name: Mit,

° Bitumen (Nhwa dwong = asphalt) naturally emerges from the ground in many regions of the world, including northern Vietnam.
Perhaps the most famous example being the Pitch Lake in Trinidad http://en.wikipedia.org/wiki/Pitch_Lake

Propolis was referred to by Ron Spaulding as “bee-shit” and comprises the resinous excretion from the bee, together with nest

material. In Thailand the bees nest in rubber trees and propolis is often found forming an entrance perch at the nest entrance. Itis
collected and used for making the Thai/Cambodian “ek” kite hummer attachment weights.
Propolis or bee glue is created by bees from resins, balsams and tree saps. Those species of honey bees which nest in tree
cavities use propolis to seal cracks in the hive. Bees produce sticky excretions and use it mainly for fixing down anything that
moves, sealing up cracks but also to reduce nest entrances against predator attack. If it comes from solitary bees then it probably
is the tree resin (rubber) with added enzymes/ fungicides etc secreted by the bees ; see
http://mww.mieldesully.fr/en/Propolis_description.html



C3 Types of Flutes

At first sight the Viethamese kite flutes appear generically similar, however it quickly becomes clear that
there are a great many varieties and it is probable that each village has its own variant. Each flute maker
will have his distinct “signature”.

There are differences in the relationship between the flute length to flute diameter, the shape of the flute
cap, the form of the sound-hole, and the relationship between the sound-hole length to its depth as well
as the shape of the central components that separate the individual flute chambers and provide the
attachment fitting to the flute mounting stick. Indeed the flutes of Mr Ngé Van B&i simply used the
natural bamboo node. All of these factors are taken into consideration by individual flute makers in order
to adapt their flutes to the expected wind speed as well as the desired sound quality when in flight.

Flutes are almost always made as a single unit comprising a pair of individual flutes tuned such that
there is a distinctive beat. In order to simplify matters, the most common flute types are:

Type 1 Single flutes

The Type 1 single flutes, comprising two flute chambers in one unit, tend to be quite large. These are
flown with as a single flute unit (i.e. a “tuned” pair) mounted on the kite. We saw these flutes being flown
at Song Van (Village 1) where they were flown on Type 2a kites. The Song Véan flutes made by Mr Ngb
Van Boi were matt finished in red, yellow or blue. According to Mr Quan Hang Cao these kites in the Bac
Giang district are generally fitted with one or two large flutes. When two flutes are employed, this is
called “mother calling son (me goi con trai)". We saw a flute cap being made; this is described later.

Figure 43 Uli with Mr Ngé Van Béi and his flutes
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Type 2 Multiple flutes

We considered Type 2 flutes to comprise flute assemblies of three or four flute units mounted together
on a single kite. The larger flute is always mounted closest to the kite with the remaining flutes becoming
progressively smaller. We saw these assemblies at An Binh (Village 2), at Ba Duwong Noi and at the
Maison des Arts. These were also flown at the Ba Rla - Viing Tau International Kite Festival.

The biggest flute has the bass pitch. The middle size flute is usually tuned to a fifth tone higher and the
smallest one is called the whistle "cdi" and is tuned at one octave above the bass flute. Rich people
have their flutes lacquered in red or gold. Poorer people may use unpainted flutes. In this case they are
called "sao méc"; roughly made. The flutes bought by Paul in the Old Quarter of Hanoi are sao moc*,

Mr Quan Hang Cao showed us a photograph of an experimental kite where a double bank of Type 2
flute assemblies had been mounted on a kite. This was at Viing Tau®.

Type 3 Special flutes

Mr Quan Hang Cao’s experimental flutes. Mr Quan Hang Cao showed us a group of eight individual
flutes while we at Mr Nguyén Hiru Kiém’s house in B4 Dwong Noi. These were tuned in half tone steps
according to the western octave. He was proposing to experiment with these with the aim of creating a
flute medley with some kind of mechanical triggering driven by the natural relative wind at the kite.

Figure 44 Mr Cao's experimental flutes

4 These names need to be confirmed. They come from an article written by the late Philippe Cottenceau who wrote his notes
regarding an article by Ngé Quy Son after his visit to Mr. Nguyen Van Be in Hue some years before his death. There is an article
on the Internet that refers to this (in Vietnamese).

42 This reminded us that, in 2002, at the Dieppe International Kite Festival in France there were Viethamese flute kites that had
multiple wings and multiple banks of flutes below the wings. These kites were made by Mr. Nguyen Van Be (76) from Hue,
Vietnam. However we are not sure whether these were experimental kites. 89
See the article from the Drachen Foundation Journal Fall 2003,
http://www.drachen.org/journals/al2/Mr-Be-viethnamese-master.pdf



Friendship Flute. Mr Nguyén Hiru Kiém presented Uli with a special single flute that he had made. This
is a “one off” flute comprising four sound tubes with two pairs of matched flutes and two different types
of sound-holes. The outer flutes are traditionally Vietnamese and the other, inner set, employ the
principle used in Kalimantan in Indonesia. It was named the “Friendship” flute “tinh ban céy sao”.

The material used in the Friendship Flute is bamboo for the flute body and magnolia wood for the flute
caps. (Manglietia dandyi; Viethamese name: Vang tam). Some sort of light wood (for example Sibo
Mahogany, Jackfruit) is used for the diaphragms separating individual flute sections and bamboo is
used for the 1mm diameter bamboo pegs that locate the diaphragms.

The flute consists of three general parts, two outer sections containing the flutes tubes and the central
section/ intersection serving firstly for attaching the flute to the attachment stick that carries the flute on
the kite and, secondly, to separate the two outer flute sections. This feature prevents possible acoustic
interference which otherwise could dampen the flute's sound and the desired beat effect.

Figure 45 The Friendship Flute

The flute outer sections comprise inner and outer sub-flutes. The outer sub-flutes are similar, but tuned
separately to produce the beat sound. The inner sub-flutes are also similar and again tuned separately.

The whole flute unit has a weight of 63g and an overall length of 315mm. The flute cap is mushroom
shaped with a maximum diameter of 61mm; maximum height is 12mm (from max diameter section to
top). There is another 3mm from the maximum diameter section to the flute cap base; the flute body
bamboo tube is 41mm in diameter. In the centre there is an intersection with a length of 32mm with two
small 7.5x7.5mm and 8x8mm opposite square holes, reinforced by using a thicker wall than the flute
wall, designed to accept the square section tapered attachment stick. There are two lightening holes on
each side of the square holes that act to lighten the structure and give visual access to the inner part of
the central section. These holes each cover about one fourth of the bamboo tube’s diameter. and are



rectangular measuring 11x22mm with a half circle cut-out of 5mm at the narrow ends of the rectangle.

The central section is bounded by two rims that extend to the full bamboo diameter/ wall thickness and
serve as strengthening as well as decoration.

The inner and outer flute sections are separated by a thin 2mm thick diaphragm which is pegged in
place similarly to the diaphragm at the centre section. Two bamboo pegs are used in each case. In this
flute the inner and outer peg holes are nearly in-line. We note that the inner peg is stress relieved by the
rim, so any split caused by the outer peg swelling is unlikely to be made worse at the inner end.

The internal shape of the outer flute end forms a smooth curve to the leeward flute lip.

There is a large overhang of 10mm between the flute tube and the flute cap. This is primarily to locate
the fixing bridles, but probably also manages any wind interference between the flute tube and the
sound-hole. It may also be done to make manufacture easier, to maintain a minimum distance between
the several flute units, to protect the sound-hole from damage and for aesthetic reasons.

The inner flute sound-holes are integral with the original bamboo tube with the outer surface being the
original bamboo skin. The actual holes are rectangles with half rounds at each end. The sound-hole
face is also rectangular 23x4.5mm and 25x4.5mm leaving a flat between the edge of the face and the
sound-hole lips. There is a flat taper from the face to the flute tube. The end face is cut normal (90
degrees) to the flute tube. Aerodynamically the inner rim acts as a “fence” to direct the air over the
sound-hole; the outer sharp section might trip a flow separation/vortex that reduces any cross flow. The
sharp angle between the ramp and the flat face may limit the angular range possible to produce a clear
flute sound. Typically the outer flutes would be expected to have an angular range of + 45 degrees.

