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~~~ * ~~~
People like to discover more about the famous people they admire. Some put pictures up at home of their idols, go to movies telling their story, collect old newspaper articles, autographs, and programs in scrapbooks, and even buy items of clothing the famous people once wore. Many visit websites put up by fan clubs, or by those whose creators want to honor their memory. But once these idols die, their book of life closes.
.
Or does it?
.
What if it were possible to talk with famous people after their death? What if they could tell us more about themselves and their life? What if General Patton could tell us about where he got the inspiration for his strategy in the WWII “Battle of the Bulge”? What if John Lennon and Dr. Martin Luther King could tell us what it’s like to be assassinated—and explain how they feel now about their murderer? What if Joe Louis could tell us how it was to be admired as a champion boxer. What if Elvis could confirm whether he’s ever been down again to visit planet Earth? How does Dr. Robert Oppenheimer now assess work he did developing the nuclear bomb? With 21 famous men to interview we had tons of questions to ask!
But it’s true! We really can talk with them, and we really can find out their answers. It’s what this book and its companion book on Twentieth-Century Women are about.
In Talking with Leaders of the Past, the first book in our series of Dialogues with Masters of the Spirit World, we interviewed 15 leaders, all born in the nineteenth century, including: Andrew Carnegie, Winston S. Churchill, Charles Darwin, Albert Einstein, Mahatma Gandhi, Adolf Hitler, Pope John XXIII, and Oscar Wilde. They answered the questions we shot at them, talked about themselves, and discussed what their life is like at “Home”—the place in the universe where everybody’s soul migrates after they have died—which people sometimes call “the Other Side.”
A lot of what we learned from these souls blew our minds. It was all so different when they talked about God, Heaven and Hell, the purpose of our life on planet Earth, why human beings suffer so much, and lots more.
Our first book was organized in cooperation with a group of Ascended Masters, spirits who live permanently in the eternal Home. Then the Masters encouraged us to produce two follow-up books of famous men and women of the twentieth century. The human interviewer was Peter Watson Jenkins. He’s an author and former parish minister, now working as a clinical hypnotherapist. Peter drew up a very long list of famous people and presented them to the Masters for review. For many different reasons a lot of these people were not available for interview, so they were dropped from the list. Souls are not idle at Home; they are involved in their own past-life reviews and have further spiritual training to undertake. Many act as guides, advising the souls of people on planet Earth, or helping newly arrived spirits settle in after their time here. After being at Home for a while souls are usually given the option to return to planet Earth. We know those chosen by the Masters for our list of 21 famous men are outstanding subjects.
.
So how did we talk with these people?
,
Contact with the spirit world was successfully made by a leading American channeler, Toni Ann Winninger, JD. The Masters first asked her to start channeling just a few years ago, when she was getting ready to retire as a prosecutor in the Cook County State’s Attorney’s Office in Chicago. Toni’s training as a lawyer has given her a real gift of mental accuracy, and her regular practice of very deep meditation has resulted in her amazing ability to allow the thoughts of those souls whom she channels to flow through her mind with little or no interference from her. Toni spends much of her time as a psychic advising private clients. She enjoys working with the same large group of Ascended Masters, which includes both spirits who have finished their task of coming down to planet Earth, and celestial beings (whom some call angels and archangels) who have never been down here in physical form.
.
Yes, we do know people are skeptical of channeling!
.
Psychics are really a mixed lot. Some of them, such as Echo Bodine, Sylvia Browne, Sonia Choquette, John Edward, Esther Hicks, Judith Orloff, and James Van Praagh, all have fine reputations, and deservedly have achieved great popularity. Many “street corner” psychics are also trustworthy, but, sadly, there are many wannabes and frauds who cheat and manipulate innocent people. But that’s true in every profession—even religious leaders in churches, temples, and mosques, can be fakes.
As authors, we are more skeptical than you might expect, believing that we need to “test the spirits” as the Bible says, and also to test the claims of human psychics. We understand that some readers may prefer to treat this book as a work of fiction, but we sincerely believe that it is absolutely true and that, with Toni’s channeling, Peter really did converse with the souls whom we have named. We stake our reputations on the claim that what is printed in our books is an accurate record of our conversations.
.
What if I don’t know anything about these people?
.
It’s easy! The questions that Peter asks fill in a lot of historic information, so we have not detailed every one’s life story in this book as we did in the Leaders book. If interested, you can easily find out about each man for yourself by typing his name in an Internet search engine and harvesting the results.
Our aim is to help readers discover how and why these famous people came to be who they were, what influences affected them, and if they were influenced at all by their past lives. As we talked together we asked them to tell us a little about themselves as they are now, to explain in what way they like to remember their most recent physical life, and also to comment on our life on planet Earth today from their spiritual perspective back Home.
.
Note
We have used italic type to indicate Peter’s questions and comments during each discussion. Replies are in roman type.
~~~ * ~~~
.
Advisors. Souls who are given the task of advising incarnated souls.
Angel. A human term for a celestial being who, after being separated from Source, acts as a guide to those upon earth, but may or may not at some later time chose to experience an earthly body.
Archangel. A human term for a celestial being that is very advanced and experienced as a guide, whose soul has never incarnated.
Council. A group of guides who help us decide what lessons we wish to experience, and who help us make best use of the lessons we have learned.
Creator. See “Source.”
Dimension. A waveband or stratum of vibrational energy. Planet Earth is at the third dimension. Home is at the fifth and higher dimensions.
God. See “Source.”
God-Force. See “Source.” Sometimes used as meaning “all souls.”
Guides. Souls given the task of advising incarnated souls.
Heaven. See “Home.”
Hell. A state of mind on Earth.
Home. Not a physical place but an energetic dimension of unconditional love and of conscious connection with Source. It is where each soul works with its guides, and council. Every soul who is not incarnated is consciously within the dimension of Home.
Incarnate. A soul who has gone down to planet Earth and is now in a physical body.
Shell. The living physical structure inhabited by a soul. No human or animal body can live without some connection to a soul.
Supreme Being. See “Source.”
Souls. Individualized pieces of energy split off by and from Source, in order to have unique experiences outside the perfect. They are all particles of Source, so each and every soul is also Source. All souls are equal regardless of the human shell they have chosen to inhabit.
Source. The point of origin of all that is known by human beings, and all that exists. It is the energy of unconditional love, the highest vibrational energy anywhere, and is found in everything. The Source makes no judgments and does not reward or punish souls.
Transition. The soul’s move from life in the body to life at Home. Physical death.
~~~ * ~~~
I was in a hurry to be able to use the energy that I felt boiling up inside of me, trying to get out and come into expression.”
*
Frank Lloyd Wright you were born in Richland Center, WI, the son of a Welsh Baptist minister. You later called both your homes in Wisconsin and Arizona by the Welsh name “Taliesin,” and you changed your middle name of Lincoln to Lloyd. What did your Welsh connections mean to you?
A wistfulness, a connection with the Earth, and a connection with the flow of energy. As you are aware, the island of Great Britain is a magical place that allows one to be connected to the flow of the Earth, to feel the energy as it transfers from one place to another. To me, my Welsh roots—the DNA, the energy that was there—gave me the feeling I had for the flow that could be converted from the outside to the inside. From this built-in ability I derived the principles that created the flow of my buildings, that designed my windows connecting the various energies in a particular place, and that turned the buildings into homey, comfortable surroundings.
Where did your desire to be an architect come from: your past lives, or the Froebel building blocks you played with as a child, or something else?
It was a combination of things. I had been a builder, a constructor, in a number of my past lives. Sometimes it was building a physical building, and sometimes it was building a person—in other words, teaching, letting them know what abilities they had. So there was always within me the urge to connect things, to make things that were out of people’s ordinary experience, so that they could expand and connect with their feelings. The building blocks that I had as a child kept drawing me to put into application everything that I had done before, but in a new way, because I had never before been a physical builder of individual homes.
In fact, you used geometrical designs and pre-cast concrete blocks and things that had designs on them, didn’t you?
Yes, I did, because I could feel the energy of the symbols. It has now been recognized that Feng Shui has a terrific impact on the physical body. The various designs that I used were used in architecture in the world going back to the pyramids. I just modified them to be appealing and appeasing to the eye and the senses.
Where did your actual decision to be an architect come from?
It was sort of a gradual transition where all of the pieces just fell into place, and I realized everything that I had been thinking about and trying to work with would be best suited were I to build homes.
During your life you abandoned the Trinitarian faith of your parents and became a Unitarian. How do you view those religious traditions now that you are back Home?
It wasn’t that I walked away from the religious beliefs of my parents; it was that I found they didn’t serve me and have the same appeal to me as they did to them. My family needed specific direction. They needed to be told exactly what to think and how to think it and what the possible responses were for their earthly actions. I found that within the beliefs of the Unitarians, it was more left to individual persons to come to grips with their feelings. From back Home here, I see that they were all just lessons I had to learn. This provided a direction enabling me to think outside the box, which showed up in my architecture. It was an awareness that gave me the opportunity to connect with some of the feelings I had had when I was in a non-physical body, and to go with those feelings.
