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Abstracts 

The tumultuous socio political environments across the world necessitate varying forms of intervention 

from writers in the genres of literature. Playwrights, dramatists and theatre artists deploy their creative 

ingenuity to question anomalies in the social and political sectors of their countries. This is borne out of 

their understanding that literary enterprise is a call to serve humanity through scrutiny of identified 

practices and ridiculing the inappropriate conducts in the society. Femi Osofisan’s attempt to subject his 

society to criticism in his play Midnight Hotel is examined in this paper with emphasis on the deployment of 

humour to ridicule certain vices in the Nigerian society and the study finds out that humour in the play are 

meant to criticise persons and institutions in the Nigerian society with the aim of agitating for social 

change.  The paper adopts John Meyer’s classification of humour as a theoretical framework. 
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Introduction  

Femi Osofisan‟s Midnight Hotel: A play 

first published in 1986, treats the socio-political 

corruption which has been adversely affecting the 

economic growth and development of Nigeria. 

The play‟s artistic essence as a socio-political 

satire is established with the timing of its 

publication. The playwright‟s note states that the 

play was written during the last days of Alhaji 

Shehu Aliyu Shagari‟s civilian government. The 

political history of Nigeria records that Shagari‟s 

administration was characterised by corruption 

and gross misconduct which warranted the 

military takeover in 1986.  

 The play‟s characterisation reveals that 

the playwright represents Nigeria‟s socio-

political history. The characters of Jimoh, 

Bicycle, Asibong, Awero, Suuru and Alatise are 

representatives of different classes of 

personalities that we have in the political history 

of the country. Asibong goes to investigate the 

claims that ghosts occupy one of the rooms in his 

hotel and informs his wife that he will be away 

from home in the night. Asibong‟s wife, Awero, 

sees that as an opportunity to stay out of the 

house with her secret lover, Pastor Suuru. 

Without knowing, the hotel Asibong has gone to 

inspect is the same hotel that Awero and Pastor 

Suuru has visited for their secret affairs. Alatise 

and his three daughters also arrive at the same 

hotel after he, Alatise has lost all his fortunes in 

an election. There is confusion and complication 

when Alatise sights Pastor Suuru and Awero and 

asks after Asibong. After series of lies and 

pretences, Pastor Suuru is able to save his face. 

At the end of the play, the crises of identity are 

resolved but Alatise‟s daughters, Catherine, 

Agnes and Bose lose their innocence to the 

soldiers who lodge in the hotel. 

Politics as symbolic satire in the Play 

The satire target of the play is the 

notorious Shehu Shagari‟s administration that 

was reeking of corruption and gross misconduct 

in the nation‟s governance. Though the 

playwright humorously presents the political 

situation in the country, he equally demonstrates 

how the political history of the country has been 

affecting the leadership quality of the country. 

Osofisan justifies while he deploys humour in the 

artistry of the play that “we must laugh, in order 

to be, and remain, human and we must remain 

human, in order to laugh” (Playwright‟s notes to 

the revised edition). The playwright‟s notes, 

therefore, underline the reason for the humorous 

representation of the plot, themes and characters 

in the play.  

In the play, Osofisan offers a brief 

history to the evolution, growth and development 

of Nigeria as a country. Through the 

songmaster‟s welcome song, the playwright 
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offers a history of Nigeria from her evolution as a 

nation. In his welcome song, the songmaster 

states that the hotel‟s existence can be traced to 

nineteen hundred and fourteen, a date which 

coincided with when the Northern and Southern 

Protectorates with Lagos Colony were 

amalgamated to create three regions in the 

country for ease of colonial administration in the 

country. 

For proper discussion, the song master‟s 

speech is reproduced below: 

 

Well, this place was built as a house of sin 

In the year nineteen hundred and fourteen  

With just three rooms at the beginning. 

 

Then came independence, and shortly 

after 

Our customers and our staff began to 

slaughter 

One another with such abandon, 

And such cheerful license, 

That soon, our old Management group 

Was chased out by the new messiahs 

in khaki- 

The commandoes of rice, and oil and 

pepper soup- 

Who kindly led us from chaos to 

anarchy! 
 