The interior structure of the inner flute sound-holes is different from the more conventional outer flutes.
The windward lip is cut sharply at 60 degrees to the front face and is the full depth of the bamboo wall.
The leeward lip is cut similarly; the sound-hole slot has parallel walls. The inner flutes would be
expected to have an angular range of + 15 degrees.

The outer flute tube exterior dimensions of each are 4mm wide and 88mm long including the
bottom-plate. The flute wall thickness is about 1mm. The inner flute exterior dimensions are 40mm wide
and 41mm long including the bottom-plate with the same wall thickness.

The outer flutes are tuned to a frequency of 565Hz (C#5) and 557Hz and the inner flutes are tuned
approx. one fourth higher to 782Hz and 800Hz (G). The corresponding flute pairs are made so that
there is a beat frequency of about 12Hz to 20Hz between the corresponding pairs of flutes. While this
flute has not yet been flown, it is expected to produce two separate tones and accompanying amplitude
modulation (beat). This is designed to give a pleasant chord but does not amplify the sound (see C6
where sound amplification is discussed). The operating wind speed is not yet known; however hand
testing shows that the flutes all operate together™.

4 As a further observation, Uli notes that, while the construction method is difficult, the flutes work well. When designing the
flutes, there is often a problem that occurs when single flutes stop sounding above a certain wind speed. Low pitched flutes are
most susceptible. The flute makers have discovered an “art” which some consider a secret where the flute tube geometry (the
relationship of the flute-body length to its diameter) avoids this. The bigger the relationship, the lower the sound and the less wind
speed is required. There is also a relationship between the tube body geometry and the geometry of the flute mouth (this time the
relationship is between the width and depth of the mouth). A wide, but narrow, mouth enables an exact tone but this is susceptible
to being "overblown". A deeper sound-hole for a given width means that it is not overblown so easily, but the sound frequency
increases with increasing wind speed. In the case of the “Friendship Flute” this problem has been solved very well and was
remarked on by Mr. Cao when he told us that he knows of a flute maker knowing the "formula" for such measurements.



C4 Flute making

Type 1 Flute Making by Mr Ngé Van Boi at Song Van (Village 1)
Parts — Flute tube/body, Flute cap*, Flute attachment

Flute Body

The flute body making process was not observed, but was discussed with Mr Ng6é Van Bo6i. He uses
May bamboo (dendrocalamus giganteus) that is between 6 cm to 15 cm diameter with an original wall
thickness of up to 2cm (on 15cm bamboo). The bamboo is sourced from Lang Son Province in the north
of Vietnam and is usually at least 3 to 5 years old before it is cut down. When ready for making, the
green state bamboo stalk is inspected to make sure there are no bamboo insects, moulds or cracks.
The bamboo tube is two internodes long and leaves one diaphragm intact in the centre. The outer
nodes are cut off. The outer surface of the bamboo is roughly shaved by a knife and then scraped with
a knife or scraper down to a final wall thickness of 2 - 3 mm depending on the size of the tube. This initial
shaping allows the bamboo to dry, and then be stored without it developing any damaging cracks. The
flute diameter to tube length ratio is approximately 2.5 for the smaller flutes and 3 for large flutes.

The flute tube making process is:

Step 1. The bamboo is initially in its green state when the tube interior is cleaned of debris and the
inside paper-like membrane is removed

Step 2. Cut off outer nodes

Step 3. Mark out position of the attachment block (at the central node)

Step 4. Use chisel to pre-cut attachment block

Step 5. Start shave process; each side separately towards the node.

Step 6. Remove node material to reveal attachment block.

Step 7. Node material is cut away (to reduce weight); the inner base of the flute is a little thicker than
the end wall (for better structural integrity)

Step 8. Fine finish of outer tube and shape attachment block

Step 9. Make attachment block hole using a hot iron spike (probably a nail) close to the base of the
node

Step 10. Flute cap attachment lip is formed by shaving the outer skin of the prepared tube.

Flute tubes are stored for several months, probably 6 months, to dry out until ready for assembly.

Because the flute tube is thin walled, it is flexible enough to be moulded to a circular cross section when
it is fitted to the flute cap45. Generally the inside of the flute is not lacquered.

Mr Ng6 Van Béi also demonstrated how a flute cap is made. He later presented to Uli, together with an
unfinished flute tube. The cap has an outer diameter of 200mm; rim width is 12mm; internal diameter at
the basis of rim: 110-2x12=90mm. Mushroom maximum height of 20mm from the maximum diameter.
The cap weight is 156g. The flute overall length (with flute caps) is 635mm; tube length (without caps)
570mm. The outer tube diameter is 90mm with a wall thickness of 1mm. The natural bamboo
diaphragm was left intact. The flute frequency was measured later and found to be 220Hz.

a4 The term “flute cap” has been used consistently in our paper. We could equally have described it as the “flute head”. The term
“cap” refers to the flute tube end cover and also evokes the similar looking cyclist's cap. However the term “head” could be argued
since this represents the end of the flute and contains the flute’s mouthpiece. We do not yet have the Viethamese name.

Note by Uli: When making a flute in Europe, the pre-scraped rough flute body must be dried SLOWLY because the European
winter climate is drier than Vietham. He also notes problems with kite flutes when travelling by air. Airliner passenger cabins tend
to have very low humidity and the bamboo tubes should be protected by wrapped in plastic sheeting. This will prevent rapid drying
as they will otherwise develop severe cracks and distort badly; Paul notes that his flutes which were wrapped in a plastic bag and
surrounded by clothing and a damp towel were not damaged when carried in hold baggage. Uli also notes: In my trials when | tried
to dry whole bamboo culms, the cracking occurred first at the nodes and then spread to the whole culm after some weeks. The
bamboos became useless for flute making. He says that when the bamboo is cut and scraped down to a wall thickness of 1-2mm
while still in the green state, the possibility of cracking is less likely during drying-out process and this procedure should be a safe
procedure even in the dry climate of Germany!



Flute Cap

Mr Ngé Van Béi demonstrated how he made the flute cap. The initial making process was observed and
photographs and video were captured. Some of the photographs are reproduced at the end of this
section. An important “tool” used in this process was a shallow depression or “pit” chipped into the
surface of the courtyard. Mr Ngé Van Bdi was very skilled in holding the flute cap in this restraining pit
with his bare feet while using a wooden mallet and a wood chisel to fashion the cap. The flute caps are
made from fairly soft light, white/brown short grain wood*® and Mr Ngé Van Boi used a straight split
branch/stem that had been split in half and which had no large knots. The diameter of branch was at
least 3 cm greater than the tube diameter. The flute cap block was sawn from the block of wood using a
tension saw.

Step 1. Rough cutting of the top/outer surface to reduce the block and to give general shaping to the
cap.

Step 2. Put cap into the pit and hold it steady for marking out the inside. The grain crosses the
sound-hole at 90 degrees to minimise splitting/maximise strength.

Step 3. Using the flute tube, mark out the attachment outline. Mark out the overblown lip on inner
side of flute cap. The line is curved and is placed at about one third diameter. It is “windward”
curved back by 8% of the width.

Step 4. Rough interior chopping of the windward lip using straight chisel. Check photos for type of
chisel used to hollow out the cap. Note placing a tangent across the slot, the windward lip
drops at 90 degrees

Step 5. Inside/outside carving/chiselling to refine the cap shape. The most delicate part was to
maintain the exact shape of the windward lip.

Step 6. Use sharp knives to pre cut the windward slot but the blade does not cut through to the outer
cover.

Step 7. Further smooth shaping until the slot cut is exposed

Step 8. Cut the slot with a pointed tip knife. Using a special sharp knife where only the tip of the knife
was sharpened).

Step 9. Using curved chisel to trim back the inside lip of the flute cap to take flute tube (2nd step)
Final assembly needs further cutting. Chiselling is straight into the cap.

Step 10. Further hollowing out of the interior using curved chisel

Step 11. Outer rim exterior cutback done using chopping knife ensuring sharp lip to the cap.

Step 12. Interior top of windward lip is convex and cross section is slightly convex-concave lenticular.

Step 13. Fine finishing of the sound-hole. Outer cap is fine finished with knife (then sandpaper?).
Further work is done on the inside before cutting the leeward side of the slot with a large
diameter curved chisel where the cuts are directed towards the mouth lip.

We did not observe the final shaping of the flute cap. The remaining stages are to further cut away the
inside to make the leeward skin thin, sharp and yet stable; this can only be done with a curved chisel.
We did not see any sandpaper being used. We thought that small flute caps may be sanded and we
believe that the inside of the flute cap is sometimes hardened by applying lacquer/glue to the surface.

