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Melancholia Towards a Future to Come

Abstract: Exploring the cinematic theme of melancholia, as expressed through temporality, constitutes 
the main focus of this paper. Though, usually the temporality of melancholia is associated with the past, we 
will try to ponder upon a past-future dialectic temporality where the melancholic seeking of the past becomes 
reoriented towards a future to come, in the Derridean sense of the term. Regarding this specific temporality, 
the critical conception articulated by Walter Benjamin in his Theses on the Philosophy of History, also plays 
a key role in constructing the theoretical framework of the paper, through which we will attempt to investigate 
the following movies: Hayao Miyazaki – Porco Rosso, Nanni Moretti – Palombella Rossa, and Fernando 
León de Aranoa – Mondays in the Sun.
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The post festum temporality

When melancholia is analyzed in a rela-
tionship with time, whether an actual event 
is considered to have triggered the state or 
different events may only appear as if they 
did, there seems to be a strong correlation of 
the melancholic subject and his perception 
of the past. The Japanese psychiatrist Kimura 
Bin classifies melancholia, schizophrenia and 
epilepsy within an analysis of temporality 
based on Heidegger`s Being and Time. He 
describes the corresponding temporality for 
the melancholic subject using the Latin formula 
post festum (after the celebration) “which indicates 
an irreparable past, an arrival at things that are 
already done”. In the post festum temporality of 
the melancholic, everything appears as already 
done and captured in an irreparable past to 
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which the subject remains indebted. Hence, the melancholic subject “experiences his 
own «I» in the form of an «I was»”. (qtd. in Agamben, Remnants 125)

Considering the premise that there is a close relationship between the melancholic 
state and the perception of time, in addition to which we are making an allowance 
for the idea that a certain temporality can induce melancholia in the same way that 
melancholia generates a specific relationship with time, we will try to delve into the 
narrative, thematic and technical aspects of a couple of movies. 

Porco Rosso: the human melancholia of a pig 

In Miyazaki’s Porco Rosso we are facing an Italian Word War I veteran pilot who 
became an anthropomorphic pig. The narrative which takes place after the historical 
event and after the metamorphosis of the protagonist constructs what we could call a 
post festum temporality that generates the melancholic atmosphere of the movie into 
which the viewer itself is immersed. Technical elements, such as long takes and color 
choices, as well as thematic aspects, for instance the mourning of lost comrades, work 
together into consolidating the melancholic universe. Oddly, after taking a closer 
look, the only element that partially escapes this universe is actually the protagonist 
himself. Porco`s melancholia does not rest solely on his relationship with the past, 
nor just on a prolonged mourning state, but rather on a different perception of time 
and his own identity, towards which the uncanny metamorphosis acts as a metaphor. 
Furthermore, there are a couple of scenes in the course of the movie that clearly 
dissociate from the classical theme of a character being trapped in a foreign body, 
thus indicating the fact that Porco is not simply resigned in a melancholic state.

Right from the beginning of the movie, we can observe through a couple of short 
dialogues that Porco wants to disengage himself from the current course of event 
by half-jokingly reminding other characters of his condition. For example, when he 
is warned by his weapon dealer that given the change of the government he will 
quickly become an outlaw, he cynically responds “laws don’t mean anything to a 
pig”. A similar scene, probably the most often quoted ones from the movie, is that 
when at the invitation of another pilot to join the Italian Air Force the protagonist 
replies: “Thanks, but I rather be a Pig than a Fascist”. This scene became iconic for the 
movie because it contains the most direct reference to a political-historical context. 
Apart from it, there are only vague allusions but which are not to be taken lightly 
(a dominant one being the color of Porco`s plane, hence the title of the movie). 
Nonetheless, the scene previously invoked also contains a couple of subtle allusions 
being situated in a movie theatre. A meta-discursive critique on the relationship 
between cinema and politics is articulated by the brief opinions that both characters 
illustrate towards what is, in all probability, a propagandistic movie. (Porco asserts 
that the movie “stinks” whereas his former friend, now a pilot for the fascist force, 
says that the movie is “great”). This scene can be also linked with the opening one 
where the protagonist is introduced while asleep with a magazine over his face. On 
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the cover of that magazine the big title Cinema can be read as well as the year, 1929 
(the year of general elections in Italy, when the National Fascist Party was already 
an official state organ and the only legal party). The antiwar theme (present through 
a big part of Miyazaki`s filmography) is relevant in the construction of Porco`s 
character regarding his opposition to the dominant ideology of the period and it also 
indicates the fact that his nostalgia is by no means pointed towards the time when 
he used to be human, since that would also be the time when he was a war pilot. In 
this sense, his most explicit statement is when he responds to the proposal of a bank 
employ to buy patriotic bonds: “Sorry, I am a pig, I will leave that to you humans”. 
This assertion, along with the scenes previously invoked, indicate the fact that his 
melancholia does not rest upon the fact that he is captured in the body of a pig. His 
longing is not for the time when he used to be human but rather pointed towards a 
time to come when humans will be truly humane. 

