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ABSTRACT

Nigeria's film industry, widely known as
Nollywood, has wundergone significant
changes in its distribution practices following
the emergence of digital and online
platforms. While existing scholarship has
examined different aspects of this transition,
including the decline of physical distribution
networks, the promotional use of social
media, the emergence of international
streaming services and the persistence of
digital piracy, these discussions have
remained largely fragmented. Limited
integrated  synthesis  exists on the
differentiated roles of social media platforms,
direct digital delivery channels and Over-the-
Top (OTT) services within Nigeria's
contemporary film distribution ecosystem,
particularly in relation to the structural
challenges facing filmmakers and the
socioeconomic conditions shaping audience
access. The gaps are addressed through a
qualitative secondary research design using a
narrative synthesis approach. Guided by
Technological Determinism Theory and

Diffusion of Innovations Theory, the study
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examines, among others the shift from
traditional to digital distribution in Nigeria as
well as the strategic roles of different digital
platform categories. Findings, among others,
indicate that Nigerian film distribution has
undergone a substantial structural
transformation driven by digital technology.
Different platform categories, promotional
social media, YouTube as a dual promotional
and delivery channel, Telegram as an
informal and legally complex channel, and
commercially structured OTT services,
perform distinct functions within the
ecosystem and are not equally accessible to
all filmmakers. It concludes that Nigeria's
digital film distribution ecosystem is best
understood not as a completed technological
transition but as an ongoing and uneven
process of  structural change and

differentiated adoption.

Keywords: Film Distribution, Nollywood,
Social Media, OTT Platforms, Digital
distribution, Technological Determinism,
Diffusion of Innovations, Nigeria, Media

Economics.



Plateau State University Journal of Communication Studies (PLASUJOCS) 2026, Vol. 3(1)

1.0 NTRODUCTION

1.1 Background to Nollywood and Film

Distribution in Nigeria

The Nigerian film industry, widely known as
Nollywood, occupies a distinctive position in
global cinema. Emerging in the early 1990s
from the home video trade, the industry grew
rapidly to become one of the most prolific
film-producing industries in the world,
generating over 1,000 films annually (Okon,
2021). Film production in Nigeria, however,
predates the home video era considerably.
Motion pictures were produced and exhibited
across the country long before the emergence
of the home video model (Eva, 2026), with
the history of Nigerian cinema tracing back
to the early twentieth century, including film
activity documented from 1927 (Giwa,
2014). The emergence of affordable video
production and editing technologies
subsequently accelerated the growth of the
industry and contributed to the development
of the production model for which

Nollywood became known.

Beyond its scale, Nollywood carries
significant cultural weight. Its films reflect
Nigerian society, including its values,
struggles,  aspirations and  everyday
experiences, while also establishing strong
African

connections  with diaspora
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communities worldwide (Krings & Okome,
2013). For much of its history, this cultural
reach depended on a distribution system that
was informal, physical and largely market-
driven. Video cassettes gave way to VCDs
and later DVDs, which were circulated
through open markets and local vendors who
reached audiences in ways that formal
distribution systems often struggled to
achieve (Haynes, 2016). Television channels
such as African Magic subsequently
extended the reach of Nigerian films by
bringing locally produced content into homes

across Nigeria and other parts of Africa.

The system functioned effectively within its
limitations. It was relatively low-cost, fast
and accessible, enabling films to reach
audiences in remote towns and neighbouring
countries through established informal
networks. However, the same informality
that facilitated access also made the system
structurally vulnerable to piracy.
Unauthorised reproduction and circulation
deprived filmmakers and producers of
potential revenue and weakened the
economic foundations of the industry.
Physical distribution also placed limitations
on the international circulation of Nigerian
films, as access to markets beyond Africa

depended heavily on established distributors,

exhibitors and other industry gatekeepers.
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These limitations created conditions under
which digital technologies would later offer

alternative routes to audiences.

1.2 The Global and Digital

Transformation of Film Distribution

Film distribution has historically been
understood as more than a logistical process.
As Lobato (2009) argues, distribution
networks actively shape film culture by
regulating access to cinema, determining
which films reach audiences, under what
conditions and through whose control. This
gatekeeping function, identified by Smits
(2019) as a defining structural feature of the
film industry, has historically favoured large
studios and established distributors while
creating significant barriers for independent
filmmakers seeking access to mainstream

audiences.

The structure of film distribution has
undergone successive transformations. The
development of home video expanded film
consumption beyond theatrical exhibition by
allowing audiences to watch films in
domestic settings, while subsequent formats
and technologies further increased the
flexibility of film access (Wasser, 2001).
Television, film festivals and, later, digital
platforms expanded the distribution options

available to filmmakers and audiences,
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contributing to changes in patterns of film
consumption and industry economics
(Timotin & Margineanu, 2024). As
Talmacova (2014) observes, the distribution
market remains in a state of continual change,
with new models emerging, competing with
established systems and  sometimes
displacing them. For film industries in
developing countries such as Nigeria, these
transformations are significant because they
alter not only how films reach audiences but
also the opportunities and constraints

surrounding participation in the wider film

cconomy.

1.3 The Nigerian Digital Distribution

Context

Nigeria's transition towards digital film
distribution has been driven by the
convergence of several developments,
including the spread of smartphones,
increasing internet access and changing
patterns of media consumption, particularly
the growing use of mobile devices to access
content (Ebelebe, 2017). These
developments have encouraged filmmakers
and producers to adopt digital strategies,
including online content distribution, social
media promotion and direct audience
engagement, as increasingly important
components  of

contemporary  film

distribution.
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Within this digital environment, it is
important to distinguish between different
categories of platforms because they perform
different functions within the Nigerian film

distribution ecosystem.

Social media platforms such as Instagram,
TikTok, Facebook and X (formerly Twitter)
are used predominantly for promotion,
audience engagement and the circulation of
short-form promotional materials. Trailers,
teasers, clips, behind-the-scenes content and
other promotional materials can be used to
generate awareness and maintain audience
interest before and after a film's release.
YouTube occupies a somewhat different
position because, in addition to its
promotional and  audience-engagement
functions, it can facilitate direct access to
full-length film content. This makes it an
important digital delivery channel for
filmmakers who use the platform to host and
distribute films to audiences beyond the
limitations of physical circulation. Telegram
occupies a more complex position. Although
primarily a messaging application, films
circulate through its channels and groups in
ways that can reproduce aspects of the
informal distribution networks associated
with earlier physical media, with significant
implications for digital piracy (Fagbure,

2026).
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Over-the-Top (OTT) and Subscription
(SVoD)

Video-on-Demand platforms,
including Netflix, Amazon Prime Video and
Showmax, represent a distinct category
within this digital environment. Unlike social
media platforms, these services operate
primarily as commercially  structured
streaming platforms through subscription
models, licensing arrangements and other
forms of platform-based content acquisition.
Their presence in Nigeria has created
opportunities for Nollywood films to reach
wider and international audiences, while their
investment in Nigerian productions has
contributed to the industry's growing global
visibility (Ayakoroma, 2021; Ezenwa, 2025).
The distinction between these platforms and
social media is therefore important to

understanding the contemporary structure of

Nigerian film distribution.