We observed that the small yellow flute cap skin is thicker in proportion than the large red flute cap. The
mouth slot geometry is a section of large diameter torroidal arc. Large red flute has “cat’s ear” end
shaping while the small yellow flute given to Paul has a “normal” slot.

Cap Fitting

The flute tube outer wall is chamfered into a shallow wedge shape, about 6mm. The interior of the flute
cap rim is cut back to an “interference” chamfered fit with the tube. The cap is fitted so that the slot is at
right angles to the attachment block (note that the block is at the leeward side of the flute). The glue
used is molten (hot) black “bitumen” paste — this allows the cap to be removed for fine tuning or for
repairs.

93

46 Probably Magnolia/Manglietia dandyi; Viethamese name: Vang tdm; Da hop dan-di.



Tuning

Flute tuning was not discussed with Mr Ng6 Van Bdi. It is assumed that the process used is as follows:
Sound can only be adjusted by shortening the length of the tube and, as a final fine tuning, by carefully
increasing the area of the sound-hole in length and/or width. However the sound-hole is the “heart” or at
least the “mouth” of the flute and modifying it can have severe side effects on its acoustic properties in
respect of pitch, "speaking”, clearness of sound and tone stability! Shortening the tube will increase the
pitch frequency. Increasing the sound-hole area has the same effect. By starting at the shortest tube
(the frequency can be checked by blowing across the tube), attach the flute cap temporarily (but airtight)
and make adjustments to the length until the desired frequency is obtained. The cap is then finally
sealed. This tube gives the highest frequency. The other part of the tube is then adjusted in length so
that the beat frequency is slightly above/below the frequency of the first tube and then the cap is
attached and sealed using the same technique.

The “cat’'s ears” on the larger flute by Mr Ngé Van Bi are assumed to provide a means of final
adjustment of the beat by increasing the area of the sound-hole without changing the main geometry of
the sound-hole.

The final step is to sand the surfaces smooth and apply a coloured lacquer (red, blue and yellow...as in
the religious flags:
Red = The blessings of behaviour - achievement, wisdom, virtue, fortune and dignity
Blue = Loving kindness, peace and universal compassion
= The Middle Path - avoiding extremes, emptiness)

The geometry of the yellow flute given by Mr Ngb Van Bdi to Paul is as follows:

Flute length overall 365mm
Tube length 315mm
Tube diameter 60mm
Cap depth 25mm
Cap diameter 75mm
Sound-hole width 50mm
Sound-hole depth 10mm

Figure 46 Mr Ngé Van Béi’s single yellow flute and the poor quality set of flutes found in Hanoi



Figure 47 Flute making with Mr Ng6 Van Boi; note the “bitumen” pot in photo centre left
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Figure 49 Flute cap making (2)




Fiaure 50 Details of the “Cat’s Ear” flute aiven to Uli bv Mr Naé Van Boéi



Type 2 Flute Making
We did not observe any Type 2 flutes being made.

Multiple flutes were discussed at An Binh village (Village 2) and it was noted that these flutes were
relatively small, i.e. up to about 30cm long in groups of 3 and that the flute diameter to tube length ratio
was about 4. Flute assemblies are created by mounting the flutes to a support stick. The flutes are
connected together by cords to secure them and also to prevent twisting.

The group of three “sdo moc” Type 2 flutes bought by Paul in the Music Street in the Old Quarter of
Hanoi were measured as follows:

Tube length mm | Tube Diameter mm | Cap Diameter mm | Cap depth mm
Large Flute 230 40 60 13
Middle Flute 175 30 48 10
Small Flute 125 26 40 10

These bamboo flutes are simply made and the caps are roughly cut internally. The cap is attached to
the body using a black “bitumen” paste®’ that can be softened by heat. The middle flute cap is not fixed
in place and exposes the tube which has a wall thickness of 2mm. The flute tubes are made without
nodes so they will be divided by a pair of diaphragms. The large flute diaphragms are about 7mm apart.
The individual tube depth is about 80mm which agrees with that for the large flute when the diaphragm
thickness is taken into account. The flute exteriors have not been treated. The bamboo attachment stick
has a shoulder to seat the large flute and is split so that thin bamboo inserts wedge the remaining flutes
in place. This stick is 320x8x5mm with the shoulder located at 170mm from the base.

C5 Mounting flutes on the kite

The flutes are mounted on a mounting stick that fits
into a central slot in the flute. This stick generally
has a “shoulder” to locate the lower, largest flute.
The stick may be split above this shoulder so that
small wedges can be inserted to fix the smaller
flutes as they are added to the assembly. The flute
array is aligned so that the flutes are close to, but
not touching one another. The mounting stick
shoulder is at least half the stick length from its
base and is placed so that the top flute is slightly
behind the leading edge of the kite wing when
viewed from above. The base of the stick is
tapered so that it fits into a mounting hole on the
kite spine. The locating hole is about one third of
the distance from the wing leading edge. A number
of lines are used to brace the flute array on the kite.
One line runs from the top of the mounting stick to
the rear of the kite spine. This is tensioned by

another line that runs from the top of the stick to the

wing leading edge/spine junction. Additional lines Figure 51 Kite Flutes

run from the lower flute cap end to locations

outboard on the wing leading edge and also to the rear spine. These lines prevent the flutes from
twisting in flight. Lines may also tension the top flute cap ends to the central wing/spine junction. Then
there are lines that link the flutes together to keep them aligned with one another.

A similar, but slightly different system is used to locate single flute (Type 1) assemblies. The important
issues here are securing the flute in the fore/aft direction in order to prevent the flute from swaying and
to prevent it from twisting in flight. This is because these movements could adversely affect both the
equilibrium of the kite and, importantly, the sound of the flute. 99

4 Uli subsequently found that the black paste was more stable when mixed with a little beeswax. Otherwise the paste behaves
like a high viscosity fluid and cannot be relied upon to retain the flute caps.




Figure 52 Each kite flyer has his own method of mounting the flutes
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Figure 53 Five flute assembly. Tuningis C, G, C, E, A
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C6 Further considerations regarding kite flutes

We learnt that the number of flute units in an assembly could range from a single flute to several flutes.
We saw assemblies of 1, 2, 3 and 4, but later found that these could increase to 5, 7 and 13. We
understand that the assembly of 13 represents a record in Vietham and, because the assembly
weighed more than 5 kg it required a kite of greater than 7 metres wingspan. With the exception of the
units of 2 and 4, we understand that they are mounted in odd numbers and it is probable that units of 9
and 11 also exist. In Asia, even numbers are not considered auspicious; e.g. 2 represents chaos, 4 is
death and stagnation while three represents spirituality and five is harmony etc.

The choice of selecting two individual flutes tuned to the same frequency and loudness in order to boost
the sound is not a good one because the maximum perceived effect is only 3 Phon (loudness level),i.e
not a significant change. This is the reason why kites were never normally seen with two identical flutes.

In order to make the flute sounds more
audible, each flute unit is tuned to emit a ‘
slightly dissimilar tone which results in a VVVVVVVVVVIVV VYV VYVVV VY VVVVV VY
distinctive amplitude modulated beat. The CARAAARAAANANARAARAR] AAARARARARAAAAR
lowest frequency flute provides the |/} I\ ‘

reference tone (one chamber at reference, 1T ,_‘. ‘ : 2 VB
and the other slightly higher at a frequency VA T Aaf AR
selected by the maker, typically 1 to 16Hz). ™| || /|[| /[ ‘

The perceived loudness of the base flute is UL YUY STy
increased by adding flutes tuned to the base o :
flute overtones. The base sound will be - o3

amplified by adding a flute tuned at an

overtone of one fifth higher and another atan  Figure 54 Illustration of how two dissimilar frequencies

octave higher. This is why most flute combine to form an amplitude modulated "beat"
assemblies consist of three flutes. Another

combination is the base, base plus one octave, base plus one third above the octave. Adding additional
pairs of flutes adds “colour” to the basic sound. In the case of a five flute assembly we have the base
flute, a flute tuned at one fifth higher, one tuned at one octave higher than the base. The fourth flute
providing “colour” is one octave plus one third (big third) above the base flute. The fifth flute is one big
sixth above the base. The “colour” of a five flute assembly is considered more pleasing, and auspicious,
than a four flute assembly. One example five flute assembly is tuned as follows: Base C, G, C octave
higher than base, E and A. It is remarked, however, that individual flute makers make their base flutes
with other notes depending on their individual taste and the availability of the bamboo.

