Inventing the vanished past; the restoration of the Hôtel de Lauzun in Paris during the Belle Époque

Pierre Gommier, Architecte DPLG, Architecte du Patrimoine, Maître de Conférences ENSAS It is not uncommon to admire remarkable boiseries voyageuses in world renowned museums that have followed adventurous journeys. There, each visitor moves through time and space even better than if they were to walk through the original addresses today, with their nude walls. Furthermore, in the case of Parisian hôtel particuliers, many of these houses were simply razed in favor, or disfavor, of a new avenue piercing towards the horizon of a second empire monument. Far from being a gap in the memory of these places, Period Rooms are a past re-invented within a museum.

But are they witnesses of the reinvention of the past within original walls? From what past have we been separated in favor of the invention of another, with more coherent distribution and stylistic unity? Have we restored or invented the monument of the past?

The boiserie present at the Metropolitan Museum of Art in New York City from the library of the baron Jérôme Pichon (1812-1896) illustrates the long journey of the French restoration during the Belle Époque. Sold by Maison Jansen after their removal from the Hôtel de Lauzun in 1906, these boiserie, sculpted out of solid wood, trumeaux and pilasters with Corinthian-horned marquees would have traveled in Holland in 1932, 1 before arriving at the MET in 1976. Today visitors contemplate a moving page of history from the most bewitching address of old Paris, the Hôtel de Lauzun.

Situated at 17 quay d'Anjou, on the ile Saint-Louis (figure 1), the address is known by the Piéton de Paris 2 for having housed Charles Baudelaire in an attic apartment overlooking the river Seine. One floor below, the "ceilings rich, and mirrors steeped" 3 of the enfilade d'honneur are still lighting the river at night, reflecting the façade.

What remains obscure is the architectural evolution of this place, now called Hôtel de Lauzun, which must be analyzed taking into account the desire for historical restitution, especially that of a grand staircase. The quest for revealing a typology, the seventeenth century parisian hôtel on the front, animated its restorers during the second half of the nineteenth century up until 1950. This investigation proposes to consider the pre-existing architecture and distribution of the hôtel during these restorations and interventions, and establish what had been chosen to be restored, to travel, or to be scratched out from within the building. Why have the trumeaux with a motif of leaved garlands and charming vases of flowers au naturel on the raised ground floor been removed, and where did they come from? What did the witnessing architects reveal or silence about what they saved, displaced, or destroyed, in the paradoxical desire to find an historic house where time stands still? What vanished flight of impossible stairs have they sought to climb in the pursuit of a fixed idea that is constantly slipping away for some, an ideal to achieve for others?

The general march of restoration has allowed the Hôtel de Lauzun to be safeguarded, but restoration always come with an ulterior motive. The aim was to give the hôtel the status of a monument worthy of interest in the eyes of its contemporaries of the Belle Époque, that is to say creating a milestone in the view of its stylistic unity and its exemplar typology. Hailed today as a formal standard of the hôtel sur le devant, or hôtel on the front, does this building still retain all the temperaments and permutations of the architecture à la française within its walls?

On the shore of the Seine River, the north facing lot of around 800m 2 had originally belonged to the entrepreneur Poulletier until its sale and eventual acquisition in 1641 by Charles Gruÿn. 4 Gruÿn's wealth was thanks to his position of supplier to King Louis XIII's armies during the 30 Year War. After becoming the new sieur des Bordes, he arranged with an aristocratic family to marry Geneviève de Moÿ, with a contract that stipulated his "future wife will have as her dwelling a house that the sieur (…) is newly building on the island of Notre Dame, on the quay facing the port of Saint-Paul. 5 " Hence construction started in 1655, where it was among the last hôtel to be built on the dense allotment of the island. Offering access by boat to escape the 'embarrassment' of Parisian streets, the riverside lots already had the preference of newly enriched state figures for building their hôtel particuliers. 6 The architect Louis Le Vau was illustrating himself through audacious formulas during the 1640's; a suspended garden at the Hôtel Lambert, the first escalier à vuide -a suspended stone stairs -at the Hôtel Gillier, superposed attics at the Hôtel de Comans d'Astry, and the double height of the piece à l'italienne of the Hôtel Hesselin, and his own house less than 50 meters from Gruÿn's. Despite numerous attempts to attribute it to Le Vau, the architectural plans of Gruÿn's house were conceived by the long anonymous Charles Chamois, the architecte ordinaire du Roi, a mystery only solved in 1987. 7 This conceiver of houses in the marais 8 had the misfortune of having his masterpiece, the Château de Chaville, built along with the landscape architect André Nôtre and later bought by King Louis XIV for his son, destroyed in 1764, and with it his renown.