1.4 Statement of the Problem and
Research Gap

The digital transformation of film
distribution in Nigeria has generated a
growing body of scholarship. Existing
studies have examined the decline of physical
distribution networks, the promotional
functions of social media platforms, the
emergence of international streaming
services in the Nigerian market, the

persistence of digital piracy and the
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monetisation challenges facing Nigerian
filmmakers. These contributions have
advanced understanding of  different

dimensions of the industry's transition.

However, the existing scholarship remains
fragmented across these different
dimensions. Studies tend to examine
particular platforms, specific challenges or
discrete aspects of the distribution landscape
without sufficiently bringing them together
into an integrated account of how
contemporary Nigerian film distribution
operates across different digital
environments. In particular, there is limited
synthesis of the differentiated roles of social
media platforms, direct digital delivery
channels and OTT services, alongside the
structural challenges facing independent
filmmakers and the socioeconomic and

infrastructural conditions that shape audience

accCess.

This study addresses this gap by synthesizing
existing scholarly and industry evidence to
develop an integrated analysis of Nigeria's
contemporary digital film distribution
ecosystem. It distinguishes between major
platform categories, examines the structural
challenges associated  with  digital

distribution and considers the socioeconomic

and infrastructural conditions that influence
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audience access to digitally distributed

Nigerian films.
1.5 Objectives of the Study

This study is guided by the following

research objectives:

1. To examine the shift from traditional to
digital film distribution in Nigeria, with
particular attention to how contemporary
Nollywood filmmakers navigate and bypass

conventional physical distribution channels.

2. To evaluate the strategic roles of different
digital platforms within the Nigerian film
distribution ~ ecosystem,  distinguishing
between social media platforms used
primarily for promotion and audience
engagement and platforms that facilitate

direct film delivery, including OTT services.

3. To examine the operational and structural
challenges faced by Nigerian filmmakers in
the digital distribution environment,
particularly algorithmic gatekeeping,
platform monetisation, platform dependency

and digital piracy.

4. To analyse the socioeconomic and
infrastructural barriers affecting audience
access to digitally distributed Nigerian films,
particularly internet affordability, data costs,
connectivity and  telecommunications

infrastructure.
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1.6 Significance and Contribution of the

Study

This study makes contributions to
scholarship and to understanding the

contemporary Nigerian film industry.

Theoretically, the study brings together
McLuhan's  Technological Determinism
Theory and Rogers' Diffusion of Innovations
Theory to examine different dimensions of
digital transformation in Nigerian film
distribution. Technological Determinism
provides a basis for examining how
technological developments have altered the
structure and practices of film distribution,
while Diffusion of Innovations provides a
basis for considering the processes through
which filmmakers and audiences adopt and
use new distribution technologies. Their
application to the study therefore allows both
technological change and patterns of
adoption to be considered within the Nigerian

context.

Empirically, the study synthesizes scholarly
and industry sources to provide an integrated
account of Nigeria's contemporary digital
distribution landscape. In doing so, it
distinguishes between different platform
functions while examining both filmmaker-

side structural challenges and audience-side
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socioeconomic and infrastructural barriers

within a single analytical framework.

For the Nigerian film industry, the study's
findings and recommendations are relevant to
filmmakers, industry associations and
policymakers dealing with the challenges of
digital transition. These include monetisation
difficulties, piracy, dependence on external
platforms and infrastructure-related

constraints that can limit domestic access to

legitimately distributed Nigerian content.
2.0 LITERATURE REVIEW

2.1 From Traditional to Digital Film

Distribution

Film distribution has long been recognized as
more than a mechanical process of moving
content from producers to audiences. Lobato
(2009) argues that distribution networks
actively shape film culture by determining
which films reach particular audiences, under
what conditions, and through whose
institutional control. This perspective is
particularly relevant to Nollywood, where
distribution has historically operated through
informal rather than formal industry channels
and where the transition to digital platforms
has altered, although not entirely eliminated,

existing forms of gatekeeping.
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For much of its history, Nollywood's
distribution depended heavily on physical
media circulated through open markets and
informal trading networks. VCDs and later
DVDs became important formats through
which Nigerian films reached domestic and
continental audiences, distributed through
market stalls, street vendors, and informal
traders operating largely outside formal
industry structures (Haynes, 2016). This
system enabled remarkable reach because
films could penetrate remote communities
and neighbouring countries at relatively low
cost. However, it also created significant
structural vulnerabilities, particularly piracy,
which became one of the defining challenges

of the physical distribution era.

Miller (2012) situates Nollywood's informal
distribution networks within a broader
understanding of alternative global networks
in film production and distribution. The
industry developed largely outside dominant
global film industry structures while
maintaining connections with international
markets in distinctive ways. This perspective
is useful because it avoids presenting
Nollywood's informal distribution system
simply as a deficiency when compared with
Hollywood or European models. Rather, it
can be understood as a functional system that

developed in response to the economic and
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infrastructural conditions of the Nigerian

environment.

The limitations of physical distribution
became increasingly evident as the industry
expanded.  Fagbile (2023) identifies
distribution and exhibition as critical stages
of the filmmaking process, while noting the
limitations  of  Nigeria's  distribution
infrastructure in  supporting sustained
circulation. Giwa (2014) similarly identifies
infrastructural and economic constraints as
factors that limited Nollywood's ability to
penetrate international markets through
conventional channels, despite its substantial

domestic and continental reach.

Globally, film distribution has undergone
successive transformations driven partly by
technological development. The emergence
of home video expanded film consumption
beyond theatrical exhibition (Wasser, 2001),
while subsequent digital technologies created
new possibilities for content delivery,
audience access, and revenue generation.
Talmacova (2014) describes film distribution
as an industry in continual change, with new
models emerging, competing, and being
displaced as technology and audience
behaviour evolve. Timotin and Margineanu
(2024) similarly highlight the growing

complexity of contemporary distribution
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channels and the different advantages and

limitations associated with them.

For Nigeria, the movement towards digital
distribution  created  possibilities  for
overcoming some of the limitations
associated with physical distribution. Ezenwa
(2025) notes that digital platforms have
opened new pathways for Nigerian films to
reach both domestic and international
audiences, while Ebelebe (2017a) identifies
increasing internet use and digital content
sharing as developments that have altered the
circulation of Nollywood content. However,
the transition has not simply removed
existing distribution problems. Instead, it has
introduced new forms of gatekeeping,
monetisation  difficulties, piracy, and
platform dependence, which require further

consideration.

2.2 Strategic Roles of Social Media, Direct
Digital Delivery and OTT Platforms

An important consideration in contemporary
Nigerian film distribution is the distinction
between digital platforms according to the
functions they perform. Although existing
studies examine the use of individual
platforms, the different roles of promotional
social media, direct digital delivery channels,
and commercially structured OTT services

are not always clearly differentiated.
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Social media platforms such as Instagram,
TikTok, Facebook, and X (formerly Twitter)
have become important tools for film
promotion and audience engagement.
Adeyeye and Nwaoboli (2024) examine the
use of social media by Nigerian filmmakers
to create awareness, generate interest in film
releases, and maintain relationships with
audiences. Ayoola (2022) similarly observes
that the transition from analogue to digital
systems has transformed the relationship
between filmmakers and audiences by
creating opportunities for more direct

interaction and engagement.

