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Introduction

Within the last 20 years, the audiovisual and film landscape worldwide has changed 

dramatically: once dominated by theatrical releases and a limited number of national film 

industries, cinema has evolved and reinvented itself to accommodate more interactive 

viewing experiences. Traditional film production, distribution and consumption are all 

undergoing major transformations with the advent of streaming and regional platforms, 

mobile devices and interactive media that have transformed film distribution, connection and 

interaction with audiences worldwide. 

European cinema holds a distinctive position within this evolving environment. Historically, 

extensive public policy frameworks supported cultural diversity, national identities and 

linguistic plurality against the homogenizing market forces of globalization. Despite 

Hollywood’s competition and international streaming platforms’ challenges, Europe’s policy 

frameworks-which are based on state subsidies, cultural exception principles, and co-

production strategies-have allowed the European audiovisual industry to retain its strength. 

The advent of Extended Reality (XR), which is an emerging umbrella term for all immersive 

technologies encompassing Virtual Reality (VR), Mixed Reality (MR) and Augmented Reality 

(AR) technologies, has marked a major change in contemporary media practices. XR 

technologies are not only revolutionizing the media landscape, but also the way in which 

people experience and create narratives. Regarding the film industry, XR opens countless 

new possibilities for film producers. It introduces a qualitative shift in audience behavior: from 

front-facing, mono-screen viewing to an experience that is more like an interactive and 

spatial one.

This policy brief argues that the hybridization of cinema and XR is a strategic opportunity for 

Europe, which is not yet sufficiently addressed by the existing policy frameworks. Although 

artistic experimentation and institutional recognition for emerging artists have increased, 

most public funding schemes and governance infrastructures continue to prioritize linear, 

screen-based film productions. Grounded in empirical research carried out by the REBOOT 

project, this work highlights the fragmentation, misalignment and imbalance of the European 

approach to cinema/XR hybridization in relation to existing eligibility criteria, cultural tests 

and mainstream funding schemes across diverse European countries. On an international 

level, Canada and South Korea make use of more coherent cultural and technological policy 

frameworks and integrate XR technologies into their national innovation programs. This 

policy brief supports an integrated European policy framework that fosters cinema/XR 



hybridization and frames it as a key cultural priority as well as a catalyst for future economic 

competitiveness.

What Is Cinema/XR Hybridization and why is it important?
Cinema-XR hybridization is a specific form of media convergence where traditional film 

forms and techniques are combined with XR technologies to create an experience that is 

both interactive and multisensory. This blending of classic and immersive media attempts to 

transcend the passive nature of linear single-screen film experiences and expand films into 

spatial realms where cinematic aesthetics integrate with virtual environments, participatory 

engagement between creators and audiences and interactivity. 

Historically, cinema has continually re-invented itself, reflecting technological advancements 

and societal changes. The journey of cinema began in the late 19th century with the 

introduction of narrative storytelling in films. The advent of sound in the 1980s has then 

transformed the entire production landscape which was then influenced by the emergence of 

color in films and their international expansion. Initial attempts of hybridization were then 

observable both through the development of innovative technologies in their prototype forms 

and through experimental practices within cinematic production. However, the materialization 

of early hybridization became more visible in the early 2000s with the development of 

industrial exhibition formats. Furthermore, the widespread adoption of Video on Demand 

(VOD) services since 2007, propelled by the ascendancy of major streaming platforms, has 

significantly contributed to the desertion of classical cinemas by audiences. This shift has 

been compounded by the fact that cinemas frequently find it challenging to offer a viewing 

experience that can adequately compete with the privacy and convenience afforded by 

home-based media consumption. Consequently, the cinematic landscape-and, more 

specifically, the processes of hybridization between cinema and XR technologies-has 

become increasingly fragmented and differentiated across countries. Contemporary 

manifestations of cinema/XR hybridization include 360° and spherical video works, 

immersive VR films, interactive cinematic narratives inspired by video game mechanics, and 

multisensory installations combining image, spatialized sound, vibration, haptics, and 

sometimes olfactory stimuli. Hybridization nowadays extends to immersive domes, XR-

enhanced theatres, and mixed-reality performance spaces, where physical and virtual 

environments coexist.

