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a project by Giacomo Raffaelli



The kilogram prototype is an 
object manufactured in late 
nineteenth century to serve as the 
standard unit of mass worldwide. 
Since then, the kilogram definition 
has been determined by this unique 
object, making it a peculiar case 
in metrological studies. However, 
after realizing that the prototype’s 
mass was unexpectedly changing, 
scientists are seeking a new way 
to re-define the kilogram in pure 
mathematical terms. 

With a Relative Uncertainty is 
a project that between 2014 
and 2017 has been following 
such process of redefinition. 
Establishing a network of 
collaborations with both national 
scientific institutions and 
contemporary art centers, the 
project has lead to the creation 
of a broad body of works, 
encompassing film, installation, 
texts and performance.



With a Relative Uncertainty, 2014 
still from video 
 
HD video, projection, color, stereo sound 
7’45’’

With a Relative Uncertainty investigates the 
research currently developed by a team of 
scientists at the National Physical Laboratory 
in Teddington (UK) who are currently 
attempting to find a new definition of the 
kilogram prototype, by experimenting a new 
interpretation of the Avogadro constant. 
The work explores the human yearning 
for exactitude and universal measurement 
through the abstract quality of objects that are 
nevertheless handcrafted.

Link to video 
Password: kilogram2014

https://vimeo.com/97036076


Link to video 
Password: kilogram2014

With a Relative Uncertainty, 2014 
installation view at Villa Romana (FI)

https://vimeo.com/97036076


NPLone, 2014 
installation view at Galleria Civica di Trento (IT) 
 
HD video on LCD screen, color, stereo sound 
4’06’’ looped

Shot at the National Physical Laboratory 
in London, the film portrays the process of 
calibration of the kilogram prototype with 
the so called “Avogadro sphere”. What is 
acknowledged as the roundest object ever 
created, is the key element that will enable a 
new mathematical definition of the kilogram. 
Thus, the work examines such paradox: a new, 
non-objectual definition of the kilogram can 
happen only through a purposely built human 
artefact.

Link to video 
Password: kilogram2014

https://vimeo.com/107256918


NPLone, 2014 
still from video

Link to video 
Password: kilogram2014

https://vimeo.com/107256918


Untitled (interfaces), 2014 
installation view at Camberwell Space (UK) 
 
HD video on Apple iPad, color, silent 
8’12’’ looped

On a greenscreen background is displayed the 
vast array of objects, tools and devices created 
by scientists throughout the twentieth century 
for the manipulation and maintenance of 
mass prototypes. By so doing, the installation 
generates a visual inventory of scientific 
interfaces while enhancing a sense of tactility 
in the context of the physics laboratory and 
giving form to what could be considered a 
latent archive.

Link to video excerpt

https://vimeo.com/107594299


Untitled (interfaces), 2014 
still from video

Link to video excerpt

https://vimeo.com/107594299


Under Specified Conditions, 2015 
 
artist book 
52 color pages on 130 gsm Scandia paper 
edition of 45 numbered and signed

Under Specified Conditions is a project 
comprising a lecture-performance and a 
publication. The publication takes the form of 
an artist book where the conventional text-
image hierarchy of scientific papers is playfully 
subverted, exploring issues of representation 
through the results of a series of failed attempt 
to 3D scan the kilogram prototype.



Under Specified Conditions, 2015 
 
artist book 
52 color pages on 130 gsm Scandia paper 
edition of 45 numbered and signed



Under Specified Conditions, 2015 
performance view at Hotel Pro Forma (DK) 

lecture-performance 
35’00’’

Under Specified Conditions is a project comprising 
a lecture-performance and a publication.
Combining visual and textual materials from 
both artistic and scientific sources,  the lecture 
revolves around a fictional narrative produced 
through a series of artist-led experiments 
involving the kilogram prototype. While 
speculating on the seemingly resistance of the 
kilogram to digital technologies, the lecture 
addresses questions of knowledge production 
in cross-disciplinary contexts.