They taught us new laws of profit and 

gain: 

And so, we increase our spaces now 

and again 

By simply carving up the old rooms 

Into smaller ones, and giving them 

new names 
 

So who cares any more how many 

rooms 

There are? Just join us for your 

crimes! 

For there‟s nothing we cannot supply:

     

 (MH, 9-10) 
 

The above song text reveals some issues 

surrounding the formation of Nigeria as a country 

with the amalgamation of the Southern and 

Northern protectorates in 1914. After the 

amalgamation, Nigeria was divided into three 

regions (Western, Eastern and Northern regions). 

The hotel in the play, therefore, is a symbolic 

representation of Nigeria as a country. From 1963 

to 1967, there was an addition of one more 

region, mid-western region to make four regions. 

After the political independence, there was 

creation of more states till the present position of 

36 states in the country. From the song text, it can 

be said that the playwright traces the history of 

state creation in Nigeria to the military. The first 

attempt at breaking the regions to states was 

made by General Yakubu Gowon who divided 

the four regions to twelve states in 1967.  

This study avers that Osofisan uses the 

play to satirise the socio-political realities of the 

country. Among these socio-political realities are 

corruption, moral decadence and gross 

misconducts in public administration as 

demonstrated in the characterization of Awero, a 

member of parliament.  

Femi Osofisan, through the treatment of 

the themes and subject matter of the play, sees 

the problem of Nigeria beyond the period of 

amalgamation and colonialism. Nigeria is not the 

only country which experienced colonialism. 

Other commonwealth countries have moved 

beyond the current economic and political 

situations of Nigeria. The understanding of this 

situation, perhaps, informs the thematic context 

and content of Femi Osofisan‟s Midnight Hotel.  

In the light of this argument, this study discusses 

the playwright‟s representation of Nigeria‟s 

socio-political realities in the play. 

Humorous Representation of Realities in the 

Osofisan’s Midnight Hotel 

The themes and subject matter of Osofisan‟s 

Midnight Hotel are consistent with Zulu Sofola‟s 

(5) vision of artistic creativity that a work of art 

should be able: 

i. to heal and restore the life of a sick 

and battered humanity 

ii. to create a new vision for growth, 

renewal, regeneration and edification 

of man for a wholesome life and a 

better community 
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iii. to mobilize a collective conscience 

for a particular desired objective. 

 

The topicality of Osofisan‟s Midnight Hotel 

underlines the fact that the playwright is 

concerned with the level of decay and 

underdevelopment in the country. Through the 

play, the playwright questions the status quo 

which has stunted the nation‟s growth. An 

attempt is made in the play to evaluate and 

comment on the dimensions and patterns of 

corruption in the country through the mechanisms 

of characterisation and language. The playwright 

through humorous representation of critical issues 

of corruption and gross misconducts in the 

private and public lives of the country criticises 

persons and institutions with a view towards 

agitating for reorientation of our national psyche.  

Despite the use of humour in the play, 

Osofisan has closely presented the sociological 

and political realities of the country in 

consistence with Dennis Brutus‟s view that “a 

writer must write about what he sees around him 

and he must write truthfully about it or he must 

come to term with what is ugly in it and pretend 

that it is not there or that it is not bad” (93). In the 

play, Osofisan does not pretend that all is well 

with the country. The evils of corruption are not 

favourable to the economic growth and 

development of the country. He, however, lessens 

the satirical effect of the play‟s themes and 

subject matter through the use of humour in the 

plot and characterisation. Though “humour in 

communication is a subject that seems difficult to 

analyze” (Meyer, 310), Osofisan‟s uses it as a 

form of social commentary on identifiable 

national ills which affect the economic and 

political survival of the country. The use of 

humour in the play is consistent with Meyer‟s 

highlighted functions of relief theory of humour 

viz: identification, clarification, enforcement, and 

differentiation.  The use of humour in the play 

adds more credibility to the content and subject 

matter of the play.  The use of humour in the play 

starts with the stage direction of the play where 

Bicycle is “tumbling down the stairs, startling 

Jimoh, who leaps up shouting for fire, until he 

sees the poor Bicycle on the floor” (MH 11). This 

humorous opening of the play establishes its 

mood and tone. Bicycle and Jimoh contribute 

greatly to the humour in the play. Bicycle runs 

down the stairs as a result of his experience in 

room 9 where he sees a young lady who is naked. 