The frequency of the flute is determined primarily by the chamber length, but is also influenced by the
area of the sound-hole. The loudness is a function of the flute diameter and also the area of the
sound-hole; the sound-hole is usually the same width as the chamber tube, although some flute heads
have slightly wider mouths to increase loudness. To order to make an individual flute dominant in the
assembly, it has to be made with an increased diameter and, consequently, can have a wider
sound-hole.

The sound-hole aspect ratio (the ratio of width to the depth) determines the clarity of the tone. A high
ratio gives a clearer tone, but with reduced range of windspeeds and vice versa. All the sound-holes in
a flute assembly should have the same sound-hole aspect ratio otherwise some flutes will stop
sounding. The ratio of chamber length to diameter also determines the useable “wind window”. High
aspect ratio flutes (long and narrow) are suited to low winds, while fat flutes work better in high winds.
The wind speed also affects the frequency with frequency increasing with higher winds. In some cases,
an individual flute becomes “overblown”, and the frequency jumps by one octave causing a dissonant
sound. We have never seen an individual flute with dissimilar aspect ratio cambers.

It is clear that the physics of the Aeolian properties of these flutes is extremely complex. This tests the
skill of the flute maker who has to incorporate all these factors into a lightweight flute assembly capable
of producing the loudest and most pleasing sounds in the range of expected ambient wind speeds. It is
common for one district to have different local winds from another. The skills and “secrets” of the
Vietnamese flute makers tend to be held within a closed community, not dissimilar to that of the
European church organ builders who are confronted with similar problems.



Appendix D. Kites
D1 General

Our initial understanding was that there were two distinct types of traditional kites to be found in Vietnam.
These were the flute kites, predominantly made by the village farming communities, and then there
were kites similar to those from China. The Chinese style kites are sometimes referred to as the kites
from Hue and have old links to the rulers and higher classes. While our main interest is in the flute kites,
we have expanded our interest a little to include all of the kites made by the village communities,
although by doing so we accept that some of these are not necessarily flown with flutes. We have not
actively pursued the Chinese influenced Hue kites but, subsequent to our visit, it occurs to us that a
useful comparison could be made between these kites and their Chinese forebears.

La Nature 1888 Py

“Les Cerfs Volants™

from Lecornu “Les Cerfs Volants”

Figure 55 Early illustrations of "Annamite" musical kites from the region of Tonkin

lllustrations of Vietnamese kites are difficult to find and may often be inaccurate. There are no books
that deal with them and very few articles other than the old articles in La Nature which were largely
repeated in Lecornu’s “Les Cerfs Volants”. The modern Western literature, where it exists, is generally a
repeat of these century-old articles. Some of the more modern histories, particularly in the case of Hart
and Pelham®, contain notable errors. In respect of the Vietnamese literature the situation is a little
different. Old books have disappeared completely and only two good modern references could be found.
One of these is the catalogue and DVD for the exhibition “Art Contemporarain et cerfs-volants
traditionels du Vietnam” and the other is an anonymous Internet .pdf article “Viethamese People’s Kite
Game”®. The latter is most likely a reprint of the article “Customs of Vietnam” written in 1943 by Ng6
Quy Son and is probably the most informative paper, illustrated with simple line drawings, that
describes the diversity of Vietnamese kites.

It seemed remarkable to us that these excellent high flying and generally stable kites, along with other
similar tailless kites that can be found in Asia, have been developed over the centuries by peasant
farmers with no formal education. They feature what we refer to as a modern cambered wing profile as
well as stabilising dihedral®®. These features, together with the well-defined wing covering, results in
very limited movement of the centre of pressure. Thus equilibrium®" is maintained in flight. This is all the
more remarkable because of the relatively high aspect ratio® of the wings.

8 Clive Hart. “Kites an Historical Survey”. 1967. London. pp 30, fig 4, where the illustration of the flute kite is incorrectly referred
to as a “Chinese kite with hummer attached”. Pelham “Kites” 1976, London. pp.10, 11 has two illustrations and also makes the
same error. These are two generally well respected kite references that, in this case, have been badly researched.
49 The article carries the note “According to Ngé Quy Son — Customs of Vietnam — “Indochina” magazine issue No. 142 dated
May 20, 1943 — Page 13 to 36" Mr Ngbé Quy Son published in the Indochina Institute for the Studies of Man.
Both qualities are as old as the birds but were essentially unrecognised by Western kite and aeronautical experts until the

1890s.
51 The flute kites may sway, and sometimes circle, but that is a deliberate feature that results in a varying flute sound. The motion
is stable in the dynamic sense because the kite remains flying and does not crash. We saw several poorly made, or poorly bridled
kites that were unstable and failed to achieve a steady equilibrium and which invariably crashed.

2 Aspect Ratio is the ratio of the wing span to the wing chord. For non-rectangular wings it is easier to express this as b%/S where
b=wingspan and S=wing area. It is generally found that the higher aspect ratio kites fly higher, but they are more prone to lateral
instabilities. The flying angle is directly related to the ratio of lift:drag (L/D); it was called lift:drift by the aeronautical pioneers. The



D2 Tools for kite making

The main tool used is the bamboo knife. These come in many sizes. The main splitting tool is a long
broad bladed knife. Finer bamboo cutting, trimming and scraping may be also be done with this knife
although smaller ones are also used. All of these knives are locally made and could easily be found in
the tools district of Hang Ma in the Old Quarter of Hanoi.

Figure 56 Vietnamese bamboo knives. The large knife is the principal kite bamboo knife

It appears that some kite makers use paper or cardboard patterns as these were seen by Uli at Mr
Nguyén Gia Bd’'s house in Ba Duwong N6i. We were told that kite making knowledge is traditionally
passed down to the younger generations through making demonstrations and experience.

D2 Types of Kites

On the 22™ April, just before we left Hanoi, we had a long discussion with Mr Quan Hang Cao. By then
we had seen a number of different Vietnamese Flute kites and asked for clarification. Mr Quan Hang
Cao said that while all Vietnamese kites were based on the typical leaf shape, there were three main
groups of Viethnamese Flute kites:

Group 1
These are the basic leaf kites.
Type 1.1 The lemon leaf kite.

This is commonly made and is typical of the kites
at An Binh (Village 2) as well as at B4 Duwong Noi.
This is the traditional Vietnamese kite and is
suited to relatively low winds.

Two kites were seen at An Binh. These are
referred to as kite 1.1A, kite 1.1B and were made
by Mr Chung who is considered an expert kite
maker. Kites 1.1A and 1.1B were similar in
construction and comprised a single paper
covered wing. Kite 1.1A was complete and kite
1.1B was under construction. These kites were
smaller than the 2 metre kites of Ba Dwong Noi
and had a wingspan of about 1.5 metres. They
were made to be flown with a triple stack of flutes. Figure 57 Mr Chung with his "lemon" leaf kite
Mr Chung showed us how the assembly of three

Lift:Drag ratio is a measure of the flying efficiency for all sorts of flying machines. Kites typically have an L/D of 4 whereas a
modern airliner will flv at an L/D of 20 and hiah aspect ratio competition sailplanes achieve L/D values of up to 60.



flutes were fitted to Kite 1A.

The first step in making the kites is to make the kite spine. This is a stiff bamboo flat split stick with the
inner side facing the upper surface of the wing. The spine extended forward of the front spar by 10cm
and aft of the rear spar by about 25 cm. The extensions acted to protect the flute at the nose and to
provide a launching handle at the rear. The spine stick contains the slot to support the flute stick but this
hole is cut out when the kite is completed.