Link to performance excerpt

https://vimeo.com/176143566


Under Specified Conditions, 2015 
performance view at Centrale Fies (IT) 

lecture-performance 
35’00’’

Photo: Andrea Pizzalis / Centrale Fies

Link to performance excerpt

https://vimeo.com/176143566


Photo: Cristina Gavello / Galleria Giorgio Galotti

Pointcloud 1, 2016 
installation view at Galleria Giorgio Galotti, Torino (IT) 
 
UV printed 3D model on leather, 
acrylic, mdf, policarbonate 
75 x 45 x 8 cm

Pointcloud 1 is the first of a series of prints 
on chamois leather, the same one used for 
the cleaning procedures of mass prototypes. 
Recalling artisanal processes and organic 
matter, such leather is subjected to a process 
UV printing, depositing the digital dirt produced 
during the failed attempts to 3D scan the 
kilogram prototype.



Pointcloud 1, 2016 
detail



Pointcloud 1I, 2016 
 
UV printed 3D model on leather, 
acrylic, mdf, policarbonate 
55 x 30 x 8 cm



Pointcloud 1I, 2016 
detail



Non-standard Uncertainties, 2016 
 
paper for Philosophy of Photography 
Intellect Journals, London (UK)

Link to online journal issue

http://www.intellectbooks.co.uk/journals/view-issue,id=3239/


Link to online journal issue

Non-standard Uncertainties, 2016 
 
paper for Philosophy of Photography 
Intellect Journals, London (UK)

http://www.intellectbooks.co.uk/journals/view-issue,id=3239/


Pauline (teaser for an unmade film), 2017 

4K video, stereo sound
53’’

Pauline is a film about the unique 
relationship of a French scientist with 
the International Kilogram Prototype. 
Having a new definition of the 
prototype being announced for 2018, 
Pauline is the ultimate repository not 
just of the protocol of preservation 
of the last remaing physical unit of 
measurement, but also of a certain 
way of doing science and producing 
knowledge. To engage with such issues, 
as well as with the role of Pauline 
as a woman in a leading position in 
the male-centered arena of scientific 
institutions, the film will be based 
on the speculative creation of an 
avatar of Pauline Barat, rewriting her 
personal history through the theories 
of feminists thinkers in the history of 
science.



Being Singular Plural, 2018 
essay commissioned for The New Work Times
catalogue for “The Artist is Present” by Maurizio Cattelan

Being Singular Plural is a text 
commissioned for The New Work 
Times, a publication exploring the 
role of copies in contemporary 
visual culture. The text examines the 
simultaneously unique and multiple 
condition of exhistence of the kilogram 
prototype(s).

The text is published in both English 
and Chinese languages. The title is a 
direct reference to Jean-Luc Nancy’s 
text of the same name.



This is a text about an object. It 
will explore the conditions that un-
dermine its existence and how its 
physical and visual peculiarities are 
something more than just an aes-
thetic factor. To talk about this object, 
it is essential to start from a defini-
tion, which is itself one of the forms 
of its existence: ‘The unit of mass is 
the kilogram; it is equal to the mass 
of the international prototype of the 
kilogram’ (BIPM 2006: 112). 

This is the official definition of what 
is acknowledged as the universal unit 
of mass, according to the Bureau 
international des poids et mesures 
(BIPM), the Paris-based institution 
that since 1875 defines and controls 
the standard units of measurement 
world-wide through the International 
System of Units (SI). The SI is com-
posed of seven fundamental units of 
measurement: Kelvin, 

Second, Metre, Kilogram, Candela, 
Mole and Ampere. These are used to 
measure temperature, time, length, 
mass, luminous intensity, amount of 
substance and electric current, re-
spectively. As can be seen they are 

Being singular plural 
ESSAY

BY GIACOMO RAFFAELLI 

not independent from each other, but, 
on the contrary, they are all directly 
interconnected. In the case of the ki-
logram, the diagram illustrates how 
it determines the definitions of mole, 
ampere and candela, whose measures 
are then strictly dependent on the ki-
logram (BIPM 2006). 

The peculiarity of the kilogram is 
that it is the last remaining SI base 
unit to be defined by a physical object. 
On the contrary, all other units have 
been progressively redefined through 
fundamental constants, in other 
words, with mathematical formulas 
derived from the measure- ment of 
natural phenomena. For example, the 
metre, which was originally defined 
by a metal rod to which was arbitrari-
ly attributed the value of 1 metre, has 
been redefined as the distance cov-
ered by light in vacuum during a cer-
tain time interval (BIPM 2015). By so 
doing, any labora- tory in the world 
can reproduce with extreme exact-
ness the length of a metre, since the 
speed of light is accepted as constant 
by the scientific community. Being 
based on measurable physical phe-
nomena makes the definition of the 
metre and those of other fundamental 
units easily reproducible. But not the 
kilogram. The kilogram doesn’t rely 
on a number, a constant or a formula, 
but on a physical artefact. This means 
that all standards of mass must be ul-
timately traceable to this one object. 