Thus, cinema/XR hybridization is important for the film industry because firstly, it operates as 

a vehicle for the dissemination of widely distributed major productions, while not supplanting 

screen-based cinematic formats. In multiplexes constructed over the past decade, theatres 

employing hybrid formats coexist alongside those maintaining conventional projection 



methods. This coexistence contributes to the emergence of diverse viewing options, in which 

classical cinema screenings, interactive installations, and individual XR experiences all exist 

side-by-side. Secondly, cinema/XR hybridization transforms how audiences consume media 

and navigate across multiple platforms and screens, blurring the boundaries between reality, 

cinema and immersive environments. In this context, audience attention and engagement 

are no longer defined solely by frontal framing and linear montage but are increasingly 

shaped by spatialized sound and user interactivity. These developments align cinema/XR 

hybridization with wider shifts affecting the global audiovisual ecosystem.

Therefore, understanding the dynamics of cinema/XR hybridization is of significant practical 

and policy relevance. European Union policies acknowledge the importance of immersive 

technologies within the cultural and creative industries through a range of frameworks aimed 

at strengthening innovation capacity, safeguarding cultural diversity, and reinforcing 

technological autonomy. Programs such as Creative Europe support the audiovisual sector’s 

collaboration and exchange of knowledge among cultural institutions and artists across 

Europe and beyond, promote competitiveness, innovation, and sustainability. In parallel, 

policy initiatives related to Web 4.0 and Virtual Worlds, informed by the work of the European 

Virtual and Augmented Reality Industrial Coalition and the Action Plan for Media and 

Audiovisual, explicitly recognize immersive technologies as new ways of storytelling and as 

key factors in establishing competitiveness and technological sovereignty within Europe. As 

a result, immersive technologies increasingly feature in strategic policy narratives related to 

digital transition, competitiveness, and innovation. However, operational support remains 

dispersed across multiple programs and policy domains, with limited integration into core film 

funding structures. This work underlines the uneven and fragmented funding schemes of EU 

member-states and stresses the need for a more cohesive and harmonized policy approach. 

These arguments will be developed in the following sections.

Empirical Analysis: Evidence from the REBOOT Project
The empirical foundation of this policy brief is drawn from a multiscale comparative study 

aimed at identifying patterns, similarities, and differences across diverse national contexts, 

and at generating insights into how state aid has influenced the hybridization of cinema and 

XR technologies across regions. The analysis is based on a documentary review of state-aid 

schemes and policy instruments in five European Union member states (Belgium, France, 

Germany, Italy, and Luxembourg). Within Europe, Belgium and Luxembourg are notable for 

their exceptionally high rates of international co-productions, which make them central nodes 

in the networked structure of European film production. Their funding mechanisms and 

policy frameworks provide critical insight into the ways in which smaller countries can use 

cooperation and cross-border initiatives to stay competitive. Meanwhile, France, Germany 



and Italy are historically and structurally among one of the strongest film industries in 

Europe. As founding members of the EU, they have a mature and highly developed 

audiovisual sector, which is a traditional core of European film culture and political 

leadership. Studies reveal how large, influential players adapt to-or sometimes-resist, 

emerging technological shifts such as XR. The analysis of the above countries provides a 

solid basis for examining the commonalities, correlations, and links between state aid in 

these regions.

