
In the Atlanta Cyclorama, the seating apparatus revolves, 
providing an immersive experience of the painting that surrounds you.  
Controlled light directs your attention to the scenes under discussion.  
The apparatus itself takes you on a turn that controls what spaces  
draw your attention and when. The narrative is set. Your gaze over this 
space has been determined in advance. It is a visual, pre-cinematic form, 
which presents the unfolding of geography and history as  
seemingly inevitable.1 You are a witness to History.
The painting’s history is a migration story of its own 
movement from place to place, and its ultimate land-
ing in Atlanta. It was originally commissioned by an 
Illinois politician to commemorate his military service 
in the Atlanta Campaign. The painting traveled the 
country in the service of popular entertainment.  
Its arrival in Atlanta was never planned as its final  
installation. It was never intended to inhabit the  
geography it depicted. The structures of this building 
and the Atlanta Campaign narrative now belie the 
artwork’s kinetic past, but it moved across a divided 
country and not on a direct path. There are other 
movements to note. In addition to the travels of a  
panoramic painting across the country, there is  
the movement of bodies taking in the view of a  
360-degree work of art. The Atlanta Campaign  
was itself a military Civil War operation designed to 
move Union troops through the state into the city.

But there have been many other campaigns since, 
many other movements—motilities of  people, desires, 
memories, archives, and art. Queer diaspora moved 
into the city from all over the state and region. These 
migrations have often meant that queers of every stripe 
have moved to cities: Atlanta, San Francisco, New 
York. When these people die, what they leave behind 
sometimes gets archived in these places, leaving the 
impression that queer lives are about the metropoles. 
There is an impulse in queer history that annexes  
bodies, memories, and archives in urban centers—
large places whose significance overshadows existing 
rural relations and roots. These narratives can be  
cycloramic in scope, visualizing the places occupied  
in ways that fix personal stories to larger histories.  
But we will not be telling any grand narratives of 
queer migration here. Instead we invite you to  
explore with us one person’s migration.

essay  noun
1. a short literary composition on a particular theme  
 or subject, usually in prose and generally analytic, 
 speculative, or interpretive.
2. anything resembling such a composition:  
 a picture essay.
3. an effort to perform or accomplish something,  
 attempt.

the Campaign for Atlanta
Y==  an essay on queer migration  ==y

by John Q

1.  These ideas are mined from two sources: Jonathan Crary. Suspensions of Perception: Attention, Spectacle, and Modern Culture (Cambridge, Massachusetts and London, England: The MIT Press, 1999), 134-138, and 
 Anne Friedberg. “The Mobilized and Virtual Gaze in Modernity: Flâneur/Flâneause” in The Visual Culture Reader, Second Edition. Ed. Nicholas Mirzoeff (London and New York: Routledge, 2007 reprint), 399-403.

Friday, May 17, 2013 & Saturday, May 18, 2013  
at seven o’clock in the evening

at the ATLANTA CYCLORAMA, a 42 x 358 foot panoramic painting of the Civil War’s Battle of Atlanta, 
located at 800 CHEROKEE AVENUE in GRANT PARK
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Barton photo-documented the Castro district over decades  
of immense political and social change. Researchers, film-
makers, and artists have used his photo-archive to reference 
the importance of this terrain to queer populations all over 
the United States. Barton created a photo-essay, a novel  
manuscript of over 1700 pages, and a screenplay—all titled 
Castro Street. Castro Street, then, is a place, but also a geo-
graphic imaginary, the way many sites of real struggle begin 
to operate as representation, even allegory. The way the  
Battle of Atlanta becomes the Cyclorama. The way a neigh-
borhood becomes Castro Street. Sites of struggle have many 
potential afterlives. They can become rigidly fixed narratives 
that foreclose other possibilities, but they can also be spaces 
for conceiving new types of relations. In expanding our focus 
on queer migration beyond final urban destinations, there-
fore, we have sought to introduce Crawford Barton back to 
those of us who occupy one site on his migratory path.
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John Q is an idea collective whose name references 

“John Q. Public.” The “public” is left understood, 
though the work is considered a kind of public scholarship, 
and the “Q” is left hanging to reference the group’s interest 

in queer history and politics. The collective consists of 
Wesley Chenault, Andy Ditzler, and Joey Orr.

www.JohnQ.org
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All images from the Crawford Wayne Barton Collection appear courtesy 

of the Gay, Lesbian, Bisexual, Transgender Historical Society.

7

On Friday, May 17 and Saturday, May 18, 2013 
at 7 pm, at the Atlanta Cyclorama, John Q 
performed the essay The Campaign for Atlanta 
as a way to discuss queer migration and to 
screen a sampling of Crawford Barton’s early 
Super-8 films, introducing him back to Georgia.

Crawford Barton came to San Francisco from Atlanta some time 
in the early 1970s. He was born and raised in the small north Georgia 
town of Resaca, site of one of the first battles in the Atlanta Campaign 
eighty years earlier. Through all of his migrations, he kept until his 
death letters, photographs, and films that documented his early life in 
Georgia—a corpus of memory and relations, fading migratory traces.
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