The object in question is a cylinder 
of platinum-iridium alloy, manufac-
tured in 1879 by Johnson Matthey & 
Co. in London. Since 1889, the year 
of its ratification through the inter-
national treaty known as Meter Con-
vention, the International Prototype 
Kilogram or IPK has been stored at 
the BIPM, preserved under three bell 
jars to avoid contamination. The al-

loy made of 90 per cent platinum 
and 10 per cent iridium was chosen 
to make the prototype as invariable 
as possible. On the one hand, this al-
loy is not subject to deterioration; on 
the other hand, the iridium gives it a 
hard- ness that reduces the wear on 
the prototype during the various ma-
nipulations to which it is subjected 
(McDonald and Hunt 1982). 

The kilogram was initially defined 
by a cubic decimetre of distilled wa-
ter. So you might wonder why the 
choice of the cylindrical form came 
up. This is because the surface area of 
a mass standard should always be as 
small as possible, in order to reduce 
the causes of variation either by wear 
or by adsorption of various substanc-
es. From this point of view, the most 
advantageous form is the sphere, but 
considering the difficulties of manu-
facture, adjustment, and especially 
handling, the minimum- area cylin-
drical form is preferred. That is to 
say a cylinder whose height is equal 
to its diameter – namely a right circu-
lar cylinder – with, however, its edges 
rounded. By so doing the correspond-
ing surface area is only 1.31 times 
that of a sphere of the same volume. 
The height of the IPK, equal to its di-
ameter, is about 39 mm with a total 
surface area of 72 cm2 and an overall 
volume of 46.4018 cm3 (McDonald 
and Hunt 1982). 

So far I’ve referred to the kilogram 
as a singular entity, but this is not 
exact. The kilogram exists in fact as 
a series of objects: 40 identical plat-
inum-iridium cylinders were actually 
created by Johnson Matthey &Co, 
as it is noticeable in this letter book 
sourced from the archive of the com-
pany. It is not difficult to imagine how 
inconvenient it was to have a unique 
physical standard measure for the 

whole planet. It would have forced 
scientists and companies to reach its 
specific location any time a compari-
son was needed, increasing threats to 
the security of the object. Therefore, 
several copies were produced to be 
preserved and used in various labora-
tories around the world. 

Copies were assigned a number be-
tween 1 and 40 and, after being com-
pared directly with the IPK, they were 
assigned to those Member States of 
the Meter Convention which had re-
quested them. Since then they have 
been functioning as National Stan-
dards in the relative countries (Girard 
1994). Hence, it is paradoxically ac-
cepted that the weight of every object 
and the calibration of every machine 
produced, for instance, in the United 
Kingdom have all been virtually com-
pared with the British copy of the Ki-
logram, which is replica number 18 
and is preserved at the National Phys-
ical Laboratory (NPL) in Teddington. 
On the contrary every French object 
and machine have been calibrated 
with kilogram number 35, which was 
appointed to France as the national 
prototype. But how is it possible to 
ensure that the British and French 
kilograms are providing an identical 
measure since they are distinct physi-
cal objects? 

In light of the numerous existing 
copies, periodic verifications be-
came essential in order to continually 
monitor the mass of the standards. 
Periodic verifications are veritable 
‘gatherings’ of the kilograms, which 
travel from all over the world to ar-
rive in Paris and finally meet each 
other to be compared. This has hap-
pened about every 30 years after the 
creation of the IPK, but it was only 
during the third periodic verification 
between 1988 and 1992 that scientists 
verified a problem that until then had 
only been theorized (Girard 1990). 
As you can see in this graph mapping 
some of the standard copies, despite 
being made of the same alloy and pre-
served in almost identical conditions 
the masses of the kilogram standards 
had drifted. Changes in the masses 
of the proto- types could reach up to 
50 micrograms, which is roughly the 
mass of a fingerprint. Furthermore, 
this was not happening regularly, but 
masses were changing in different 
amounts and in unpredictable ways. 

