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Quod etiam usus manifeste confirmat
This may be clearly ascertained by practice

Jean Le Munerat, Qui precedenti tractatu
1493

“They were made for singin and no for prentin,” 
she is supposed to have said. 

“And noo they’ll never be sung mair.” 

Margaret Hogg ca. 1802 
in Alice Munro, The View from Castle Rock 

2007
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