Chamois's design for Gruÿn was a house of great decorative sobriety on the outside, with flat and continuous frames around windows, and only one peculiar trait: dormers, particularly the motif of blind dormers with arched pediments. They crown strong rhythms of the façade, not only the silent wide span of the window, but also the fully built trumeaux. It is a clever trick; these blind dormers support a perpendicular master beam that carries the structural load of the wooden ribs of an Italian ceiling, unable to be contained within the roof alone.

The address only took the designation of hôtel on the initiative of Baron Jérôme Pichon, renowned bibliophile and collector, and son of the French ambassador to the United States during the Louisiana Purchase. He acquired the property in 1842, precisely when the designation "double-width building" on the quay was mentioned for the first time. 9 Previously, it had been simply a question of "a large house" in the sale between the Richelieu and Ogier family in 1709, then of "a house of Paris" in the succession of the Marquis de Tessé in 1769, meaning three simple main buildings in single-width that frame a courtyard. 10,11 The plan masse would have been a simple homothecy of the seventeenth century Parisian house of allotment with the main body on the street, a wing along the common wall, a rear building sometimes separately rented, and a small courtyard, almost twinned with another on the neighboring lot, save for a small wall. On first glance, one could say that is just a large house with a side gate, and not a hôtel. Certainly, there is a balcony overlooking the Seine to the north, and façades of hewn stone; but there is neither a garden nor possibility to create one, no real basse-cour but only two very small courtyards in the rear corners, no centered or truly decorated gate, very little sculpture, no classic architectural order, nor attique. 12 In fact, the house was not even included in well-known books of engravements of Parisian addresses until after its reworking. We must wait until 1844 to find the mention of a miniscule representation of the further recrafted façade, attached to a rent receipt issued by the Baron Jerôme Pichon (Figure 2). It is this study's hypothesis that there may not even be an original staircase entirely built using stereotomy, one of the defining features of neighboring hôtel particulier by Louis La Vau. Instead, this staircase may have terminated with a wooden upper flight ending directly against the main door of the main antichambre, lacking a palier, a comfort common to hôtels of the time. 13 The ambivalence between rental house and hôtel was already perceptible from the report of the architect Radel in 1799, refering to the now-called Hôtel de Lauzun, saying "the house on the Quai de l'Union n°21 from the citizen Lavallée Pimodan is partly occupied by various tenants who rent apartments. (...) The lodging wing and that of the back of the courtyard each contain an apartment decorated like the previous", meaning the apartments on the quay. 14 In other words, all the apartments were decorated, not only those of the principal building, the building on the front. However, today, once you have crossed the courtyard and its mur renard, there is no doubt: the decorations, especially those on the bel étage on the second level above the semi-basement and the raised ground floor, proves that Lauzun deserves the title of hôtel. 15 The enfilade on the Seine is complete with its antechamber, ceremonial bedroom, 16 alcove bedroom, and cabinet, 17 all with nesting door frames laid out in view (Figure 3). This glance, parallel to the river, reveals a path through space from public to intimate. The seventeenth century boiseries are partially attributed to Jean le Pautre, 18 and the Italian-style ceilings are from Michel Dorigny, 19 artist of the foreverlost decorations of the Hôtel Hesselin on the opposite side of ile Saint-Louis. This gilding aims to compensate for the northern exposure of the main façade, facing the river and the aristocratic marais. Did these mythical skies inspire Baudelaire two centuries later as he penned the Invitation au Voyage in the hôtel? From the opposite end of the enfilade, when standing in the intimate golden cabinet, the view leaves you in perplexity: why does the pretend door on the wall of the antechamber not match the nesting effect (figure 4)?

Today, when back in this antichambre, the perpendicular view facing the length of the wing stops sharply on a modern door. We now know through archival research that in 1709, in contrast, this wing contained instead "a paneled antichambre, a gilded and carved wood and glass partition beyond which is a paneled chapel, a room serving as a cabinet, all paneled, another cabinet all paneled in which is a small chimney formed by a piece of paneling similar to those of the cabinet," all these rooms were "decorated with carved, gilded and painted wood" and multiple coherent paneled rooms were located in the third building at the back of the address, nowhere to be found today. 20 Two major factors could be the root cause of these missing rooms. There were considerable subdivisions and intertwining of floors created at the end of the eighteenth century when the hôtel functioned as a rental house, with workshops on the semi-basement floor. However, on the other hand, Jérôme's grandson, Baron Louis Pichon's desire for stylistic unity in demonstrative rooms motivated many changes during his commissioning of restauration. In 1906, he undertook the task "to make every effort to restore [Hôtel de Lauzun] to the state it was in two and a half centuries ago," that is to say to rid it of any modifications or additions and re-find, or indeed reinvent, this ever-enchanting 'original state.' 21 This could have led to moving rooms.