The reaction of Bicycle to nakedness of a young 

lady shows his inexperience and lack of exposure 

to city life. This view is established with Jimoh‟s 

reaction to Bicycle‟s attitude validate this study‟s 

view: 
 

Bicycle: A woman! Jimoh … er, chief, 

a woman! Naked! As naked as Kere 

fish! From here to dere! (Indicates from 

head to toe). 

… 

Jimoh: Just like dat! Ha haha! Look 

here, Bicycle, how many    times will I 

remind you that you are no longer in 

your village? Ehn? This is Lagos, man, 

and in Lagos, sex is business! Quarter 

naked women, half-naked women, fully 

naked women, women about to be 

naked; women who have always been 

naked; women who will die naked – all 

is money in this city! Big money! Wait! 

(He hurries across to the songmaster). 

Please, Songmaster, you do have this 

Song of the Lagos Woman, don‟t you                                                     

(MH, 12) 

There are instances of humour in the above 

excerpt. The humour has functioned in the 

capacity of identification and clarification. Jimoh 

has used the humour to create the character 

identification of Bicycle as someone who is not 

exposed to city life. Jimoh is of the view that 

women being naked in Lagos is not an aberration 

– it has become a way of life of Lagos 

women/ladies. The action of Lagos women 

moving around nakedly is an instance of “urban 

dislocation and postcolonial transformation” 

(Raji, 221). In Jimoh‟s opinion, nakedness is not 

abnormal. It is an avenue of making money for 

those who engage in it. The scene is a 

representation of the immoral and amoral 

behaviours which have become the norm in the 

sociological and political realities of Nigeria.  

Since identification function of humour “ 
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enhances speaker‟s credibility” (Malone, 1980; 

Gruner, 1985), Jimoh‟s statement about naked 

Lagos women serves as a pointer to his superior 

knowledge about Lagos life style in comparison 

with Bicycle‟s naivety of the subject matter. The 

manner of presentation and the non-verbal 

linguistic gestures add to the humour of the 

statement. Apart from being humorous, this scene 

foreshadows the immoral acts which are expected 

in the hotel. Bicycle‟s action and dialogue 

relating to Jimoh‟s rhetorical questions add to the 

humour and aesthetics of the play. Besides, the 

action and dialogue of Bicycle and Jimoh 

contribute to the plot and thematic build-up of the 

play. Osofisan through the scene attempts to 

present serious national issue humorously.  

Osofisan‟s use of humour in the characterisation 

of Asibong in the play is satiric. The 

characterisation of Asibong as someone who is 

hard of hearing aims at achieving satiric effect. In 

the stage direction of the play, Osofisan writes 

Asibong arrives, with a small suitcase. He is a bit 

hard of hearing, and so habitually leans towards 

people in order to hear them properly (MH, 15).  

Humour is expected in the action of 

Asibong while leaning to hear what others say in 

the play. Besides, his hard of hearing will always 

subject him to misinterpretation of what other 

people say in the play – this situation alone can 

also invoke laugher in the audience and thereby 

generating humour. Beyond the humour, 

Osofisan makes socio-political statement with the 

characterisation of Asibong as the owner of the 

hotel – Midnight Hotel. This study has argued 

earlier that the hotel is a symbolic representation 

of Nigeria, a country that has passed through 

different stages of state formation. Asibong, the 

owner of the hotel, is hard of hearing and by 

metaphorical extension, he is a representation of 

successive Nigerian governments who are 

reckless and hard of hearing to the plights and 

challenges of the masses. Beside Asibong‟s 

recklessness in the handling of his hotel, he is 

also reckless in the management of his home and 

marriage. This study argues that Asibong is 

reckless in the management of the hotel because 

of the calibers of Bicycle and Jimoh who were 

employed to oversee the running and 

management of the hotel. These employees of 

Asibong are grossly irresponsible and 

incompetent to manage the hotel. This situation is 

a satirical representation of governance in Nigeria 

where persons without requisite qualifications are 

put in the position of responsibility to run the 

affairs of the country. This study justifies the 

incompetence of Jimoh when he does not abide 

by the oath of secrecy which his job as a hotelier 

requires. Upon the arrival of Asibong to the hotel, 

Jimoh begins to reveal the identity and secret of 

his previous lodgers. The following excerpt 

reveals thus: 

Asibong: I should bloody well think 

so! Are you receptionist here? 
 

