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13 New media with new trends

Digitalisation and the usc of social media
in the Nigerian music industry

Wale Adedeji

Introduction

The advent of new media has significantly transformed Nigeria’s creative and
cultural industries, particularly in the realms of Nollywood, the Nigerian film
industry, and the music industry, as projected by Afrobeats music. Digital plat-
forms have facilitated unprecedented access to global audiences, enabling
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 (Alakwe, 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 & Umunna, 2022). This
exchun.ge.not only. enr.nchcs the artistic landscape but also promotes a greater
appreciation for ngcr.m.n culture both domestically and internationally.

Lopkmg at the music industry critically, one can rightly say that the new media
have (undum.cnl_ully transformed the sector, reshaping how music is produced,
co‘nsu:‘ncd, dl?‘lrlblll(‘:d, and marketed (Adedeji & Roschenthaler, 2024). The rise
lion of the music lzmdscu[‘)f 1‘05[:? y' Wll lplhf?l[‘illldl(.‘.llcc's. T'his de'mocrau.sa-
between fins and artist ) facilivat S umlq communication zmd_ interaction

il dnd artists, Tacilitating the emergence of online music celebrities.

DOL: 10.4324/9781003619024-13



New media with new trends 209
However. while new media promotes dive
engagement. it also presents challenge
- heichtened competition amony artice .
1y, hLlSh"- B arbsts, and, of course, the ¢ (et
» e s . ) . the complic S
copyright (Adedeji 2023). Conseque plications of

utly. this chapter ¢ i
‘ . - Y. apter explores the impact of new
medut, dmo.!\ by m.lunu‘luhnology. on the music sector of Nigeria's creative
and cultural industries. It focuses on how social media has influenced the produc-

tion. promotion, dm'.'hm\m"*"““l global consumption of Afrobeats music. T he
studv examines the role of social media in promoting music, branding. and main-

taining fan bafscs i the Nigerian music indusll')/. with a specific focus on current
Afrobeats aruists.

rsity m musical styles and enhanees fan
S suchas a potential decline in music qual-

Methodology and theoretical framework

The study is conducted using qualitative research methods within the frame-
work of digital ethnography. This includes an analysis of various digital media,
like audio, video, and online blogs, as appropriate. Crucial to this study is the
review of relevant literature to highlight the concept of the new media and
social media and the Nigerian popular music scene, as well as the music indus-
try. 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 Media™ in the
journal Public Opinion Quarterly. McCombs and Shaw’s original article pro-
posed that the media have the power to influence public opinion by selectiy ely
highlighting certain issues and events. They argued that the_medm’s agen-
da-setting function shapes the public’s perception of what s important and
worthy of attention. Since its introduction, agenda-setting theory has under-
gone significant development and refinement, with numerous r%‘sc;u"cljcm cgns
tributing 1o its expansion and application across virious fields (McCombs et
t - 2014; Kim et al., 2017). e wonli

In today’s era of digitzllisution and social medi, .*\§l un b& :\plph*&ld' i*‘
*ocial media use in the music industry to :mul)'sc‘lmw >P"}”‘f tl:-‘.;];\"‘?ll\l}ll\\k‘
§een set towards inﬂucncing tastes, shilping. ill:ll,s‘(s‘ rcp%llll‘(vl\‘)lhi .Tl::“mll&l;‘m:\:
!N new artists, as well as promoting and bulltl_il\l_l :';1llll\.hk‘\‘lt:"““‘u‘\i( indmln.
The varioys key players involved are l!\g ‘ul'll.sl.s.rl'm -l-l:-:"ikctl " o the pet-
Professionals, and streaming platforms. | his study 1> “.“_ e Nigerian music
SPective that the advent of social medid anel 1 .“T-k (l.|s :
'Ndustry is transformational and has oftered l.\tj“. ,\:?u‘l‘m"'*-
Upcoming and established artists its well as miiste cos

and |’0\>ihi|ill\‘\ N
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JIassification
New medin: Definition, evolution, and classificatt

— dia ations. including “computers, the intey
N(‘\\‘ media refers 1o |l| ;]':Ld:;::::::;:v;::ld e morc” (Al-Quran, 2022), Th?:il;
Video pames. m.“-l“l . y i l'k‘c television and newspapers. It is a form of
opposed to traditional muhm.s 1 evis e olory and the inte
TR ication that relics on digital thm(? 0gy and Ihe nternet for
Tn.ff:.\T \::‘(linwl:utlllitlmimuion. New media have significantly cvolved since (he
ll"])b(‘(l): \.\'itl(\ (he advent of digital technology (Cr'ccbcr & Martin, 2()(_)9)-.

