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3 N l\, incdi,1 with new trends 
Digitali ·ttion and t~e _use of social media 
in the Nigerian 1nus1c industry 

Hla/ > Adedeji 

Introduction 

The advent of new media has significantly transformed Nigeria's c_reat_ive and 
cultural industries, particularly in the realms of Nollywood, th~ N 1~e~1an film 
industry, and the music industry, as projected by Afrobeats mu_s1c. D1g1tal pl_at­
forms have facilitated unprecedented access to global audiences, enablmg 
Nigerian creatives to showcase their work beyond local borders. This shift has 
led to increased revenue streams and job creation within these sectors. The 
integration of local narratives with universal themes allows for a unique cul­
tural export that resonates with diverse audiences, thereby enhancing Nigeria ·s 
soft power on the global stage through her creative and cultural industries. The 
new media is currently playing a pivotal role in redefining Nigeria's creative 
landscape by promoting innovation and expanding cultural reach. As digitali­
sation continues to evolve, it is essential for stakeholders within Nigeria's crea­
tive ecosystem, ranging from content creators to regulatory bodies, to embrace 
this transformation. By doing so, they can harness the potential of new media 
technologies to further elevate Nigeria's cultural significance on the world 
stage (AJakwe, 2019). 

Moreover, new media have fostered a dynamic interplay between Nigerian 
and global cultures, challenging traditional perceptions of cultural imperialism. 
While American media often dominate perceptions among Nigerians the rise of 
transnational collaborations between Nigerian artists and international counter­
parts serves to create a more balanced narrative (Banjo & U munna, 2022). This 
exchange not only enriches the artistic landscape but also promotes a grt:ater 
Hppredation for Nigerian culture both domestically and intcrnatioinlly. 

Looking at the music industry critkally, one can rightly say that the ne v media 
have fun<lam_ent_a lly transformed the sector, reshaping how music is produced 
c~nsu~eu, d1 ~tnbuled, and marketed (Adedcji & Ro chentha1er, 2024). The rise 
of _!)oc1af m~dia pl~ttform · ha · become a pivotal aspect of music marketing strat­
egics, cnabltn 1 art 1st~ to engage dirc~tly with their audiences. This democratisa­
tion of the music lands<.;apc fost ·rs greater communication •m<l interaction 
between fan s and nrtists, facilitatin, thl! cmc.:rgcncc of online music celebrities. 

DUI : l0.4324/978 I 001(} I 9024-1) 
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Howe, er. vvhile n w media promol s diver· ··t • . 
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t:lining t·rn ~~s s 111 t le Nigcrwn musk~ indu try. with a specific focu. on current 
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, lethodolog~ nnd theoretica I frame,, ork 

The stud) is conducted using qualitative research methods within the frame­
''" rk of digital ethnography. This includes an analysis of various digital media, 
like audio) video an.d online blogs as appropriate. Crucial to this study i the 
re,iew of relevant literature to highlight the concept of the new media and 

ial media and the Nigerian popular music scene, as we1l as the music ind us• 
tr). Through a review of relevant literature and concepts the study is able to 
integrate previous research as a base for establishing the convergence of new 
media and the music industry, while the use of social media by artists in the 
current dispensation can be rightly situated within the framework of the agen• 
da-setting theory. 

The agenda-setting theory (AST) succinctly proffers that the media have the 
power to set an agenda for public discussion and also shape public opinion. 
AST was first proposed in 1972 by Maxwell E. McCombs and Donald L. Shaw 
in their 1972 article "The Agenda-Setting Function of Mass Nleuia •• in the 
journal Puhlic Opinion Quarterly. McCornbs and Shaws original article pr -
posed that the media have the power to influence public opinion by s l tively 
highlightino certain issues and events. They argued that the media·~ ~J n~ 
da-setting function shapes the public's perception of ~hat i imp rtant an l 
worthy of attention. Since its introduction, agenda-settmg theory hrl: unde r­
gone significant development and refinement, with mun rous re: •1n:h r..: ·t1n-
t ·b · · · d 1· r· ·1c1·oss ,·,·11·i u fi l l~ (~l' mbs ~t n utmg to its expans10n an app 1ca 10n '- - -

al. , 2014· Kim et a]. 2017). . . b I I t 
Jn today s era of digitalisation and social me<lin, AST -~1!1~ . "' tl i f. ~ • . 
. ) . . d t ,, ' '\]\/ ·e hew T ~lh ,l e nd .. L h,l\ ocia media use in the music in ustry 1

1( 1 t . . . • 
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• e vanous key phyer involved are t 1 M • • • . . r· l ~ . ... 
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. . . II111,.tfr i innovati n ·, including' c mputcrs, the internet 

1 \\ ' Ill '<. lt:t I ' • I . I( ,I ~ ( " (A I Q , 2( ) . . . . 1 . ,. rt ,ncmc . an<l much rnorc - ur,in )22) . Thi i~ 
\ 'ld t'll'.l lll' . . Vl lllld 1 ,11 • ' .. ,I , f ., • 

1. . 1 "tho<ls like tclcv1sIon anu new pttpcrs. t 1s a form of 
l 11 o_ ·d I trn~ ,11 : nn t1l111·c,t rcli~s on digital technology and the internet for 
ma " um111w111 illl n l • ·c: 1 I · . . • . 1.. • . t· 011 New media have s1gn 1,1cant y cvo ved ince the llll )l'lllalH. 11 l I '111111,\ I • . 