In 1899, in a state considered very poor, the hôtel was sold by Baron Jérôme Pichon's heirs to the city of Paris, under the declaration of public utility. 22 However, in 1906 the hôtel was returned to Louis Pichon after the city shrank away from the scale of restauration work that was required. That same year, the hôtel in its entirety (meaning the architecture and the ornaments) had been designated as a historic monument. 23 In a strange voyage of ownership, the city of Paris seized back the property in 1928 after Louis Pichon met financial ruined due to his vision of a restored Lauzun, and the hôtel is still owned by the city today.

The question is to know, during these two Pichon ownerships, how the building visible on the engravement (figure 2), became the rationalized plan that we still see today (figure 5). In the before, there are the windowsills lowered during the eighteenth century, with their large tiles, a service door providing access to the semibasement. In the after stands the ideal cohesive design of a possible return to a supposed 'original state.' The distribution is adorned with a large staircase to be rediscovered or built, the invention of a dedicated dining room in the wing which did not exist during the seventeenth century, and the search for original purity of volumes.

What happens when we draw today a hypothesis of the state of the hotel in 1900 is very surprising (figure 6): two flights of stairs are separated from each other, and a dining room sits under a painted, vaulted ceiling, supposedly the original ceiling of mysterious stairs of the seventeenth century. It has little in common with the hôtel we know today, nor with its original state. Was it one of the many strange turns Lauzun's moving rooms had on their voyage?

The attempt to restore Lauzun to its original state was first carried out in January 1906 by Juste Lisch, the Honorary General Inspector of Historic Monuments who at the time was almost 80 years of age. 24 Working under his direction was the architect Quiédeville, who left notes dated April 1910 that shed light on some points but left others in obscurity. 25 He quoted three contractors on the building sites, Monduit, Lévêque and d'Hièse and the decorator Lameire, but then warned us: "it was impossible (..) to find an architect's signature or monogram [in the hôtel]. 26 " However, he evoked affinities with windows of the Château de Vaux where he carried out work under the direction of the architect Sommier. Invoking Vaux, the stroke of genius of Louis Le Vau in his forties, might not have been innocent in Quiédeville's quest to dispel the glooming fog of uncertainty surrounding the île Saint-Louis address.

The first of the restauration problems was the consolidation and strengthening of the structures following the differential settling of the foundations. There was a 15cm depression of the quay-side façade, which also carried the perpendicular wall, resulting in warping visible both from the interior and exterior stone bands. Large stone piers were built in the cellars and some vaults were reworked and tiled. A metal structural corset of bolted beams was installed to support the very deformed wooden hoops of the Italian ceilings on the second floor. On the floor below, in Baron Jérôme Pichon's former collector's library, the master beam under the antechamber was broken near the seal of the wall. Between these painted joists and the second-floor parquet, Quiédeville took advantage of sufficient height to slide a complete floor of riveted lattice beams, relieving the French-style ceiling 27 of almost all its structural load. Metal frame with vertical pins reinforced the corbels on the courtyard. The disrupted arch stones of the entrance were also replaced. The profile of the attic, a two levels roof à la Mansart as it appeared in 1900, was not modified, but the structure was reinforced with steel beams to act as permanent shoring. One could question the authenticity of this useful hat shape, especially compared to the traditional high eave of the adjacent Hôtel Melliand, supposedly only a decade older. Still, it could also be seen as a testimony to the considerable influence of the work of Pierre Lescot at the Louvre, who build a Mansart roof and an Italian ceiling 50 years before the birth of François Mansart. This restoration campaign was also an opportunity to add ornaments to the elevation; cast iron rainwater dauphins, or spouts, wittily decorated as dolphins replaced older zinc versions. Only one spandrel panel of the raised ground floor had to be restored to its original level, which raised the question of when the two other altered panels had been restituted to their initial height. The façade remained, fortunately, not scrubbed by chemin de fer, a technique of the time that was later found to damage stone.

Quiédeville stays mute regarding a service pedestrian door on the quay that he certainly rebuilt as the window it had originally been.

There was also the surprise of hidden decorations in the loge du portier, 28 when in displacing woodwork, the workers discovered the hidden faces to be decorated with gilded, falling leaves. These would have been made from shutters, originally in the raised ground floor's former great hall, which travelled down to the loge du portier and were reversed to be reused: the mention indicates that at least one redecoration occurred in the raised ground floor. There are no records of where these woodworks are today. The coachman's passage, which had been considered poor by Louis Pichon, was ornamented with regular joints between pilasters in stone stucco.

After the necessary structural work, the baron requested the rooms of the raised ground floor between the quay and the courtyard to be completed as soon as possible.

