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Hans Peter Herman (Peter) ten Hoopen was born on 22 May 1944 in Enschede, the 

Netherlands, and completed his Gymnasium B education at the Corderius Lyceum in 

Amersfoort in 1964. He started out as a journalist and translator. From 1968 to 1971 he 

lived in and travelled through the Middle East and South Asia, conducting journalistic 

research and recording ethnic music in Afghanistan, now curated by the Smithsonian 

Institution (Washington, DC). During his extensive traveling in 65 countries in subsequent 

years he witnessed the ongoing decline of many indigenous traditions. This experience 

affected him deeply and in 1976 led to his initiative to assemble a reference collection of 

particularly imperilled Indonesian ikat textiles – meticulously documented on a level not 

previously attempted. 

Recognition for his first novels (he debuted in 1976 with Een gestolen leven) and short 

stories set in the tropics, led to an appointment as writer in residence at the University of 

Michigan during the academic year 1984-1985, where ten Hoopen taught creative writing. 

Throughout the remainder of the 20th century he kept writing in three fields: journalism, 

belles-lettres and advertising.  

From 2000 to 2010, building on his international background and general management 

training, he worked as a consultant, providing expert advice on cross-cultural effectiveness 

around the world. In the process he developed new research software and wrote as well as 

co-authored several handbooks on coaching and leadership. Two of the latter were based on 

fine-grained ethnographic research of corporate cultures.   

Since his retirement in 2010 Peter ten Hoopen has been focussing on documenting of 

the above-mentioned, by then extensive reference collection of Indonesian ikat textiles. 

This has led to major exhibitions at the Museu do Oriente in Lisbon (2014-2015 and 2019-

2020) and at the Museum and Art Gallery, the University of Hong Kong (2017-2018), for 

which he authored or edited the catalogues. His collecting and documenting since the mid-

1970s culminated in the publication of his Ikat Textiles of the Indonesian Archipelago 

(2018) and the research reported in the present PhD thesis.