The front and rear spars are roughly square in
cross-section and are carefully tapered towards
the outer tips in order that the central section that
carries the flutes remains relatively stiff, while the
tips are rather more flexible. The flexibility of the
wing therefore depends on the size of the cross
section and the degree of tapering; we saw some
kites at B4 Duwong N6i where the spars were
clearly too weak and this resulted in excessive
bending, especially during the launch climb. The
spars are lashed at right angles to the spine, i.e.
parallel to one another. We saw that the spars are Figure 58 Mr Chung's "lemon" leaf kite frame
lashed at an angle to the spine such that the skin
side faces forwards and downwards. The front
and rear spars are then bound together at the tips
in the form a cross. The flexibility of the spars and
the resulting curvature results in an upwards
dihedral. The amount of dihedral bending
depends on the angle that the spar tips cross: the
higher the angle, the greater the dihedral. The
angle is generally between 60 and 90°. Mr Quan
Hang Cao told us that a more stable kite can be
made when the front spar is slightly shorter than
the rear spar. A line is strung from one tip, around
the spine and then to the other tip. This line
supports the wing skin and also acts to maintain
the dihedral tensioning.

The wings were covered in lateral and
longitudinal bracing strings to produce a loose
netting which supports the paper wing skin and
takes the wing loads. This netting minimises the
chance of the paper tearing, especially when the
kite crashes or is wet. The most common point
where the skin is likely to tear is along the rear
wing spar. The netting is most closely pitched
around the inner wing as this is required to take
the main lifting load and to remain stiff. The
outboard wings are designed to be flexible. Kite
1.1A had a X netting inboard while Kite 1.1B had
a rectangular netting.

Figure 59 Applying the skin

The final stage, other than bridling and mounting the flutes, is applying the paper covering. The covering
comprised two layers of paper, one on each side of the netting. The paper is a lightweight grey/brown
Mulberry paperss. The paper was prepared by coating it with a purple persimmon (kaki) fruit “juice”. The
persimmon fruit is rich in tannic acids that act as a colouring agent and make the paper stiff, tear
resistant, leatherlike and waterproof, and acts as a repellent to insects. The pectin acts as a gluing

%3 Mulberry (Broussonetia papyrifera) paper. This is made from the inner part of the bark of mulberry trees. The bark is steamed
away from the tree trunk. The brown outer part is removed and the remaining white inner part is washed in cold water and freed
from any residual brown bark pieces in order that the paper should be as white as possible. It is then boiled with potash to
separate the fibres and becomes a pulp. Then it is heated for specified (but not known) time. Finally the fibres are removed and
screened to become the paper sheet.



agent. Repairs to damaged kite skins can be made using this “juice” and paper patches. The juice is
made from small, inedible wild fruits, crushed whole, including the calyx and seeds. The juice has to
undergo some sort of fermentation process over a period of several months and is then “ripened” for
three months in order to get the desired properties before use. In Vietnam the process also involves iron
tools being put into the juice for some time and probably accounts for the black tannic acid staining of
the tools that we bought in Hanoi. When ready for use, the juice is diluted with water and painted on
paper or cloth where it also acts as an insect and moisture repellent™. It was not clear whether dipping
the tools in the juice was a tool finishing process to stop the tools from rusting or whether it is to improve
the performance and colour of the juice; or both.

The paper “juice” is the same as that used for making paper fans; these are also made in An Binh. The
juice was poured on a flat aluminium plate and the paper was pulled through the juice, thus being
semi-soaked, and afterwards carefully attached to the netting; one sheet of paper from upper side and
the other from below. The sheets of paper were first
carefully soaked in the juice by means of a brush. In
the case of Kite 1.1B the sheet was first attached at
the front spar and the spine. This is a time
consuming process as the paper can easily tear
when wet. We were shown how the upper and lower
skins were applied. The juice acts a natural dope as
it provides a gluing and a tautening action. It is also
used when repairs have to be made to the kite skins.
It is likely that several coats of “juice” are applied in
order to achieve the final finish.

In the case of Kite 1.1A the finished paper skin had
the appearance of thin animal skin; it was slightly
shiny and flexible. The kite group logo was made on
the front face using plastic stencil lettering.

Figure 60 Attaching the flute assembly

Kite 1.1A was equipped with a stack of three kite

flutes. The mounting stick attached to a slot in the kite spine. The attachment stick itself was rectangular
in section; running to the start of the flute stack. Then the stick was cut back, again to a rectangular
section which then tapered to the tip. The flute stack was slotted onto the attachment stick and string
loops ran from the large lower flute to the outboard bridle attachments on the front spar. Lines also run
from the aft spar to the top of the flute attachment stick and then down to the front central spine/spar
crossing.

> The fruit “juice” is made from a species of wild astringent persimmon (kaki) cay (=tree) Chi Thj or cdy héng" fruit (diospyros
kaki spp.).shizi (i in Chinese).

Wild Persimmons are considered the best for this purpose. Persimmon juice dye was used on a daily basis in former times. It was
frequently used on paper to make it water proof, insect proof, to strengthen it and to dye it. The juice was also used to treat fishing
nets as well as used for staining patterns on furniture and fabrics. The persimmon juice is also used in Japan and China for
treating paper used for fans and lanterns. Uli also notes that the Date-plum (Diospyros lotus) is native to southwest Asia and
southeast Europe. It was known to the ancient Greeks as "the fruit of the gods", or often referred to as "nature's candy" i.e. Dios
pyros (lit. "the wheat of Zeus"), hence the scientific name of the genus. Its English name probably derives from Persian
Khormaloo slw_a literally "Date-Plum”, referring to the taste of this fruit which is reminiscent of both plums and dates. This species
is one candidate for the lotus mentioned in the Odyssey: it was so delicious that those who ate it forgot about returning home and
wanted to stay and eat lotus with the lotus-eaters.[

About three kg of fruit gives 1kg of juice.

Processing can be seen in this example:
http://elephantbooty.blogspot.com/2009/09/juicing-persimmons-for-kakishibui.html
There is also a Vietnamese article on kaki article at:
http://vi.wikipedia.org/wiki/H%E1%BB%93ng_%28qu%E1%BA%A3%29

The following also discusses the black colour of the tools sourced in Vietnam:
http://en.wikipedia.org/wiki/lron_gall_ink
http://store.hiromipaper.com/kakishibupersimmonjuice.aspx

and

http://www.hiromipaper.com/newsletter/LoriGoodman.htm



Type 1.2 The mango leaf kite.

This is a higher aspect ratio version of the lemon leaf kite. The kite skin is tighter and it is more difficult
to make, but when made well it will fly in higher winds. The sound of the sao flute on this kite is
stronger when the winds are stronger. We did not see any kites of this sort; or if we did, the differences
between this and the common lemon leaf kite were not made clear. We did, however, see a mango
leaf wing on one of the type 2C kites at the Mason des Arts.

Group 2
These are kites with circular tails

Type 2a. This is typical of the kites from
Song Véan (Village 1). The wing spars
were conventionally made, although
seemingly lightweight. The spine was a
light square section split bamboo stick
that ran from the front wing spar (there
was no noticeable overhang) and
terminated about a wing chord aft of the
rear spar. The tail structure comprises
finely cut split bamboo longerons starting
at the nose of the kite and widening
laterally slightly at the rear spar, then
forming loops that join at the central stick;
The tail has a flexible split bamboo cross
spar that acts as a spreader rather than
resisting dihedral bending. The tails are
flexible and fold upwards in flight so
behave partly as fins and partly as
horizontal stabilisers. In the case of the
Song Van Type 2a kite, the kite was very
lightly made and meandered about the
sky. This meandering motion would
cause the sound of the flute to fluctuate.

Several Type 2a kites were seen at Song Figure 61 Song Van Type 2a kite

Van (Village 1) on Friday 15th April. One
was hanging in house inside doorway
while another was flown by Mr Ngb Van
Boi’'s son and yet another similar one was
seen flown by another household. They
were all Type 2a kites and all kites were ,
flown with a single flute. /

The kite was about 2 metres in wingspan

and comprised a large traditional lemon

leaf wing together with twin tails. The /
complete kite was very flexible with the
tails rising to act also as fins in flight. The /
structure was split bamboos; mostly light / =

weight and flexible. The wing covering /

was what seemed like lightweight sateen

of silver grey colour. The fabric was

translucent. This lightweight fabric was

supported by loose string netting on the Figure 62 Song Van Type 2a kite in flight
upper surface to take the wind loads and

to minimise the sail distortion. A string joined the wing-tip — central spine — wing-tip.

The tails were stretched over two bamboo outlining sticks that were lashed together where they joined



at the tail leading edge and were also tied to the spine. Another bamboo was used as a spreader.

The spine stick contains a hole at one third chord from the front spar which is used to locate the flute
support stick. The flute is fitted to this stick and is adjusted so that it locates above the one fifth chord
point. Supporting side bridles are attached to the outer ends of the flute and run to the outside front
flying bridle lines.