The constant feeling of debt for the past which torments the melancholic subject is 
reoriented, thus, towards the future, towards a time to come, but whose appearance 
is sustained by the same melancholic longing. Here a dialectical relation between two 
interconnected temporalities occurs: a post festum temporality and, what we will call, a 
messianic temporality, following the works of Jacques Derrida and Walter Benjamin. 
In his writings from the nineties, Derrida frequently distinguishes between two terms 
when he invokes the concept of future: the French words avenir and future. Whereas 
the term future refers to a predictable state that may take place later, the French word 
avenir represents a further placed future that is unpredictable and closely linked with 
the concept of arrival. The French word avenir can be translated into English, as the 
author himself points out, with „future to come (in French, I prefer saying this with 
the to-come of the avenir rather than the future so as to point toward the coming of 
an event rather than toward some future present)” (Archive Fever, 45). Being closely 
linked with the idea of arrival, the future to come (l`avenir) represents, in Derrida`s 
terms, a messianic structure, but which is to be distinguished from messianism: „We 
prefer to say messianic rather than messianism, so as to designate a structure of 
experience rather than a religion” (Specters of Marx, 210-211). In this sense, we will 
refer to a messianic temporality, designating the general attitude of the subject 
towards a future to come, represented in our analysis of the movies by melancholia or 
longing, but not in a resigned way, as we shall see.

For this specific articulation of the concept of messianic temporality we will further 
refer to Walter Benjamin`s Theses on the Philosophy of History, so as they investigate 
an significant past-future dialectic, while being as well one of the starting points of 
Derrida`s arguments. Benjamin proposes a new reading of historical materialism 
by abandoning certain details of the classical Marxist tradition and involving 
new elements from theology. The fusion between the two currents of thought 
is announced right from the first theses, where Benjamin exposes the need of a 
interdependent relationship between historical materialism and theology using 



