WPREORC
Preorcjah Vol. 11, 2026
https://ezenwaohaetorc.org
Nollywood and wealth creation through monetization of
streaming narratives on YouTube and Facebook

Somtoo O. Arinze-Umobi & Uchechukwu C. Ajiwe
Department of Theatre and Film Studies,
Nnamdi Azikiwe University, Awka
Anambra, Nigeria

Abstract

As Nollywood becomes global, filmmakers have greater opportunities
to generate revenue through platforms that reach vast audiences. This
paper examines how Nollywood appropriates such opportunities to
create wealth. Particularly, it accounts for how Nollywood monetizes
her films through ad revenue, fan subscriptions, and branded content,
converting audience views and watch time into financial gains. Two
theories have been applied to the study: Digital Economy Theory
(DET) and Media Convergence Theory (MCT). DET applies to
highlight the shift from traditional distribution methods to digital
platforms, thereby transforming the economic landscape of
Nollywood. On the other hand, MCT explains how Nollywood content
creators adapt to a converged media environment, utilizing multiple
platforms to maximize engagement and profitability. Despite the
challenges of algorithm dependency, content oversaturation, and
piracy, this study underscores the significant potential of wealth
creation in Nollywood through the strategic use of YouTube and
Facebook. Insight into the industry’s digital evolution and global
competitiveness has been made.

Introduction
The growth of digital platforms such as Facebook, YouTube, and
Amazon Prime has changed the way media and entertainment are
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consumed, distributed, and monetized. These platforms have enabled
filmmakers, especially in growing industries like Nollywood, to reach
a global audience and earn income. Thus, the monetization process on
these platforms has created a pathway for filmmakers to generate
revenue and sustain their creative efforts. At the same time, however,
these opportunities come with challenges, including complex policies,
competition, and difficulties in navigating the evolving digital
landscape. Goppolgng Ditlhokwa affirms the above statement while
giving an account of Botswana's experience. He thus states that:

Botswana’s film industry has experienced
significant growth over the past decade, with the
emergence of talented filmmakers and the rising
demand for home-grown content. The industry
has played a crucial role in shaping Botswana's
national identity and culture, and in promoting the
country's tourism sector. The spreading
recognition of digital platforms such as YouTube,
can be a convenient and cost-effective means for
filmmakers to distribute and monetize their
content. In 2022, of the most popular online
platforms for sharing and viewing video content.
Monetizing short videos and films, the platform's
algorithmic bias presents countries like Botswana.
This bias can limit the discoverability and reach
of content, as well as its monetization potential (p.
2).

This statement highlights the growth and potential of Botswana's film
industry, especially with the rise of the role of YouTube in providing
a convenient and cost-effective way for filmmakers to distribute and
monetize content. However, algorithmic bias on such platforms can
limit content creators' visibility and monetization opportunities,
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particularly in developing countries like Botswana. Like Botswana,
Nollywood has also seen tremendous growth, not only within Nigeria
but globally, thanks to digital platforms like YouTube and Netflix.
Nollywood's filmmakers have tapped into these platforms to reach
larger audiences beyond traditional local markets. However, just as
the statement highlights challenges for Botswana's filmmakers,
Nollywood creators face similar issues with algorithmic bias and its
effects on content visibility and monetization.

This paper critically examines how monetization works on
Facebook, YouTube, and Amazon Prime, thereby focusing on the
difficulties filmmakers face in earning revenue from their content. It
also shows how platforms such as Facebook and YouTube seem to
have helped or limited opportunities for young filmmakers. The study
is anchored in the Digital Economy Theory, which posits that digital
platforms drive economic growth and create new opportunities by
transforming traditional economic models. Through this theoretical
lens, the paper aims to reach a verifiable conclusion about how these
digital platforms have reshaped the film industry, particularly for
emerging filmmakers.

Digital economy theory and its relevance to film monetization

The Digital Economy Theory shows the shift from traditional
industries to digital platforms where value comes from data and online
services. On these platforms, Nollywood filmmakers are linked to the
global village, where their visual ideas and social and cultural
products are exchanged as entertainment services. Advertising
products uses the same medium to advertise their products, and the
filmmakers earn from this advertising interference during their watch
time. Therefore, the theory explains how these platforms act as
intermediaries between creators (in this case, filmmakers) and
consumers, presenting both challenges and monetization
opportunities. Digital platforms like Facebook, YouTube, and
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Amazon Prime have become central to the digital economy by
creating ecosystems that enable content creators to reach global
audiences. These platforms enable creators to generate revenue in
various ways, including ad revenue, subscriptions, sponsored content,
and direct payments from users. However, the economic benefits of
these platforms are not evenly distributed. While some creators thrive,
others struggle to break through the competition or meet the platforms'
stringent monetization criteria. Little wonder, Okeke, Adaobi O.,
Duru H.C., Chukwuemeka Gloria N., & Okpala Elozona C, assert
that:

technological innovations tend to inspire some
progressive changes in film practices globally,
within the budding Nigerian film industry, the
utilization of latest digital technologies have
influenced almost all facets of the moviemaking
practice ranging from aesthetics of both form and
content creation for film makers. Again,
Emerging innovative filmic operations are greatly
enhancing the terrain of the aesthetics of both
form and content concepts for filmmakers. In the
sphere of content disbursement, internet-based
platforms are not only undermining the traditional
systems, they are facilitating new connections
between content producers and consumers,
encourage global interconnectivity and advance
networked communities, as well as promote an
effective growth in niche markets which are
creating unique opportunities for content creators.