The flying bridle used was a three leg system where the front bridles were connected to a rear line that
was tied at the end of the spine stick. The flying bridle (I€o) is quite long and will act to assist lateral
stability. The bridling therefore comprises two pieces of cord. The front part of the bridle is a relatively
short cord attached to the front spar a little way on either side of the spine. In the case of the kite that we
saw, this was approximately in line with the caps of the large red flute. When attached, and the middle of
the line is pulled aft, the centre reaches to about the middle of the wing chord. A much longer cord is
attached to the centre of this leading bridle which is then tied to the rear wing spar/spine junction. The
length of this cord appears to be about two wingspans. The cord used is invariably larger diameter than
the flying line. The bridling can be adjusted by altering the lateral position of the forward bridling junction
and, of course, the flying tether point. The tether point is located about one third back from the wing
leading edge.

Figure 63 Type 2a kite in the paddy fields at Song Van village

/
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Figure 65 Type 2a kite; swaying and being pulled
up

Figure 64 Type 2a kite climbing



Type 2b. This kite is similar to the Group 2a kite but the longerons that form the tail structure are
further apart. These kites were seen at the Maison des Arts gallery.

Type 2c. This kite is similar to the Group 2b kite
except that there is a “skirt” between the tail
longerons. This type of kite was described in La
Nature and can be found in Lecornu’s “Les
Cerfs Volants” of 1902/10. Mr Quan Hang Cao
told us that this is called the “Prince Kite”, but it
is also known as the “Penis Kite” since the
shape of the kite looks like a man’s penis and a
woman’s vagina!! Another name is the “Testicle
Kite”. Kite of this type were seen at the Maison
des Arts gallery. Some of them had “lemon leaf”
style wings and one had a more parallel centre
section, i.e. a “mango leaf” type wing. We later
found that kites of this type are to be found at
the Kién Thuy district of Hai Phong where the
kites are flown with multiple flute assemblies
(see Figure 72).

Mango leaf

Lemon Leaf

Figure 66 Type 2c mango leaf kite at the
Maison des Arts

Wild Persimmon

Local bamboo industry on the Red River near Ba Duong Noi

Figure 67 Leaves, Bamboo and Wild Persimmon



Group 3 Winged creatures.

Type 3a. This kite is the “Fairy” or “Angel” kite that was seen in Ba Dwong N6i at Mr Nguyé&n Hiru Kiém'’s
house. The main wings are approximately figure of eight shaped. The body has a rounded head and a
delta shaped tail. The bamboo construction is quite complex as can be seen in the detail photograph
that shows the head/body.

Figure 68 Mr Nguyén Hiru Kiém'’s Fairy kite Figure 69 Detail of the Fairy kite

It was only after returning from Vietnam that the Fairy kite was identified in an illustration from an article
titled “Chinese Kites” in Scientific American for March 1888. It is clearly the right hand kite in the
illustration, which has its origins in an earlier article by Gaston Tissandier in La Nature. The description
is as follows “...gives us the aspect of a bird kite, the frame of which is represented in the right of the
figure. The thin paper attached to the wings moves under the direction of the wind and simulates the
flapping of the wings. This kite is sometimes three feet in length.” Mr Nguyén Hru Kiém'’s Fairy kite is
similar to the right hand kite, but does not have the birds head or the fluttering paper wing
embellishments that could be attached to the wing central ridge..

Figure 70 “Bird kite and frame used in making it”. Scientific American, March 24™ 1888



Type 3b. Thisis the “Bee” kite and is similar to the “Angel” kite except that it has additional rear wings
and that the tails are spread further apart. Internet Youtube videos exist that shows a Bee kite in flight.
This one had a single medium sized flute.

http://www.youtube.com/watch?v=xuqrYQoz9nY&NR=1 Thai Binh - Sao Dén (Phim tai liéu 4/4)
http://www.youtube.com/watch?v=bnjl2t73gaw Thai Binh - Sao Dén (Phim tai liéu 2/4)

These films were made by nguyenthanhtuan81.
Type 3c. This refers to another “Bee” kite but this time it has the usual figure eight wings, a rounded

head and an extended oblate rear body. This kite is typically made from bamboo and silk and is made in
Kinh M6n Province. We did not see any of these.

Figure 71 Bee and other unusual kites
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Figure 72 Flutes and flute kites from the Hai Phong area. Note that 3, 5, 7 and 9 flute assemblies are
made. Note also the high aspect ratio of the three flute assembly which indicates that this is a low wind
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flute. Credit www.HoangPhu.vn



Other kites:

There is a version of the Lemon kite where the central stick extends rearwards and carries a circular
section tail...the flat facing upwards towards the wing. This is a modified version of Group 2. This kite is
from Thai Binh Province.

Tissandier described a musical bird kiteinLa [+ [F 8 = =
Nature in 1890%°. The kite was based on the | ghraaes '

wading birds that frequent the paddy fields
and the kite is illustrated with a bamboo tube
flute, although in this case the flute is
described as having a single central mouth®®.
These single mouthed flutes are known to
have existed and, in some ways, are similar
to the inner flutes of the “Friendship Flute” by
Mr Nguyén H@ru Kiém. It is also interesting
that Mr D6 at Ba Dwong No6i had long-necked
bird kites with hanging legs in his house,
although these were not investigated further
to see if there were other similarities to the
kites from Tissandier. .

= Covtvbant & ruwgen 8y Tonking

Ng6 Quy Son, in his 1944 paper “Activités de  Figure 73 lllustration from “La  Figure 74 Mr Bg's
la société enfantine annamite du Tonkin” Nature” by Tissandier bird kites
makes reference to the following types of kites:

Kites with no tail

a) Dieu Vang —the traditional “simple” leaf kite equipped with three flutes. “It may be made up to 3
metres wingspan and 1 metre wide. Such a kite can be lifted and flown very high, only thanks to
the strength of very strong young men”.

b) Dieu Canh Coc — the moor hen’s wing kite. This is not dissimilar to the “fairy” kite seen at Mr
Nguyén Hiru Kiém’s house. It “is made of two series of bamboo rods that intersect at the middle.
The horizontal series has the shape of an 8. The vertical one consists of an oval at its superior
part, and a square at its base.”

c) Dieu Con Ca —the fish kite. This is a flat kite comprising two fish side by side and has a tail. It is
a “Chinese” kite referred to as a “kite in the shape of a plank”. “One glues paper on both fish and
ornaments them with drawings so as to give the toy the shape of two interlocked fish”.

g roughly translated as “..... Today, we will describe the kite, which is one of the preferred games of the young Viethamese and
which, while differing notably from ours by its form, still presents itself as a new attraction, that to be a musician. ....This one
appears as a flying bird with spread wings and hanging legs, such as a snipe or an egret, birds of the family of the waders which
abound on the rice plantations and which were certainly used as a model by the Viethamese when making their toy. The spread
wings of the bird offer the wind resistance necessary to maintain the kite in the air; the hanging legs, formed of paper bands cut
out and weighted at their end, are used to maintain the bird in a favourable position and fulfil the same goal as the tail of the kite
here. It is not only the original shape of this toy which makes the principal attraction, indeed, it is designed to recreate the same
sight and sound. A piece of bamboo is placed horizontally above the tilted head of the bird. This is closed at its two ends by its
natural nodes and [‘pecé”] pierced in the middle with an oval longitudinal hole. It is easily understood that this apparatus
constitutes a kind of flute and that it reproduces the low notes of this instrument when the air enters the hole and vibrates the air
locked up in the tube. It will be also understood that because of dimensions of the bamboo and the central hole, whose diameter
is 5 to 6 centimetres, the sound is stronger than that of an ordinary flute.

The Vietnamese really like this form of recreation. The enthusiasts seldom have enough wind during the day and are forced to
spend their nights squatting under the beautiful stars, holding the kite string in their hands, and singing one their monotonous
chants which the flying flute always accompanies by the same note.

One cannot have an idea of the surprise experienced by the Europeans who, on arrival in Tonkin, and, hearing this for the first
time and seeing nothing except the monotonous and continuous sound of this musical kite, especially if two or three of these are
flown away from the houses such that the noise mingles with the dreadful love songs from the frog-ox.