Unlike traditional media, new media allow interactive communication and
real-time participation, enabling users to create, sh{trc, and consume content,
The rise of the internet in the Jate 20th century facilitated new communicatior,
possibilitics. and the concept of Web 2.0 allowcq users to genefﬂtf:,'share, and
reuse content (Creeber & Martin, 2009). Websites, email, a1'1d online forums
beeame essential communication tools, with the interne? quickly becoming a
primary source of news and entertainment. New .n?edlg’s popu!arity' stems
from its immediacy, fluidity, and freedom, democratising information dissemi-
nation. Unlike traditional media controlled 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 Instagram revolutionised communication by enabling real-time interac-
tion and multimedia sharing. Mobile technologies further transformed new
media, allowing access to content anytime and anywhere. Streaming services
like Netflix, Amazon Prime Video, Deezer, and Spotify disrupted traditional
media industries by providing on-demand access to diverse content, marking a
new era in entertainment consumption. Social media has had a tremendous
impact globally, and Nigeria has not been left out. The digital 2023 global
overview report shows that 193.9 million Nigerians have mobile (phone) con-
nections. This represents 87.7 per cent of the total population. There were
122.5 million internet users in Nigeria at the start of 2023, when internet pen-
etrat'lon stoqd at 55.4 per cent, while Nigeria had a total of 31.60 million social
media users in January 2023, equating to 4.3 per cent of the total population.
!D “chPO':lS’ 202;7’)' T_hi.s is by no means a small feat despite the myriad of
'5’5_“@':" “‘5590'“‘?" ?"""h digital lcclhno.logy in the country, especially the liigh cost
2)(3:(1::unng mternet data, which is the pivot on which social media access

Major classification of new medin

The BWeb 2.0

It hirs been established thag mlerne
medi, which has fondamentally ¢y
and communicate. T he inte

Utechnology is the enabler of the ne
el teel aiteed the way people tearn, relate, credtes
Cllee : .
cChnology (World Wide Web) has also evohed
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¢ the years. leading to the current deve
"C . RN 2%

' peen ascribed to Tim O'Re
a series of conferences prey

_ lopment of Web 2.0, This
Il!y, who popularised the
(hrough e nised on internet (e
pecome & popular phrase to anon‘\p:\ss the
s that cnable content sharing ang

appella-
term in 2004
chnology. “This has
llc;;f i_:cncmtinn of internet appli-
wtion : ] collaboration,
Lq‘,‘ll\l.lf-- 2011). '1:lns new internet lcchnology chabled tlli'/:;]r(tlji'l'c(r’::;i(i:)“(?f
:ociul medi;l. pl;ltl.orm's. blogs, and online communitics that facilitated the cre-
51ion and dissemination of® user-generated content — o vital tool in the nc;-/
media discoursc.

platforms such as YouTub%‘ and TikTok cnabled the casy sharing and con-
sumption of user—gener.zuul videos, while WordPress and Blogger provided an
qccessible means for writers to self-publish their work. This democratisation of
creative output not only empowered individual creators but also facilitated the
arowth of online communities centred around shared interests. With the avail-
ability of Web 2.0, there has been a proliferation of social media platforms and
blogs. as well as online communities, which have greatly impacted the culture
and creative industries in terms of production, distribution, and accessibility,
among other influences.

Streaming media

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, Showmax,
and Iroko-TV offer movies, TV shows, and original content.

* Music streaming platforms such as Spotify, Apple Music, YouTube Music,
and Boomplay provide access to millions of songs, playlists, and podcasts.