The above assertion explains that new technological tools and
platforms are changing how films are made, distributed, and
monetized in Nollywood, bringing its practices closer to the global
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film standards, particularly in the digital age. Digital Economy Theory
emphasizes how economic activities are increasingly shaped by
digital technologies, networked platforms, and data-driven systems
that enable new forms of production, distribution, and revenue
generation. This shows that the utilization and manipulation of high-
definition digital cameras, upgraded editing software, and online
distribution platforms have significantly improved the film
production output and income generation in Nigeria, most especially.
In the Nigerian context, the adoption of digital technologies has
reshaped the aesthetics of both form and content creation. Earlier
Nollywood productions were often constrained by limited
technological resources, resulting in modest visual quality and
simplified narrative structures. However, with the proliferation of
affordable digital filmmaking equipment and post-production
software, filmmakers now experiment with sophisticated visual
techniques, improved cinematography, and complex narrative
storytelling. These innovations enhance filmmakers' creative
expression while increasing the commercial value of film content.
From the perspective of Digital Economy Theory, this transformation
reflects a shift from resource-limited analogue production systems to
a digitally empowered creative economy in which technology lowers
entry barriers and expands production capacity.

Beyond production aesthetics, technological innovation has
profoundly altered the distribution and monetization mechanisms of
films. Traditionally, Nollywood relied on physical distribution
formats such as VHS tapes and DVDs, which were highly vulnerable
to piracy and limited in global reach. The emergence of internet-based
platforms such as YouTube and Facebook has disrupted these
traditional systems by providing filmmakers with direct access to
global audiences. Digital Economy Theory explains this shift as a
transition from centralized distribution networks to decentralized
digital marketplaces where content creators interact directly with
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consumers. In this environment, films are no longer confined to
regional markets but can circulate across international digital
networks, enabling Nollywood producers to tap into diasporic
audiences and global viewers interested in African narratives.
Furthermore, internet-based distribution fosters networked
communities and audience engagement, which are central
components of the digital economy. Platforms enable viewers to
interact with filmmakers through comments, shares, and live
engagements, creating participatory media environments that
strengthen audience loyalty and expand the visibility of film content.
This participatory culture enhances monetization opportunities
through mechanisms such as advertising revenue, branded
partnerships, fan subscriptions, and crowdfunding initiatives. As
Digital Economy Theory suggests, value in the digital marketplace is
increasingly generated not only through the sale of products but also
through audience attention, data analytics, and platform engagement
metrics.

Another significant implication of digital technologies is the
growth of niche markets and specialized content ecosystems. Unlike
traditional cinema distribution, which prioritizes mass-market appeal,
digital platforms allow filmmakers to target specific audience
segments based on cultural interests, language, genre, or thematic
relevance. Nollywood filmmakers can therefore produce culturally
specific narratives that resonate with targeted communities while still
reaching global audiences through algorithm-driven recommendation
systems. This capacity to cultivate niche audiences represents a
critical dimension of digital wealth creation, as it enables sustained
revenue streams from dedicated viewer communities rather than
relying solely on large-scale theatrical releases.

However, while digital technologies offer transformative
opportunities, they also introduce new challenges that complicate the
optimistic narrative of digital economic empowerment. Platform
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algorithms determine content visibility and monetization potential,
creating dependencies on platform policies that may change
unpredictably. Additionally, the proliferation of online content has led
to oversaturation, making it increasingly difficult for filmmakers to
attract and retain audience attention. Issues of digital piracy and
uneven internet infrastructure further limit the full economic potential
of online film distribution in developing contexts. These challenges
suggest that, while Digital Economy Theory highlights the
democratizing potential of digital platforms, the digital marketplace
remains structured by technological inequalities and corporate
platform governance.

Thus, the claim that technological innovations have transformed
film practices is strongly supported by the principles of Digital
Economy Theory. In Nollywood, digital technologies have reshaped
film aesthetics, expanded distribution networks, fostered global
audience connectivity, and created new monetization opportunities
through online platforms. Nevertheless, the digital economy also
introduces structural challenges, including algorithmic control,
market saturation, and digital piracy. Understanding these dynamics
is crucial for scholars and practitioners seeking to maximize
Nollywood’s economic potential within the evolving global digital
media ecosystem.