You were a young man in a hurry. You quit the university engineering college without a degree and then quickly left your first job with Joseph Lyman Silsbee to work with Louis Sullivan, and, remarkably soon, you took on all his residential design work. Tell me about that period and your two mentors.
It could truly be said that I was in a hurry. I was in a hurry to be able to use the energy that I felt boiling up inside of me, trying to get out and come into expression. With my first job, I was taught the basics of dealing with people within the profession, how you had to have—at least outwardly—a compromising demeanor, even if inside you were maneuvering to get things done your way. I was not given the opportunity, however, to really take the reins and create. When I started working with Sullivan, it was as if an entire world opened up to me. I showed him the designs I had, and we began almost to vibrate on the same level. I would now call it an enlightenment, that we were freeing energies from inside of us. He was not as concerned with residential properties as I was; I felt the additional component of the human person who would be affected by my energy, whereas that was not a factor in the larger, commercial buildings. He saw that my direction was residential, and after I had completed a couple of projects, they were so successful that he just turned over everything to me.
Then he sacked you for moonlighting—you were doing work on the side.
He felt that all my ideas should be used exclusively to bring money into the company. It’s very common in this day and age for your employer to expect exclusivity; however, there were some projects that I just had to undertake that he did not want the company involved in, so in order to go in the direction that I felt I had to, I did a little moonlighting, yes.
Silsbee and Sullivan both taught you quite a bit.
They taught me the basics of what became my own individual style. They gave me the knowledge of how things had to be done and how to implement my designs. They did not teach me enough about business, because I wasn’t as successful on my own as I was with them, but they showed me how to deal with people and which ones I had to deal with in order to accomplish what I sought.
Your pace was breathtaking. In 1889 you built a home in Oak Park, outside Chicago, for yourself and your bride, Kitty Tobin. Within the next 12 years you had designed some 50 homes, many of them in Oak Park and neighboring suburbs. This was before your Prairie Style period. Looking back at this start, what do you feel you achieved in domestic architecture?
I got away from what some would call the “cookie cutter” approach, that everything had to be built on the box, and every little piece had to be able to be easily put into a form. The important thing to me was the flow of the living space, and within that flow, how the geometries that people interacted with impacted each individual’s energy.
Every single house was a new experiment. Every single house was a design specifically for an individual and his or her family. Even those houses which, nowadays, you would say were built on speculation were built with the owner’s energies involved. I proved that you could take what people considered just brick and mortar and plaster and make it a living, breathing extension of the human beings who lived inside of it.
In 1904 came the Larkin Soap Company project in Buffalo, New York. Your innovative design for their Administration Building included air conditioning, radiant heat, plate-glass windows, and built-in steel furniture. Your designs for Midway Gardens, Chicago, in 1913 and the Johnson Wax Headquarters, Racine, Wisconsin, in 1936 were also big commercial ventures. Was technical innovation a common theme of all three?
You might call it a theme. I call it tools that were being overlooked by a lot of designers at that time, because these technical elements were not part and parcel of what they had learned to use, and change was very slow in coming to the average designer. I took into consideration who was going to be occupying the building and what type of energy they were going to need in order to fulfill the job that was going to be done in that building. When it came down to human comforts, current technology provided me with a basis to do it, so I took advantage of everything that was available.
Your radical designs sometimes caused headaches for owners. The Johnson Wax building, with its innovative Pyrex glass tubing and clerestories, leaked badly, and the three-legged chairs you originally designed were unstable. You were asked to try one out and fell off it, didn’t you?
[Laughs] Yes, I did! I would get these visions when I was designing something; they were very appealing to the eye and had an energy that was fantastic, but sometimes they were a little bit before their time. We didn’t have the capability of putting the energies that I was downloading into physical shape—and I say “downloading” because some of my designs had assistance from non-physical architects whom I asked to help get the energy flows right.
Specific architects, or just generally asking the Universe?
Generally asking the Universe if they wished to participate, and of course, there was always somebody who wished to participate.
In your physical state were you aware of channeling?
No, I wasn’t aware that I was channeling. I thought that I was just coming up with these brand-new ideas, although I was aware that there was an expansiveness about the origin of these ideas that meant they had to be beyond anything contained on Earth.
During the 17 years from 1900, you focused on designing open-plan “Prairie Houses.” In addition to being distinctively horizontal to fit the landscape, they met human needs in new ways. They may even have inspired the Bauhaus movement later on, but they were not meant to be merely “boxes for living in,” were they?
No. I guess you might call them incubation capsules, incubating the energy that was within people, bringing it out to let them know that they were more than just what everybody else was (if they allowed themselves to be) and that they didn’t have to be categorized, that they could be expansive. The whole idea behind the Prairie approach was of unlimited abilities, unlimited energy, spreading out to interact with energies coming from all different sources. My desire was that a person within those areas would feel their connection to the Universe, that there were no “glass ceilings,” as people say now, preventing them from moving above and beyond the pattern that somebody else had dictated for them.
It’s interesting that you should be talking in terms of fluid movements of energy, because in fact you were sometimes very precise and particular. I remember the story of one house you visited that you had built some years before. You found that the furniture was not in the place in which you had put it, and you went around putting the furniture back in its “rightful” place.
[Laughs] I was very aware of energy. I could stand in any room, in any location within that room, and know if there was anything impeding the flow of energy or air through that space.
Ninety-eight percent of the population was not as sensitive as I was to that. They went merely with their eye or what was convenient for them, whereas everything I did was placed with the idea of the flow of energy.
[Toni: He’s showing me a wind tunnel, where they test cars and bike riders, and use smoke so you can see how the wind ruffles over them—indicating that he was his own barometer of how the energy or air was flowing.]
Your favorite Prairie house was, I think, “The Robie House” in Chicago, wasn’t it?
I don’t know that I had a favorite one. That was one where I felt that I had accomplished more innovations in a single place than I had been able to do before.
Did you make any mistakes that you would have preferred, in retrospect, not to have made in the design of the Prairie house?
Well, the only mistake that I might have made was not to be able to convey to people exactly what the Prairie houses meant to me, or what I was trying to accomplish with the design, with the flow of the energy. Some people saw them merely as living units. They didn’t see them as living, breathing extensions of themselves that could help them to grow, and so, if there was a mistake, it was that I could not give my vision, my energy, to some of the people who inhabited my houses.
During the building of a Prairie house for Mr. Edwin Cheney, you fell in love with his wife, Mamah. Scandal followed, and with your reputations badly damaged, the two of you ran away to Europe. Was this a diversion, as some historians have suggested, because you had lost interest in the Prairie style and felt a failure in not getting much large-scale commercial work?
It’s hard to tell you exactly everything that was going on with me at that time. There was a great degree of frustration within me that I was not able to convey what I felt about everything I did. I saw my work as being perfect reproductions that, instead of being honored in a museum, were given to a child to play with. So it was a diversion for me. It was getting out of my idealistic pattern of trying to help the world and change the way the world saw the interaction between buildings and humans, and just being able to be concerned about myself and go off and live.
After your return in 1911 you built “Taliesin” on land your mother bought for you at Spring Green, Wisconsin. What you were trying to achieve there architecturally?
As far as architects were concerned, I wasn’t trying to please anybody. I wasn’t trying to make a statement. I was just trying to create a womb for myself.
In 1914, personal tragedy struck that womb when your servant, Julian Carlton, set fire to “Taliesin” and butchered seven occupants, including Mamah and her two children. How do you feel about this tragedy looking back from where you are now?
I know now that contracts had been made between the various souls involved to experience things. I also was involved in those contracts, because, though my life had had ups and downs, it had been fairly smooth. I had never experienced a true sense of having my gut ripped out of me, as happened with that one act. I had been very aware of energy interaction with buildings and human beings, but I hadn’t been that aware of the soul’s essence interacting with the physical. It put me into a state where I had to examine priorities, stepping out of what is just bound by the physical, by the ego, and go into the emotional feelings generated by having such a thing happen to me. I had always felt protected and charmed, and thought it was my right as a human being to be able to say the world doesn’t affect me if I shut it out. This was my wake-up call.
That call went on being sounded, because in 1922, after Kitty divorced you, you married Miriam Noel, then found out that she was a drug addict, and the two of you separated. Then you met Olga Hinzenburg, a dancer with the Petrograd Ballet, whom you eventually married, and she bore you a daughter, Iovanna. Her ex-husband, seeking custody of his daughter, Svetlana, had you arrested briefly under the White-Slave Traffic Act. Then “Taliesin” went up in flames because of a faulty electrical system. You were better known then to the public for scandal and disaster than for good architecture. Do you now see your behavior at that time as wrongful, and was karma involved?
From up here, I don’t see it as wrongful; no one up here sees it as wrongful, because we don’t judge. We evaluate if it was a lesson that enriched our knowledge of the human and soul experience, and yes, in that it was very successful. Although it contained what in human standards were a lot of disasters, to me it provided a lot of rich feelings, putting me onto paths that I needed to explore and understand. During that whole period of time, from the murders on, my physical world was in turmoil. I was depressed most of the time; I sought anything I thought could make me feel physically better. It brought me into a dream world where I wouldn’t see negativity existing as long as I physically felt somebody wanted to take care of me. I was used and abused during that period, and I used and abused others. The only thing that was not true was the white-slavery case. Our coming together was by agreement, a true feeling that we could provide something for each other. Now I see that I learned more during that period of my life, as far as spiritual lessons go, than I learned in the entire rest of my life.