* Live streaming platforms like YouTube Live, TikTok Live, and Instagram
Live enable real-time streaming of events and interactive sessions.

The rise of streaming has transformed Nigeria’s film industry. especially dur-
ing the COVID-19 pandemic, when cinema closures led to fncrcnscd reliance
on streaming platforms (Kouletakis et al., 2023). This shilt has L‘“&:O“"i‘:-'&‘d
“_lmmakers to embrace digital distribution, with At’ricun-tau'g.ctcd VOD ser-
Yices helping mitigate economic barriers (Dovey, 2018). Streanming also revolu-
lonised musjc consumption in Nigeria, enabling artists 1o reach global
dudiences yng engage dynamically with fans. Platforms I
Motiop, allowing independent artists to track progress “"‘~_| b.\:l‘i‘-"* “v"-“h““"f"l
Eitekeepers (Adedeji, 2023; Adedeji & Roschenthaler, 2025). Streanung .l}‘.%‘.\h‘l.
“S reshuped content ucccs,s, empowering Nigeriian m"""”kcr‘s _‘l_ml nn.mu‘l‘n:
‘0 reach broader audiences. 1Towever, challenges like dzl}u costs ‘u.\.d ‘p.l_\lll‘\t l:
dcccSSib“ily must be addressed 1o unlock the industry's full potentialand sup-
ot €Conomic growth (Alakwe, 2024).

[eMOCTALISE MUSIC pro-



212 Nigeria's Cultural and Creative Industries

Social media

Social media refers to online platforms or tools that allow users to create, share,
and interact with content, information, or other users in a v1rtlmlenvnonmem
As a form of new media, social media has some unique features, among which
are being digitised, being interactive, being immediate and virtual, and relying
on user-generated content (UGC). Social media has revolutionised the way
people interact, communicate, share ideas, and consume information globally,

At present social media have become an integral part of our daily living
and it is practically 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
Facebook, 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 posts
through the numbers of likes, views, and comments that are visible, making it
instantly interactive or “two-way dialogic” (Walsh, 2022)

The impact and relationship between social media and Nigeria’s culture and
creative industry is inestimable, with the visibility 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 empowerment. Using the current Afrobeats 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

nedia. It enables rapid creation, sharing, and access, facilitating the global
dissemination of artistic ideas (Manovich, 2001). This democratisation of art
allows artists to reach broader audiences and subvert traditional power struc-

tures in the art world. Platforms like DeviantArt and Instagram have empow-
ered artists, allowing them to curate their works and expand their voices
(Hanna, 2015). As Sam-Duru (2024) notes, digital art has provided new-gener-
ation an,crlan artists with opportunities to gam 1ecogmt10n ina competlm’e
industry. In Nigeria, digital art has impacted the music, film, and fashion
industries, driven by the youth’s exposure to global trends. Artists incorporite
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il art in music videos, ilms, an ads, while N
MITLL . . D ‘ol
df‘:_“l araphics and augmented reality (AR) (o ¢

il B3 . . forrt ol eyeeq

dig jersive experiences. Digital art is now
. Net SN N
‘.m;n\-u-ics and cultural Tandscape.
UL

irerian fashion designers use
nhance exhibitions and create
anintegral part of Nigeria's creative

yirual reality and augmented rveality
ir :

virtual Reality (VR) and AR are transformativ
| . 7

¢ technologics reshaping how
enpage with digital content, w
W CHEES

ith significant implications for Nigeria's crea-
o and cultural industries. VR is a computer-generated simulation of a 3D
i ment, allowing users (o interact with complex data in a seemingly real
Cn\ﬂ?‘iiell & Okon, 2022). It immerses users in a virtual world, disconnecting
“ﬂ~y ( frzm the physical environment. In contrast, AR overlays digital content
(hm: the real world, enhancing it with virtual objects, sounds, and other sen-
onrt:' inputs. AR enables interaction through devices like smartphoncs and AR
i?aéses (Agwuna et al., 2024).. . —
) These immersive technolqg(_es, or extended reality (XR), are revo u'tx_om mc,
Njgeria’s creative sectors, oftering new ways to engage with art, cntertatmr:; “é
acultural heritage. VR transports users n-\to mmu!atgd environments, -
anR blends the real and virtual worlds. Nigeria’s creative industries are embra?
;o XR in areas like film and music, such as the VR-enha’nc‘e? set ldtf(:)s;%ins r:]n
Jazrun Jagun (2023) and virtual tOLllI'S ptrkcl)mohtu:(gj I;f;)ts s(t)a:; fi;l grrz;mmerswé
ntinue to evolve, they ho _ ersiy
:\I(S)r:"tlill?:; gﬁuﬁi] preservation, education, and global tourism promotion in
Nigeria’s creative landscape.