Previously on this floor, Louis Pichon's grandfather Baron Jerôme Pichon lived in an ensemble of an "antichambre with parquet en point de Hongrie, an ordinary marble fireplace with mirror above, and a black and white marble tiled entrance; and a grand room measuring 13.25 meters long by 5.85 meters wide, used as a library lit by four windows on the quay, oak parquet flooring with framed panels, a ceiling with exposed beams and joists, and artistically painted, carved oak boiserie that extended the full height of the room," (figure 7) these being the boiserie eventually travelling to the MET. There had also been "a bookshelf of about 8.50 meters long in oak with glass panes, a large grey marble fireplace above which was a large mirror, part of a decorative set including a painted medallion, two painted panels above the two doors, and a large mirror with carved and gilded wooden frame at the other extremity of the room. 29 " This room was only lit from the windows on the quay. On the courtyard side, behind the double door visible in Paul Robert's photograph, was a linen corridor were Jérôme Pichon kept some of his most precious orfèvrerie, 30 items, and books, with a staircase leading to a mezzanine for his secretary Monsieur Droit.

These multiple volumes correspond to one large room only described precisely almost two centuries earlier in 1709: "At the 1 st apartment on the left hand is the entrance to a large room with a carved and gilded door, said room having a view on the quay of four windows closing with iron bars, a view overlooking the courtyard not closed with iron bars. Above the fireplace are two large figures and above the doors are the bas reliefs 31 ". In 1722, at the death of Madame Ogier, this great hall had already been divided in its length into "an antechamber above the kitchens overlooking the quay" and "a large adjoining cabinet overlooking the quay and the courtyard. 32 " The antichambre still existed in 1766 but this time it proceeded "a large salon de compagnie that has the same view [as the antichambre, on the quay] and a view on the courtyard". The inventory then mentions in this salon de compagnie "four mirrors inherent to the boiserie and to the ornaments, recorded on the record as part of the house and placed in perpetual residence. [START_REF]du cadastre par îlots dit Vasserot et Bellanger, avant 1827, Alpage, Archives de Paris 111 Inventaire après décès marquis de Tessé 2 juillet 1766[END_REF] " Where did those boiserie and ornaments travel to? What about the subdivision of these two rooms, at least one of which has boiserie along its width? The curious "seven rooms on the ground floor decorated with boiseries 34 " seen by the architect mandated by Radel in 1799 would lead to this division being attributed either to Comte Charles de Saulx Tavannes 35 before 1779, or afterwards, to the Marquis de Pimodan 36 . The engraving of the facade on the quay, mentioned for the first time in 1844, shows the presence of this salon de compagnie, which has two lowered sills on the quay side which corresponds to two of the three lowered spandrel panels of the raised ground floor (figure 2). They were no longer so at the end of the nineteenth century.

However, it is important to also investigate the personality and motivation of the people behind the changes to understand why such decisions were made. Baron Jérôme Pichon settled in old Paris in the middle of the nineteenth century, completely against the fashion of his time, precisely because he wanted to live in a hôtel dating from the century of Louis the Great 37 . It was Jérôme Pichon who attached Lauzun to the name of the hôtel. The name comes from a previous owner, Antonin Nompar de Caumont-La Force (1633-1723), the Comte de Lauzun. Lauzun, who lived at the address for only three years starting in 1682, was notorious for a rocambolesque life.

In between other adventures, the impenitent seducer, as insolent as spirited, insulted the king's favorite, was escorted to prison by d'Artagnan, secretly married the cousin of Louis the XIV, and brought Jacques II Stuart's family to France. Lauzun perfectly fit the idea of the mystery and grandeur of the seventeenth century that appealed so strongly to Jérôme Pichon. Therefore, it is this article's hypothesis that it was Baron Jérôme Pichon himself wished to recover, at least partially, the volume of seventeenth century large room facing the quay. He destroyed the eighteenth-century plaster ceiling and uncovered the painted joists above. In view of this French-style ceiling, it seems too strange that an erudite, himself the grandson of the famous architect Alexandre-Théodore Brongniart, would then install in this room boiserie of a disjointed style traveling from another house. The workmanship, almost chantournée 38 , would have argued in favor of transition period works that might not, moreover, be contemporary with the fluted pilasters. We put forward the most plausible hypothesis, for lack of a written source, would be that the baron could have taken some of the boiserie from the Tessé-Tavannes salon de compagnie, previously those of the west wall, and removed them to demolish the partition between the former antichambre and salon. He could have then had four of these panels travel to be reused in the bare trumeaux between the bays and against the common wall, at the opposite end of his new library for the sake of completeness of the new room (figure 8). Then it would be this boiserie of the Tessé-Tavannes salon de compagnie that would travel and eventually find its home in the MET, under the title "Boiserie from the Hôtel Lauzun."