You had four sons and four daughters, including Svetlana, Olga’s daughter, whom you adopted. Were you a good father?
It depends upon your definition of a good father. Was I there emotionally for all of the children? Not really. Was I able to provide physical needs for all of the children? Most of the time, yes. Was I able to give them some lessons in how to deal with the world and learn things about themselves? Yes, I was. Did they all agree (at Home) to be my children before they became my children? Yes, they did. So the agreements that we had made were exactly what I was able to produce.
Many of them have gone on to do very good things, haven’t they?
Yes, they have, because one of the things I was able to provide for them was alternatives, that you don’t have to go to the same beat of the same drum.
You sound like a Unitarian.
Fancy that!
Then came two of your most successful Organic Style houses: “Graycliff” on Lake Erie and “Fallingwater” at Bear Run, Pennsylvania. Tell us about them.
Since I had been up and down and all around, as you might say, the only place I felt a sense of comfort was in and with nature. There was a stability there that wasn’t found in the airiness of my Prairie style houses. To be able to extend the energy of the outside and incorporate it into the whole sense of the energy of the house was my crowning glory. It showed that the planet is a living, breathing thing, and when you work with it, you create something that is unique, something that incorporates the living matter of a human into synchronization with the living matter of the planet. The houses had a totally different feel from anything I had done previously.
In 1936 you changed direction and built the “Jacob House” as your first of 50 Usonian homes (“Usonian” replacing the word “American”). They were less expensive, environmentally designed for solar warmth, with what you called a “carport” in place of a garage. Did you see this often-copied design as a way of influencing popular American architecture?
I saw it as a way for those who couldn’t afford custom-designed houses to have some of the benefits that my experience had shown were good for the interaction between owner and home, and also a way to put a person into awareness of conservation.
One of your projects abroad was the Imperial Hotel, Tokyo. It was completed in 1923, the year of the 7.9 magnitude Great Kanto earthquake, which it survived. How do you view the current state of the world’s preparedness for such disasters?
The world society, as a whole, is unaware of and cannot feel the energy of the Earth. They have a sense of superiority that they alone, as human beings, know that they are in control. It is an arrogance which time and time again is proving that they are not working with the Earth, that they are actually making an enemy of the Earth. She is showing them that their arrogance is their downfall, because while they claim to have scientific evidence that what they are constructing will withstand the shaking of the Earth, they are not taking into consideration the fact that the planet not only shakes but undulates. They think of it as a solid mass. They don’t see it as a living, breathing thing, and in their arrogance they take account only of certain ways that a structure can be moved.
So this type of architecture is still faulty in your opinion?
Absolutely.
Is it going to be tested much in the near future?
It is going to be tested quite a bit in the near future—from shakings, quakes, weather-imposed tests such as wind and water. There are going to be a lot of things going on throughout the planet because of the arrogance of not caring, and of being unconcerned with what has been put in place.
You built several special buildings, such as the Guggenheim Museum in New York; the large Florida Southern College campus, including the Anne Pfeiffer Chapel; and on a smaller scale, Unity Temple in Oak Park; and your own sprawling homes: “Taliesin,” Wisconsin, and “Taliesin West,” Arizona. Which one satisfied you the most?
Of all of my buildings, the one that I felt the closest to was the Pennsylvania house, “Fallingwater;” I could feel the flow of the water within every board and tile in that house.
In your book The Disappearing City (1932) you outlined “Broadacre City,” the concept of a new type of suburban development. Were you to return to planet Earth today, how would you go about community planning in this environmentally conscious age?
My biggest problem, were I to come back now, would be that I would have no memory of anything that had come about in my prior lives. Were I to come down as an architect, even with the sensitivities and sensibilities that I had in my life as Frank Lloyd Wright, I would be fighting the economic patterns on the planet right now. There are just too many variables for any really long-term planning to create a trend at this time.
What about the usage of fossil fuels for commuting, and that type of issue?
I don’t know that I would have any effect on commuting unless I came back as a designer of motor conveyances. The use that the current inhabitants of the planet are making of the resources of the planet is sinful—if there were such a thing as sin. People will understand me when I say “sinful.” It is against the basic principles of ecology, economy, and living in harmony with your neighbors. It is all based upon people thinking that they are entitled to whatever they want, even if it has a detrimental effect upon their neighbors, and until and unless the inhabitants of the planet shift and become aware of their interconnectedness with all of the other beings on the planet, I don’t see any shift in the selfishness that is prevalent on the planet right now.
And is this leading to some kind of disaster?
The disaster has already started. The change in weather patterns, the melting of the poles, the increase in seismic activity based upon pressure put on the various plates of the Earth have all begun and will continue.
Are you going to come down to help us with that situation, do you think?
I don’t have any plans at this time to do that. I am working as a guide with a few people who are involved in attempting to work on some of these situations, but I do not plan on being in physical form for quite some of your Earth years.
Thank you, Frank Lloyd Wright, for speaking with us.
I hope that I have explained a little bit about a soul’s variances during its physical lifetime.
Commentary
.
Toni: The energy I perceived with Frank was matter-of-fact about everything. Whether we were discussing his extreme accomplishments or his scandals, it was all matter-of-fact. Yes, it did occur; I was a participant; it was just something I did to learn something. There were no emotional ups and downs with it. The only time he became somewhat energetic was in talking about the interaction between the soul having a physical experience and the physicality of the planet. When he talked about the ecology, the energy flow, and an interchange between the human being and the planet and the energy on it, he became much more animated and interactive. I found him a very interesting person. He gave me some visual pictures when we were talking about his different designs and how they affected energy—that was also quite interesting.
Peter: There were three aspects of special interest to me in this dialogue with Wright, and also a number of minor comments for his followers to discuss.
The ephemeral asceticism of his early period, with his use of terms like Energy and Feng Shui, came first. It felt a little odd that this businessman-in-a-hurry would express so different an aspect of his character as to remark, “…some of my designs had assistance from non-physical architects whom I asked to help get the energy flows right.” But the individualism of this Unitarian free spirit clearly means more to him now than the aggressive “take it or leave it” architect who was adept at bending his ambitious clients to his iron will (and his ever-expanding budget). Perhaps it is rather easier, back Home, to recall aesthetic energy issues than business concerns.
Second, Wright helped us to understand more fully the issue of when and how the lessons that we prepare for ourselves before we come down to planet Earth may occur. These lessons—the incident of the servant who murdered Mamah and her children and set fire to “Taliesin” and, later, the electrical fire there—assailed him after a relatively calm early life. Once he had come to terms with them in his heart, his life appears to have returned to equilibrium. For those who are new to talk from the Other Side, “contracts” are made before incarnation with other incarnating souls, that they and we will mutually provide experiences which represent lessons that each wants to learn during the forthcoming human lifetime.
The third element, mention of coming planetary disturbances, is explored in greater depth in my dialogue with George Orwell, later in the book. This may be of special interest to architects who must design buildings that, like Wright’s Imperial Hotel in Tokyo, are able to withstand earthquakes. This was the starting point of his dismal list of physical horrors to be visited on us by planet Earth in the coming days. He called the natural challenges a “disaster,” and said that this situation had already begun to affect our life because of our human egotism and greed, which have made us enemies of Mother Earth “against the basic principles of ecology, economy, and living in harmony with your neighbors.” Frank Lloyd Wright will not be on Earth to share the coming troubles with us who are left on the planet. He’s sitting disaster out this time around—for a change.
~~~ * ~~~
“This is what the future is like, this is what the universe is like. It’s not in the form that we see with our eyes, it is in the energy that is all around us.”
*
*
Your father, José Ruíz, was an art teacher and considered you a prodigy. Was it his influence and his genes which gave you early and lasting success, or were you endowed with genius like Mozart and Einstein?
I am a soul who had previous incarnations within my chosen physical profession. What you call a prodigy is not a person who is experiencing a first life within an art. There is a bringing together of previous lives which have laid the foundation for going forward and developing in different ways new aspects of the art. All prodigies come down with part of the tapes of their prior existences still playing in their heads. That is how at an early age they seem to be much more advanced than they really are because they are drawing on previous experiences. I chose to come into that particular biological family so that I would have the ability and the tools readily available for me to jump right in where I had left off in my previous lifetimes.
So genetics and environment do count quite a bit?
I don’t know if you can say “quite a bit,” but they facilitate the direction you have planned for that particular lifetime. Were I to have been born into a cobbler’s family I would not have had ready access to the paints and the canvasses. I don’t suppose people would have cared to have decorated shoes!
Tell us about your previous lives that were artistic.
