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Abstract 

The aim of this study is to find out what effects the omission of intensifiers, 

interjections and fillers has on the general English subtitle track in the TV-series “The 

Wire”. Questions addressed in the study include the possible reasons for such 

omissions, and the consequences of applying omission strategies in this context. 

Thirteen episodes of the series were investigated in order to see to what extent these 

three types of words were omitted, and how that affected the experience when watching 

the series. The investigation showed that the majority of all omitted words in the 

subtitle track belonged to these three categories, and that technical restrictions were the 

most common reason for the omissions. Arguably, the lack of intensifiers, interjections 

and fillers made the language more stiff and formal, which in the end affected the 

authenticity of “The Wire”.  
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1. Introduction 

Everyday, we are surrounded by a huge amount of words, words that are put together in 

order to create sentences. Each word in a sentence has meaning, which affects the tone 

and understanding of the text. Some words have little meaning on their own, but placed 

in a grammatical context they can influence whole phrases or sentences. 

 

While most of our everyday word exchange comes from direct interaction with other 

people, a great part of it is in fact presented to us through different media, such as 

newspapers, radio and, not least, television. The latter medium is particularly interesting 

in this context, since it gives us not only spoken words but often also corresponding 

written words in the form of subtitles. The role of such subtitles is clearly to make a 

programme understandable for the viewer. Yet, it is usually a hard task to transform 

speech into written language, not least when creating subtitle tracks for television 

programmes and movies. The difficulties seem to relate to the restrictions that come 

with subtitling, which often force subtitlers to simplify and rewrite the language to 

make it fit the limited space on the screen.  

 

There are several guidelines to keep in mind when creating a good subtitle track. The 

three most important ones to take into consideration are (i) the maximum number of 

characters per line, (ii) time codes and (iii) coherence between the soundtrack and the 

subtitle track. Only two lines of text are allowed on the screen, and there is a limit of 

37-39 characters per line. The normal time for a subtitle to stay on the screen is one to 

six seconds, depending on the length of the dialogue, a time limit that is thought to give 

the viewer enough time to read the content. Accordingly, the challenge for subtitlers is 

to transform the soundtrack into a coherent subtitle track in this limited space and time. 

As stated by Díaz Cintas & Remael (2007: 61), “the transition from oral to written 

mode obviously means that some of the typical features of spoken language will have to 

disappear”. Moreover, they claim that “the written version of speech in subtitles is 

nearly always a reduced form of the oral soundtrack” (2007: 145). While there are 

several strategies for subtitlers to work with, omission has become the most common 

phenomenon in subtitling. 

 

Thus, given the likely existence of interesting linguistic consequences of this practice, 

the present study will focus on the field of subtitling, more precisely on the use of 
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omission as a strategy in subtitling. I will investigate the omission of intensifiers, 

interjections and fillers in the relationship between the English soundtrack and the 

general English subtitle track in the American TV-series “The Wire”.  

 

2. Background 

Many previous studies have been carried out in the field of subtitling, focusing in 

particular on the translation of TV programmes and movies from one language to 

another. This is also the most common use of subtitles, called interlingual subtitling, 

intended for an audience speaking a different language. These studies have analyzed 

subtitles from a linguistic or a cultural point of view, considering for example how 

culture-specific references are translated (Ramière 2006) and how coherence of 

meaning is realized in the transition between the spoken and the written language. 

Another large group of subtitle users are the deaf and those hard-of-hearing. Studies 

have also been carried out on this kind of subtitling, focusing on the special needs and 

specific issues that characterise this type of subtitling (Neves 2005), such as the fact that 

it is not just the verbal messages that need to be translated in order to be understood but 

also the non-verbal, acoustic ones. This form of subtitling is also called close captioning 

and it belongs to the branch of intralingual subtitling, which also includes the type of 

subtitling that is of interest to this study.  

 

Studies focusing specifically on the phenomenon of omission are fewer, but they exist. 

