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T R O I T Z K Y ' S 1 9 1 0 A R T I C L E

by J. Selman, Scheveningen (Holland)

Introduction:

Russian theorists in the field of chess study composing have always
considered the following article hy the famous Russian composer A. A.
Troitzky (1866-1942) to be the very base of to-day's "chess study
theory". The article has, for example, often been cited and quoted by
the well-known author A. O. Herbstman in his pioneer books, e.g.
"Sjachmati Etjud v SSSR". It is therefore surprising that this article,
written in 1910(!), has never been published in full outside Russia.
Probably the reasons for this are that the article in question was
published in the chess column of a rather obscure periodical, at least
outside Russia, and that is has never been reprinted in the Russian
periodicals specially dedicated to chess.
Fifty-seven years have gone by since Troitzky wrote the article and
Znosko-Borowski had it published in his new chess column in the
periodical "Niva". Therefore it goes without saying that the article
has to be read and evaluated in the light of chess history and must
mainly be considered as an interesting "museum piece". However, many
observations made by Troitzky so long ago are still valid, and even of
importance, for the chess study world to-day.
For more than 30 years I have tried from time to time to obtain a
copy of Troitzky's article, but all my efforts in this direction were in
vain, so that I finally came to believe that it was classified in Moscow
as a "state secret" and was guarded as such! However, last year - as
a result of the co-operation and help of the Grandmasters Prof. Dr. M.
Euwe and S. Flohr (to whom I offer my sincere thanks) - I finally
succeeded in obtaining a microfilm of the relevant chess column from
the Moscow Lenin Library. To this Russian State Institute my thanks
are also due. Finally I have to thank my colleague A. Tomberg, The
Hague, Holland, for the careful translation of the original article into
English.

Original title:

Osnowija poloschenija iskusstwa sostawlenija sjachmatnich etjudow.
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Source:

Eschemesjatnich literaturnich i populjarno-naitsjnich prilosjenijach k
sjurnali "Niva" ;
Monthly literary and popular-scientific supplement of the periodical
"Niva";
Vol.1, No. 1, pages 179 + 182 (1910).

Editor: E. A. Znosko-Borowski.

Introduction by E. A. Znosko-Borowski:

For reasons which it is not my task to discuss, Russian amateurs are
much less familiar with the art of composing and solving chess studies
than with problems and are much less fond of it. Since I feel that
studies do not deserve such a treatment I have this year, in addition to
the problem solving competition, instituted a contest for the compo-
sition and solution of studies. In order to familiarize our readers with
the theoretical basis of this art I print here an article, written espe-
cially for "Niva" by A. A. Troitzky, our outstanding study composer,
whom I thank very much for his contribution.

FUNDAMENTALS OF THE COMPOSITION OF CHESS STUDIES *)

by A. A. Troitzky.

A chess study is a situation on the chess board which could have arisen
in a game and which one of the sides (usually White - this is assumed
in the rest of the article) has to round off either by winning or by
forcing a draw. The composer indicates which side has the move. The
solution consists of finding a series of moves which lead to the end
envisaged.
Studies have one or two sources. They can be derived from actual
games or they can be the outcome of composition. In the latter case
the composer must make sure that the situation is not only conceivable
but could have arisen in the course of a game as a result of normal
moves.
Like any work of art, a chess study can be assessed in terms of form
and content.
The composer conceives the content of a study (its idea or theme)
either as a final position (mate, stalemate, etc.) or as a single move
(taking a pawn en passant, etc.) or as a part of a game, i.e. a sequence
of moves. As a rule, th^ moves conceived are interconnected (they
constitute a combination) so that their sequence forms a tactical
device, a manoeuvre. It goes without saying that the content of a
study can also be a combination of two or more identical, similar or
dissimilar manoeuvres or moves, etc.