Conceptual review

Nollywood and digital transformation

The Nigerian film industry, widely known as Nollywood, has
undergone a significant transformation as a result of digital
technologies. Scholars have increasingly examined how technological
innovation reshapes film production, distribution, and the creation of
economic value in contemporary media industries. According to
Nigerian scholar Ugo Ben Ebelebe, “the adoption of digital
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technology has triggered structural changes across the Nigerian film
sector, influencing not only production techniques but also exhibition
and distribution systems” (114) These changes have facilitated the
shift from analogue and home-video distribution toward digital
platforms and online streaming environments.

Historically, Nollywood emerged in the early 1990s through the
home-video revolution, with films distributed primarily on VHS and
later on DVD in informal markets. While this model enabled rapid
industry growth, it was also plagued by piracy, poor distribution
structures, and limited international circulation. Thentuge Undoka
Chisimdi argues that the traditional marketing and distribution system
of Nollywood was dominated by informal marketers who controlled
access to distribution networks, often limiting creative and financial
autonomy for filmmakers. This structural limitation contributed to the
industry's search for alternative distribution strategies, which became
possible through digital technologies and internet-based platforms.
Digital transformation has therefore reconfigured Nollywood’s
economic and creative landscape. Foluke Ogunleye, notes that digital
filmmaking tools and online platforms have lowered production
barriers and democratized content creation, enabling filmmakers to
experiment with diverse narrative forms and visual styles. Similarly,
foreign scholar Bala Musa highlights that Nollywood’s global
visibility has been enhanced through digital communication networks
and transnational media flows, which allow African narratives to
circulate beyond regional boundaries (Musa, pp. 127-144.). Through
these digital processes, Nollywood has increasingly integrated into
the global digital media economy, where film content functions both
as cultural expression and economic commodity.

Consequently, digital transformation has repositioned
Nollywood within the broader creative economy. By leveraging
online platforms such as YouTube and Facebook, filmmakers can
distribute content directly to audiences without relying on traditional
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intermediaries. This shift aligns with the logic of the digital economy,
where networked technologies facilitate direct producer—consumer
interactions and open new avenues for monetization.

The growth of Nollywood has been widely acknowledged in
global film scholarship. The industry is frequently described as one of
the largest film industries in the world in terms of production output.
Scholars note that Nollywood’s expansion has been driven by its
ability to produce films rapidly and at relatively low cost while
maintaining strong cultural resonance with African audiences. The
industry has also become a major contributor to Nigeria’s economy,
generating employment and supporting multiple sectors linked to
media production. Scholars argue that Nollywood’s significance lies
not only in its economic impact but also in its cultural influence.
Jonathan Haynes, for instance, describes Nollywood as a “popular
cultural phenomenon” that reflects everyday African experiences and
social realities. Through narratives rooted in local traditions, religion,
family life, and socio-political issues, Nollywood films provide a
distinctive alternative to Western cinematic narratives.

Furthermore, the global recognition of Nollywood has been
facilitated by diaspora audiences and transnational media distribution
networks. Jade Miller argues that Nollywood operates within
alternative global media networks where local cultural narratives
circulate internationally without completely losing their indigenous
identity and cultural authenticity. This glocal dynamic has
strengthened Nollywood’s international presence, particularly
through streaming platforms and digital distribution channels. Digital
platforms have also enabled Nollywood films to reach audiences in
Europe, North America, and other parts of Africa. The availability of
Nigerian films online has expanded their accessibility beyond
physical markets and cinemas, thereby increasing their global
consumption. As digital platforms continue to grow, Nollywood’s
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international influence is expected to expand further, reinforcing its
position as a major player in the global creative economy.

Digital technology has fundamentally transformed both the
storytelling techniques and distribution strategies of Nollywood films.
Traditionally, Nollywood narratives were characterized by linear
storytelling structures and limited production resources. However,
digital filmmaking tools and editing technologies have enabled
filmmakers to experiment with complex narrative structures, improve
cinematography, and advance visual effects. Ogunleye argues that
digital technologies have democratized filmmaking by lowering entry
barriers and enabling more experimental storytelling methods
(Ogunleye, 2015, 48) . These technologies have also encouraged the
integration of multimedia elements, animation, and digital effects,
thereby expanding the aesthetic possibilities of Nigerian films.
Similarly, Okome (2022) argues that the expansion of digital
distribution channels and streaming platforms has transformed
audience engagement with films, encouraging producers to
experiment with faster-paced narratives and innovative storytelling
formats designed for digitally connected viewers (p. 113).