One example, (Mattsson 2009), investigates the Swedish subtitling of swearwords and 

discourse markers on public television using the American film, “Nurse Betty” as her 

source. Mattsson uses Karamitroglou’s (2000) model as a structural orientation for her 

study. Karamitroglou’s view on subtitling has become very influential. Chaume, a 

professor of audiovisual translation, (2004) refers to his work as a key in the field of 

subtitling. Karamitroglou have come up with a model that shows the relationship 

between different factors that in the end influence the final subtitle. He means that 

subtitlers are not the only persons who affect the final result but an interaction of factors 

including both hierarchical levels, called the system, and equal factors labelled human 

agents, product, recipients and audiovisual mode. Karamitroglou’s model is interesting 

but is of more use when investigating interlingual subtitling. 
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The main focus of this study is the possible omission of intensifiers, interjections and 

fillers. As indicated by their names, they tend to have particular functions in the 

language; thus, the purpose of the intensifiers is to intensify a word or a phrase, 

normally by being placed in front of them. Standard examples include very, really and 

extremely, but it is also common for swearwords to belong to this group. Interjections 

are words that typically express a speaker’s emotions. They have little grammatical 

connection with the rest of the sentence, and are often placed in the beginning of it. 

Common examples of interjections are yeah, oh and wow. Fillers, finally, serve the 

function of filling various gaps in utterances. Occurring at various places in sentences, 

they are exemplified by phrases such as well, you know what I mean and I mean. 

 

These three types of words are emotionally loaded peripheral elements. Everybody uses 

them to a certain extent in order to colour their language with emotions, intensify the 

message or keeping the flow. A simple interjection, like ah, can express a variety of 

emotions such as pleasure, surprise, realization etc. depending on the situation and tone. 

The question is what effects the omission of these peripheral elements has in terms of 

understanding “The Wire”. 

 

3. Aim, material and method 

This study is going to investigate the general English subtitle track of the TV-series 

“The Wire”. Set in Baltimore, Maryland, this police series is a realistic portrayal of 

urban city life in which the widespread drug trade creates a lot of work for the 

Baltimore Police.  

 

Seen from a linguistic perspective, the series is interesting because of its quick dialogue 

spoken in Baltimore dialect with lots of slang and street talk, which has made it hard 

even for native speakers of English to understand what the characters are saying. These 

features are also likely to create difficulties for the subtitle creator. The fact that even 

English-speaking viewers choose to watch the series with the addition of English 

subtitles makes “The Wire” quite special, because this target group are not the usual 

subtitle users for a series spoken in English. Even though the dialogue does not have to 

be translated into another language, the subtitler still has to transcribe and adjust the 

dialogue to the guidelines for good subtitle practice. 
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Given the focus on the omission of intensifiers, interjections and fillers in the subtitles 

of “The Wire”, my main hypothesis is that these three types of words are often seen as 

expendable, and therefore tend to be omitted in the subtitles. Yet, there might be 

different reasons as to why they are treated in this way and that is what I will look into. 

Furthermore, I will also permit myself to speculate about whether or not the detected 

omissions affect the experience of watching the series, and, if so, what these effects 

might consist of.  

 

To accomplish this, I am going to examine closely the thirteen episodes in the first 

season of the series to detect if there are any differences in the use of intensifiers, 

interjections and fillers between the English soundtrack and the general English subtitle 

track. All episodes will be watched with the addition of English subtitles and all 

omissions will be noted. The results will then be presented in both absolute and relative 

figures in order to see to what extent intensifiers, interjections and fillers are omitted in 

the subtitle track of “The Wire”. 

 

Moreover, the detected omissions will be the foundation of part two in my 

investigation, where I will address following three questions: 

 

(i) What effects do subtitling omissions have in terms of understanding the 

series? 

(ii) What are the possible reasons for the omissions in “The Wire”? 

(iii) What are the consequences of applying omission strategies in this context? 

 

In order to simplify and clarify the results, question (ii) and (iii) will be addressed 

collectively in the discussion part. 

 

4. Omissions in “The Wire” 

The total number of omissions in the 13 episodes investigated was 1744, and 926 of 

them were intensifiers, interjections or fillers. Together they add up to as much as 

53,1% of all the omissions in “The Wire”. As shown in Table 1, interjections are the 

most common omissions with a percentage of 26,3%, followed by fillers, with 18,1%, 

and intensifiers, with 8,8%. 
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Table 1: Total numbers and percentages of omitted intensifiers, interjections and fillers. 
 

Word groups Number Percentage 

Interjections 458 26,3% 

Fillers 315 18,1% 

Intensifiers 153 8,8% 

Total 926 53,1% 
 
 

Table 2: List of the top five most common omitted words from each category. 
 