While nature has deprived to us of the frog-ox, it is only for us now to recreate the musical kite. Our young people may as well
replace Vietnamese bamboo by metal tubes. The sound will improve in clarity; moreover, they will be able to make other sounds
bg/ varying the tube dimensions, and, by selectively joining together different tubes, better sounds.”

5

N.N. Le Cerf-Volant A Musique Au Tonking,in: "La Nature", Fevrier 1890; pp.179-180



d) Dieu Con Buom — the butterfly kite. This is a soft wing kite similar to the Chinese butterfly kite.

e) Dieu Con Qua — the crow kite. This is a soft wing kite in the shape of a crow that may be similar
to the Chinese bird kites. The three leg bridling indicates that it is a steady flier rather than a
circling kite.

f) Dieu Chu Thap/Nhat — Character “Thap” kite. “This is the most simple kind of kite, flown by
children under ten years old. Its frame consists of two pieces of bamboo tied into a cross. The
vertical piece of bamboo is a little longer than the horizontal one”. Two kites are illustrated. One
is a simple rectangle with a three leg bridle while the other is a Malay/ Indian “fighting kite”. The
fighting kite is not such a simple kite to make or fly.

g) Dieu Cai Goi— The pillow kite. This is identical to the European box kite in its simplest form and
flown from a single bridle point at the front end of the leading box. It is flown in the villages of
Nam Dinh.

Riéu cdnh cée.
(cerf-volunl A ailes

de poule d'enu.

Diéu con buldm. Diéu con qua.
(cerf-volant Hi"on) 7 (cerfvolant corbeau.)

Cai vang, , Z
53 Dicu con rél Fliles
Cai vanh. ou ca:r ve (cerfvolunt seolopendre) .

£). &

Diéu cai

(cerfvolant oreiller)

Diéu mat giing.

(cerl-volant lune)
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Tailed kites

a) Dieu Canh Phan — the plank-bed kite. This is essentially the same kite as the Dieu Chu Thap
kite with paper tails.

b) Dieu Mat Trang — the Moon kite. This has a round outline formed by a bamboo circle. It has a
three leg bridle and is flown with a tail. It is not dissimilar to known Chinese kites although there
are similarities to some Polynesian fishing kites that can be made from a single leaf.

c) Dieu Con Rit — the Scolopendrium kite. “This kite is simply gigantic and one finds it flow nin
the vicinity of Nam Dinh, on the shore of the Vi Hoang river. Some people believe that it's a
Chinese invention, and it's so called because once lifted in the air it looks like a giant
scolopendrium. On a segment of bamboo of one metre long, one attaches five bamboo circles
of different dimensions. The biggest circle at the middle of the animal’'s nose. Two smaller
circles on both sides of the animal’s nose constitute the eyes of the scolopendrium. Two other
smallest circles, placed outside of the two eyes, are the ears of the scoplopendrium. Under the
nose, one attaches a bamboo arc to figure the scolopendrium’s superior lip, and under the eyes,
one fixes another bigger arc to represent it’s inferior lip. Behind the scolopendrium’s nose are a
series of other circles which the number varies between fifty to sixty of them, on a length that
reaches, at times, fifty metres. These circles have the same form with the nose, and are bound
together by three strings. To the last circle, one attaches two strips made of paper or light silk,
constituting the antennae of the animal’s tail. All rounded surfaces are recovered with thick
paper, coated with persimmon glue, or with raw silk. As a special feature, this type of kite
differs notably from all other types of kites described above, not only because it's much bigger
and much more complicated, but also because of its handling and making; finally, because of
its tail, as, in fact, once flown in the air, this tail, instead of descending, is flying high toward the
sky, much higher than its head”.

D3 Kite materials

Mr Ngb6 Quy Son tells us that Vietnamese flute kites are generally made from bamboo and paper. They
are homemade by the kiteflyers and are not the subject of trade. He says that “the bamboo for the kite
frame is pre-split and stored in the shadow to become dry”. Before use, the bamboo is often submerged
with heavy stones in flowing water for 10-20 days in order to leach out sugar and starch, which is a
favourite food for the bamboo damaging insects.

The wing framework and central spine is split bamboo. The flexible tail structure of the Group 2 kites is
also bamboo. Split bamboo is used for the fine detail framework on the Group 3 kites.

A suitable bamboo has to be found to make the kite bones. In order to be as light and strong as possible,
the bamboo culm has to be old. The ageing makes the bamboo strong. According to other references
the bones are made from old bamboo that has been naturally dried in the forest. This bamboo is
sometimes difficult to find in the kite makers home village, so the amateurs sometimes have to travel a
long way in order to find the right bamboo (Lang Son province). Around 1940, this search could last up
to several weeks!

The wing coverings are primarily paper57 and either comprise a single skin with strips of paper covering
the stringing to make a sandwich, or is made of a covering comprising two layers of paper, one on each
side of the netting. The paper was Mulberry or Do paper and was generally lightweight and grey/brown
in colour. In some cases the kite paper is painted/smeared with a purple ‘fruit juice’ called cay that acts
as glue and provides a taught “dope”-like waterproof finish. It results in a very fine and flexible wing
covering that could be likened to a thin animal skin.

Some of the modern artistic kites at the Maison des Arts gallery were covered in transparent polythene
sheeting.

> According to Mr Quan Hang Cao paper is “do", also see:
http://www.amasixasiagroup.com/shop/index.php?main_page=page_3

The tree "Rhamnoneuron balansae" is “gidy do” in Vietnamese and has a lifespan of up to 500 years.

According to Mr Ngé Quy Son the paper used is "gidy-ban" where gidy is paper in Vietnamese. The kite paper is made of "gidy
dau tdm", i.e. mulberry paper ( Broussonetia papyrifera) which is grown in Phii-Tho province located about 40km north of Hanoi
(see also our notes on the papermaking villages around Hanoi).



Kites from Song Van (village 1) were covered with a form of lightweight grey/silver rayon fabric.

Bindings and wing stringing were common cord. Various thicknesses are used according to the need.
The bindings were not sealed with glue. The kite bridling (Ieo; trans. small line) is generally cord that is
heavier than the main flying line. In some cases a form of tape was used, the reason for using this is not
known.

D5 Spools, winders and flying lines

At Ba Duwong No6i the most common form of flying line was a
twisted hemp type line of about 1.5mm diameter wound on a
simple flat wooden winder. This line resembled that which would
be used for making fishing nets. In some cases a nylon
monofilament line is used and others were of twisted silk and
synthetic cord. From observation of these winders it seems that
several hundreds of metres of line could be used.

Ngb6 Quy BPc, in an email, provided a description written earlier
by Ngé Quy Son regarding flying line: “In former times the holding
line was made of a special sort of bamboo called "giang"*®. This
bamboo is now also widely used for basketry. Today
monofilament fishing nylon and twisted silk/synthetic line is most
often used as a substitute. Hemp and cotton are used rarely,
particularly because of its poor reliability in tropical humidity.

An Internet Youtube video made by nguyenthanhtuan81 and
titled “Thai Binh - Sao Bén (Phim tai liéu 2/4)" shows bamboo line
being prepared. It also the Bee kite in flight.

Figure 76 Kite line and winders at
http://www.youtube.com/watch?v=bnjl2t73gaw Ba Duong Noi

Mr Ngbé Quy Son estimates that it takes about 10 days to make a
good kite frame, make a length of traditional line and to apply the
kite skin persimmon fruit/kaki sap ("cay") treatment.

Although no longer made, Mr Ng6 Quy Son tells us that the
traditional "holding line" bamboo is made by carefully splitting
bamboo lengthwise along its grain until splits the size of
chopsticks are obtained. These are made even and smooth and
the splits are combined with "giang" bamboo fibres. The "line" is
then put in a big copper vessel, water is added and the mixture is
then heated, possibly with slacked lime or potash ("Chinese
medicine"), for a whole day. When the mass has cooled down,
the resulting line is rolled on a "cai vanh", a bamboo-spool of
about 50cm diameter.

The accompanying photograph® by Robert Whitehurst shows Mr.
Nguyén Hiru Kiém with such a spool, although this one is empty.
It looks similar to, and may be the same as the one carried by Mr
Pham Van Mai in Figure 30.