Such realization led to the need of 
looking for a new definition of the 
kilogram, one that could rely exclu-
sively on a natural constant, avoiding 
the dependence on a physical object. 
In fact, what the periodic verifica-
tions had proved was the existence 
of an unavoidable ontological issue. 
Since the platinum-iridium cylinder is 
unique and a kilogram by definition, 
we acknowledge it as the only object 
on the planet that is exactly 1 kilo-
gram. However if its mass is proved 
to have changed, but it is 1 kilogram 
by definition, the change is actually 
not happening in the prototype, but 
in the mass of every existing body 
outside of it. 

Giacomo Raffaelli, Untitled, 2014. Courtesy of the artist

Bust of Antinous, 130-150 AC ca., National Archeological Museum of Aquileia, Cultural 
Heritage and Landscape of the Italian Goverment

Change in volume and mass of the 40 
national prototypes of the kilogram with 
respect to the mass and volume of the 
international prototype, 1890. Courtesy 
the International Bureau of Weights and 
Measures.

The platinum-iridium cylinder (right) was the primary standard kilogram for all metric measurements in the U. S. Known as Kilogram 
No. 20, it was a copy of the International Prototype Kilogram, which was preserved at the International Bureau of Weights and Measures 
at Sevres, France. Kilogram No. 4 (left, under double bell jar), a duplicate of No. 20, was used as a secondary standard. Both cylinders 
were 39 mm in diameter and 39 mm. high; they were made of 90 percent platinum and 10 percent iridium. Re-comparison of Kilogram 
No. 20 with the international standard in 1937 showed that the United States standard had changed by only one part in 50 million during 
approximately 50 years. Courtesy National Institute of Standards and Technology

There’s a Roman love story between 
Emperor Hadrian and his Greek sex 
servant, Antinous, that is so fantastic, 
it’s almost impossible to believe. It’s a 
tragic tale of immense love, scandal, 
sacrifice, and mystery.  The scandal 
was not really about two men having 
sex; it was about two men having very 
real feelings for each other.
We don’t know a lot about Hadrian 
for certain. Many of the sources doc-
umenting his legend are considered 
unreliable. As Antinous was a lowly 
Greek servant, even less of his story 
is written with any complete certainty. 
We do know that Antinous was Greek 
and exceptionally beautiful. Hadrian 
fell madly in love with him and made 
no secret of his affections for the 
young beauty.

Hadrian 
and 
antinous: 
an ancient 
love story
STORY

BY PLANET ROMEO 

empire basically turned a blind eye to 
the gay activity, as Hadrian was so good 
at being an absolute boss.

Mysterious death
In the year 130 AD, yes about 1900 years 
ago, Hadrian and Antinous were sailing 
on the river Nile. Antinous fell into the 
water and drowned. There are several 
theories as to how this happened. He 
may have thrown himself into the water 
to end the relationship that could have 
ruined his beloved Hadrian’s reputa-
tion. The longer the affair lasted, the 
greater the risk of being remembered as 
a homosexual rather than a great Em-
peror. It could have been that Antinous 
was drowned on purpose to try and pro-
long Hadrian’s life. It was believed that 
human sacrifice could extend the life of 
another. It could also have just been a 
simple case of murder on the Nile for 
reasons forgotten or unknown.

In memory of my lover
We do know that Hadrian’s reaction to 
the death of his boyfriend was nothing 
short of absolutely epic. He founded a 
city close to where the man died and 
named it Antinopolis in his memory. 
He decided Antinous could now be 
worshiped as a god and built temples 
to his memory across the empire, com-
missioning up to 2000 statues of his 
beautiful deceased lover.
Hadrian hired Greek sculptors to 
recreate the stunning beauty of his 
departed sweetheart. The statues of 
Antinous all shared similar character-
istics such as a broad swelling chest, 
a head of Grecian curls and his face 

Active emperor
For a Roman Emperor to take a male 
lover was not a huge deal. It was OK 
under certain guidelines, as long as 
Hadrian appeared to be the ‘Top’ and 
there was no real emotion involved, the 
rest of Roman society could tolerate 
the affair. Also as long as the sex object 
was a foreigner, as Antinous the Greek 
was, then it became even easier to ac-
cept. Foreigners were like animals, 
simply not as important as Romans and 
thus suitable human sex toys.
The love affair endured for years – 
Hadrian brought his boyfriend to state 
dinners and royal ceremonies. They 
also toured the empire together and 
were banging each other’s brains out 
from Britain to Byzantium.