13Melancholia Towards a Future to Come

the metaphor inspired by Edgar Allan Poe`s essay Maelzel’s Chess Player (253). The 
theological thinking of Walter Benjamin is deeply rooted in Judaism, and especially 
the messianic aspects of the religion, one of the direct references can be found in 
thesis XVIII B: “We know that the Jews were prohibited from investigating the future. 
The Torah and the prayers instruct them in remembrance, however. This stripped 
the future of its magic, to which all those succumb who turn to the soothsayers for 
enlightenment. This does not imply, however, that for the Jews the future turned 
into homogeneous, empty time. For every second of time was the strait gate through 
which the Messiah might enter” (264). Benjamin articulates the past-future dialectic 
with a certain moderation, being well aware of the fact that it may seem contradictory 
for the Jewish tradition since, as Yosef Hayim Yerushalmi later observes, “Only in 
Israel and nowhere else is the injunction to remember felt as a religious imperative 
to an entire people. Its reverberations are everywhere, but they reach a crescendo 
in the Deuteronomic history and in the prophets” (9). Nonetheless, the past-future 
dialectic which Benjamin sketches can already be seen at work in the Judaic tradition. 
In Archive Fever: A Freudian Impression, Jacques Derrida proposes a reading of both 
Benjamin`s and Yerushalmi`s texts (within an analysis of the connection points 
between psychoanalysis and Judaism) outlining the juxtaposition between the 
promised future and the remembrance of the past, that is deeply present in Judaism: 
„As if God had inscribed only one thing in the memory of one single people and of 
an entire people: in the future [l’avenir], remember to remember the future [l’avenir]” 
(50). Therefore, despite Benjamin`s initial hesitation he does not depart in this point 
from the Judaic tradition in his articulation of the past-future dialectic stressing 
the messianic perspective. Nonetheless, his departure is to be found elsewhere, 
considering Michael Löwy remark that: “Benjamin belongs to the dissident tradition 
of those who were known as the dohakei haketz, those who «hasten the end of time».” 
(Fire Alarm 104). This attitude can be identified in theses II where Benjamin theorizes a 
“weak Messianic force” with which each generation has been endowed. (254) Perhaps, 
even more so in his pleading for the instauration of the “real state of exception”, in 
thesis VIII, to which we will return later on, discussing León de Aranoa`s film. (257). 

 Returning to Hayao Miyazaki`s movie we would like to outline Porco`s specific 
outlook by being open towards a future to come (the time when humans will be 
truly humane) rather than resigning in the melancholic seeking of the past (the time 
when he used to be a human). From this specific point of view, we observe a tension 
between a post festum temporality and a messianic temporality. Porco`s attitude 
throughout the movie indicates multiple points of rupture where melancholic 
temporality is reoriented and becomes a critical way of viewing the world, rather 
than a state of resignation that implies a desire to return to the past or to change 
it. Thus the movie redirects it`s melancholic energy towards a future to come which 
represents an universal ideal, whose aims are beyond the metamorphosis of the 
main character, hence the uncertainty of Porco`s transformation at the end of the 
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movie. This relationship between melancholia and temporality represents a relevant 
aspect for the philosophy of Walter Benjamin as well, bearing in mind the fact that 
despite being heavily influenced by romanticism, Benjamin rejects the romantic 
critique of capitalism which implies the possibility of returning to the structure of 
a pre-capitalist society that was once lost. This rejection is strictly related to his way 
of perceiving history as a series of qualitative events that can form constellations by 
becoming at certain times quotable, rather than as a series of events that accumulate 
in a quantitative way. For instance, in thesis XIV Benjamin affirms that “The French 
Revolution viewed itself as Rome reincarnate. It evoked ancient Rome the way fashion 
evokes costumes of the past“(261). By way of which Michael Löwy emphasizes: “It is 
the task of remembrance, in Benjamin’s work, to build «constellations» linking the 
present and the past.”(Fire Alarm 95) In the same way, Porco can only quote elements 
from the past that form a constellation with the present, for example the solidarity 
within the plane pilots community (which he actually manages to restore until the 
end of the movie), but he would never plead for the returning to a certain state of 
events (a strong symbol for this attitude being his gesture of scratching out his face 
from the last photography with him as a human). Therefore, Porco`s melancholia 
is oriented towards a future to come whose appearance is made possible only by the 
constellation formed between different events within a past-future dialectic created by 
the two interconnected melancholic temporalities: the post-festum temporality (which 
resembles to the past) and the messianic temporality (which resembles the future). 