Jimoh: A room, sir? Something … 

quiet, isn‟t it? I know your type, sir, and 

I know just what will please you. Please 

bring your woman in, sir, don‟t leave 

her outside. There‟s a small hidden 

room at the back where the Governor of 

Donme State entertains his women 

whenever he‟s in town and doesn‟t 

wish to be disturbed. In there, sir, your 

woman may scream all she likes 

without anyone trying to –  

(MH, 15)  

From the above excerpt, this study avers that 

Jimoh is uneducated, illiterate and ignorant of the 

ethics of the job. Though his action adds 

humorous aesthetics to the play, the excerpt also 

presents a criticism of negligence in the corridors 

of power in Nigeria as a governor abandons state 

functions for frivolities of womanising in a hotel.  

Similarly, Jimoh shows his professional 

incompetence when Suuru and Awero check in 

for the sampling exercise before Awero will 

influence legislators‟ award of contract to Pastor 

Suuru. At this time, Jimoh also breaches the 

professional ethics by revealing the identity of the 

previous lodgers with similar intention as 

Suuru‟s. The following excerpt reveals thus: 
 

Suuru: Really? (Crosses himself). 

Jah! 
 

Jimoh: Oh mo (sic.) need to be 

jealous, sir! Just a harmless 

compliment. Ha ha. The room is 
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upstairs, and it‟s the favourite of 

Alhaji Jay Jay‟s youngest wife, 

when she wants to really – you 

know what I mean! Your woman 

may scream all her head off in 

there, and no one will disturb. You 

see –  

(MH, 27) 

The ethics of hoteling is that the staff should not 

reveal the identity or secret of the lodgers except 

for the matter of the state. Jimoh has breached 

this code of conduct. Osofian presents Jimoh in 

this character to project the aesthetics of humour 

in the play. The playwright achieves this through 

how language is used and the manner of 

presentation. With the use of ellipsis (-) while 

presenting what Alhaji Jay-Jay‟s wife comes to 

the hotel to do, Jimoh creates humour because as 

expected, he will accompany the expression with 

funny non-verbal gestures that may generate 

laughter in the audience.  

Despite his lack of education and 

ignorance, Jimoh makes efforts to improve his 

social status with the honourary chieftaincy title. 

This situation is humorous and satiric of Nigerian 

society. At every opportunity, Jimoh always 

presents himself as a chief who deserves to be 

respected. The manner through which he brags 

with his chieftaincy title evokes laughter in the 

audience and at the same time makes mockery of 

the whole process of getting the title. Jimoh‟s 

pride in his chieftaincy title is shown in the 

following excerpt: 
 

Jimoh: You don‟t care! An honorary 

chieftaincy title, not like the 

traditional family ones that any idiot 

can inherit, and you don‟t care! Let 

me tell you, sir: Last year, the people 

of Ifetedo, a town fifty kilometers 

from Abeokuta, decided to honour me 

with a chieftaincy title. May be you 

will even say you didn‟t read it in the 

papers.     

 (MH, 16) 
 

Jimoh‟s pride in his honourary title is bizarre as 

shown in his action of taking a loan to pay for the 

newspaper‟s advertisements. Again, his claim 

that his honourary chieftaincy title is better than 

the traditional chieftaincy title is a demonstration 

of pride. He parades the newspaper which carries 

the message of his chieftaincy to Asibong. The 

content of the newspaper message reads thus: 

For his contribution to the spread of 

African hospital … Yes, hospitality 

… in the world, through his long 

service as a well – known and 

district … no, discreet! … discreet 

receptionist at a famous hotel in the 

big city of Lagos, the Mecca of all 

ambitious men, the Baale and people 

of Ifetedo today confer on our Great 

Patriot, Supreme Humanist, and 

accomplished Friend-in-need, Mr. 