Beyond aesthetics, digital technology has significantly reshaped
film distribution systems. The rise of internet-based streaming
platforms has disrupted traditional Nollywood distribution channels
such as DVD markets and informal video stores. Online platforms
now allow filmmakers to distribute films directly to global audiences
while bypassing conventional intermediaries. This transformation is
particularly evident in the growing reliance on streaming platforms.
Scholars note that digital distribution platforms provide filmmakers
with unprecedented access to international audiences, enabling them
to monetize film content through advertising revenue, subscriptions,
and branded collaborations. In this sense, digital technology not only
enhances the creative process but also expands the economic potential
of film production.
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However, the digital transformation of Nollywood is not without
challenges. Issues such as piracy, algorithm dependency, and content
oversaturation continue to affect the profitability of online film
distribution. Nevertheless, digital technologies have undeniably
expanded the possibilities for storytelling innovation and global
distribution, positioning Nollywood as a dynamic participant in the
evolving digital media economy.

Streaming narratives

The concept of streaming narratives has emerged from the evolution
of digital media environments in which audiovisual content is
delivered directly to audiences through internet-based platforms
rather than traditional broadcast systems. Streaming services are
generally defined as platforms that provide video or audio content via
the internet without relying on conventional cable or satellite
distribution structures. Over-the-top media service platforms
exemplify this system by distributing media content directly to
viewers online, bypassing traditional gatekeepers and enabling
flexible access to films, series, and user-generated videos.

From a narrative perspective, scholars view streaming narratives
as storytelling structures designed specifically for digital viewing
environments. Xingyue An and Yaoxuan Li argue that streaming
platforms have significantly transformed cinematic storytelling by
providing “convenient and personalized media consumption,”
enabling creators to experiment with new narrative formats and
diverse content styles (An and Li 2). Their observation highlights the
idea that storytelling in the streaming era is shaped by the
technological affordances of online platforms, including algorithmic
recommendation systems, global distribution networks, and
interactive audience engagement. In elaborating on this perspective,
streaming narratives can be understood as digital storytelling forms
optimized for on-demand consumption, audience interaction, and
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multi-platform circulation. Foreign media scholar Henry Jenkins also
provides a useful conceptual framework through the theory of
transmedia storytelling, which describes how narratives can unfold
across multiple media platforms, each contributing distinct elements
to a broader narrative world (Jenkins 3). Jenkins’ argument suggests
that streaming narratives are not limited to a single medium but often
exist within interconnected digital ecosystems that integrate social
media platforms, streaming services, and user-generated content. In
the context of Nollywood, this implies that narratives distributed on
platforms such as YouTube or Facebook may extend beyond the film
itself through promotional clips, behind-the-scenes videos, audience
comments, and social media interactions.

Nigerian scholars have similarly emphasized the relationship
between digital platforms and narrative transformation. Haynes
argues that Nollywood storytelling historically relied on accessible
home-video narratives that resonated strongly with local audiences,
but digital distribution has expanded the possibilities of narrative
reach and audience engagement (Haynes 21). Building on Haynes’
observation, streaming narratives in Nollywood represent an
evolution of the traditional home-video storytelling model into a
digitally mediated format that allows filmmakers to reach global
audiences while maintaining culturally grounded storytelling
traditions. Furthermore, some scholars emphasize the participatory
nature of narratives in online environments. The concept of a
networked narrative highlights how stories may emerge through
interactions among multiple contributors and platforms rather than
through a single centralized author (Deseriis 57). In streaming
environments such as YouTube and Facebook, audiences contribute
to the narrative ecosystem through comments, fan discussions, and
content sharing, thereby shaping the reception and interpretation of
film narratives.
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Critically examined, these scholarly perspectives suggest that
streaming narratives are not simply digital versions of traditional film
stories. Instead, they represent a new storytelling paradigm
characterized by platform interactivity, audience participation, and
global accessibility. While this transformation enhances creative
possibilities and monetization opportunities for filmmakers, it also
introduces challenges related to algorithmic visibility, audience
fragmentation, and platform dependency.

One of the defining characteristics of streaming narratives on
platforms such as YouTube and Facebook is the prevalence of
serialized storytelling. Serialized narratives involve the presentation
of stories across multiple episodes released over time rather than
through a single continuous narrative. Scholars argue that this format
aligns with the viewing patterns of digital audiences who consume
media in shorter, episodic segments. Li and Gao observe that
streaming platforms have encouraged new narrative strategies in
television and online series, particularly through flexible broadcasting
schedules and episodic storytelling structures designed to maintain
audience engagement (Li and Gao 4). Their argument highlights how
serialized storytelling functions as a mechanism for sustaining viewer
attention in highly competitive digital environments. By releasing
episodes periodically, content creators generate anticipation,
discussion, and sustained audience interaction.