I did a little bit of everything. Going back to prehistoric times I was one of the historians’ pre-Neanderthals who recorded animals and migration paths on cave walls. I started art back in that time frame. I was also involved with a lot of oriental calligraphy which was very feeling—you’re not only putting the characters down on the paper but you’re putting your energy into them so that your message is conveyed on several levels at once. That is how I perceived my work—which to some seemed to be pure garbage but which had an energy in it. Some said my art had an idiosyncratic tendency, but people could not take their eyes off it because it was energy that pulled them in—the energy that I began to use a long time ago. I also did some renaissance art, painting chapel ceilings. I dabbled in folk carving and forming sculptures to get my energy into the clay or the marble. So I had a very complex history of mixing all the mediums that led me into what I accomplished in this last lifetime.
Were any of the people you have been currently famous?
Not by national standards. They were well known within their own small circles for being talented artisans. But they were no one whose works are now incorporated into any of the museums.
Among your early works, some, such as “Le Moulin de la Galette,” were optimistic, but many were sorrowful, like your early 1899 “Self-portrait” in charcoal; or lonely, like “The Absinthe Drinker;” or like the 1903 portrait of your tailor friend Soler, full of melancholy. Were you unhappy at that time?
I was very aware of the depths of emotion that a person could sink to. I was going through a period of experiencing the depth of those emotions as a means of providing me with the energy to put that down on a canvas for another person to feel. Some people choose to be one level with their emotions, either a very low level, a very neutral level or a very high level, and they don’t have the experience of feeling, of living and sensing the various beautiful experiences that can be had in the physical body. By that I mean, while it may seem strange to say that melancholy or depression is something we would choose not to have, it is a beautiful experience to know, so that you can rejoice in the opposite. I chose with those pictures to put people in an energy that would allow them to know if they were extremely happy or not. This let them know why they should rejoice in their happiness because they could be in that depression.
In your painting “La Vie,” you were making a tribute to your friend Casagemas, who committed suicide. Can you explain the purpose of the picture?
Its purpose was my way of honoring him, of going through my physical grief over the loss of him, and attempting to get down on paper the energy of a transformation that can occur. As some people journal to get out their true feelings, I painted to express mine. It was a purging for me.
The setting was an artist’s studio with a painting of nudes on a canvas in the background, then a male and female nude to the left and one dressed female figure to the right. Was there a particular meaning in this?
On a very esoteric level, we come in with nothing, we go out with nothing. That is the discourse of the nudes, meaning that all of our life is about the experiences we have in between birth and death. With this, the painter is able to paint his life, he is able to determine what he experiences, and starts with the unclad body form. Then he can experience whatever he chooses to experience; then he goes out with only energy, the knowledge that he has not taken away anything that he physically gained. It was all a metaphor of life.
Wasn’t the dressed figure that of a woman?
That’s because I was in a period [laughs] when women appealed to me. Also, in that setting, the artist’s major model was the woman. Had I put a naked me in the painting it would have been condemned! The naked man and woman stood for the experiences which could be had in human form. The woman clothed was going through the experiences of life. The babies were the coming in. So for the coming in and the going out both couples were totally naked.
Another picture, “The Last Moments,” has been discovered to have been covered up by “La Vie.” What was that painting, and why did you destroy it?
It was too idealistic as I was painting it, and it did not make me feel that I was able to express the emotions that I had. I started it in total grief without honoring the entire process of life. To me it did a disservice.
This was your grief over the death of your friend?
Yes. It was totally inadequate to convey the feelings I had of the entire experiences of life and of the life that he had led.
It is said that, as a young man, you were inspired by the work of Courbet, Manet, and Toulouse-Lautrec. What did you take from their art and make your own?
Freedom! Freedom to do what the heart chooses to do. Also it was the energy they put into their paintings. Each one of those artists had a way to take and to capture not a flat surface but the energy of what was going on. Whether it was the energy of flowers growing in a lily pond or the energy of dancers and of human experiences, I took from them the energy of life.
Historians talk about various periods in your painting: The Blue Period was characterized by the use of a blue palette and subjects including prostitutes and beggars. Then after four years the Rose Period with light colors, pink, blue, beige, and rose, and a change of subject to harlequins and clowns —circus people. What was in your mind when making such a change of course?
This was the changing course of my thinking and experimenting. The Blue Period was a time of melancholy and depression for me. It was a time when I was considering what might be seen as the negative aspect of humanity—how badly one person could treat another, and the angst they would carry with them out of such an experience. In the backgrounds of my Blue Period, within the intermingling of the blues, there was that which created a boiling, twisting, roiling energy that took a person and said, “If you want to experience the deepest interactions that can be had in humanity, jump in and join me. You will experience sadness, you will experience depravation, you will experience the dark side of human life.”
After I felt that I had had enough of the energy within that view of humanity, I chose to go on to the joyous, the growing, the lightness of the roses and pinks. It was as if sunshine were coming from the darkness of night into the brilliance of day—and also into the frivolity that surrounds people, so they could feel the happiness. Then, whatever they did brought them and others a way to contrast the blues, which were very deep and ponderous, with the roses, which were light and fluffy.
In 1905 you turned more to sculpture and large nudes, and finally, at the end of 1906, to cubism. How important to you were Paul Cézanne and your friend Georges Braque in this development, and how much came from within yourself?
The majority of it came from within. I was always aware of what was going on around me, but I caught on to what was being accepted by others a little bit—I still had to eat! It was observing what others did within the art and then taking those primary formulas and pulling out of myself what seemed to match. The sculptures were just what came out of my hands. I would go into a trance and just let my hands pull the energy from my core. When I went into the cubism phase, I was in an arena where I was attempting to communicate in the most primitive fashion with the essence of a person, saying that you don’t need to have nice, beautiful, shapely forms (that I so dearly loved to work with). You could have straight lines! You could have primary colors! The combination you used with them could touch deep into a person and trigger emotions, trigger experiences. It wasn’t for the inexperienced to get that out of the paintings but for one who picked up the energy of a painting. It was a new step. It was saying, “This is what the future is like, this is what the universe is like. It’s not in the form that we see with our eyes, it is in the energy that is all around us.”
Were you psychically aware of energy?
In the way you ask the question, yes. I didn’t think of it that way, I just felt my way through life. I could feel a color. I could feel how the vibration of a color interacted with everything that was around it, with both animate and inanimate objects. I was aware of how a color impacted the mood of a person. It was that knowledge, experience, and the wisdom within me which allowed me to get feelings into my art.
What was the influence upon your cubism of African and early Iberian works of art?
Since I once had practiced them myself before they became known to collectors, it was like a revisiting of some of my background. I was an African artisan.
Artist or artisan?
Artisan, because at that time art was not only what was painted on the walls and put primarily onto wood to hang up, but it was also what was woven into reed baskets and into mats. So anyone who participated in artwork was multi-faceted, because putting colors onto a flat surface wasn’t a way people could support themselves. They had to put art into the baskets, into something that had a useful purpose for other people.
So cubism became your hallmark. People have often asked about your works, “What does that mean?” Now, from your present position at Home, can you tell puzzled lay people what cubism is all about?
Cubism is about simplicity. It is about containment of various aspects of ourselves within boxes or cubes that lie upon, behind, and partially within other aspects of ourselves, and each aspect has a color vibration that affects the things that are near, within, or connected. It is part of the sacred geometry that is a form of communication within the universe. I never went into that as an explanation because it seemed to be [laughs] contrary to who I was at the time, and I didn’t want the energy of what I was working on to be analyzed by the mathematicians.
You refused to accept payment for your very large, untitled, monumental sculpture in Chicago. You were enthusiastic but entirely enigmatic about it. Is it a woman, a bird, a horse, or an abstract?
It is a combination of what I felt was the energy of the City. It encompassed all of human life. It combined with that spiritual aspects of the angels. The morphing of the sculpture’s outer appearance caused by the weather was representative of the experiences that we learn in life. The blending of the surfaces as the moisture rains down upon it shows everything in our existence is interconnected. It was for me a gift to a very active part of the planet, and those who go and feel the energy within it see what they need to see for the next step in their growth. That is why everybody sees something different within the sculpture.
Between the world wars your style mellowed somewhat and you did not embrace surrealism. Why was that?
Surrealism took the energy that I was putting within my pieces to a level that was on par with a mind that is on drugs. It wasn’t part of the being and the feeling of what was real to the body.
You were truly prolific but did not care to sell a large quantity of your work. Was that deliberate?
In some regards, yes, because I chose to be surrounded by the energy that came out of me. Sometimes there would be so much of my energy in a painting or in a piece that, if I sold it, it was as if I had sold part of myself. It was easier for me to give it into the care of another and then I would be in many, many different places but never in exchange for a price.
Do you feel now, with some historians, that your post-World War II work has been rather neglected?
To be honest (as you would say), I don’t care. I did what I did to have the experiences. What people need to feel, I hope they will allow themselves to feel through my work. There will be different times in the coming years on the planet when people will need different energies out of my various works. I hope that it is there for them, even if it is only for a small segment of the population. I did not paint, I did not sculpt pieces for other people; I did them for myself as an expression of who I was, where I was going, and what I felt. Those which were roundly applauded by people were of a vibration to feel and to accept. Those which were disregarded, like that period you mentioned, were so because people’s focus was in a different direction from where my art was at the time.
In the non-material spirit world, how can souls visualize and appreciate art?