Blogs and viogs

. ; 1t offers information in a
or weblog) is an online journal or website tha~t,oﬁms o It reflects
?ogiggsgtional toi)e on topics like travel, fashion, ;n :E;quzgglf; lstiltlcr:faTlrtinh and
the personality of the author and the purpose Ot s (audio/video) containing
Nguyen (2019) describe blogs as electronic note o ividuals to share
inFormation on ideas, places, or trends. Blog{;’lllg'ﬂl 07\077) and is interactive,
their thoughts on products or services (Homsr et al., =t1==
ithout gatelfeepers. is an online video where individuil‘ls or gro.il‘p‘b‘ bll‘h::
QXA Y log (video bl.gﬁ)s lts o‘li)]i]c:) Vlogs can be informal or ‘;{;‘i]‘lilrlééLiftll:mvin:
CXPer e vari . . b ey 11 . sattis
dolzt, ,',f:,ff:rgs] a: d are popular on YouTube, lnlbh:%:;{::.‘"n‘:lbcwmc MOre ACees-
I incrcasingly éommon as video equipment im,t,-l; : and vice versa, with “vod-
oMl Many bloggers have tmmi}t(ionj'd :OIIVI(;}?)E’]?)E“III Nigeria, blng; and \;l:?ﬁs
Cast™ as an alternative term (Al Kur ret "t promotion, and entertain-
are viut]d:]:llft;:]: for creative expresston, Ll,ll-l:::]lIsiI:l(‘iﬁ""m[ IL»II«)\\'illg§, shar-
ment., Nigcri:m b]OggCl'S 1l!1(l vloggcrs hith‘-"L-'.‘*.ll‘lh Cl;][[ll'c (o 2 g|0h;[| audience.
ing experiences that showcise the country s fic
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Digitalisation, Afrobeats, and the Nigerian popular music scenc

Digitalisation marks a shift from traditional analogue m.c.th()fls to technolo-
ev-driven processes, reducing time, cffort, and space rc1.1‘u'ncmt.nts while mak-
ﬂig some jobs obsolete. In the music industry, this transition led to the decline
of physical media like vinyl, cassettes, and CDs, TCPl“FCd by digital formats
such as MP3 files that can be played on various devices, lpcludmg smartphones
(Hviid. 1zquierdo-Sanchez, and Jacques, 2018). This shift r'eshupcd- the music
business. rendering some traditional players redundant whllg opening oppor-
tunities for new ones, especially in music production, promotion, and dissemi-
nation (Kimachia, 2022). o

The rise of digital platforms has enabled Nigerian musicians to promote
their music independently, bypassing traditional record labels. Social media
platforms like Instagram, Facebook, YouTube, and TikTok allow artists to
interact with global audiences and share music and content directly. Music
distribution 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, highlife, fuji, and afrobeat, 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
Nigerian artists but also contributed to Africa’s cultural visibility worldwide. It
continues to set trends and create unique sounds, captivating fans both locally
ar?d mFernatlonz_Ally. A notable example is Asake, who gained global attention
with his 2022 hit “Omo Ope” featuring Olamide. His blend of hip-hop with
Yoruba language and fuji influences has helped solidify Afrobeats’ interna-
tional appeal.