Palombella Rossa: melancholia by the pool

In a similar line of thought, we ought to analyze the specific melancholic 
temporality depicted in Nanni Moretti’s Palombella Rossa. Here the protagonist Michele 
Apicella (an alter ego of the director, which is featured in a couple of his movies) 
is a professional water polo player and member of the Italian Communist Party 
who suffers from amnesia as the result of an accident humorously portrayed at the 
beginning of the movie. In the course of the film, Michele struggles to rediscover his 
identity in the center of it being his political affiliations that he first recalls by reading 
an article previously written by him. The main narrative of the movie presents a 
water polo game slowly departing from a realistic logic as different characters engage 
in dialogues with the protagonist that will soon start to torment him. In addition 
to the wide range of characters with whom the protagonist engages in improbable 
situations and discussions, flashbacks from Michele`s past are intercalated with 
surrealist scenes and even the basic rules concerning space and time are abolished. 
Therefore, the polo game starts to appear as the visual background through which 
the internal conflict of the protagonist is being presented to the viewer. However, 
the movie cannot be reduced to this binary reading, since the main narrative works 
together with the elements that interrupt it in order to form a complex semiotic 
network that articulates a unique temporality. By rediscovering fragments of his past, 
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Michele either feels a deep melancholic feeling towards them or he is disappointed of 
his past actions and ideas to the point where he rejects them entirely. On a technical 
level, the profound theme of remembrance is accentuated by the constant repetition 
or intercalation of scenes and lines (the question, “Do you remember?” [Te lo ricordi?], 
becoming almost a leitmotif).

Thus, the film constructs a melancholia for the past that is interpellated trough 
remembrance, but, as we shall see, reoriented towards the future. As his memories 
interfere with the present state, the protagonist selects and accepts as his own 
only the ones towards which he still feels an affinity or melancholia, hence they 
appear quotable in his new developing vision of the world. The theme of memory 
loss and the bizarre way in which is illustrated in the movie manages to explore a 
broader perspective on temporality that, in our reading, appears close to Benjamin`s 
philosophy of time. In thesis V, Benjamin states: “The past can be seized only as an 
image which flashes up at the instant when it can be recognized and is never seen 
again.” (255). Even if, on a narrative level, it seems as the movie wants us to believe 
that what stops the protagonist of fully grasping the past is his temporal amnesia, a 
symbolic reading quickly reveals the fact that this is how the past can be perceived, 
and more so, that this is how Michele wants and should perceive it. And here we 
bear in mind another one of Benjamin`s ideas: “To articulate the past historically 
does not mean to recognize it «the way it really was». It means to seize hold of a 
memory as it flashes up at a moment of danger.”(255). Within the setting of the 
movie, the past articulated historically is represented by the revolutionary tradition 
of the Italian Communist Party, whereas the moment of danger is to be found in 
the historic context of the movie, marked by the lack of trust in the idea of equality 
and the institutionalization of the Italian Left among the other political forces. On 
an allegorical level, the moment of danger is also exposed by elements from the main 
narrative of the water polo game (some of the strongest political statements being 
made by Michele while being drowned by his opponents into the pool.) Therefore, 
the melancholic seeking of the revolutionary past determinates the protagonist to 
establish connections with the present context in order to project a new image for 
the future. In Benjamin`s terms he “grasps the constellation which his own era has 
formed with a definite earlier one. Thus, he establishes a conception of the present as 
the «time of the now» which is shot through with splinters of messianic time” (263). 
However, this way of viewing the world is also the one that amplifies the cleavage of 
the melancholic subject, since the ideas to which he relates can only appear in splinters 
either from the quotable past or from the future to come but never from the present, 
thus, perceived as deeply anguishing. Nonetheless, this profound melancholia 
in relation to the past and the future which cannot be grasped, doesn’t result in a 
resigned state, since the protagonist has been captured in a permanent emancipatory 
crisis, depicted in the film trough acting as well as through the recurrent usage of 
cinematic technique such as rapid tracking shots and audio-video desynchronization.
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In the center of this crisis a key role is played by a critique of discourse. The 
protagonist becomes obsessed with certain details of his past discourse that now seem 
trivial or even senseless to him. He also exerts a deep anger towards the journalistic 
discourse whose clichés are unbearable to him almost at a physical level. He goes as far 
as hitting a young journalist for using words such as kitsch or cheap and especially the 
expression Marriage falling apart [Matrimonio a pezzi]. One of the phrases that Michele 
repeats obsessively, in the course of the movie, to the point where it almost becomes 
an empty signifier, summarizes in a way the direction in which the Italian Communist 
Party was heading in the `80: “We are the same although different” [Siamo uguali, 
anche se siamo diversi]. The constant repetition of this phrase institutes a subtle critique 
on the departure of the party from their revolutionary past and their perceived need 
of integration among the other institutionalized political parties. Retrospectively, this 
subtle critique became relevant, not only for PCI`s evolution after the release date of 
Moretti`s movie, but also for a larger critique of the communist party concept that was 
later theorized. The French philosopher Alain Badiou sustains, in an essay entitled 
The Idea of Communism, that: “It is essential today to understand that «communist» 
can no longer be the adjective qualifying a politics. An entire century of experiences 
both epic in scope and appalling was required to understand that certain phrases 
produced by this short-circuiting between the real and the Idea were misconceived, 
phrases such as «communist party» or «communist state» – an oxymoron that the 
phrase «socialist state» attempted to get around” (5). After Michele`s anger towards 
prefabricated speech or unsustainable political discourse reaches a climax, he states 
the fact that we need to form a “new language”, a new discourse that could unite 
politics and emotions in order to build a new Community: “We must invent a new 
language... A new language means a new life! [Inventare un linguaggio nuovo 
bisogna inventare una vita nuova!]”. Even if this line seems mostly metaphorical, we 
consider it relevant as it indicates the distinct point of rupture where, as we have 
seen before in Miyazaki`s film, melancholia becomes a critical way of viewing the 
word and is thus reoriented towards a future to come. More so, in this case, the idea of 
revolution, or that of radical change, appears as the point of connection between the 
post festum and the messianic temporality.

