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‘Spinning imagery, grounded in the concept of continuity (both time and thread),  

stands as a symbol for both life and death, seen as processes through the myth of the Fates  

and the conception of cosmologic threads.’    

 – (Fanfani, Harlow, and Nosch 2016: 324) 

 

Introduction

For my creative project I learned to spin and knit.

I expected this to be straightforward. However, just as in fairy 

tales, these apparently simple tasks took me on an unexpected 

journey into the mysteries of life, death, and rebirth.  

All over the world, the act of spinning thread is interwoven with myth, fairy tales, and the 

sacred; Godwin sees the age-old path of esoteric wisdom in its myriad manifestations as a single 

‘golden thread’ (Godwin 2007: xi). However, in contrast to our usual perceptions of Western 

mysteries, most of whose prophets and proponents are male, textile arts historically have been the 

domain of the female, and thus may offer insight into the particular nature of women’s wisdom. 

Just as one thread is formed from many small fibres, my creative project is a synthesis of 

different aspects. In this review I look at three main strands. First, spinning in history and 

mythology, particularly as women’s work; second, practical techniques; and third, my experience of 

spinning as a labyrinthine pathway to self-knowledge, through an encounter with death and a 

glimpse of the healing potential of spinning.  To support these three strands of my exploration, I will 

turn to the Three Fates to provide structure for this review, within a mainly heuristic methodology. 

Ultimately, in the creative project and in the process of writing about it, I sought the ‘deepening of 

consciousness... [and] process of transformation which leads to gnosis’ (Voss 2015: 3). It is not an 

exaggeration to say that this project proved deeply transformative and profoundly moving, offering 

insight on both personal and universal levels, including a new understanding of the balance between 

strength and weakness, self and community.  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Methodology

The theoretical framework which felt most appropriate was the heuristic research model, 

named after the Greek ευρίσκειν, ‘to discover or find’. Here, ‘[t]he self of the researcher is present 

throughout the process and, while understanding the phenomenon with increasing depth, the 

researcher also experiences growing self-awareness and self-knowledge’ (Moustakas 1990: 9). 

Other approaches I found helpful were imaginal inquiry, i.e. the process of ‘inviting the image to 

teach’ (Angelo 2005, 2013), and the ‘methodology of the imagination’, which proposes a ‘meeting 

place of literal and spiritual realities’ (Voss 2009: 37). The latter accurately describes my threefold 

process of learning about spinning, learning to spin and knit, and learning about myself.

The Three Fates, Norns or Moirai are powerful 

deities who spin, measure, and cut the thread of a 

person’s life. They are known in virtually every Indo-

European culture (West 2007: 380). In Greek they are 

the daughters of the goddess Ánanke (Ἀναγκη), 

‘necessity’, and their names are Clothó, Láchesis, and 

Átropos. Because my creative project was based on 

three elements – intellectual, practical, and personal –

I would like to invite them to help tell my story.

Κλωθώ, she who spins the thread: Historical and mythological background

Clothó, first and youngest of the Three Fates, is ‘the spinner’, from κλώθειν, ‘to spin’. The 

related word klostí, ‘thread’, the key image in the traditional opening rhyme for Greek fairy tales:
Κόκκινη κλωστή δεμένη / Στην ανέμη τυλιγμένη
Δωσ' της κλώτσο να γυρίσει / Παραμύθι ν’ αρχινίσει

Kókkini klostí deméni / Stin anémi tiligméni
Dos’tis klótso na yirísei / Paramíthi n’arxinísei

Red thread tied / Wound around the wheel
Give it a kick, it starts to spin / The fairy tale can now begin (www.paidika-paramythia.gr/)

The ‘red thread’ is the leader thread, permanently tied to the spindle to get the new yarn started 

(Kroll 1981: 19). Clothó is the one who sets the wheel in motion.  