The promotional role of social media is
particularly evident in the use of trailers,
teasers, short clips, behind-the-scenes
material, cast interviews, and other forms of
promotional content. Fagbure (2026) note
that technological developments have
encouraged Nigerian filmmakers to adopt
innovative approaches to film promotion and
audience  development. Social media
therefore functions primarily as a mechanism
for creating visibility and audience interest
rather than as a conventional replacement for

film delivery.

YouTube occupies a more distinctive
position within this ecosystem. While it
performs promotional functions similar to

other social media platforms, it also provides
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a mechanism through which filmmakers can
host and deliver full-length films directly to
audiences. Its combination of global reach,
open access, and  advertising-based
monetisation gives it a dual role as both a

promotional platform and a direct digital

distribution channel.

Digital distribution architectures present a
complex administrative challenge for
contemporary African screen media. While
digital networks are recognized as critical
drivers in the evolving circulation of
Nollywood content, communication
infrastructures like Telegram have enabled
peer-to-peer file-sharing ecosystems that
structurally  reproduce  the  informal
distribution logic associated with -earlier
physical video media (Jedlowski, 2012).
Telegram's group and channel features
facilitate a decentralized architecture where
content moves fluidly across unauthorized
nodes, bypassing formal studio monetization
systems (Lobato, 2012). Consequently, much
of this platformized circulation operates
entirely  outside established revenue
frameworks, functioning aggressively as a
mechanism for digital piracy rather than
serving as a legitimate mode of industrial

distribution.

OTT and subscription video-on-demand

(SVoD) platforms such as Netflix, Amazon
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Prime Video, and Showmax represent a
distinct category of digital distribution.
Unlike social networking platforms, these
services operate through commercial
subscription models, licensing arrangements,
and formal content-acquisition relationships.
Ayakoroma (2021) identifies the emergence
of digital and streaming platforms as an
important development in the marketing and
distribution of Nollywood content, while
Ezenwa (2025) discusses the opportunities
created by contemporary distribution
arrangements for Nigerian films to reach

wider markets.

Omoera and Ojieson (2022) similarly
recognize the opportunities associated with
online and streaming distribution while
drawing attention to the implications of
increasing dependence on platforms that are
externally owned and commercially
controlled. The distinction between these
platform categories is therefore important:
social media may primarily create awareness
and audience engagement, direct digital
platforms such as YouTube may combine
promotion with actual film delivery, while
OTT services provide commercially
structured  streaming and  distribution

arrangements.

Gillespie (2018) provides a useful

perspective for understanding this changing
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environment through the concept of

gatekeeping. Traditional distribution
depended on gatekeepers such as distributors,
exhibitors, and other industry intermediaries
to determine which films reached audiences.
Digital platforms have altered the nature of
this gatekeeping by introducing platform-
based systems and algorithms that influence
content visibility. This does not mean that
traditional gatekeeping has disappeared;
rather, some aspects of distribution control
have shifted towards new technological and

platform-based structures.

2.3 Operational and Structural Challenges

Facing Filmmakers

The digital transformation of Nigerian film
distribution has created new opportunities for
filmmakers, but it has also introduced
operational and structural challenges,
particularly for independent producers and
filmmakers working with limited financial

and technological resources.

Digital piracy remains one of the most
persistent challenges.  Jedlowski (2023)
observes that piracy has followed Nollywood
into the digital environment, taking forms
that include illegal downloads, unauthorized
streaming, and file sharing through digital
platforms. These practices create revenue

losses and undermine the economic
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sustainability of film production. The
movement away from physical media has
therefore not eliminated piracy; instead,
piracy has adapted to the characteristics of

digital distribution.

Monetization represents another major
structural challenge within the digital screen
economy. Although platforms such as
YouTube provide immediate opportunities
for advertising-based revenue generation,
Ebelebe (2017a) establishes that the financial
returns available to independent filmmakers
rarely correspond to the rising scale of
production costs or transnational audience
reach. Expanding wupon this economic
tension, Omoera and Ojieson (2022)
similarly argue that the development of
sustainable online distribution and revenue
structures remains an unresolved issue in the
ongoing digital  transformation of
Nollywood. The mere availability of digital
channels does not automatically guarantee
that filmmakers will secure sufficient long-
term income to sustain high-value continued
production, 1illustrating a persistent gap
between platform visibility and actual

financial viability.

Algorithmic gatekeeping also introduces a
new dimension of visibility control.
Cunningham and Craig (2019) explains that

changes in film distribution have transformed
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the role of gatekeepers within the industry.
On digital platforms, visibility is increasingly
influenced by platform systems and
algorithms that prioritize particular patterns
of engagement and audience activity. For
independent Nigerian filmmakers, this
creates uncertainty because visibility may
depend not only on the quality of a film but
also on the ability to generate the engagement
and audience metrics favoured by platform

systems.

Platform dependency presents a related
structural concern. Nigerian filmmakers
increasingly rely on digital platforms that
they do not own and whose policies,
monetisation arrangements, and content
priorities they cannot directly control.
Omoera and Ojieson (2022) highlight the
opportunities created by digital and online
distribution while also drawing attention to
the broader implications of the industry's
dependence on digital platforms. Ebelebe
(2017) similarly points to the limitations that
can arise when digital distribution expands
without corresponding development of
sustainable structures that place filmmakers
in stronger positions within the distribution

chain.

These challenges demonstrate that digital
distribution has not simply transferred

Nollywood from one distribution system to
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another. Instead, it has replaced some
traditional constraints with new forms of
economic, technological, and platform-based

dependence.

2.4 Socioeconomic and Infrastructural

Barriers to Audience Access

The challenges associated with digital film
distribution are not limited to filmmakers.
The ability of Nigerian audiences to access
digitally distributed films is also shaped by
socioeconomic and infrastructural
conditions. These audience-side factors are
important because the effectiveness of digital
distribution ultimately depends on whether
potential audiences can afford and access the

technologies required to consume digital

content.

Internet affordability remains a major
concern. According to the International
Telecommunication Union (ITU, 2024), the
median price of an entry-level mobile
broadband plan in Nigeria represented 4.2%
of gross national income per capita in 2024,
exceeding the 2% affordability threshold
recommended by the Broadband
Commission. This indicates that internet
access remains relatively expensive in

relation to average income and may constrain

the ability of lower-income audiences to
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participate  fully in digital content

consumption.

Data costs have also placed additional
pressure on internet users. Recent evidence
indicates that the average cost of 1 GB of
mobile data in Nigeria increased substantially
between 2023 and mid-2025 (Within Nigeria,
2026). The Nigerian Communications
Commission's approval of a
telecommunications tariff increase in 2025
further illustrates the economic pressures
surrounding telecommunications services.
These increases are significant for digital
film consumption because streaming and
downloading films require relatively large
amounts of data, making the cost of

connectivity directly relevant to audience

acCcCess.

Connectivity infrastructure 1is another
important barrier. The Nigerian
Communications Commission's 2024
performance report indicates that broadband
penetration remained below the country's
National Broadband Plan target,
demonstrating that digital connectivity has
not yet reached the level required for
universal access (Nigerian Communications
Commission, 2025). Access is also uneven
geographically, with connectivity challenges
particularly affecting areas outside major

urban centres. Evidence cited in recent
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reporting indicates that millions of Nigerians
live in areas that remain underserved or
unserved by telecommunications

infrastructure.