The main funding bodies in the five EU member states are presented in Table 1. In Belgium, 

the Centre du Cinéma et de l’Audiovisuel (CCA) works along with regional organizations 

such as screen.brussels in providing film policy and funding. In France, the Centre National 

du Cinéma et de l’Image Animée (CNC) is responsible for the management of film, 

audiovisual and immersive production funding and support; in Germany, the Federal Film 

Board (FFA) offers funding at the federal level, complemented by a number of successful 

regional programs such as Medienboard Berlin-Brandenburg (MBB) promoting the regional 

film culture and industry. Italy has historically relied heavily on the Ministry of Culture, which 

is the principal funding institution supporting cinema and digital media; immersive projects 

gain visibility mainly through festival-based initiatives. In Luxembourg, the Luxembourg Film 

Fund plays a central role in supporting the industry’s development by allocating financial aid 

across various stages of the creative process while in recent years, the Fund has notably 

intensified its support for animated films and extended reality (XR) projects, seeking to 

establish Luxembourg as a leader in immersive storytelling.

Country Funding body Policy emphasis Structural limitations

Belgium CCA / 
screen.brussels

Openness to innovation 
within general funding 
schemes

XR projects remain 
underrepresented and 
marginal

France CNC Dedicated support for 
immersive projects 
across development 
stages

Funding remains modest 
compared to mainstream 
cinema

Germany FFA / MBB Targeted support for 
innovative audiovisual 
and XR projects

Strong regional presence, 
fragmented national 
coordination

Italy Ministry of 
Culture

Festival-based initiatives 
recognizing immersive 
works

Lack of dedicated national 
funding and centralized 
data

Luxembourg Film Fund 
Luxembourg

Diversified portfolio 
including XR projects

Small-scale productions 
shaped by national 



priorities

Table 1: Selected national policies and initiatives facilitating the hybridization of cinema and XR examined in the 
REBOOT project.

The comparative analysis reveals a high degree of similarity in the structure of film funding 

schemes across the European states analyzed-particularly in their use of direct subsidies 

(national/federal versus regional/community and automatic versus selective funds) and fiscal 

incentives (Table 2). However, important divergences emerge in terms of strategic emphasis 

and policy priorities. Certain states place greater focus on territoriality, using funding 

mechanisms to anchor production activities within national or regional borders, whether 

through inward investment conditions or local spending requirements. Others foreground the 

cultural dimensions of funded projects, incorporating criteria related to language, national 

identity, or gender equity. Most of the EU states under research assess film projects through 

structured cultural tests and eligibility criteria, which play a central role in determining 

eligibility for public funding. Cultural tests evaluate either the cultural content of the 

production or co-production, or the geographical location, the nationality of the producer, the 

language of the film or the professional basis of the producer being located in the respected 

countries.

Country Funding body Direct 
public 
funding

Indirect public funding 
(fiscal incentives)

Belgium Centre du Cinéma et de 
l’Audiovisuel (CCA)

Yes Tax Shelter

Germany Filmförderungsanstalt (FFA) Yes German Federal Film Fund 
(DFFF – rebate)

France Centre national du cinéma 
et de l’image animée (CNC)

Yes SOFICA; Crédit d’Impôt 
Cinéma; Crédit d’Impôt 
Audiovisuel

Italy Ministry of Culture Yes External Tax Credit; 
Producers’ Tax Credit; 
International Tax Credit

Luxembourg Film Fund Luxembourg Yes Audiovisual investment 
certificates / tax benefit 
allowing reduction of taxable 
income (CIAV-type regime)

Table 2: Selected EU-level audiovisual and digital policies pertinent to cinema/XR hybridization examined in the 
REBOOT project.

Regarding the investment in XR projects, this work additionally reveals a fragmented and 

polarized funding scheme across Europe. While countries such as Belgium 



(screen.brussels), France (CNC), Germany (via MBB), and Luxembourg (Luxembourg Film 