*) This paper presupposes familiarity with A. W. Galitzky's article "Fundamen-
tals of Chess Problems" published in February 1909. Renewed perusal of Galitzky's
contribution should render understanding of the present paper easier. Up to now
I have not succeeded in locating the (probably Russian) source of Galitzky's
article. Perhaps one of the "EG" readers in the USSR can be of help? J.S.).
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However much they may differ otherwise, study themes belong to one
of the following two classes: (1) positions from the middlegame, (2)
positions from the endgame.
Class (1) studies resemble problems and may be combined with them
(as also with class (2) studies). O. Blathy's famous multimove pro-
blems belong to this category.

Class (2) studies differ from class (1) studies not only through the type
of combination involved but also regarding the number of pieces on
the board. This number is usually smaller and often the composer
keeps it down intentionally.
To obtain the required result there must be an advantage. There are
two kinds of advantage: material superiority, which implies that the
position and the right to move are of next to no importance and mainly
affect the duration of the solution, and positional superiority (including
the right to move), in which case either nobody or the opponent has
a material advantage. There are therefore two types of study themes
for endgames.
Studies involving a material advantage without a positional superiority
cannot be artistic. They leave no room for creativity. The solution is
arrived at by analysis and often more than one solution is found.
Novelty and practicability is all that is required of such studies.
The content of a study as a work of art is therefore a matter of
positional or move advantage.

If the idea of a study is simple its solution is self-evident and can be
arrived at without the least mental effort. The value of a study as a
work of art therefore increases with its complexity. The most attrac-
tive thing about chess is the element of contest. It is this element
which should be brought to the fore by leaving the side to be defeated
powerful means of defence at its disposal for the duration of the solu-
tion. The black pieces must not be placed in too difficult a position,
to permit a larger number of variations. Play itself must not be too
short.

Development of the idea. Variations, other than those inherent in the
theme, can be introduced during the subsequent "processing" of the
theme to make it more complex and thus more significant. Even the
simplest move, e.g. a check with a knight accompanied by an attack
on the queen, can be an interesting study theme in a sufficient num-
ber of variations. In addition to the composers variations the study may
yield variations arrived at by an analysis of the initial position. These
latter variations do not always improve the idea of the study. It may,
for example, emerge that the opponent's best defence does not lead to
the position envisaged, etc. Variations detrimental to the significance of
the theme must be changed or eliminated. The further enrichment of
the idea with variations often accompanies its elaboration.

The elaboration of the idea involves the search for a position from
which the situation, initially assumed for the theme, developed. The
introductory moves of the solution from position 1 to position 2 can
be regarded as preparatory. The elaboration is the better, the stronger
the connection between the preparatory moves and the rest of the
game, i.e. the larger the number of pieces (particularly white ones)
moved during the preparatory stage, and the freer the contest, i.e. the
larger the number of variations. There must therefore be the smallest
amount of brute force, e.g. inescapable sacrifices. If a move is a threat
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it had better be a light one, i.e. calculated for several moves ahead.
Very good are moves not involving any threat at all (so-called quiet
moves), preparatory-waiting (Zugzwang) and purely waiting (Tempo-
zug).
But the solution must not have too large a number of introductory
moves. If the first part is too long, attention wanders form the theme,
the idea becomes obscure, and its significance is reduced. Elaboration
should therefore not exceed a certain limit.
What I have said about moves applies all the more to the first move.
Modern composers, incidentally, allow both the king to be checked and
a black piece to be taken on the first move. But the practice of some
composers (*) whose introductory moves involve the exchange of a
weaker piece for a stronger one, important to the opponent, is undoub-
tedly both inartistic and in-admissible. Only the taking of a rather
weak piece or the exchange of a strong piece for a weaker one (a
sacrifice) can be allowed.
Since a study is pointless if there is an alternative to the composer's
solution, the composer must, during the final elaboration, establish by
analysis that there are no other solutions, or eliminate these.