L. Shannon Creative Project Review Page �  of �3 18

The Three Fates. 16th C tapestry, Netherlands (V&A)
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Spinning in fairy tales

Fairy tales ‘are female lore by and large, handed down by women from one generation to the 

next’ (Gould 2006: xix), on ‘long winter evenings when young girls and older women gathered to 

spin’ (Lukas 1980: 7). Since both spinning and storytelling took place at the hearthside, it is no 

surprise that ‘the entire fabric of mythology and fairy tales is shot through with references to textiles 

and weaving’ (St Clair 2018: 11). Well-known tales include The Sleeping Beauty; Rumpelstiltskin; 

The Three Spinning Women; Spindle, Shuttle, and Needle; The Golden Spinning-Wheel; The 

Golden Spindle; and dozens more (Grimm 1965; Lukas 1980). Through these stories, tools and 

techniques of spinning – long since vanished from the Western household – remain familiar in 

contemporary culture. In such tales, spinning symbolises transformation and ‘the metamorphoses at 

each stage of a woman’s life’ (Gould 2006: xvi), as I was to discover for myself.

Spinning in mythology

Goddesses of spinning, weaving, and wisdom include Greek Athena, 

Egyptian Neith, Syrian Atargatis, Norse Frigg, Germanic Holda, Irish Brighde, 

Mesopotamian Taït, Japanese Amaterasu, and Incan Mama Ocllo (St Clair 2018: 

12). Laima, like the Three Fates, is a Baltic goddess of spinning and destiny 

(Kraukle 2009: 53), while Mokosh in the Slavic world links fertility and 

spinning (Kelly 1989: 16). The many mortal women in Greek myth associated 

with spinning and weaving include Ariadne, whose ball of thread guides Theseus through the 

labyrinth; Penelope, who wove by day and unpicked by night as she waited for Odysseus’ return; 

and Arachne, whose legend explains how the spider signifies both spinning and weaving (Barber 

1994: 239-243). The same connection is seen in Spider Woman, protector goddess of the Diné, and 

Spider Grandmother, creator goddess of the Hopi (Myth 

Encyclopedia 2020). Both taught their people to spin and weave, as 

did the West African trickster character Anansi, a mythological 

spider who ‘lead[s] a person to the truth through...the least-expected 

turns and twists of fate’ (Encyclopaedia Britannica 2020).

In Christian icons, the Virgin Mary is often shown spinning at 

the moment of the Annunciation. Mary’s role as God-bearer is 
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beautifully represented by the art of spinning: the cosmic power of giving 

form to the formless in the sacred act of creation (Barber 1994: 237). In 

Greek mythology, Aphrodite, too, was often depicted with distaff and 

spindle, showing the power of Eros to bring new form into being. All of 

these associations indicate that spinning was a sacred art, intimately wound 

up with the transmission of wisdom – specifically women’s wisdom, since 

deities, saints, and mythological figures associated with spinning are almost 

exclusively female (Coon 1997: 43), as of course is the process of 

pregnancy and birth.

Spinning in the ancient world

‘Textiles and matters of textile production...were a vital part of a producing, consuming, 

trading, and living society of the past’ (Nosch 2014: 91), and fabric production was a familiar part 

of everyday life in the classical world. Plato used wool-weaving as a metaphor for statecraft 

(Statesman 279b, in Plato 1997: 321; see also Blondell 2005), and classical art illustrates the expert 

textile craftsmanship of the time. Athenian naval dominance in the ancient world depended on 

countless bolts of hand-spun sailcloth to power its fleet, to the point where, at a time of rapid naval 

expansion in the 4th C. BCE, Athens imposed a ban on the export of this precious material 

(Gabrielsen 1994: 140).

 The oldest spun fibres found so far date 

back an astonishing 32,000 years (St Clair 

2018: 23). Some scholars view the simple art 

of spinning string – for nets, carrying 

containers, and baby slings – as the single 

technological leap ‘that allowed the human 

race to...move out into every econiche on the 

globe during the Upper Palaeolithic’

(Barber 1994: 45). Barber calls it the ‘String 

Revolution’ (ibid.: 45), and specifically credits 

women with this invention (ibid.: 29-30).  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Three generations of Greek Sarakatsani women, resembling 
the Three Fates: the daughter spins, the mother measures, 
and the grandmother winds the cut thread into a ball.