Figure 77 Mr. Nguyén Hiru Kiém
with the bamboo spool

%8 Latin name dendrocalamus patellaris, see H6 Pham-hoang, 1993, An lllustrated Flora of Vietnam, Edition 1lI, N° 2,
Smilacaceae, Cyperaceae, Orchidaceae & Poaceae, Montreal.

http://www.windmusik.com/pictures/caireel.jpg



D6 Launching

Flying a Vietnamese flute kite is invariably a team process because a long launch is necessary. This is
partly because high aspect ratio kites are notoriously unstable on short lines, and because a rapid
launch is necessary to create a strong stabilising dihedral during the climb. Once airborne, the kiteflyer
is able to manage the meandering motion of the kite by adjusting line tension through letting out or
reeling in line.

The kite team generally comprises the kiteflyer and the reel handler who holds the kite reel, one or two
launch assistants who steady the kite and several line keepers who make sure that the flying line does
not snag on other lines, people, trees, buffalo etc. The line keepers also act as relays for launching
instructions.

About 100 metres of line are laid out for the long launch. On the instruction to launch the launch
assistant will toss the kite firmly upwards into the wind while the kiteflyer rapidly pulls in line. If
successful the kite will rise steadily to the point where the flier will feel it safe to let out line and raise the
kite higher to its operating height of at least 100 metres where the wind would be stronger and steadier.

Not all launches are successful. Sometimes the kite will swoop to one side. If it does this a competent
flier will let out a little line, slow the swoop, right the kite and pull the line in to maintain the climb. On
some occasions the kite would climb to a moderate height but there would not be enough wind and the
kite might tip sideways or start to tumble. It proved almost impossible to correct a tumbling kite and
these invariably crashed. Other problems occurred during tangles when lines crossed.

D7 Flying characteristics

The Vietnamese flute kite requires at least a moderate wind to fly successfully and particularly to allow
the flutes to sound strongly. The minimum wind speed to make the flutes sound well is about 20 kph
(5.5 m/s) for the low-wind Song Van kite flutes; the kite itself needs an estimated wind speed of 15 kph
(4 m/s) to fly, but at this speed the flutes will not make any sound. The launch is the most difficult part of
the flight since the winds are slower at low level and there are the problems of tangles and maintaining
line tension. Once properly airborne, the kites fly at a high angle and tend to meander around the sky.
This meandering motion leads to the soulful sounds from the flutes as the sound varies in intensity as
the flute angle to the wind changes. The sound of the flutes seems to be strongest during the launch,
even in low winds, when the Kkite is rising rapidly and when the relative wind speed is at its highest.

We saw that some kites exhibiting excessive dihedral when climbing during the launch. This was
because the wing spar bamboo sticks were too weak. When this happened the flute suspension strings
became loose and the flute lost alignment to the wind. This movement could affect the kite’s equilibrium.
The better kites would have their wing bamboos cut so that they would be quite stiff inboard and would
become more flexible towards the wing tips. In this case the stiffer inner wing structure is less likely to
distort and relax the flute
rigging lines.

We only saw Type 2a
kites flying at Village 1.
These kites have the
circular tails. These tail
surfaces are very flexible
and were seen to be
continuously moving in
flight. At low speeds they
would be flat and rise as
the speed increased.
Their function seemed to
be to increase lateral

stability at higher wind
speedseo. Figure 78 Not all kites flew well. This one crashed into the village pond

60 http://www.youtube.com/watch?v=Y5vOaYnEACI



D8 The bird kite with a single mouth flute - an anomaly.

After returning from Vietnam, Paul found an original copy of the article “Le Cerf-Volant A Musique Au
Tonking” that included the steel engraving. Whereas we had initially thought that the “flute” was
somehow suspended by a wire, it became quite clear that we were mistaken. What we had thought was
the flute was, in fact, the central open mouth of a very large flute. We are not sure if such flutes exist in
Vietnam today, although these single tone Aeolian flutes do appear in Kalimantan in Indonesia where
they are flown in pairs, i.e. attached separately on the inner wing, on large bird kites. In 1886 Albert
Challan de Belval wrote in his “Au Tonkin®!; “Bamboos are frequently found placed deliberately around
the villages. Quite broad holes are cut into these bamboos which turn them into real organ pipes which
resonate sadly under the action of the wind. These sounds act to dispel any bad spirits which might
threaten the village. These same bamboos, when they are fixed to kites, sometimes fill the air with shrill
sounds that reminds us of our steam engines.....”. It may be that these open-mouthed bamboo
“organs” are the same as the flute in the engraving.

The inner flutes of the Friendship Flute made by Mr Nguy&n Hiru Kiém are very similar to the
Kalimantan flute but we know that he was influenced by previous sight of the Kalimantan flute on Uli’'s
website “Windmusik”. The steel engraving is clearly diagrammatic and does not show how this single
mouthed flute is mounted on the kite. While we can speculate on possibilities, this aspect remains a
dilemma for further investigation.

The large single mouth flute from
“Le Cerf-Volant A Musique Au Tonking”
and the single mouth flute
from Kalimantan

“nl.mnm!mn:l.l LU e R L T T T T T T T e R T I ST ST I P PT T oY

Figure 79 The bird kite with a single mouth flute

It was only after we had returned from Vietham that contact was made with a group that fly the kites with
very large single mouthed flutes. These are flown in Indonesia in the region of Kalimantan®. Individual
flutes are made but they are mounted in pairs. In one case, see Figure 80, two pairs of flutes are
mounted on one kite. The binding on the flutes gives a reference that enables them to be strapped to
“rails” located at the leading edge of the kite wings. It is speculated that the single mouthed Vietnamese
flute would have been mounted in a similar manner.

61 . . . . e . . .
« ...Fréguemment, autour des villlages, sont disposés des bambous, percés d'orifices plus ou moins larges, constituant ainsi

de véritables tuyaux d'orgue qui vibrent tristement sous l'action du vent. C'est ainsi que I'on éloigne les mauvais esprits qui
menacent le village. Ces mémes bambous, fixés a des cerfs-volants, remplissent parfois I'air de sons aigus qui rapellent nos
machines a vapeur. ... »
See also http://www.windmusik.com/html/bamborgl.htm

These are the Badandang giant kites flown in the Tapin district of Kalimantan, Indonesia, possibly in the village of Bitahan
Lokpaikat.
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Flutes and Flute Kites of Kalimantan, Indonesia.
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PostScript

Towards the end of writing these notes Paul was given a
marvellous book on “Traditional Malaysian Kites” which itself
was written by kite enthusiasts at the Pasir Gudang Kite Museum
in Malaysia. In many ways this book reflects the themes of our
paper. It also revealed an aspect of our “onion” that we had not
considered. This is the deep relationship between the kite, or
flute, maker and his materials. In Malaysia, for instance, “the
best bamboo is said to be the one leaning towards the rising sun
because according to the elders, this bamboo is full of high
spirits”. Prayers are said before and after cutting the bamboo
and on leaving the bamboo plantation, which is always on
“spacious and high ground “, the harvester will proclaim “...the
ones left are yours, the ones with me are mine, please do not
follow me, what is left is for your consumption”. These are, of
course, the beliefs of the Malaysians. We need to return to find
out what they say in Vietnam.

From what we have discovered, our friends in Vietnam have a
strong relationship with the Diéu S4o. Uli likens this to the spirit
of the French writer, Antoine de Saint-Exupéry:

Figure 81 Paul in researching,
writing and editing mode

“If you want to build a flute kite it is not necessary to call your people and provide them with bamboo,
paper, tools and detailed instructions, but teach them about the strong longing and enjoyment of free
winds and good sounds...”

"Si tu veux construire un bateau, fais naitre dans le coeur de tes hommes et femmes le désir de la mer."

Figure 82 Musical kite, with bamboo resonator.
Poyet's illustration that appeared in
La Nature and Scientific American 1888
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opportunity to accompany Uli and make a joint in-depth study of the Viethamese kites, the flutes and
their culture has been a fascinating journey.
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Copyright © 2012 by Paul Chapman and Uli Wahl. All rights reserved.

The text and most photographs are the work of Paul Chapman and Uli Wahl.

Other credits are:

Figure 29 top right and Figure 30; Mr Ng6 Quy D¢

Figure 42; Max Westby

Figure 71 top left, top right and bottom left; Mrs Nguyen Nga: taken from her Maison des Arts catalogue
“Arts Contemporain et Cerfs-Volants Traditionnelles du Vietham”

Figure 72; Hoang Phu

Figure 77; Robert Whitehurst

Figure 80; Abu Sulthan Rantau
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