 Intensifiers Interjections Fillers 

1 Shit (42) Yeah (225) Well (60) 

2 Fuck (34) Yo (56) Yo (44) 

3 Fucking (32) Hey (42) You know (47) 

4 Damn (18) Alright (35) Man (45) 

5 Motherfucker (8) Oh (30) Right (40) 
 

The five most common words from each category are presented in Table 2, where the 

numbers in brackets show the total amount of omissions for each word. As we can see, 

Shit, Yeah and Well are the most frequent words in their respective category. In fact, no 

other word came near the frequency of the interjection Yeah, which is by far the most 

omitted word here, with a total amount of 225 words. As one can see, Yo came in 

second in two categories, a phenomenon which is explained by the fact that Yo, 

depending on the situation, can serve as both an interjection and a filler. This element 

therefore needs to be regarded as part of both categories. The same thing in fact applies 

to Alright and Well, but they did not reach the top list in more than one category.  

 

5. Discussion 

As shown by the results, the majority of all omitted words in the subtitle track are 

intensifiers, interjections and fillers. They are word groups considered to carry little 

meaning on theire own, compared to for example nouns and verbs. Yet, does this mean 

that they can be omitted without consequences? With the present results in mind, we 

can now try to answer the questions stated above and discuss possible answers. 
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(i) What effects do subtitling omissions have in terms of understanding the series? 

The answer here depends on how important the omitted words are for the understanding 

of the series. The great use of intensifiers, interjections and fillers are an important 

characteristic in almost all characters in “The Wire”. The language helps the viewer to 

create the feeling of thick-skinned characters operating in a rough environment. In 

particular, the investigation showed that omissions of intensifiers and fillers often 

changed the tone and the meaning of the characters’ dialogue, automatically toning 

down much of the rawness of the scenes. This is probably one of the reasons why writer 

and producer George Pelecanos has “lashed out at those who turn on the subtitles, 

rendering the show a "comedy" rather than the gritty, intelligent drama he intended it to 

be” (The Independent 2009-08-17). I would not say that the subtitles turn “The Wire” 

into a comedy, but still Pelecanos has a point. The subtitle track definitely turns it into a 

softer series than intended. Pelecanos earlier work consists of novels all set in 

Washington DC. As stated in the Telegraph (2009-07-30), “he has been praised for his 

remarkable literary ventriloquism, recreating the different ways in which people talk in 

the cultural melting pot of DC”.  

 

The authenticity of the language is as important in “The Wire” as it is in his novels: 

“We wrote it so audiences would have to work at it!” (The Independent 2009-08-17). 

The subtitles take away some of that authenticity. When looking at word-by-word 

transcriptions, we might perceive the transcribed text a bit silly because the language we 

speak is often a simplified version of what we think. Typically, what we actually say 

does not match the sentence such as we imagined it in our head. A transcription is the 

authentic version of speech, and shows that the fillers play an important part in 

conveying meaning and emotion. It is not the words themselves that make a difference 

but rather their context, creating this authentic feeling that Pelecanos is looking for. 

 

(ii) What are the possible reasons for the omissions in “The Wire” and (iii) what are 

the consequences of applying omission strategies in this context? 

There are no specific rules for how omissions should be handled. But generally 

speaking, as Ivarsson (1992: 91-92) says, the condensation technique “consists either of 

omitting something that is not regarded as strictly necessary for an understanding of the 

dialog, or of paraphrasing. Omitting part of the text is usually the best method”. Most of 

the omissions in “The Wire” are done because of the subtitle track’s limited space and 
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time on the screen. The quick dialogue makes it impossible to transfer every word into 

subtitle text. Example 1 below is from a scene that illustrates this problem. 

 

Example 1: Episode 8. Time: 23.45. 
 
Sound 

L1: - And you know why? Cause what the 

fuck is his driver doing coming  

L2: out of the high-rises carrying that kind 

of money? 

 

L1: - That’s what I told the deputy. 

L2: - Yeah and what did he say? We 

should mind our own business? 

 

L1: - Fucking give the man back his 

money and go the fuck away? 

L2: - Pretty much. 

Subtitle 

L1: - Know why? What is his driver doing 

coming 

L2: out of the high-rises with so much 

money? 

 

L1: - That’s what I told the deputy. 

L2: - He said we’re to mind our own 

business? 

 

L1: - Give back his money and go away? 

L2: - Pretty much. 