Aphrodite (Venus de Milo, Louvre), reimagined with arms holding spindle and 
distaff. 'The musculature of what is left of her arms suggests that she stood in the 

typical position for spinning thread in the Greek manner.’ (Barber 1994: 237)



Spinning as women’s work

In the time of King David, spinning was 

considered an essentially feminine pursuit 

(Coon 1997: 42). In ancient Greece, spinning 

and weaving were wholly seen as women’s 

activities: the birth of a girl was proclaimed by 

means of a tuft of wool hung on the front door (St Clair 2018: 13), and images of wool-working 

served as metaphorical emblems of the feminine ideal (Connolly 2007: 192). Church father Jerome 

(347-430) stated that ‘spinning and weaving are fundamental components of female 

spirituality’ (Epistle 128.1, cited in Coon 1997: 42). In India too, spinning was so thoroughly 

identified with women, Gandhi had great difficulty in persuading men to take it up as a step towards 

political and economic independence (Gandhi 1922: 79). Indeed, spinning has predominantly been 

classed as women's work all over the world (Bergren 2008: 16). This is chiefly because women’s 

occupations in preindustrial societies had to be compatible with childcare, meaning tasks which are 

not dangerous, can be easily interrupted and resumed, and can be done close to home (Brown 1970: 

1074). Spinning, weaving, and knitting fall into this category, unlike traditionally male pursuits 

such as hunting, herding, ploughing, smithing, deep-sea sailing, and war.

In the classical era, women were largely excluded from the world of written and spoken 

discourse; public speaking and oratory ‘were exclusive practices and skills that defined masculinity 

as a gender’ (Beard 2017: 17). The legacy of this internalised bias has lasted well into the present 

day (ibid.: xiii). Nevertheless, women’s voices found expression in non-written means of 

communication, including textile arts and fairy tales. Kelly (1989: 63–68) and Paine (1990: 65–67) 

consider that embroidered symbols constitute a language, perhaps with roots in the Neolithic era. 

Since women in the Balkans have encoded and transmitted 

information in these non-literate ways for thousands of years, I 

have elsewhere suggested that ‘textiles are their texts’ (Shannon 

2017: 333-4). 

With all of this in mind, I took up the spindle, and found a portal 

into that heuristic realm where ‘not only is knowledge extended but 

the self of the researcher is illuminated’ (Moustakas 1990: 11). I will 

invite the second Fate, Láchesis, to help tell this part of my story.
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Russian embroidery of spinning 
goddess Mokosh (20th C.)



Λάχεσις, she who measures the thread: Learning to spin

Láchesis (from λαγχάνω, ‘to obtain by fate or by the will of the gods’), of middle age, is 

the Fate who determines a person’s lot, be it good or ill. (The modern Greek word λαχείο, lottery, 

has the same root.) Láchesis decides the length of a person's journey, and distributes their allotment 

of gifts and experiences. My journey of learning to spin was indeed fatefully marked by all that I 

experienced along the way.

Heuristic research requires ‘a direct, personal encounter with 

the phenomenon being investigated... in a vital, intense, and full 

way’ (Moustakas 1990: 14). In pursuit of this encounter, I first tried 

several methods of hand spinning: rolling fibres on the thigh, twisting 

them on a stick, and spinning with a drop spindle. Then, while 

working in Austria, I joined a beginners’ day course to learn wheel 

spinning at a rather fairy-tale-like, thousand-year-old monastery. Here 

I fell in love with the spinning wheel. I found its low hum very pleasant, softly punctuated with the 

rhythm of the foot pedal, like a rocking cradle, and could only agree with Gandhi's sentiment that 

‘the spinning wheel...gives sweeter music and is more profitable than the execrable harmonium, 

concertina and accordion’ (Gandhi 1922: 54).