The artistic implementation of the idea involves the principle of eco-
nomy of means and forces at every stage. No piece may appear on the
board which is not in some way relevant to the solution. Incidentally,
such relevance can at times be only passive. Thus, the mere presence
of an extra black piece, however inactive, can eliminate alternative
solutions. In such a case, Black should not have a material superiority
in excess of what is required for the end envisaged. The composer
should not introduce a new piece before he is sure that the same pur-
pose is not equally well served by a different arrangement of the
pieces already on the board or by a replacement of some of them by
others. The added piece must not be more powerful than is necessary
for the objective. All this applies equally to both Black and White.
If these principles are observed, the stalemates, mates and other final
positions will be "pure".
Finally, I would note that the requirements imposed on a study as a
work of art are identical with those imposed on a problem. The diffe-
rence merely lies in the strictness of their application and in their
relative importance. Thus, a study has to resemble a game; a problem
need not do so. In a problem, threats should not continue beyond a
certain move; for a study that does not matter; etc.
If we compare the relationship study/game with the relationship
problem/game in general we will discover that the difference is not
fundamental. It consists mainly of the type of combinations. This
explains the common basis of studies and problems.

(*) H. Rinck: 150 Endspielstudien/150 Fins de Partie; Nos. 66, 146, 149;
: Deutsche Schachzeitung 1909, No. 1186.
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A JEWEL THAT LOSES ITS LUSTRE

by C. J. de Feijter.

Deventer, Holland.

** The following article was first published in September 1965 in de
Feijter's fortnightly chess column of the Dutch daily "Deventer Dag-
blad". It was republished in German by Dr. H. H. Staudte in his
endgame-column of "Schach-Echo" 24, Nr. 8, April 1966, pages 118-119.
J.S. **

I.
Z. VScsey

1st Hon. Mention
Magyar Sakkvilag, 1934

II.
Z. Vecsey

Magyar Sakkvilag, 1934.
Version: J. Averbach.

Chakhmatnye Okontchanya,
1958.

3

White to play and win. White to play and win.

The solution of the chess-study by Vecsey (I) attracted attention on
account of the extremely difficult black defence. Afer 1. Sc6 Kh7!!
one wonders why exactly bK has to go to h7, of all squares, and why
this move is provided with two exclamation marks. The reason be-
comes clear when other possible moves of bK are investigated:

1. .. Kg7(h6)? 2. Se7 d4 3. Sf5f etc.
1. .. Kf7? 2. Sb4 d4 3. Sc6 d3 4. Se5f etc.
1. .. Kf6(g5)? 2. Sb4 d4 3. Sa6: d3 4. Sc5 d2 5. Se4| etc.
1. .. Kf5? 2. Sb4 d4 3. Sa6: d3 4. Sb4 d2 5. Sd5 etc.
1. .. Kh5? 2. Kb8 and now:

a) 2. .. Kh6 3. Se7 d4 4. Sf5f etc.
b) 2. .. Kg6 3. Ka7 Bc8 4. Se7f etc.
c) 2. .. Kg5 3. Sb4 d4 4. Sa6: d3 5. Sc5 d2 6. Se4| etc.
d) 2. . . Kg4 3. Sb4 d4 4. Sa6- d3 5. Sc5 d2 6. Se4 dlQ 7. Sf2f etc.
e) 2. .. Bb5 3. Kb7 K any 4. Sd4 etc.

in all cases with a win for White.

Now we continue Vescey's solution:
(1. Sc6 Kh7!!) 2. Kb8! Kh8! 3. Ka7 Bc8 4. Se7 d4 5. Sc8:! d3 6. b7 d2
7. b8Q dlQ 8. Se7| (this move with the Knight may be played at White's
sixth or seventh move) 8. .. Kg7 9. Qg8| Kf6! 10. Sd5f Ke5 11. Qg7t
and wins (11. .. Kd6 12. Qc7(e7)| etc., winning the black Queen).
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