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In a collection of printer's errors Denys Parsons quotes the following
exerpt from an un-named book on chess:

"Chess is a game of skill, played by two four smaller squares of
equal size, coloured persons on a square board divided into sixty
- alternately light and dark."

Obviously some people find chess a complicated game. While I would
never claim that composing endgame studies is easy, I hope to dispel
the fears of any apprehensive would-be composers and to encourage
them to take up this most absorbing pursuit which is a remarkable
outlet for a creative instinct.
Only a fellow composer can share the tribulations and the satisfactions
in creating a study oneself. The solver is not always aware of what
goes into the makir§ of a study, let alone how much work is expended
on failing to produce a study at all. Always the end-product is but
the tip of the iceberg. What goes on beneath the surface remains sunk
in mystery. Sometimes the events which have gone into this invisible
world are so fascinating that the actual outcome, though not without
merit or even distinction, is comparatively trivial. Such is the richness

of his material that the composer may well find his original intention
unrecognizably transposed curing its evolution into something com-
pletely different. Indeed it is a rare study which does not contain the
germ of another.
Sometimes a finished article set on view to the public is less enter-
taining than a look behind the scenes during its creation. The potter
at his wheel moulding clay has a greater attraction than the finished
pot. The moulder of chess studies has all 32 pieces at his command
and at times his explorations defy description, but it might be found
interesting to retrace the emergence of some recent studies of my
own. This account of some aspects of composition is as seen through
one pair of eyes. In chess one pair of eyes is not enough. During the
course of one study 1 cannot possibly relate everything I have seen;
nor can I possibly have seen more than a fraction of what I am not
relating. And o' course the composer, through a natural aversion to
self-destruction, is often the last person to see the flaws in his own
work. But if these notes throw any light on the way a study is
produced and if they help to encourage composition I shall be re-
warded in what is already to me a most rewarding activity.
Before discussing its construction let us consider some of the features
it is desirable for a study to have. Originality is paramount, espe-
cially in competition where novelty has a high impact value A study
must have point. It may demonstrate artistry or theory. It should be

325



economical. Simplicity and difficulty can both be assets. Surprise
always is. A good appearance pleases. In very unnatural positions
the results must justify a bizarre setting. The opening move of a
study is not judged by such exacting standards as the key of a pro-
blem, but a good one helps. As many pieces as possible should be
active. These are the things the composer aims at without ever
achieving them all.
Studies are created in two ways. By calculation and by inspiration.
One cold and efficient, the other warm and spontaneous. In the
scientific method the composer deliberately works towards the reali-
zation of a particular concept: his thoughts do not require sight of the
board until he comes to implement them. The other method, if that
is the word for it, depends upon random exploration, using the board
more in hope than with specific purpose. The spark of an inspiration
Is too elusive to describe. Certain it is, though, that the more a com-
poser thinks in terms of chess the more readily will ideas occur to him,
while if he exercises his imagination on the board something of inte-
rest is bound to arise.
Here is an idea which I deliberately thought of rather than discovered.
W draws by getting rid of all his pieces. Position A.
This was something which was originally seen in the mind's eye.
Let us now investigate the exploratory method. Position B is a well
known win and can be exploited no further, but might not something
be done using minor pieces instead of a R? After playing around for
a short time the following discovery emerged. Position C. Let us
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Draw 4
1. B£3f, Kb8 2. Sc6f. Kc8 3.
Self. Bxe7 4. Sd6f. Bxd6 5.
Bg4, Qxg4 stalemate.

assume that W in his endeavour to win must give a check on the h3/c8
diagonal. Then this is what happens: 1. Bh3f Kd8 2. Se6f Kd7 3. Sg7f
Kd8 4. Sxe8 stalemate. A familiar drawn position. But the composer
must always be on the lookout for the smallest variation from what is
apparent, for it is from tiny things that studies evolve. Just one
square can make a significant difference. Position D. Again assuming
there must be a check along h3/c8.
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The following miniature, position E. was the logical outcome of this
discovery. The starting position is a natural one.
Tfee fertility of the medium in which the composer works is exem-
plified in the next two studies whose relationship to the preceding
position could scarcely be closer, and yet this time we have opposite
coloured B~ Position F.

Win 3
1 Bg4f. Kd8 2. Se6|. Kd7 3
Bh3 "wins.
Not 3. Bf5? Bg6.

Original
C M B«nt

Original
C. M. Bent

w m
Win 4
1. RaBt. Kc7 2 Rxd8. Bh4t
3. Ke«. Bxdft 4 Bf4f. Kc8 5.
Sd6t. Kc7 6. Bh2 wins/i.
i> 6. Sf7t?» Kc« 1. SxdS sta-
lemate or 6. Bcvi on diago-
nal? . . Bl B opposes and
draws.