· I I d I f' d,·g,·t·tl technology ( recbcr & Martrn, 2009). 1<8() · ,1t1t1c a en c • • .. 

1.k J ·t· 111,cu,··, 11 cw media allow intcrad1ve communicat1on and n 1 • trn 1 , m1 c , 

• · · · bl' ers to ,·reate share and consume content r ~ll-t1mc part1c1pat1011 ena mg u "" , . . , . . . 
The ri · r the internet in the late 20th century fac1htated new commun1cat,on 

1 0 -- ibilities an<l the concept of Web 2.0 allowe? users t~ generate, _share, and 
reu •c content ( reeber & Martin, 2009). Webstt~s, ematl, a~d onlme fo:ums 
be ame es ential communication tools, with the internet quickly becoming a 
primary source of news and entertainment. New .~edi~'s popu~arity_ stem 
from its immediacy, fluidity, and freedom, democrat1smg mformat1on dissemi­
nation. Unlike traditional media contro11ed by the state or other third parties 
individuals now have the power to produce and share content freely. Digital 
communication has also compressed time and space, contributing to cultural 
globalisation (Chen, 2012). 

As technology advanced, social media platforms like Facebook Twitter 
and Jnstagram revolutionised communication by enabling real-time intera -
tion and multimedia sharing. Mobile technologies further tran formed new 
media, allowing access to content anytime and anywhere. Streaming servi es 
like Netflix, Amazon Prime Video, Deezer, and Spotify disn1pted traditional 
media industries by providing on-demand access to diverse content marking; a 
new era in entertainment consumption. Social media has had a tremend;us 
impa~t globally, and Nigeria has not been left out. The digital 20_3 ~lobal 
over_v1ew rep?rt shows that 193.9 million Nigerians have mobile (phon on­
nections_. !h1~ represents 8~.7 p.er cent of the total popuhtion. Th re \\'er~ 

122.~ million mternet users m Nigeria at the start of 2023 when int met p"n­
etrat.1011 stoo.d at 55.4 per cent, while Nigeria had a total of .., 1.60 milli 11 - 12i:1] 

media u er 111 January 2023, equating to I 4.3 per nt f th t t·11 p puhti n. 
(DataReJ)Orl 2023) This 1·s b - • · • . . . , , . . . ' . • . . Y no means a sm·11l feat d sptt the myn:ld t 
issues associated with d1g1tal tcchnol gy 1·n th t · ll l l • l , ·t . . u n ry p 'ta y t 1 11 ~ 1 -
of procuring mt rn t data which •1s th p' t 1 •. 1 . 1 i' - . , .. 
r tates. 

, IV ll \\' 11 ' \ • Hl 111 'l ta :\ ~ 
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er the years, lead_in t th" ' urrcnt lcv ·101 m 'n l o r W b () ·1·1 . . . II · 
oV . · l u to 7 O'R .1 • . r11 ~ ttppc t -

tl
• n ha been_a. 11(' r 1111 c1 l who P< J ularis · I th t rtn ·,,, 2()() 

,. · "' , c n , c re n • s p · • . . I • h ro u i! h a e J 1 C • • I 1111 s () n II ll 'I'll ' I l . ' h n I( , y Th . h r 
~e -o ine a p pular 1 hra:c l n~1 ass th, n ·v '·n rnti< n c f int ~n. \ ;\_ 

. 11 • that c1wbl content harm, an I · t lhl )t··,t,· (/\ 1 ( p c;,tt< . ~ • . l l rn • n r ·011 2007 
]\1 E _0 11). 1 ht · new tntcrnct tcchnol 'Y ll'tblc·' ti I' " · f 

• 1 • .. • < u 1c pre , , era t, n 
s •H.:i~1l m-dia_ pbtf_ rn~ ·, bl ~ • aull on line comn unities that fa ·ilitatc J th er -
·1ti n ~1nd d1 . ·em111at1 n f u er-generated c ntcn - a vital t I in th nc v 

tncdia di ·c ur e. 
Platfi rm· su h 'l • YouTub~ and Til(I ok enabled the easy ·}wring ancJ c n­

sumption of u. r-gener_atcd video,·, while Word Pres and Bl gger pr vidcd an 
acce ible mean for writers to eH-publish their work. This democrati ati n f 
cre·iti,e output not only empowered individual creators but also facilitated the 
rrrowth of online communities centred around shared interests. With he avail­
;bi]ity of Web 2.0, there has been a proliferation of ·ocial media platform and 
blog· a well as online comnmnities, which have greatly impacted the cultur 
and creative industries in terms of production, distribution, and accessibility, 
among other influences. 