In addition, digital platforms have facilitated the emergence of
short-form serialized narratives such as micro-dramas. These
productions typically consist of short episodes lasting only a few
minutes but arranged within a continuous storyline that unfolds
gradually. Micro-dramas are often structured with frequent
cliffhangers to encourage viewers to watch subsequent episodes and
maintain engagement across digital platforms. This format is
particularly well-suited to social media platforms, where audiences
often consume content on mobile devices. Nigerian scholars have
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noted that serialised storytelling closely aligns with the historical
narrative structure of Nollywood films. Foluke Ogunleye observes
that Nollywood productions have long relied on episodic narratives
that extend across multiple video parts, a practice rooted in the early
home-video era (Ogunleye 63). With the emergence of streaming
platforms, this episodic storytelling tradition has been reconfigured
into digital serial formats distributed through YouTube channels and
Facebook pages. From a critical perspective, serialized streaming
narratives offer several advantages for filmmakers seeking to
monetize content online. First, episodic releases increase viewer
retention and encourage repeated engagement with a creator’s
channel, thereby generating additional advertising revenue and
platform visibility. Second, serialized storytelling allows filmmakers
to build loyal audience communities around ongoing narratives,
thereby strengthening fan engagement and platform subscriptions.
However, scholars caution that serialized storytelling may also lead to
content oversaturation, as numerous creators compete for viewer
attention within the same digital ecosystem.

In summary, serialized storytelling represents a central feature of
streaming narratives on YouTube and Facebook. It reflects both the
technological structure of digital platforms and the evolving
consumption habits of online audiences. For Nollywood filmmakers,
the adoption of serialized narrative formats provides a strategic
mechanism for sustaining audience engagement, expanding global
reach, and enhancing monetization opportunities within the digital
creative economy.

Wealth creation in the digital creative economy

The concept of wealth creation within the digital creative economy is
now a major focus in modern media and film studies. The digital
creative economy refers to the study of how creativity, technology,
and digital distribution platforms are combined to generate income,
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especially in industries such as movies, music, and digital content
creation. In this context, creative industries such as film, music, and
digital media generate economic value through the production,
distribution, and monetization of intellectual property. In Nigeria, the
film industry, commonly referred to as Nollywood, has increasingly
participated in this digital economy through online streaming
platforms, which provide filmmakers with new avenues for revenue
generation and global audience engagement.

Nigerian scholar Foluke Ogunleye argues that Nollywood
represents one of the most significant creative industries in Africa,
contributing both culturally and economically to Nigeria’s
development. Ogunleye notes that the industry has created “numerous
employment opportunities and economic activities around film
production, marketing, and distribution” (Ogunleye 65). Her
argument highlights Nollywood's role as a driver of wealth creation
through the commercialization of cultural products. From this
research perspective, this observation suggests that the Nigerian film
industry operates not only as a cultural institution but also as an
economic enterprise capable of generating financial value through
digital distribution channels. Similarly, Hyginus Ekwuazi emphasizes
the importance of the creative industries to national economic
development. According to Ekwuazi, “the Nigerian film industry has
evolved from a purely cultural activity into a commercially viable
sector capable of contributing significantly to the country’s
economy”. (Ekwuazi 42). His position underscores the economic
potential of Nollywood when supported by appropriate technological
and distribution infrastructures. In the context of digital platforms
such as YouTube and Facebook, Ekwuazi’s perspective reinforces the
idea that digital technologies expand the economic possibilities of
film production by connecting filmmakers to wider audiences.

Furthermore, Nigerian media scholar Ralph Akinfeleye contends
that technological innovations have transformed media industries by
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enabling creators to convert intellectual creativity into measurable
economic value. Akinfeleye asserts that digital media technologies
facilitate new forms of entrepreneurship and income generation
within the creative sector (Akinfeleye 91). His argument aligns
closely with the concept of wealth creation in the digital creative
economy, where digital platforms enable filmmakers to monetize
content through multiple revenue streams including advertising,
subscriptions, and branded partnerships. In elaborating on these
scholarly perspectives, it becomes clear that wealth creation in the
digital creative economy largely depends on content creators' ability
to leverage digital technologies and online platforms effectively.
Nollywood filmmakers who distribute their films through digital
streaming platforms gain access to global audiences, thereby
increasing the commercial potential of their creative products.
However, this digital transformation also introduces new challenges,
including algorithmic dependence, competition for audience
attention, and digital piracy, which may limit the economic benefits
of online distribution.