Jimoh Oladojutiwon, the 

magnificent title of the Asiwaju 

Atunbeedise of Ifetedo…  

(MH, 16) 

 

The humour in the above excerpt can be brought 

out when it is linked with Asibong‟s response as 

follows: 

Asibong: (Controlling himself with 

difficulty). Have you finished now, 

Chief Atunbeedise, or whatever your 

name is -? 

(MH, 17) 
 

Osofisan satirises the social malaise of obsession 

with titles in Nigeria society. It is a common 

practice that people like Jimoh can go to the 

extent of borrowing to get titles. The honourary 

chieftaincy title of Jimoh of no real significance 

to the societal and cultural development of his 

people. This study makes this view based on the 

responses of Asibong to all the altercation of 

Jimoh who is delighted parading the newspaper 

contents that advertised his honourary chieftaincy 

title. How Asibong reacts to Jimoh‟s statements 

is humorous and satiric considering his tone. The 

use of the expression “whatever your name is -?” 

reveals Asibong‟s observation of ambiguity in the 

personality of Jimoh who is a low income earner 

but craves to be treated as a bourgeoisie. Thus, 

this ambiguity leads to incongruity which 

occasions laughter in the audience. The 
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personality conflict of Jimoh also confuses 

Bicycle who struggles to address him as a chief. 

The readers or audience who understand the 

social relevance of chieftaincy titles in the 

Nigerian society and who are able to justapose 

the low status of Jimoh with the high demand of 

traditional  titles will understand and appreciate 

the essence of the humour as (Meyer 312) notes 

that: 

Rather than focusing on the 

physiological or emotional effects of 

hu- mor, the incongruity theory 

emphasizes cognition. Individuals 

must have rationally come to 

understand normal patterns of reality 

before they can notice differences. 

The mental capacity to note, 

understand, and catego- rize 

incongruous changes is necessary 

for the perceiver to experience 

humor, as it is viewed from the 

incongruity perspective. 

 

The humorous atmosphere of this scene 

contributes to the understanding of its message. 

The playwright‟s use of language is suggestive of 

humour and satire. The chieftaincy title given to 

Jimoh is ridiculous and this also contributes to 

the humour of the scene. Asiwaju Atunbeedise of 

Ifetedo is a demeaning title which does not add 

up to Jimoh‟s social integrity. All Jimoh wants, 

perhaps is to be called Chief. This is a 

phenomenal issue in the contemporary Nigerian 

society where people rush for chieftaincy titles 

that do not actually add to their personality and 

integrity. Like Jimoh, these people lobby for the 

title and end up incurring debt.  

Similarly, Asibong is also a lover of 

titles. He loves being described by his numerous 

titles. The indication of this is that different 

people are involved in the obsession for titles. 

This argument is premised on the dialogue 

between Jimoh and Asibong when the latter asks 

from Jimoh whether the Manager leaves a 

message behind for him (Asibong). The 

following excerpt reveals thus: 

Jimoh: It reads – (Reading). 

“Asibong. Easylife. Badmus. Rufai. 

Asibong. Lagos.” Funny address, if 

you ask me. 
 

Asibong: But, damn it, that‟s my 

name! I am Asibong. Easylife. 

Badmus. Rufai. Asibong of Easy-

Con Associates, Lagos! A.E.B.R.A. 

to you!  
 

Jimoh: Sorry, sir. I thought it was, 

er … well, with all those   

paragraphs…  

(MH, 17) 
 

The use of full stop after each of the names is 

humorous. This suggests that each name is an 

independent entity. The aesthetics of this 

mechanical device can be brought out when it is 

spoken. The visualisation of the utterance of each 

of the names has the tendency to evoke laughter 

in the audience. This is because “humour relies 

on ambiguities, uncertainties and shifts in 

perspectives, as well as playing with the limits of 

language, logic and representation” (Franklyn, 

13).  