Streaming me,lia 

Streaming media platforms, which deliver audio and video content via the 
internet in real-time, have significantly impacted the Nigerian cultural and cre­
ative industries. These platforms can be categorised as: 

• Video•on-demand (VOD) platforms like Netflix, Amazon Prime, Showm x 
and Iroko-TV offer movies, TV shows, and original content. 

• Music streaming platforms such as Spotify, Apple Music Yon Tube Nf u i 
and Boomplay provide access to mi11ions of songs, play]ists, and pod a ·L. 

• Li\'e streaming platforms like YouTube Live, TikTok Live, and In ta __ rnm 
Live enable real-time streaming of events and interactive es ion ~. 

!he rise of streaming has transformed Nigeria s film indu ·t~· • e cially_ iur-
mg the COVJ D-19 pandemic, when cinema closures l d t~ ~m:r 'L'e l r ~tt~m 
~n streaming platforms (Kouletakis et al. 20~3). Th.is hit t h • nc rnra~ ~ i 
fi!mmakers to embrace digital di tribution, with A\ncan-tar . t ~ : . , . • r­
\~JCC~ h lping mitigate economic barriers (D vcy, ~O I • ~re~1mm,~ -~1~ 1 

' 
1~1-

~ion_i sed music consumption in Nigeria, nabl_mg artt ·ts .t ... t, . l h .· _1 t_.t~ 
audiences and engage dynamical]y with fan . Plaltorms d m i ,t tt s mu. ~. l l 

niotio JI . . ·k • > ,rt: •s •ttH.l by1 as~ tr~l ht, nal 
n, a owmg independent artists to trac P1 • _ • • l ' 

g·tt k I . I , . o l r •·u ntn r m 1~l ' e eepcrs (Adcdeji 2023· Ad deji & R s ·h nl ld 1, - -· · .. • . · ·. . 
ha re h· d ' , ,. Ni ) ·ri·rn Hlmm·tk rs ·uH.i mu. , ,.uL 
to ape c ntent access. cmp wc 1111 ' l 'k l· l· . , ·t .. u\l 1 ·tvm nt 

reach br , d . . . I , . chalh.:n ', . 11 . t" l ls • • 
ace• · .· .. O<i er audiences. I owcve1, . . . ' · fill t nti ·ll an l : tq -
Po ~s 161 hty must bea<.ldre. s d t unl ck th m lu s tl ' 1 

r economic growth (Ahkwc, 2024). 
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Social mc,/i{I 

So --i~1 I media r fer· lo ( nJinc pf attc rm · or tools that a JJow users to create, share, 
·md tll 1 :1r~t ·t with '( n t "11 t in fornw lion, or other user · in a virtual environment. 
A · tl form<. f new nPdia, ocial media ha some unique features among which 
ar' bein~ <li~iti • )d, being interactive bejng immediate and virtual, and relying 

n u ~ r- t;ll ntt!d content (UGC). Social media has revolutionised the way 
pe<. pie interact communicate hare ideas and consume information globaJJy. 

At pre ·ent social medh have become an integraJ part of our daily living, 
and it i ~ pr·1ctica1Jy impossible to imagine life without them, as their mobility 
(through apps) portends fluidity in sharing ideas, photos video clips, informa­
tion or messages on the go, without inhibition, through popular platforms like 
Ficebook, Instagram, X (formerly Twitter), or WhatsApp, among others. 
Apart from easy accessibility, social media also offers the advantage of wider 
reach with an instant feedback mechanism. This makes it distinct from the 
traditional media forms, having an opportunity to review or analyse their post 
through the numbers of likes, views, and comments that are visible making it 
instantly interactive or 'two-way dia1ogic" (Walsh, 2022). 

The impact and relationship between socia1 media and Nigeria s culture and 
creative industry is inestimable, with the visibi1ity of the transformation in the 
way Nigerians interact, create and share cultural content. Through social 
media, there have been opportunities for cultural promotion, creative expres­
sion, and economic empowerrnen t. Using the current Afro beats music rave as 
an exemplification, the impact and influence of social media on the Nigerian 
cultural industry are further explored in subsequent sections of this study. 

Digital arts 

Digital arts, or digital media arts, are creative works that use digital technology 
as the primary medium, including digital painting, CGI, digital sculpture, ani­
mation, interactive art and photography. The rise of digital art has trans­
formed the way artists create and redefined the concept of art itself, merging 
with various sectors of the creative industries to create new platforms and 
engagement opportunities for both artists and consumers. 

One key transformation of digital art is the shift from static to dynamic 
media. It enables rapid creation, haring, and access faci1itating the global 
dis emination of artistic ideas (M anovich, 2001 ). This democratisation of art 
a]]ows artist to reach broader audienc and sub ert tnditionaJ power struc­
tures in the art world. Platforms like DeviantArt and Jnstagram have empow­
ered artist , allowing them lo curate their work and expand their voices 
(Hanna, 20 J 5). As Sam-Duru (2024) notes, digital art has provided new•gen~r­
ation Nigerian artists with opportunities to gain recognition in a competitive 
industry. ln Nig ria, digitaJ art has impacted the music film, and fashion 
industries, driven by the youths exposure to global trends. Artists incorporate 
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: , • ·rnlcultt1r ·llh11<l • .. ,1 . 1 1 11cna : crc· 1t1 vc inJu~t,, . ' , , . 