There’s a difficulty in answering that question because we don’t have visual sight as you do. We sense and live in the vibrations. Each of the various pigments within a picture gives off a vibration equivalent to the color within the spectrum. We can stand energetically in front of a picture and know what is there by the vibrations emanating from it.
So you visit Earth and stand in front of pictures?
Yes, sometimes we do that to have the experience, or we can bring up the imprint of that energy, either from experience or from a database.
You were a pacifist and a communist; you opposed Franco but kept out of harm’s way in France. Did social causes actually mean much to you?
No. It was accepted that if people had an impact on the populous (artistically or not), they were supposed to have an opinion. So I expressed various opinions from time to time only to be left alone to do whatever I chose. Had I not been those things (pacifist, communist, etc.), I would have been pursued by people to become part of their cause. This gave me a label so that I was considered “harmless” and then they left me alone.
Okay, Pablo, one thing has defeated me. I lost count of all the relationships you had with women, some of whom you treated shabbily. Also I guess that no one knows exactly how many explicit paintings and lithographs you created of women in your last years. Were you obsessed with sex?
[Laughs] In the physical form I went through a period of indulgence. That was to satisfy all of the animal yearnings that I had put on the back burner for some years. It would be considered by many to be excessive. I was simply in the position of being able to open my door and have it filled by those who wanted to come and experience the master! I courted a lot of that in sketches because the beauty of the energy of another human being, especially in an intimate relationship, is like a beacon that can be set ablaze. I recorded numerous, even hundreds of energy releases in what you call sketches. It’s not for me now to judge what the human flesh did, but just to say that I experienced as much as I could.
With that in mind, are you planning to return to planet Earth soon?
I have contemplated it, but I have not seen a way in which I could really contribute to the art world, since the majority of art that really impacts people now is done graphically on computers. I get no energetic feel from that.
You could come down as an artist’s model, perhaps!
I don’t think so. I can’t sit on the sidelines—I have to participate.
Thank you, Pablo Picasso, for talking with us.
It’s my pleasure.
.
Toni: When Picasso was talking about a piece of art, the emotional feeling he got from it and the vibration that was given off, I was right there, feeling the energy he was feeling. When he talked about the Blue Period it was like a pall of depression over all, but it was an energetic thing, not something you might consider sad. There was a depth of his sensing an emotion and being able to live within that emotion, able to see things through the eyes of those down on their luck or depressed. When he talked about the Rose Period it was as if there were bright spotlights on everything and the sun had come out (the Blue was like night) and everyone was in the open—I even smelled flowers.
The conversation about the Chicago sculpture was full of whimsy, almost as if he were saying, “Boy, did I pull the wool over a lot of people’s eyes—but look what it started in so many lives.” They had begun to look at art in a way that they had never done before, trying to connect with what it meant, with the energy it gave off. I saw kids playing on the sculpture in the city center with such happiness that people would think of art as something with which they could interact. He evoked a sense of completion and of satisfaction at having accomplished what he had set out to do. The popular response was more than enough payment; nothing else was needed in the physical sense.
In the Cubist Period it felt more like I was talking to a mathematician than an artist. There was a lot he was trying to accomplish by subliminal communication. I saw pieces of geometric figures—some completely contained in the art, but some only hinted at so people would have to go into the art to see the rest of the figure. It was almost as if there were words written within the figures, giving people a hidden message, very much like Light Language.
.
Peter: Although Picasso had some helpful comments about issues concerning individual paintings and his contact with past lives, this dialogue was dominated by the concept of energy of color and form. In talking with musicians in this series the concept of vibration has been very important; with speakers and writers the energy of words has been much discussed. When we talk with any soul at Home we make direct contact with an energetic being without a discernable form who communicates with others by means of energetic vibrational impulses. Back Home we do not stroll about the Elysian fields dressed in human bodies and clothes that look like Roman togas. Eyes and ears and speech organs are not needed. So the common basis of thought (even the soul’s memories of lives lived on Earth) is always phrased energetically. In this brief encounter with Picasso, this bias toward explaining everything—color, shape, purpose—as energy is made crystal clear. This is why art, music, and fine speech are so important to us—they are the best means we have of experiencing life in our eternal Home.
~~~ * ~~~
“I knew from the very beginning of my life that I was to be a general,
a great warrior and leader of men.”
*
1885-1945
*
George Smith Patton, Jr., your father told you stories of military glory and your family came from a long line of soldiers from General Mercer in the American Revolution to some who fought and died on both sides during the American Civil War. What else prepared you as a child for your 36-year career in the US Army?
From the very beginning I connected with prior existences, going back to the time of the Roman legions, the great Napoleonic war battles, and the conquests of Alexander. Almost all of my prior incarnations were of a warlike nature, not necessarily in the heat of battle but in the preparation, the movement, the logistics of war. As a child I was bringing together all my memories of the things that had happened to me. To stimulate my memory cells, I devoured all the books and readings I could find on ancient battles, the majority of which I had participated in. Some of them I studied for the flavor of what other commanding generals had done. Although most souls come down with amnesia, I knew from the very beginning of my life that I was to be a general, a great warrior and leader of men.
You said on one occasion that you were the Carthaginian general Hannibal.
That’s correct.
Who else can you name?
Marcus Aurelius—he was running the legions of Rome. I was the son of Genghis Kahn. I went back into pre-history (so far as written records go) in organizing the first humans in their joint conquest of animals and less-evolved humans. Within these incarnations my entire experience was about conquest.
You also absorbed myths like Homer’s Iliad and Odyssey, and the works of Shakespeare.
The written word, in the way it is formed on a page, is very much the way you must form a regiment of soldiers in order to accomplish something. I studied every aspect of organization, every thought which came down, even through the chronicles of the oral traditions and the myths, to glean from them every piece of information I could find of how to sway people both with the written word and by commanding them. No possible interaction between humans escaped my attention. It was more than attention—it was scrutiny.
Yet I understand you were dyslexic. Didn’t that reading disorder affect you severely as a child?
It only gave me more of an impetus to work hard “to get it.” When I was finally able to accomplish what I did with a word, I knew I could accomplish anything. When I worked to glean from the written word the energy that was within, I had to convert the gibberish I saw into understandable lessons. These I used to teach myself to command people and in the conquering of that situation I conquered myself as well.
Was there a time of breakthrough for you?
Yes. Dyslexia was something that I held in check with the force of my mind. Whenever I did not totally concentrate it popped up in my teens and twenties. Even when I was at the military academy I had some difficulties.
You had to retake your first (“plebe”) year at West Point Academy.
Yes, I did. It was as much the stress of the Academy as it was my excitement in knowing that I was moving forward with my dream and that I knew my destiny. So I was not able to exert the attention necessary to hold dyslexia at bay.
You maintained a belief in reincarnation all your life, didn’t you?
Frequently in dream states, even in meditation or day-dreaming, I would go back and visit those scenes. As I began to travel, walking down roads and through fields I was transported back to battles in which I had taken part.
Did you use that information in your work?
I brought forward the wisdom I had gleaned from my past incarnations into the life of George Patton.
You had a softer side. While at West Point you renewed your childhood friendship with Beatrice Ayer. Shortly after graduation in May 1910 you married her, and subsequently she bore you two daughters. People say that neither of you ever had another sweetheart.
It was a moment of fulfillment for me when we married. In my mind, and in the lives I had visited, I had always been this harsh, thoughtless, sometimes almost callous human being. But I yearned for a physical connection to another being. Most females were frightened by my intensity. My darling saw through me, and she saw that in my heart all I wanted to do was to succeed in what I did. She was a nurturing nest for me, someplace where I could always go and be recharged, and she bore me two beautiful daughters who were the love of my life. It was a little tough for me, though, having daughters, because I could not pass on to them the military urges that were the core of me at that time. They in turn allowed me to feel the feminine side which is contained within all of us. It was only when at home or in their presence that I truly laughed.
Were you ever a woman in a past life?
Now that I’m back Home I know that I was, but during my last life the only memories I was able to access were of males in military settings.
I understand that as a soul you are without gender. How do you balance the male and female aspects of your being?
It’s individually determined by whatever our desires and our needs are in physical form. For instance, my whole thrust as George Patton was to be a military leader in the perception of those who would follow me, and those who would cheer with me (or slightly above me). To be successful I had to be totally enmeshed in the military. Granted, I had to be fair, but ruthless in performance, knowing that my determinations might lead to the physical death of others. The feminine aspect of me was there but it was suppressed.
It is a choice. If, for instance, I wanted to be a military man but possessed a beautiful singing voice (possibly a feminine characteristic), I could choose to indulge myself with my singing, letting others feel the passion within me for something that wasn’t military, but doing that might siphon off my effectiveness. So the choice made at the time is to concentrate on the energy of the experience your soul wishes to have in that body and not let anything interfere with it.
I had, as all souls have, a feminine and a masculine side, but I chose to conceal the feminine, except in some interchanges with my family. My presentation to the world was that of a very strong male figure—that was my choice. The choice that some other people make is to be within an ambiguity, to have their female energy primarily show while they are in a male body, or vice versa, have their male energy show while in a female body. My choice was just to have male energy as the outward persona I presented to the world.