. T}.ns reco;;mtjon of /\'I” robeats and the success the artists are able to achiceve
in lhns current dispensation is also traceable to the enablement through digital-
Isation. Digital technology has provided the music industry stakeholders with
the right platform to s_h(_)wcusc the talent and the uniqueness of this new sound
on the'world stage. Digital technology has fused the world into one global vil-
lage via cybcrsp:}cc, whcr.c nothing is ever obscure as long as it is online.
Through streaming .plutiorms like Apple Music, Spotity, Boomplay, oF
YouTube Music, which operite i digital or virtual music stores, Afrobeats
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musicism:.udc uv‘;nlnhlc world.wulc without the hindrance of location. Througl
social mcdlél.. Afrobeats music Hl}d IS artists are even brought cf(m;r t ”t)l“;.j-).
i'&lll.\‘ worldwide. Aceess to ”lt‘-:ll'll.\'ls' lill\\'(}'lc and activitices |s readily ‘lv(':il'tlltl‘i'
(hrongh shOWCISES ACTOSSAGATTOus platforms where communities are l;ui(ll (f"m
pases sustained. “"d' meerestan Afrobeats music stimulated., Enthusiasts c"m
VICW. wmn-wn(..-'n‘ld mteract with artists and their music in rcnl’(imc H;::n;“'m
platforms like Twitter. Tnstagram, Tik Tok, and others,

Social media trends and the Nigerian music industry

There is no doubt that digitalisation and the introduction of technology have
drastically changed how industries operate, and the music industry has not
remained the same, with social media bringing even further chan ges to the way
the music business operates, cutting across all stakeholders, including the con-
sumers. The impact of social media on the way music is being cxperienced,
disseminated, or consumed has been so radical, making artists more visible,
music more accessible, and promotions fluid and interactive.

Social media has played a pivotal role in digitalising music in Nigeria, where
artists 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 tools that allow 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, especially the current mainstream
Afrobeats performers, can employ 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 has made
the task of being a music artist easier for Nigerian acts, but as expected from
any new technological innovations, the issue of its downsides should not be
ruled out, some of which are highlighted in the concluding part of the study.

Content creation is the ke y
raction rehies. To engage

Content creation is the key on which social media intera
the audience and get results, aspiring and established artists need to constantly
‘reate and post their UGC, which can be t ‘
and interaction. Instagram and Tik Tok have been C()ll.‘ililll(l)"Clllpl()}'ul by
Nigerian artists in this realm. The importance of content creation a“.”'“.)f be
OVeremphasised, as it’s the most significant way for an artist (o l‘w‘ci:}u;u. &.n‘)
S0cial medjy (SM), which remains a crucial place to be in lhc.lll}ll\I% lll)llc ‘(.Iéll'l;\l:
fough content, the interest of fans will be continually stimulited, @ bisis
Mding ang keeping long-term fans. e
- Mlerms of content creation and engagement with ("L
tizens), the Nigerian artiste community are taking advant

he subject of discussion, critictsm,

“netizens” (onlie
age of this digital
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pich won him the Rookic of the yeqr (2017

- ) and Next Rated Ariis
. s Headies A i rtst :
year (2018) at the Headies Awards, e released his debut album in 7()1(;{('31,1]5

had nis headline coneert, “*Mayor of Lagos,” the siame year, While Inst:

and TikTok serve as the favourites of g Nigerian artists l\/lll'C o
discovercd on Twitter by Davido, who later signed him‘ lo l)‘J‘W\IV(%O'r!(un "
o wor ds: ccords. In

[ was b?:ﬁ? ‘:ltlstil\l’zlom(:;:l l')‘m'k, one (.luy;‘ just Awhilc I was pressing my
phone, 11mp y posted a video I had recorded, where | was playin
the keyboard of one of Davido’s songs, The Money, on Twitter lpu;*lysn’%
expecting anything. It was on a Friday and I was ,supposed té) res‘um‘
work in another bank the following Monday. Well, Davido retweeted th;
video. And he later sent me a direct message askin,g if I had other things
I did besides playing the keyboard. I told him | had some songs. I serglt
like six songs. He liked one of them. He said if he came back frgn; ATL.
(Atlanta, Georgia, USA) he would sign me on
(Mayorkun in Blueprint.ng, 2019)