, ·;rrunl ,,.. 1/ity and augm('llf ed,. 1ality 

Yirtu~,1 Rcalit ' (VR) ~rn I AR ar tran ·r rm·,tivc tcdm logic re 1 · • h 
' · -1 <l' ,·t· l. ' . ,· . . S 1c.lptn g w 

" · ' llll!.~H! "1t 1 H!.t ,1 c ntent ,, tth s1gn1fic-rnt imt)lic·tti 11 r. N. • ._ .. 
1 

· d , .· . l , 1or 1gcn a crca-
tirc and ·ultma m. u tile • Y~ 1 a computer-generated 'imulation of a 3D 
•nvir nm nt , allowmg u ·ers to mteract \yith complex data in a seemin gly real 
way (E i n & Okot~ 2022)._ It immerses users in a virtual world, di sconnecting 
them from the ph teal envu_·onment. ln contrast, AR overlays digital content 
nto th real world enh?ncmg it with virtual objects, sounds, and other sen­
ory input . AR nables mteraction through devices like smartphones and AR 
da ses (Agwuna et al., 2024). 
- The immersive technologies, or extended reality (XR), are revolutionising 

igeria s creative sectors, offering new ways to engage with art, entertainment 
and cultural heritage. VR transports users into simulated environments, while 
AR blends the real and virtual worlds. Nigeria s creative industries are embrac­
ing XR in areas like film and music, such as the YR-enhanced set design in 
Ja([Un Jagun (2023) and virtual tours promoting Lagos State's cultural tourism. 
As YR and AR continue to evolve, they hold great potential for immersive 
storytelling, cu1tural preservation, education, and global tourism promotion in 

igeria's creative landscape. 

Biogs and J•/ogs 

A blog (or weblog) is an online journal or website that offers information in a 
conversational tone on topics like travel, fashion, music, and culture. It reflect 
the personality of the author and the purpose of the ho_stin~ site. Trin~ ~nd 
Nguyen (2019) describe biogs as electronic notes (aud1?/v~d~o) cont 'unm-=­
information on ideas, places, or trends. Blogging allows mdtvid~ta.1 ' to h_nre 
their thoughts on products or services (Homsi et al. 2022) and is mt rnctiv • 

without gatekeepers. . . . . , . :1 • • 

A vlog (video b]og) is an on]ine video where md1vidu,1~ 1 group sh_u 
b • ~ . t or f rnnl r "tnbhn 11 

experience on various topics. Vlogs can e m 01 rna . ' . ~ 
d v T l l11st ·1gr·,m and T1kTi k. Vl .!~lll~ 0c.:umentaries and are popular on I ou u )e, ' ' ' . . . 
• . ' . l I tform become m 1 • 1lL -
1~ mcrea ingly common as video equipment nnc. Pa . · 1 .. . l 
'bl .. , 1 1 ,· 11 g •u1<.lv1ccv·1 .. a.w1t1, -

~1 e. Many bloggers have trans1t1oneu to v O gi ' N . .... ·. b.l"', •tnd vi }.!;s 
c: · • , , 1 • t . I ?()') 3) In 1 ' , 1,1, L,g , 
ast as an alternative term (;\l KuruJ e a ., - - •

1 
. t' )ll ., 110 ent rtain-

.- · • ·ullur·, p,om 1 '' are vita) platforms ~ r creative expression, c . ' . •t .. t 10 11 win, · ·har• 
m~ · • .. I . c g·uncd s1g1111 1111 • . ent. Nigerian b] ggers and vi g •ci uv '. 

1 
It . . tl) ., ,,ll lnl au ii ·111:c. 

In · t · ' · rn; lCll lllt:: • c, 
g experiences that howcase the coun 1 Y s 
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Digitnlisation Afrobrnt, nnd th' Nigerian po1>ulur 11111 . ic scene 

• · · · ·k . ·l ·r1 f'rom tnditionnl analogue method · to lcc;hnolo-
Dw.1talt -~\t1 n m:11 n ~ n ' • I · 

i • . . ,.i, 1,.1•11 g t,· 111c cfTorl and s1Jacc requirement w 11lc mak-
t!Y-l nvcn I rol:~ ·sc I cu ... '. . • . . . . . . 
· . · b . l >t, In the music m<lustry this trans1llon lc<l to the decline 
mg ~um~ J • e c. b d. . I fi 

f phvsi~nl media like vinyl ca ·ettes and CDs, :cpla_ce<l ~ ig1ta ormats 
·uch ~~s 1 p3 files that can be played on various devt~es •~1cludmg smartphon~ 
Hviid. lzquierdo-S·mchez, an<l Jacque , 2018). Thts shift r_eshapcd_ the music 

bu ·ine · -. rendering ome traditional players rcdt~ndant whil~ opening ?PPO~­
tunities for new one e~pecially in music product10n, promotion, and dtssem1-
nation (Kimachia 2022). . . . . 