In the play, Osofisan also humorously 

satirises the country‟s parliament through the 

characterisation of Awero, Asibong‟s wife and a 

member of the Parliament. Pastor Suuru seeks 

contract in the Parliament and the only way to get 

it is to offer something in kind or in cash. In the 

view of Awero, it is a common practice in the 

Parliament. The dialogues between Suuru and 

Awero shed more light on this point: 
 

Awero: I‟m giving you a big 

chance by bringing you here. As 

the only female member of the 

Capital Projetcs Committee in 

the House of Assembly, I‟m 

giving you an unfair advantage 

over other competitors to prove 

your competence. And here you 

are, trembling, when I am not. 
 

Suuru: Well… you know, 

Honourable, it‟s just that … 

that… 
 

Awero: For Christ‟s sake, what‟s 

wrong with you? I„m telling you 

it‟s regular practice in 
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parliament. All the male MPs are 

doing it, even to their own nieces 

and cousins! Everyone in our 

Contracts and Awards 

Committee is taking some 

member of opposite sex 

somewhere or the other before 

jobs are given out. They call it 

“sampling the goods”. So why 

should I be different? Listen, we 

even have a song about it.  

(MH, 22-23) 

What Osofisan has done in this excerpt, is to 

present the extent of decay in the Nigerian 

parliament to the consciousness of the audience. 

The dialogues between Suuru and Awero offer 

some political and sociological explanations to 

the problem Nigerians face . In the first instance, 

Pastor Suuru is not expected to pursue any 

contract by virtue of his calling as a Pastor 

because he does not possess the technical 

knowhow to execute it. His awkwardness to the 

talks and advances of Awero is humorous and 

tangential to the understanding of the satiric 

undertone of the play. He stammers as a mark of 

his awkwardness and in the actual sense of the 

matter, stammering has the propensity of evoking 

laughter. The message from Suuru‟s stammering 

is that he knows that what he is about to do with 

Awero is antithetical to the religious faith he 

parades. In this hotel escapade, Awero is not 

repentant as she wants to attain equality with 

male parliamentarians who do the same with their 

female victims. The representation of Awero and 

her character is satirical of Nigerian lawmakers 

that have been found wanting in all areas and 

with allegations of corruption against them. With 

the attitude of Awero to morality, the playwright 

critiques the immorality which has characterised 

governance in the contemporary Nigerian society.  

Osofisan also condemns some of the activities in 

the parliament. His concern is that they legislate 

on trivial issues which have no significant impact 

on national development. This is shown in the 

play when Awero says that she will sponsor a bill 

talking about the use of language by individuals. 

She makes this claim when Jimoh says that he is 

coming while he is actually going away. The 

following excerpt reveals the situation: 

Jimoh: (rudely). I am coming, Mrs. 

Honourable! (Goes away.) 
 

Awero: You hear that, Pastor? 

We‟ll have to do something about it 

in parliament! The state of our 

language is simply, appalling. I must 

move a motion about it at our next 

sitting. 
 

Suuru: What do you mean, 

Honourable? 
 

Awero: Didn‟t you hear him? “I am 

coming,” he says, whereas he‟s 

going away! (Hisses) Terrible! 
 

Suuru: Honourable … you know … 

I‟m very frightened.  

 (Midnight Hotel 21) 

 

The above excerpt indicts the parliament of 

misplaced priority. Instead of the legislators 

legislating on matters of national significance, 

they are concerned with the wrong use of 

language by an individual. The humour in the 

excerpt is found in the stage direction and the 

kinesics which accompany the use of the 

language by Jimoh. Though Jimoh is not 

conscious of the error in his use of the 

expression, what he said and how he said it evoke 

laughter in the audience. The laughter is further 

enhanced by the conscious reactions of Awero 

and passive reactions of Suuru to Jimoh‟s 

statement. 

Irony as satire device in the play 

This study extends its frontiers of 

discourse on humour and satire in Femi 

Osofisan‟s Midnight Hotel with focus on the 

playwright‟s use of situational and dramatic 

ironies to create humour in the play. This study 

corroborates Dynel‟s view on the nature and 

significance of irony in the generation of humour 

that: 
 

irony is a figure of speech based 

on meaning inversion/negation/ 

reversal/opposition (the various 

labels tend to be used 

synonymously), whereby one 
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meaning is stated, and a different, 

typically antithetical (contradictory 

or opposite), meaning is intended. 