Thus, Digital content constitutes one of the most valuable assets
within the contemporary creative economy. Unlike physical media
products such as DVDs or videotapes, digital content can be
distributed repeatedly across multiple platforms without significant
reproduction costs. This characteristic significantly enhances the
economic potential of digital creative products such as films and
serialized video narratives. According to Haynes, Nollywood films
possess both cultural and economic value because they reflect
everyday African experiences while simultaneously functioning as
commercial commodities (Haynes 23). Haynes’ observation
underscores the dual role of Nollywood films as both cultural artefacts
and economic products. Within the digital environment, this duality
becomes even more pronounced because film content can reach
audiences across different geographical regions and cultural contexts.
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Similarly, Nigerian film scholar Chike Maduekwe observes that
the transition from physical film distribution to digital platforms has
increased the economic lifespan of film content. Maduekwe argues
that “digital distribution allows films to remain accessible online long
after their initial release, thereby generating continuous revenue
streams for producers”. (Maduekwe 118). His perspective highlights
one of the key advantages of digital content: its ability to generate
recurring income through repeated viewership. From a broader
perspective, the economic value of digital content lies in its scalability
and accessibility. When films are uploaded to streaming platforms,
they enter a global digital marketplace where viewers can access them
from virtually any location. This accessibility expands the potential
audience base for Nollywood productions and increases the
opportunities for monetization. Consequently, the economic value of
digital content is determined not only by its production quality but
also by its visibility and audience engagement within digital
platforms.,

Nevertheless, the economic value of digital content is also
influenced by several challenges. Issues such as unauthorized
reproduction, online piracy, and content oversaturation can reduce the
profitability of digital film distribution. Despite these challenges, the
growing global demand for digital entertainment suggests that digital
content will remain a central component of wealth creation in the
creative economy. The monetization of digital film content represents
a key mechanism through which wealth is generated in the digital
creative economy. Monetization refers to the strategies used by
content creators to convert audience engagement into revenue. In the
context of online film distribution, monetization models have evolved
significantly with the emergence of digital streaming platforms.

Nigerian communication scholar Umar Pate argues that digital
platforms have transformed media economics by enabling content
creators to monetize their productions through diverse revenue
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streams rather than relying solely on traditional advertising or
physical sales (Pate 54). According to Pate, digital platforms create
opportunities for filmmakers to earn income through advertising
partnerships, subscription services, and audience donations. His
argument illustrates how the digital environment expands the
economic possibilities for creative industries such as Nollywood.
Another Nigerian scholar, Rotimi Williams Olatunji, emphasizes the
role of audience engagement in the monetization process. Olatunji
notes that digital media platforms enable content creators to cultivate
loyal audience communities that contribute to the financial
sustainability of media productions (Olatunji 102). This observation
suggests that successful monetization in online film distribution
depends not only on content production but also on effective audience
engagement strategies.

Within the context of Nollywood streaming narratives on
platforms such as YouTube and Facebook, several monetization
models are commonly utilized. One of the most prominent models is
advertising revenue, in which filmmakers earn income from ads
displayed before or during their video content. Another model
involves fan subscriptions or channel memberships, which allow
viewers to support content creators financially in exchange for
exclusive content or early access to films. Additionally, filmmakers
may generate revenue through branded-content collaborations,
product placements, and sponsorship agreements integrated within
their film narratives. While these monetization models present
significant opportunities for wealth creation, scholars caution that
reliance on digital platforms also introduces certain risks. Platform
algorithms determine content visibility, so changes in algorithmic
policies may affect revenue. Furthermore, the increasing number of
filmmakers publishing content online creates intense competition for
audience attention. Despite these challenges, online monetization
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models continue to offer Nollywood filmmakers viable strategies for
converting digital viewership into financial gain.

Nollywood monetization strategies on digital platforms

The expansion of digital media technologies has introduced new
economic opportunities for Nollywood filmmakers through
monetization on online platforms. Platforms such as YouTube and
Facebook have created new revenue models that enable filmmakers
to monetize viewership. These strategies include advertising revenue,
fan subscriptions, branded partnerships, and content licensing. Within
the digital creative economy, these monetization strategies enable
Nollywood content creators to actively participate in global digital
markets while maintaining culturally relevant storytelling practices.
Advertising revenue is widely regarded as one of the most common
monetization strategies for digital video content. Through the
YouTube AdSense program, filmmakers can generate income from
advertisements displayed before, during, or after their videos. A
Nigerian media scholar highlights the importance of digital
advertising in contemporary media economics: Olatunji, Rotimi
Williams states that “digital media platforms have expanded the
economic possibilities of media production by enabling creators to
earn revenue through online advertising systems that convert audience
attention into financial wvalue” (102). Olatunji’s observation
underscores the relationship between audience engagement and
economic value in digital media environments. In the context of
Nollywood streaming narratives on YouTube, advertising revenue is
a key mechanism for filmmakers to monetize their films. When
Nollywood films accumulate large numbers of views, advertisements
embedded in the video generate revenue for the content creator.
Consequently, filmmakers increasingly prioritize digital distribution
strategies that maximize viewership and audience engagement.
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However, some experts have warned that relying solely on
advertising income can create economic instability for filmmakers.
Since earnings depend on how the algorithm interprets your content,
visibility, and audience engagement, filmmakers must continually
adjust and improve their content, imagery, and structure to stay
relevant. Another important advertising model for Nollywood
filmmakers is Facebook in-stream advertising. This model allows
creators to earn revenue from advertisements inserted within longer
video content on Facebook pages. Pate observes that “social media
platforms have transformed media economics by introducing
monetization systems where video creators can generate income
directly from audience engagement on their pages” (54). Pate’s
perspective emphasizes the significance of audience participation
within digital monetization systems. In the case of Nollywood
streaming narratives on Facebook, filmmakers can upload full-length
films or episodic content and earn advertising revenue as viewers
watch these videos. This model is particularly advantageous because
Facebook has a vast global user base, enabling Nollywood films to
reach audiences beyond Nigeria.