All of this distribution was destroyed starting in 1906 and partitions of the volume were removed. "The decorated ceiling was cleaned, lightly retouched, and only two joists were replaced. 39 " The trémie 40 of the ceiling, still visible today though blocked and redecorated to mask its appearance, does not correspond to any chimney found above (figure 9). Inventing a part that never existed, Quiédeville drew up a project based on the guard room of the Château de Cheverny 41 : a monumental stucco fireplace with statues flanked by two double-leaf doors, a rather archaic choice for a hôtel particulier built two decades after Cheverny. However, he tells us "I must say that nothing on the wall indicated that there had once been a large fireplace 42 ". The wall with conduit en pigeonnage 43 in very poor condition, was then the only remaining perpendicular structural wall in the principal building. It was entirely rebuilt in brick by 1906. The running outer band of the facade on the courtyard was interrupted by low sills "which destroyed the order," and were "made again as they should be. 44 " However, this made it impossible for a man standing in this room to see the courtyard: monumental regularity won over practicality. For the new empty room, Quiédeville conceived for these blind spandrels of a height facing the courtyard, a program of twelve main interior frames for new paneling. He proposed the twelve works of Hercules as a painting motif: "It is the idea of Lebrun and van Obstal's at the Hôtel Lambert. 45 " Baron Louis Pichon postponed the execution and only had the waxed base of the paneling made, which are still seen today.

In the elevation, the total continuity of the running outer stone band was restored and access to the semi-basement was cut as Quiédeville turned the bays into windows. He does not mention that he had demolished the eighteenth-century dormer à capucine 46 (figure 10) but mentions that two blind dormers with arched pediments were built by completing the stone bases already present, and, necessarily, restituting their allure from the motifs copied from the north side. He replaced the master beam they supported with a metal lattice beam capable of strengthening the Italian ceiling below.

We are witnessing a form of ennoblement of the original elevation of Charles Chamois. The Grand Siècle 47 is not only restored but created through the erasure of the architectural traces of domestic life of the eighteenth and nineteenth centuries. It is the exemplar hôtel particulier dreamed of by Jêrome Pichon that was finally invented by his grandson Louis' commission of Quiédeville. However, some choices tempered the final monument: the architect observed for instance the traces of a large cartouche erased in the central trumeau of the west dormer windows, which he did not reestablish. On the other hand, he replaced the eighteenth-century curvilinear railings with ironwork put inside the frames as it was traditionally done during the midseventeenth century. He renewed all of the north and west windows of the courtyard and sketched and installed ironwork for the west doors. Their drawing was inspired by those of Delobel, created for the now-vanished Ambassadors' Staircase of Versailles.

Thick oak doors, topped with sculpted cornucopias, which could well be reused works, were newly installed as the entrance to two rooms in the place of former stables of the ground floor of the rear building.

In the cabinet adorned by paneled and painted cupboards, adjoining the large room on the raised ground floor, Quiédeville only re-completed the decorations that were interrupted by the trace of a lost alcove, he filled and connected cracks in the ceiling but left the nineteenth-century style glass in place. He focused on distributive coherence by reconstructing a hidden staircase at the back of the room based on traces, while blocking four very high steps hidden to the right of the chimney.

Paradoxically, the doctrine of restitution then adapts to a neo-rocaille eighteenth century aesthetic for the most private new room: the creation of a cabinet de toilette above the coachman's passage. The cupboards and boiserie are "inspired by the Dauphin's library in Versailles, and the motif above the door recalls a panel from the cabinet of Baron de Courcel at the Château d'Athis 48 ". The adjoining marble bathroom with an astonishing trompe l'oeil marble ceiling was ready for the Baron's move in June 1907. The stylistic unity of the seventeenth century was restored in the demonstrative rooms, while the eclectic taste was only expressed in the private ones.

As for the bel étage above, the architect states that the Baron's grandfather had found the staircase collapsed and therefore had established a floor for his dining room in the upper part of this space (figure 11). Let us examine the hypothesis that this reshuffle could have taken place well before, possibly at the end of the eighteenth century. The top surface of the painted arch of this room was made of wooden ribs. Its gaps filled with kelp and plaster, poured into the cracks from above, and added galvanized mesh on the cap, embedded in plaster. Today, we can distinguish these master beams with increased stirrups and two large riveted retaining compasses. Quiédeville had clearly observed that the painted arched ceiling dated from a second decorative campaign that had hidden a previous one: "above the cavetto, on the south side, there is an old molded and adorned cornice that recalls the ceiling of the Hôtel de Juigné. 49 " now called the Hôtel Salé. 50 The former stairwell was then "rid of the entresol 51 distribution that obstructed it and of the area of the 2 st floor. 52 " The architect was also intrigued by the thickness of the perpendicular wall on the ground level, and decided to bore into the bricks, discovering underneath pilasters, bands, and a niche. He disassembled the wooden steps starting from the door and found underneath stone debris bearing moldings and sculptures, in particular an almost complete shell reminiscent of that of the neighboring Hôtel Hesselin portico niche. Quiédeville thought he had found the analogic key to assigning this address to Louis Le Vau, already known as the architect of Hesselin at that time. He discovered on the walls the traces of the old steps, and also noted traces of what he thought would be vaults, "The unevenness in the moldings and cimaises 53 on the first floor and the enormous cracks in the stones of the false bays on this floor also shows well that differential settlement has dislocated all this masonry and led to the ruin of the vaults. 54 " Quiédeville's old master architect Lisch was so convinced of this fact that he refused to consider rebuilding a stone staircase à vuide. 55 Moreover, Louis Pichon desired to see the painted ceiling of the second level from the ground floor. Hence, only a temporary wooden staircase was constructed. With some of the remains of the previous stair, Quiédeville reconstructed a motif of a woman's head with cornucopias above the door to the wing, out of archaeological concern for the sculpted remains of a vanished complete work.