These limitations reinforce concerns already
identified in the literature about the uneven
nature of digital access in Nigeria. Simon
(2021) identifies economic and
infrastructural limitations as factors affecting
the circulation and consumption of digital
film content, while Hanmakyugh et al (2026)
similarly points to infrastructure and
connectivity as important considerations in

the development of effective film distribution

systems.

The implications are significant for
Nollywood. Digital platforms may provide
filmmakers with wider geographical reach,
but that reach is not automatically equivalent
to actual audience access. Where internet
services are expensive, unreliable, or
unavailable, sections of the Nigerian
population may remain dependent on more
accessible forms of film distribution. Digital
transformation  therefore creates new
opportunities while also producing questions
about who can realistically benefit from those

opportunities.
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2.5 Synthesis of Literature and Identified
Gap

The literature reviewed demonstrates that
Nigerian film distribution has undergone a
substantial transition from predominantly
physical and informal systems towards
increasingly digital and platform-based
forms of circulation. Existing studies have
examined the historical development and
limitations of physical distribution, the
emergence of digital alternatives, the
promotional functions of social media, the
growing role of streaming platforms, and the
continuing challenges of piracy and

monetisation.

The literature also indicates that digital
transformation has produced new forms of
gatekeeping and platform dependence. At the
same time, audience access remains shaped
by socioeconomic and infrastructural factors,
including the affordability of internet
services, data costs, and uneven connectivity.
These dimensions demonstrate that the
transition to digital distribution cannot be
understood simply as a technological

replacement of physical media.

However, the existing literature remains
relatively fragmented across these different
dimensions. Studies of social media tend to

focus on promotion and audience
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engagement, while discussions of streaming
platforms emphasize content delivery,
market access, or international visibility.
Other studies focus on piracy, monetisation,
or infrastructure  without necessarily

connecting these issues to the wider structure

of the Nigerian film distribution ecosystem.

A further gap concerns the functional
distinction between digital platforms. Social
media platforms such as Instagram and
TikTok primarily serve promotional and
audience-engagement  purposes,  while
platforms such as YouTube can facilitate
direct film delivery alongside promotion.
OTT services such as Netflix, Amazon Prime
Video, and Showmax operate through
different =~ commercial and  licensing
structures. Bringing these categories together
provides a clearer basis for understanding
how contemporary Nollywood films move

from production to audiences.

This study therefore addresses the identified
gap by synthesizing the available scholarly
and industry literature around four
interconnected dimensions: the shift from
traditional to digital distribution; the strategic
roles of different digital platforms; the
operational and structural challenges facing
filmmakers; and the socioeconomic and
infrastructural conditions affecting audience

access. Rather than treating these issues as
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separate developments, the study considers
them as interconnected components of
distribution

Nigeria's  evolving  film

ecosystem.
3.0 THEORETICAL FRAMEWORK
3.1 Technological Determinism Theory

This study is based partly on Technological
Determinism Theory, which posits that
technological innovations affect social,
cultural and economic change in society. The
theory views technology as more than just a
set of tools used by humans; it also influences
how people communicate, work, interact and
organise their activities. Media studies
frequently use the theory to explain how
changes in communication technologies
influence media production, distribution and

consumption.

The theory is closely associated with
Marshall McLuhan, who emphasized the
influence of communication technologies on
society. His renowned dictum, "the medium
is the message," suggests that the medium
through which information is conveyed can
have as much, or sometimes more, influence
on society than the content itself (McLuhan,
1964). The technological characteristics of a
medium can therefore shape people's

experiences, behaviours and relationships.
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The relevance of this theory to the present
study lies in the significant changes that have
occurred in Nigeria's film distribution system
following the emergence of digital and online
platforms. The movement from VCDs,
DVDs and physical distribution channels
towards platforms such as YouTube, social
media and OTT services represents a major
technological shift in the way Nollywood

films are distributed and consumed.

These technologies have opened new
avenues for filmmakers to reach audiences in
Nigeria and beyond. They have also reduced
some of the control traditionally exercised by
physical distributors and marketers by
creating opportunities for filmmakers to
communicate with audiences more directly.
Social media platforms have further
strengthened this process by making film
promotion, audience engagement and content

visibility easier.

At the same time, technological change has
introduced new  challenges.  Digital
distribution has contributed to problems such
as online piracy, poor internet connectivity,
platform dependence, algorithmic
gatekeeping and monetisation difficulties.
The technology therefore creates new
opportunities while also changing the nature
of the problems that filmmakers have to deal

with.
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However, the effect of technology is not
necessarily the same for every filmmaker or
audience. Established production companies
with greater financial resources and technical
expertise may be better positioned to make
effective use of digital platforms, while
smaller and independent filmmakers may
struggle with limited resources and visibility.
This means that while technology can serve
as a major catalyst for change, the outcomes
of technological change can also be
influenced by the economic and social
conditions within which the technology is
adopted. This limitation is addressed further
through Diffusion of Innovations Theory.

3.2 Diffusion of Innovations Theory

To complement Technological Determinism
Theory, this study also draws on Everett
Rogers' Diffusion of Innovations Theory.
Rogers (2003) explains how new ideas,
technologies and practices spread through a
social system and why individuals and
organisations adopt innovations at different

rates.

The theory is useful to this study because the
availability of  digital distribution
technologies does not automatically mean
that all Nigerian filmmakers or audiences
will adopt them in the same way. The

adoption of a new technology can depend on
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factors such as its perceived advantages,
compatibility =~ with  existing practices,
complexity, accessibility and the conditions

surrounding its use.

Rogers (2003) identifies five categories of
adopters: innovators, early adopters, early
majority, late majority and laggards. These
categories reflect differences in the speed at
which individuals or groups accept and use
new innovations. The theory also identifies
characteristics that can influence adoption,
including relative advantage, compatibility,

complexity, trialability and observability.

Applied to Nigerian film distribution, the
theory helps explain the uneven adoption of
digital platforms across the industry.
financial

Filmmakers  with  stronger

resources, technical knowledge and
established audiences may be able to adopt
platforms such as YouTube and Netflix more
effectively than independent filmmakers with
limited resources. The same applies to
audiences, whose ability to consume digital
films can be affected by internet costs,
network availability, access to devices and

familiarity with digital platforms.

The theory also emphasizes the importance
of communication channels in the diffusion
of innovations. Information about new

technologies and practices spreads through
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communication networks, allowing
individuals to become aware of an innovation
and evaluate its usefulness. In Nollywood,
social media platforms are important
communication channels through which
filmmakers promote films and audiences
become aware of new films, platforms and

ways of accessing Nigerian content.

Diffusion of Innovations therefore adds an
important human and social dimension to the
technological changes examined in this
study. While technological developments
may create new possibilities for film
distribution, their actual impact depends
partly on who is able to adopt and use those

technologies and under what conditions.

3.3 Application of the Theories to the
Study

The two theories provide complementary
perspectives for analysing digital film
distribution in Nigeria. Technological
Determinism helps explain the structural
changes  brought about by digital
technologies, while Diffusion of Innovations
helps explain the differences in how

filmmakers and audiences adopt and

experience those technologies.