Th ri e of digit ·ll platforms has enabled N1genan mus1c1ans to_ promo~e 
th ir mu ic independently, bypassing traditional record labels. Social media 
platforms like Instagram, Facebook, YouTube, and TikTok allow artists to 
interact \ ith crlobal audiences and share music and content directly. Music 

0 

di tribution has also moved from physical spaces to digital streaming plat-
forms enabling artists to manage their own music publishing and marketing, 
fostering greater independence from record labels (Ofochebe, 2020). This 
transformation has fuelled the growth of Nigeria's music industry, particularly 
with the rise of Afrobeats. 

Afrobeats, a sub-genre of Nigerian music, has gained global recognition, 
largely due to digitalisation. It evolved from Afro-hip-hop, which emerged in 
Nigeria in the late 1990s. Early Nigerian hip-hop artists incorporated local 
styles like juju, highlif e, fuji, and afro beat, blending them with English, Pidgin, 
and indigenous languages such as Yoruba and Igbo to appeal to a wider audi­
ence. This fusion helped hip-hop become mainstream in Nigeria by the early 
2000s, and by 2012, the genre began to evolve into what we now know as 
Afrobeats, following the success of D'Banj's "Oliver" on UK music charts 
(Adedeji, 2013, 2014, 2022; Omoniyi, 2006, 2009). Afrobeats, characterised by 
African rhythms, beats and languages, has become a global force in promoting 
Nigerian and African culture. The genre has not only raised the profile of 

igerian artists but also contributed to Africa's cultural visibility worldwid . It 
continues to set trends and create unique sounds, captivating fans both locally 
and internationally. A notable example is Asake, who gained nlobal attention 
with hi 2022 hit 'Omo Ope" featuring Olamide. His blend ~f hip-hop \\ ith 
Yoruba language and fuji influences has helped olidify Afrob at ' interna­
tional app al. 

This recognition of Afrobeats and the succes the arti ts are abl to a hi ve 
in thi current <li sp nsation is also traceabl to the nablemcnt throu"h diuit·,1-
j ati~n. Digital technol ,y has provided the mu i indu try tak hold rs with 
the nght platform t s.h. wca c the talent and the uniquene s r thi , new soun<l 
on the w rid sta ge. I 1g1lal tcchn logy hn fu d th , rld int 11 ~,1 bat vil­
lage via cybcr. p;_tc , wh ,~c n l hi.n r is ev r b 'Cur a . I ng a~ it i~ nline. 
Through str l~m111 g . platlorms hi 1; Apple Music, pot if . B l mplay, r 
YouTube Mu 1c, which p rate n li gitnl r virtual musi~ st re ', Afrob1;;at • 
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~. i:tl media trends nnd the Nigerian music industry 

Tiler_' is n d ubt that di~ilali at_i 11 and the intr duction of tcchnoJ gy have 
Jrast1cally changed l~ow m~ustnes_ operate and the mu ic industry has not 
r •mninc~ the _-ame, vith octal n~edia bringing even further changes to the way 
the mu I bu ... me operates, cuttmg aero s all stakehoJders, including the con­
urner . The impact of social media on the way music is being experienced, 
i. eminated or consumed has been so radical, making artists more visible, 

musi more acces ible, and promotions fluid and interactive. 
Social media has p)ayed a pivotal role in digitalising music in Nigeria where 

arri ts mostly use social media platforms to share music, promote shows, and 
interact with fans. The platform has allowed music creators to gain fame with­
out passing through the traditional media and gatekeepers. Instagram, Twitter, 
and Facebook are now powerful marketing tool that a11ow music artists to 
share their music and become easily recognised. This has created a new gener­
ation of Nigerian music creators who freely showcase and share their music on 
social platforms. The Nigerian artists, especial1y the current mainstream 
Afrobeats performers, can emp]oy the use of social media to secure a space in 
the highly saturated music scene and also maintain their grip, popularity, and 
fan base globally. It is quite evident that the social media platform ha made 
the task of being a music artist easier for Nigerian acts, but as expected from 
any new technological innovatjons, the issue of its downsides should not be 
ruled out some of which are highlighted in the concluding part of the tudy. 