Despite your initial failure at West Point, you ended up with the distinguished rank of Corporal Adjutant. Then you were commissioned as a cavalry officer. How did the Academy, your service in the US Cavalry, and becoming the Army's youngest-ever Master of the Sword turn you into an advocate of armored warfare?
I learned to move with the times. My first foray into the cavalry came from my love of horses and my remembrance of both being with Genghis Kahn and, during the Napoleonic wars, the importance of the cavalry—they ruled! It was during this period, after my initial failure, that the respect I won from being able to command people began to move me through the ranks. My entire being was devoted to the military, so it was very easy to become Master of the Sword, which was a preferred weapon at that time. My whole life was focused but I was also very practical, seeing how a man on a horse, charging across a field with a sword, could easily be picked off by a bullet. They were no longer gentlemen facing each other sword to sword. So in order to develop an edge and to come into compliance with others, the tank became the ultimate weapon of the period when I was in command. With the tank (and all that beautiful horsepower under you) it was still a matter of horses and of movement. You could ride upon that horsepower into battle with a “sword” (the cannon) that could project beyond the reach of the arm. It was the only thing that made any sense, and it gave us an advantage.
In 1912 you represented the United States in the first modern pentathlon in the Stockholm Summer Olympic Games. In fencing, you were the only competitor to defeat the French épée champion. You achieved fifth place in the event. What actually happened in the shooting competition where you had been leading prior to changing pistols?
Mechanical difficulties. I had changed pistols and because I had put so much emphasis on Bessie, the one I began with, I had not spent adequate preparation time in adjusting the sights on the back-up.
So the story that you re-drilled your first holes is false?
Yes.
A reporter misquoted your statement that “it takes blood and brains to win a war,” and so your nickname “Old Blood and Guts” was coined. You are seen as ruthless and ferocious, a brilliant but insubordinate leader who was mentally unstable. Looking back on your life, how do you now see yourself?
Well, as I said earlier, in order to win battles there must be sacrifices. It is over the bodies of those who make a pathway, a bridgehead for us, that we are able to succeed. I did not relish the loss of life that was necessary for victory, but I was pragmatic about it. The idea that I was mentally deranged came from…I call it “my inventiveness;” they called it “my insubordination.” I didn’t feel that just because something had worked in the recent past of military planning, we should not be able to reach back further into the past, to the tactics of other master warriors, and implement those to the surprise of the enemy who was very well aware of our books and what we were teaching our men.
In fact this happened in the Battle of the Bulge, didn’t it?
Correct.
You practiced what you preached when you said, “You can't run an army without profanity.” One of your least racist remarks was, “I'd rather have a German division in front of me, than a French one behind.” You were thought to be uncouth, bloodthirsty, and a racist who hated African Americans, Jews, and Russians. What other nationalities have you been in your past lives?
I have been just about all of the races on planet Earth at one time or another, and the thoughts I expressed were not of these races as a whole being inferior. My pronouncements dealt only with the effectiveness of the people on the battlefield under me. If they could not perform to the standards I knew them capable of, I would sometimes say some things I shouldn’t have. I was talking at that time only of the characteristics of the people I was dealing with, not of the character of those very same nationalities I had lived amongst formerly.
You apologized for lashing out at soldiers with self-inflicted wounds. How do you now view the US military’s recent treatment of soldiers and marines with PTSD and emotional injuries incurred in Vietnam and the Iraqi wars?
I cannot say that I have any pride in the way I handled some of those issues. My only desire at that time was victory, was success. I held myself to a very high standard of honor and service and saw anyone who shot or stabbed themselves, in order to shirk their duty, as weak and cowardly. I now know that was something they had to experience. They had to experience the depression and fear that was there, and the self-recrimination later on. Their souls had chosen that. I saw it only on the physical plane, that they were taking away from me another piece of equipment, themselves, which I needed in order to accomplish the job. So it was a sabotage of my plan.
The way that the military is now dealing with these issues is not nearly as far as they could go. They do not appreciate that the human psyche is a very fragile thing. Just as I could not see that stress could cause a person to become unraveled, they do not see the full extent to which the pressures (which now are even more hideous in some regards than those that were faced by my men) are now confronting others. Were I in human form at this time, were I to re-incarnate at this time as George Patton, my personality would call them all “shirkers and laggards” because of the personal standards I set for myself and expected others to have. But I now know that, once again, I would be inflicting my judgment upon them, when in fact this is the pathway they have chosen, and life’s lessons go much beyond what occurs on the battlefield. It goes through the rest of their human existence, and they do need assistance in dealing with it.
You said, “There is only one tactical principle which is not subject to change. It is to use the means at hand to inflict the maximum amount of wound, death, and destruction on the enemy in the minimum amount of time.” Did President George H. W. Bush drop the ball in 1991 at the end of the Gulf war?
[Laughs] The Gulf War was not a conflict of the kind I was engaged in. It was not an all-encompassing war effort. It was what we would call a policing action, and as such there is not a vested interest in the death and destruction and annihilation of your enemy, but rather in bringing them back into compliance so that they can be productive. So it is very difficult to say. I don’t see them as a parallel. I think your history is going to have to determine that, and it will be debated, but it was not a war like those I fought.
Would you have gone to war in Iraq after 9/11?
A ground war as was undertaken, no. The type of war that I would have engaged in at that time would be to confront exactly what we were dealing with, which was a planned disruption, annihilation, terrorism. That is what you would fight terrorism with. When you are dealing with an invisible enemy you cannot go and become visible. When you are visible you are a target walking down the road. If you are invisible and infiltrate, then you are successful.
In the battle at Meuse Argonne, you led a team of six soldiers on a dangerous mission, fully expecting to be killed. Five died, you were wounded. In 1945, the day before you were to return home to the United States, you were injured in a road accident and died as a result. Did your soul have a choice each time of whether to live or die?
Our souls always have a choice whether to live or die. We determine when it is we are going to transition. We set up the circumstances for it. At Argonne I did not have a death wish. A lot of frustration was upon me at that time. There was a discussion that things couldn’t be done or wouldn’t be done correctly. It was my desire to show that they could be done, even if at a sacrifice. My final action came when I had learned everything that there was for me to learn as George Patton. I was going back into an arena where I would not be able to be out in the field at war, and I no longer had a desire as George Patton to go on.
You said, “There's only one proper way for a professional soldier to die: the last bullet of the last battle of the last war.” Is the world ever going to have a last war?
The face of war that I talked about then is different from the face of war at this time. Then there were conflicts that were clearly defined. You knew when you were going to battle someone. You knew who your enemy was. You knew the loosely formed rules of engagement. What is happening on the planet at this time has totally gotten away from war as in my time and in previous centuries. It has gotten down to individual pissing matches between people, whether it be genocide of rival tribes in Africa, religious wars in the Middle East, or all-out political battles in the Americas. That is the face of war at this time.
So are the massive preparations for army against army conflict, and such weapons as nuclear bombs, no longer needed?
They no longer have their place in your current time. Warfare has gone back to improvisation, creating a constant question: what is next? The majority of the damage being inflicted at this time in places like Iraq is made with improvised explosive devices with screws, nails, broken glass doing much more damage without the potential danger of nuclear bombs. Not only does it do the killing, but it engenders fear in everybody as to where the next explosion will occur and what it will look like.
Now that you are at Home, do you talk with Eisenhower, MacArthur, Montgomery, Churchill, and your other wartime comrades?
Oh, yeah—we joke about personality conflicts, sensational things that we did, and things we did that we probably wouldn’t have done if we’d thought about them beforehand. We talk about other lives that we lived together, so it’s not restricted to our time within the twentieth century.
How about Adolf Hitler and Joseph Stalin? How do you get on with them?
They are souls just as I’m a soul. They had their duties and obligations, their contracts, and their desires of things they wished to learn, as did we. The fact that our ideologies and political convictions were different while in body form is totally immaterial in spirit form because we are all the same.
So they didn’t go to hell?
There is no hell except what you create for yourself on Earth. The battlefield was hell. Moving into places we had to destroy, in order to be victorious in our pursuits, created a hell. Hell is a physical thing. It is not an energetic, spiritual thing. In spirit form there is nothing but unconditional love. We laugh at some of the roles we played, but there is no sense of regret or satisfaction, of one-upmanship, or anything else. It was just the choices we made for the experiences we had.
Have you made any plans for the kind of life you will have next on planet Earth?
No, because whenever I get into body form my major energetic thrust tends to be for war. I would not want to participate in any of the conflicts going on at this time.
Thank you, George Patton, for speaking with us.
I salute all of you who are doing good work.
.
Toni: There was a dynamic energy about him, almost as if he were lecturing a group of people. I had the sense that he wanted to be understood but didn’t really care if he wasn’t. He was just going to be himself and be true to himself. He had a sense of confusion, however, when the issue of self-inflicted wounds came up. Could there really be someone who wasn’t true to himself, who wasn’t honorable or self-sacrificing for the cause, or who was less than totally passionate about what he did and had taken an easy way out? But then, with the energy of the Other Side, Patton said that he did understand—maybe that was the nature of a soul’s mission. So first the energy was rampant George Patton: “These men are shirkers, cowards, running away from themselves and their country.” Then there was a softening: “But this is the lesson they chose to learn.”