Fund) have established dedicated mechanisms to support immersive content, others-such 

as Italy-continue to concentrate predominantly on traditional film and television formats 

through institutions like the Ministry of Culture. The data shown in Table 3 reveals a marked 

asymmetry between EU member states. Disparities are evident both in terms of total 

financial support allocated (in euros) and the number of funded projects, with significant 

variation in scale and intensity across national funding systems. For Brussels, data notably 

demonstrate out of a total of 29 projects granted funding in 2023 only 3 were VR 

productions. While immersive productions are present in the Brussels-capital region, they 

remain significantly underrepresented when compared to more traditional formats (14 

feature films, 8 documentaries, 4 animations and 3 live action series). In France, the amount 

dedicated to immersive creation was €3.6 million for a total of 103 projects. Even though the 

funds are enough, they remain relatively modest when compared to the budget for a single 

large-scale film production (€5-10 million). According to the annual activity report of MBB in 

Germany, the region of Berlin funded a total of 21 XR/IAC (Innovative Audiovisual Content) 

projects, allocating €2.5 million to immersive and interactive works. This included €1.1 million 

for 6 XR games and €1.4 million for 15 innovative audiovisual content projects. The funded 

works were actively represented at major international film festivals, including Cannes and 

Venice, underlining both the artistic caliber and the global visibility of Germany’s immersive 

sector.

For the case of Italy, the Ministry of Culture does not provide comprehensive or publicly 

accessible data. However, more detailed insights are available through the Venice Gap-

Financing Market, an initiative organized under the Biennale di Venezia as part of the Venice 

Production Bridge. In 2023, this platform reported support for 14 immersive works, several of 

which were structured as international co-productions, notably involving partners from 

Germany and Quebec. To conclude, Luxembourg’s investment in immersive technologies (8 

XR projects in 2023) illustrates a clear ambition to position itself as a competitive player in 

the evolving global content market. Through financial support for XR initiatives, the country is 

fostering a dynamic and sustainable audiovisual sector capable of adapting to the 

challenges of the global film economy. Its strategy reflects a broader European tendency to 

integrate technological innovation into cultural production, with a focus on audience 

engagement and new forms of storytelling.

Country Funding body Immersive 
projects funded

Allocation

Belgium Screen.brussels 3 VR projects No data

France CNC 103 immersive €3.6 



creation projects million

Germany Medienboard Berlin-Brandenburg 
(MBB)

21 XR/AI projects 
(6 XR, 15 AI)

€2.5 
million

Italy Ministry of Culture No data No data

Italy Biennale di Venezia 14 XR projects No data

Italy Ministry of General Contemporary 
Creativity (Digital & Green Investment)

1,860 projects €108 
million

Luxembourg Film Fund Luxembourg 8 XR projects No data

Table 3: Selected financial assistance and financed immersive initiatives examined in the REBOOT project.

When comparing XR production trends between Northern and Southern European member 

states, a notable distinction emerges: Northern countries-including Germany, France, 

Belgium, and Luxembourg-have established robust, often well-funded ecosystems for 

immersive content development. These nations benefit from a combination of long-standing 

cultural funding policies, strong digital infrastructures, international networking capacity, and 

dedicated XR funding lines (e.g. screen.brussels, Medienboard Berlin-Brandenburg, CNC, 

and Luxembourg Film Fund). These structures allow for experimentation and early adoption 

of immersive technologies, reinforced by access to EU-level instruments such as Creative 

Europe MEDIA and collaborations with global partners. By contrast, Southern European 

countries-with the Italian case as a core example-have tended to prioritize more traditional 

film and television formats in their national funding agendas. While there are emerging 

efforts to embrace digital and green transitions (based on the data by the Ministry of General 

Contemporary Creativity), immersive projects still represent a marginal share of the total 

audiovisual output. Limited institutional specialization, fragmented data collection, and a 

slower integration of XR-specific funding mechanisms contribute to this disparity. This North-

South divide reflects broader asymmetries in technological infrastructure, institutional agility, 

and access to innovation funding. It also mirrors discrepancies in how cultural innovation is 

positioned within national development strategies. While Northern states increasingly frame 

XR as a pillar of digital sovereignty and soft power, Southern states are still consolidating 

their foundational support systems before fully embracing immersive formats. 