Technological Determinism, through
McLuhan's (1964) perspective, provides the

basis for examining the shift from physical
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distribution to digital distribution. It helps
explain how the emergence of YouTube,
social media platforms and OTT services has
changed the way Nigerian films are
distributed, promoted and consumed. It also
draws attention to the characteristics of
digital platforms, including their algorithms,
monetisation systems and content policies,
which influence the visibility and circulation

of films.

Diffusion of Innovations, through Rogers'
(2003) framework, provides a basis for
examining why the digital transformation has
not affected all filmmakers and audiences
equally. It draws attention to the economic,
technological and infrastructural conditions
that influence adoption. This is particularly
important in Nigeria, where differences in
access to affordable internet, technical
resources and digital platforms can determine
who benefits from the opportunities created

by digital distribution.

The combination of the two theories
therefore helps address a limitation that
would arise from relying on Technological
Determinism alone. Technology can be a
catalyst for structural change, but the effects
of that change are shaped by the conditions
under which people and organisations adopt
and use the technology. The two perspectives

allow the study to consider both the
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technological transformation of the Nigerian
film distribution system and the human,
economic and infrastructural factors that
influence how that transformation is

experienced.

In relation to the four research objectives, the
combined framework provides a basis for
examining the movement from traditional to
digital distribution, the different roles played
by digital platforms, the challenges facing
filmmakers and the socioeconomic and
infrastructural barriers affecting audience
access. Together, the theories provide a
broader understanding of the Nigerian digital
film distribution ecosystem as both a
technological transformation and a process of

uneven adoption.
4.0 METHODOLOGY
4.1 Research Design

This study adopts a qualitative secondary
research design using a narrative synthesis
approach. Rather than collecting primary
data through interviews, questionnaires or
fieldwork, the study draws on existing
scholarly literature and relevant industry and
official sources to examine digital film
distribution in Nigeria. The approach is
appropriate because the study seeks to bring
together existing knowledge on different

aspects of the Nigerian film distribution
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ecosystem and examine how these aspects

relate to one another.

Narrative synthesis involves the systematic
review and interpretation of findings from
different sources in order to identify patterns,
relationships and areas of agreement or
disagreement within the literature (Popay et
al., 2006). It is particularly useful where
evidence comes from different types of
sources and cannot easily be combined
through statistical analysis. In this study, the
approach makes it possible to synthesize
literature on the transition from traditional to
digital distribution, the roles of different
digital platforms, the challenges facing
socioeconomic

filmmakers and the

conditions affecting audience access.

The study therefore uses existing evidence to
develop an integrated understanding of
contemporary film distribution in Nigeria
rather than seeking to generate new primary

data.
4.2 Sources of Data

The study relies on secondary sources drawn

from three main categories.

Peer-reviewed scholarly literature
constitutes the main academic evidence base.
These sources include journal articles, books,

book chapters and academic theses
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addressing Nollywood, film distribution,
digital media, social media promotion, OTT
platforms, piracy, monetisation and changes
in the global film distribution environment.
These materials provide the theoretical and

scholarly basis for the analysis.

Industry and trade sources were also
consulted to provide information on
contemporary developments within the
Nigerian film industry. These include
industry reports, trade and entertainment
publications and credible online industry
commentary. Such sources are useful for
capturing recent developments and industry
practices that may not yet be sufficiently

represented in academic literature.

Official and regulatory sources provide
evidence relating particularly to digital
access and telecommunications infrastructure
in Nigeria. The study uses information from
the Nigerian Communications Commission
(NCO) and the International
Telecommunication Union (ITU) on issues
such as broadband penetration, internet
affordability and telecommunications access.
These sources are particularly relevant to the

analysis of audience-side barriers to digital

film consumption.

252 |Page

3. Selection and Eligibility of Sources

Sources were selected according to their
relevance to the four research objectives.
Priority was given to materials that addressed
the development of Nigerian film
distribution, the movement from physical to
digital distribution, the use of social media
and digital platforms for film promotion and
delivery, the emergence of OTT services,
challenges such as piracy and monetisation,
and the socioeconomic and infrastructural

conditions affecting digital access.

Sources were included where they
contributed directly to one or more of these
areas. Literature from outside Nigeria or Sub-
Saharan Africa was considered where it
provided useful theoretical or comparative
insights that could be applied to the Nigerian

context.

Sources that had little or no relevance to the
research objectives or did not contribute
meaningfully to the study's understanding of

digital film distribution were excluded.

The study does not claim to be a formal
systematic review based on a PRISMA
protocol. No predefined database search
strings, PRISMA flow diagram or
quantitative record of screened studies was
used. Instead, sources were selected

purposively on the basis of their relevance to
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the research objectives and their contribution
to building a coherent body of evidence. The
study therefore uses systematic narrative
synthesis in the sense of organizing and
synthesizing evidence systematically around
clearly defined research objectives, rather
than presenting itself as a formal systematic

review.
4.4 Data Extraction and Organization

Relevant information was extracted from the
selected sources according to the research
objective or objectives to which each source
contributed. The extracted material was then

organized thematically.

Evidence concerning the movement from
traditional physical distribution to digital
distribution was organized under Objective
1. Material relating to the different functions
of social media, direct digital delivery
platforms and OTT services was organized
under Objective 2. Evidence concerning
piracy, monetisation, algorithmic
gatekeeping and platform dependency was
grouped under Objective 3, while evidence
relating to internet affordability, data costs,
telecommunications

connectivity and

infrastructure was organized under
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Objective 4.

Where a source addressed more than one
objective, relevant information from the
source was considered under each applicable
theme. This approach allowed the study to
move beyond discussing sources individually
and instead organize the evidence according

to the issues being investigated.
4.5 Data Analysis Procedure

The study analysed the selected material
through interpretive narrative synthesis.
Information from the different sources was
compared to identify recurring patterns, areas
of agreement, differences in perspectives and
gaps in the existing literature. Where several
sources supported a similar argument, the
evidence was synthesized to establish the
broader pattern. Where sources presented
different perspectives, these differences were
acknowledged rather than treated as though

there was a single position in the literature.

The two theoretical frameworks guiding the
study also informed the interpretation of the
evidence. McLuhan's Technological
Determinism Theory was used to examine
how technological developments and the
structural characteristics of digital platforms
have changed film distribution. Rogers'
Diffusion of Innovations Theory was used to

consider differences in the adoption and use
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of digital distribution technologies among

filmmakers and audiences.

The revised study also incorporates recent
secondary evidence on telecommunications
infrastructure, broadband access and data
affordability in Nigeria. This updated
evidence, drawn from sources published
between 2024 and 2026, was included to
strengthen the analysis of Objective 4,
particularly  the  socioeconomic  and
infrastructural barriers affecting audience
access to digitally distributed films. The
inclusion of this updated evidence is stated

explicitly because it forms part of the revision

of the original manuscript.
5.0 FINDINGS AND DISCUSSION

5.1 Shift from Traditional to Digital

Distribution
Findings

The evidence across the reviewed literature
consistently shows that Nigerian film
distribution has undergone a fundamental
structural transition from physical, informal
distribution networks to digital and platform-
based systems. For most of Nollywood's
history, films reached audiences primarily
through VCDs and DVDs circulated through
open markets, street vendors and informal

traders (Haynes, 2016). This system enabled
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films to reach domestic and continental
markets at relatively low cost, but it remained
structurally vulnerable to piracy and was
unable to support sustained international

circulation (Miller, 2012; Fagbile, 2023).