Co11tent creation is tl,e key 

ontent creation is the key on which sociaJ med_ia intera~tion r Ii • T( mnge 
th bl I J t t 1 d t c nstanrl_v e audience and get results, aspiring and esta 1s 1e{ ar 1 ~ 1 

. . . . 

create and post their UGC which can be the subject of dtscu ·1 n, cnt 1 i ·m. 
, d • . ' · r J I' b· 1 ·on t·tntly t:mpl )V'd lv an intcract1on. Jn stagram and Trk fo ( 1,we e 1 c • ' . • -

• ·, · . . • · . , ''" f , ntcnt r arion c·tnn t l • Jgenan art1sts rn th, s reaJm. 1 he unpo, t,1nce c . . . 
ov• . • . •r, . • tor •111 ·1rt1st It b • a ·t1v • n cremphasised as it 's the most s1gn,,1cn n t W,ly ' • • • 

1 · · • ' ' • l • ( h • llll1 $1 ' 11ll ll Slt'\' 
:oc,aJ media (SM) which remain , a cru<.:inl plat:c to )c m_ 

1 
l .· ~ r ·: 

fhrough content the interest of fan s will be c.:onlinuall ·uuwhll't, ·t Hl~L ) t 

finding a d k . . . r . . . n ecping Jong-te1 m ,,in s. . 1 1 . -- 11 ti :t n •" (onltn • 
In tcr 1• . J .11 , ,1 1 men 1 \ 1 t I c 1 

cir m o content creauon an c ' 1. l v·uH ·t,. )f chis di 1 itaJ 
tzen ), the Nigerian artiste community ar ta <1ng a<. ' 
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technological provision to advance their art and popularise the afrobeat _genre 
worldwide in the process. Highlighting the importance of content creat1?n in 
to<lai music business, an active player, Emeka Akumefule, known nms1ca1Iy 
a · Ulnq B ncz explained: 

Sometime["] in 2018, I made a video of me talking to Nasty C: and it 
, ent viral my album moved from number 19 to number~' and this made 
me realise how powerful a viral video can be foi_- marketm~ purpos_es. It 
dawned on me that J could reach out to people with those kmds of videos 
and direct their attention to the music I'm pushing. Ever since then, l 
figured l should make more content. 

(Blaq Bonez in Laketu, 2020) 

This quote sums up the credence of content creation with the evidence that 
proper engagement through audio and video content on social media is an 
indirect marketing strategy for the artist, his brand, and music. It is apparent 
that BlaqBonez, till now is an artist who is constantly in the news through his 
content and music, which enjoys a lot of rebroadcasting and reposting by blog­
gers and music sites on social media. This has been a positive boost for his 
brand and music. 

F,-om obscw·ity to limelight 

Every Nigerian artist wants to ' blow" - this is a par1ance widely used in the 
Nigerian popular music scene to denote that an artist has come to the limelight 
and is successful. So every artist strives to blow. Cobhams Asuquo documented 
this in his song "One Hit," where he explained the narrative of "blow" in a 
prayer-like mood, asking God for just one hit song, which he believes can 
change his destiny. To Asuquo, a successful hit song brings an artist to the 
limelight, so he earnestly and satirically yearns for it in order to "blow" like 
Olamide, Adekunle Gold, Simi, and Small Doctor, who are all established art­
ists mentioned in the song at the time it was released in 2018. 

However, it should be noted that every song is a potential hit and the artist 
a potential star it gets to the right platform, while a lot of goodn songs and 
their singers never saw the light of day because of a lack of the right exposure. 
Social media has played and has played a vital role in bringing most of the new 
w· ves of Afrobeats artists to the limelight from total obscurity. The Nigerian 
popular music scene is at present saturated with hits that have gone global 
through the Afrobeat genre, and it is interesting to note that most of these 
star. breaking th~ chart got th~ir b~g breaks through their posts and content 

n SM. We can Ii t popular artist like Teni~ Ruger~ Ayra Starr, Rema, or Joe 
13 y and . till keep c )Ut1ling . L t us I ok into two instances where social media 
br ught arti ts fr m bscurity l the limelight to buttr ss this discussion. 

, y rkun is an awanJ-winnin r J\f'rob Ht , artist whose tremendous growth 
ha. b en ph non cnal ~ ti wing the relen ·c of his debut single "Eleko" in 2016 
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·I • ·h ,,on him th Ro kie f the ~ ar (20 I?) . 
'' ~

1
. ( OJ ) at the Hcadics Award. I-le . 

1 
Jttn_tl N xt Rated . Artist of the 

)e,ll .. • re casct h1 • deb t , lb · 
1111·s headline concert Mayor of' L· . , 

1 
u <l um rn 201 8 and 

Jr10 - Llgo t 1 ··m WJ • 
• d TikTi k r c a the favourite of .' . l. le year. 11Jc In ta 1ram 

:111 . mo t N1gerwn ·1rti ·t M, k 
d. cov~rcd on T, 1 t ter by Davi do who hter . d 

1 
. l , ttyor u n wa 

1• ·d . l stgne 11 m to DMW Rec rds In 
his o,, n "o1 . • 

1 was bored at the office, a bank one d·iy· • t 1 -1 1 . 
• • l JU ·w 1J e was pressing my 

Phone I 11npuls1vely posted a video [ had recoi·ded 1 I . 
f . ' w 1ere was pJay1ng 

the ke~rboard o . on of Dav1do s songs The Money 011 Twitter. 1 wasn't 
expectmg anythmg. It was on a Frida)' ai1d I wa d 

c s suppose to resume 
work in another bank the following Monday n'e]l O ·d t d h • vv1 , av1 ore weete t e 
video. Ai:d he lat~r sent me a direct message asking if I had other things 
I_ did _besides playi?g the keyboard. I told him I had some songs. I sent 
hke six songs. He hked one of them. He said if he came back from ATL. 