The Case for a Unified Policy Framework for Cinema/XR Hybridization in Europe
Addressing the imbalances outlined above will require considerably more than just isolated 

investments. The European Union must act as a whole to realign EU policies and establish a 

unified and cohesive European policy framework for cinema/XR hybridization. Such a 

framework should not be interpreted as being about increasing the degree of centralization 

or homogenizing existing national policies. It is rather about the degree to which national 



policies can be aligned to each other (existing national systems), coordinating the various 

levels of governance (national and regional), and modernizing the tools of policymaking so 

that they reflect today’s reality of the audiovisual sector.

There are countries that have established successful models of integrating 

cultural/technological policymaking from which the European Union can learn important 

lessons. Canada for instance has developed a significantly integrated strategy. Canadian 

policies explicitly support XR production as part of broader national objectives for 

competitiveness agendas, with substantial public investment not only in content creation but 

also in infrastructure, research, and international market expansion. Through federal and 

provincial initiatives such as Telefilm Canada and the Canada Media Fund, funding is 

allocated to projects that explore interactive narratives and technological innovation. 

Critically, Canadian policymakers do not perceive XR as a niche creative sector, but rather 

as an essential component of a wider digital strategy closely aligned with economic growth, 

cultural diplomacy, and technological sovereignty. 

Similarly, the European Union can learn much from the South Korean case in developing 

and implementing a national vision linking culture, technology and global competitiveness. 

Through state-supported initiatives such as the Korean Film Council (KOFIC) and the Korea 

Film Commission and Industry Network (KFCIN), the country has actively integrated XR and 

immersive media into its mainstream audiovisual policies. National strategies explicitly 

support the production of VR, AR, and XR content through direct grants, equipment 

subsidies, and the development of XR infrastructures, including immersive theatres and 

specialized creative hubs. Furthermore, South Korea’s cultural policy adopts a holistic 

approach, integrating cinema, gaming, and interactive media, and recognizing that the future 

of storytelling will be inherently hybrid and multi-platform. Unlike the fragmented national 

funding systems observed in Europe, South Korea’s approach is nationally coordinated and 

globally oriented, thereby securing a leading position in the evolution of the global 

audiovisual ecosystem.

Drawing on these examples, a coordinated and unified European strategy could consolidate 

existing fragmented approaches by combining key elements of all the current EU policies 

(cultural, digital, innovation) into a single cohesive framework. By integrating cultural and 

innovative strategies, promoting cross-border collaboration, and by coordinating funding and 

governance efforts, this framework could produce synergies among objectives that are 

currently pursued independently. An integrated strategy of this type would provide several 

benefits-it would facilitate collaboration easier, promote more effective use of public funds, 

and enable the European Union to position itself as a global leader in the XR film industry in 



cinema/XR hybridization by leveraging its cultural diversity, public funding capacity, and 

creative talent base.

Conclusion and Recommendations
As stated, the European Union has prioritized the promotion of emerging technologies and 

the advancement of innovation within its cultural and creative industries. However, this study 

has demonstrated clear disparities in both the accessibility and implementation of VR/AR/XR 

technologies across the European continent. To foster a more coherent cinema-XR 

hybridization and to align state and private support policies, the following recommendations 

are proposed:

Firstly, it is imperative to increase the overall volume of XR funding, with the explicit aim of 

enabling the coexistence of traditional and immersive technologies within audiovisual 

production. Enhanced funding would foster experimentation, encourage technological 

integration, and support creators working across multiple formats. At present, significant 

disparities exist among EU member states: while countries such as Germany and France 

offer relatively well-structured programs (characterized by high production quality but limited 

in financial scope), others such as Belgium and Italy lag in terms of systemic support for 

immersive works. A coordinated pan-European effort is therefore necessary to ensure that 

creators in all member states can access the financial and technical resources required to 

innovate in this field.