 

This scene consists of a loud and heated discussion between lieutenant Daniels and 

detective McNulty about what they should do with a suspect that they want to charge, 

but are not allowed to. The dialogue is fast, hence everything cannot be translated. The 

subtitler has solved the problem by condensing the dialogue and omitting the 

intensifiers and interjections. The consequence is that the subtitle track cannot express 

the strong feelings of frustration and anger in the scene. The language in the subtitle 

track clearly becomes stiff and unemotional without the intensifiers.   

 

It is easy to understand that words with little meaning are the first ones to go when 

omission has to be carried out. Yet, there are also many omissions in “The Wire” that 

clearly cannot be explained through lack of space on the screen. Of course, there are 

many possible reasons why these omissions are made. For example, some of them are 

clearly used to keep the number of lines down, and to make the text easier for the 

viewer to read – one line obviously takes less time to read than two.  
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Example 2: Episode 11. Time: 20.54. 
 
Sound 

L1: So either these motherfuckers are 

neighbourhood yos 

 

L1: who lucked into $30,000 

L2: on a street stick-up, or… 

Subtitle 

L1: So either these guys are 

neighbourhood yos 

 

L1: who lucked into $30,000 

L2: on a street stick-up, or… 

 

Example 2 is an excerpt from a scene where a group of policemen discuss a case. In this 

example the subtitler has omitted the word motherfuckers, changing it to a shorter word, 

guys. As there is just one line in the subtitle track, there is clearly no need to change this 

word just to save space.  

 

Censorship might be another explanation to the omission of motherfucker in Example 2. 

Omissions that cannot be explained by various technical restrictions and other existing 

norms are probably examples of what the subtitler considers proper language or 

culturally accepted to say. If that is the case, some of the omissions in “The Wire” could 

in fact be examples of direct or indirect censorship. 

 

When it comes to the intensifiers in the series, there are a lot of examples of censorship. 

Almost all of them are examples of swearwords, which are widely known and 

categorised as taboo words. Taboos are regarded as immoral and improper, and “until 

recently, the strict rules associated with some taboo words in English received legal as 

well as social reinforcement” (Trudgill 2000: 19). Even though it is okay to use taboo 

words today, it seems as if many subtitlers still favour omission, or, as in “The Wire”, a 

reduction of the amount of swearwords in order to make the language sound more 

proper. In Example 2, the word guys is without doubt a more proper word, but it does 

not fit well in this scene, since the guys they are talking about are drug dealers, which 

automatically make them motherfuckers in the eyes of the policemen. 

 

Example 3: Episode 2. Time: 15.16. 
 

Sound 

L1: I’m not a narco. I don’t dirty people 

Subtitle:  

L1: I’m not a narco. I don’t dirty people  
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L1: because I don’t give a shit 

L2: about a possession charge. 

 

L1: because I don’t care 

L2: about a possession charge. 

 

Example 3 is a similar case of censorship, where give a shit is omitted in favour of a 

more proper and inoffensive word – care.  

 

The same theory of censorship can be applied on the omission of interjections and 

fillers. Even though they are not categorized as taboo words or expressions, they are not 

perceived as examples of “good” language. Ivarsson (1992: 93) states that “words 

whose main purpose is to keep the conversation ticking over (“well”, “you know”), 

tautologies and repetitions can of course safely be left out. But this does not mean to say 

that one should ignore those little words that often make all the difference or give the lie 

to a person’s character”. In short, fillers help maintaining the flow in a conversation, as 

seen in Examples 4-6. 

 
Example 4: Episode 11. Time: 22.33. 

 
Sound 

L1: - Hey, yo Poot. Wallace on the phone 

yo. 

Subtitle 

L1: - Poot. Wallace on the phone. 

 
 

Example 5: Episode 11. Time: 22.44. 
 
Sound 

L1: - Homesick motherfucker making me 

bug yo. 

L2: - Yo, where’s he at yo? 

Subtitle 

L1: - Homesick motherfucker making me 

bug. 

L2: - Where’s he at? 

 
 

Example 6: Episode 12. Time: 18.09. 
 
Sound 

L1: I mean, come on, a real man would 

stay with his people. 

L2: He wouldn’t run at the first sight of 

Subtitle 

L1: A real man would stay with his 

people. 

L2: He wouldn’t run at the first sight of 
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some blood you know. blood. 