Fruitless marriage
Hadrian was married to a woman and 
was expected to father an heir to the 
Roman throne. Failing to produce a 
son was one of the biggest mistakes of 
Hadrian’s career. Not getting his wife 
pregnant let the whole empire down 
and fanned the flames of gossip about 
him possibly being a complete homo-
sexual – scandalous. Hadrian was really 
very talented at keeping the empire to-
gether and spent so little time in Rome 
that he managed to escape any real con-
sequences for his fabulous love life. The 

always turned down, making them 
very easy to identify. When the Ro-
man Empire converted to Christianity, 
most of these temples were destroyed, 
and many of the beautiful statues dis-
appeared. At least 80 survive today, 
many of them in the Vatican museums.

Alternative facts
Hadrian was a man very much ahead 
of his time. Before his leadership, Ro-
man Emperors were expected to be 
clean shaven. Hadrian preferred a full 
bristling beard and made the beard so 
fashionable that each emperor after him 
also had one. The original hipster was a 
Roman. He also was a fan of fake news 
and alternative facts. He forged his own 
adoption papers to become Emperor in 
the first place, and spread prophecies 
of his greatness as if they were facts. 
He essentially invented history as he 
wanted it to be, rather than being con-
cerned with irrefutable facts and actual 
events. He also managed to build a wall 
in Northern England to keep the violent 
and barbarous Celts out of the peaceful 
and elegant Roman Empire. Uncanny, 
how history can repeat itself.
So Hadrian made his boyfriend into 
a god. 

What has your boyfriend done for you 
lately? #justsaying.

Studi D’Arte create casts of existing 
sculptures and bas-reliefs. The casts 
are made in pieces and the material 
used is silicon. They are used for the 
process of sculpting the pieces of work 
that they represent. In some cases, 
especially when it comes to the creation 
of monumental works Studi D’Arte 
preserves the casts for subsequent 
installations and for preservation. In 
fact, using the casts it is possible to 
examine and study the details of the 
sculpted reliefs which are not visible to 
the naked eye. The comparison between 
original sculptures and their casts 
allows you to examine the deterioration 
of the stone at a later date based on 
their current state.
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摘录自Giacomo Raffaelli发表的Non-standard uncer-
tainties: Experiments in the visual conditions of the Ki-
logram Prototype。发表于Philosophy of Photography
卷7第1、第2期。伦敦：Intellect Ltd., 2016。版权归

2016 Intellect Ltd所有。经PLSclear协商，翻印已获

许可方认可。

1. BIPM, Le Systeme international d’unités, p. 112. 
(Paris: STEDI Media, 2006). | 2. Idem. | 3. Donald Mc-
Donald and Leslie B. Hunt, A History of Platinum and 
its Allied Metals (London: The Priory Press, 1982). | 4. 
Idem. | 5. Comptes ren- dus des séances de la Première 
Conférence Gé- nérale des poids et mesures, Paris, 
1890. | 6. G. Girard Le Nettoyage-Lavage des Proto-
types du kilogramme au BIPM, Monographie, 1: 1, pp. 
1–19 (Cèvres: BIPM, 1990)

贾科莫·拉法埃利，《无题》，2014年，图片由艺术家提供。

安提诺乌斯胸像，约1754年。安提诺乌斯是古罗马皇帝哈德良最喜欢的伴侣。当他溺亡于尼罗河后，
哈德良建立了安提诺城(Antinopolis)以表纪念。图片由Universal History Archive/Universal Images 
Group/Getty Images提供。

40种国家千克原器与1889年设立的国际千克原
器在体积和质量上的差别。首次发表于1890年
巴黎国际度量衡大会会议记录。资料由国际计
量局提供。经其允许使用。

直到2018年被重新定义之前，这件名为“千克20号”的铂铱合金圆柱体 (右 )一直是美国公制计量单位的首要标准千克，它是保存在法国赛佛尔国际计量局的国际千克原器的复制品。“千克4号” (
左，双层钟形罩下 )是“千克20号”的复制品，是次要标准。1937年，“千克20号”和国际千克原器经过比较后发现，在大约50年间这件美国标准千克仅变化了五千万分之一。版权公有。美国国家
标准技术研究所。

罗马皇帝哈德良(Hadrian)和
希腊美少年安提诺乌斯(Antinous)
之间的爱情故事奇妙得令人难以
置信。这是一个充满伟大的爱、
丑闻、牺牲和谜团的悲剧。丑闻
并不是因为两个男人之间的亲密
关系，而是两个男人之间精神上
产生的真情实感。