Secondly, there is an urgent need to standardize and harmonize public and private funding 

frameworks for immersive and XR projects across Europe. A more unified regulatory and 

financial structure would not only simplify the application process and increase transparency 

for creators but also reduce the funding inequalities that currently separate well-resourced 

countries from those with minimal XR investment. Harmonization would also facilitate cross-

border collaborations, creating an environment where European creators can cooperate 

more easily and benefit from shared infrastructures and joint financing mechanisms.

Lastly, the study considers the fact that younger creators are often more receptive to 

immersive technologies, and thus emerging technologies should be integrated into higher 

education curricula. Universities and film schools must play a key role in shaping a skilled 

and adaptable workforce, capable of navigating and innovating within a rapidly evolving 

audiovisual landscape. By investing in technological literacy, interdisciplinary training, and 

production-oriented education, Europe can position itself as a global leader in the XR film 

industry, ensuring that future generations of filmmakers are not only technologically 

proficient, but also creatively empowered.



Taken together, these measures outline a vision in which cinema/XR hybridization is not 

treated as a peripheral innovation, but as an integral component of Europe’s audiovisual 

future. By adopting a unified and cohesive policy framework, Europe can transform current 

challenges into opportunities, fostering a cinema that is technologically adaptive, culturally 

grounded, and capable of sustaining its relevance in a rapidly changing global media 

landscape.

References
Bizern, C., & Autissier, A.-M. (1998). Public aid mechanisms for the film and audiovisual 

industry in Europe: Comparative analysis of national aid mechanisms.

Bomnüter, U., & Schulze, A. (2019). Governance of the German film industry: A multilevel 

analysis of state aid policy. International Journal of Arts Management, 22(1), 54–72. 

http://www.jstor.org/stable/45221738

Bordwell, D., Staiger, J., & Thompson, K. (1985). The classical Hollywood cinema: Film style 

and mode of production to 1960. Columbia University Press.

Centre national du cinéma et de l’image animée. (2020, October 15). The National Centre 

for Cinema and Moving Images (CNC) develops new means to promote the French image 

industry. https://www.cnc.fr/web/en/news/the-national-centre-for-cinema-and-moving-

images-cnc-develops-new-means-to-promote-the-french-image-industry_1580634

Centre national du cinéma et de l’image animée. (2024). Bilan 2023: Cinéma, audiovisuel, 

vidéo, jeu vidéo.

Cucco, M. (2018). The vertical axis of film policies in Europe. In N. Mingant & C. Tirtaine 

(Eds.), Reconceptualising film policy (pp. 263–275). Routledge.

Direzione generale Cinema e Audiovisivo. (2024). Italy offers everything you need: Funds, 

tax credits and co-productions.

Direzione generale Cinema e Audiovisivo. (2024). Italy’s cinema and audiovisual industry in 

numbers – 2023.

European Audiovisual Observatory. (2016). Public financing for film and television content: 

The state of soft money in Europe. Author.



European Audiovisual Observatory. (2019, May). Mapping of film and audiovisual public 

funding criteria in the EU. https://rm.coe.int/mapping-of-film-and-audiovisual-public-funding-

criteria-in-the-eu/1680947b6c

European Audiovisual Observatory. (2023, December 12). Mapping of film funds – Belgium 

(BE). https://rm.coe.int/mapping-film-funds-be/1680aed573

European Commission. (2009, February 7). Communication from the Commission 

concerning the State aid assessment criteria of the Commission communication on certain 

legal aspects relating to cinematographic and other audiovisual works (Cinema 

Communication) of 26 September 2001. https://eur-lex.europa.eu/legal-

content/EN/TXT/?uri=CELEX:52009XC0207(01)

European Commission. (2013). Communication from the Commission on State aid for films 

and other audiovisual works (Text with EEA relevance). Official Journal of the European 

Union, C 332, 1–11. https://eur-lex.europa.eu/legal-

content/EN/TXT/PDF/?uri=CELEX:52013XC1115(01)

European Commission. (2020). Action plan: For the strategic approach to the EU’s media 

and audiovisual policy (Press release IP/20/2250). 

https://ec.europa.eu/commission/presscorner/api/files/document/print/en/ip_20_2250/IP_20_

2250_EN.pdf

European Commission. (2020). Media and audiovisual action plan. European Union.