The concept of revolution plays a key role in Walter Benjamin`s philosophy 
of history to the extent that it constitutes the point where his different sources of 
inspiration interfere. In Redemption and Utopia Michael Löwy proposes a study in 
elective affinity, a term previously used by Goethe in literature and by Max Weber 
in sociology (originally advanced in thirteen century by Albertus Magnus). In his 
acceptation, elective affinity is “a very special kind of dialectical relationship that 
develops between two social or cultural configurations, one that cannot be reduced 
to direct causality or to ‘influences’ in the traditional sense. Starting from a certain 
structural analogy, the relationship consists of a convergence, a mutual attraction, 
an active confluence, a combination that can go as far as a fusion.”(6). In the course 
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of the book, Löwy analyzes the work of a series of German-Jewish writers, asserting 
in the chapter dedicated to Walter Benjamin that he “was one of the few authors in 
whom the elective affinity between Jewish messianism and libertarian utopia led 
to an authentic fusion” and that “This form was significant not only for political 
or religious reasons; it implied a new way of perceiving historical temporality” 
(95). At first Jewish messianism and libertarian utopia may appear contradictory 
as Löwy himself emphasizes “especially since the cultural ethno-centrism of the 
Jewish religion was poles apart from the militant universalism of revolutionary 
utopias.” (14). 

At a first glance, a contradiction seems to appear between the facts that while 
messianism belongs to a transcendental religious tradition, the different visions 
upon utopia are associated with an atheist materialist tradition. However, as Löwy 
notes, following the work of Gershom Scholem, this contradiction revolves around 
a confusion between the details of Christian and Jewish religions, since “for Jewish 
(as opposed to Christian) messianism, redemption is an event which necessarily 
takes place on the historical stage” (17). Besides this fact, the affinities between the 
two currents of thought can be identified at their core. As Michael Löwy sustains, 
Jewish messianism embodies tow tendencies: restorative and utopian. The restorative 
aspect consists in “the re-establishment of a past ideal state, a lost Golden Age, a 
shattered Edenic harmony“, while the utopian aspect is represented by the aspiration 
“to a radically new future, to a state of things that has never existed before“(16). 
Correspondingly, within “libertarian thought, there is clearly an analogous duality 
between restoration and utopia” considering that “revolutionary utopia was always 
accompanied by a deep nostalgia for aspects of the pre-capitalist past” (16). Therefore, 
Jewish messianism and libertarian utopia correspond by the concept of revolution 
which in both currents is articulated by a specific past-future dialectic. 