(Atlanta Georgia, USA) he would sign me on 
(Mayorkun in Blueprint.ng, 20 I 9) 

Don Jazzy is a successful recording artist, producer, and record label executive at 
Mavins Records. Having cut his teeth with D'Banj and the defunct Mo-Hits 
Records, his present outfit paraded a lot of chart-bursting artists, from Ayra 
Starr and Rema, to Ruger and Johnny Drille. Most of the hitmakers at Mavins 
and its imprint Jonzin' World were sourced on SM through the content they 
posted back then. Ayra Stan~ who is one of the leading fema1e artists in Nigeria 
got signed to M avin with the help of Instagram as Don Jazzy highlighted, I first 
saw a video of her [Ayra Starr] singing one of her original songs on Tnstagram. 
Her voice was so powerful, yet she looked so young. Immediately I knew I wou]d 
like to work with her. I sent her a direct message inviting her to our studio with a 
guardian (Don Jazzy in Itodo 2023). And the rest, they say, is history. 

Mayorkun and Don Jazzy's Mavin instances are a testimony that social 
media is a fertile ground for talents and talent hunters who understand and 
positive]y exploit the many advantages the SM net\vorks are able to offer for 
business and artistic advancement. In his recent post on Instagram, Don Jazzy 
highlighted the importance of SM for any aspiring musician in igeria and 
shared the screenshot of his messages to three arti ts he signed v hen he ent 
~hem direct messages based 011 the content he saw on Instagrnm. To the upcom-
ing acts he admonished: 

From the 3 screenshots, you can see that I reached out to ~yra, Doys~),i~e 
and Bayanni myse]f. I wou]dn't have reached out to them if I lwdn t ccn 
a ' I f • I t'ig1·•'11n p·1ge F r the ump-sttmp e of what they can do on t 1eir ns 1. " ' . • 

te J • , .,e I know 1t sc m • uncool t ent 1 time, showcase yourself on your p,tg • . . . . , . 
post a Jot b t th . • ou wiJI be an uncool art 1st 1f 1l sonly )Oll! u en agam, y . 
f:a ·1 'f' 1 . .• t'II you give up 1111 Y that gets to hear your beaut, u musrc 1 ~ • (1 he Nation, 2(L2) 
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. . ·l t l) ri n , thei r music and brand dtrec tly to the auc.J renc;e 

·nl1 t the 11 01 tunt ' . . . . . 
;rn i. ran . \\'ith mt inhibition . With socia l media , man~ Nigerian ar~1 ·ts have 
l r ken a . ng ui int the t p-of-the-charts ladder with. novel social media 

• ·ti·,·oti . J)htforms Some of the promot10nal trends artists ampa1 un · )ll V, < ' . • "r ,, , . 

th!aec in ~ r m;irketing purposes a rc posting v1deo leaks, sneak preview or 

·nipi ·t . ran upc ming song, creating ~1 dance ch~IIenge .around a new song 
in~ utright giv mvays of cash or gifts on social me?1a. . 
typical •nea k preview or video "leak" ~fan _upco1311?~ so~g mvolves art­

i ~t • er 'at ing a hort video of themselves or with f nends v1bmg to a yet-to-be­
r l a · d ong. This is then posted on various social media platforms with 
.aptions that \•Vill elicit discussions, comments, criticism, and likes among the 

n tizens. Instagram, TikTok, and You Tube shorts are fertile ground for such 
nippet which most of the time can become news items for online biogs and 

SM influencers that repost to their followers to get traffic on their platforms for 
u tena nce and brand presence. Most of these song previews are major content 

being reposted on the HipTv Instagram handle. 
Creating a dance/performance challenge or doing giveaways of cash or 

gifts to promote a song has become a popular social media trend among 
Nigerian artists. There has been the Kukere dance challenge by lyanya, the 

uck You" rap challenge by Falz, the "Friends" challenge by Sound Sultan 
posth umous), and the " Buga dance challenge" by Kizz Daniel to be used 

here for further exemplification. "Buga" was the biggest song from Nigeria. 
which transformed into a global phenomenon and hit in 2022. The progre -
sive and systematic rise of the song to a global hit started \ ith the ' Buga 
dance cha ]]engc'' created by the artist and commissioned 011 SM with a on 
million Naira price tag in the first round. This challenge is for the f'tn t 

record themselves dancing to the Buga song with th ir v "rsion f th Bugn 
dan~e' nc..l post.on TikTok/fnstagram with the ha htag # Bub•1 hall n6e \\'h i! 
taggrn g ti e artis t a long. 
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, . . , • , u J tlu 111 1gcna w ere 
:irtisL ~:rn cash out and ~ l. ad<l1t1 nal re cnuc . ' 

·ial medi_a P!atfonn~ afford arti ·ts the opportunity to buil<l c mmuni tie 
. nd • nn • ' t ' . 1th tan· l~lme through the sharing of con tent that is personalised 
din~~t. and t~~1lored pc ifica!ly towai_-<ls advancing an artist' brand and philos -
l hy. ln creatmg a bran~ onlme musicians should ensure uniformi ty in terms of 
th ir pr file aero_ s v:1nous platforms in term of their name Jogo biography 
photo . and aud10-v1sual content. Harmonisation ensures a distinct and uni­
form identity which can reflect the artists personality, style and philosophy . 