However, when looking today at the 1827 atlas of Vasserot et Bellanger, a cadasteral map where ground floors of Paris are carefully drawn, a completely different story surges into light, of which Quiédeville did not say a word (figure 12). 56 In this version, when standing on the landing on the raised ground floor, the visitor would have turned left towards a secondary flight located in the central part of the wing, two decades before he would have ever met Jêrome Pichon as the owner. Therefore, the baron could not have divided the height of the original stairwell; it must have been completed well before his acquisition. This flight of stairs, of late eighteenth century style, which have not been studied or published until now, is clearly visible in two photographs by Albert Brichaut, taken before 1905 (figures 13 and 14) and in a photograph conserved by the Ecole des Beaux-Arts de Paris. 57 It is the presence of this old regime flight of stairs for 120 years which explains the disappearance of the rooms and the dismantling of the paneling of the central part of the wing which were still present in 1766: a "chapel on the second floor in the wing above the dining room overlooking the courtyard, a following salon of gilded wood having the same view, a servant's bedroom adjacent and having the same view. 58 " In the original seventeenth century stairwell, the landing with direct access to the great hall had been divided in height, creating two floors, as shown in the photographs of the elevations on the courtyard taken before 1906 (figure 10). It was therefore necessary for the visitor, from the first landing, to cross on the left a double door visible in the photograph.

Then, he would have climbed a small degree to reach the landing of the next floor, facing the courtyard, paved with stone and cabochons, then located above two carriage rooms. On this landing, there was a reused sculpture of a child with a dog, which may have become "an Egyptian chimera in the taste of Lebrun, ridden by an amour 59 " in the romantic writings of Théophile Gautier. He also lived in the hôtel around the same time as Baudelaire and was occasionally a member of the ephemeral Club des Haschischins. 60 This sculpture stands today in the rear building.