Talking about current conflicts (this dialogue took place in December 2006), there was a head-shaking at the way the world has sunk into such a sad state. You can no longer go out and fight; you must do all this sneaking around, pulling the carpet out from under your enemy instead of facing him man to man, sword in hand.
.
Peter: We uncovered a good deal in this dialogue with the powerful Patton. The first was that it is not sissy to have feelings about your past lives. He was conscious of them, although, I suspect, rather unwilling to acknowledge his prior female incarnations. In that respect he indicated that there are no gender differences between souls in their natural state at Home. He did have a tender side to his nature. He suppressed his desire to sing in order not to compromise his male persona. It was only when he was with his true love, Beatrice, and their two girls that, he said, “I truly laughed.”
We saw the working out of his male drive in the way he tackled a physical challenge—in his case, dyslexia. This had haunted him through his youth into his twenties: “Dyslexia was something that I held in check with the force of my mind.” This tough-minded concentration on the big picture comes through in many famous lives.
In life Patton was tough. He was profane. He blasted people for not coming up to his personal standard and was accused of being racist—a charge he stoutly denied—and uncaring of men who wanted out of the war. In this last situation his cosmic view of the fragile human psyche now leads him to complain that the military is not sensitive enough to the needs of troops in battle. This is a reversal for us to note, showing how far the human ego can get things badly wrong. In life he was always focused on the need to win at all costs. This was in no way phony—he lived as he spoke—but now he has a more balanced view.
Another aspect of our dialogue deserves attention. When Patton died he was about to return to the USA from the battlefield and enter civilian life, but he died in a traffic accident. About this event he said, “Our souls always have a choice whether to live or die. We determine when it is we are going to transition. We set up the circumstances for it.” This is both technically correct and a little misleadingly brief. It is true that we set up the general circumstances for our transition Home before ever we come to planet Earth. The details of our death are worked on by the souls who guide our progress. Therefore, there are no accidents resulting in our death, in the sense that if it is not our time to leave our present life we will not do so. Nevertheless, the means of our departure will often appear “accidental” to human eyes—we were on the bridge when it collapsed.
The whole truth is complex in that our death is not simply arranged by our human mind, but rather, it represents a prearranged event. We may die because we have learned all the lessons we came for, or because we have agreed in advance with fellow souls to give them the experience of our death and living without us. Some human minds have intervened to drag out their passing, other minds may terminate their being here by taking their own life, but in general, the choice of when and how to transition Home is a soul matter, not a matter of human choice. Perhaps in Patton’s case his wife and daughters needed to experience life without his immensely powerful presence, and that was his parting gift.
~~~ * ~~~
“I didn’t care where the adulation was coming from, just as long as I had it, just as long as I was in the limelight.”
*
*
George Herman Ruth, Jr., you were born in Baltimore, Maryland, one of eight children born to your mother, Kate, though only you and your sister Marnie survived infancy. Your father owned a tavern near the waterfront. Your parents worked very hard and found it difficult to find time for parenting. Tell me about your parents.
They were very hard-working, possessed people. When I say “possessed,” I mean they were possessed of an elusive dream that they could accomplish prosperity. They did everything they could to create it. They got so entwined in the business that it, rather than my sister and I, became their life. We were like little decorations around the side. For the local community they were a center point of solidarity. Whatever happened that needed to be discussed, they enabled people to air their feelings about it, whether it was politics, issues in life, even the weather. Their place was where everyone came to feel that they had a voice in what was going on.
You were a little tavern kid running wild, stealing, playing hooky, chewing tobacco, and drinking whiskey. When you were seven you were sent to live at the St. Mary’s Industrial School for Boys and for the next 12 years were largely separated from your family. Was that all part of the life lesson you had planned before incarnating?
One of my life lessons was discipline, so I was put into a place where I would be able to examine what discipline was. Of course, as my life at that time showed, I had no discipline. I had no one to tell me what was right and wrong, so I made my own rules. I was left to my own devices and became totally incorrigible, and so rather than wreck all that my parents had built so carefully, I was shipped off. This was the idea within my life: to know what it was to have no limits, then to be in a situation where everything was limited.
But then when you went into the rest of your life, you maintained a pretty wild exterior, didn’t you?
The exterior was wild, but the interior was controlled. While I knew my limits as to how far I could go with something before really impacting society or other people, inside I knew what it was I wanted to accomplish. I was very disciplined inside with being able to direct my energy when I needed to do something, as in making a living.
You were suspended once for alcohol abuse. How serious a problem was your drinking?
It controlled me. I was at that time rebelling against the discipline/non-discipline that my entire life had been, and I found that if I dove into the bottle, I could just lie around in that beautiful liquid—let it sustain me, let it nourish me, so to speak, and take me away from everything else that could possibly affect me. I was totally under the control of that liquid.
And it nearly destroyed you in the end?
It nearly destroyed me because I let it have such a grip on me that nothing else seemed to matter. I only felt good when I was in a state of total numbness, and when I didn’t have to worry about what was going on. But then it started to affect the organs of my body—I think they call it “pickling.”
Brother Matthias, the strong Prefect of Discipline at St. Mary’s school, spent a great deal of time with you because you were so badly behaved. Tell us about him.
He was a true saint. He saw within me a spark of determined energy that, if it could be harnessed, if it could be directed, would allow me to accomplish great things. He was the total antithesis of my parents, who didn’t see me unless I was in trouble, didn’t care about me unless I was underfoot, and only just tolerated me. He wanted me to know who I was and how I was impacting all of those around me. He made me become aware of the results of what I was doing, and he would be the first one to appear out of nowhere when I broke any of the rules. It was almost as if he had a sixth sense of exactly how my behavior was turning and twisting.
Did he have a contract with you as a soul to give you that discipline?
Absolutely. He’s actually a soul mate of mine—a soul mate being someone who has the most impact on you, and with whom you make a contract—and he was the one who was there to put my feet to the fire, to say, “This is what you wanted to deal with. You wanted to deal with discipline issues; here is how you can do it. Make the choice of whether you’re going to learn this lesson or have to come back and do it again.”
At St. Mary’s you learned to play baseball as catcher and pitcher. Then, when you were 19 years old and six feet tall, Jack Dunn of the Baltimore Orioles saw you play and signed you up to play for his team. Was this the point at which you started to be called “Babe”?
It grew up around that period of time. The Babe idea was more a reference to the feeling that people got around me, rather than my physical appearance.
Jack Dunn was your guardian by law, wasn’t he?
Yes, he became my guardian.
Weren’t you called “Jack’s newest babe?”
Others called me “Jack’s newest babe,” because he referred to me as “Babe.” During that time I started spending more and more time with him. He realized that there was a wistfulness, a tenderness inside of me, like a babe that had not been exposed to any of the toughening of the outside world but had just floated and bounced from pillar to pillar without absorbing what was taking place.
Did you mind that the world called you Babe, not George?
At first I did because I thought it was a derogatory comment, but then it became such a term of endearment with people, and in a sense I felt I was finally being accepted as part of the family.
You stayed with the Baltimore Orioles for less than six months, then you found yourself playing in major league baseball for the Boston Red Sox. Was it a dream come true?
It was a dream but not of long standing, because I had never thought it possible. I had envisioned myself being a longshoreman or factory worker or something like that. I did not have any expectations. The ball that I played in the beginning was for fun and excitement, and it was during those first few games that I realized I was really good compared with the other people. Then it became a dream to see how good I could really be.
So you wanted to move to Boston?
I did want to move to Boston, yes.
In 1914, when you were 19, you married Helen Woodford. You bought two homes, one in New York City, the other in the Massachusetts countryside, and adopted a baby girl named Dorothy in 1921. But your marriage fell apart soon after. Why was that?
It was an impulsive decision on my part to get married. I so desperately wanted a family, and the opportunity arose because I was becoming a little bit of a cult hero in the prowess that I was showing on the diamond, and that drew people to me, but I didn’t know how to be a part of a family. I was having trouble being part of a team, much less having the intimacy of a close-knit family.
Did drink get in the way?
Not that much. It was mainly trying to acclimate and assimilate, get used to what it was like to be close to a person, to be always with them, to have them depend upon you, to be responsible for the outcome of a certain situation on a personal level.
In fact, shortly after you adopted Dorothy, you met the actress Claire Hodgson. Did that affect the marriage?
It affected the marriage only because I saw stars twinkling before my eyes. I was finally coming to the realization that I was a somebody, and it went to my head. I also, of course, was in the prime of my life and thought that I had a lot of things to share with women.
Then in 1929 Helen died in a house fire, and your daughter came to live with you. Two months later you married Claire Hodgson, who was a widow. She was two years your junior and had a daughter, Julia, whom you adopted. Your girls gave you five grandchildren in all. What sort of father and grandfather did you become?
I would like to say that I was a good one, but it was a lot of trial and error. I was a much better grandfather than father, because as a father I sometimes became so frustrated that my emotions came out and I would blow off at the girls for no reason whatsoever. But, again, they were part of what I came to learn. In addition to discipline, I needed to have emotional connections to people and to be able to share things with them. When the grandchildren came along, without the stresses of having to be one of the sole reliable people in their lives, it was easy to spoil the kids.