我们无法得知关于哈德良更
多的准确信息。很多关于他的记
载都被认为是不可信的。而安提
诺乌斯仅仅只是一个希腊的仆
人，关于他的记载更是少之又少
且更不可信。但我们知道他是一
个希腊人，并且拥有超凡的美
貌。哈德良疯狂地爱着他，且毫

哈德良与
安提诺乌斯: 
一个古老的
爱情故事

说个故事

作者 约瑟夫•科尔尼•罗密欧
         (JOSEPH KEARNEY ROMEO)

离奇的死亡
公元130年(没错，将近一千

九百年前 )，哈德良和安提诺乌
斯在尼罗河游玩，安提诺乌斯
落入水中溺水身亡。关于他的
死，有很多解释。他有可能选
择用这种方式来结束他们的感
情，以保护他挚爱的哈德良的
名声。这段感情持续得越久，
哈德良就越有可能以一位同性
恋者的身份被人记住，而不是
一位优秀的皇帝；也有可能安
提诺乌斯是把自己的生命作为
献祭来延长哈德良的生命。在
那时，人们相信人的牺牲是可
以延长在世人的生命的；也有
可能，这只是一起起因不详的
谋杀。

追忆我的爱人
哈德良对于他的伴侣死亡的

反应，是如史诗一般的。他在
安提诺乌斯去世的地方附近找
到一座城市，命名为安提诺乌
斯。他还决定将安提诺乌斯供
奉为神，在帝国各地修建了神
庙来祭祀他，这些神庙中矗立
着2000座他逝去爱人的雕像。

哈德良雇了希腊雕塑家来
重塑他逝去爱人的美。安提诺
乌斯的雕像都有类似的特征，
例如宽阔坚实的胸肌、一头希
腊式的卷发以及他微微低下的
头。这些特征使得这些雕像佷
容易被鉴别。当罗马帝国宣布

不掩饰对安提诺乌斯的年轻美貌
的迷恋。

热情的皇帝
罗马皇帝拥有一个男宠并不

是稀奇事。只要哈德良是位居高
位且没有任何真实情感的投入，
罗马社会是可以容忍的。而且一
个像安提诺乌斯一样的外国人，
那就更容易让人接受了。在当时
来说，外国人就好似动物，他们
低下的地位作为男宠正合适。

他 们 的 爱 情 持 续 了 好 多
年——哈德良带着安提诺乌斯出
席了很多晚宴及皇家盛典。他们
一起周游列国，从不列颠到拜占
庭都留下了足迹。

无果的婚姻
哈德良和一位女子结了婚，众

人都期望他能够为罗马帝国诞下皇
子。哈德良执政以来最大的错误便
是他没能生下皇子，没让他的妻子
怀孕使得整个帝国没落，也使得关
于他有可能是完全的同性恋者的丑
闻愈演愈烈。哈德良在管理帝国上
非常有天赋。他尽量减少在罗马的
时间，这样便可以从他的美好爱情
酿成的祸害中逃离出来。整个帝国
几乎完全无视了他的同性恋行为，
因为哈德良太清楚如何当一个好的
领导者了。

基督教成为国教之后，大部分
神庙和雕像都被破坏。留下来
的8 0余座雕像大部分都被放置
在梵蒂冈博物馆内。

小道消息
哈德良是一个十分超前于时

代的人。在他之前，罗马皇帝是
需要将胡子刮得很干净的。哈德
良喜欢短短的胡楂。他把胡子打
理得非常时尚，以至于他之后的
每一位皇帝都留了这样的胡子。
最早的嬉皮士看来是一位罗马
人。他也是假新闻和小道消息的
忠实追捧者。他通过伪造自己的
收养证明成为皇帝，之后又为自
己广播美政之名。他创造了他想
要的历史，而不纠结于那些没什
么可争辩的既成事实和具体的事
件。他也在英格兰北部修建了城
墙来抵御暴力野蛮的凯尔特人，
以确保罗马帝国的和平与优雅。
可怕的是，历史总会不断重复。

所以，哈德良把他的男友变
成了一个神。
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Joseph Kearney Romeo, Hadrian and Antinous: an 
ancient love story. 发表于Planet Romeo，2017年2
月18日。

国际千克原器
简史
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