This photographed flight of stairs (figure 14), particularly large, is the one that corresponds to the depiction given by Gautier in the 1840s, describing "one of those immense stairs (...) in which a modern house would dance comfortably. 61 " There was even a vertical reinforcement in the form of a cast iron column supporting the beam of the upper landing, which must have been added in order to prevent bending or possible collapse of the structure. The stone steps follow a molded composite stringboard on which the wrought iron railing, mentioned in 1799, was directly mounted. 62 These are not panels delimited by onglets 63 but a series of rising entrelacs of flat iron, posé sur chant, 64 which have been reworked. Rosettes may have adorned the center of the waves and the width normally underneath the handle has been suppressed. The concave works have ball joints, two symmetrical grecques, and one fleuron. This guardrail had many similarities with the one of the Hôtel de Fleury, 65 built in 1772. The author puts forward the hypothesis of the construction of this flight of stairs during the last third of the eighteenth century, at the time of Tessé-Tavannes and when the Marquis de Pimodan acquired the hôtel. This implies that Baron Pichon's high dining room was indeed an antichambre dating from the end of the ancien régime. 66 The double door on the photo shows obvious analogies with two door panels currently placed in the cellars today. They have three painted compartments and are decorated with rosettes and cameos with military trophies, that could hint at Gruÿn's position as supplier of the king's armies. These doors had been mounted for reuse in the wing at the rear of the building, before being removed in 2012 (figure 20). This eighteenth century staircase, sacrificed in their turn for the restitution of a layout, if not original, at least keeping closer to the spirit of the distribution of the hôtel in the seventeenth century, saw its volume filled with new rooms, left without notable decoration. The voluntary erasure of the last third of the eighteenth century's works, boiseries and flights of stairs from the hôtel is striking. Inventing the past during the belle èpoque era was synonymous for the architects with suppressing most of the very visible works that weren't fitting the century of creation of the address. In his Study on the Reconstruction of the Great Staircase, 67 the Chief Architect of Historic Monuments Armand Guéritte (1879-1940) stated in 1931 that "the Great Staircase of the Hôtel de Lauzun was never completed when the building was built in the seventeenth century (...). 68 " Starting from the landing of the great hall,"(a) part of the modern rampant had to replace an old part of the staircase that was destroyed or rather that was never built in stone in a definitive way as had been initially planned; it is likely that from this point on the staircase was simply completed with wooden steps and a wrought iron handrail, which we found in the hôtel and which corresponds exactly in size to that of this flight of stairs. 69 " Concerning the vaulted ceiling, it may not belong to the original ornamental campaign but to an intervention dating back to the end of the seventeenth century. The style of this work tries to match as close as possible the craftsmanship of the other ceilings in order not to break the decorative unity of the whole. It could have been commissioned by the Marquis de Richelieu, great nephew of the cardinal, who acquired the hôtel in 1695. Guéritte, on the other hand, sees the dramatic ruin of Gruÿn, who was arrested and heavily taxed in 1661 following the downfall of Nicolas Fouquet, as a possible reason for the unfinished staircase. He testifies to that in 1923: "we were able to make the following observations, which showed us that the staircase had never been completed. 70 " He describes a pilaster simply drafted on the trumeau between the two bays on the courtyard, the change of project in the original order of decoration proven by the full arch of the bay on the facade, the drafted state and pilaster-less frames for the access doors to the great hall on the elevated ground floor, and the unfinished moldings in the wall itself. "A fact that is particularly disturbing and prevents a priori to the easy understanding of what this staircase could be, is that the beginning of modern restoration was based unfortunately on false data. (…). 71 " Guéritte assumes that the staircase of the Hôtel de Lauzun, if it had been finished, would have had all its elements supported by arched stringboards, with the exception of the upper landing, which ended with a wooden beam. However, precisely in 1709, the apartment of the courtyard's wing was described as accessible from a separate landing par le vuide, that is to say accessible by an interior balcony along the façade and separated from the last flight of stairs. He cites an example of what the unfinished original idea of the stoned stair would have looked like if entirely completed, on the rue du Cocq-Saint-Jean in Paris, an example that unfortunately is now destroyed (figure 15). The framework of the staircase consists of long, low, rising stone arches under the stringboards and flat under the landings, which generate an outwards vector of force requiring thick side walls. The current great staircase of Hôtel de Lauzun was only built after the Second World War, whose drawing was inspired by the art of François Mansart at Chateau de Maisons and does not follow the archives description of the initial one (figure 16).

The mysteries of Hôtel de Lauzun continue. In 2012, a painted master beam was found under the cornice plasters in the rear building (figure 17). This remnant of a Frenchstyle ceiling bears witness to a campaign of decorative painting from the seventeenth century that extended as far as those rooms. In 1709, this building held a large library cabinet for the Marquis de Richelieu, a room with low paneling and small cabinets, and two other rooms on the second floor. The house was a hôtel on the front due to the position of its principal building. We know today that it was a full hôtel on the front, that is to say that all the rooms surrounding the main courtyard, and even those overlooking the very small corner courtyards, were decorated. In addition, some seventeenth century panels have been reused within a belle époque decoration in the west petit salon. At the intersection of the wing and rear building, this room had a view overlooking the neighboring garden of the Hôtel Méliand. Four parts of a double door were embedded in the north wall, with marble inclusions, under a plafond à curiosités 72 (figure 18). The rest of these boiseries could correspond to the destroyed antechamber, chapel, and room, and have traveled to Philadelphia, where they are found today at the Museum of Fine Arts. The museum thus preserves the low paneling of the particular craftsmanship similar to that of the current antichambre on the second floor of the Hôtel de Lauzun. This antechamber opens what is unanimously considered as the greatest mid-seventeenth century ensemble of decoration in old Paris.

Quiédeville testified on this last room: "In the first salon, we are in the full unknown concerning the primitive decoration and even for old posterior decoration." The archives testify that at the beginning of the eighteenth century, it was already "a room furnished with two door leaves of gilded and painted carved wood, the room having two views of the quay (…), around which is a paneling of gilded carved and painted wood. Above the fireplace are low bas reliefs. 73 " But obviously, the chimney was against the common wall and not in the axis of the room, where Quiédeville found it in 1906 and it still stands today. The initial concealed arrangements of the lower paneling attest to at least a reworking, or possibly even their travel from another room that has disappeared. Quiédeville scraped off 'chutes 74 ' of musical instruments in modern craftsmanship on the sides of the mirrors. Under this plaster, the same decor as the narrow vertical panels of the rest of the room would have been revealed. He would have also observed a Pimodan monogram, from the former owner during the late eighteenth century. According to Quiédeville, the doors we still see today are neither in their original place nor are all of them old. He enlightens us one last time on this subject: "The false door, against the adjoining wall (figure 19) opposite the door of the large salon is decorated on the hidden side. The main motif is a Roman head in a garland of round foliage." It would therefore be a re-use, from a moving room within the address walls. The decoration of its face, which was not hidden in this way, would be similar to that of the two door-leaves (figure 20 (…) Le corps de logis en aile et celui au fond de la cour contiennent chacun un appartement orné comme les précédents » 82 , c'est-à-dire comme les appartements sur le quai. Autrement dit, tous les appartements sont alors ornés, non pas seulement ceux du corps principal.