European Commission. (n.d.). Creative Europe programme – Performance. 

https://commission.europa.eu/strategy-and-policy/eu-budget/performance-and-

reporting/programme-performance-statements/creative-europe-programme-performance_en

Film Fund Luxembourg. (2024). Co-producing with Luxembourg.

https://filmfund.lu/wp-content/uploads/2024/11/Coproducing-with-Luxembourg-web-version-

1.pdf

Film Fund Luxembourg. (2024). Rapport annuel 2023.

https://filmfund.lu/wp-content/uploads/2024/10/Rapport_Annuel_2023.pdf

Guerrini, L. (2024, December 1). It has become harder to make films in Italy: All about the 

reform that will also be limiting foreign productions. NSS Magazine. 

https://www.nssmag.com/en/lifestyle/39028/reform-public-funds-italian-cinema-new-rules-

criticism



Meloni, G., Paolini, D., & Pulina, M. (2018). State subsidies to film and their effects at the 

box office: Theorizing and measuring why some genres do better than others. In P. C. 

Murschetz, R. Teichmann, & M. Karmasin (Eds.), Handbook of state aid for film: Finance, 

industries, regulation (pp. 99–117). Springer.

Messerlin, P., & Vanderschelden, I. (2018). France’s protected and subsidised film industry: 

Is the subsidy scheme living up to its promises? In P. C. Murschetz, R. Teichmann, & M. 

Karmasin (Eds.), Handbook of state aid for film: Finance, industries, regulation (pp. 

311–333). Springer.

Morton, L. H. (1992). El cine del futuro: The cinema of the future. Presence: Teleoperators 

and Virtual Environments, 1(3), 279–294. https://doi.org/10.1162/pres.1992.1.3.279

Murschetz, P., Teichmann, R., & Javed, S. (2019). State aid for film and audiovisual services: 

A synoptic review of key principles and governance models in Europe and abroad. América 

Latina, 8, 181–200.

Orankiewicz, A. (2022). The role of public support for the film industry: An analysis of movie 

production incentives in Europe. Prace Naukowe Uniwersytetu Ekonomicznego we 

Wrocławiu, 66(2).

Stelmach, M. (2024). Cinema counts: The computational turn and quantitative methods in 

film studies. Kwartalnik Filmowy, 127, 6–28.

Vohra, M. (Ed.). (2025). Introduction to extended reality (XR) technologies. John Wiley & 

Sons.



Disclaimer
This document is part of the outputs of the Reviving, Boosting, Optimising and Transforming 

European Film Competitiveness - REBOOT project, which received funding from the Horizon Europe 

programme of the European Union under the Grant Agreement No. 101094769.

© 2026, REBOOT Consortium. All rights reserved. Licensed to the Horizon Europe under conditions.

Licence

This document is authorised under the terms of the Creative Commons Attribution 4.0 International 

(CC-BY 4.0) unless otherwise noted. Reproduction and distribution of the material for research, 

educational or other non-/ commercial purposes is permitted without the authorisation of the rights 

holders, provided the source is properly acknowledged.

Please see: https://creativecommons.org/licenses/by/4.0/

Citation
Please cite this report as follows:

Sobieszczanski, M., & Koukou, A. (2026). Towards a Unified European Policy Framework for 

Cinema/XR Hybridization. In K. Sarikakis & S. Haslauer (Eds.), Policy briefings deriving from WP2-5 

M36 (pp. 48–60). The REBOOT Project (Reviving, Boosting, Optimising and Transforming European 

Film Competitiveness – REBOOT), funded by the European Union's Horizon Europe Research and 

Innovation programme under Grant Agreement No.101094769. 

https://doi.org/10.5281/zenodo.18258831

Contact
Website: www.thereboot-project.eu

Email: reboot.2023@univie.ac.at

REBOOT Contributors