Nevertheless, the dependence on platform policies remains a
challenge. Changes in Facebook’s monetization requirements or
algorithmic recommendations can significantly affect the revenue
potential of filmmakers.

Fan subscriptions and memberships

Channel memberships are ways content creators earn money and
support from loyal followers or fans; as such, some fans may choose
to support the creator with a set amount of money, often through
subscriptions. In this regard, Akinfeleye, Ralph asserts that “new
media technologies have encouraged the emergence of participatory
audiences who are willing to support creative productions through
digital engagement and financial contributions” (91). Therefore,

154 Copyright @ Ezenwa-Ohaeto Resource Centre, Awka, Nigeria



Arinze-Umobi & Ajiwe Preorcjah Vol. 11, 2026

Akinfeleye’s observation reflects the participatory culture of digital
media environments. On YouTube, channel memberships allow
viewers to pay monthly fees in exchange for exclusive content, early
access to films, or behind-the-scenes materials. For Nollywood
filmmakers, this model creates a stable revenue stream because
income is generated directly by loyal fans rather than solely from
advertising. Likewise, paid subscriptions extend the concept of
channel memberships by allowing audiences to contribute directly to
the sustainability of digital film production. Ogunleye, Foluke notes
that “the growth of digital media platforms has enabled African
filmmakers to cultivate global audiences who participate actively in
sustaining film production through online engagement and financial
support” (67).

This perspective suggests that Nollywood filmmakers can build
strong audience communities that contribute financially to the
production process. In the digital streaming environment, viewers
may support filmmakers through recurring subscriptions, donations,
or exclusive access programs.

Facebook provides monetization opportunities through fan
support mechanisms such as subscriptions and digital gifts. Through
Facebook’s fan subscription model, viewers can subscribe to a
creator’s page for a monthly fee and receive exclusive content. This
system enables Nollywood filmmakers to establish closer
relationships with their audience while generating recurring income.
In this way, social media platforms transform audiences from passive
viewers into active participants in the economic sustainability of film
production.

Branded content and product placement have become
increasingly common in Nollywood films distributed online. Haynes
observes that “Nollywood’s commercial structure often integrates
business interests within film narratives, allowing filmmakers to
finance productions through partnerships with corporate sponsors”
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(118). Haynes’ argument suggests that brand partnerships represent an
important funding strategy for Nollywood filmmakers. When
companies sponsor film productions, their products or services are
integrated into the narrative as part of the storyline. For example,
characters in Nollywood films may use specific consumer products,
vehicles, or telecommunications services that are promoted subtly
within the narrative. In the context of digital streaming platforms,
these partnerships can extend beyond the film itself to include
promotional campaigns on social media channels. Another
monetization tool, sponsored storytelling, involves narrative
structures to incorporate brand messages directly into the storyline.
This approach allows filmmakers to generate revenue while
maintaining narrative continuity. For Nollywood creators distributing
content on YouTube and Facebook, sponsored storytelling can be
particularly effective because brands seek visibility in popular, high-
viewership digital content.

However, scholars caution that excessive commercial integration
may compromise the artistic integrity of film narratives. Therefore,
filmmakers must balance commercial interests with creative
storytelling. Content licensing is another important monetization
strategy in digital film distribution. Ekwuazi, Hyginus argues that “the
sustainability of the Nigerian film industry depends largely on the
ability of filmmakers to distribute their content across multiple
markets and platforms” (42). Ekwuazi’s observation highlights the
importance of international distribution networks. Through licensing
agreements, Nollywood filmmakers can distribute their films on
global streaming platforms such as Netflix, Amazon Prime, and other
digital services. These agreements provide filmmakers with additional
revenue streams while increasing the global visibility of Nollywood
films. In addition, syndication agreements enable content creators to
distribute their films across multiple platforms simultaneously,
thereby maximizing audience reach and revenue potential.
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DET and MCT in the digital streaming success of Funke
Akindele’s A tribe called Judah

The unprecedented commercial success of 4 Tribe Called Judah
offers a practical case study in how digital platforms contribute to
wealth creation in Nollywood. The film, directed by Funke Akindele,
became one of the most commercially successful Nigerian films in
history, illustrating how contemporary film industries increasingly
rely on digital distribution, audience connectivity, and multi-platform
engagement. According to industry reports, the film generated
approximately ¥1.54 billion globally, including revenue from
Nigeria, the United Kingdom, and other African markets.