The transition toward digital distribution has
been driven by the convergence of
smartphone use, growing internet access and
changing audience consumption habits
(Ebelebe, 2017a). Filmmakers have
increasingly adopted digital strategies,
including online content hosting, social
media promotion and platform-based
licensing, as core components of their
distribution  practices. Ezenwa (2025)
documents how digital platforms have
created new pathways for Nigerian films to
reach both domestic and international
audiences that physical distribution could not
easily access. Ebelebe (2017a) similarly
identifies increasing internet use and digital
content sharing as developments that have
restructured how  Nollywood content

circulates.

The transition, however, has not been
uniform across the industry. Evidence from
Omoera and Ojieson (2022) and Ebelebe
(2017b) indicates that established production
companies with greater financial and
technical resources have generally been

better positioned to adopt digital distribution
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strategies than independent filmmakers
operating with limited budgets and smaller

audience bases.
Discussion

These findings are consistent with what both
theoretical frameworks would predict. From
a Technological Determinist perspective, the
emergence of digital platforms has not
simply offered Nigerian filmmakers
additional distribution options; it has
structurally reorganised the distribution
landscape, displacing physical networks and
between

creating new  relationships

producers, platforms and  audiences
(McLuhan, 1964). The medium has changed
the nature of distribution: the architectural
properties of digital platforms, their global
reach, open-access models and algorithmic
logics, have reshaped what distribution
means for Nollywood in ways that go beyond

technical convenience.

At the same time, the uneven adoption of
digital distribution across the industry is
precisely what Diffusion of Innovations
Theory would anticipate. Rogers (2003)
identifies relative advantage, compatibility
and accessibility as important factors
influencing adoption. For independent
Nigerian filmmakers with limited resources,

the perceived advantages of digital
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distribution may be offset by the complexity
of platform management, the cost of data and
equipment, and the difficulty of building the
audience metrics that platforms reward. The
transition, viewed through this lens, is
therefore not a uniform technological
revolution but a differentiated process of
adoption shaped by economic and social

conditions.

5.2 Strategic Roles of Different Digital

Platforms
Findings

The evidence reveals that different digital
platforms perform functionally distinct roles
within the Nigerian film distribution
ecosystem and that grouping them under the
single category of social media can obscure
important  structural differences. Social
media platforms, including Instagram,
TikTok, Facebook and X (formerly Twitter),
function primarily as promotional and
audience-engagement channels. Adeyeye
and Nwaoboli (2024) document how
Nigerian filmmakers use these platforms to
build pre-release awareness, circulate
promotional materials and maintain ongoing
relationships with fan communities. Fagbure
(2026) similarly notes that technological
developments have encouraged Nigerian

filmmakers to adopt more innovative
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promotional strategies, with social media
campaigns becoming a standard component
of the promotional strategy for major
releases. The promotional function of these
platforms is well established in the literature,
but the evidence does not support
characterising them as primary film-delivery
channels; their architecture is designed
primarily around short-form content sharing
and social interaction rather than full-length

film distribution.

YouTube occupies a distinct position; it
functions not only as a promotional archive
for mainstream marketing materials like
trailers but also operates as an infrastructure
for direct, full-length content delivery and
monetization (Burgess & Green, 2018). This
multi-layered functionality distinguishes it
from purely mobile-first, short-form
architectures like Instagram and TikTok,
which  prioritize  algorithmic  stream
engagement over long-form structural
hosting (Cunningham & Craig, 2019).This
makes it simultaneously a promotional
platform and a direct digital-delivery

channel, distinguishing it functionally from

platforms such as Instagram and TikTok.

Telegram's group and channel architecture
can be read as an organic expansion of the
informal distribution logic Jedlowski (2012)

documents in physical-media Nollywood
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circulation. Applying Lobato's (2012)
concept of shadow film economies to this
case, these unmonitored digital networks
function as an interstitial space for
Nollywood content, operating largely outside
formal revenue frameworks and corporate

monetisation channels.

OTT and SVoD platforms, including Netflix,
Amazon Prime Video and Showmax,
represent a categorically different form of
digital distribution. Ayakoroma (2021)
identifies their emergence as a significant
development for Nollywood's international
distribution prospects, while Ezenwa (2025)
notes that partnerships with these platforms
have provided Nigerian filmmakers with
access to markets previously inaccessible
through physical or informal digital channels.
Omoera and Ojieson (2022) offer a more
nuanced assessment, acknowledging these
opportunities while drawing attention to the
implications of commercial dependency on
foreign-owned platforms operating through
licensing arrangements that may limit

filmmakers' long-term revenue participation.

Gillespie (2018) provides a useful framework
for understanding how platform-based
distribution has altered gatekeeping within
the film industry. Where traditional
gatekeepers such as distributors and

exhibitors exercised control over which films
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reached audiences, platform algorithms can
now perform a comparable filtering function
by influencing content visibility in ways that
are often less transparent to filmmakers. This
algorithmic  gatekeeping connects the
differentiated roles of platforms to the
structural challenges examined in the

following section.
Discussion

The functional differentiation between
platform categories has important analytical
and practical implications. From a
Technological Determinist perspective, each
platform category represents a distinct
medium with architectural properties that
shape distribution outcomes differently.
TikTok's

Instagram  and algorithmic

prioritisation ~ of  short-form,  high-
engagement content makes them effective for
promotional visibility but less suited to
functioning as primary full-length film-
delivery channels. YouTube's open hosting
architecture makes it effective for direct
delivery, while its advertising-based
monetisation model creates a different
revenue structure from subscription-based
OTT services. OTT platforms, meanwhile,
provide access to large audiences through
commercially structured licensing and

subscription arrangements (McLuhan, 1964).
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Diffusion of Innovations Theory draws
attention to the different adoption trajectories
associated with these platform categories.
For independent filmmakers, social media
platforms are relatively accessible because
they generally require no formal distribution
agreement and comparatively limited
technical infrastructure. YouTube requires
sustained audience development to generate
meaningful revenue, while access to major
OTT platforms may require filmmakers to
meet quality, commercial and licensing
requirements that many independent
producers may find difficult to satisfy
(Rogers, 2003). The distribution ecosystem is
therefore not equally open to all Nigerian
filmmakers; access is stratified by platform
category and by the resources required to

participate meaningfully in each.

5.3 Challenges Facing Nigerian

Filmmakers
Findings

The evidence identifies four principal
operational and structural challenges facing
Nigerian  filmmakers 1n the digital

distribution environment.

Digital piracy has persisted and adapted to
the digital context. Jedlowski (2022)
observes that piracy has followed Nollywood

into the digital space, taking new forms
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including illegal downloads, unauthorised
streaming sites and file sharing through
messaging platforms such as Telegram.
These practices generate revenue losses that
undermine the economic sustainability of
film production. The movement away from
physical media has therefore not eliminated
piracy; rather, it has restructured piracy

around digital infrastructure.