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 Starr, who is one of the leading female artists in Nigeria
got signed to Mavin 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 Instagram.
Her voice was so powerful, yet she looked so young. Immediately, I knew [ would
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
positively exploit the many advantages the SM networks 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 Nigeria and
shared the screenshot of his messages to three artists he signed when he sent
Fhﬁm direct messages based on the content he saw on Instagram. To the upcom-
Ing uacts, he admonished:
From the 3 screenshots, you can sce that I reached out to {\yru, Bo'yspncc
and Bayanni myself. | wouldn't have reached out to them il 1 hndr} t seen
a sample of what they can do on their [nstagram pages. For lhc‘ unlnp-
teenth time, showcase yourself on your page. I know it scens "";m? o
POst a lot, but then again, you will be an uncool artist il it’s only your

fami] ar autiful music till you give up
y that gets to hear your beautt Fhe Nation, 2022)
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Brand and music promofions
The incursion of digital Icclnmlu‘gy ‘hilS chflngcd ll'u:‘ l‘und.'scapc of l'hc Music
while social media,m particular, has continued to give —y
cians the opportunitics they could |)1'cvio7usly I‘lzlvc‘uc;:csshl()gtll\m/lr(;lfgh recording
companies’ traditional structure (M . 2().,.|). Currently, [ c‘. s ‘W?lllcfl e
v to bring therr music and brand directly to the audience
) With social media, many Nigerian artists hay,

{-the-charts ladder with novel social medj,
campPaigns on various platforms. Some .of thc p‘r‘omotlf,)na] trcnds.artists
eneaee in for marketing purposes are posting video “leaks,” sneak previews or
rag oming song, creating a dance challenge around a new song,

industiy forever.

artist the opportunit
and fans without inhibition.
broken a song up into the top-o

snippets of an upe : .
or doing outright giveaways of cash or gifts on social mgd:a.

A typical sneak preview or video “leak” of an upcoming song involves art-
ists creating a short video of themselves or with friends “vibing” to a yet-to-be-
released song. This is then posted on various social media platforms with
captions that will elicit discussions, comments, criticism, and likes among the
netizens. Instagram, TikTok, and YouTube shorts are fertile ground for such
snippets, which most of the time can become news items for online blogs and
SM influencers that repost to their followers to get traffic on their platforms for
sustenance 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
“Fuck You” rap challenge by Falz, the “Friends” challenge by Sound Sultan
(posthumous), 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 progres-
sive and systematic rise of the song to a global hit started with the “Buga
dance chall_engc” created by the artist and commissioned on SM with a one
million Naira price tag in the first round. This challenge is for the fans to
record themselves dancing to the Buga song with their version of the Bugd
dum:c and post on Tik Tok/Instagram with the hashtag #BugaChallenge while
tagging the artist along, - - i
scarched song on Go | 0 ~b..‘-l,lb-cl for the song. *Buga™ becume the m:-
::1‘:;0“ the il)plc Iid(:iit- ’l;?orjlﬁt(l;d.]l.n.2(-)22 as well as the number On-cwt;l’)
“Bugd” fmished as the Il;lllll)Cl’l()l]‘ - ¥ I-‘“l l-n<ng“:rm‘ ;.md- iy lh? %‘nd OF--- 1—:
the I;il.'ycr,l i calendar year in 7\;“'1}2,?.011 Hteuming with \79 |.nl||lOIl S“‘-"-u"‘)n
1o whzvn. the new trend ()I>', L"onl- 'E:L.'f-l_(()l‘lo\\'o, 2()-22). Hius h . ““C'D[‘”ll-tll-
forms can achieve for an artist %".l ‘uc.llmn and tactics o sovial n-m-lml p‘En'
public relations (PR) sll"tl‘c ) /h s compared to the traditional music AU

stratepy of the hitherto pre-digital era.
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puilding & community o commiggeq Hate
jmportant purposces ol establishing
committed audiencees feads to the

nersand Gang iy one
dmusical aet, Building
| : constant dem
ows. merchandise, and incrensed Mmarke
oM platforms offer scamless avenues to do this, Artists however, mue
Jand the importanee of creating o consistent profile for (he :
prand is their identity. A formidable by
qmbassadorial role, which in reee

of the mo ot

: dcommunity of
and for new songsLalbume, Jive

Cvalue of the artisg (ML 2021) The
{ounder-
‘ msclves, as their
and brings product endorsement and an

cent times is o trending fad in Nigeria, where
artists can cash out and get additiona| revenucs,