Mondays in the Sun: melancholia for a broken streetlight 

The idea of revolution as the center of the past-future dialectic of melancholic 
temporality and messianic temporality takes more explicit forms in Fernando León 
de Aranoa`s Mondays in the Sun. The film depicts the aftermath of a shipyard closure 
in Northern Spain by following the daily life of the former workers that remained 
unemployed. The narrative focuses on a group of friends whose main members are 
Lino, José, Amador and Santa, all struggling to find new jobs. Being the oldest, Lino 
struggles to get a job that doesn’t imply an age limit, José is deeply frustrated by the 
fact that he is unemployed while his wife works double shifts in order to sustain the 
family, Amador struggles with alcoholism while he hopes for the returning of his 
wife and Santa, the unnamed leader of the group, seems to be for the first part of the 
movie the most ignorant about his current state. The standstill narrative, along with 
the repetitive soundtrack and the pointless wandering of the characters construct the 
melancholic atmosphere of the film. Almost all of the characters are deeply immersed 
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into a resigned melancholic state expressing a deep longing for the times where they 
could work and support their families.

From a dialogue within the group of friends we find out that before the closing 
of the shipyard the workers organized a riot as a result of the company`s proposal 
towards the workers to sign an agreement that implied the dismissal of the casual 
workers. During the revolt Santa smashed a streetlight for the reparations of which he 
is forced to pay 8,000 pesetas or else he would be facing jail time. He initially refuses 
to pay the fine, sustaining that it is worth much more “morally” to him. Eventually he 
pays the fine only to smash the repaired streetlight with a rock on his way back from 
the court. Arriving to the bar where the group has most of its meetings Santa observes 
Reina (the only member of the group that managed to get a job) holding a preachy 
speech to the other former factory workers telling them that if they would really 
want a job they would manage to find one in the same way as he did. Santa argues 
against, recalling the events that led up to the closure of the shipyard as well as the 
aftermath. In his speech he doesn’t express a melancholic feeling for the time when 
the shipyard was still open and everybody had jobs, but, rather for the temporary 
moment of the revolt which he distinguishes as the only true moment of solidarity 
within the workers community. He further states that if the workers continue to be 
divided they will be crushed as it happened before when in spite of the fact that some 
of the workers signed the agreement the shipyard was closed and everybody was 
laid off eventually. Here, the melancholic seeking of a past state is reoriented towards 
the future and becomes a guiding horizon. The reinsertion of the solidarity, which 
was once lost, in the present moment is perceived as a condition for the moving 
forward of history. But this advancement cannot be realized by the slow progression 
of small events adding up, and, in this sense, it is not to be taken lightly that Santa`s 
melancholia is directed towards the fleeting moment of the riot.

At this point, we ought to appropriate our analysis of the previously mentioned 
scene to another one of Walter Benjamin`s thesis. By questioning the point of view 
from which history is perceived, in thesis VIII, Benjamin states the fact that “The 
tradition of the oppressed teaches us that the «state of emergency» in which we live 
is not the exception but the rule.”, and he claims that “We must attain to a conception 
of history that is in keeping with this insight.” in order to “realize that it is our task 
to bring about a real state of emergency” (257). In the community of the unemployed 
shipyard workers the fact that the state of emergency has actually long become the rule 
is clearly visible. Whereas, the real state of emergency was only partially realized within 
the time of the riot. Nonetheless, the brief moment of the riot is invocated by Santa, 
not for what it accomplished, but for what it represented and what it can represent 
for the present time of the narrative, by being “a past charged with the time of the 
now” (Benjamin 261). The time of the riot becomes universal, and therefore quotable, 
because it contains what Benjamin calls “splinters of messianic time” (263) which are 
represented in Löwy`s interpretation of the term precisely by “the moments of revolt, 
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the brief instants that save a past moment, while effecting a fleeting interruption 
of historical continuity, a break in the heart of the present. As fragmentary, partial 
redemptions, they prefigure and herald the possibility of universal salvation” (Fire 
Alarm 101).