 

These three examples are all excerpts from conversations between gang members in the 

drug dealer neighbourhood. As shown in the soundtrack, their language is full of 

interjections and fillers, which gives the dialogue an unpolished and realistic feeling of 

“gang talk”. Omitting the typical features of the drug dealers’ speech makes the 

language in the subtitle track too “thin” to feel like authentic conversation. The 

language does simply not reflect the scene and the people in it. What is written in the 

subtitle track could just as well have been said by the policemen because of its neutral 

feeling.  

 

Another explanation to some omissions in “The Wire” is probably the existence of a 

sort of agreement between the subtitler and the viewer. They seem to understand what is 

being said without needing every word to be transferred to the subtitle track. There is 

one telling scene in episode 4 where detective Jimmy McNulty and detective Bunk 

Moreland enter a crime scene, using only swearwords throughout this 4.46 minute long 

scene. Of a total amount of 35 swearwords in the soundtrack, 25 are reproduced in the 

subtitle track. As for time and space, it would have been possible to translate all 35 

swearwords, but in this case it would not have mattered. The understanding of the scene 

is clear as it is.  

 
Example 7: Episode 11. Time: 10.32. 

 
Sound 

L1: - Wow, wow, wow 

L2: Yeah 

L1: - Oh yeah 

L2: - Yeah, yeah 

Subtitle 

- 

 

This example forms another case of this kind of agreement. Two detectives are looking 

for evidence, and this is what they say when they make an interesting finding. Nothing 

from this scene extract is written in the subtitle track, probably because the translator 

thinks it is unnecessary. The present investigation shows that this kind of agreement is 

common also when repetitions occur.  
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Regardless of the possible reasons for the omissions in “The Wire”, the application of 

omission strategies seems to have made the language in the series more stiff and formal. 

This mostly happens because the words that express the character’s emotions and other 

undertones, such as sarcasm, are cut out, as illustrated in Example 8.  

 
Example 8: Episode 12. Time: 43.59. 

 
Sound 

L1: - Lawyer 

L2: - Well, that’d be Levy, right? 

 

L1: He’s getting paid by your uncle, 

L2: is that right? 

 

L1: Oh yeah, he’s looking out for your 

interests. 

L2: - More than you. 

Subtitle 

L1: - Lawyer 

L2: - That’d be Levy, right? 

 

L1: He’s getting paid by your uncle, 

L2: is that right? 

 

L1: He’s looking out for your interests. 

L2: - More than you. 

 

In this excerpt, Oh yeah is what gives this sentence its harsh and sarcastic tone; yet, it is 

missing in the subtitle track. 

 

“The translation of taboo words and swearwords is crucial when they contribute to 

characterization or when they fulfill a thematic function in a film” (Díaz Cintas & 

Remael 2007: 197). Examples 9-12 are all good examples of characterizations that have 

been toned down in the subtitle track as a result of omissions. 

 
Example 9: Episode 11. Time: 33.22. 

 
Sound 

L1: And you get a target letter 

L2: from the State’s Attorney’s office, 

 

L1: followed by subpoenas for all your 

fucking bank accounts in your fucking 

name. 

Subtitle 

L1: You get a letter 

L2: from the State’s Attorney’s office, 

 

L1: and subpoenas for all your bank 

accounts. 
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In this scene, detective McNulty is clearly very upset and angry with the lawyer, Levy. 

Still, that does not become clear from the subtitle, because it lacks the crucial 

interjections, despite the fact that it consists of just one line. 

  
Example 10: Episode 13. Time: 8.22. 

 
Sound 

L1: - Where Levy at? He ain’t at the club, 

is he? 

L2: - Oh, hell no. Club’s out. We can’t 

talk there no more. 

 

L1: - Alright. 

Subtitle 

L1: - Where Levy at? He ain’t at the club, 

is he? 

L2: - Club’s out. We can’t talk there no 

more. 

 

In this example, Oh hell no and alright are omitted. The conversation does not express 

the disappointment and frustration that the character Stringer Bell feels in the scene. By 

omitting alright, the viewer is deprived of the confirmation and the ending of the 

conversation. In this case, again, there are no limitations of space and time that can 

explain the omissions. 

 
Example 11: Episode 13. Time: 36.02. 

 
Sound 

L1: It’s got to be all the brutality 

complaints. 

L2: Which means, It’ll never gonna matter 

how well I do on no fucking test. 