Social media platforms afford artists the o
and connect with fans online through the sh
direct. and tatlored specifically towards
phy. In creating a bmn(‘j online, musicians should ensure uniformity in terms of
their profile across various platforms in terms of their name, logo, biography,
photos. and audio-visual content. Harmonisation ensures a distinct and uni-
form identity, which can reflect the artists’ personality, style, and philosophy.

Most of the current Afrobeats music practitioners are exploiting social
media positively in building and maintaining their fan base. Popular artists
create content regularly and engage their fans in the discussion, most often
going live on Instagram to engage their fans and followers’ community to sus-
tain their brand, and some have been known to engage SM influencers, music
and online bloggers towards brand promotions. The Instagram space, for
example, is awash with communities and groups of Afrobeats stars that con-
stantly engage in discussions and banter about their favourites. The most pop-
ular are the Davido (OBO) Fans and the Wizkid (Machala Fans Qub). Th.cse
wo operate like a football fans club on the social mgdia space with steadtast
support, love, and sharing of updates for their favourite artists.

pportunity to build communities
aring of content that is personalised.
advancing an artist's brand and philoso-

Conclusion

Social media has become an essential tool for Nigerian musig artists, h:.’lpulls
them increase visibility, engage with fans, and‘pr(')mote fh,Cllr bxl:‘(“‘]'q).”ili:‘[l:
been particularly crucial in the global spread ol Al robeut‘s‘. .’1!'0\\11':: .ll bt
reach wider audiences. Popular platforms like Twittet, ll?‘sl.ni.,l..nlltzl,“il\f i fob
have significantly contributed to artist exposure i-m-lt\'l»t)'l;l:“(‘llkl:non;;\ e
more dynamic opportunities than lr:uht}onul ma .L ln)»_.;;mic e
highlights in The Guardian that social media Imsrlinud}'l ‘-meg e
Profitable, with platforms like TikTok and YouTube enabling arte
Viral trends and music challenges (lhckj.,.c, 2()2_2“‘ e allowing then o hare
Social media has empowered Nigcl:mn z.,-u.sl'.*: ’\).(‘N\‘mn]w“ bl 1evoR-
their music and wrends directly with therr audience. Arte !

a8 SOUK \\'k“il hll\'
.. . ., NN l&lh\’lS‘ HES SR hll n
nl“()n \Ni[houl ne .‘“n!, ".i!"“i“‘.“nl 1und5 l]()“] lLLUHl
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. olobal audience, regardless of location (Edidiong,
to a gl Jade it casicr for neweomers Lo showcase thej,
A020). The digital shift h:\ﬁf\!m ."|‘mmic dustry's bottlenecks. Many artig,
talent. bypassing the n-;uhtm.n‘«" ‘ ,l;,d more control over their work through
now enjoy multiple revenue streams ¢
mereased im‘i‘.zfl‘lutllcxlc‘ﬁqc of social media, concerns al')out music piragy have
qurll‘:\l;:tl.\;igitul platforms [ ucilitut‘c file sharllng},)m:“;n%c?l‘ rt‘(‘)t‘il(:);n:]zi(;nfore
Jecessible. Many young social media users may be fh p oo o chf rec
music from illegal sources rather than paying for it througr N 4 ldfmf‘ls.
The issue is exacerbated by the high cost qf mt'emet access in Nigeria, cading
manv to turn to illegal blogs or file-sharing S.ltCS for free music. This unau-
thorised distribution can further damage the industry’s copyright protection
cfiorts. o . '
The relationship between social media and music piracy remains a persis-
tent issue in Nigeria’s music industry. Copyright infringement, both dlgltf}l and
physical, 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 dig-

ital music landscape, it’s crucial to implement measures to combat piracy, pro-
tect copyright, and reduce illegal music sharing to a minimum.
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