This success demonstrates how Nollywood filmmakers now
operate within the digital economy, where revenue generation is
closely tied to online visibility, digital distribution, and networked
audiences.

Statistical overview of the revenue performance of A4 tribe called
Judah

Table 1: Box office revenue performance

Market Location Revenue Generated
Nigeria ¥1.4 billion

United Kingdom N132 million

Other African countries ¥9.29 million

Total Revenue N1.54 billion

The film achieved a remarkable commercial milestone by surpassing
N1.4 billion at the Nigerian box office alone, becoming the highest-
grossing Nollywood film during its theatrical run.
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Table 2: Early performance indicators

Indicator Performance
Opening weekend revenue 122 million

First 12 days' revenue N400 million

First 3 weeks revenue Over N854 million
Total Nigerian cinema revenue | Over ¥1.4 billion

The film also generated N780 million within the first month of
release, dominating the Nigerian cinema market during the holiday
season.

Therefore, Digital Economy Theory explains how economic
value is created through digital technologies, online networks, and
platform-based distribution systems. In the context of Nollywood, this
theory suggests that filmmakers can generate wealth through digital
platforms that enable the global circulation of content. From the
foregoing, the success of A Tribe Called Judah demonstrates several
principles of the digital economy:

1. Networked audience engagement

The digital economy relies heavily on network connectivity between
producers and consumers. Through social media promotion and
online marketing strategies, Funke Akindele leveraged her large
digital fan base to create massive anticipation for the film before its
release. Social media platforms functioned as promotional ecosystems
that amplified audience engagement and ticket sales.

2. Platform-driven revenue generation

The film’s economic success reflects how digital platforms influence
revenue generation in modern film industries. Even though A tribe
called Judah premiered in cinemas, its marketing and audience
mobilization were driven primarily by online platforms. Digital
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marketing campaigns across social media significantly expanded their
audience reach.

3. Data-driven audience expansion

Digital platforms allow filmmakers to track audience engagement
through analytics, enabling targeted promotional strategies. By
understanding audience behaviour patterns, filmmakers can tailor
promotional content that increases viewership and revenue potential.
Thus, from the perspective of Digital Economy Theory, 4 Tribe
Called Judah illustrates how digital networks enhance the economic
sustainability of Nollywood films.

Whereas Media Convergence Theory, associated with Henry
Jenkins, explains how media content flows across multiple platforms
while audiences engage with narratives through interconnected media
environments. The success of A tribe called Judah reflects several
aspects of media convergence:

1. Cross-platform promotion

The film was promoted across multiple digital platforms, including
Instagram, TikTok, YouTube, and Facebook. These platforms served
as marketing channels, increasing audience awareness and
participation. Media convergence enabled the film to exist
simultaneously within cinema culture and digital social media culture.

2. Audience participation and viral marketing

Digital audiences actively helped promote the film by sharing clips,
memes, and commentary online. This participatory culture
contributed to the film’s viral popularity.

3. Hybrid distribution models
Media convergence also enables films to reach audiences across
different distribution channels, including theatrical exhibition,
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streaming platforms, and digital video-on-demand services. This
hybrid model expands the revenue potential of Nollywood
productions.

Table 3: Theoretical interpretation of the film’s success

Theoretical Explanation Application to the

framework film

Digital  Economy | Economic value | Online promotion

Theory created through | increased audience
digital networks engagement and

ticket sales

Media Convergence | Content distributed | Film is marketed

Theory across multiple | across social media,
media platforms cinema, and digital
channels

Networked Economy  Audience participation drives economic
value. Fans promoted the film through social media discussions.

Critical implications for Nollywood
The success of 4 tribe called Judah has significant implications for
Nollywood’s economic development:

1. Digital marketing now plays a crucial role in film success.

2. Online audience communities influence box-office
performance.

3. Multi-platform storytelling expands revenue opportunities.

Despite these opportunities, Nollywood filmmakers still face
structural challenges, including digital piracy, limited infrastructure,
and dependence on platform algorithms.
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Conclusion

The commercial success of A tribe called Judah shows how
Nollywood filmmakers now use digital tools more in their production
and distribution of their films. As the analyzed movie and many other
successful films on social and online media have proven, this helps
attract viewers to their products and earn more by growing their reach.
As such, by applying Digital Economy Theory and Media
Convergence Theory, the film exemplifies how online networks,
digital platforms, and audience participation contribute to wealth
creation in the contemporary film industry. By leveraging digital
promotion, cross-platform engagement, and global distribution
networks, filmmakers like Funke Akindele are redefining
Nollywood's economic landscape and positioning the industry within
the global digital media economy.
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