A vast majority of authors thus 

take as their departure point the 

duality between what the speaker 

means implicitly and the meaning 

of the words he/she utters, 

dissociating himself/herself from 

them.  
 

In the play, Osofisan uses reversals and 

inversions to establish ironies in the light of the 

unfolding contradictions in the play. These 

ironies connect the characters such as Asibong, 

Awero, Suuru, Alatise, Jimoh and Bicycle with 

room number 7 in the hotel. These ironies initiate 

and heighten the humour and satire in the play. 

The case is that Asibong has come to ascertain 

the claim that Room 7 has been a death trap and a 

source of tension in the hotel. He comes and 

Jimoh lodges him into the room without Bicycle 

having the knowledge of this development. 

Awero and Pastor Suuru lodge in Room 6 and 

these actions heighten the ironies and conflicts of 

the play. This is because Asibong does not know 

that he and his wife are lodging in the same hotel 

for different purposes. The real conflict of the 

play begins when Bicycle gives out Room 7 to 

Alatise and her daughters unknown to him that 

the same room has been given out to Asibong 

who strolls out for fresh air. The playwright uses 

this situation to generate laughter with the 

confusion which follows Asibong‟s arrival into 

the room. Asibong returns to the hotel when 

Alatise and her daughters are already sleeping. 

Bose, One of Alatise‟s daughters is awake and 

sees Asibong‟s movement. Bose‟s attempt to 

wake others and their father up creates humour in 

the play. The stage direction and the dialogues 

that follow reveal the situation thus: 

 

(For some time now, Asibong’s 

head has appeared at the toilet 

door. On his face, a clear look of 

terror. Finally, he runs screaming, 

past the girls, tearing the door open. 

As he emerges, the Pastor and 

Awero are just stepping out, 

gingerly, from their room and, on 

seeing him, beat a retreat and slam 

the door. Asibong sees the door 

open and shut, and runs over, trying 

to open it. Meanwhile the terrified 

girls are all around their father, 

screaming, trying to wake him up.) 
 

Asibong: (Shouting). It‟s ghosts! I 

beg you! The ghosts are coming! 

Please open up! Open up before they 

get me! 
 

Girls: Papa! Papa! A man! There‟s 

a man! A man! 
 

Asibong: Ghosts! Whoever you are 

in there, have mercy! Don‟t let the 

ghosts get me! Please let me in! … 
 

Suuru: No! We can‟t! There‟s 

nobody here!! 
 

Asibong: Pity, for Christ‟s sake! 

Save me from ghosts! 
 

Girls: Papa! A man! A man! Wake 

up! 
 

Suuru: Go away, I say! We‟re not 

in! 
 

Asibong: I must enter! Please! I 

must come in! Save me! 

      (He puts his weight to the door, 

desperate).        

 (MH, 68-69) 

The ironies in the above excerpts evoke laughter 

in the audience. This is because the reactions of 

Asibong to the presence of Alatise and her 

daughters in her room is antithetical to his initial 

boast when Jimoh informs him about the 

presence of ghosts in Room 7. The argument, 

therefore, is that Room 7 offers the basis for the 

confusion and contradictions in the 

characterisation of the characters involved. The 

actions and counter-actions among all the 

characters involved in the encounter are 

humorous and instigate laughter in the audience. 

The ironies are established with the 

understanding that Asibong does not know that 

his wife, Awero and his friend, Suuru are the 
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ones running away from him. They (Awero and 

Suuru) do not want to open the door for Asibong 

because of the shame of guilt and shamefulness 

of their action. Alatise‟s daughters are naturally 

frightened by Asibong‟s intrusion into the 

calmness of their sleep while Asibong is 

consciously frightened because of the prior 

information that Room 7 harbours ghosts that 

have been killing some lodgers. 

Conclusion  

Osofisan‟s attempts in this play is to 

ridicule the follies of the society. The comic 

nature of the play does not betray its satiric 

quality. The playwright succeeds in touching 

some important areas such as family, politics and 

religion of Nigerian society. The thesis here, 

therefore, is that Midnight Hotel is a sociological 

and political representation of the Nigerian 

society. The only shortcoming of the play is that 

the playwright reflects the problems of Nigerian 

society without offering any possible solution. 
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