Monetisation remains a significant structural
problem. Ebelebe (2017a) find that the
financial returns available to filmmakers
early through digital platforms frequently do
not correspond to the scale of production
costs or audience reach, noting that
YouTube's advertising-based model
generates income that is often modest relative
to initial production investment. This
systemic limitation is further compounded in
the premium streaming sector; as Omoera
and Ojieson (2022) observe, major OTT
platforms generally acquire Nigerian content
through rigid licensing arrangements rather
than direct ownership or equitable co-
production frameworks. Consequently, both
eras of digital transition highlight what
Ebelebe (2017b) identifies as the absence of
sustainable digital revenue  structures,
remaining a defining challenge of the
distribution

contemporary  Nollywood

environment.
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Algorithmic gatekeeping introduces a new
and largely opaque form of visibility control.
Cunningham and Craig (2019) explains how
platform-based distribution has shifted
gatekeeping functions from traditional
industry actors such as distributors and
exhibitors toward digital systems that
influence content visibility. For independent
Nigerian filmmakers, algorithmic systems
that prioritise engagement metrics, watch
time and subscriber activity may
disadvantage content that lacks an
established

audience, regardless  of

production quality.

Platform  dependency represents a
significant long-term structural vulnerability.
Ebelebe (2017) and Omoera and Ojieson
(2022) both identify the industry's growing
reliance on foreign-owned platforms whose
policies, monetisation structures and content
priorities can change without direct control
from Nigerian filmmakers. The 2021
suspension of Twitter in Nigeria further
illustrates how decisions affecting digital
platforms can disrupt established patterns of
digital communication and  content

circulation.
Discussion

These four challenges are interconnected and

mutually reinforcing, and both theoretical
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frameworks help explain why they are

difficult to resolve.

From a  Technological  Determinist
perspective, these challenges are not
necessarily incidental to digital distribution;
they are connected to the technological
environment  within ~ which  Nigerian

filmmakers = now  operate.  Platform
algorithms, monetisation models and
ownership structures shape the conditions
under which filmmakers distribute and earn
from their content. Dependence on foreign-
owned platforms is therefore not simply an
individual filmmaker's choice but part of a
broader structural feature of the digital

distribution environment (McLuhan, 1964).

Diffusion of Innovations Theory adds the
observation that these challenges may fall
most heavily on those least equipped to
manage them. Independent filmmakers with
limited resources may be more affected by
algorithmic  disadvantage, monetisation
shortfalls and the inability to diversify across
multiple platforms to reduce dependency
risk. The benefits of digital distribution are
therefore  distributed unevenly, with
established production companies generally

better positioned to navigate the structural

environment (Rogers, 2003).
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5.4 Socioeconomic and Infrastructural

Barriers to Audience Access
Findings

The evidence demonstrates that significant
socioeconomic and infrastructural barriers
shape the ability of Nigerian audiences to
access digitally distributed film content, with
important implications for the overall
viability of digital distribution as a major

model for the Nigerian film industry.

Internet affordability remains a fundamental
barrier. According to ITU (2024) data, the
median price of an entry-level mobile
broadband plan in Nigeria represented 4.2%
of gross national income per capita in 2024,
exceeding the 2% affordability threshold
recommended by the UN Broadband
Commission. This indicates that internet
access remains relatively expensive in
relation to average income for a substantial

proportion of the Nigerian population.

Data costs have also risen substantially in
recent years. The average cost of one
gigabyte of mobile data increased from
approximately ¥287.50 to ¥637.50 between
2023 and mid-2025, following a 50%
telecommunications tariff increase approved
by the NCC in early 2025 (Daily Trust, 2025;
Within Nigeria, 2026). These increases have

direct implications for digital film



Plateau State University Journal of Communication Studies (PLASUJOCS) 2026, Vol. 3(1)

consumption  because streaming and
downloading films require sustained data use
that many Nigerians may find difficult to

afford at current prices.

Connectivity infrastructure remains uneven
and below government targets. NCC data
indicates that broadband penetration stood at
44.43% by the end of 2024, well below the
70% target under Nigeria's National
Broadband Plan (NCC, 2024). Network
quality outside major urban centres remains
inconsistent, while approximately 27.91
million Nigerians live in areas that are
underserved or unserved by

telecommunications services (Daily Trust,

2025).

These patterns are consistent with earlier
observations in the literature. Simon (2021)
identifies economic and infrastructural
limitations as ongoing constraints on digital
film consumption, while Hanmakyugh et al
(2026) similarly points to infrastructure and
connectivity as factors shaping the domestic

reach of digital distribution.
Discussion

The audience-side findings carry important
implications  for how the  digital
transformation of Nigerian film distribution
should be understood. From a Technological

Determinist perspective, digital platforms
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have expanded the potential reach of
Nollywood considerably: films can now be
accessed from anywhere with a suitable
internet connection. However, the medium's
potential reach is only realised where the
necessary infrastructure exists and where
audiences can afford to use it (McLuhan,
1964). Technology creates the possibility of
wider access, but socioeconomic and
infrastructural conditions determine how

much of that possibility is actually realised.

Diffusion of Innovations Theory is
particularly useful here. Rogers (2003)
identifies factors such as relative advantage,
compatibility and accessibility as important
to the adoption of innovations. For Nigerian
audiences in lower-income brackets or areas
with poor connectivity, the perceived
advantages of digital film consumption over
physical media may not be sufficient to
justify the cost of data or the investment in
compatible devices. The digital divide in
Nigeria is therefore not simply a matter of
platform availability; it is shaped by income,
geography and infrastructure in ways that
Diffusion of Innovations Theory helps make

analytically visible.

The combined evidence therefore suggests
that the opportunities created by digital
distribution are unevenly distributed, with

access more readily available to urban,
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higher-income and better-connected
segments of the population. This finding has
direct implications for assessing the
sustainability of digital distribution as a
model for reaching Nigerian domestic

audiences.
5.5 Integrated Discussion

The four sets of findings, taken together,
present a picture of Nigerian film distribution
that is simultaneously transformed and
constrained.  Digital  platforms  have
genuinely restructured how Nollywood films
are distributed, promoted and consumed, a
transformation that Technological
Determinism Theory helps explain as a
structural consequence of the properties of
the digital medium itself. At the same time,
Diffusion of Innovations Theory draws
attention to the unevenness with which this

transformation has been experienced by

different actors within the ecosystem.

The shift from physical to digital distribution
has  created real and meaningful
opportunities. Nigerian films can now reach
international  audiences that physical
distribution could not easily access.
Independent filmmakers can bypass some
traditional gatekeepers and distribute content
directly to viewers. New revenue streams,

including advertising income, platform
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licensing and brand partnerships, have
expanded the financial possibilities available
to Nigerian content creators. These gains are

genuine and should not be minimised.

However, the transformation has also
produced new structural problems that
mirror, and in some respects deepen, the
challenges of the physical distribution era.
Digital piracy has replaced or supplemented
physical piracy without becoming easier to
control. Monetisation difficulties have
persisted in new forms. A new kind of
gatekeeping, algorithmic rather than purely
institutional, now influences which Nigerian
films gain visibility. The industry's growing
dependency on foreign-owned platforms
whose policies it cannot directly influence
also represents a structural vulnerability that
the physical distribution era did not create in

the same form.