 Sitting at the wheel, the cloud of wool 

in my lap effortlessly flowed through my 

fingertips onto the bobbin. The image was 

mesmerising, hypnotic; spinning filled me 

with deep peace and a sense of oneness 

with the cosmos. The ceaseless motion of 

drafting the thread takes place in the lap, at 

the level of the womb, suggesting the great mystery of pregnancy and creation. The ‘red thread tied’ 

– the kókkini klostí deméni – is like an umbilical cord for whatever the spinner will ultimately bring 

into being. The wool is ‘born’ through its link to the leader thread, beautifully embodying the 

Neoplatonic concept of emanation: ‘The One radiates out from itself all that exists in the cosmos.... 

[I]t is undiminished by the outflow and produces the world out of an outflowing 
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Laura at the spinning wheel, Klagenfurt, Austria:
https://www.youtube.com/watch?v=l2UC0YVW_Lw&feature=youtu.be
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superabundance’ (Struck 2004: 207). These insights and many others 

came as I sat at the wheel, revealing how spinning can open a door to 

intuitive knowing. But I have skipped over the most important part of my 

personal story, and to go back to it, I will now call upon the third Fate, 

Átropos, for assistance.

Ἄτροπος, she who cuts the thread: The encounter with death

If Clothó represented for me the mythological and historical background of spinning, and 

Láchesis the practical process of learning to spin, Átropos, the oldest, signifies the transformative 

aspect of my creative project, the toughest part of my journey. When Átropos – ‘she who will not be 

turned’ – decides to cut the thread, it is your time to die, and even the Gods cannot sway her.

Átropos made an unexpected appearance in the course of my story – but isn’t her 

appearance always unexpected? – when at lunchtime during the day at the Austrian monastery 

where I was learning to spin, the news came that my closest friend had passed away. Her death was 

not entirely unexpected, as she had had a stroke some weeks before. But it was a tremendous blow 

all the same. The thread was cut and France was gone. 

As if in a trance, I spent the lunch break 

walking the labyrinth in the monastery gardens, its 

path reflecting the journey of life, death, and 

rebirth. With every step, the message somehow cut 

through the shock and grief: death is part of life, 

and every thread will end; grieve it, yes, but do not 

fear it. With this mystery echoing in my mind, I 

returned to my place at the wheel. 

Somehow, I could spin. The spinning helped me feel connected to life, and then to death, 

and then to life again. I felt suddenly able to witness the never-ending dance of life and death as a 

simple truth, both dispassionately and compassionately, without resistance. The cloud of raw wool 

‘dies’ in its previous form so the ball of spun wool can be born. This insight was an initiatory 

glimpse into life, death, and eternity, an embodied knowing I had not previously experienced.
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I stayed on for some days at the mediaeval monastery with a borrowed wheel and a sack of 

wool, continuing to spin in every waking moment, at the window overlooking the labyrinth. 

Spinning soothed my grieving heart as nothing else could; the music of the wheel was indeed, in 

Gandhi’s words, ‘a balm to the soul’ (Kamath 2007: 

120). Spinning led me through the same process of 

transformation recounted in the old fairy tales, a ‘transit 

from the known to the unknown, including death as 

well as birth’(Gould 2006: xvii) and a transition ‘from 

one level of consciousness to another, usually after a 

period of suffering’ (ibid.: 408). That was the journey.

Life, death and regeneration: 

The healing power of spinning

The intuitive, imaginal state of mind brought about by spinning helped me manage my 

feelings of loss, so that I could ‘hover calmly and objectively over [my] thoughts, feelings, and 

emotions’, a requirement for healing from trauma (van der Kolk 2014: 62). I feel this enabled a 

transformative movement from personal concerns to transpersonal understanding. Sometimes, in 

my inexperienced hands, the thread I was spinning would break after only a very short time; 

recalling my earlier insight comparing the red leader thread to an umbilical cord, I now reflected on 

the miscarriages of my younger years. In the meditative state brought about by spinning, I could 

finally see those lost lives simply as shorter threads, which Átropos had cut too soon. I could also 

see how my own creative potential had nonetheless found other paths and other forms. 