On a brief look Benjamin`s thesis VIII may appear as influenced solely by 
a Marxist revolutionary rhetoric, and it may even appear contradictory with a 
messianic perspective, perceived in the common sense as the silent awaiting of 
the Messiah. However, as Giorgio Agamben states: “From the juridico-political 
perspective, messianism is also a theory of the state of exception-except for the fact 
that in messianism there is no authority in force to proclaim the state of exception; 
instead, there is the Messiah to subvert its power.” (Homo Sacer 57) Even so, the 
ones who must establish the real state of emergency, in order subvert the power of 
the authoritarian state of emergency that has become the rule are the people, the 
oppressed (in the thesis and as well in the movie). In this sense, an important remark 
is that of Michael Löwy who observes that for Benjamin “God is absent, and the 
messianic task falls wholly to the generations of human beings. The only possible 
Messiah is a collective one: it is humanity itself or, more precisely, as we shall see 
below, oppressed humanity. It is not a question of waiting for the Messiah, or 
calculating the day of his arrival – as among the cabbalists or the other Jewish mystics 
practising gematria – but of acting collectively.” (Fire Alarm 33). This necessity of 
acting collectively is what Santa pleads for and what Reina is unable to understand 
having already internalized an individualist-capitalist way of thinking. Reina first 
gives Rico, the bar owner, also a former worker at the shipyard, as an example to the 
others. Later when he explains to Santa that the shipyard naturally closed because it 
was cheaper to build the ships somewhere else, he makes an analogy saying that he 
usually comes to Rico`s bar but if the beer would be cheaper anywhere else he would 
go there. Understanding the gap between him and Reina, Santa masterfully replies 
to the analogy: “I wouldn’t go anywhere else even if the drinks were free! I`m going 
to keep coming here. Even if you [pointing towards Rico] did sign the agreement.” 
Santa`s remark reveals again that his melancholia is for the solidarity within the 
workers group. Therefore, the moment of the riot is the only quotable one. By being 
invested with a strong melancholic feeling as well as with the power of acting as a 
regulative horizon, the temporary moment of revolt appears at the intersection of a 
past-future dialectic representing both restorative and utopian aspect. At this point, 
the post festum relationship with time of the melancholic subject centered on the 
past interferes with a messianic temporality also deeply covered by the melancholia 
towards a future to come. 
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The past-future dialectic of melancholia

Thus, a certain connection can be established between melancholia and temporality 
that always appears to be quickly associated with the past and its perception. 
However, we ought to emphasize the points of rupture, the splinters, in which the 
melancholic seeking of the past is restructured as melancholia for a future to come. 
We consider that the three movies which we have analyzed from this perspective, 
resemble a melancholic temporality, through various cinematic techniques and 
complex character construction. On a narrative level, the melancholic atmosphere is 
connected with past events (mentioned within dialogues or present in the form of 
flashbacks), but, as we have seen, melancholia can be reoriented towards an ideal 
future, acting as a regulatory horizon, which blocks the resignation state. The antiwar 
theme in Miyazaki`s Porco Rosso is imbedded in the protagonist`s longing for a time 
when humans will be truly humane. Thus, the melancholic theme is reoriented 
towards a time to come rather than for a past time when Porco was also human, since 
his current state as a pig reveals to himself the atrocities that humans are capable of. 
In Palombella Rossa the metaphor of partial amnesia acts as a melancholic perception 
of the past, that will also quickly become reoriented towards a future to come, a ”new 
language” that Michele constructs by quoting aspects from his political past as the 
ideas of revolution and equality. The same idea of revolution appears in Mondays 
in the Sun as a past moment for which Santa feels deep melancholia. However, by 
quoting the brief moment of solidarity represented by the riot, he, at the same time, 
reorients his melancholia towards a future to come when the solidarity within the 
community will become the rule, not the exception. Therefore, regarding this three 
movies, we consider that the melancholic state first appears as a certain nostalgia or 
longing for the past, than as a critical way of viewing the world which generates a 
projection upon the future articulated by a dialectic relationship between the post 
festum temporality of the melancholic and a messianic temporality. 
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