You had an amazing career. In 1916, as a 21-year-old pitcher in your very first World Series game for Boston, you created a long-lasting record on the mound when, in game four against the National League Champion Brooklyn Robins, you pitched 13 scoreless innings in the 14-inning, longest complete game in World Series history. What did instant success feel like?
It was a validation for me that I really could make something of myself, but I wasn’t ready for it. It went to my head. I became even more insufferable with some of the people around me who cared for me, and I also found it a very good reason to party.
You performed excellently for the Red Sox and batted 29 home runs in the next season, handily breaking Buck Freeman’s single-season home-run record. But then Harry Frazee, the new owner of the Boston club, went and sold you to the New York Yankees. How did you feel about that sudden turn of events?
Well, it wasn’t really a sudden turn of events. I was becoming pretty much of an insufferable bore when it came to being a team player, and I wouldn’t do all of the little things that the club wanted me to do for promotion, etc., and my britches got so big, I guess, that they decided to let somebody else pay for the pants.
What did the Boston Red Sox and Yankee fans really mean to you, Babe?
I didn’t care where the adulation was coming from, just as long as I had it, just as long as I was in the limelight. If people appreciated me when I stepped out onto the field, I felt a sense of worth within myself. I didn’t have a loyalty to any particular group of people. I only had a loyalty to making myself feel good, so the fans were a vehicle providing me with the energy to feel good about myself. I didn’t sense that any one group was better than any other, as long as they could put me up on that pedestal of being their hero.
With the Yankees, you quickly replaced your own batting record with 54 home runs in 1920. You bettered that record the next year with 59, and in 1927 batted 60 homers, your personal best. Your career total was a record 714 homers, with a record .690 lifetime slugging percentage. As a batter, how much did all these statistics mean to you then and now?
Then they were very crucial to who I saw myself as and who others saw me as. They were my credentials, my platform, my red carpet to whatever I wanted to do. Right now they mean nothing.
People breaking athletic records today raise suspicions of performance-enhancing drugs. How do you view that issue?
Well, unless alcohol is considered a performance-enhancing drug, they’d better take a better look at things. We didn’t have the availability of all these things now occurring in athletics. We didn’t control what we did. If we could go out and perform, the management didn’t care what we had done the night before, or even what we had done the hour before the game. It was not unusual in some clubs to have a flask passed around in the dugout, so the only enhancing substances we used were those of the grain.
I suppose since you don’t care about records now, you don’t care whether somebody has taken a drug and beaten your record.
It doesn’t make any difference to me as far as the spirit goes—that was just a life, something I experienced. If I were still in physical form, I would say, “Cheater, cheater, liar, liar, pants on fire!”
As an exciting batter (whom people still call The Great Bambino, The Sultan of Swat, and more), you so electrified the New York crowds that their numbers enabled the team to build Yankee Stadium, which opened in 1923. Your longest hit was at Navin Field, Detroit, when you hit a ball 575 feet from the home plate. Do you remember that moment?
I remember the impact of the ball on the bat. It felt different. It felt almost as if I had taken an energy outside of myself, added it to my normal energy, and brought it around with that swing to come in contact with the ball. There was an interesting feeling—I almost felt sorry for the ball as it was hit, because I knew it was going a long way!
Then there was the controversial drama at Wrigley Field, Chicago, in the fifth inning of Game 3 in the 1932 World Series against the Cubs. Charlie Root was on the mound. The first two balls were strikes. Then you pointed toward the center-field bleachers and beat the next ball in a huge arc right out of Wrigley Field. Okay, you slugged a record-distance homer, but the discussion was about your gesture, and you gave various explanations to the press. Were you pointing at the pitcher or the bleachers, and was your gesture meant to be obscene?
The gesture was definitely not meant to be obscene. I enjoyed playing, and what I was doing was pointing first to the pitcher, acknowledging that he had gotten me with his first two pitches, that he had bettered me, and then I pointed over his head, where I was going to send the next one.
This was your last homer in the World Series, wasn’t it?
Yes, it was, and a fitting climax to that day.
Surrounded by controversy, as usual…
Of course—that was my whole life.
You wanted to manage the Yankees and then, later, the Boston Braves. You turned down the Newark Bears, a minor league team. Then in 1938 you were passed over as manager by the Brooklyn Dodgers. How well did you cope with these disappointments, and with the end of your legendary career as a baseball player?
During that period I was going through a series of thought processes where I thought that I was the greatest thing the world had ever seen, as far as baseball was concerned, and that people who didn’t take advantage of my prowess were depriving themselves of a superior intellect in baseball. As I see it now—what a pompous jerk! And I also realize that since I’d never been much of a team player, as a manager I had to be horrible. I didn’t really appreciate the interconnection that had to be built between the players to make a cohesive unit. All I did was pit one person against another, as I had for my entire career pitted myself against the administration, against the owners, against baseball in general. That was what fueled my successes, but as a manager, it was death to a team in season.
Why did you get cancer in your neck and face?
The neck is where the vocal cords arise. The voice that comes out portrays the energy of the person. I was not being truthful to myself at that particular time in my life, as I had not been throughout most of my life. The cancer was for me a denial of the fact that I wasn’t truthful. The face was because I showed a face to the world that wasn’t the true George Herman Ruth.
In the end, did you learn all your lessons?
While in physical form, I did not completely learn everything I had chosen to experience. As I went through the review, as I left my body and went back Home into the energetic, spiritual body, I saw what I had done and felt the true depth and meaning behind all the situations I had placed myself in, and all of the anxieties that I had caused other people. I realized how I could have modified my behavior to live as a normal person would live (if there is such a thing as “normal”). In the end, I realized everything I had done, the lessons I had attempted to learn, how I had fulfilled the physical activity of learning those lessons, and then, once I was non-physical, I integrated the learning so I won’t have to learn them again.
You said, “It's hard to beat somebody when they don’t give up.” Looking back on your life, what moment or achievement gives you most pleasure?
As I sit here it’s very difficult to pick out one thing that gives me pleasure. All of them, in their totality, now give me pleasure because I did learn what I came down to learn. I don’t take any particular pleasure in physical things, because they were all parts of the lessons that I came to Earth to learn.
Thank you, Babe Ruth, for talking with us.
I’m hoping that, from this discourse, people don’t think any less of the legends of the human Babe Ruth because of the fact that they now see that what I did was learn spiritual lessons.
They’ll have to learn, won’t they?
They will, as I did.
.
Toni: During the majority of the interview, Ruth’s energy was like that of an immature child. Looking back now, he was very aware that his behavior wasn’t what he would like it to have been. It was almost an embarrassment, but at the same time he was not apologizing for what he had been because, had he acted differently, he might not have learned the lessons that he needed to learn. In the latter part of the interview he became somewhat philosophical, analyzing how he now sees the reactions that people had to him—both the hero worship and the adverse “he’s a pain in the butt; we don’t want to put up with him.” He now fully accepts both aspects of his life. It was interesting, because I could then feel a very spiritual person there, but he had really put himself back into the persona of the body in order to give us as much of a feeling of his human life as he possibly could.
.
Peter: It is amazing how so many of the individual souls whom we have encountered in this series have turned catastrophic childhood experiences into a springboard for subsequent major adult achievements. The little boy of seven running wild, getting drunk on whiskey, becomes a slugger who remembers his most recent life as having been permanently awash in alcohol. But somehow he just managed to keep away from ultimate disgrace. In the midst of roistering and womanizing, something inside him spoke of self-discipline. It was his youthful experience of tough outer discipline, rigorously applied by a hard- hitting cane wielded by Brother Matthias. I should have asked whether slugging the ball so hard and far was the way in which Ruth got his own back for the countless punishments he had received at St. Mary’s school!
A lesson for us all is in the lack of concern Ruth feels about performance-enhancing drugs now, just like his apparent lack of pride in his amazing record as a baseball player. When, like him, we all finally return Home, we become quite disinterested in things we held so dear in our immediate past life. Passionate relationships (of both love and hatred) will normalize, and the record of personal achievements, which we may have prized, becomes an interesting by-product of one among many past physical lives. If ever there were a testimony to the old saying “You can’t take it with you,” this is it. Wealth, power, achievement all fade. What matters to the soul is whether it learned the lessons it set up for itself before incarnating, all presented in the experiences in its physical lifetime.
There was wistfulness in the great slugger’s final comment, but no more than that. For him now, what counts is the soul lessons he learned during his time on planet Earth, not how many homers he hit. But I guess that won’t stop people like you and me from spending fortunes on Babe Ruth memorabilia—or, for that matter, proudly writing our books containing conversations with him long after his leaving planet Earth for Home.
~~~ * ~~~
“I played each part of my life as though it were an elaborate stage show in which I wanted to engage the world.”
*
*
Ernest Miller Hemingway, you are seen as one of the great English language writers of the 20th century. Aged 18, you worked six months as a cub reporter for the Kansas City Star newspaper. Was the instruction you received there the key to your terse, vigorous, but understated style?
Visit: http://www.smashwords.com/books/view/23404 to purchase this book to continue reading. Show the author you appreciate their work!