Brain-based trauma therapists describe how ‘keeping the gaze focused on a specific external 

spot... [can] promote the deep processing that leads to [a] trauma’s release and resolution’ (Grand 

2013: 4), and how ‘it is critical for trauma treatment to engage the entire organism, body, mind, and 

brain’ (van der Kolk 2014: 53). Furthermore, ‘rhythmic movements’ are known to encourage 

healing from trauma (ibid.: 333). This research suggests a scientific basis for the calm and 

contemplative state I felt myself enter while participating in the rhythmic movement of spinning – 

and which was most easily reached when I kept my eyes on the wool, rather than spinning ‘by feel’. 

McGilchrist explains how the right hemisphere coordinates the movement of both eyes together, as 

well as coordinating both hemispheres of the brain (McGilchrist 2009: 46). Thus I suspect that the 
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activity of spinning is able to connect and 

balance the right and left hemispheres of 

the brain, leading to the whole and healthy 

functioning of brain, mind, and body 

(ibid.) which supports trauma healing.

The wool unfolding endlessly before 

me in a straight line onto the wheel was a 

compelling sight, and I watched it for 

hours at a time. The image of the 

emerging thread was both changeless and 

ever-changing, evoking Marie Angelo's 

advice for 'imaginal inquiry': 'If we allow the image to teach, to educate the eye, then we are 

gradually led to its heart, from the general to the particular, from the outside inwards' (Angelo 2005: 

20), and can perceive the image ‘as a living presence, entering its mythos and cosmos (narrative 

time and space) and learning of it through participating in it’ (ibid.: 13). To me, the wool in my lap, 

becoming thread in my hands, was indeed 'a living presence': I could feel in its movement the 

springy fleece being sheared from the sheep, the grass gently waving in the wind in the field, and 

the warm breath of the sheep as it ate the grass. As the thread took shape as an unbroken line 

flowing like a river between my fingers, I saw both the image of the thread, and the thread itself, as 

a long, narrow bridge between general and particular, outside and inside, just as Angelo predicted 

(ibid.: 20). Thus I experienced the act of spinning as both an intensely personal expression of 

individual creation at one specific moment in my life, and a transpersonal enactment of an ancient 

craft whose very universality lifted me outside limitations of time, space and my own small self.

Through this process, where body, mind and spirit could move beyond the bounds of individuality 

and personality and enter a vast and timeless realm of awareness, I suddenly understood spinning as 

a form of spiritual practice. The turning of the wheel became a means of travel to the imaginal 

realm, ‘where the material is spiritualised and the spiritual given “body”, a place where humans 

may gain access to the immaterial worlds of divine presence through visionary image’ (Cornelius 

2007: xi). Spinning enables this journey through the hypnotic rhythmic repetition of the wheel, 

which draws the spinner into a kind of trance, while at the same time, constant mindfulness is 

required in order to produce consistent and even thread. It reminded me of the Sufi meditation 

known as zikr, 'remembrance', which I had been practicing for over thirty years. Its combination of 
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hypnotic, repetitive prayers with unusually heightened awareness creates a process not unlike that 

of spinning, where the practitioner is invited to lose the self and find the self at the same time. I had 

known in my mind that the name ‘Sufi’ derives from suf, wool (Vitray-Meyerovitch, 2003:92), but 

had thought this referred to the homespun woolen cloaks worn by wandering Sufis. Now I saw how 

it could also relate to the magical, mystical process of spinning the suf to weave the cloak. For the 

Sufis, mystical knowledge 'is obtained only with the help of grace and spiritual teaching’ (ibid.)., i.e. 

through embodied experience rather than book study. For this reason, Sufis ‘always refused to give 

a rational explanation of the Path, as the knowledge they seek is the opposite of science’ (ibid.). 

Like the Sufis, I cannot find clear logical words to satisfctorily describe my experience: I only know 

that the process of transforming the wool seemed to mirror the process of transforming the self 

through spiritual search, which must be as ceaseless, as unbroken, as difficult, and as simple as the 

act of spinning wool. Seen in this light, the act of weaving, and wearing, a whole cloak of such 

thread, seemed to be both the most mundane of actions for basic human subsistence, and also the 

ultimate spiritual attainment at the level of the embodied soul.