The audience-side evidence adds a further
dimension that is sometimes absent from
filmmaker-centred accounts of digital
distribution. The opportunities created by
digital platforms are not equally accessible to
all Nigerian audiences. Data costs,
infrastructure gaps and income constraints
mean that a significant portion of the
population may not be able to reliably access
streaming content. Digital distribution

therefore risks creating a model that works
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more effectively for urban, higher-income
audiences while leaving significant domestic
market segments dependent on informal or

alternative distribution channels.

What emerges from the integrated synthesis
is therefore not a straightforward narrative of
progress or failure, but a picture of uneven
transformation, one in which technological
change has genuinely restructured Nigerian
film distribution while simultaneously
producing new forms of inequality,
dependency and constraint. Addressing these
challenges requires sustained attention from
associations,

filmmakers, industry

policymakers and platform companies.
6.0 CONCLUSION

This study set out to examine digital film
distribution in Nigeria through four
interconnected research objectives: the shift
from traditional to digital distribution, the
strategic roles of different digital platforms,
the operational and structural challenges
facing Nigerian filmmakers, and the
socioeconomic and infrastructural barriers
affecting audience access. Drawing on
Technological Determinism Theory and
Diffusion of Innovations Theory as
complementary analytical frameworks, and
synthesizing existing scholarly and industry

evidence, the study provides an integrated
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understanding of Nigeria's contemporary

film distribution ecosystem.

The evidence confirms that Nigerian film
distribution has undergone a substantial
structural transformation. The informal
physical distribution networks that defined
Nollywood's distribution model for much of
its history have been significantly displaced
by digital and platform-based systems. This
transition has created

important

opportunities, including expanded
international reach, reduced reliance on
traditional gatekeepers and new possibilities
for generating revenue that were less
accessible through physical distribution

channels.

At the same time, the evidence demonstrates
that this transformation remains incomplete
and uneven. The four platform categories
examined, promotional social media,
YouTube as a dual promotional and delivery
channel, Telegram as an informal and legally
complex channel, and commercially
structured OTT services, perform distinct
functions within the ecosystem and are not
equally accessible to all Nigerian
filmmakers. Digital piracy, inadequate
monetisation, algorithmic gatekeeping and
platform dependency have not disappeared
with the transition to digital distribution;

rather, they have emerged in new forms.
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Audience-side evidence further shows that
affordability, connectivity and infrastructure
continue to constrain the domestic reach of

digital distribution.

Taken together, these findings suggest that
the digital transformation of Nigerian film
distribution should be understood not as a
completed transition but as an ongoing and
uneven process. Technological Determinism
Theory helps explain the structural logic of
this transformation, particularly how digital
platforms have reorganised distribution
relationships, introduced new forms of
gatekeeping and created new forms of
platform  dependency.  Diffusion  of
Innovations Theory, in turn, helps explain
why the transformation has not been
experienced uniformly, as adoption continues
to be shaped by economic resources,
technical capacity and access conditions that

differ among Nigerian filmmakers and

audiences.

The study's principal contribution is to bring
these dimensions together within a single
integrated synthesis that treats the Nigerian
digital film distribution ecosystem as a
connected whole rather than a collection of
isolated developments. By distinguishing
between platform categories, examining both
audience-side

filmmaker-side and

constraints, and connecting these issues to a
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coherent theoretical framework, the study

provides an analytical account of
contemporary Nollywood distribution that
brings together dimensions often treated

separately in the existing literature.

The limitations of the study should also be
acknowledged. As a secondary synthesis, the
study is necessarily dependent on the quality,
scope and currency of the existing literature
and industry evidence. Primary evidence
from filmmakers, distributors, platform
companies and audiences could provide a
richer and more detailed account of the
dynamics identified in this study. Future
research using primary data collection
methods, including interviews with Nigerian
filmmakers and audience surveys, could
therefore complement and deepen the

findings of this synthesis.
7.0 RECOMMENDATIONS

The following recommendations are
organised according to the actors best
positioned to address the challenges
identified in the study. Rather than assigning
responsibilities that individual filmmakers
cannot realistically undertake alone, the
between

recommendations  distinguish

actions  requiring  government  and
institutional intervention and those that can

be pursued at industry and individual levels.
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Government and Regulatory Bodies

The Nigerian government and the Nigerian
Communications Commission (NCC) should
continue to prioritise affordable and reliable
internet access as a policy issue relevant to
the sustainability of the Nigerian film
industry. Continued efforts towards the
National Broadband Plan target of 70%
penetration, alongside measures to make data
costs more affordable relative to average
income, would improve the conditions for
domestic consumption of digitally distributed
Nigerian films. Particular attention should be
given to underserved and unserved areas
where connectivity limitations continue to

restrict access to digital content.

Government agencies and relevant regulatory
bodies should also strengthen legal and
regulatory mechanisms for addressing digital
piracy. This should include greater
cooperation with digital platform companies
to improve the identification and removal of
unauthorised  Nigerian  film  content,
alongside public awareness initiatives that
communicate the economic consequences of
piracy for filmmakers and the wider creative

economy.
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Industry  Bodies and  Filmmaker

Associations

Nigerian film industry associations should
develop collective advocacy mechanisms for
engaging major digital platforms on issues
such as revenue arrangements, content
visibility and rights protection. Individual
filmmakers may have limited bargaining
power when negotiating with large
international platforms, whereas recognised
industry associations can provide a stronger
collective voice in advocating for conditions
that reflect the interests of Nigerian content

producers.

Industry bodies should also provide practical
training and shared resources to help
independent filmmakers navigate the digital
distribution environment. Such programmes
could cover platform management, audience
development, digital rights protection,
content promotion and the use of platform
analytics. Strengthening these capabilities
would help reduce the knowledge and
resource gap between established production

companies and independent filmmakers.
Filmmakers and Producers

Nigerian filmmakers and producers should
adopt diversified, multi-platform distribution
strategies rather than relying excessively on a

single platform. Combining social media
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promotion, YouTube distribution, OTT
licensing and other appropriate distribution
channels can reduce dependence on any one
platform and provide greater flexibility when
platform policies, algorithms or commercial

arrangements change.

Filmmakers should also distinguish between
the different functions of digital platforms
when developing distribution strategies.
Instagram, TikTok and Facebook can be used
primarily for promotion and audience
engagement, YouTube can serve both
promotional and direct content-delivery
functions, while OTT platforms can provide
opportunities for commercially structured
licensing and wider market access. A clearer
understanding of these differences can
support more realistic and effective

distribution planning.
Local Digital Ecosystem

Greater institutional and policy support
should be extended to Nigerian and African
streaming platforms and other homegrown
digital distribution services. Strengthening
locally based platforms could reduce the
industry's structural dependence on foreign-
owned services while providing Nigerian
filmmakers with additional distribution
options that are more responsive to local

market conditions. Such support should focus

265 |Page

on building sustainable platforms, improving
their capacity to attract audiences and
strengthening their ability to provide
commercially viable opportunities for local

content producers.
Educational Institutions

Film schools, media institutions and
universities offering film and media
programmes in Nigeria should incorporate
digital  distribution  strategy, platform
management and digital rights literacy into
relevant curricula. Equipping emerging
Nigerian  filmmakers  with  practical
knowledge of contemporary distribution
systems would improve their ability to
navigate digital platforms, protect their
content and make informed distribution
decisions. This represents a long-term
investment in the capacity and sustainability

of the Nigerian film industry.
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