. ~ost of the current Afrobeats music practitioners are exploiting social 
media positively in building and maintaining their fan base. Popu]ar artists 
create content regularly and engage their fans in the discussion, most oft n 
going live on Instagram to engage their fans and foJlowers' community to su -
tain their brand, and some have been known to engage SM influencers mu ic 
and online bloggers towards brand promotions. The Instagram spa e for 
example, is awash with communities and groups of Afrobeats stars that con­
stantly engage in discussions and banter about their favourites. The mo t pop­
ular are the Davido (OBO) Fans and the Wizkid (Machala Fans Club). Th 
two operate like a footba11 fans club on the social media space with teadfa t 
support, love, and sharing of updates for their favourite artist . 

Conclusion 

Social media has become an essential tool for Nigerian mu ic 'trti ·t •• h I ing 
th • • ·b·1· ' th "ans 'l11d promot their bt"\t\ I:. It h ·1 • em increase v1s1 1 1ty engage wt " , ' . . 
been particularly crud,;] in the global spre·1<.I of Afrobe·H all wmg ·,u~~skt

1
-, t . 
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more dynamic opportunities than trnc tt~ona ' 
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l • h • • I I ·, Ins nrnu: 1 -· " - • 11g li ghts in The Guardian that s cia rnec.. 1' ' •. l . l lin . •trci -;l · t -r ~H' 
f• . rr•1 r, • l ·111d You Ill) I\ l • • P~ liable with plalforms Jik 1 < '. 

viral lrcn <ls and music challcn 1 s ( lhekire, - 0--:-). . 11 ,· 1 th ~1n t : har 
• • ·1rt1sls l ' d l)\\ in ~ 

Socia l n cc.Jia ha s cmpowen:<l Ni ,ei_·ian '. • . rti sts ~an t\l)\\' •ain 1\: \.' ... T. 

thei r rnu~i<.: and trends <lired ly with their audi ' Ile •. 11 . l) •. ,·s ·\ · s ) ·i·1I rn • tia h~t: 
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llllion without nct.:din, si rnificant ttll ~ 1< 



. . . 1 1 .rcatil•e /ndtt. tries 
_J) 1\igc1ws _11/r111a om 

1 t 
, 1 ,u,d i ,n c re ard less of location (Edidiong 

. I . ' -"'S - t a y ) )cl ( h , km ·rat L ,ll • • . : 1 n·t<lc it asicr fi r newcomers to s owcase their 
.J () . Th Ii ,i tn 1 • lnft lla sl _cl. ~ 1 \nu ·ic ind u try • bottlenecks. Many artists 

I l l ' '\ ·in y th trHl ,tt )tlcl • h • ta n . 'l , · · 
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·rnd more control ver t eir work through 
n wcnjoymultipl·r v-- nu· . JCc ' 

in r ·1 • 1 in 1 l n I 11 ·c. • b • • ' · . 
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.· r . cia) mc<lm, concerns a out mu 1c piracy have 
H \\' ,, r. w, t 1 l 1 1 t ' . • • • 

·urf'a. d. Di ital J latform , facilitat_c file sharing, making pirated music more 
ac, s ·il 1 . Man , un g , cial media users. may b~ tempted to d~wnload free 
mu i, fr m illc ,al urccs rather than pay1~g for 1t throug~ of~c1al_ channel . 
Th i: ·u i cxac rbatcd by the high cost of internet access m Ntgena leading 
man , t turn to illegal blogs or file~sharing sites for free music. This unau~ 
th ri d di tribution can further damage the industry's copyright protection 
,ff rt . 

The relationship between social media and music piracy remains a persis-
t nt issue in Nigeria's music industry. Copyright infringement, both digital and 
phy ical has been a long-standing challenge, with stakeholders struggling to 
ensure fair compensation for music usage (Adedeji, 2016, 2023; Okoroji 2009; 
Simmert, 2020). As digital access grows, there is an increasing concern that it 
may lead to more widespread piracy. Given the role of social media in the dio­
ital music _landscape, it's crucial to implement measures to combat piracy pr~­
tect copyright, and reduce illegal music sharing to a minimum. 
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A ake "Omo Ope .. (_Q __ )_ YB! L, La ... os. 
A:uqu?',C~hhams_· '~ne Hi t' ' _QJ ) CAMP La os. 
D BanJ Ohv~r T\\1 _,t (-OL) . .\fo'Hit Records. i.a~o . 
Dame! , Ki~ Bug~· (2022). Fly Bo_ Inc, Lago . --
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