Whatever the nature of this ineffable mystery, Gandhi knew it too. It is not by accident that the 

string which revolves the spindle is called a mala, the same word used for a string of prayer beads 

(Gandhi 1922: 137). Gandhi called spinning 'a sacrament to be performed by all' (Gandhi 1922:93), 

and the occupation which provides the most barkat (blessing) (ibid.:72). He further stated that 'one 

hour spent in spinning should be an hour of self-development for the spinner,' (Tendulkar 1960: 

510) and that ‘the yarn we spin is capable of mending the broken warp and woof of our 

life’ (Tikekar 2005, section 46, para. 12). My own experience proved this out, as the spinning 

helped me accept and 

release deep grief, 

both old and new. In 

Gandhi's words, I 

‘found solace in the 

music of the spinning 

wheel’ (Gandhi 1922: 

55). Through learning 

to spin an even 

unbroken thread, I 

felt myself mended.
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Personal experience: learning to knit

With my now-numerous balls of yarn, I decided to knit a 

scarf. However, I immediately encountered an insurmountable 

obstacle. Although I had knitted when I was young, it turned out 

that I could no longer coordinate movements between my right 

and left hands, doubtless due to a head injury I had sustained 

some years earlier, which still affected my cognitive and neuromuscular processing. Where others 

spoke of the ‘meditative, creative, and spiritual benefits of knitting’ (Murphy 2014: 196), and how 

knitting ‘can be a partner in prayer and contemplation’ (Skolnik and MacDaniels 2005: 54), just as I 

had felt while spinning, my hopeless attempts to knit filled me with horror and despair. The closer I 

looked, with the ‘unwavering and steady inward gaze’ of heuristic enquiry (Moustakas 1990: 13), 

the worse I felt. I stubbornly refused to accept that I had lost this ability. As Moustakas 

acknowledges, ‘[t]he dawning of awareness...may be disturbing and even jarring’ (ibid.), and so it 

was. This time my grief was not for lost friends or lost children, but for the loss of the person I was 

and the skills I had before the accident (knitting was the least of it). I had hit the wall where, in 

Mathew Fox’s words, creativity ‘implies a destruction as well as a construction.... Creativity does 

not come cheap. Birthing does not proceed without labour.’ (Fox 2020, para. 7) In the trance of 

spinning, I had discovered how painful feelings could be transformed along with the wool, but with 

knitting, I couldn’t reach this therapeutic place. I could not progress with my creative project; it was 

obvious to everyone that I would not be able to knit a scarf. I felt utterly stuck.

The Sisterhood Project

In that dark hour, friends offered 

help. They said, ‘We'll get you started, and 

later, you can knit some too.’ They took 

turns to work on the scarf, taking it 

everywhere we went, even to the theatre. 

As they explained, ‘When you spin and ply 

your thread, you bring together weak fibres 

and strong fibres, so that the whole thread is strong. You may be weak on the knitting right now, but 

we are strong, so we’ll help you and we’ll be strong for you.’ They called it the Sisterhood Project. 
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When they stepped in, I felt the indescribable relief of rescue, overwhelmed by their kind support. 

They told me the process was meaningful for them, too. In their words:
‘The scarf was a practical experience of women’s community. Everyone did what she could, and 
those with more experience helped the others. Every pattern was valuable.’ (MK) 

‘I don't really like to knit, but I wanted to add a few rows in order to be connected to this scarf and 
this group, and to knit my love into the scarf.’ (HH)

‘Every woman left her signature, her creativity and love.’ (TJ)

‘The knitting brought calm and relaxation to my whole body.’ (EMM)

‘In the taxi to the concert, in the foyer beforehand, and during the interval, one of us was always 
knitting, another held the scarf, and at least one more was standing by to give advice! We laughed 
a lot.’ (MR)

‘The scarf showed me that I am part of a larger whole, made of our diverse abilities and ways of 
expression. It filled me with joy.’ (EL) 1