Win 4
1. Bg3t. Kc8 2. Sd6t. Kd8/i
3. Sxe8. Bh5f 4. Kf8, Bxe8 5.
Bh4f. Kd7 6 Sg4 wins.
i> 2 . ., Kd7 3. Sxe8 Bh5f 4.
KfB, Bxe8 5. Sg4. Kd8 6.
Bh4f. Kd7 7. Sf6f, Kd8 8.
Sxe8f is not stalemate. (7.
Be7. 16, g5 also win).
We and BI's moves 3. and
5. are interchangeable.

One would hardly expect this study still to work in the very same
number of moves if one wS was made to stand on a square of different
colour! This in fact is so, but the play loses in refinement. In diagram
F place wS 12 on h3 and on the one occasion when it is required to
move, £f4 achieves the same result. From such little things can more
important ones emerge.
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Having thought of, or discovered, an idea, how is it animated? The
study's motif may occur at the beginning, in the middle, at the end,
or run through it like a thread. If no introduction can be arranged to
disguise the main play the composer works forward from this to the
best conclusion he can contrive. But there is a large group of studies
based on Zugzwang and domination (generally used to demonstrate a
win) and on stalemate, perpetual check, perpetual run-around and
the fortress theme (c rawing manoeuvres) in which the motif is itself
the finale. Here in order to form his chain of events the composer, in
common with the genealogist, must proceed step by step backwards.
A house must be built brick by brick, starting with the roof and
working downwards, and it is in this strange form of progression that
the skill of composing largely lies.
Let us build a study on the simple basic idea of a B putting a S in
Zugzwang on the edge of the board while the rival K?s race to capture
and support it
Position Gl. 1. Bc5f Ka4 2. Sc7. But there is no need for the wS to
have to play to c7 in the form of an escape from the corner. It is
needed there anyway. Avoid W moves which improve his position.
Conversely allow Bl apparently to improve his. So now from d5, say,
instead play 2. Sc7 Ka5 and reaches bS, but 3. Kb3 Sb6 4. Bb4 mate.
Splendid. Compose an introduction and it will make a nice little
miniature. Then suddenly we see 3. ..Sa7 4. Bxa7 is stalemate. For-
tunately we spot the flaw in time. Lesson: when an idea has crystal-
lized, curb on's enthusiasm before making introductory play. Now is
the time to try to demolish rather than build it up. This is cruelty to
your own children but like docking an animal's tail it must be done
when young.
Never mind. The drawing device can be exploited. In a perverse way
the composer has had a bit of luck. Reverse the colours and make W
draw.
Position G2. Now Bl threatens mate, so W must sacrifice wS by
checking. Just consider only the check on e5. 1. Se5f Bxe5 2. Kh6
Bf4f 3. Kh5 Sf2 4. Kh4 Kg6 5. Sh2 Bxh2 stalemate. If in this 2. S any?
Bg7 and W cannot guard against Sg5 mate as well as Sf6 mate.

G2

m m m+wm
W
MB

Going back one stage further an interesting situation arises in po-
sition G3. W must play 1. Kh7 with the consequent danger of bSg5
mate, because although if 1. Kg8 Kg6 (threatening Sf6 mate) 2. Se5f
Bxe5 3. Se3 Bg7 wS can now guard the mating square, Bl wins by the
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better 3. . . Sf6f 4. Kf8 Bd6 mate, or 4. Kh8 Sg4f and wins. However
from diagram 03, if 1. Kh7 Kf7 2. Sd6f Sxd6 3. Sg3(d2) Se8 4. £e4 is
a draw which gives an unwanted dual solution. Therefore wS is obli-
ged to start on ci3.
Principle: never add a piece if you can do without it. If you must,
make it the smallest piece possible. The sort of key we want in
position G4 is 1. Sd3 Eg7f 2. Kh7 Se4 but the other S can always cook
this by emerii'g first. This can be prevented by adding a bP which
makes for accurate play by the Ss, one of which is forced to fl where
its presence is required. The subject which was lightweight has now
been treated in suitably miniature form. It has good tries and all the
pieces are active. Position G.

G C. M. Bent
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Draw 3
Tries: 1. Kxg7?, Ke6? wins.
1. Sf3?, Kf6 2. Se3 Kf7 3.
Sd5f. Bxd5 wins.
1. Sg2?, fl:Q 2. S/Se3f Kf6
3. SxQ Kf7 wins.
Solution 1. Sd3, flQ 2. So.it
Kf6 3 Sxfl Kf7 4. So5f Bxr5
5 Khfi/i. Bf4f 6. Kh5. Sf2 7.
Kh4. Ktffi 8. Sh2/ii, Bxh2.
Stalemate.
i) 5. So3? Bgl 6. . ., SfLS
mate, ii) 8. Sg3? Bg5 mate.

H C. M. Bent
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8

1. SacSf, Kb5 2. Sd6t Kxc5
3. b4f. Rxb4 4. d4f. Rxd4 5.
b4t, Rxb4 6 d4f, Rxd4 7.
cdf. K^^ stnlcmate.
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