De fait, une fois franchi la cour et son mur renard, aujourd'hui, il n'y a plus aucun doute : c'est bien d'un hôtel dont il s'agit de par la qualité des décors, notamment ceux du 1 er étage, qui correspond au deuxième niveau au-dessus du soubassement de service et d'un rez-de-de feuillage à rehaut d'or, tournées du côté du mur. Elles auraient été faites avec les volets intérieurs retournés du rez-de-chaussée surélevé de l'hôtel. Il n'y en a plus trace aujourd'hui.

Le passage cocher jugé pauvre par le baron Pichon reçoit des panneaux entre pilastres en stuc de pierre.

Le baron demande de livrer le plus tôt possible le rez-de-chaussée surélevé entre quai et cour.

A cet étage le grand père de Louis Pichon avait, une « antichambre avec parquet à point de Hongrie, cheminée en marbre ordinaire avec glace au-dessus, et entrée carrelée en marbre noir et blanc, grande pièce de 13 mètre 25cm de long sur 5m85cm de largeur environ à usage de bibliothèque éclairée par quatre fenêtres sur le quai, parquet en chêne par panneaux à encadrements, plafond avec poutre et solives apparentes avec peintures artistiques, boiserie en chêne sculpté dans toute la hauteur de la pièce, un corps de bibliothèque de 8m50cm environ de longueur en chêne avec partie vitrées, grande cheminée en marbre gris au-dessus une grande glace faisant partie d'un ensemble décoratif comprenant un médaillon peint, audessus des deux portes deux panneaux peints, à l'autre extrémité de la pièce une grande glace avec encadrement en bois sculpté et doré » [START_REF]Cession par les consorts Pichon à la ville de Paris[END_REF] 
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 5 Figure 5 Reprint of a plan of the second floor of the Hôtel de Lauzun, Paris, 1962 (Médiathèque de
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 6 Figure 6 Drawn hypothesis of the restitution of the Hôtel de Lauzun in its 1900 state, Paris, 2019
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 1516 Figure 15 Julien Guadet, ceiling, plan and cross section of the stairs of an old house rue du Cocq-
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 17 Figure 17 Jean-François Lagneau, photography of the sondage of a plaster ceiling in the rear building
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 18 Figure 18 Photography of the plafond à curiosités on the second floor's rear building of the Hôtel de
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 19 Figure 19 Paul Robert, photography of the pretend west door of the antichamber of the second floor of
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 20 Figure 20 Photography of details of an old gilded door currently forgotten in the depth of a cellar in the

  photographie. Ensuite, il gravit un petit degré afin de gagner le palier du 1 er étage sur cour,

  

Charles Michel Gaspard de Saulx-Tavannes, Lieutenant General of the King's Armies, widowed son-in-law and heir of René Louis de Froulay, Marquis de Tessé. Paris, France, Archives Nationales, M.C. XCI 1178, Charles-Jean de La Vallée de Rarécourt, Marquis de Pimodan, acquired the hôtel on 2 July 1779. King Louis XIV of France, who reigned between 1638 and 1715. A form of scalloped decoration, typical during the reign of Louis XV (1715-1774) Jarry, Papiers The open space required in a French ceiling to place a chimney's conduit. Built inbetween 1624 and 1634, by Jacques Bougier, the Castle of Cheverny in the Loire River valley replaced a former castle, half fortress, half sophisticated mansion. Jarry, Papiers Plastered flue. Jarry, Papiers Jarry, Papiers A capucine is the overhanging roof with a pulley to facilitate storage in the attic, common to eighteenthcentury dormers. Translating to 'Great Century', meaning the seventeenth century, including the reigns of Henri IV, Louis XIII, and Louis XIV, and the Régence periods. Jarry, Papiers Jarry, Papiers Achieved in 1659 by Jean Boulier, the Hôtel Salé was built rue de Thorigny in the marais for Pierre Aubert, who was enriched as the collector of the tax on salt. It is now the Musée Picasso of Paris. The horizontal division of a floor to create two floors within the original space. Jarry, Papiers A thin molding running along the upper part of the wall. Jarry, Papiers A stair with a void requires suspended stringers built with the art of stereotomy. Paris, France, Archives de Paris, Planche 9.