The final twist in my personal tale was to quit thinking that recovery from my accident 

would mean being able to do everything by myself as I had before. Instead, I had to learn to let 

others help me. In this way, my creative project became that heuristic process, simultaneously 

 Monika Klinger, Hanna Hohensinn, Thesi Jamnansribeijra, Esther Mueller Montevecchi, Martina Richter, and Erika 1

Loeffler, personal communication, March 2020.
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educational and transformative, which ‘allow[s] comprehension and compassion to mingle... [in a] 

unity of intellect, emotion and spirit’ (Moustakas 1990: 16). The unexpected obstacles I encountered 

in both the spinning and the knitting encouraged me to find understanding and compassion for 

myself and my weaknesses, as well as those of others. When in the end, I eventually managed to 

knit a few rows, it is true that they were the ‘weak’ rows in the scarf, but together with all the 

expertly knitted patterns, they became part of a whole that was strong, and that’s how I felt too.

Whereas I had gone through my spinning journey largely alone, through the knitting circle I 

experienced the context of community which has surrounded women’s textile work since prehistory 

(Slocum 1975: 45). This connection never breaks: just as our word ‘context’ comes from Latin 

contexo, ‘to weave together’, new ‘fibres’ are continually being woven in as new friends join, 

although the old ones leave us when their life-span meets its end. And in this woven-together 

context of women’s community, those who are weak in one way can nevertheless experience 

themselves as an invaluable part of something strong.

The theme of weakness and strength resurfaced at both my interim and final creative project 

presentations, when I was deeply moved by the feedback from people present who told me that 

they, too, did textile work such as spinning and knitting, but had never really taken it seriously or 

seen it taken seriously. They experienced my project as an ethical move to redeem these crafts and 

skills by honouring the sacred and secular importance they were accorded in the past, and valuing 

their power in the present to guide us through challenges towards healing. For them, my 

presentations helped them see women’s work as valuable and strong, and therefore their own skills 

and themselves as valuable and strong. This was a welcome antidote to social assumptions they had 

grown up with and internalised that these arts – because they belong to women – were in some way 

weak or worthless.

Conclusion

I had thought it would be easy to learn to knit and spin, and looked 

forward to connecting with women of the past through an experience of wool-working, but the 

unexpected encounter with Átropos forced me to confront several painful deaths, both literal and 

metaphorical. With a little help from my friends, I felt able to move out of deep grief, accepting that 

the sorrow of loss is just one fibre among the many strands that make up the thread of my life. 
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Deepak Chopra says, ‘Karma is wound around the soul like thread around a spindle’ (Chopra 2008: 

9), so perhaps it is our destiny, or karma, to help each other, and maybe it's enough if we each leave 

behind one thread of beauty in a greater tapestry of interwoven lives.

As Moustakas explains, ‘[t]he heuristic research process is not one that can be hurried or 

timed by the clock or calendar’ (Moustakas 1990: 14): my creative project took years to complete, 

proving how these mysteries only unfold in their own rhythm. The heuristic researcher ‘must be 

willing to commit endless hours of sustained immersion and focused concentration on one central 

question, to risk the opening of wounds and passionate concerns, and to undergo the personal 

transformation that exists as a possibility in every heuristic journey’ (ibid.). I was, and I did.

The creative project convinced me that spinning 

represents an essential quality which our culture has lost, 

connected with ancestors, women’s wisdom, and the balance 

between self and community, right and left sides of the brain, 

and the qualities we think of as ‘strength’ and ‘weakness’. 

Spinning naturally brings together ‘the body, the soul, and 

art’, the three elements which McGilchrist identifies as 

‘escape routes’ from an overly dominant left brain. Therefore, 

activities such as spinning may be able to help restore the 

whole-brain functioning which is so necessary now for our 

individual and collective healing (McGilchrist 2009: 438). 

Looking back on the whole journey, I see it as a 

labyrinth, where the first few steps take you towards the 

centre, but then the path detours around through many 

changes of direction. Eventually the path, like a thread, 

reaches the end, in its own perfect time.  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