Subtitle 

L1: It’s got to be all the brutality 

complaints. 

L2: It’ll never matter how well I do on no 

test. 

 

Detective Herc has failed an important test here and is now disappointed. His high level 

of frustration is evident in the soundtrack, but there is little sign of it in the subtitle 

track. 
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Example 12: Episode 13. Time: 38.31. 
 
Sound 

L1: What? So drugs and murder don’t cut 

it any more, huh? 

L2: Well, how about terrorism? 

Subtitle 

L1: Drugs and murder don’t cut it any 

more? 

L2: How about terrorism? 

 

In the next extract, Example 12, FBI refuse to handle the case in question in the way the 

policemen want them to, which surprises McNulty, making him shocked and angry. 

How upset he really is here is impossible to understand by just reading the subtitle 

track. 

 

Intensifiers, interjections and fillers are clearly important sociolinguistic features in the 

series, since they add another dimension to the understanding of the culture and the 

characters. A dialogue between the characters Brandon and Omar, in Example 13 shows 

this explicitly. 

 
Example 13: Episode 5. Time: 43.33. 

 
Brandon: - Bailey, you fucking dope fiend. I'm telling you. 

Them fucking people ain't to be relied on. 

 

Omar: - Ey yo, why you always talk like that, man? 

 

Brandon: - What? 

 

Omar: - "F" this and "f" that. 

 

Brandon: - If I give it up, 

I lose half of what I mean to say. 

 

Even if the main messages of the scenes are still clear despite the omissions, the flow is 

often affected when the fillers are missing. The interaction between the characters is 

also disturbed several times when interjections such as yeah and okay, which are often 

used as confirmation, are omitted as seen in Example 14.  
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Example 14: Episode 13. Time: 5.36. 
 
Sound 

L1: Yeah, we got everyone on our list 

except CCO. 

 

L1: Yeah, we hit his mama’s house and 

she says that  

L2: he went up to Wabash for some court 

date.  

Subtitle 

L1: We got everyone on our list except 

CCO. 

 

L1: We hit his mama’s house and she says 

that  

L2: he went up to Wabash for some court 

date. 

 

This is an example of a telephone conversation where we can only hear detective Herc’s 

part of the conversation. Yeah is the word used for confirmation, and it is also the signal 

for the viewer that there is an element of turn taking in the conversation between line 

one and two. By leaving out Yeah in the beginning, the two lines in the subtitle track 

could easily be mistaken as one continuous sentence. 

 

In short, to experience every nuance in “The Wire”, the viewer cannot rely solely on the 

subtitle track, a phenomenon which is probably relevant for all types of subtitled 

programmes. 

 

6. Conclusion 

What the present study has shown is that omission phenomena are widespread in the 

field of subtitling. In particular, this seems to be the case with emotionally loaded 

function words. The investigation of season 1 of “The Wire” showed that intensifiers, 

interjections and fillers stand for 53,1% of all omitted words in the series. It is not only 

the technical restrictions with subtitling, such as time and space limits, which underlie 

these omissions. Other explanations involve a desire to keep the number of lines down, 

all in order to make the text easier for the viewer to read, direct or indirect censorship, 

as well as a sort of agreement between the subtitler and the viewer that the scene is 

understandable without further translation, as shown in the example with the “cursing-

scene” in episode 4. 
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The language in “The Wire” is an important tool for the creator of the series, David 

Simon, in order to make a realistic portrayal of the police work and the drug trade in 

Baltimore. The omission of intensifiers, interjections and fillers in the subtitles, typical 

linguistic features of the characters, has therefore affected the series so that the tone in 

the dialogue is changed, making it stiffer and more formal, mostly because the words 

that express the character’s emotions are missing. Yet, the function words in the series 

play a very important role, because they contribute to the characterization of people, 

helping the viewer to understand the characters and the rough environment in which 

they operate. The applied omission of function words has therefore led to a diminished 

understanding of the environment as well as a kind of flattening of the characters. In 

general, that appears to have detracted from the authenticity that the writers and 

producers originally wanted to create.  

 

In conclusion, subtitles will probably always have restrictions, making it impossible to 

render every spoken word in the subtitle track. Having said that, the English subtitles of 

“The Wire” clearly works as a great complement for those who find it hard 

understanding the Baltimore dialect, although the track on its own cannot give the 

viewer all the nuances that collectively make “The Wire” so unique. 
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